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ABSTRACT
For all practical purposes, the intonation of Egyptian 

colloquial Arabic is still a virgin field, Nothing much has 
been done either to explore its nature or to place it in 
relation to the other linguistic devices of the language. The 
little done so far falls short of giving a clear picture of the 
range of patterns characterizing it or their sets of interior 
functional relations. Nor does it bring to light the main points 
of interaction between these patterns and the grammatical system 
with which they work in close association

The present study does not claim to have filled the gap. No 
single study can. It does not seek to carry the description far 
enough to accomodate all the features which characterize the 
intonation in question. For instance, some of the features likely 
to crop up in the shortest stretch of any conversational exchange, 
such as interrupted sequences, unfinished patterns, and other 
excesses will be left out of account. Still less does it seek to 
probe beyond certain limits into the subtle grammatical or context
ual implications of the total set of meaningful choices provided 
by intonation.

The ultimate aim of this study is to describe the intonation 
patterns common among educated speakers of E.C.Arabic and used by 
them in their normal speech situations of every-day life. This 
presupposes selecting and grouping in attention complete utterances 
operating in contexts which are typical, recurrent, and repeatedly
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observable, and then placing the whole complex in its proner cultural 
setting To achieve this, however, certain requisite conditions have 
to be met. The proper approach to intonation requires that utterances 
should be restricted, contexts circumscribed, and that the treatment 
should proceed by a number of successive steps- With this requirement 
in the foreground, there seems to be no incompatibility between the aim 
envisaged, i e, the analysis of extended utterances, and the procedure 
followed, i.e, the choice of minimal utterances as a point of departure -

In view of the close interrelation between the intonational 
system and the other systems coexisting with it within the language, 
the study of the former inevitably involves preoccupation with the 
latter. It is obvious that to maintain the same rigour in defining the 
terms used throughout the wide ramifications which such preoccupation 
entails is possible only up to a certain point. It is therefore no 
violation of the requirements of systematic analysis that, in dealing 
with these aspects, short cuts are taken and an essential minimum is 
assumed.

When intonation is looked upon from the point of view of form, the 
primary object of investigation is to unravel the phonological system 
°f oppositions within which a small number of patterns operate, and to 
provide a description of these patterns. In their simplest form, these 
patterns represent, as abstractions from the text, what are termed here 

tones« -̂n essence, they make up an inventory of the possible 
minimally significant pitch movements utilized in the language to mark 
off one utterance from another in terms of pitch. In the present study ,
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the tones of E,C.Arabic have been divided into classes and each class 
has been subdivided into its various tones,

A tone may be associated with a syllable or a long stretch of 
speech. In either case, the result is a simple tone-group. Part of 
the study consists in comparing tone-groups associated with different 
tones. This requires the setting up of points of reference within a 
tone-group. Elements like the head and the nucleus have been set up 
for this purpose,

Tone-groups vary in their structural complexity. In addition to 
the simple type of structure in which only one nuclear movement occurs, 
there is also the compound, or the tone-group within which more than 
one movement occurs.

More often than not, tone-groups occur in combination- When 
they do so, there is practically no limit to the number of relations in
to which they may enter, or the functions they may perform- It is 
possible, however, to state some of the characteristics they reveal 
within the framework of these combinations. In the light of these 
characteristics, it seems relevant to the intonation system under 
consideration that a number of distinctions should be set up. One 
such distinction is that between tone-groups which may occur independent* 
ly of others or in head position in combination with others, and tone- 
groups which occur in combination with others. The former will be 
referred to as major, whereas the latter will be referred to as minor.

When intonation is considered from the point of view of function, 
the primary object of investigation shifts altogether. It is here that
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the wide ramifications referred to earlier creep in, Intonational 
functions are not restricted to one sphere. Nor are they always 
easy to define. In the statement of these functions, it is only 
legitimate to take short cuts. It is obvious that the utmost that 
can be done at this stage is to apply a scale of values to some of 
these functions and to try to estimate, in very broad terms, the 
effectiveness of intonation as compared with other devices signalling 
moaning, the range of each tonal pattern in the light of its potential
ities for being associated with more than one grammatical construction 
or function, and when more than one tonal pattern is available for one 
grammatical function, to determine which of them is more commonly 
associated with it. Such a scale of values has to emanate from 
intuitive speculations with no objective backing but a certain bias in 
favour of them reflected in the text, E.C.Arabic intonation will be 
reduced to its systems: tonality, tonicity, and tone, Each of these 
systems will be applied to the various types of sentences and grammati
cal constructions common in E.C.Arabic. This will necessitate brief 
reference to some of the main characteristics of each type.

Finally, this is an outline of what the present thesis seeks to 
achieve in the following chapters:
(a) to touch on some aspects of E.C.A, intonation, to discuss non
significant pitch features, and to describe types of tone-groups occurr
ing in that language, (Ch. II)
(b) to present a classification and a description of the basic tones 
and to differentiate between them in terms of their tonal, grammatical ,
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and contextual functions, (Ch.Ill)
(c) to present a description of some of the possible combinations of 
tone-groups, (Ch.IV)
(d) to look into instances of the ability of intonation to make all 
the difference between utterances in the sense that utterances which 
are different only in respect of intonation may, as a result, differ 
from each other in meaning, (Ch.V)
(e) to consider various traditionally accepted types of E C  Arabic 
sentences, and to examine how far each type can be said to have a 
typical intonation that tends to characterize it and to mark it off 
from other types. (Ch.VI)

It was seen appropriate to start with an introductory chapter 
dealing with various aspects of the language under consideration which 
have a bearing on the subject of the thesis, (Ch.I)
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Headins Conventions 
The following are brief conventions for reading the transcribed

texts 1: 
i . C oris o nant s :

Doubled consonants are pronounced longer and are more tensely 
articulated than their single counterparts, 
b: voiced bilabial plosive: /baab/(door)
f: voiceless labio-dental fricative: /faaz/(he won)
m: voiced bilabial nasal: /maat/(he died)
w: labio-velar semi-vowel: /ward/(roses)
t: voiceless denti-alveolar olosive: /taag/(crown)
d: voiced denti-alveolar plosive: /daab/(it melted)
s: voiceless alveolar sulcal fricative: /saab/(he let go)
z: voiced alveolar sulcal fricative: /zeet/(oil)

The letters /t,d,s,z/ represent the ’plain1 counterparts of the 
following consonants, traditionally described as 'emphatic1: 
t: voiceless denti-alveolar emphatic plosive: /tcuxr/(it flew)
c[: voiced denti-alveolar emphatic plosive: /c]cxx£/(it was lost)

voiceless alveolar sulcal emphatic fricative: /fsaam/(he fasted)
3: voiced alveolar sulcal emphatic fricative: /zill/(shade)

In suite of the analysis of 'emphasis stated under iii below,

1. The following symbols denart widely from the I,P.A, ones: / h,£,
9/ standing for the voiceless pharyng. fricative, the voiced 
pharyng. fricative and the glot.pl sounds respectively. The I.P.
A Retroflex symbols /t *3/ are use(̂  here to represent the 
Emphatics.



the transcription of emphasis will follow the traditional lines: 
only of the emphatic consonants, and /a/ of the emphatic ̂ jr *"
vowels, will be distinguished.
r: voiced alveolar apical flap; rr: voiced alveolar apical

trill: /raa^/Che recovered); /sarr/(he pleased)
1: voiced alveolar lateral: /laam/(he blamed)
n: voiced alveolar nasal: /naam/(he slept)
$: voiceless palato-alveolar fricative: /Jaaf/(he saw)
y: voiced palatal semi-vowel: /yoom/(day)
k: voiceless velar plosive: /kaam/(how many)
q: voiceless uvular plosive; it occurs only in some Classical

words seldom Tcolloqualizedf by educated speakers: / fqotrya/
O'

(village)
g: voiced velar plosive: /gaab/(he brought)
x: voiceless uvular fricative: /xaal/(uncle)
y: voiced uvular fricative: /yaab/(he was late)
h: voiceless pharyngeal fricative: /haal/(state)
g: voiced pharyngeal fricative: /gaag/(ivory)

glottal plosive: /*?aam/(he stood up) 
h: glottal fricative: /haam/(he loved)

ii. Vowels : (W=long vowel)

i: half-close front spread vowel; close when final or long: /*sibna/
(leave us), /siib/(let go) 

u: half-close back to central unrounded vowel; close and rounded
when final or long: / frufena/(we went), /ruufe/(go)



front spread vowel, a little below half-close, short and long: 
/ !betna/(our house), /beet/(house)
back rounded vowel,a little below half-close, short and long: 
/ frohna/(our soul), /rook/(soul)
half-open vowel, somewhat retracted from front position, short 
and long: /batt/(he decided), /baat/(he put up for the night) 
back open vowel, short and long: /bcctt/(ducks), /baat/Carm-rit)

Emphasis is not limited to the consonants traditionally described 
emphatic, i. e ,/t Nor is it limited to one vowel, i.e, /a/.
The main features of emphasis are:
Articulatory features:
Consonants:
(a) Retraction, lateral spreading, and concavity of the tongue 
and raising of its back. This may be accompanied by one or more 
of the following features:
(b) Pharyngeal constriction,
(c) Lip protrusion or rounding,
(d) Increased tension of the oral and pharyngeal musculature. 
Vowels:

Modification of the tongue position in the direction of low 
back.

Emphasis is considered as a prosody of the syllable.
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iv,Method of Indicating Intonation:

Two methods are used in this thesis for indicating the intonation 
of the examples and texts under discussion:

(a) an interlinear system of dots and strokes on a scale adopted 

in the early stages of the exposition for accurate representation of 
the intonation of short tone-groups and also to make clear some details 
of the conventions needed for the interpretation of the second method 
of marking, and

(b) a system of tonetic marks employed mainly in the later sec
tions as a more practical and economical way of marking the intonation 
of long tone-groups and continuous texts,,

In (a) two parallel lines are used to represent approximately the 
upper and lower limits of the voice range used by the speaker for 
purposes of ^normal' conversation. On this scale dots and strokes are 
used to represent unstressed and stressed syllables respectively: 
their position on the scale indicates the relative pitch of the corres
ponding syllables both in relation to one another and to the bottom 
pitch line. The strokes will show the direction of the pitch movement 
involved.

Reference will be made to the following relative key-points on 
the scale: =low (1), flower-mid (2), upper-mid (3) j ~high (A), and - 
mid. The choice of these points carries no implications of any number 
of pitch fphonemes! for E.C.«Arabic; it is simply a convenience of 
description, thus: ^

1
JL , .

In (b) a number of tonetic and additional marks will be made use 
of in transcribing the texts. The following are summary indications



of the use of theae marks. For clarity, the tonetic marks are set 
against the letter nmn representing a syllable. In addition to the 
tonetic values assigned to them, marks representing !,nuclearn tones 
are set against fully stressed syllables, dashes and dots are set 
against stressed and unstressed syllables respectively.

/ a pause,
// a longer pause,

/L initiation and termination of an utterance or part of an utter-

syllables with mid falling, rising, falling-rising, and rising- 
falling pitch respectively,

" m ,'m, Nm,

syllables with high, mid, and low falling respectively,
The same method of doubling, raising, and lowering the marks 

will be followed in transcribing the other classes of tones, with 
the following exceptions:
"m, ,m, A«m,

syllables with high-mid fall, low-mid rise, and high-mid fall
rise respectively,

ance under consideration,
m , m , -m, m , _m,

syllables with level pitch, values as assigned above,
m

syllables with high-low fall, low-high rise, and high-low-mid 
fall-rise resipectively,



syllables bearing high pitch which continues up to the next tone-

or pause-mark,
_ m, m,
~  o M  *

syllables bearing prolonged low level pitch,
’ in,

high pre-head syllable(s) or tail syllable(s) with a pitch higher 
than low# 

vo Transcription:
Rather than attempt a 'narrow5 representation of the sound 

features of E.C.Arabic, the system of transcription used in this 
thesis is ’broad’ in the sense that it aims at suggesting a reason

ably adequate pronunciation without unduly misrepresenting the gram
matical and lexical features of the transcribed texts*

Attention should be drawn, however, to the fact that spaces, 
stress, and tonal marks, are not always placed where they should be 
if phonetic considerations alone were left to decide* In addition 
to the fact that there is advantage in having symbols with a minimum 
rather than a maximum of vacillation of shape, there is also the aim 
to get round the threat of ambiguity and other hazards that a 
'narrow1 placement of these marks may give rise to.

This calls for illustration* The following examples make this 
point clear;

a* // ^lamma ^nta. ma'get/iy/' ^ult -am/" ana/̂ /
(When you did not come, I decided to go.)

b. _lamNmanta ma'get/iy/ ^?ul -tam " Jana/^



Example (a) shows the system used here; (b) shows where the marks 

are to be understood to stand: i.e, at the nearest point of syllable 
division to the left of where they are actually placed, unless they 
are already placed at such a point as in the case of/ma,getJiy/, In
(a), these marks are placed where words should be spaced out, although 
not much of them is left owing to the feature of elision, and although 
it is extremely difficult to decide exactly to which words some of the 
vowels should be assigned,

a. / fiĉ il se e h / £ (What remained?)
b. / fic[i Nleeh// (Why was it empty?)

The above examples are identical in every respect except in their 
grammatical structure and their meaning. Only (b) shows the manner 
in which both can be pronounced. Yet,in view of the structural and
semantic differences between the two examples, it is thought more in

\

accordance with the facts to transcribe them differently, provided 
that the convention referred to above is borne in mind,
a. /̂ / "xud ^yahmad// (Come here, Ahmed.)

/L ' naadi xlafemad//(Call Ahmed.)
^ Co ZZ ?ibna %kakmad/^(Your son,Ahmed.)
All the above examples show the marks placed where, phonetically 
speaking, they should be, A context can easily be suioplied in which 
any consonant in E.C.Arabic would replace the one initial in /?ahmad/ 
(Ahmed), However, it serves no purpose to have such a multiplicity 
of forms for one of the commonest Egyptian names.
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CHAPTER j 

A. Analysis: Material and Scope
Material on which the analysis is based:
Rata for the present analysis have been drawn from various 

sources; but the principal source has been the language habits of 
the writer, a native speaker of Egyptian colloquial Arabic.

This, however, wa.s supplemented by a number of recordings in 
which the writer and a number of friends participated on different 
occasions, The main purpose of these recordings was to provide as 
many life-like situations as possible to which it would be easy to 
refer back in the process of establishing the main contextual 
features associated with, and typical of, the intonation patterns 
described. With this purpose in mind, the conversations were allowed to 
go on in rapid every-day colloquial Arabic; and no attempt was made 
either to edit them, or to slow down the rate at which they proceeded* 
Phenomena characterizing normal conversation such as excessive rates 
at either end of the scale, continuous interruptions, incomplete 
utterances and background noises are amply represented; and in so far 
as some of these features resisted all attempts at analysis, they 
were simply ignored. One point that may be worth stating is that at 
no time have the participants felt that they were talking across 
isoglosses o

Language:
"Egyptian Arabic'1 is a term used here to refer to that variety of 

Arabic spoken in Egypt in contradistinction to varieties spoken in the 
rest of the Arabic-speaking countries. "Arabic11 is a term used to



9
refer to the Arabic language in general implying either the sum- 
total of the colloquials spoken in the Arabic-speaking countries,or 
Classical Arabic, or both*

Dialect;
The main dialectal division in Egypt is the one that parallels 

her geographical division into Upper and Lower Egypt, In Lower 
Egypt, a special status is generally accorded to Cairene Arabic, 
Cairo being the centre of social and political life. The writer, as 
well as the other participants in the recorded conversations, comes 
from Lower Egypt, and has spent most of his life in the Capital, 

Style:
W  i< I ilwT i*H 1*1 ntl

Of the styles of pronunciation which Daniel Jones describes,
1he recommends for purposes of study, slower colloquial. It is 

probably correct to say that the same style lends itself more 
readily than others to linguistic analysis.

In "Egyptian Arabic" it is possible as well as convenient to 
distinguish three styles: familiar colloquial, formal colloquial, 
and the Classical style. Differences between them are statable in 
terms of the speaker’s tendency to select one style rather than the 

other as more appropriate in a given situation, and also in terms of 
their broad characteristics. Of these three styles, the one that 
comes nearest to Professor Jones’s recommended style is probably the 
formal colloquial.

Formal colloquial tends to be more slowly and more carefully 
pronounced than the familiar colloquial style. In this respect, it

1. An Outline of English Phonetics, 8th ed. 1957, p. 13
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resembles the Classical style„ There are other important ties that 
link it more intimately to the Classical; these lie mainly in the 
domain of lexis. On the other hand, formal colloquial bears a closer 
affinity to familiar colloquial in so far as its phonology and 
grammar are concerned.

What singles out the formal colloquial style as a proper object 
of study is the fact that it strikes a. middle course between the other 
two, in the sense that, . although not the style most often heard in 
everyday life, it is the kind of style that would be appreciated (not 
so the familiar colloquial) as well as understood (not so the 
Classical) by almost everyone.

Although, as a medium of culture, Classical Arabic is by far 
the most influential style, it is seldom heard in daily conversation. 
Its use is restricted to occasions of special significance such as 
religious teaching and public lecturing. Mastery of it as a spoken 
language is not within easy reach of the non-specialist. It requires 
a very slow rate of delivery, a more formal vocabulary and extremely 

careful pronunciation if it is to remain characteristically what it 
is. On less serious occasions, it is usually diluted with the 
colloquial.

The recorded material clearly reflects the influence of this 
trichotomy of styles. The more serious the topics under discussion 
are, the more do the speakers tend to resort to the slow and rather 
deliberate Classical style. Conversely, in the discussion of less 
serious topics, the influence of familiar colloquial shows more 
definitely in the choice of vocabulary and in the rapid rate of



11
delivery„

In conclusion, it must be stated that these styles are in a 
sense complementary rather than mutually exclusive® All form part 
of the liguistic equipment of the educated speaker. A decision to 
select one style to the exclusion of the others would be rather 
arbitrary and difficult to justify. For the purposes of this analysis, 

whatever comes naturally to the educated speaker in a given situation 
will be considered relevant. Emphasis, however, will be laid on the 
educated formal colloquial of which the writer’s language is taken as 
adequately representative.
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Bo RELEVANT ASPECTS OF E.C,ARABIC

The following features of E.C.Arabic will be discussed only to 
the extent that they are relevant to the present study.

The syllable:
The significance of the syllable stems from the fact that it is 

""the vehicle of the three forms of patterning: patterning in the
1variation of pitch, variation of intensity, and variation m  pace" , 

standing for intonation, stress, and rhythm respectively* It has 
been chosen in this study as the perceptual tonal unit since it is thev 
carrier of voicing and therefore pitch, both of which may not be 
present in lesser segments, in addition to the fact that it exhibits 
fluctuations in sonority which make possible the perception of the 
pitch of each syllable as distinct from the neighbouring ones. On the 
basis of these properties, it is possible to describe the syllable as 
the smallest tone-bearing element susceptible of unification and 
classification.

In the type of speech described here, the syllable is a well- 
defined category. Each begins with a consonant, contains either a 
-short or a long vowel as a nucleus, and has an obligatory minimum of 
two units: a consonant and a vowel. Types of syllable occurring are 
of the following structures: CV, CVV, CVC, CVCC, and CVVC(VV= long 
vowel). They are classifiable into open and closed syllables, and 
with respect to syllable quantity into short, medium, and long. As to 
their distribution, only CVVC and CVCC tyres occur frequently as mono

syllables. When these two types occur as part of words or word-pieces,
1. Modern English Structure, B.Strang,1962, p.Nl
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they occupy final position.

An invariable rule of the language, far-reaching in its 
implications, is the inadmissibility of the occurrence of three 
successive consonants without interruption in a string of speech.
To prevent such a sequence, the speaker has the option either to 
break off after the second consonant, or, more normally, to insert 
an anaptyctic vowel generally of an indistinct quality in place of 
the break, i.e, between the second and third consonants of the 
sequence. For example, /bint/(daughter) and /fa’riid/(Fariid) are 
the constituents of the construction: /'binti fa'riid/(the daughter 
of Fariid)a Silence, occurring after the second consonant of what 
would otherwise be a close sequence of three consonants, would 
naturally obviate the need for this vowel. The following example 
shows the intimate connection between this vowel, other vowels subject 
to elision, and pauses in which silence is involved. Said without a 
pause, the example is as follows:

// 1 *?umt ip'pubhi l'bisti w ’ruhti lidduk*toor//(I got up in the 
morning, was dressed, and went to the doctor). With a pause after 
/ip'pubh/(the morning), the sentence becomes:

/z  1?umt ipTpubh/li'bisti w'rufeti lidduk'toor//. With a second 
pause after /lifbist/(l was dressed), the sentence becomes:

// 1 ?umt ip'pubk/li'bist/wif ruhti lidduk1 toor/̂ /
In the light of the above description of the syllable, the 

identification of the boundary between syllables presents no great 
difficulty. Since every syllable must begin with a consonant,and 
since no syllable has a cluster of two consonants except in prepausal



Im

position, points of syllable division are easy to identify. The non
occurrence of three or more consonants in sucession narrows down the 
range of points at which a line can be drawn between syllables. 
Accordingly, it is possible to delimit the component syllables of 

these sequences as follows:
CVCVC= CV / CVC e.g: /'malik/ (king)
CVVCVC=:CW / CVC e.g: /'maalik/ (owner)
CVCCVC=CVC / CVC e.g: /’mallik/ (authorize to own)
Vowel length;
Examination of vowel length, as distinct from syllable quantity, 

yields two degrees of distinctive length: short and long. In / 1malik/ 
(king) and /’maalik/(owner), the underlined syllables show this vowel 
length contrast to be distinctive. In addition to this vowel length 
contrast, vowels also reveal differences of duration much more notice
able in the case of long vowels. These differences are largely 
determined by such factors as rhythm, stress, and the position of 
syllables in a given sequence.

Elision:

Elision is regarded here as an aspect of liaison or linking in 
speech. It is closely bound up with the arrangement of syllable 
boundaries, types and content, a continual process in the course of 
connected sx>eech. Elision is partly also a function of the rate of 
speech and the care with which it is delivered, a fact that probably 

accounts for the more frequent occurrence of this phenomenon in the 
speech of less educated people. Yet, it is very often the case that
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the occurrence or non-occurrence of elision within a stretch of 
speech may be the marker of the presence or absence of pause. A 
sentence made up of cj,al/(please) and /9is ti fray yak/
(be seated), would normally be pronounced: /̂ i^fctcl lis ti’ray- 
yah/(please be seated), with the second glottal stop elided. 
Alternatively, if it is retained, this will mark the utterance as 
either very deliberate and emphatic, or else containing a pause 
breaking it up into two utterances.

Elision is more likely to occur in weakly stressed syllables 
which occur initially and finally in utterances and may result in 
the omission of one or more of the consonants and the relative 
inaudibility of the syllable affected. Sounds most frequently 
elided are glottal stops and final glottal fricatives among the 
consonants as in/(*?)a’buu(h)/(his father), and /i/ and /u/ among 
the vowels. The following examples show /9/ and /h/ in contexts 
of elision and non-elision alternately:

/ zn'ruu/Z^inna'har^,a//(They visited him. To-day.)
/[_ za'ruuh inna9harc|a //(They visited him to-day.)
As has been mentioned, elision does not occur in stressed 

syllables. Example (a) below shows /min/(from), which occurs 
normally without stress, bearing a strong stress; hence /!/ is not 
elided. Example (b) shows /wi/(and), also normally unstressed, 
bearing a strong stress whereas /min/ is left unstressed, with the 
result that the /i/ of the latter is elided:

(&)/L wi1 min inna fharc|a/ka ?bccttal issa'gaayir//
(And-starting- from to-day, I shall give up smoking.)
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(b) // 1 wimninna1 hotrc|a/ fea 1battel issa*gaayir//

(And-starting-from to-day, I shall give up smoking,)
Reference should be made to a feature which, though not quite 

the same as elision, is thought to be similar enough for both of 
then to be touched on under the same heading. The feature in question 

may be described as the devoicing of final unstressed syllables x*rhich 
is very common in association with certain pitch patterns. It is 
easy to see that this phenomenon has a bearing on the intonation 

system; but it is not easy to try to tie up the two directly,since 
devoicing belongs to the sound, and not to the prosodic system of 
the language.

To show that a syllable or a consonant is inaudible due to its 
being devoiced, the mark /o/ will be placed below the vowel of the 
syllable or below the consonant, thus; /naam/(he slept), /'naamit/ 
(she slept). This, ̂ however f need mot' beccarridd. ofctrreg&laifrllty.

Stress;
Opinions about the nature and definition of stress are obviously

too numerous and varied to be dealt with in a brief introduction.
It has been defined in terms of breath-force, loudness, pitch, 
rhythm, and a number cf other features.

In connection with stress in E.C.Arabic, it is proposed to
discuss it first with reference to one-word utterances and then 
with reference to longer utterances.

In E.C, Arabic, stress placement within a word depends in the 
vast majority of cases on the structure of the word in terms of its
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constituent syllables in accordance with a few statable rules. For 
the present purpose, however, it is enough to say that with the 
exception of a few words in which the stress falls on the antepen
ultimate syllable: e.g, *katabu(they wrote), the majority bear the 
stress on their penultimate syllables: e.g, *katab(he wrote), 
unless they end with syllables of the type CWC(W=long vowel) or 
CVCC in which case the stress falls on these syllables: e.g, 
ki!taab(book), ka'tabt(I wrote). From these facts, it is clear 
that the maximum number of unstressed syllables that may follow 
the stressed syllable within a one-word utterance is two.

Next, we may examine the underlined syllables in the following 
examples:

1. (a) / ka ’̂ ulluCh)// ^tree's (l)~ (X shall tell hin),and 

f L  ka 7ulTluhum// (I shall tell them).
The underlined syllable in (a) is stressed; the one in (b) is not; 
both are in comparable environments. Assuming that the two 
utterances are intoned in a similar way, e.g, both said with a 
failing intonation, it will be observed that the stressed syllable 
is more prominent than the unstressed onej it is more strongly 
articulated, louder, and longer in duration. In addition, it 
exhibits a tonal feature which is absent in the case of the 
unstressed syllable. It is marked by a rapid change of pitch 
direction which is one of the main components of its prominence.
By way of distinguishing these two types of stress, it may be 
convenient to refer to type (a) syllables as bearing nuclear stress, 
and to type.(b) as unstressed. In the remaining part of this
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discussion, the former, in addition to bearing the traditional 
stress mark, will be underlined,, The latter will be left unmarked, 
Attention will now be focussed on nuclear stress, still with 
reference to single words and short utterances. The attempt is to 
investigate the possibilities of contrastive stress patterns within 
such utterances.

In conversation, simple words like /’katab/(he wrote), /kiTtaab/ 
(book), and / 1kaatib/(writer) seldom turn up with a stress pattern 
that deviates from the rules stated above. Very few cases occurred 
in the material and were treated as exceptional. Besides, there are 
cases in which a deviation from the normal stress pattern would be 
tantamount to giving a different meaning. In the following examples, 
it is mainly the different stress patterns that keep the members of 
each pair apart. Changing these patterns can only be by exchanging 
their sound patterns and accordingly their basic meanings:

2. (a) /'?amal/(hope-n-) vs /?aTmall/(he bored-v-)
(h) / fJaafu/(they saw-v-) vs /JaTfuu/(they saw him-s+v+obj,-)
(c) /*£andu/(with him-prep. ph.-)

vs /ganfduu/(they annoyed him- 11-)
With some types of utterance, the case is different. Cases 

arise in which a choice exists between two alternative stress 
patterns. Neither of these patterns need be treated as exceptional. 
Bor does the choice of one rather than the other necessarily involve 
a choice of one basic meaning to the exclusion of the other. Often, 
however, the choice is not simply between two stress patterns, but 
also between distinct utterance forms. This may be illustrated as
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follows: 

3. ±.(a 
(b

ii. (a 
(b

ill*(a

/sib^aaluh/(leave it to him), vs:
n fi n )/sibha 1luh/( "

/sib'haali /( IS IF me ), vs 
if n )/sibha fliyya/ ( n " ___

/?irrifJaadi/Cthis pen), versus:
(b) /'?irriij'a 1 diy/(this pen)

iv.(a) /hak*tibbuh/(I shall write with it), vs:
(b) /kaktib!biih/(I shall write with it)

From an intonational point of view, the above cases are 
extremely significant. They provide an interesting tie-up between 
stress and intonation. In addition, they point to some of the 
almost intractable links between the phonological, grammatical, 
and semantic aspects of the language dealt with. It is difficult, 
in the absence of adequate contextual clues, to state the subtle 
shades of meaningful differences between examples under (a) and the 
corresponding (b) ones. It is enough to say that whereas in (a) 
the whole complex is treated as one simple unit, in (b) it is 
treated as more than one.

The same tie-up as above, though not necessarily the same 
contrastive possibilities, may be seen in the case of compound-like 
structures such as /^ummu ?1wee?/(owl-lit,/* ?ummu/(the mother of) + 
/?u'wee9/(prob, sharp cry=the hooting bird). Normally, this 
complex occurs with the stress pattern shown above, A placement 
of nuclear stress on the first syllable of the first element is 
unlikely, since it would strongly suggest the real mother of an
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unknown thing called /?utwee?/.
So far, emphasis has been laid on nuclear stress and for this 

reason no attention was given to another type or degree that would 
be used with it in some of the examples given above, A preliminary 
step to be taken before describing this type of stress is to mark 
it off from the other types. Syllables bearing it will be marked 
simply by the traditional stress mark in this section.

We may now examine the stressed syllables in the following 
example:

// Ĵ kattar Jxeerak // -Stress (3)-(Thank you. )
Normally, this utterance is pronounced with a fall on the under
lined syllable; so that /xee-/ is the most prominent syllable in 
the sequence. The syllable /kat-/ is not associated with the same 
type of prominence with which /xee-/ is. It is however, noticeably 
more prominent: more strongly articulated, louder, and is pitched 
slightly higher than the syllables /-tar/ and /-rak/ in the same 
sequence. Syllables of this type will be referred to simply as 
stressed.

There is yet another possibility to be explored. Stress(2) is
encountered when the utterance, said with falling intonation stilly 
becomes:

5- / L  îb'i’a *"‘?ullû /rkattar Txeerak //(Later, say thank you to him.) 
In this sequence, /kat-/ is no longer as prominent as /kat-/ in(A). 
Instead^a higher level of prominence, higher than that of /kat-/ in 
examples (k) and (5)» and here representing the highest level of  ̂ r 
pitch prominence, is associated with /?ul-/. One thing about it,
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is that it is usually accompanied by an upward or downward pitch 
glide , Another thing is that it occurs normally at or near a 
point in the utterance where it would be least objectionable to 
split it into two, an event which, if it were to take place in the 
case'of example (5)? would lead to /9ul“/ bearing a nuclear stress, 
and to /'kattar 'x££rah/ having the same pattern as in (A).

To finish off the discussion of degrees of stress and the con
trastive placement of nuclear stress within varying stretches of 
utterances, it may be stated that at the level of examples (*f) and 
(5) and larger units, the possibilities of varying the place of 
nuclear stress are,roughly speaking,proportional to the number of 
free elements within the utterance. Some of the resultant stress 
patterns are not those that occur under normal circumstances. They 
will be dealt with on a basis other than the exceptional / non- 
exceptional one. Instead, the commonest arrangement of stresses 
within the domain of a given phrase or sentence will be described 
as "unmarked" in contradistinction to those that are not common, 
to be described as "marked".

Next to be discussed is the sort of relationship into which 

only syllables of the first type, those associated with pitch 
movement, are capable of entering. The following examples will 
serve to illustrate this relationship:

6. (a) // huwwa 'saakin fizza *maalik//(He lives in El-Zamaalik.)
(k) // huwwa 'saakin fizza'maalik//(Does he live in El-Zamaalik?) 

In (a) there is a fall on /-maa-/; in (b) /-maa-/ is associated with 
a rise. If we, as it were, 'peel off1 the intonation patterns
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with which these utterances are associated, we shall he left with

every respect. If, on the other hand, we examine them together with 
their intonation patterns, it will he observed that they stand in 
a contrastive relationship which is basic to the functioning of the 
grammatical as well as to the intonational systems of the language. 
It will also be observed that in this functional contrast, it is the 

syllables /-maa-/that carry the main burden by virtue of the fact 
that they are in complete tonal contrast, in addition to being the 
longest and most prominent, each in its own sequence.

As can be seen from the examples, there is close correlation 
between pitch and stress. It should be stated, however, that 
although this correlation is common, it is not absolute. It is 
not always the case that stressed syllables have high pitch or that 
they are pitched higher than unstressed syllables surrounding them, 
The relation obtaining, in terms of pitch, between stressed and 
unstressed syllables in an utterance is mainly determined by such 
factors as : (a) the type of pitch pattern with which the utterance 
is associated, (b) the position which unstressed syllables occupy 
in. the utterance relative to that of the prominent syllables. As 
an illustration, the utterance /manfdiilak/(your han&kerohief)will 
show different stress-pitch relations according to whether it is 
said with a falling or a rising intonation in the following way:

7. (a) // man1diilak//(Your handkerchief.)

1. ’'Falling-Rising intonation in English,",A,E,Sharp,P h o n e t i c a ,

1 . . .two abstracted sequences, i.e, substrates , which are identical in

1953, p.130
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(b) //"manfdiilak//(Your handkerchief,1)

m
y  /*■

Rhythm:
Rhythm is another relevant feature closely interacting with 

the rate of speech and the duration of sounds. It also maintains 
a close relationship with stress, pause,, and intonation.

Languages differ widely as to their characteristic overall
rhythmic effect; but they are in a broad sense classifiable into

tthose that are fundamentally syllabically timed and those that 
are stress-timed, E.C,Arabic falls into the second group.
Examples to illustrate this point are.:

^  // fgaad *kallim a 'x x m h//(Gaad talked to his brother,)
(b) f ,saami !kallim a *xuuh//(Saami " n M n ,)
(c) // f/alabi •kallim a1xuuh//(Shalabi " " n n ,)
(d) / £  fsaami biy) fkallim a1xuuh//(Saami is talking to etc, )

There is a tendency for each of the above, examples, when spokon
normally, to be broken up by the stresses into three portions of
jfairly equal duration, irrespective of the number and quantity of 
i the syllables contained between successive stresses. In each of 
them, the duration of the final interval, consisting of one long 
syllable, is almost the same as any of the preceding intervals. 
Again, the duration of the initial intervals in (a),(b),(c), and
(d) is practically the same although they differ in the number 
and structure of the syllables each contains.

Pauses:
In the spoken language, long or complicated utterances are
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normally 'punctuated' into smaller sections by means of pauses of 
varied types. For the purposes of this analysis, a pause will be 

described roughly as a point in the speech continuum where the flow 
of utterance is slowed down or interrupted* As this description 
implies, a distinction will be maintained here between two types 
of pause: one having silence as its exponent, and the other 
exhibiting as its exponent a feature of prolongation, i*e, a 
perceptible slowing down from the average rate of utterance. A 
third type can also be distinguished: that expounded by any of a 
number of characteristic vocalizations and occurring mainly before 
lexical items representing major points of information.

Cutting across these distinctions is a fundamental one held 
to be crucial to the present analysis; namely, the distinction 
between types of pause to be designated 'normal' and other types 
to be designated 'anomalous*. Normal pauses are systemic in the
sense that they "can be fairly easily integrated with other aspects 
of linguistic structure"''*. Anomalous pauses are non-systemic in 
the sense that they are obviously "remote from the possibility of 
integration with the linguistic structure proper".*'' Criteria serving 
as a basis for this distinction are both phonetic and grammatical, 
Reference to the former will be made below; reference to the latter 
will be made at various points throughout the analysis.

Before any further consideration of pausal features is attempted, 
it should be stated that the analysis of pause to be presented here 
is undertaken mainly with a view to setting up a procedural framework

T7*SyVtems^oT Prosodic and Paraling,Features in Eng.D.Crystal and R,
Quirk, 196^, P*12
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with reference to which the placement of boundaries at the relevant 
points in the flow of utterance, and subsequently, the delimitation 
of tone-groups, could be carried out consistently. It is therefore 
feasible to analyse the phenomena of pauses in terms of their 
potential for occurrence as can be abstracted from the general pattern 
of their actualization in various stretches of the language under 
consideration. On similar grounds, some types of utterance may be 
discarded in the course of this analysis, namely, those that move at 
rates faster than the operational tempo of the pauses to be set up. 
Furthermore, it is thought highly relevant to take into consideration 
the potential resources of the language which the speakers make use 
of to set apart, if only part of the time, structures clearly distinct 
in meaning though not equally clearly marked off in form.

The main phonetic features that lend support to the distinction 
between normal and anomalous pauses may be summed up under the 
following headings:
(a) the duration of the pause,
(b) the pitch pattern with which it is associated, and,
(c) its position in the utterance.

(a) Duration of the pause:
Whereas it is not possible to pin down any unit of duration as 

characteristic of anomalous pauses, or in other words, to detect 
anything like a systematic correlation between the exponents of these 
pauses and a relatively fixed duration, normal pauses, on the other 
hand, exhibit a degree of correspondence which, though far from 
perfect, is reasonable enough to serve as a basis for a further



26
distinction to be made later on. We may first illustrate this 
absence of correspondence in the case of anomalous pauses. The 
following example is a case in point. The pause is symbolized by 
a succession of dots:

1, S, nitf?aabil is'saaga 'kaam (When shall we meet?)

A, ?is'saaga ... 'xamsa (At.*,five o'clock.)

The pause in question occurs in the course of A Ts reply and results 
in the prolongation of the stressed syllable /-saa-/ and the un
stressed one /-ga/ to be followed by a bit of silence suddenly

t iterminated by the fall on /xam-/. It is obvious that the length of 

this pause is conditioned by such extra-linguistic factors as the 
time that A required before he could make up his mind as to the 
exact hour of the meeting proposed by S* If A had been ready with 
an answer, the answer would have easily become:

2, A, vis'saaga ' xamsa (At five o'clock.)
Alternatively, if he had needed more time, he \>rould have either 
paused longer, or would have resorted to a common 'pause-filler' 
in the following manner:

3* A, ?is'saaga,,,ya 'siidi,,,' xamsa (At,,.addressive piece... 
five o'clock.)

With regard to normal pauses, we may go back to one of the 
examples given earlier in the discussion of rhythm:

4. 'saami 'kallim a'xuuh (S.talked to his brother.)
As already mentioned, the stresses break up this sequence into throe 
portions of fairly equal duration, so that within the framework of
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the overall rhythmic scheme characterizing this utterance, none 
of the portions could be described as having a significantly 
longer duration* We may establish as a norm or a unit of some 
sort, the duration of any one interval beginning with a stressed 
syllable up to but not including the next stressed syllable. We 
may then say that the syllable /-xuuh/ in the above sentence is 
equivalent to one such unit in so far as its duration is concerned. 

The above sentence, however, may not be the sole constituent of 
the stretch uttered. It may occur as the first part of a longer one: 

5, fsaami !kallim afxuuh wi fah!himu s?sabab (S. talked to his 
brother,and explained matters to him,)
Normally, but not necessarily, this utterance is spoken with a break
in the middle. In this case, /-xuuh/ would mark the point of

division in the utterance. Here, the presence or absence of silence
is immaterial to the realization of the break. The main feature that
comes into play is a feature of prolongation. No longer is the
duration of /-xuuh/ the equivalent of one unit. The syllable is

any of
stretched to as much as twice the *lengthfof^the preceding intervals, 
themselves becoming slightly shorter than they arc in (k), The main 
point of interest that emerges from the comparison of examples (̂i-) 
and (5) is that whereas the absence of pause is signalled in the 
former by a uniform rhythmic pattern, the presence of one in the 
latter is signalled by a marked deviation from: that pattern. One 
more fact to mention about this type of pause is that it gives the 
unmistakable impression that the speaker has not yet come to the end 
of his utterance, or of a complete section of it, and that he is not
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■ jready for interruption, =

Example (5)s in turn, may be extended to form part of a long
er utterance still:
6. !saami *kallim a*xuuh wifah!himu s'sabab ?illi f ?alli

na'biil (S. talked to his brother, and explained matters to him.
It was Nabiil that told me,)
In the above utterance, the same feature of prolongation is still
noticeable in connection with /-xuuh/. In addition, another pause 
occurs after the syllable /«bab/. Normally, it marks a duration 
longer than that of the preceding one. It does not have to be much
longer; but it is often long enough for a breath to be taken or a
brief response word to be given by the listener. This pause will be
considered as a pause of higher degree. It serves as a signal that
the utterance, or a complete section of it, has come to an end.

If (/) is used to symbolize the shorter type of pause, (//) to 
symbolize the longer type, and (/£) to enclose each utterance, it 
will be possible to mark the pausal features occurring in the above 
utterance in the following way:
^  // 'saami fkallim a*xuuh//
5- /Z  !saami 'kallim a 1xuuh / wi fah!himu s 1sabab /z
6. /Z 'saami'kallim a 'xuuh / wi fah'himu s1sabab//?illi '?alli 

na' bii.
(b) The pitch pattern with which the pause is associated:
One main aspect to be noticed in connection with anomalous 

pauses is that their occurrence does not involve the use of any 
characteristic pitch patterns. In other words, they have no bearing
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on the pitch of the utterance within which they occur other than 
interrupt it. The examples:

(1) /̂ / ?is'saaga ... ' xamsa ,// and,
(2) ?is!saaga ' xamsa

do not in any way stand in contrast whether tonally, grammatically,
or even contextually, apart from the more or less non-significant
feature of the presence or absence of pause. Example (l) might as
well be transcribed in the same manner as (2) without any loss to
its basic communicative value or semantic content.

Quite commonly, the substrate: "^is’saaga ’xamsa" may be said
in answer to the question:

/ hiyya l'hafla , ̂ emta/̂ / (What time is the party?)
In addition to the information required, the reply may carry the
implication that the questioner(being the guest of honour for
example) ought to know. In this context, a different intonation
will be used which may be represented as follows;

7. /L ' ' ?is x saaga / " xamsa,// (-The party is- at five o’clock!)o
This intonation pattern is quite different from that with which (1) 
is said. The difference is associable with the occurrence of a 
normal pause in (?)• This associability seems to justify the step 
taken here of attributing to this type of pause, and not to the one 
in (1), a degree of functional relevance side by side with the 
intonation pattern, both being instrumental in bringing about this 
meaningful contrast.

Another equally common occurrence of n<?isfsaaga ’xamsa" is as 
an answer to the question:
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/L ?is'saa£a 'kaam min ’ fac[lak // (What is the time,please?)

Under the circumstances, it is often the case that the person 
addressed echoes the first word as a gesture of politeness or as 
an expression of his eagerness to be of help. His answer could be 
represented as follows:

8. /Z  '?is/saaga // % xamsa //[ (The time? It is five o fclocks)

Again, the tonal pi^cture is completely changed. Instead of one 
intonation pattern as in example (1), there are two as in (?), One 
more point of similarity between (7) and (8) is that, although in 
(8) the link between the patterns is looser, the link between the 
pause, the intonation, and the ensuing meaningful contrasts is 
just as close.

The above examples give a clear indication of the tendency of 
some pauses to occur more frequently than others at the juxtaposition 
of intonation patterns. This tendency will not be lost sight of in 
delimiting tone«groups, It may sometimes become the overriding 
criterion when the need arises to refer to rapid speech where pauses 
may be imperceptible and the burden of signalling boundaries falls 
automatically on the linguistic and contextual features common to ' 
both speaker and hearer,

(c) The position of the pause in the utterance:
Hesitation pauses are of very frequent occurrence in the text, 

They occur at almost any point in the utterance. They may interrupt 
items which do not generally admit of such interruption, a fact 
reflected in the speaker's automatic repetition of the part truncated, 
immediately after the pause, together with the rest of the item.
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Characteristically, however, these pauses occur more frequently 

before lexical items representing major points of information, and 
after suffixes and other grammatical items like the definite article 
before nouns and prefixes before verbs* The following are examples 
of this type:
9. (a) H. /{_ ’sibna ,ba‘?amnil... ‘‘‘ij'1 Juyliwil*. .wilkaf gaat il'gamda

di//(Let’s drop -this talk- about work and difficult 
things.)

(b) H. //_ bit'Juufi ’bagc^i., ,ma'naagir 'minha//
(You see some scenes of it.)

(c) H. / tif’tikri n’zurhum walla n,,,nistan'naahum//
(You think we ought to visit them or wait for them?)

In (a) there is a repetition of the definite article after the first 
pause and of the conjunction /wi/(and) and the article after the 
second. In (b) the pause occurs after the first part of the construct. 
In (c) the pause occurs after a verb prefix which occurs earlier.

Sometimes, but not frequently, hesitation pauses occur in 
sentence-final position. When they do so, they create the impression 
of incompleteness. This is sometimes used as a way of asking 
questions. In the following example, the question particle/miin/
(who) is suppressed and replaced by a pause*.
10. H. / £ ?akbarhum .../^(The eldest of them is .,,?)

A different type of pause is restricted to utterances of a very 
deliberate nature. It occurs generally before the end of long 
utterances when the speaker tends to finish off his point of view 
very carefully, inserting pauses between his last words. The following



32
is part of one such utterance:

• * •
11, L, // wif 'nafs il'wa^t / bitid1diini,,,ma'gaani mux^talifa//j\ —

(At the same time, you give me,..different.meanings.) 
The last word is said with a low fall; the two words preceding it 
have level pitches throughout their last two syllables, with the 
first word marking a higher pitch than the second.

With normal pauses, the situation is different. Enough 
examples have been given to show that they function, in conjunction 
with other linguistic resources, to delimit utterances from one 
another, to mark off groups of words within one utterance, and 
finally, to participate in transforming sequences of sounds into 
meaningful and communicative entities.
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CHAPTER IX 

The I n tonation of E.C.Arabi c 
A, Broad characteristics

In a study of intonation, there is greater need for the 
precise and explicit definition of terms, Throughout the follow
ing chapters, a number of terms will he used. Some will be referred
to as they come; others require earlier comment.

to
The purpose of this section is^touch on some of the broad 

aspects of E.C.Arabic intonation. This will lead up to the discus
sion of non-significant pitch differences, and then to the discus
sion of the tonal units in operation in the language considered.
In the meantime, the need expressed above is met.

Like other linguistic studies, this study of the intonation of 
E.C.Arabic intonation proceeds from a number of assumptions which, 
though axiomatic, are none-the-less basic.

First, language is patterned behaviour.
Essentially a system of communication, a language has to 

organize its resources into recurrent pieces, arranged in recurrent 
patterns. As an advanced system of communication, however, there 
is another prerequisite. It has to have a minimum of discrete 
elements with a maximum potentiality for combination. Accordingly, 

a language can be analyzed into discrete elements which can stand 
in an indefinite number of mutual relations both in combination, 
within the actual chain of sounds, and in association, within a 
system of communication possibilities. These two dimensions of 
relations; the syntagmatic and the paradigmatic, are contrastive,
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in the sense that their essence is difference of some sort or other 

within a functional framework* Collectively, they make up the total 

network of functional differences underlying the various language 

systems.

Secondly, linguistic behaviour is meaningful:
A number of distinctions are commonly set up in connection with 

meaning. Most relevant is the distinction drawn between "formal" 
and "contextual" meaning. The formal meaning of an item is defined 
in terms of what it contributes as a term in a system or an element 
of a structure to the total picture of formal relations characterizing

the system or the structure. The formal meaning of a structure is a 
function of the meaning of its components together with the meaning of 
the grammatical structure to which it belongs.

Reference should be made to the term "context" in the sense in 
which it is commonly used. Any speech event may be described in 
relation to (a) its verbal context, i.e, the speech events which 
precede and follow it, and (b) its situational context, i.e, the 
physical and socially-determined events associated with it. Its 
relation to the verbal and non-verbal events surrounding it constit
utes its contextual meaning. Accordingly, the contextual meanings 
of linguistic items are the links between them and other linguistic 
items in addition to the links between them and things in the world 
outside them and in particular those that are more or less the 
same for the speakers of the language.

The connection between the context and the meaningfulness of 

the ibems of an utterance is intimate. An element new to the context
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normally marks a point of maximum information, and is in this sense 
the weightiest in comparison with those introduced earlier. Conseq
uently, it is likely to he made more prominent than others co-occur- 
ring with it. Conversely, items which are made quite predictable by 
the context are, as a rule, kept in the background. In view of this 
strong link between the context and such features as "prominence" 
and "meaning", it is often essential to take into consideration the 
verbal as well as the non-verbal contexts.

Thirdly, language is characteristic activity.
This implies that abstractions set up for ordering the material 

in the course of analysis should stem, at least in part, from within 
the material.

Fourthly and finally , intonation is systematic, significant, 

and characteristic.
Just as language is systematic; so is intonation.
There is hardly any doubt that, compared with other linguistic 

units, intonational units are of a rather different order. Their 
internal organization and position in the language differ from those 
of units of other systems, e.g, the sound system. As patterned 
behaviour, however, intonation is a portion of language that lends 
itself readily to the same methods of analysis which are applicable 
to other areas of linguistic research.

Pitch variation falls into patterns, parts, and combinations 
of patterns which recur regularly. Rules can be given which describe 
these patterns in terms of their internal structure and in terms of 
the relations in which they stand to other patterns occurring within
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the same context. It is thus possible through observation and
abstraction to reduce to a simple set of contrastive patterns a
wide range of phonetic heterogeneity. When, at a further remove,
these patterns come to be viewed independently of their immediate
context, they will be found to constitute a phonological system of ^

oppositions describable in terms of the mutual relations which hold
are

the parts of the system together. They syntagmatic and paradigmaticA
relations. The phonological structure of each pattern is statable 
in terms of the relations between its constituents and also in terms 
of its position relative to the system as a whole. In short, intona
tion, in its own way an epitome of the language, has its own system, 
and is accessible to analysis in its own right.

Before the full gamut of the intonation system could be unveiled, 
aspects of meaning need to be brought into the picture. The native 
speaker rarely fails to react differently to sentences which are alike 
in the words composing them but differ only in their pitch charater- 
istics. If this does not establish decisively the general currency 
of distinct classes of meaning attached to the intonational habits 
of the speakers of one language, it at least suggests a common use 
of the same frame of reference, however vague it may be. It is thus 
necessary to examine this common frame.

It is also just as necessary to take into account, as part of 
the study of the meaning of intonation patterns, the functions of 
other types of language patterning which prove to have a bearing on 
the function of intonation. For instance, there is a close inter
dependence between grammar and intonation. This can be demonstrated
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by the following example: Given the sequence, roughly written as

/ ’mij miX 'feil wiw fbass/, to read, the native will need to know 

the function of the part / ’miX miJY or at least whether it is an 

indivisible lexical item: (apricots), or a sequence of two negative 

particles: (not that it is not), before he can pronounce the sequence 

meaningfully. On the other hand, he will not fail to understand the 

ambiguous/’miX miJY if he hears it intoned as either:

// mijmij* hilw iw "bass// (Not only do the apricots taste 
nice! -they are wonderful-)

/Z  miX miX xhilw iw ,bass// ( Not only do they not taste 
nice!, -they are horrible «)

In rapid speech, this intonational support is likely to break down 
and the two interpretations will be left open owing to the semantic 
and structural ambiguity of the utterance. In this case, the listen
er will be forced to fall back on the available situational features 
or the antecedent linguistic structure for sufficient clues to force 
a decision,

"Context" is more of a key-word in the study of intonation.
In a context in which there ^been discussion of a group of well- 
behaved children, followed by someone taking exception to the 
behaviour of a specific child, o*g$ "Nabiil", the most prominent 
word will probably be /na’biil/ in the sentence:"/na'biil ya’guuz 
’Xa^i/"(Nabiil may be naughty), thus:

// na'biil ya_guuz _X&?i //
But in a context in which there has been discussion of the 
satisfactory behaviour of Nabiil, followed by someone putting in
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the reservation that Nabiil may be a little naughty, the most 
prominent word will probably be / ,Xa?i/j thus:

/L na-biil ya~guuz NX&?i//

Intonational meanings may be ranked in a scale in the light 
of what they contribute to the communication situation. Accordingly, 
first to be taken into account is the role of distinctive pitch 
patterning as a potential bearer of objective meaning. In this
capacity, pitch functions in two ways:
(a) It offers choices between different utterances.

fL ' humma H i  bitjyaddu " foo? fL
(Are they the ones having lunch upstairs?)

versus:

fL ̂ humma H i  bit' Yaĉ u ”  foo? //
(The ones -guests- having lunch, are they upstairs?)

(b) It offers choices between i. types, ii. subtypes of sentences:
// sa' ?altu s __saa£a _kaam// -Declarative sentence-
(I did ask him what the time was,) 

versus:

ft sa ?altu s-saaga xkaam // -Particle interrogative-
(When did you ask him?) 

versus:

fL sa_?altu s_saaga 'kaam// -Non-particle interrogative-
(Did you ask him what the time was*?)

Side by side with this ndifferentiating" function, and ling
uistically just as relevant, is the "structural" function of making 
clear the way words group themselves syntactically in a stream of
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speech* In this capacity, intonation functions together with 
pause.

/L . ?ihsib ta~laata zaa^id it'neen/ fi^sitta //
(Add / three plus two/ multiplied by six,-3°") 

versus:
// ?ihsib ta'laata / zaa^id^/it-neen fi %sitta // 
(Add three plus /two multiplied by six/,-19")

On the borderline of this category of related functions may 
be mentioned another in which pitch serves in a "demonstrative” 
capacity by picking out certain words for special notice and 
signalling to the listener those points in the utterance where he
is to focus his attention. Here, the function of intonation verges
on that of interjections, facial expression, and gesture. All combine 
to suggest the amount of interest taken in what is going on, A 
variety of overlapping shades of meanings are in this way given 
expression,

*•/£. ?inta -gaayiz tigib' lana // ' mij lil?aw'laad //
(You want to buy -something- for me; not for the 
children. -Contrast-

H,// mahna nta-bP^na ' minnink//
(We have finished with you. 11

// -xud ' dah // da b ' taagak //
(Take this one. It's yours,) -Identification-

// ma ta' xudji _dah // ' da b_taagak //
(Don’t take this one. That one is yours.) "
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H. /L ?ana -?ult i£"'mili //
(I said rnake tea* ) -Emphasis-

When the function of each pattern is measured against this 
yardstick, it will Toe found to contribute, in one way or another, 
either separately or in combination, to the meaningful potentialities 
of the language. If, by any stretch of the imagination, the totality 
of functions roughly outlined above as summing up the communicative 
functions of intonation can be said to correspond in some measure to 
what has been described in connection with language as the formal 
meaning, it may be possible to define the function or the formal 
meaning of an intonation pattern as its contribution to the communi
cative potentialities of the language in any of the ways mentioned 
above.

There is yet another area of meaning which is the main concern 
of intonation. Over and above the objective meaning carried by a 
linguistic message, other shades of meaning may be superimposed. In 
sharp contrast to those having to do with communication proper, the 
latter make up a far less rigidly categorized area. The predominant 
majority are of an "attitudinal" or "modal" nature, and are often 
referred to as belonging to the "expressive" as distinct from 
those functioning on the "symbolic" level of language. They may bo 
lumped together as a separate category, mainly subjective as to 
content in that they encode to the listener information about the 
speaker's attittide towards his subject-matter, and not infrequently, 
towards the listener himself. In this capacity, intonation functions 
as a "symptom" of the speaker's moods and feelings. It is not



unusual, in a connected text, to find that the same moods and 
feelings, and consequently the same intonational features extend 
"beyond the limits of one sentence over a whole passage until a 
change of "theme” brings with it a change of the emotional setting. 

Speaker 's attitude towards subject-matter:
v\ „L*/L  /waakid mu feaami/ "maalu w’maal *masalan/yi' tax’gim

(A lawyer. What business is it of his to -for instance-)
ki^taab iqti_

( translate a book about economy?)
Speaker 1s attitude towards listener:

w z  , ?ana ma ‘"J'uftiJ’ fi gumri/ waahid 'dammu/
(Never in my life have I seen an insesitive person)
>?abro4 mill _dammak/^

(like you!)
Extended sames of moods and patterns:

s ./Z  hiyya gay-zaak "xtu?gud ma gaaha/ bi' J*art /*"* •
(She wants you to sit with her -join her- only when)
?innak inta tib^a "'rcmdLi gan ?innak _inta _?aagid ma_gaaha// 

(you are contented to do so,-in the right mood to do so.)
ma tib?aj ?aagid ma-gaaha -ya^bin gannak //

(Don't force yourself into sitting with her.
ma tib?aj mid"' daayi?// ma tib?aj sar"' haan//̂

(Don't be disturbed. Don't be absent-minded.)
There is no general agreement as to how this area of meaning 

should be treated in linguistic analysis, Eor the purposes of this 
study, however, it is maintained that (a) a great deal of the
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meaning of a piece of language is implied by what it leaves unsaid, 
and that (b) in so far as regular and systematic correlations can be 
established between tonal and attitudinal features, it is legitimate 
to treat them as highly relevant. As a valuable diagnostic tool,they 
have been made use of in setting up the various sub-classes of tones. 
By another stretch of the imagination, all the "implicative" shades 
of meaning carried by intonation will be lumped together under the 
label "contextual" features side by side with other features of the 
situation which will be deemed appropriate for the purpose at hand.

It may be concluded that the existence of these sets of con
trastive functions and meanings which have been sorted out so far, 
together with the fact that they correlate regularly with correspond
ing patterns of tonal features, and in so doing, imbue them with 
significance, provides the basis on which the intonation system is 
constructed. The study of these correlations yields a set of rules 
which sum up the basic tonal, functional, and contextual features 
which characterize each pattern. With the statement of these rules, 
the full picture of the intonation system finally emerges, in the 
form of a neatly worked out bundle of patterns and functions. Cases 

of indeterminacy cannot be ruled out; but this is inherent in the 
nature of language itself.

The last aspect of E.C.Arabic intonation is that it is 
characteristic. E.C,Arabic has a variety of patterns which are as 
unique to it as is its sound-system. This can best be illustrated 
by means of a few examples.

First, it may be useful to show some of these patterns at work.
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which, when mixed up, may give rise at best to meaninglessness and at 
worst to serious misunderstandings.

The following are some high frequency patterns:

2.5,/£ fi N'nafs il beet 
(In the same house.)

3#H./£ fi "nafs il*beet /̂ /
(In the same house?) 

k ' S . / l fi "nafs ilma kaan/̂ /
(In the same place.)

5,11,/̂ / fi^ani ĥitta/̂ /
(Where exactly?)

6.5./̂ / fi s say' yida//
(In El-iayyida.)

7.X./L G sa.yA yida / £
(In El-sayyida,-I see-)

The following table sums up the tonal, functional,and context
ual contrasts operating in the above utterances:
No T̂ onal Functional Contextual
!• Rise. Non-particle inter- Question-Appeal for a

loH./^ ?it£al-limti^kulli tag liimak fi "inapr/̂
you receive^all your education in Cairo?)

rogative. !yesf/ !no! answer.
a Fall. Declarative, Answer-A f firmat i ve -

Emphatic.
3 Rise. Non-particle inter Question-Echo-Surprise.
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No Tonal Functional C ont extual
A, Fall, Declarative A nswer -Emphatic,
5, Fall, Particle interroga- Question- Appeal for

tive. specific information,
6, Fall. Declarative, Information encoded,
7, Kise-fall, Declarative, Message acknowledged-

Echo-Comment,
The following points are of special significance:

1, Apart from 1, (only a verbal context) and 7. (only a response), 
each utterance functions simultaneously as a typical response to the 
one preceding and a verbal context to the one following,
2, Except in the first three,the tonal contrasts expounded by the 
last stressed syllables of the utterances cited are the most character
istic.
3, The correlation between the various types of contrasts is
regular and recurs throughout the material,

the
Next, the following examples show^"arbitrariness" with which the 

forms and functions of intonation are co-ordinated in the language 
under description,
A, The following is an example of a sentence type frequently used 
for the purpose of what, in contextual terms, may be described as: 
"request", "invitation", or "polite suggestion", and in grammatical 
terms (intonation being the criterion), as a non-particle inter
rogative :

1, /^ ma tgi^liij in^naadi/ %?abl is jsaaga t' neen
( Won't you call on me in the club, before two o'clock?)
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A possible answer in the affirmative is:

2, ?a' giilak „?abl issaaga t_neen
( I'll come before two o'clock,)

A sentence type used as frequently as the first is the negative 
imperative(intonation again being the criterion):
3. /̂ / ma tgi-liij in'naadi /^?abl issaaga t_neen / [̂

(Don't call on me in the club before two o'clock,)
In case the listener wants to make sure that it would be all right
to call at two o'clock, a possible question that may follow 3* Is
the following:
A* /I" ^a-giilak is saaga t'neen / £

(Shall I call at two o'clock?)
As can be seen, failure to manipulate these patterns in the 

right relation to one another, or in the right context, (e.g, by a 
foreign learner) may lead to contradictions,

B, The following is a non-particle interrogative sentence type: 
?inta ^lissa ma 'nimtij/^

(Haven't you slept yet?)
In cases where hospitality may require that a host should have a 
chat with his guest before he goes to bed, the host may knock at 
his guest's door and gently enquire, using the above sentence and 
pattern, by way of inviting permission.

In a different situation, e.g, a teacher going through a 
nightly round to inspect his children in the dormitory and discover
ing that one of them is still awake, another pattern may be used* The 
teacher's astonished and offended words may fail into the pattern:
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2- t L  . _?inta “*lissa ,me/v> nimtij / £

The possibility of a substitution, again by a foreign learner, 
would result in a sleepless night: for the guest, at his wit's end 
trying to account for this sudden change of feelings on the part of 
his host, and for the pupil, sensing an uncommonly lenient attitude.



A7
B. Non-significant Tonal Features 

It is necessary to ignore some tonal differences and to 
concentrate on certain others. Some are conditioned by factors 
incidental to the intonation system. Others are not so conditioned} 
but their presence or absence does not affect the function of the 
pitch pattern in which they may stand; or alternatively, produces 
subtle changes which cannot be defined in a useful way. A third type 

has a 'definable function within the intonation system,
A difference in tonal features which has no definable function 

in the intonation system is a non-significant difference and will be 
left out of account. Conversely, a difference in tonal features 
which has a definable function is significant and will therefore be 
treated fully.

The following types of tonal features are non-significant. They 
may be exhibited by syllables or patterns related either syntagmatic- 
ally or paradigmatically,

(a) Pitch differences conditioned by stress:
"A", a stressed syllable, is higher in pitch than "B", an 

unstressed one. It is possible that this difference in pitch is 
concomitant to the stress difference. If this is the case, then 
the former is non-significant; if not, it is significant or not 
according to whether or not it has a function.
Examples:

did
^significant: / £ ?itta' margi feayhad^ak ilma^gaad/^

(The nurse will fix a date for you.)
"A" « did
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"B" - lak
In a tftailn of this type, stressed syllables have a slightly 

higher pitch than unstressed ones.

Significant: / [̂  -gala ma wa'galt / wi -humma 'watsalum/
(By the time I arrived, and they arrived,
^kaan il^utu^biis ^miji //

(the bus had left.)
i!An = gait 
nBu v m

Evidence x
In 'wajsalum (2nd tone-group), the unstressed syllable lum is 

higher in pitch than the stressed syllable wot.
(b) Pitch differences conditioned by vowel length:

"A11 and HB,f, syllables nnuclearn in their tone-groups, bear 
falling tones. nA" is CVV; nBn is CY. nAn has a pitch curve in 
which the fall reaches bottom pitch; whereas the curve of MB,f shows 
as a high-pitched level tone followed by the low level pitch of the 
"tail'1, if there is any.

Such a difference is non-significant.
Examples i
A- t L  ?ii^walad 'sikit /L (The boy stopped.-talking-)
B, ?il_walad 'saakit/̂ / (The boy is quiet.)

MAM = saa 
"B» » si

(c) Pitch differences conditioned by elision:
"A" and "B" are pitch patterns, "A" is distributed ovW
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more syllables than nB” is. The difference arises from elision 
in nBn and non-elision in r,AM.

Such a difference is nonsignificant,

A, tila-^iih fi ~kuXli t&^riiban/^
B. N, / til&«?iif ' ’kulli ta?_riiba?i/^

4̂ 11*i
( You find it almost everywhere*)
Hon-elision: /tila!?iih fi / (You find it in..*)
Elision: /tilat^iif/ ( ft )

the(d) Pitch differences conditioned by position in total pattern: 
nAn and nB,f are nuclear syllables bearing falling tones*

nAn is non-final in the pattern; nB,! is final. The fall on ,rAu
does not reach bottom pitch; the fall on nBM does*

Such a difference is non-significant*
Examples:

S. /L n harakaw // Vuyliw // nâ Jocat //
"A" c/I** / Juy /
!,Bn a/Jaat/

(e) Pitch differences arising; from tonal sandhi:
This is related also to (c)*

nAM and ltB,? are each a nucleus. They occur in succession in 
two adjoining tone-groups, nA" lear© a a-isa and »fBff & tf.igh fall.
The combined effect is that of a high rise-fall, A similar effect
is produced when a high rise is followed immediately by low-pitched 
syllables *

Such cases will be overlooked. The combination will be treated
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in the light of what their pitch pattern would prove to be if 
silence separated MA” from ”B”.

Example;(Under N.)
K. /£ mij-gayza t zuuri g nent ilhayawa'naat//

(Don’t you want to visit the zoo?)
N. /</ bi_ taagit ' hina hna ma Jufna^haaJ //

(The one here? We haven’t seen it yet.)
Without elision:
/̂ / bi taagit ' hina // v ?ihna ma Jufna_haaJ

from
(f) Pitch differences arising features superimposed on patterns;A *■ T-nr-.i i “ ni.ir- i. -fc_.'

"A" and ?fB” are two pitch patterns. MA!! has a ’normal1 
range. ”Bn has a narrow range, and is almost on a monotone. The 
difference may be socially effective} but it is not capable of being 
defined in a useful way.

Patterns similar to ”B”, all on a monotone, will be ignored.

”A”: (First time call) // 'xud amma ^ullak /L
(Come here,"I want to talk to you-)

”Bn: (Second time call-/'/ “*xud amma * ?ullak/^ 
the first having (I said: "Come.,.”) 
been ignored-)

Every time these ’’calls” are repeated, the pitch goes higher, 
the rate faster, and the range more monotone-like. Only those 
patterns which show oppositions like ’’high” versus "low” or ”mid” 
etc, will be treated.

1." A striking example""of pattern "B" type, delivered amid fits
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of handshaking and meant to express rejoicing, is the following: 
(underlined syllables are extremely prolonged)

/L " "wal*laa* hi 'ma'Juf*nakji *min*za'aaan 
(By God I havenft seen you for ages.1)
"wi*day*man *as*?al *ga*leek 
(I am always enquiring about you.')
“?il* ?us* taz *hil*mi * f een 
(Where is -title- Hilmyi)
-wizzayyi ?afeA -waaluh / [̂
(And how are his affairs J)



52
C. Tone-Groups 

This is then a study of the contrastive pitch patterns 
available in E.C.Arabic. By "contrastive1'* is meant such that the 
substitution of one for the other over the same substrate, in the 
absence of any grammatical or lexical incompatibility, would result 
in a somewhat different message. By "pitch pattern" is meant the pitch 
features characterizing an utterance or part of an utterance con
stituting a tone-group. Bor the purpose of the present study, the 
tone-group will bo defined as a stretch of speech not interrupted 
by either / or //.

Tone-groups stand in a hierarchy of size as well as of 
structural complexity. In any conversational exchange, utterances 
and parts of utterances may run on indefinitely. In such cases, 
the various tone-groups contained within an utterance may enter into 
countless combinations, and the relations between them may become 
extremely complicated. This complexity will be paralleled by tonal 
complexity. Pitch features characterizing these tone-groups will 
display a wide range of variety and interpenetration. However, not 
all combinations of tone-groups which\ may occur within an actual 
utterance, and similarly, not all the arrangements of pitch 
features which such combinations may exhibit, are of equal 
importance in the context of the present study. Only those that are 
truly representative of the language and the intonation system under 
analysis will be singled out for detailed study and description,

Eor the purpose of showing the commonest arrangements in which 
tone-groups stand, it is now proposed to examine a few examples.
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This will serve, in addition, to bring to the surface some of the 
defining characteristics of tone-groups. A set of distinctions will 
be established on the basis of this examination in an attempt to 
characterize the different types of tone-groups in terms of 
various relations, positional and otherwise, which may hold between 
them whether on the syntagmatic or the paradigmatic dimension.

Since the criteria for these distinctions are to bo determined 
by the language and the system analysed, it is also proposed to base 
them on such features as are exhibited by actual and representative 
utterances of various lengths. It is also probably preferable to 
select for the purpose of illustration instances of complete 
utterances. These conditions have been observed. With a few 
exceptions, the examples quoted below are a selection of instances 
of complete and representative utterances. They are complete in the 
sense that they are flanked on both sides by silence and are preceded 
as well as followed by utterances spoken by different persons. They 
are representative in the sense that they reveal characteristics, 
both tonal and grammatical, which are of frequent occurrence in the 
material.

1* Utterances differ widely in respect of the number of tone- 
groups they may contain.

(i) An utterance may consist of one tone-group: 
wi feal leetu l?iJVkaal iz %zaay /L 

(And how did you solve the problem?)
(b) S ^ ru hi in-naadi m' baarx k  / L

(Did you go to the club yesterday?)
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(c) S . / L wi bag deen//

(What next ?)
(ii) It may consist of more than one:

(a) S,/^ ~kaan muta^dayyin// wi"kaan ga^fuuf//
(He was religious. And he was kind.)

// wi kan yi~hibbi yJ’agNgagna/i/
(And he liked to encourage us,)

(b) H./^ J;ab itfacl'ciali // ?if_tahi 'bu^ik//
(Please sit down. Open your mouth,)

// ^il^ax'raani/^/
(The last one?)

(c) L«// hal "ana batlub // hal "ana zag laan//
(Am I-expressing-a demand? Am I sad?

^  -hal " ana mab^ |3uut //
(An I happy?)

This serves as a basis for the distinction between: 
Single tone-groups, and 

(ii)Combined tone-groups.

2• Prom a classificatory point of view, it may beconvenient
to • relate part of this difference to non-tonal factorsc

(i)These factors may be structural, i,e, pertaining to the 
grammatical structure or type of sentence to which the utterance 
belongs, and the need for keeping meanings apart:

(a) S./^ law -toolab minni 'xamsa ’saay/
/-r(If he/vasked me -to give him- five piastres,)
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/9ad-diilu ?ar'baga _saay//
(I would give him four piastres,)

versus:
(b) H,// law a laaH -hitta mafi haaj mu' ruur/

(If I could find a place where there was no traffic,)
/ wa -kuun gala 'rahti/
(And where I would feel at home,)
/ ?aruh-laha walaw '?aaxir id_dinya//
(I would move there even though it were at the end 
of the world*)

(c) S.// mij1 bardi zayy iŝ -sana H i  faatit/̂ /
(It is not as cold as it was last year,)

versus:
(d) // mil ' bard // zayy is%sana H i  _faatit //

(It is not cold. It is like last year.)
In the first pair, there are two tone-groups in (a) compared with
three in (b). In the second, there is one in (c) compared with 
two in (d). The difference in number may be partly accounted for
in terms of the sftjuirements of meaning and sentence structure,

(ii) They may be pausal or contextual:
(a) S.// min il'^axx/ lil'?uxt/ liz'zooga/ lizzi'miil/^/

CDVoi-i the brother, the sister, the wife, and the friend- 
In answer to "Have you suffered much?"-)

(b) N./^ xu'ctaar/ wi fak'haw / 'lahma//
(-1 bought- vegetables,fruits,and meat.)

A-// Mbee^/„ gibna / laban //— » ^ • r * a >-



(-You may have- eggs, cheese, milk, etc,)
Combinations type (i) may be described as structurally 

determined; type (ii) combinations may be described as pausally 
or contextually determined,

5* Tone-groups differ tonally according to the position they 
occupy in a combination of tone-groups and also according to the 
sentence type in which they stand.

A tone-group .may occupy:
(i) final position, or
(ii)non-final position,

(a) H. fL (i) kas-tanna ka maan~rubgi‘* saaga/

(b) £•// fe) ?inta “raayih il^beet/
(You are going home,)
/ (ii) mij^kida //
(Aren't you?)

(c) H,/̂ / wi -larnma Juf % tiih / (i)
(And when you saw him,)
/ lean bi^yigmil ?eeh // (ii)—, *—
(What was he doing?)

Tone-groups type (i) may be described as final; those type (ii) 
may be described as non-final.

To show the relation between tonal features and the positional

(I shall wait for another quarter of an hour,) 
/ (ii) wi bag~deen axlagNhuulik / /
(And then I shall extract it0)^v
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factors referred to above on a rough statistical basis, irrespective 
of distributional considerations relating to any particular sentence

common in association with ;han either level or
rising intonation. On the other hand, rising and level intonation

7 —  — " ' 'are much more common in association with/non-final tone-groups?7 than
falling intonation.

To show the relation between tonal features and positional 
factors with reference to sentence-types, it may be stated that the 
same seems to apply with the exception that non-particle interrogative 
sentences make much more use of rising and level intonation in final 
position, and also that two-part sentences belonging to the same
type, and to a lesser degree, those belonging to particle interrogative 
type, show a marked tendency for their non-final groups to be 
associated with falling intonation.

Xn most of the examples given, (a) show final falling intonation,
(b) show final rising intonation, and (c) show final level intonation.
^• Tone-groups may differ in structure.

(i) A tone-group may have only one nuclear point:
(a) H. /£ â-bccah il' xeer ya _leesi //

(b) H. / £  na'biil / ^
(Nabiil?)

(c) S. /j/ Jukran //—.
(Thanks.)

(ii) It may have more than one:

type, it may be stated that falling intonatior/ seems to be much more y

the

(Good-morning, Leesy.)
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H. (a) // ? i t y a  ?us_taaz; hi_seen si'gaarot//

(A cigarette, title, Hussein,)^
// -wadi lxgilba'xul^it //

(And there goes my empty box.)

■k* Ob) / L  °w^ s'' gaarot ka'N maan / [̂
(A cigarette as well.1)

This serves as a basis for the distinction between:
(i) simple tone-groups, and
(ii)compound tone-groups.

5. In compound tone-groups, the direction of pitch movement at 
the nuclear points may be the same or different.

(i) Compound tone-groups with the same pitch direction:
H.(a) // biti^mi lilhum hafa"laat wi ha'gaat min " diy //

(Do you arrange parties and things of this sort for them?)
L. (b) /L V'?ahlan wa, sahlan /L

(Welcome.)
(ii) Compound tone-groups with different pitch directions:
H. (a) // ~kull id^dinya b tikbar /̂/

(All the world grows.-not only you.1)
(b) // Juuf s miin bi^ xabbat / £

(Go and see whofs at the door.)
6. Parallel to the distinction: final/non-final tone-groups, a 
further distinction may be set up between "major1' and "minor" tone 
units. In certain combinations, it seems feasible to refer to a 
member unit as major and to refer to others as "minor". In:
/ £ lamma -tiigi t^^aabil ilmu'diir/ ma tin 'saaS / £
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(When you are to meet the manager, &onTt forget,), this distinction 
seems to b© relevant. The second tone-group may be said to be 
major in relation to the first. Conversely, in:/̂ / ^lamma 'tiigi/ 
ti-?aabil ilmuN diir// ma tin saaj/'/ (When you come, meet the manager. 
Don't forget,), no such distinction can be said to apply to either 
the second or third tone-group in so far as they are related to each 
other. The two are major in relation to the first.

There are formal criteria with reference to which this 
distinction can be justified. They include non-intonational consider
ations, The following examples are quoted in illustration:
1,S* (a) *̂?ana -geet innâ har(j,a fil*?utu6biis /

(To-day, I came by bus;)
(b) / ?il?utu-biis fisysikka t"gattal 

(The bus broke down on the way,)

2,A, (a) // ?in-nama "bagd id-dirsi ma t,,£aalig/
(But after the tooth had been treated,)

(b) / mi/ ^inta kas-seet bita'hassun 
(Didn't you feel better?)

The first utterance contains two tone-groups. Each is co
extensive with a substrate which meets all the necessary require
ments for being a complete and independent utterance by virtue of 
its grammatical structure. The relations holding between the 
various grammatical elements operating within the compass of each 
substrate are describable solely in terms of the internal structure 
of that substrate and with no reference to any such elements or
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relations within the other. In this sense, each is a complete 
and self-contained sentence. There is also the fact that only 
the second sentence is readily expandable by the addition of a 
conjunctive particle of the type of /fa/(then) in initial position. 
This is a further indication of the equivalent grammatical status 
which the two substrates enjoy as members of a co-ordinate structure. 
Furthermore, they are both classifiable as declarative sentences,

Intonationally, however, the case is different. Although close
ly interrelated, the tonal patterns of the two groups are dissimilar. 
On the one hand, their close interrelation is manifested by the 
overall impression created by the manner in which the two patterns 
seem to complement one another. Thus while the former is a sort of
prelude leading up to the latter, the latter represents a sort of

itclimax culminating at the very end* By so doing,...rounds offa
the melody of the whole utterance and gives it unity and finish,
On the other, their dissimilarity lies in the fact that whereas 
the first is a rising intonation pattern, the second is a falling 
one,

Examining the grammatical and intonational aspects of this 
utterance in conjunction, we see that of the two patterns discussed, 
only the second can be shown to match the grammatical type of 
sentence to which the utterance as a whole belongs. Assuming the 
concrete details of the actual context in which the utterance was 
spoken to be unavailable, it is possible to approach it in the 
abstract, and to consider It as a representative of the normal 
declarative type of sentence. By this is meant a sentence whose
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main function is to transmit a piece of communication, i.e, with 
a minimum of emotional colouring. By the same token, it is 
possible to view the final high fall as a representative of fall
ing intonation, a type of intonation which is formally least 
complicated in shape and functionally most highly loaded in 
association with the kind of sentences referred to above. If we 
apply the same yardstick in trying to estimate roughly how typical 
the rising pattern of the first tone-group is of the kind of 
grammatical structure in hand, we find that the situation is 
different. Although rising intonation occurs in all kinds of 
sentence; it is not very typical of the kind specified above. On 
these grounds, therefore, it seems feasible to conclude that the 
tonal pattern of the second tone-group is alone the one that runs 
parallel to the grammatical structure of the utterance.

There is one more aspect of the first example to be considered, 
and that is its role as a piece of language activity, an utterance. 
Since every utterance presupposes a context of situation, it seems 
quite in order to be more specific about the setting of the example 
in question with a view to estimating the information content of 

the two messages contained in the example. The utterance forms part 
of an apologetic explanation given by a junior official in answer to 
his superior’s reproachful remark about his coming late to the 
office.

It is obvious from the context that the second sentence of the 
example carries the weightier message including items one would 
leave out last in the message. In fact, the first sentence can
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easily be dispensed with w-Ufh. no significant loss to the communi
cation value of the message as a whole; since the second sentence 
contains all the ingredients required to carry the message across* 
There is in addition the explicit repetition of one of the major 
components of the message; the word /?il'?utu'biis/Cthe bus), 
instead of the more usual way of referring to it anaphorically.

The introduction of contextual considerations makes clear a 
number of points* It pinpoints the rhetorical nature of the utter
ance,' accounts for the selection of the co-ordinate type of structure 
which is also characteristically emphatic, and also for the choice 
of the high fall, in turn, an emphatic tone meaning something like: 
"Of course that is the reason*". A summary characterization of the 
utterance would be that it is declarative as to type of sentence, 
explanatory and appealing in content, and emphatic in tone.

The second example presents another side of the picture* It 
belongs to a different class of sentence structure and contains two 
clauses in dependence relationship. The formal marker of this 
relationship is the subordinating conjunctive particle /bagd/(after). 

In addition, it is an interrogative sentence of the non-special or 
non-particle type.

The same degree of congruence between the grammatical and 
phonological boundaries marking the first example is also to be 
found in this example, with the difference that this time the 
co-extensiveness of each tone-group is with a clause and not with 
a sentence. Similarly, the same features of mutual expectancy 
between their pitch patterns are observable* Once more we find the
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pitch pattern of the second tone-group to be the one most common 
with the type of sentence to which the utterance belongs. The 
final pitch pattern represents an intonation commonly used in 
association with the non-particle interrogative. The fall marking 
the first clause is rarely used in this type of sentence except 
medially as is shown in the example. When it occurs finally, it 
is usually supported by the context:
3.H.// Mba?a lgi-laag 'nifig

(So the treatment was effective?)
Here, the particle / !ba?a/(so,then) refers to a previous remark to 
the same effect, only by the other interlocutor, so that the sentence 
is more of an echo than a question.

The context of the second utterance is self-explanatory. As 
a query, it is not marked by emphasis; hence the selection of the 
mid rise, A summary characterization of it is that it is a non
particle sentence of complex structure signalling a non-emphatic 
appeal to the listener to supply confirmation or denial.

The above analysis of the grammatical, intonational, and 
contextual aspects of examples (1) and (2) makes it clear that in 
both cases, (a) and (b) show a degree of interrelation which rules 
out the possibility of their being treated as independent. In this 
respect, they are evidently to be distinguished from such examples 
as:

l̂-o A, // mij _gaayiz ' mijmij // gan-dinâ mij'mij' mum'taaz//
(Don't you want apricots? Wo have -sell- excellent apricots^)

or:
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4.

5.H. /̂ / % miin // na'biil //
(Who? Nabiil?)

Again, it would seem just as inaccurate to treat the two tone- 
groups of example (l) as if they were of equal rank, or alternatively, 
to treat one of them in the absence of adequate reference to the 
other, as it would be to treat the two clause*-structures of example
(2) as if they had the same grammatical status, or alternatively, to 
omit reference to one of them when dealing with the grammatical 
structure of the other.

It is therefore proposed to apply (i) the term major to any 
tone-group which, out of a combination of tone-groups, occupies a 
central position in the combination, and (ii) the term minor to any 

that does not.
It should be noted, however, that it is not always easy to be 

consistent in this respect when the available criteria fail to point 
one way or the other. The decision as to whether one should classify 
a tone-group as major or minor is sometimes arbitrary, or highly 
subjective and variable. In such cases, this distinction will be 
resorted to mainly as a convenient means of drawing a line round 
one particular tone-group which, more than any other in a combina
tion, seems to characterize a whole series, or else, to embody the 
gist of what the speaker aims to convey to the listener.

It should be also noted that the distinctions: major/minfcr 
and final/non-final do not always coincide. In the first and second 
examples above, the two distinctions coincide; in each, the major 
tone-group, the one that has the same privileges of occurrence as
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the whole combination, happens to occupy final position. Although
this is the commonest arrangement, exceptional cases abound in the
material* The following examples illustrate this point:

6. (a) H* // yagni mij* min- ra?yik inni gga waaz bil?agna~biyya ***
(So you don't think it an advantage to have a non- 

ma(3%lahot //
Egyptian wife?)

(b) N. // " la* //
(Of course not.)

(c) H, // ga-Jaan hay' gaftal gala s_suu? il,ma^ri//
(Is it because of fear of competition to the Eg«market?)

(d) N. //" mij hayxgatt&l gala s^suu? il,moq3ri / (mnr. )
(Not fear of competitition to the Eh market/)
/ ka~yib*?a ^fiih ixti_laaf filga'daat/ (mnr.)
( There will always be differences of habits,)
/ wifitti'baag / wi ,kulli " haaga // (mnr. +mjr.)
( temperaments and everything,)

7. (a) N. // ^zurt il^ah'raam //(Have you visited the Pyramids?)
(b) H. /I ' W Z  (yes.)
(c) N. /L kaam %marra // (How many times?)
(d) H. /L ha* waali ̂  talat mar raal // (About three times.)
(e) N. // mithayjya^li btig'gibak // (You like them, I think?)
(f) H. /L _da min -*agmal ma naazjir 'ma^r/

(Among the most beautiful sights of Egypt) 

/^hiyya =tabagotn il?ah'raam/ ^wabu l'hool / 
(are the Pyramids, the Sphinx, )
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/ wi "bagel ilma-naa^ir itxtanya // 
(An$ some other sights.)
// lakin illi ~ gaayiz yit-farrag gala' ma^ri d±l'wa?ti/

(mnr.)
(But anyone that wants to see Egypt nowadays,)
/-laazim yit farrotg gala -ma^r ilfea'diisa//(mjr.)
(should see modern Egypt.)
//*“ mij1 ̂ bassi l̂ othyraam wabul,hool // (mnr.)
(Not only the Pyramids and the Sphinx!)

In example 6, the first tone-group in combination (d) is minor, and 
the others -major and minor- are major in relation to it. In 7,, the 
reverse order is shown.

Distinctions relating to tone-groups as members of tone-group 
combinations will be left aside until the features characterizing 
them as structural units have been dealt with. It is possible to 
state that in so far as these features are concerned, the conver
sational language of E.G.Arabic has been found to fit into the 
following scheme:
A, S imple tone-groups: each containing one nuclear point,

Compound tone-groups: each containing more than one point,
$.1 Compound/Similar: each showing similar pitch directions at the

nuclear points,
B.2 Gompound/Pevers e; each showing reversed pitch directions at the

nuclear points.
So far, the object has been to describe the types of relations

utterances. The object now is to study the tonal features of the
which may exist tween tone-groups occurring within complete
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tone-group as a unit of the intonation system irrespective of
whether it formed part of a complete utterance or not. In a

occur
simple tone-group, tonal contrastsA at more than one point. To 
localize these contrasts, it is necessary to establish the following 
points:
A. The Nucleus: (N)

The nucleus is the basic, most prominent, and most active 
element in the tone-group(TG).

In a minimal TG, the N is co«extensive with the TG: 
fL ' naam //(He slept.)
// laa//(No.)
//'Juuf//(hook.)

The syllable focal in the nucleus, i.e. the nuclear syllable 
(NS), is singled out by some added features or components of 
prominence. It is the syllable that initiates the primary pitch 

change characterizing the TG, In utterances described here as 
exceptional, the N syllable can be any syllable in any word irres
pective of whether that syllable or word is the one normally stressed
or not:

Normal Exceptional
G,// fawa’niis // (lanterns) //’fawaniis //
S.// mi/ 'kida //(Not this way)//1!!!!/ kida //
A.// ?im‘baarih// (Yesterday) //'?imbaarih //

The first two were said with a falling, the third with a rising, 
intonation.

Similarly, in the following exceptional patterns:
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1./̂ / ?ana n siit il mala fagoc /̂ / (fa)

/

( Gosh! I forgot the purse.)
2-/Z ?ul tilak .naa' mun // (naa)

  —  (— * ~ prolongation)

( I told you they are asleep!)
"both emphatic, "both classifiable as divided rise-f alls, the normally 
stressed syllables (between brackets) are not the most prominent ones.

The substitution of a tone for another within the nucleus is 
capable of introducing a major change in the function of the TG,
Tonal changes introduced elsewhere in the TG do not necessarily change 
its function. In the following, (a) and (b) show tonal differences 
which are not matched by major functional changes, whereas (c) is 
tonally and functionally different from (a) and (b):

(a) / £ biy”' ?uul *mij %naayim // (He says he will not go to bed.-
offended tone-)

(b) /£ biy^?uul miX ** naayin // (He says he will not go to bed.-
statement of fact-*)

(c) / L  b'iy 0 ?uul *mi/ ,;aaayim// (Does he say he will not go to
bed?!)

As can be seen from the examples, the nucleus carries the primary 
tonal contrasts within the TG, both syntagmatically; in relation to 
elements within the same TG, and paradigmatically: in relation to the 
scatter of tonal possibilities.
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The Prehead: (Pre-NS) ,,
The term denotes any unstressed syllables preceding the N 

syllable without being preceded by stressed syllables* It is
not considered as a separate element, but as part of the nucleus 
proclitic in relation to the nuclear syllable. Nevertheless, it 
is convenient to assign a separate symbol to it.

High preheads are common with low falls, low rises, and mid 
fall-rises:

/L ' 1 hay ^naam// (He is going to sleep,-offended)
 \ _

/L * Hay naajn// (Is he going to sleep?.1-astonished-)
«

mm*

// °hay A-naan//(He is going to sleep!-amused -)
A —   _

The Tail: (NS+s), or (NS+s+s)
The nucleus may be minimal or extended. Unstressed syllables 

following the N syllable within the nucleus form the tail. The 
two possibilities of extension within a word are:

i- f L  ' naamu / [̂  (They went to bed.)
2. /̂ / ' katabu /^(They wrote.)
The tail is considered as part of the nucleus enclitic in 

relation to the N syllable. The tail mood not be devoid ■.

of prominence. In low rises, it marks a second peak. In low fall* 
rises, it marks a secondary one. In level tones, prominence Is 
equally divided between the syllables of the tone. In falls, its 
prominence is negligible. In high falls, it may be inaudible.
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The following examples will illustrate the difference in prominence 
between the tail of a fall-rise and that of a mid fall:

F-R: // %ma b yis^magjiy / (Doesn’t he hear?)

\  /

M.F: / nia b yishnagj'i // (He does not hear,)

. N o

Reference should be made to suspended semi-level tails which 
are very common in E.C,Arabic. As a "cool11 andT,undisturbednanswer 
to the comment:

/̂ / ' ?inta Yal„taan/Z (̂ ou are ^0 blame.) 
the following words may be spoken:

f ^ana ' gaarif in__nana Yal^t^n // (£ know I am to blame.) 

\

Under the stimulus of some intense feeling such as ’’challenge1’ or 
nanger!1, the sane words may be intoned as follows: 

f L . ?ana gaarif in^nana x a ^- t<*aa /{_

- z — — ~  _

If / ’muhmil/(negligent) Is substituted for /yal ftouxn/(wrong)., the 
outcome will be the following:

/L . ?ana N gaarif in^nana jauhraal //
\ ,

/L . ̂?ana gaarif injnana  ̂luhmil//
_  / x

In the last pattern, the final syllable is frequently inaudible.
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33, The Head; (H)

In a TG of more'than one stressed syllable, the first marks 
the beginning of the head, and any syllable immediately preceding 
the N syllable narks its end.

The head is optional. When It occurs, there is usually some 
degree of interdependence between its pitch and that of the N, 

Contrasts carried by the head are secondary..
Types of heads:
Heads nay be tentatively divided Into the following types:

These are characterized by the fact that each stressed syllable
is a little lower in pitch than the one preceding it. They are very 
common in low falling and low rising patterns. Sometimes they serve 
to express aloofness, mystification, wondering, or to create an
atmosphere of suspense:

L.f1. /̂ / ya “tara ya "sayyid it'hxx-xartixleeh /̂ /

(I wonder why Sayyid is late.)
L.jR. /̂/ mi/ gaayiz haddi yik-kallim ^yeerak //[

(DonJt you want anyone else to talk but you?) 
LoL. / wane, “naazil ifi^ubh mil^utu biis /

(While I was getting off the bus this morning..0)
2. Ascending heads:

In this type, stressed syllables are each a little higher in
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pitch than the one preceding. They are connon in mid and high
falling patterns. The impression they create is that of "appealing1'
to the listenerfs logic and common sense.

A. // ta"b ma ta’boc6an ihna gan— dina wa?" faat //
  *       ---

# *

■»f* n - m w iirJ f ' „ * i / i * * ii it, i n i -* i i t ■ - _ - -

(But of course we have pauses.)
3. Uneven heads:

These are characterized hy prenuclear gliding or level pitch 
movements alternating at different levels. They are common in 
association with rising-falling and falling-rising patterns, They 
add liveliness and briskness to the nuclear tone.
R-F%/ L  ~xalli zaka~riyya y-giib ilfu"' luus //

(Remind -make- Zakariyya to bring the money.)
F-R, / L  ~7inta % jgaahir -faayi? ya A- saami //

 _______. /V
* t %  . *

(You seem to be in high spirits,SaamiI)
Unstressed syllables in the head:
Cases occur in which the pitch of unstressed syllables may 

be higher than that of the preceding stressed syllables:
// hm^ want a (3 , y otyyar //

/_—  /a

(Are you still a child?*)
There are also cases in which their pitch curve follows closely that
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of the surrounding stressed syllables:

/L . 'i’ana "* gaarif inta ga ^feexi/L

_ .  J
(Bo I know where you keep it?)

The commonest arrangement, however, is for unstressed syllables 

to keep out of the way of stressed ones:/z ~xud ilwi—laad yitfas^sahu m—gaak figgi%neena /̂ /
(Take the children for a walk with you in the park*)

C . Peaks:

Occasionally, it will be convenient to compare the point 

highest in pitch within the head with the corresponding one within 

the nucleus. The terms head peak (HP) and nuclear peak (HP) will 

be used. The higher of the two will be referred to as the pattern 

peak.
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CHAPTER III 

The Tones of E.C. Arabic 

The object of this chapter is to classify, describe, and 

differentiate the tones of E.C.Arabic. This is to be carried 

out in terms of their contextual and tonal features.

A total of 1A subclasses of tones, falling into five classes, 

have been postulated for E.C.Arabic. A few lie idle most of the 

day; but all are required to account for the main types of 

significant pitch variation in that language.

Tonal features combine other concomitant features. In view 

of this, the term utoneH will be taken to mean a unit of pitch and 

concomitant features occupying a place within a system of 

oppositions essentially tonal, and significant enough to potentially 

mark off one utterance from another. This will take care of such 

cases as whispering and devoicing.

A.CIasses of Tones 

The setting up of classes of tones involves the identification 

of well-defined shapes and movements of pitch.

The following are the classes of tones operating in E.C.

Arabic. For purposes of illustration, examples associated with 

tones of the subclasses termed ^ i d 1* are given. By way of setting 

the scene for each example, a brief verbal context is supplied. It 

is generally a phrase of a particular grammatical structure which 

occurs normally in association with a specific tone. It may 

precede, follow,or embrace the example..
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I* Falling Tones:

Tones falling into this class are characterized by the fact 

that each always ends on a note lower in pitch than the note on 

which it starts, with no significant rise in pitch intervening. 

Example:

miX ^lissa hay,naam / /da ' naam //

(He is not going to sleep; he is asleep already.)

II, Rising Tones:

Tones falling into this class are characterized by the fact 

that each always ends on a note higher in pitch than the note on 

which it starts, with no significant fall in pitch intervening. 

Example:

"lissa maga -maltij il,waagib /£ vri. kat' naam,//

. .
(You haven't done your homework, and you want to go

to bed?)

III, Falling Rising Tones:

Tones falling into this class are characterized by the fact 

that within each there occurs a fall in pitch followed by a rise. 

The fall is often preceded by a rise from a lower pitch.

Example;
V ^

//*ma naam /L #min za*-maan

(He has been asleep for hours now!)
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IV. Rising Falling Tones:

Tones falling into this class are characterized by the fact 

that within each there occurs a rise in pitch followed by a fall. 

The rise is often preceded by a slight drop from a higher pitch. 

Example:

^amma ya"' riiba / _ba?a A naam //

— . '  ^
(How strange! Has ^e really slept?)

V, Level Tones:

Tones falling into this class are characterized by the fact 

that within each there occurs no change of pitch direction*

Example:/z. ̂huwwa naam /z walla 'A lissa ma namj

(Has he gone to bed, or hasn*t he?)

B.Subclasses of Tones 

The classes listed and illustrated above have each been 

divided into a secondary set of tones. This subclassification 

involves selection from among an indefinite number of intermediate 

degrees. The object is to set up as many contrasting tones as are 

needed for the analysis. The criterion is that the selected tones 

exhaust the meaningful contrasts observed in the material. 

Accordingly, they represent abstractions made on the basis of 

observable pitch characteristics and distinct ranges of functions, 

both grammatical and situational, associated with each.
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Labels attached to these tones are not meant to sum up the 

main characteristics of each subclass. They stand roughly for 

the starting point of most of the tones. Tones assigned doubled 

marks have been observed to be of low frequency. Tones represented 

by raised marks are thought to be on the whole most representative 

because of their high frequency and distinctness of function. Tones 

represented by lowered marks are also frequent; but they are less 

clear-cut. They admit of some indeterminacy as to their beginning 

and end points.

In anticipation of the detailed description of the contextual 

implications of these tones, no attempt is made to provide fuller 

glosses than the merely suggestive ones below.

The following is a list of these subclasses:

I. Falling Tones:

(a) The High Fall: (HF)

Example:

^gaayiz ' tigraf ^huwwa mi/ -xaarig 'leeh //ga, Jaan "naam /[_
X

*

(Do you want to know why he is not going out? Because he is 
asleep.)

(b) The Mid Fall: (MF)

I Example:

^?inta mis”tanni %?eeh /L ma tv naam /L

(What are you waiting for? Go to bed.)
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(a)

(b) 

A.

\ (c)

III.

(a)
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The Low Fall; (EF)

Example:

bi tis^al gala na' bill na“bill xnaam //

. f >i » »<■»! 1 <n »

(Have you come for Nabiil? Nabiil is asleep.)

The High Rise: (HR)

Example:

bit^uul " ?eeh na biil " naam /z
~ T

(What is it you say? Nabiil went to bed?)

The Mid Rise: (MR)

Example:

„dana tag.baan bi*Jakl B0 /</ ?idxul 'naam /[_

(I an so tiredJ) 

The Lovr Rise: (IR)
• to bed then

miX ti,naam t
\

. J

< j .tv , ; , /
/, /

■ faCl f . .• .sc

(What you should be doing is to study, not to sleepj)

Railing Rising Tones:

The High Fall Rise: (HFR)

Example:

^miX ?ul" tilak //, ?ahu w naam // (Didn’t I tell you*? He has
V

* gone to bed.)
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(b) The Mid Fall Rise; (MFR)

Example:

'yalla A- biina // tila~?iih A- naam //

(Let's go, He has probably fallen asleep.)

(c) The Low Fall Rise: (LFR)

Exanple:

bitik”°kallim , gadd f v naam /,/

v/

(Are you serious? -Is he really - asleep?)

IV, Rising Falling Tones:

(a) The High Rise Fall; (HRF)

Example:

?ihna ba-?eena "nugg il"'leel /[̂ “sibna n'A naam //

(It is now mid-night. Do let's get some sleep.')

(b) The Mid Rise Fall: (MRF)

Example:

ga gaayib /^ -ba?a A naam f[_

■ I— \

(How astonishing! Went to bed indeed!)

(e) The Low Rise Fall;

Example:

?a /L naam // (I see! He went to bed.1)
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V, Level Tones:

(a) The High Level Tone: (HL)

Example:

// ?iza -kaan “naam // ^a-gillu g^gubh

(If he Is asleep, I shall come back in the morning*)

(b) The Low Level Tone: (LL)

Example:

/L ?ul,"tilak-tib<?a N?abli ma t naam// "ti^fil ij/ib^baak

(I told you to close the window before you go to bed*)

C. (i) Contextual, and (ii) Tonal and Grammatical
*11 »■!■» I fclllltll ■*! Wn I* I ■ »! iH .ll  — I IIH H H  ! H*—. — ' ■* I *■!»»  ■■!*..■*!; !■ -■*

Features

A study of intonation has two tasks to perform, both necessarily 

and often simultaneously involved in the process of analysis. On 

the one hand, it is to present a description of the intonation 

patterns which native speakers use; and on the other, it provides a 

statement of the correlation between these patterns and the grammati

cal and situational contexts in which they are used. In short, it 

is to describe their form and their potential for meaningful 

participation in the functioning of the language.

In the present chapter, there is hardly room for a full 

classification of typical contexts of situation related to their 

contexts of culture and coupled with a classification of the tonal
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features exhibited in each. Only one typical situation has been 

selected for each subclass of tone, and little attempt has been 

made to generalize beyond it. It is hoped that the picture will 

have more touches added in later chapters.

It was found necessary, In dealing with the tonal aspects, 

to refer, under the same heading, to broad grammatical aspects 

relating to the various tones. In connection with the purely 

tonal features, the order of presentation will be the description 

of the "nucleus" with its components, and then the "head". 

Examples labelled"exceptional"refer to cases of pitch patterning 

which, though common, have a limited range of use.

(i) Contextual:

We may start by examining some possible responses to the 

following interrogative sentence:

// ^il^harf ill! -bagd il laam x?eeh //

(What is the letter after "laam"?)

This is a perfectly normal question for a teacher to address to 

any of his pupils. It is, however, capable of evoking different 

responses depending on the manner and circumstances in which it 

is asked. Supposing that it has been addressed to one particular 

pupil, Nabiil, it will then be more appropriate to have it slightly 

modified so as to become:

/Z illi -bagd il/Laam ^eeh ya najbiil //

(What is^ the letter..,., Nabiil?)

There is practically no limit to the variety of situations which
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can be constructed and in which this question and the possible 

answers to it may neatly fit; but the following typical ones are 

adequate for the present purpose.

(a)

Nabiil, an Egyptian counterpart of any English sixth former, 

naturally considers that he has gone past the stage of such 

elementary questions. He will receive the question with a mixture 

of surprise and anxiety. This will be reflected clearly in the 

intonation that accompanies his answer:

fL " miim // *(The letter is- "miim" (=m)„-of course-)

Translated into words, his attitude may be roughly rendered as:

"Of course you know that I know the answer. There must be a catch 

in this question s o m e w h e r e V e r y  likely, his misgivings may turn 

out to bo well-founded. He may soon find that he has made a mistake 

for instance, in arranging a list alphabetically.

(b)

If, for one reason or another, spelling is known to the class 

to constitute one of the weak points of Nabiil to which his atten

tion has repeatedly been drawn, he will not feel surprised to hear 

the question. Instead, he may feel rather insulted by this reproach 

ful remark being so often administered in public. In his hurry to 

cover up his weakness, he may make things worse by falling into 
another spelling pitfall:

// " ̂ nuun //(-The letter is- nmiunl!(=n).) 

to which the teacher*s prompt correction will be:

// " miJ* ^nuun/ ' miim // (The letter is not nnn,but Mmn.)
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Here, Nabiilfs attitude may be described as "offended", "pro

testing". etc.; whereas the teacherfs attitude is one of "cor

recting", "pointing out", or"contradicting".

(c)

If Nabiil has only recently joined an evening class and is 

still in the process of learning the mechanics of reading and 

writing, he will accept the question as a normal type of event, 

free from any connotations* Ho will listen carefully, go mentally 

through the letters of the alphabet until he secures the inform

ation required and then will "calmly" answer:

// ^miim // *(The letter is- "m"„)

Such an attitude may be described as "calm", "deliberate", and 

*1 inf ormat ivo"„

(il) Tonal:

(a) HF
1. HF tones appear in the material in two forms: (i) "contracted" 

(morked as in "naam), and (ii) "full" (marked as in " naam). Both 

have the same starting point; but whereas in the "contracted" type 

the fall does not roach bottom pitch, in the "full", it does. In 

addition " _EF has twice or more the duration of " HF. The follow

ing description applies to the former which is taken as basic since 

it tends to occur more often.

" HF occurs in statements and replies expressing "logical" and 

"obvious" conclusions, and also in particle questions of a rhetori
cal nature:
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// wa,nagrnil " eeh // (What can I do?)

/£ fi'/^iidi " ̂ eeh f (There is nothing I can do?)

" HF occurs in "offended" comments and replies:

/L ̂ feen _di // (Where is it? -there is nothing here-)
/ 3„ Both occur mainly in final, and rarely in non-final positions:

" fiih beeci, / fiih gihna //

(There are eggs , choese , etc:. )

A. Nucleus: NS+o: / "naam / . ^\T (He slept.)

NS+s: / v* naanu^/ . . . . . (They " . )

preNS+s: /ma"naamu (They are9 '

preNS+s+s: /ma"katabu / asleep al
(They did write.) — -------- ready.)

- The pitch falls from a point at or near the upper pitch line.
The fall is often preceded by a noticeable rise.

It reaches a point a little above mid. The fact that it does

not reach the bottom pitch line may be considered as its defining

characteristic.

/ « It is rather short in duration. N syllables bearing it show

short durations, and are not strongly articulated.

- In N^+o, consonants tend to be inaudible.

- In NS+s, final syllables may show the game tendency.

~ Accordingly, NS+s sometimes givers the impression of being one . 

toiiotic segment.

B. Head:

Examples:

1. Speaker A : // m  sa“firtij’ -leek til%raarki’b//
(Why didn't you go by boat?)



Speaker B s // ,taaxud " wa*?t /[̂ (It takes too much time.)

Speaker A ;// 121a ha wiltij* tiq'nighun //

(DidnTt you try to convince them?) 

Speaker B :// wa-riaatgib^naf si " leeh /[̂

(And why should I bother?)
The pitch of the head may serve as an objective criterion for 

deciding between the subclasses of the nuclear tone. Some patterns 

give a strong impression of mutual expectancy between the head and 

the nucleus * The *A KB1 pattern is a case in point*

The onset of the fall represents the pattern peak*

- Heads containing only one stressed syllable have very low pitch, 

(1).
« In heads containing more than one stressed syllable, the first 

is pitched low and the pitch of the remaining syllables is stepped 

up gradually. Sometimes, as in (2), the first stressed syllable is 

pitched higher than the second,

- Syllables intervening between the last stressed syllable and the 

N syllable fill the gap in an ascending order*

~ It is convenient to mark the point where the movement towards the 

nucleus takes place as is shown In the examples above,

- When applied to a substrate which admits of a pause in the middle

the complete pattern is as follows:

3* //"nil v'Tiaayim / ba" laaj /£(lf you don’t want to sleep,
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Ob) m

' s *
1. MF patterns are frequent in statements, commands, and special 

questions. Generally speaking, they are used in situations in which 

the speaker points out errors, contradicts a statement, or has to 

select, illustrate, or point to one particular item out of a number 

of others.

2, An essential difference between them and " HF patterns lies in 

the absence of any tone of "argumentativeness" from theml

/3. MF tones appear mainly in final position; they occur medially 

in questions.

(They " •)

■k" Nucleusi / '■naam / (He slept.)
/ 'naamu / ^ (They " .)
/ da \naanu /
/ da 'katabu /  ̂ y  (He wrote it. )

- The fall starts from a point somewhere above mid8
- It reaches the bottom pitch line.
- The duration of this tone is roughly two times the duration of 
" HF.'

/ ■* N syllables bearing this tone are strongly articulated and show 
normal duration,

B0 Head:
Examples:

1. / £  biy~?uulu ^ba?it imum' taasa //

 ° . « \.

(They say it has become excellent.)
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2. //?ana bidd a -naan ' badri//

(I want to sleep early.)

- The onset of N is normally the xoattern peak.

Unstressed syllables remain on the sane pitch as that of the 

preceding stressed syllables or are slightly lower.

(c) EF

z 1. Low falls are frequent in "calm" and ”considered11 comments, in 

commands and special questions. They are not infrequent on items 

already mentioned or present in the situation and not requiring 

special mention.

/2. They occur mainly in final position; they are not uncommon in 

medial position in questions.

■k* Nucleus: /\naam /
. — ^ --------/\naamu /

/da ̂ naamu /
_|̂ V  ■ lIU  ■ ■ T ll/ ’da vUntabu / * ' (But he wrote it-')

The fall starts from a point below mid. The exact point 

varies with the type of intonation context in which it occurs.

- It reaches ta point at or near the bottom pitch line.

Its duration is intermediate between those of HP and MF.

 ̂- N syllables bearing this type have medium duration and are 
moderately strong.
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B. Head:

Examples:

1. // 9id”"diini -roc£li ^uuto- //(Give me a pound of tomatoes.)

2. // -?eeh ^a^hammi ?an-waag il^akl ±111 //

* . „ x.

(What are the main kinds of food which you prefer?) 

3* /L ̂ ra-maal ~feen sili^maan //(But where is Silimaan?)

« H peak is the pattern peak whether initial (1), medial (2), 

or final in the head (j?).

- Unstressed syllables are lower in pitch than stressed ones.

- The onset of the nucleus is higher in pitch than any unstressed 

syllables immediately preceding it*

Exceptional:

A*. //„?ana ‘ta't-lagt ilga waab “‘hitta xhitta //

(I tore the letter -lit*bit by bit- to pieces.)

- The above pattern , in which the prominence of the H peak 

tends to overshadow that of the nucleus, and in which the pitch 

descends gradually to reach the onset of the nucleus, occurs 

frequently when an item qualifying another that follows it 

immediately is being intensified. More than one qualifier may occur; 

5# // ?il~waahi& muxxu "*tuul inna“haar / sar^haan //

(My mind is -all day long - wandering.)



(i) Contextual:

Next, we may consider some typical responses to the following 

declarative sentence:

// biy-'?imlu xusur ?alfi g^neeh fil^u^maar //

(They say he lost a thousand pounds in gambling*)

A piece of information such as the one contained in the above 

sentence is also capable of being responded to in a number of 

ways varying with the context of situation in which it is reported* 

Nor a setting, an Egyptian cafe would be just the sort of place for 

similar facts or rumours to be circulated and gossiped about* 

Supposing that nGaadH, the tmfortunate person!s name fhas been 

mentioned earlier, that the reporter is a friend of nNabiil,Ms ,and 

that Nabiil is the recipient of this information, Nabiil may react 

in one of the following ways:

(a)

If Nabiil!s friend has been talking for a long time, and has

mentioned a number of names in addition to Gaad's, and if Nabiil«■
has been doing all the listening, it will not be surprising if, 

his attention having strayed for a moment or two to what is going 

around him, he is not quite sure as to who it was that lost his 

money* He must therefore get the name right before he can 

furnish the appropriate comment usually expected for such a bit of 

reporting. His uncertainty will find expresseion in the following: 

// bit^uul " miin //(Who did you say it was?)

Or, alternatively, he may have been listening carefully, but cannot
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bring himself to believe that such a thing can happen to Gaad, 

who is presumably too poor ever to come in possession of a 

thousand pounds. In this case, he will express his incredulity 

by using the same intonation pattern as he exclaims: 

mij* ma£%?uul // " gaad //(Impossible? Gaad?)

(b)

Possibly, Nabiil does not know or care much about "Gaad". As 

a result, he may not be deeply moved by what happened to him.

There is yet the possibility that he may be impressed by the 

dazzling figure of one thousand pounds. As a suitable comment 

that will give vent to his intense awareness, not so much of the 

critical position Gaad has placed himself in by losing that sum as 

of what such a handsome figure would mean to him personally, he 

may make use of an exclamatory item with no other function than to 

serve as an intonation carrier. His comment and the intonation 
that goes with it will be:

// " ?alfi g °neeh // 'yaah // (One thousand pounds? All that 

money?)

(c)

Nabiil, however, may view the whole question from an entirely 

different standpoint. He ms.j happen to hold strong views against 

gambling, and his faith in Gaad may be utterly shaken. His comment 

will tend to have an unmistakable ring of moral indignation. It 

will run as follows:

//~*widi ytiigi // ,gaad //(Is this befitting? Gaad should not 

have do &© that.)
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(ii) Tonal
(a) HR

1. HR tones are extremely common in brief echoes whether 

demanding the repetition of an utterance, or themselves consisting 

of repetitions, partial or complete, of a piece of news as a sign 

of surprise.

2. They occur mainly in final position.

A * Nucleus: /" naan / (He slept did you say?)
/" naanu / /  (They alept „ „ „ )

/’ kay" naanu/ . X  (Are they going to sleep

rite 
it?)

/ wi " katabu / / /••n-j-u j. n  • j.f f (Did he actually write
A sharp,steady, and straight rise starts from a point above

mid.

- It reaches a point at or slightly below the top line.

~ It has a brief duration, comparable with that of "HE. N

syllables bearing it are articulated rather weakly, and show 

short durations.

No inaudibility marks the end-point of this tone whether the 

nucleus is NS+o,or NS+s. In very rapid speech, this, along with 

concomitant durational differences, may serve to distinguish an 

HR tone from an " HF one.

B. Head:

Examp

!• /L si^yadtak bitin" dahli ,// (Are you calling me?)
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2. /̂ / si-nigt inni saami " feen (Where did you hear that

« The main feature of an HR pattern is a juxtaposition between 

a rather low-pitched number of stressed syllables and the high 

pitch of the nucleus.(1)

- With the occurrence of a prominent syllable at any point in 

the head, it stands out in terms of pitch, though it remains 

lower in pitch than the nucleus.(2)

1. There are probably more than one variety of MR. In addition

to (i) the type described below and characterized by its initial

level part, there is (ii) another that has the simple straight

shape of HR and the range of MR(i), It differs from (i) in that

the rise is not preceded by a level part. No attempt is made to

mark (ii) differently from (7/) since the two often do duty for one

another. Example (ii)'// .laayi# ^ifaay // / (You want- t&a?)” ***** .... /
* ^

2. There are (iii) other varieties which seem to be conditioned 

by sentence typ>e and structure. Eor instance in dependent 

conditional clauses occurring initially, the rising part of (iii) 

may start lower and end higher than the corresponding rise of MR

(i) does. In addition, the last one of these clauses in a sentence 

containing a number of them, may be characterized by a rise 

higher than any of the rises characterizing the preceding varieties: 

iii.Ii,,// law -leunti nrun'tibih/ kunti fNhimt /^(lf you had been' "

/ Saami was?)

(b) MR

/ listening, you .'woiild 
have understood-;1)'''
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S,//law -kutti kal"“lifti x̂o-trak/ wi ha*t-teeti l~bocltu gala % idLtfak/

■ _ » * v -    * *
taken

(If you hadA the trouble3 and put on your overcoat,)
/ wi xoTbapt il-vbaab wi daxalt / ** kutti ha*tib?a mir_taah//
--7- ^ 11--— ^- . Z I

(and pushed the door -knocked-, and entered , you would have 
been at ease.)

3. MR (i) and (ii) occur finally in general questions, requests, 
exclamations, and non-finally in statements, and listing patterns.
A. Nucleus; / 'naan / __/ (Did he sleep?)

/ 'naanu / “ (Did they !! )
/hay' naanu/ ~" / (Will (i r? )
/wil' kat aba/

*

/ (And the clerks,e t c )

The starting point lies somewhere below mid.
For approximately half the duration of the tone,, the pitch

remains level, marking the first peak of prominence,
- It then rises smoothly, at this stage marking a secondary 
peak of xorominence,
- The rise reaches a point above mid.
- It is of medium duration, longer than HR and shorter than
L-KR.

- In NS+o; the level and the rise are concentrated within US,
- In NS+s: N£> remains level; "sH rises and has secondary pro
minence, In NS+s+s: Rising and xorominence are associated with 
the final syllable only. This axo]olies whatever the number of
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syllables in the tail is. Intervening syllables occupy an inter
mediate position between the level and the rise.
- NS+o gives the impression of two tonetic segments on account 
of its divided pitch pattern.
B. Head:

A second criterion next to the shape of the tune itself and 
serving to distinguish the MR nucleus is the fact that the beginning 
of the nucleus is higher in pitch than any immediately preceding 
syllable unless it hapjjens to be the H peak.

Examples:
1. // bit-?uul il„laban/saaxin //(You say the milk is hot?)

2. / £  gib^tilik 'lahrna w / 'fakha w / xu'c(aar //

(I brought you meat, fruits, and vegetables.)
3* // ?is^saaga -kaan wal'laahi // (What is the tine, please?)

If there is a head peak, it is normally level with or slightly
higher than the onset of the nucleus. (1) and (3)
- If the head has only one stressed but non-prominent syllable,
it has mid to low pitch. (2)
— Unstressed syllables are lower in xoitch than stressed ones.

(c) m

1. m  patterns occur finally practically in all types of sentences
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and convey a marked degree of intensity whether of wishing for 
something, or of reproach, or of irritation, etc. They are used 
also in non-final groups such as listing patterns,
2. L-HR patterns occur frequently in conditional sentences 
whose main clauses are normally left unexpressed: We may compare 
the following:
a*/Z " -*-aw 6arot.biyya twa^ °£alna/̂ /If only there was a car to take

us!)

// law gara°biyya/*tiwa^x{3alna/^(If only there was a car, it
„ would take us.)

   -

In (a), the result of the condition is not expressed; in (b), it 
is.
L Nucleus: ynaam /

ynaamu 
* kayynaamu

/

*wil,kataba /
Exceptional: „ hay naanu ^

'mi/J'iy . *  / (Has he gone?)
 ̂   —j*

- The starting point lies somewhere In t£j.e low region.
At the outset and for approximately less than half the dura

tion of the tone, the isitch remains level and then curves upwards.
- Two end-points on the pitch scale may be distinguished: (i)
a mid ending giving a Low-Mid rising span, and (ii) a high ending 
giving a Low-High rising span (marked as in y hay’naamu above).
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- L-MR tones are of medium duration5 L-HR tones are extremely 
prolonged,
- The rising part marks a second peak of prominence much more 
noticeable in the case of L-HR tones.
- The distribution of the level and the rise within the syllables 
of the nucleus follows the same pattern described in connection with 
MR tones.,

- NS+o gives the impression of being two tone tic segments.
- In the last example under "nucleus", high level pitch occurs
on NS and a low rise occurs on the tail syllable,in contrast to'iiij'iy.
- L-HR patterns are termed "exceptional" on account of the fact 
that they are grammatically and contextually ear-marked, and are 
capable of being heavily reinforced on the durational and tonal 
dimensions. Lurationally, they may be immensely prolonged, chant
like, and said with syllable-timed rhythm. Tonally, they may go up 
the scale from beginning to end with unusual breathiness marking their 
beginning. They often extend over long stretches of syllables,
B, Head *

Examples:
1. / [̂  ^?inta “gaarif waz-naha kam Vkeelu /£

. — . TT ’J —> , . ,

(Do you know how many kilos it weighs?)
2. / L  ‘ lissa ,badriy/^

— “ ”7  ~

(There is plenty of time.)
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- The H peak is higher than the onset of the nucleus whether
it comes early in the head or immediately precedes the nucleus
(1 and 2 respectively).
- The onset- of the nucleus is normally lower than the preceding 
syllable.
- The intonation of the first example may be altered so as to give an 
MR (ii) tone and a different meaning in the following way:
3* / £  ?inta % gaarif / waz naha kaam ''keelu //

x  . —  . . ^  ‘

(You know how many kilos it weighs?— Shall I tell you?-)

( i) C ont extual:
The following is a sequence of declarative sentences, the 

last being a sentence-fragment:
ft ’ ‘sayyid hay-Xuut ik^koora//- sayyid 'X̂ -at //'% goon // 

(Sayyid is going to kick the ball. S,kicked it. Itfs a goal.) 
These sentences may, quite naturally, form part of an announcer's 
commentary on a televised football match, a marked feature of the 
week-ends not to be missed by football fans. Being no exception, 
Nabiil, a supporter of one of the contesting teams, may react to 
this item of news in several ways, as can be detected from his 
possible comments to Gaad, a supporter of the opposing team.

(a)

Nabiil may have "promised” Gaad a spectacular defeat* If the 
announced goal marks the end of the match, he will be extremely 
disappointed by the fact that his team scored only one goal0 His



98
disappointment may not take a violent form, but only find 
expression in the subdued tone of resignation with which he mutters 
his final comment:

// na“tiiga nij1 batw taala // goon //
(It is not a bad result. One goal. -It could have been worse.V)
(b)
If the natch has just started and Gaad's team is in the lead 

for the moment, Nabiil, in anticipation of any fuss Gaad may be 
inclined to make, nay simply shrug his shoulders and say challeng- 
ingly:

/ L ' "-tawwil baalak // da “hittit A-goon //
(Be x>atient. It is only a goal, -The game hasn’t finished yet.1)
(c)
Nabiil may have expected the kick to be counted as a foul, 

and not as a goal. He will then be astonished by the referee's 
decision. His astonishment and exasperation will get the better of 
him and his immediate reaction will be:

/ L  v goon // mag" ?uula *dii //
(Is this a goal.’ Is that possible.')
(ii) Tonal:

(a) HFR
HFR tones are used finally in expressions of sympathy or

consolation, and non-finally in phrases introducing hesitant or
doubtful answers or comments in which some reservation is implied,

------
A. Nucleus: naan/ \/

naanu/ ^
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/ma naanu / 
/na n"' kasaru /

Spread: / " ?anrak ya *siidi/ ^  (Have it your
wayjthen.)

- The fall starts from a point below the upper line.
- It ends within the mid pitch region.
- The rise begins where the fall ends. It reaches a point 
bolow the top line.
- It is of a short duration evenly distributed over the falling
and rising parts. N syllables bearing this tone show less than
their normal duration.

The rising part is marked by some degree of prominence.
The distribution of the fall and the rise within the syllables 

of the nucleus is similar to the distribution of the level and the 
rise within the MR and LR nuclei except that non-final unstressed 
syllables tend to drift slightly downwards after the fall, and then 
Join the rise if long tails are involved.
- In the last example above, an HER tone is spread over a phrase 
giving the configuration shown.
B. Head:

Examples:
1* / ba—gatti gawa been ma rocddij /̂ /

(I sent two letters; but he didn!t answer.)
2. / £  wala" katta «sa?al ga"' layya/^(He didn't even bother about
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- The nucleus stands out as the pattern peak*

- The stressed syllables of the head occupy the upper and lower
mid regions,
- In 1, unstressed syllables move slightly downwards away from 
the low-pitched stressed syllable, then up towards H peak and
In 2, they move up towards H peak, start again lower than the low- 
pitched stressed syllable and then move towards N.

(b) MFR
1. Two kinds of MFR patterns occur in the material: one with (I) 
a contracted type of tone (A-), and the other with (ii) a full 
type (v )• The contracted type is more frequently used, and is 
the one described below. The full type differs in that in it, the 
drop in pitch comes very near to the bottom iDitch and is followed
by a rise to a point lower than the initial point of the tone:

/[_ magv nuuna // ( Is she really mad?)

\ /

2. Type (i) is common in certain exclamatory proverbs and phrases, 
but never with interrogative force:

Proverbs: // ?i(3~«3abri //
(It is better to be patientIt is no use grumbling,) 

Set-phrases generally initiated by negative particles:
// wala y A-himmak//(Never miiad,-Don't worry-)
// bala A-dawJa //[(Stop fussing.)

Reduplicated phrases:

/Z  ' silbak A-siibak //(Take it easy*)
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// ~daxxan A-daxxan //(Do smoke„“invitation to

smoking in defiance of a "No Smoking" notice-) 
Type (ii) is common in non-final position,and in final x>osition with 
interrogative force•

Nucleus; / A-naan/ — ——  -
/V

/ A-naamu/
A  .

/ma *-naanu/ A  .
p *

/na A~katabu/ *
♦ 4

- The fall starts from a point above mid. An appreciable rise
from a noticeably lower pitch is characteristic of this tone*
- The fall, or rather drop, of pitch, reaches a point half way
between lines 1 and 2.
- From that point, the xoitch becomes level for some time.
Beyond this, a choice seems to exist depending on the grammatical
structure of the substrate. In the above statement types, a slight
drop of pitch may follow the level part. In commands and requests,
this drop can be replaced by a rise:

/L t friBkut // (be quiet,-urging-)
A w *

- This tone is a lively one, remarkably quick, and of a moderate 
duration. Nuclear syllables bearing it are vigorously articulated.
- The final drop has some prominence, though not quite so notice-

in
able as the final rise in / ’̂ iskut / above, or the full type 
(v>.

NS+o gives the impression of being three tonetic segments.
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B. Head:

1, // na "huwwa ka-maan biyA~2aakir //

(-Talking about Him- he studies hard.)
2. // -?oc{3li "sayyid A-yani //

xf % * X-' .

(Sayyid is rich, -He can afford to-)
- The H peak is level with or slightly higher than the onset of N.
- It occurs initially in (l) and finally in (2).
- A noticeable feature of this pattern is the juxtaposition 
between the pitch of the nucleus and that of the syllable that 
cones innediately before it. The pitch of the latter is very low.

(c) JCjFR

IFR tones occur in contexts sinilar to those in which LR tones
do.

-k* Nucleus i /^ynaam /
/ naanu / 
/hay,.;naanu /

/
A /

/* hay %,naanu/
/ N,katabu / /

**■
- The fall starts from a point slightly below mid. The j)itch 
noves down rapidly reaching a point at the bottom pitch line 
before it reverses its direction. In some cases, the fall reaches 
a point below the bottom pitch line wherein it becomes breathy.
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- The pitch then rises evenly at first, "font its rate speeds up 

towards the end* The rise ends within the mid or high pitch 
regions.
- This tone exhibits a very long duration comparable with that 
of the IE.
- The rising movement is narked by a degree of prominence which 
nay be equal to that of the falling part.
- N syllables bearing this tone are strongly articulated and have 
long durations.

The distribution of the fall and the rise within the syllables 
of the nucleus is similar to that stated in connection with other 
ER tones.
B. Head;

Examples:
1* / [̂  huwwa saami — lissa ma v namj'iy /^

* V . *
(Hasn't Saami slept yet?)

2, // huw-wanta bass illi b^tifham //

**
/*

(Is it only you that understands?)
- In these examples, the stressed syllables of the head are both 
higher in pitch than the onset of the nucleus.
- In 1, the first syllable is slightly higher in pitch than the 
second stressed syllable. The reverse occurs in 2.
- Unstressed syllables are pitched a shade lower than stressed ones.
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IV. Rising-Falling Tones:
(i) Contextual:

/L eeh ra^yak fil bad^laadi ya na^biil // ga"N niila // 
m ± S  " kida /[_ (What do you think of this suit, Nabiil? 
Smart] IsnTt it?)

The sequence above contains a particle interrogative incorporating 
a vocative piece, then a sentence fragment, and ends with a non
particle interrogative, Judging by the addressive piece it con
tains, the listener is Nabiil, To round off the picture, we may 
add that it has been siooken by Gaad while the two are idling about 
looking at shop windows on a hot summer day. The following con
textual possibilities have been selected to show some typical 
reactions that might be "triggered off" by the quoted utterance: 

(a)
Gaad may have spotted a suit that comes up to his ideal of 

what a smart suit should look like. If the suit makes the same 
impression on Nabiil, he will express his admiration in a similar 
way, but perhaps a little more emphatically:

/L ~Hii mij ga^niila w^bass / di g"' naan / £
(Not only is it smart, it is "smashing" I )
(b)

Nabiil^ eyes might not have landed on the suit pointed out 
by Gaad. He may take Gaad!s comment to refer to another one which 
is poorly designed. As a result, he will look critically at Gaad, 
wave his hand impatiently, and remark:
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/ [̂  bit'N‘hocg2jar // -ba?a dii ga'"' niila // 

(Are you joking? You call this smart?) 
(c)
Gaad will soon put Nabiil righto The latter will realize 

that he has made a mistake. Pointing at the correct suit this 
time, he will slowly utter the words:

// ~ ?a // ?il badla iii // ii haaga tanya /,/
(I see. You mean this one. This is different.)

1. HRF tones occur in almost all types of sentences for which 
" HF and MF would be regarded as suitable. They are specially 
common in negative commands and exclamations expressing various 
degrees of intensity. Although they also ax>pear in a great many 
contexts in which L-HR patterns occur, they are not possible in 
unfinished conditional sentences in which LR tones would be common. 
We may compare the following:

BF /̂ / Nlaw gara,biyya twajB^jsalna / £
(If only there was a car, it would take us.)

HRF // law gara-biyya twa^"' ôclna /̂ /
(If only there was a car, it would take us.)

L-HR+IF // .,,law gocra*biyya/ * tiwoc,s N̂ alna //
(If only there was a car, it would take us.)

L-HR /z  // law gara.biyya twa^’̂ alna
(If only there was a car to take us.1)

(ii) Tonal;
(a) HRF
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Again, it is possible to have:

L-HR // rr ?ij\ Jaay *saaxin // ( The tea is too hot.1 - You
should have warned me before I started to drink it-),

and: HRF // '?ij'*"jaay saaxin // ( The tea is too hot. -Don't
drink it yet,).

It is not, however, possible to have an HRF tone in place of the 
following L-HR tone:

L-HR // /^ijjaay .saaxin bi’/akl //
(The tea is hot + adv. piece. - adv. piece incomplete, 
normally /bi’Jakli fa'giig /(terribly(hot^O

2. HRF tones occur mainly finally.
A. Nucleus: naam... . ^  bed.)

naamu... / (Go to bed.-pi.)
mat"* naamu... (Come on, to bed.)

katabu., \
/ \

Exceptional:!. mumtaaza______\__ (Excellent,-taa-)
2. ’kuulxlaha \  (All of it,-la-)
J>. ^xaoaip....~  ~ \  (Extremely, entirely.-xcca..

*baayix,.. _\_ (Unlikeable.-baa-)
The rise starts mid and then shoots up to a sharp high-pitched

peak before the pitch drops to low.

- This tone is rather long in duration. The rise tends to take 
up a greater interval and to be more prominent than the fall.
N syllables bearing it are long in duration and are strongly artic
ulated.
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- "Exceptional cases" above show as their narked characteristics 

durational, and distributional features which depart from those 

occurring normally. Normally stressed syllables are enclosed in 

brackets.Rashes on the scale represent prolongation.

B. Head;
Examples:

1. // ^iwga tit^axxotr hi"' naak //

( The wall is wet with paint.) 

Exceptional:

3. // kaga _sah*la __ giddan // (sah)

(It is very easy.)

- In 1. and 2., the N peak is the pattern peak.

- Unstressed syllables are ixLtched low.

- Pattern 3- is similar to the pattern referred to on page 68

(example 1,) in that the most prominent syllable is the normally 

unstressed syllable immediately preceding the normally nuclear one 

(marked in both as in _ m)• It differs from it in that whereas in 

the preceding pattern the most prominent syllable and the _ m 

syllable belong to the same word, in this pattern, they do not.

Both patterns differ from the following: (Relevant example under N.)

(Don't overstay there.)

2- /I ?il heeta nad-huuna buuya //
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// ta^ l&mma ' nirgag_ma(3r //•’eh "^awwil -haaga ^nawya

tigmi_liiha /7 (Well, when we go to Egypt, what is

the first thing you intend to do?)

/L ?a rimk a'Juuf _ mama (I shall go and see mother.) 
"  — * •

s
normally

in that in the latter, the most prominent syllable is stressed,

(b) MKF

1. MR3T are common in statements or echoes of statements and in 

comments implying a mocking refusal to accex>t or to sympathize 

with a view or an assumption put forward by another. They are 

rather severe and sarcastic, unlike MER tones which are care-free 

and light-hearted, though both are challenging.

2. They occur mainly finally and rarely non-finally.

A. Nucleus: / naam /

/'% naanu / 

hay'' naanu / ~

/ katabu /

A slight rising movement ranging from mid to above mid initiates 

this tone. The rise soon levels out into a flat "peak”.

- This plateau is followed by a fall not reaching further down 

than lower mid.

- The tone terminates with an unstressed low level prolongation 

characterized by a creaky quality.

- In duration, it is comparable with MFR. The duration is 

evenly distributed over the parts of the tone.

- The last stage has some prominence.
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Part of the fall is always realized on the N syllable 

B, Head:

//̂ bit^uul ilmu-diir hayra?'' ̂ iina /̂ /
/-X

(You say the manager is going to promote us!-You are too 

optimistic*«)

In an MRF pattern, the relations are normally as follows:

- The H peak is pitched higher than the N peak.

- The first stressed syllable is high-pitched; the second is 

a step lower; the third is a step lower still, etc,.

- Unstressed syllables are low.

(c) LHF

LRF patterns are of rare occurrence. They are common in 

utterances or parts of utterances echoed with or without modifi

cations to convey understanding or realization. Sometimes, they 

are mingled with a touch of irony that may in some contexts be 

interpreted as nI see.1 So that is what you are really after.”.

A, Nucleus: / naam /

/ naamit /

- The pitch starts very low and curves slowly upwards to a little 

below mid before it descends.

- It is of a long duration.

- N syllables carry the major part of the tone.
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B. Head:

Examples:

1. fI" ^ulli ,kida /[̂ (So that is it.)

2.H./^ hatit lotgi filga laali // (You x^itch your claims rather

high.1 -You are after what isf "V
3.H./Z _fi 8 say,, yida // expensive.-)

(-You live- in El-Sayyida.-X see-)

“ The head and the Nucleus have axoproxinately the same pitch.

V. Level Tones:

(i) Contextual:

Level tones are about the most difficult tones to contextual-

ize. For the purpose, however, we may revert to the earlier scene
\

of the Egyptian cafe. Nabiil and Gaad are playing a game of back

gammons, when Gaad gets up suddenly declaring that he has to go, 

saying:

// w?ana has' ta^zin _ba?a ya na_biil // - laazin a naan ' badri 

1 _leela //(I hope you will excuse me, Nabiil. I must go to bed 

early to-night.)

The following possibilities are open to Nabiil:

(a)

Nabiil may wish Gaad to stay a bit longer. He would x^rotest in a 

friendly way, and ask Gaad:

f/L k&tvkanmil id door // (Are you not going to finish the
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game ?) y

(b)

If Nabiil suspects that the reason why Gaad is leaving is that he

has no chance of winning the game, he will say sarcastically:

// mi/ hat" kammil id door // (Are you not going to .«>«.-*** *
I know why you want to leave.-)

( ii) Grammatical:

- Level tones are common in final position in general questions, 

particularly negative ones,e g, those introduced by the xoarticle 

/mijy( n ft in didn't?etc. ), They are much more common, however, in 

non-final position in statements. In addition, they occur in list

ing patterns that may be described as "example" listing, where the 

items ennunerated are given by way of examples and do not constitute 

a closed list.

Examples:
General Que stions:

1.H. // wal“laahi na tigra-fii/ s nimrit tili^foon is_sitti
know

_zeenab kaarn //(Please, don't you what -title- Zeenab's
—  c ~  ̂\
telephone number is?)

2.H. // ma tigra fii/ -as?al %niin wal_laahi gala nim ritha //
J

(Don't you know who can I ask about her number?)

3.L„ /l_ mi/ -lcanu ?aalu hayzawwiNdulna Inu rattab //

(Didn't they say they were going to raise our salaries?)

AoN0 // mi/ ra gaa?i kajsoc^litlu hadsa //(Don't you know thatmm Q

Ragaa^i has met with an accident?)



5 . S . / L  - "gaayiz giddan / '?a‘?^raaha / " figlan / wi tib?a» **
t" Mallit/wi-gaayiz a*?ag"N gilha/ -bil?as"' biig/ 

~widda"'yi?ni /L (Very likely, I nay read it, actually, 

and the problem would be solved, or I may postpone it,for 

weeks, and it annoys me,)

6,F./^ ?il'?us“taaz fa»ruu? ganal ^kida m?abli ma yimji /
—* o

wi jsallah irri-koordar bi taagu b^sabga g_neeh/^/ ( Title- 

Faruuk did the same before he left, and had his recorder 

repaired for seven pounds0)

Listing Patterns:

7.A„/^ " fiih beec[ / " fiih gibna / " fii m rabbo. //
•  “  •  * * o  ■“

(There are eggs, there is cheese, there is jam, etc,,.)

A very low variety of these prolonged level tones occurs sometimes

in tails to express various shades of meaning:

8„ /£ <?ul«tilak u?gud __ saakit /[_
—  o

(I said be quiet,-impatient*-)

9, / ma futtij ga leehum leeh /[_
(Why didn’t you visit them?«insistent)

In some types of sentence structure, the presence of a high or low

1, In long utterances of certain grammatical structures, e„g, 

those constructed round such pairs as: /'gaayiz,,. wiTgaayiz,.„/ 

(probably this. „<,and probably that. ,,), /ya1 *?imma,. . ya1 ̂ imma, . „/ 

(either this00,or that,,,), and / ’laa wa’laa/(neitherOnor,0,), 

a pause (underlined in the example) intermediate in duration
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ending shows the substrate to be a grammatically incomplete 

sentence. In such cases, the replacement of this ending by a 

falling or a rising one, with or without the introduction of pause, 

is sufficient to bring about a change in the structure of the subs

trate which makes It a grammatically complete sentence. The follow

ing sentence occurs in the material:

10.S.// lamma “tiigi tsax xanha / ^il^mctyya -gayza t^tii**//

(When you come to heat it, the water wants to escape.)

As can be seen from the' example, the sentence is divided by pause 

into a non-final part having a level ending, and a final part end

ing with a fall. .The underlying substrate, however, is of such a 

grammatical structure that, no matter how the sentence is intoned, 

or whether it is interrupted by a pause or not, it is immediately 

recognizable as a conrplete sentence.

It is not always possible to tell whether an E.C.A. sentence is 

grammatically complete or not without the guidance of intonation. A 

case in point is the following grammatical structure:

11. // lamma Ttiigi tsax’xanha //(When you come to heat it,-or-

When you come, heat it.)

It is not possible, with the utterance thus torn out of context, 

and in the absence of intonation marks, to tell whether the structure 

at hand is a complete sentence or not. Nothing inherent in it

Footnote continued:

between / and // is often heard Immediately before the occurrence 
of the utterance-final parts initiated by the second member—items 
of the above xoairs.
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tips the scales in favour of one interxrretation rather than the 

other. As it stands below, it cannot be a complete sentence:

12, // lamna “tiigi tsax^ xanha //(When you come to heat it,.,.).

An intonational change will make it complete. Either:

13* // lamma "'tiigi tsaxNxanha// (When you come back, heat it.),

or:

ik. /t lamma tiigi tsax'xanha /z  (When you come back, will you 

heat it?)

A pause will leave no room for doubt in rapid speech:

3-5* // lamma 'tiigiy / tisax%xanha //

. . // lamna ̂tiigi / tisax'xanha //

(iii) Tonal:

Examioles:
t Him— n if

1, // miX hat^pocalih “"paalih //(Are you not going to make up

~ with s. ?)

2, // mij hat~^aalih ^aalih //(Are you...,?)***.
4

* *  4

3, // lamma tiigi tsaxx xanha //(When you come to heat it,,.,)

- The above xoatterns are treated as unitary.

- In 1., a stressed low level is followed by a stressed high 

level;in 2,, a stressed high level is followed by a low level 

reduced in stress. In both examples, stress is distributed 

evenly throughout the last two syllables.

In the first, the first stressed syllable is a little shorter
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than the second, In the second, the difference in duration

marked
between the two stressed syllables is less but is still propor-

A

tionate to the height of pitch reached. With their sounds con

trolled, the two utterances give the impression of being both a 

little prolonged, though the second sounds more deliberate and 

slowed down,

- In both, the third unstressed syllable continues the falling

movement in 2. but not the rising movement in 1, This is clearer

in the case of example 3« » where the third and fourth unstressed

syllables behave similarly by continuing the falling movement, 
the

So far, decision to the nuclear status of level tones 1;s
A

been suspended. To start with, a distinction will be made between 

tone-groups having level pitch throughout, g.nd those having a 

mixture of kinetic and level tones. The first type will be dealt 

with first. The following examples may be examined:

l.S./£ hi~naak/ biyu^-butu {3~£uut/ winna"?aawa/ wilha-gaat illi 

(There, they adjust seunds, their purity, and things of

zayyi ' diy / gan '?ag”hi!zt iivir-*saal //

(this sort, by means of transmitting apparatus,)

// ?il*?ag*hiza ' diy / bittocllag“luhun munhana %yaat//

(These apparatus provide then with curves.)

// fa humna dil~wa?ti b%yigru wctrcc _haaga //

( Their -the engineers1- job is to trace something;)

// *feen il'hitta l"galya / wi%feen il_hitta ljwa*f;ya / £

(-which is- where the voice goes high, and where it goes low,)
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2, S c / £ lakin fil«wa?t illana faoc[i ,fiih / %ba7gud fi wi^_tii)aun// 
( But at the tine when 1 an free, I sit anong them,)

// bi'Jart/ ?in nana ?anak' kinhun _minni,/ “'kulli °haaga/
( In such a way that 1 enable then to do with me- anything-)
/ %humma g ay _ z inha//
(they want,)

// gay' ziin yu7__gudu/ tta”°laata gala *kigri /7a?ag ..gadhun //
( If they want to sit - the three of then on my lap - I let
them sit,)

// ' waahid _gaayiz/ yi“*Jiddi *widni/ ?avsiibu yjiddi _widni// 
(If one of them wants - to pull my ears - I let him pull. . <> )

// -waahid gaayiz “'yirkab foo7 ki* taafi/^axal^liih jyirkab//
(If one wants to ride on my shoulders, I let him ride,)

3-L./Z ' 7eeh ip^pila been ilfo^netiks wil?into_neeJan /_/
(What is the relation between phonetics and intonation?)

H,// 7il nadda 1-xaam ̂wahda/ filfo* netiks / wi ̂ il?into._nee Jan//
( The raw-material is the same in phonetics and in intonation,)

// na ti? -cjccrji tifpil ipApuut / wit 7uul ' dah / gi^baara
( You cannot split the voice, and say that this is
gan/f o' netiks / wi ' dah / gi baara ̂ gan Ainto jtiee Jan// 
phonetics, and this - is intonation,)

// "kullu nutaNJaabik nag a JoagcJu //
( They are all closely connected,)

4.H.// mir”° taaha *hina ya #tccra fil * ?agda //

( Are you comfortable in your stay over here?)
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-The parts underlined in the first three examples show a type of 
tonal opposition}very common in E.C.Arabic, between groups having 
semi-level high pitch and groups having falling pitch* In 1,, the 

opposition is between the groups:
/“’feen, „ ./(where* , . ) , and / Jeon, . ./ ( where*. . . )

In 2., there is opposition between:
/““kulli 0kaaga/(everything),and /Oxumma gay_zinha/(which 

they want*)
/^itta--0 laata*« 0/(the three of them), and /*?a“?ag Ngadhum/

(I let then sit*)
/yi“* Jxdd.. ./(to pull), and /^a^iibu. • */(I let him.) 
/“"yirkab.* */(to ride), and /?axal*liih..«/(! let him.)

In » the opposition is between the groups:

/"'fil.../(in the), and / Nfil.../(in the)
The point to stress about these patterns, is that just as /<Jium/, 
/^gad/, /Nsii/, /^liih/, and / Nfil/ are the most prominent syl
lables in their groups, so are their counterparts bearing high
level tones. Since the former are nuclear, it is feasible to treat 

as
the latter similarly nuclear.

A

-Example is a general question with high semi-level pitch 
throughout. In it the most prominent syllable is the first stressed 
one:/taa-/.

-In connection with patterns having low-high or high-low tones 
(examples 1. and 2* on page 11A), it seems appropriate to treat 

each combination as unitary. One argument in favour of this is the
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fact that whereas cases of monosyllabic tone-groups with tonal 
patterns other than level are abundant in the conversational 
language described, monosyllabic tone-groups having level inton
ation rarely turn up. Another is that in some types of structures, 
the combination low-high may be substituted, and occasionally 

mistaken, for the mid or high rising tone. In other types, the 
combination high-low conveys some of the contextual shades of the 
mid rising-falling tone. It should be noted that the mid or high 
rising and mid rising-falling tones are in essence a juxtaposition 
between low-mid and high pitch in one case, and mid-high and low 
pitch in the other.
-With respect to level tones occurring in conjunction with kinetic 
tones, it seems that groups having such combinations stand half
way between simple and compound tone-groups. One way in which 
they resemble the former is when they help build up configurations 
similar to those of the falling-rising or rising-falling tones and 
seem then to have contextual functions in common with them.

Examples:
l.H./Z ?inta ^gaarif is_saaga 'kaan dil’wa^ti//

(Do you know what the time now is?)
S.// A-lcaam .yagni//(What do you think?- good-humoured challenge-) 

2*H„// ?inta naawi Higmil ri'^iin ya na'biil//
(Do you intend to stick to a diet?«to slim- Nabiil?)

S.// ?a~waanir id%vduktoor ya *siidj//

(These are the doctor*s instructions-title- I didn*t choose 
to do that- tone of resignation-)
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S fs two replies illustrate the point raised above. The first has 
a tonal pattern that shows close resemblance to the MFR pattern, 
in addition to being contextually similar to it. The pattern of 
the second also resembles the HFR patterns. In both, the last 
syllables are practically inaudible.

One way in which such groups resemble compound tone-groups is 
when their final level tones are prolonged. In these cases, the 
prolonged level tones, generally of a low variety, maybe replaced 
by low rises with only slight modifications in the contextual 
functions of the groups.

Examples:
1.// ?ul-tilak "vu?£ud  ̂saakit // (I said be quiet.-impatient-) 

versus:
2./// ^ul-tilak //'u'?gud , saakit // ( " -annoyed-)

On the other hand, the replacement of a fall+level combination, or 
a rise-fall+level one by a fall or a riso-fall may bring about a 
grammatical change in the function of the substrate.

Example s:
1. // mij na”biil illi ^xad ilfu luus //

(lsnft Nabiil that took the money?)
versus:
2. // mij* na~biil illi Xxad ilfu^luus //

(it is not Nabiil that took the money.)
In the above, 1. is a general question, and 2. is a declarative.
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CHAPTER IV 

Compound and Combined Tone"Groups

Tone-groups have been classified into simple and compound

types, each capable of ocanrring either singly, or in combination*

A simple tone-group has only one nuclear point. A compound

tone-group has more than one* In a compound tone-group, the pitch

movements may be in a similar or in a reversed direction*

The fact that a stretch of speech is a simple or a compound

tone-group, or that it is one or more than one, may be one of the

factors responsible for a meaningful difference of function whether

grammatical or situational.

Simple: // *?inta s-migti “sayyid biy-?uul *eeh /£
(What did you hear Sayyid say?-normal question-)

Compound: // ?inta s-migti 'sayyid biy ?uul 'eeh //
* r  i  ir i t  imiir *  ^  U m

(Have you heard what Sayyid has said?-Don*t blame me if 

I lose my temper because of his words.1 -rhetorical ques.-) 

Combined:// ^?inta sTmigti ^sayyid//(You heard Sayyid*-£tatomcnt-) 
biy “^uul^eeh // (What did he say? -question-)

In contrast to tone-groups occurring singly, combinations 

function at a higher level of abstraction* A comparison in which 

only single tone-groups are involved consists in pointing out the
i

tonal contrasts observed within their frame. A comparison in which 

sequences of tone-groups are involved has to extend beyond the scope 

of such contrasts to the much more complicated relations which hold 

between member tone-groups such as their number, the boundaries
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between them, and the order in which they occur relative to one 
another in these sequences, together with the functions of these 
relations* The same may be said to apply, on a smaller scale, to 
compound and simple tone-groups. Accordingly, the treatment of 
tone-groups above the level of the simple type seems to require 
that they should be dealt with at a similarly higher level of 
abstraction.

In the following discussion, the attempt will be made to 
differentiate between these three types in terms of their tonal, 
grammatical, and contextual characteristics. Uext,a variety*of tone- 
group combinations will be examined, 
i* Tonal features:

In the preceding chapters, the simple type of tone-group has 
been described. In this type, the recurring pattern is that of a 
configuration of pitches and other features conforming in shape 
to one of the tones established. The configuration takes shape 
within the span of one prominent syllable or a combination of 
syllables beginning with one such syllable. To this basic pattern 
may be prefixed a sequence of stressed and unstressed syllables, 
the latter variously interspersed between the stresses* Prominence 

is either confined to the nucleus or shared between the nucleus and 
one or raor̂ of the syllables of the head. The unity of the pattern 
is signalled by the pattern peak and the absence of pause. Any 
syllable coming after the nuclear syllable whose pitch behaviour 
does not fit in with the behaviour of tail syllables of any 
particular variety of tone would mean either the introduction of a
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basic change In the structure of the tone-group or the beginning 
of a new one in the same utterance.

1. /[̂ ^Juuf ~ miin biy^ xabbat
**Sf"

frw* •  \ \_  V. »

(See who Is knocking.)

2. // ka~maan ?usbu^ Seen taNlaata /[_

■ ^ * > - - \ .
(Another two or three weeks.)

3. f ^is'sukkar jaasalan //

(Sugar for example.)4. /z ̂ at^lublak burtu-^aan walla la'muun f
"  I “

S • 4 4 ¥ « *

(Shall I order a glass of orange or lemonade for you?)
From the tonal point of view, the above examples display

patterns which are non-complex in shape. Each has a simple pattern
with

with one nuclear point, one peak, and -no break of any sort interrupting 
it,

Reference has also been made to the fact that the tail is not 
always completely devoid of prominence. Practically no prominence 
attaches to any of the tail syllables above. The main cases where 
tails acquire some measure of prominence are (a) in low-rises(page 
96), fall-rises(page 103)5 and (b) in combinations of kinetio
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and level tones,(page 119)

Examples:
5* / £  -hiyya Ima*" hiyya bitv kaffiy / [

(Is the salary enough? -to someone suggesting saving up-)
6* / £  *ma nA~sakanit /^/(Itfs been rented already,)

 ^ ' . 7

7* // Bahian wa^ sahlan /[_

v  '  *

(Welcome,)

The above patterns are associated with tones of complex shapes.
They contain tails characterized by degrees of prominence which vary
to the extent that they possess components of prominence, i,e, a

*

rise or a drop in pitch (5*6), or added length (?)•
Of very frequent occurrence in E.C,Arabic conversational 

language are cases in which an element before the normally nuclear 
syllable is given additional prominence (gliding pitch movement, 
extra-strong stress (pages 20-21) and is then as weighty as the 
nucleus or weightier depending on the final pattern which emerges.
In such cases,this involves the modification of the class or sub
class of tone characterizing the nucleus and accordingly the 
behaviour of the tail syllables,

A glance at what happwns or can happen to the above patterns 
when their single peaks and nuclear points are replaced by double
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ones will explain this*
Substrate 1 occurs in the material as follows:

a.H.// MJuf ' raiin biy,xabbort //(Reproachful)
X

- This can easily develop into either:

b* f L  biy"xabbat //(Appealing to logic-but with lurk-
k X ing asperity-) T.—  ----r.  ^ 

or:

c. // ĴudT* niin biyA-xabbat//(Brushing off the whole business
X _ with the implied comment f,at least

you can answer the door!‘0
- There is no need to go into all the details of the modified
shapes of the patterns above. It is enough to say that among the 
noticeable changes introduced are the curtailed form of /Juuf/, 
the reduced stress on /-'xab-/ in the first example, and the lower 
ed variety of /*-/ in the last,
- Substrate 2 occurs in the material as follows: 

d*N,//*ka,maan/?usbu, Seen ta" laata //
f» i4W»Wir>>riW iia>W ltiiM ti I mi n 4 n n M ^ i  , i — ~T--J—■— —*-rr rtT^i'T'— r  —T- -1 Tf-iirll

X  *

(In answer to "Shall we go to visit them?11 - no particular 
time limit is intended- it simply means ,rWhy the hurry11-)

- This is perhaps one of the most frequent patterns in the 
material. A noticeable phenomenon to be mentioned about it with 
regard to the final / xs/  is that the longer the distance that 
separates it from the first nuclear point,the shorter its
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duration becomes* Sometimes it becomes no more than a bright spot 
at the end of the pattern, and it is then extremely difficult to 
decide whether it has any prominence other than that of a very 
brief high level tone terminating a rising tail or not*

One of the points which militate against adopting such an 
interpretation for similar " BE cases is the fact that devoicing 
does not occur in other patterns with rising tails. Substrate 3 
occurs actually in a pattern which will illustrate this point:
e.N* /£ ?is'sukkar 'masalan /'/(In answer to H's question about

/ what things went up in price.)

Double-peaked patterns may combine two rising, instead of two 
falling, nuclear movements. Pattern (b) above represents the latter. 
The following pattern represents the former:
f. /</ ^t^lublak burtu' ?aan walla la'muun /^/(Gently and persuasively

" 11 "* 1 "     '.II —  mi "f ■

^ ^ to a child)
« JL.

- In this pattern, the tendency is for the second rise to end on 
a higher note than the first. Here again, it is not possible to treat 
the sequence after the first movement as a rising tail on account of 
the low pitch of the /walla/syllables which interrupt the two rises. 
This is clearly different from the following:

/L ka-s^seeti b’feaaga dil'wa^ti /^(Have you felt anything just
; * now? -by a dentist to his

t -

patient after having pulled 
out the patient's tooth.)

Examples (a-f) have each been classified as one tonal unit.
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One of the features which they have in common(as against patterns 

1-7) is the occurrence in each of two nuclear points instead of one. 

One feature that distinguishes them from combinations of tone-groups 

is the impression of internal cohesion which they give to the native 

hearer. They also differ from the latter in a number of other features 

such as the shortening of some of their syllables (Ex.(a)), the reduc

tion of some of their stresses (Ex.(b)), the lowering of the variety 

of tone involved Oh,(c)), and finally, the existence in them of

sequences of unstressed and reduced stressed syllables which bridge 

the gap between the two nuclear points. These may be of the level 

low-pitched type, or of the gradually ascending one.

- Some of these double-peaked patterns, particularly the ones 

with falling and then rising pitch movements (all except(d)and(f)s 

are seldom interrupted by pauses. It should be stated that attempts 

to bring in pausal features as a criterion for the staple/'©omp/comb, 

distinction have not been rewarding. For one thing, the unity postu

lated for the compound type is more than just a unity brought about 

by the absence of pause.It is based on a multiplicity of considera

tions including the features mentioned above. For another, in 

addition to a groat many of them being fortuitous and non-systemic, 

pauses, placed where they are sometimes heard (or, often thought to 

be heard), present a rather paradoxical problem. If the presence of 

pause is postulated as the only criterion for setting off the com

pound type from the single one, there will hardly be any basis for 

dealing with the'former separately from the combined type. In other
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words, the distinction compound/combined will bo redundant. 
Conversely, if the absence of pause is postulated to set off the 
compound type from the combined one, the same criticism w:\ll 
apply to the simple/compound distinction in so far as the compound/ 
reversed type (Falling Rising) is concerned. The only typo that 
will be truly compound, by pausal criteria. i.e. the absence of 
pause, will be the compound/similar since no simple complex-shaped 
tones have been set up which combine two rising or two falling 
movements. Paradoxically enough, it is in this very type that it 
is most difficult not to hear a pause.

At the risk of labouring the obvious, it may be repeated that 
pausal boundaries are most defining and definitive only when they 
coincide with grammatical boundaries. Example 5? occurring in the 
material as it is shown above, can easily be rendered in the following 
manner:

S* ZZ 1 ma'hiyya / bit'' kaffiy //(Is the salaryJEnough?)

- The only way of showing the presence of a pause in the above 
pattern is by inserting a pause-mark in the middle. The only way 
of conveying a sense of what it means in the English text by means 
of a punctuation-mark is by placing an exclamation mark where it 
stands. The second step goes against the rules of punctuation^ but 
pausing in the middle of a simple clause lik^ the ^bove does not seem 
to go against the habits of spoken E.C.Arabic. Besides, it has a 

meaning in this particular case.
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As to the choice of (/) to represent the pause in hand,it may 

he noted that (...) has been set up for hesitation and similar 
phenomena, (//) for final pauses in both statements and questions 
with the implicit understanding that any other information could 
be got at by examining the intonation indicated} and (/), with the 
same understanding, for non-final position. Only (/) gives the 
impression of the sentence being still in process. Accordingly, 
the choice of (/) seems to be justified. The same mark, however, 
sets off the member tone-groups forming combinations (as on page 
59)• It may be worth-while to point to a basic difference between 
the above case and that of (l) and (2) on page 59* As these two 
examples show, in (l), (/) stood between two independent sentences, 
and in (2), it stood between the two clauses of a compound sentence. 
In (g) above, pause stands between the subject and predicate of a 
one-clause sentence.
- There is something else beside the fact1 that the sentence is 
still in process which the above pause conveys but (/) does not. It 
conveys a mental aside which can only be interpreted by such words 
as: Urubbish! save up ind,eed!n.

Cases in which a high prehead receives additional prominence in 
such a way as to give rise to a double-peaked pattern are also 
abundant in the material. Example (6) may be intoned in the 
following way:

&•// 'maa n A«sakanit //(It is no longer vacant.You needn*t make
enquiries about it.)
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- Example 7 is a common everyday expression of welcome. It is 

often said with the following intonation:

i. fL *?ahlan wa„ sahlan /[̂

It is also possible with an HRF, L-HR, or MF, in place of the (x>‘) 

marking the first syllable of the word / 1̂ ahlan/Cwelcome). This 

points to the extent of leeway permissible in some cases of the 

compound type,

- To sum up the tonal features of compound tone-groups, it may 
be said that they are groups whose pitch patterns are more likely

to be perceived as being in one piece irrespective of the fact that

they contain two nuclear points instead of one. These points tend

to occupy initial and final position in their respective patterns.

At these points, the movement of pitch may be in the same or in the

reverse direction. In both cases, these points tend to be linked

by chains of weakly stressed syllables which may remain at a rather

low pitch level or may be arranged in a slightly rising scale. Other

features combine to produce the total impression of close internal

linkage which the compound patterns give.

- The tonal picture which a combination of tone-groups conveys 

differs in many respects from the one discussed above. The following 
is an illustration;

,/̂ Z fiih xbeec[ / ^wi d ' ̂ ii?/wixlaban// talat ha-gaat mu'fiida//

/

^ __________ ' • \  — - - , — ‘ • X
^ Tr-rlT1|| -|r._pr._.

(It contains eggs, flour, and milk. Three useful things.)
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//_£ayz 'eeh , ba?a /£

(What else do you want?)
The above came as a reply to a remark doubting the adviseability of 
keeping a baby on the same kind of canned food. It contains a list
ing pattern, a plain statement, and an emphatic or "rhetorical” 
"question”. The first is a combination of falling, then rising, 
then falling tone-groups; the second is a simple falling tone-group; 
and the third is a compound/reversed tone-group. In case there is 
need to raise any question of priority among the constituent tone- 
groups of the first combination, / 'laban/Cmilk) may be singled out 
as "major". The utterance starts slowly with the deliberateness of 
the listing pattern, gathers speed and momentum as it proceeds with 
the statement, and then speeds up considerably in the question.

There is no need to expatiate on the tonal patterns shown by combi
nations.They are no more than a succession of configurations of 
pitches which chance to occur together in the same utterance, which 
in turn, may be one, or less than one, or more than one grammatical 
sentence. The configurations may be similar, different, or a mixture. 
They nay be simple or complex in shape; single-peaked or double- 
peaked,

ii. Grammatical and contextual features:

There are two contexts in which simple and compound tone-
groups can occur: (a) singly, and (b) in combination. In terms
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of frequency, it may be said that combinations of tone-groups make ^  
up the bulk of the texts studied.

When simple tone-groups occur independently of combinations, ^  
they tend to comprise short stretches as substrates. In grammatical
terms, these substrates are often so closely linked that they are
rarely interrupted by pauses, unless by the non-systemic type(...).
In addition, they tend to be simple clauses or phrases. The follow
ing is a random selection representing the various sentence-types: 
k*/Z ̂ iddukftoor f̂ocâ i dil_wa?t /̂ / (Statement)

(The doctor is free to see you now.)
^eeh “huwwa l^hadaf min tafe_liil il?apjwaoct _masalan //

(What is the purpose of analysing sounds, for example?)
(Special question)

3.L,/^ ? it'fascial ya ?us ̂taaz,// (Command)
(Come in -title-.)
-beet il?us_taaz hi'Jaam / £  (General question)

(Is this the house of -title-Hishaam?)
5 -ya sa'/v laam gala ga_maal in_niil // (Exclamation)

(How beatiful the Nile is I)

- When compound tone-groups stand alone, they show the same 
tendency to select for their substrates stretches of moderate size. 
These are often of such grammatical structure that pauses, though 
not stringently required, are likely to appear occasionally within 
them. In general terms, they may be said to be grammatically linked,
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a fact mirrored in their tonal patterns being compressed into a 
smaller space by means of, or rather at the expense of, the presence 
of monotone or rising sequences of weakly stressed syllables represent
ing the nearest hint at pause. The following are illustrations: 
Statements;
1.N./^ _hiyya kul laha ^xamas Ju' huur / 'sitti J_Jhuur bikki'tiir //

( It Is only for a period of five months, six months at most.)
2.H./̂ / wi^a^gadna h-naak **?arbag ?asa'biig 

(We stayed there for four weeks,)
Questions:

3.H./Z w?eGh 'taani Juf'tiih //
(What else did you see? -cross examination-) 

k . E . / l ?ilwi_laad mabiyday^u" kiij* .wala " haaga /̂ /
(Don’t the children annoy you or something of the sort?)
<?aNgUls-k issaga ta" laata/-mbbat ga" leek 

(Shall I come and knock at your door at three o’clock?- at such 
a late hour past midnight-)

Commands:
6. H,/^ " xudi ta'laata

(Do take three, -not two- by a street seller to a lady customer-) 
A. / 9ib?a “faldcar -marra tiigi t*zurna Jfcida walla A-haaga /

(Do think of paying us a visit sometimes.)
Exclamations:

8.A./Z _wana— fii ' gandii/?a%g,azzi 'minnak/^
(Is there anyone -customer- dearer to me than you are I)
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9.H./L  kull id^dinya bA-tikbar // gayza twa?v'?afi n" naas /

ma tik" barj (The whole world grows. Do you want to 

stop people from growing? -Bfop worrying. Everybody grows 

old, not only youI)

In addition, simple and compound tone-groups serve as the basic ̂  

building blocks for combinations. They appear in similar contexts, 

with the only difference that the latter x̂redoninate where more 

emphasis is to be conveyed, or where two elements, in the same group, 

are to be highlighted,instead of one. The following examples, quoted 

for comparison, comprise a mixture of these two types:

-?ee ?a"hammi -haaga gagaNbitik hina //
~ H.

(What thing did you like best here?- the question invites 

comparison-.)

2#N./Z 'hina nni'sjaam /,kwayyis / ""giija munag %qama 'hina /ysahlah
(Here, there is more discipline; life runs more smoothly here.-

said deliberately and with emphafeie,)
3„H„/^/ bitla“*?ii f~?anhi ?axmaakin biz^zaat inni^otam illi maw_guud 

hina dah /£

(Where exactly do you find this discipline which exists here?)
tils--9!! f~kulli f̂eitta ta?_riiban // tila ?ii fil'beet /

( You find it almost everywhere. You find it in the house,
tila_?ii fi.f'J'aarig / tila *?ii filna'kall/ mithay-ya^li f'kulli 

(you find it in the street, you find it in the shop, you find ‘it 
/hit'ta/trlaVN ?Iih /£ ( wherever you go, i'fe Seems,)
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(Eiy5./Z wil-far7i ben. ij .Topping -hina •wi/^Ioppingi f _mapr/

X X  *

(And the difference between shopping here and shopping in Egypt.)
Jeeh 'roovyik^fiih // 1‘

(What do you think of it?)
6*^*/Z _Saarif innihna f "mapr mabni*t.,laS JX _popping //

(You know that in Egypt, we don't go shopping.)
fa v hina / ?il wahda fiih %fur^a nnaha b' titXaS /

(Therefore here, one has the opportunity to go about,
wibit' Juuf/ wib 'tigraf hagaat ki__tiir gan ma^r //

(to look around, and to know more things than-ono can-in Egypt.)
7.H./£ lakin fi ma^ri ?afe_yaanan bitux jrugi tij^tiri ,^haaga / £

(But -remember that- in Egypt you go to buy something sometimes.)
8.N./^ "mij1 iJ’-J'opping il^gaadi b tag kulli ^yoom _dah / [̂

(Not this regular shopping done daily.)
9.H.// -mahu mij* ̂ ismu Jopping ,yagni / lakin %fiih mahal'lnat / 

(-Admittedly- it isn*t called -anything like- shopping, but
wi'fiih_naas biti^'tiri / wi'fiih^naas bit'biig / ^

(there are shops, there are people who buy, and people who sell.)

- Occurring in approximately comparable contexts in both A, and B. 
above are the last11 listing patterns’1 underlined, though the one in A. 
(A)is closed, whereas the one in B.(9) is open. Leaving aside this
difference, it can be said that they are similar in that each gives
a number of examples without the intention of being exhaustive. ;

1. The use of English words could not be helped in view of the circum
stances in which the texts were recorded. When available, Arabic 
equivalents were substituted for them, provided no violence was 
done to the texts.
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They differ, however, in the amount of emphasis which they display; 

so that while the former is a purely factual listing ending with a

stronger assertion than the one with which it opens, both assertions 
practically summing up the main information, the latter reflects a 
stronger degree of involvement. It is, in fact, nothing more than 
a statement of the obvious for the purpose of supporting a certain
line of argument. This may possibly account for the '’selection” of 
a different tonal pattern in each case,
- The term "emphasis” is used here in its broadest sense to refer /
to anything beyond the "give" and "take” of factual information.

This is partly the reason why it is necessary to bring in contextual 
evidence. As can be seen from contexts A. and B., an implicit con
trast runs throughout. In the light of this pervading contrast, it 
is obvious why there are more than one point of nuclear prominence in
each of the underlined tone-groups of A(2). This is followed by 
simple unemphatic groups till the last group in (/f) where the need 
is again felt for a strong assertion.

- In B(6), the underlined group begins with the main clause which 
contains a major element introducing the following groups. B(7) is 
a reminder contradicting the opening statement in (6). It provokes 
the double-peaked negation in (8) which, in turn, is owned only to 
be dismissed as a side-issue, not affecting the main point.

- The questions are all normal, unemphatic, and fact-finding.
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- The following example will illustrate approximately what is 
meant here by emphasis:

/ na^'^ii la ^'yayyar 1 ?awi wala k'biir f *?awi /'laakin mutafwats^it/ 
(Choose it so as not to be'too little, or too big,but middle-sized.) 

If, in a given context, the above "imperative” substrate is uttered 
simply as a command to be obeyed, and if its words and grammatical 
structure are felt to be adequate for the purpose, only a minimum of 
pausal elements will be inserted, and it is likely then to have the 
following intonation:

/ na? ?ii la ^^yayyar -?awi wala k^biir _?awi//_laakin muta'wap^il/^ 
Alternatively, if in another context, its words and grammatical structure 
are felt to be inadequate, and there is need for other features of
meaning t;o be added, the same substrate may well be intoned as follows: 

/Z £a?%,?iitL / la £Uyayyar '?awi/wala kVbiir%v?awi//%71aakin / 
muta"wa(3git //

- The range of grammatical constructions in which "compound tones 
have been observed to occur is quite extensive. These constructions 
tend to occur in sentences which are grammatically marked by some 
features of emphasis. Examples of sentence types, including general 
questions, which consist of, or contain, compound tone-groups have 
been given earlier,(P,132). Constructions having similar patterns 
include: (a) non-final clauses, (b) parenthetical insertions and 
modifiers occurring inititlly or medially in the sentence or tacked 
finally onto it, (c) co-ordinate structures,and (d) parts of simple 
sentences. A few examples will be given to illustrate this point:
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(a):

1.5./^ nia daam N?anwi ?a'zaakir/Nba?gud a__zaakir f
(Once I make up my mind to study, I settle down to it.)

2.5./^ wi lamma *“kunna nx?uul yalla nuxrug/yagni Nyalla_nuxrug//** • —
(When, at that time, we said let's go, it meant let*s go.)

ma feaddij-fiina yi(3 ̂ allib bljra^yuh //
(None of us would show obstinacy.)
"hatta law ma m^gahji f'luus/ laazim ilba?%yiin ma gaahum//
(Even if he -any of us- had no money, the others must have.)
fa ?izaNhuwwa ma da'fagjiy/ '?ilba'? yiin cjavruuri ha yid fagu/^ 

(And in case he couldn't pay, the others would pay.)

“kulli ma t?ul-luhum big ̂ ocbt illi'hot̂ otl/
(The more exact you are when telling them what happened,)

m mkulli ma kulli^waakid musta-vgidd innu ysad^da^ak / £
(the more likely it is that everyone will believe you.)

*/L  law ?ulti m'hamnad gaay / mi/ hi^seen'gaay /
mm n

(If you said that M. was coming, and not H.,
m m  " •daxal~hina %gun^ur il ga_t±fa /[_
(then the element of feeling would come in.)

i
law~kutti/ y^la^tak im^baarik marri'teen /

(If I had not beaten you twice yesterday,)
y±b~?aalakwha9 ?± tik^kallim // 

had ~*
(Xou would have Aevery right to talk.1)
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(b):

6,3./̂ / hin^naak fabu vzagbal/ Jaarig'gilwi ?a'gunn/
(There, in Abu~Z., in g.street, I think,) 
fil mo£~h.ottta H i  bikk<5s&-lin'iufiiha yagni //

(In the place where talks are broadcast,) 
hi”naak/ biyug-butu g "guut/ winna"?aawa/Wil fea-gaat illi sayyi 

(There, they adjust the purity of sounds,etc.) ^ly/
gan ?ag"hizt il?ir %saal/̂ /

(by means of the broadcasting apparatus.)

7.H,,// -fiih hayawa^naat -nadra 'hina 
(Are there rare animals here?)

N./̂ / ?id ^dubb ig" giini " baayin //
(The Chinese Bear, I think?)

8.S./^ wi min ~yoom /wit”*neen/wi ta %laata_gaayiz gala 1' ?aktar/
(And in a day,or two, or &ay be three at most,)
?il?aw~laad ka«maan hayitgaw-^widu gala Jhaaza /̂ /

(The children will get used to this.)

9 3 ./̂ / kul~laha ^xamas Ju'huur / 'sitti J_huur bikki' tiir/̂ /
(It is only for a period of five months, six at most.)

10. s -/L ?ac| rab "lak *masal ba'giij; /^in-naas illi biyda??a?u 
(I shall give you as a simple example those people who ) 
Ifizziya" raat /L
(sure very particular about -exchanging-vieits.)



159
11. H. f t  . ̂ana stag"*milti k^taab// lakin id deet Nmagna/

(I have now used -the word- book. But I gave a meaning,) 
vtaani ' xotocli<3/ gayiz yi^kuun ^a'hammi mn il_magna 

(-which is- completely different;-it-may be more important 
l*ap_laani //

(than-its- original meaning.)

(c):
12.H. /L . *?iza "gat bi?inkaniy Nyaatak 'gat/v ma gat /i/> matiz ̂  gal///

(If you could get it without straining your financial means,)
(by all means get it5 If not, don*t feel badly about it.)

wa ~?illa ba?a n -kutti ha^'tizgal/
(Otherwise if you will -feel badly-)

fa 'fiih garabiy'yaat/ wi 'fiih ?oc'raac[i/
(there are cars, lands,)

wi'fiih jnaas bitjr&?*?u _kulli 'yoom/
(there are people who are promoted every day,)

ha^tu?gud "'tizgal .ba?a gala t^ul /L  

(Will you go on complaining for ever?)

15.N. / L  ^humma ma biy'guu/ / , f afena ma bin" ruh///

(They don*t come-to visit us, so,we don't go —to visit them.)

14*. H.// sa"gaat inta mi/ bitl?uul gayiz ki>taab wi , bass/ 

(Sometimes you donft just say "I want a book11;)
sa^gaat inta bt~tiddi ma-gaani Ntonya//

(Sometimes you give other meanings.)



15.H. “mumkin tiwaz^zagi l,k±ml/ ga"leehum/^
( You can distribute the burden among them,)

N. / ma ^clqrl'armi ,kimliy/ gala "yeeri 
( I can*t throw my burden on others.)

- When two High Rising tones follow one another in the same tone- 
group, as happens in the case of a compound tone-group containing two 
such tones,, the tonal pattern shown by the first HR is not quite the 
same as the one shown by the second, unless a break is inserted 
between the two. The difference, however, is negligible as long as 
the range of pitch used and the rate at which the group is delivered 
are normal,
- Under different conditions of range and rate, the first tone 
may behave so differently from a High Rise, that doubts arise as to 
whether it can still be marked as one or not.

Attention is to be drawn to the fact that what has been said 
about HR tones applies when they occur in single tone-groups, and 
under normal conditions of speed and within the pitch range taken 
here as a norm. Reference is also to be made to the fact that 
cases in which a rise ending a tone-group is followed immediately by 
a High Fall initiating another have been discussed earlier(p.h 9 »e)• 
Here again, in compound tone-groups having High Rising tones, a 
similar phenomenon seems to take place.
- To illustrate this point, we may now examine the following 
examples:
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/bi'tijrab safgaayir fi rama'^aan /
(Smoking cigarettes in Ramacjaan.*)

The above may be said as a reproachful remark to a person smoking 
in the hours of fasting when smoking is also forbidden. It may 

have either of the following patterns:
a. bi tijrab sa"gaayir.fi rama"c|ccan //

b. // bi^tijrab sa 'gaayir_fi ram^^aon //
m  r-

. .__ "V . - '
the

As can be seen, the pitch of^unstressed syllables following /-gaa-/ 
is lower in the two patterns. In addition, a noticeable downward 
glide of pitch occurs on the unstressed syllable /-yir/ in (a).The 
pitch pattern of /-gaayir/ is In this case very similar to that of
one of the exceptional varieties of HRF,(Nucleus, exceptional,3 and 
4, p,106)„ The syllable /-gaa-/ is prolonged fox beyond the normal

duration of an HR N syllable, and /-yir/ receives a degree of 
prominence which is more than an HR tail syllable receives. For this

reason, It is sometimes extremely difficult to class the first tone 
in (a), since it can be interpreted as an HR, an HRF, and occasional
ly, an MRF. It should be also added that the situation is likely to 
be more complicated If the possibility is open for its being marked 
as an HF, a tone frequently preceded by a slight rise.

The last thing to mention in this attempt at differentiating 
between the tonal, grammatical, and contextual features of single,
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compound,and combined tone-groups, is that in compound- as in 
combined- groups ,repetition or reversal of the pitch movement 
characterising the firsttone nay go hand in hand with features 
of grammatical relevance like coordination and subordination.

The following are a few examples to illustrate this point:

A. As recording is in process, a temporary breakdown brings it 
to a stop. When the conversation is resumed, H. asks:

// ^kunna bin^uul fi x*?eeh //(What were we talking about?)
N k replies:

(a)// mithayjya^li galmahal''laat//fijnapri w"hina //(About shops
in Egypt and here, I think?)H, comments:

f L *  ̂ ?a / L  (°h,yes!)
N. goes on:

(b)// niklcallim-ba'?a gan il ̂ gawwi f ' ma<3r//ma^ naa^ir' moc(3r //
(Let Ts talk about the weather in Egypt, the sigjts of Egypt.)

(a) is a combination of simple groups whereas (b) is a combination 

of compound groups. In both there is tonal and partial grammatical 
equivalence between the individual tone-groups of each: the
prepositional phrases /gal mahal'laat/(about the shops ) and /fi 
hna^ri w Thina/(in Egypt and' here) in (a), and the two nouns 
/ !gaww/(weather) and /mot !nocagir/(sights), both functioning as 
heads in their respective constructions and as indirect objects 
of the verb/nik?kallii~/'(talk) in (b)» Subordination within each 
group in (b) is marked by reversal of tonal movement. Coordina
tion within the combinations is marked by movements of similar
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direction.
B. S0 gets to know that H, has to work at three o!clock in the
morning when the noise of traffic subsides. He invites H, to make
use of his flat for purposes of study saying:

// yoom-zayyi im-v baarih„masalan /"badal na-kutti tib^a
annoyed and )

(A day like yesterday for instance. Instead of your beings 
mid %daayi? li'wafedak/ law^kutti kal**lifti x̂aj;rak /

(lonely,-all alone-, if you had taken the trouble,) 
wi feat teet il"balxu gala%kitfak / wi xa~batt il^baab

(and put the coat on your shoulders, and knocked at the door)
wi da'xalt/“*kutti fea*tib?a mir_taafe //

(and come In, you would have been at hone.)
H. answers:

// ?ana-kutti sah_ractn'figlan lij3^ubfe//la~?eot il-gawwi'Xili//vulti
(I stayed up actually till morning.I found it was quiet, I f^d)
%fikra //^gaayiz~diyyat %ta ĉ|,i gala mujkilt il muruur //
(it might be an idea. I might get over the problem of noise.)
^kunti n~feac[clar S wayyit fea-gaat littasxgiil/“gala ma.
(I had some things ready for recording. By the time)
kammil ̂ tuhum wi saggil'tuhum /"ba^it is saaga ta/Laata//

(I completed and recorded then, it was exactly three o*clock.)
(a) ?a jpJLlak ̂ enta // ^a'giilak is saaga ta laatajscabbaq geTleek// 

(What time could I have come? Was I to come at three ofclock 
and knock at your door -disturb you-?)

The underlined group was said, as it were, nin the same breath11 
and?Iin the same spirit11 to convey a reasoned out, but apologetic,
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reply* declining the invitation. Had it been said in bitter sarcasm, 

it would have shown the same type of coordination but different 
types of tone:
(b) // ?a giilak issaga ta'x laata _xabba,*t ga'' leek //Preposterous J)

have
Tonal subordination would conveyed a slightly different ntonen:

(c) // ^a^giilak issaga taXlaata_xabbaj; ga,Zeek // (What do you think
I am?)

C. N. Is of the opinion that marriages in which differences of 
nationality are involved are a mixed blessing. It is true that:

/Z Jiuwwa ya—guuz fil'^awwil bib*?a mir_taafe /z 
(he may be happy at the beginning.)

It is also true that:

// /bagdi 'kida/ ha^yaatu ha-tib mufak Nkaka_xaoclig //
(After that, his life will fall to pieces.)

H. asks:
// ?Iz'zaay // (How?)

The answer is:

// ?aw'laadu/ bit^lagu'nu^^i'nu^/ ni gaam ha/yaatu/bit^yayyar 
(His children, grow up in conflicting conditions;
,xaalop / 'hiyya_liiha ngaam fea_ yaa w_huwwa_luh ni^gaam 

(of life ,will change entirely; she will have one way of life) 
ha'yaah // faj3ib?a n igatxn mu^fakkak //

(and he will have another. Theirs will not be a closely-knit life.) 
The same type of opposition within, and apposition between, the 
groups is noticeable in the tinder lined sequence.
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iii. Combinations:

It may be repeated that the need for setting up a separate 
category for combined tone-groups, as distinct from single tone- 
groups (P. 34), stems from the fact that regularities of pitch 
patterning can be seen to operate on a level higher than that of 
single tone-groups* and to correlate with aspects of meaning on that 
level as well:

(a) // _fiih 'beecj, /  wi 'gibna / wi'laban /L
(There are eggs, cheese, and milk.)

(b) // "_fiih,beec|,/ ' f̂iih; gibna / " fiih,laban//
(There are eggs, there is cheese, there is milk! , e.)

(c) // " fiih beect / "fiih gibna / "fiih laban //— a — • — .
(There are eggs, there is cheese, there is milk,...)

The above are examples of the "listing pattern", a pattern which 
is of high frequency in the material. In the first, the items 
enumerated are exhausted; in the second and third, they are not.

In dealing with these correlations, a step almost inescapable 
in a study that deals with both form and function of intonation, it 
is frequently necessary to take into consideration non-intonational 
features such as the type and structure of the sentences within the 
framework of which some of these correlations may be observed. 
Examples:

fiL ^S-Hu geeb / m̂ij* kida // —Decl&r. + Non—particle
, interrogative sentence -(He told him he shouldn't do it. DidnTt he?)

(e) // ?allu '£eeb // mi/'kida // -Two declarative types-mmk ***

(He told him off.-He told him-he shouldn,t.)
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(f) / C. ?il"Waafeid 'mahma kan'ga|3riy / ma yis'mafe/i b__kida //

(However progressive one m y  be, one will not allow this.)
(g) // ?il-waafeid 'mahma'kaan/'ga^ri// ma yishnafe/i b_kida //

(No matter what else one may be,one is progressive; one will not
allow this.)

Examples (d) and (e) differ in that in (d) the second group is 
associated with a rising tone whereas in (®) it is associated with 
a falling tone. This difference correlates regularly with a 
difference of sentence-function. Examples (f) and (g) differ in 
that in (f) the sentence is not completed with the appearance of the 
item / fga^ri/(progressive) in it whereas the appearance of the same 
item in (g) completes it. In other words, the "major" tone-group in 
(f) occurs finally in relation to the combination, whereas in (g) 
it occurs non-finally. Again, the group closing the combination in
(f) is in sentence-final position; but the corresponding group in
(g) is not. It may, however, be considered final in the sense that 
it is,tonally and grammatically, the equivalent of one that has 
already closed the sentence.

The distinction "major/minor" (cf.p.6o ff.) is introduced into 
the analysis of combinations with a view to facilitating the dis
cussion of certain combinations which are well-established in the 
language and &i?e therefore of tonal and grammatical relevance to 
the present subject.

Although the place of the verb in any E.C.Arabic sentence which 
does not contain a verb may be easily discovered by colligating it 
with the appropriate form of /kaan/(was), yet because of the fact
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that there are favourite sentences in which the presence of a verb 

form is not an indispensable condition for them to be structurally 

correct, the boundary between simple, compound, and complex sentences 

and, Blnilarly, clauses and phrases, is often blurred. It is, there
fore, much simpler to take the sentence as a starting-point.

The above distinction takes as a point of de£>arture the adequate
ly represented possibility of equivallence between a two-part sentence 
and an utterance. Utterances made up wholly of such sentences are 
abundant in the material.

By a two-part sentence is meant a sentence or similar structures 
normally said with a pause in the middle, a different placement of 
which may sometimes be contrastive.

The above distinction also proceeds from the assumption that 
normally: (a) the sentence function of a simple declarative like,

/ L  . /mia kaaxud >,diy //(I shall take this one.), or a simple particle 
interrogative like, / L  ?inta ha ”taaxud injiiih //(Which one are you 
going to take?), or a simple imperative like, // ~xud ^iy //(Take 
this one.) Is intonationally fulfilled when any of them is said 
with falling intonation, a fact that justifies terming any similar 
group as "major" when associated with falling intonation and "minor" 
when associated with any other; and (b) the sentence function of a 
simple non-particle interrogative like, // *?inta ha -taaxud 'diy// 
(Are you going to take this one?) is fulfilled intonationally when 
It is said with level or rising intonation, a fact which justifies 
terming any similar group as "major" when associated with level/ 
rising intonation and "minor" when associated with any other.
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It is now possible to reduce the tonal features characterizing 

two part utterances to four basic orders
(a) Minor +Maj or:

one, )
//. ?ana -feaxud idiy / wi %diy// (I shall take this one, and that 

ii« // £inta ka taaxud^diy / wi ''diy//(Are you going to take.,?)
(b) Ma j or+Maj or:

/'/w?ana-haaxud 'diy // wi Ndiy //(I'll take this." And this.)
// ?-̂ nta ha-taaxud 'diy // wi 'diy //(Are you going to take...

(c) Major-i-Minor:

// ?inta fea^taaxud Miy //"mij' /diy //(You will take this one
Not that one.1)

(d) Minor+Minor: //,Nxud pdiy /^walla ydiy //
f ... . ( Take this one, or that one.')(a) Minor+Maqc r: 7

This order represents the commonest type of arrangement for
two-part sentences in which the two parts are, contextually, of
equal weight, or in which the informationally, and very frequently,
grammatically, dependent part precedes the Independent one. In this
order, the function of the first part seems to be to anticipate the
second and to qualify it in addition. It agrees with it in content
and purpose or at least does not contradict it. The first part is
often followed by such comments as: // waaxid ^baalak //(Tou see?)
Examples:
i,l,//Jauwwa H i  xaw 'wif hum /^il^kalb //(-Declar.Simple.Subj. +Pred.) 

(What frightened then-9-was the dog.)

2,// lamnzeag'axrug / fead̂ diilu Ifu'luus //(beclar. Complex.)

(On my way out, I shall give him the money.)
3,// %illi y’xaalif / yidfag Vaama//(Declar.Complex.Sub-fPred. ) 

(The offender —lit.He that breaks the rule-,will pay a fine.)
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4.// winta 'xaarig / ^in^dahli mah^muud //(Inperative.Complex„ )
(On your way out, call M.)

3.//-futti gala ^ saami / na la^e^tuu/ fi l^beet // (Bee,Compound)

(I called on S.j I found he was not in.)

ii.l.// ^gaayiz il'kalb / Jhuwwa H i  xaw'wifhum //(Non-particle Inter. )
(Could it be that the dog might have frightened then?)— , —

Z . //lanma -tiigi 'tuxrug / katid^diilu Ifu'luus//

( On your way out, will you give him the money?)

3«//_%‘?illi yhxaalif / ^yidfaj ya'rccana / L  

( Will the offender he fined?)

s . / L  lanna futti Sa%leeh / na la?e tuuij' fi 1'beet//
(When you called on him didn't you find him in.)

3..*// winta bxaarig / tindali^liij mak'nuud //(Half-way between Inter-
, rog. and Inperat.-Req-(On your way out -won't you call M. ?) , *uest-)

— / ,walla/(or) interrogative sentences are exceptional in that 
they follow the sane pattern as (i) above; We may compares

(i) // nijl gaayiz la 'diy / wala xdiy //

(I don't want either this one or that one,) , and;
'walla// taaxud 'diy / walla xdiy //

(Would you like to take this one or that one?)

— No particle interrogative sentences figure in the examples
theybecause the order in which-normally occur is( ma j or *fna j or):

// lanma sib"*tuku m^baarih/ “ruktu xfeen //
(When I left you yesterday, where did you go?)

— In case the elements of one part are given, the wholo may be
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reduced to the order /major/: either:
1* // Jhiyya f litti'saag*yaguuz _hina _?akbar/^

(The one here -in London- may he larger in size.) —In answer to: 
// riij* %Zakhar nin gi^nenit 'magr//(Isn*t it larger -as to the 
•variety of animals there- than the zoo in Cairo?)

or:

/ L  ?imna ^kuttij-tiigi "bukraCniJ* fead^diilak ilfu=luus //

(If you don't cone to-norrow I shall not give you the money.)

(t>) Major+Major:
This order occurs mainly in response sentences in which one

part is uttered on the spot to serve the immediate requirements of
the situation ( e.g,answering), and then another part, a fuller
answer may be, is added. It prevails in sentences in which the
two parts are grammatically equivalent, or in which the independent
occurs first. In this order, the function of the second group is to
modify the first. This may take different forms; for instance, it
may take the form of a strong contradiction; but generally, it often 
involves the addition of something new.
Examples:

i,l. // ?a?ad~dimlak na^biil //^ibni^ganni //
(Let me introduce Nabiil, my cousin,)

2. /L ?a'huwwa dajauh // ?illi 'xadha //
(it's him. The one that took it.)

3. // ma ?ultiX ya^sayyid // nimrit tili-foonak vkaam //
(You haven't told me yet, Sayyid. What is your teleph.number?)
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4*. f ?in~nuur wil^mayyot // gala^miin / [̂

(Electricity and water. Who is to pay for them?)-lit,On whom?-)

5, // na wilni kki~taab ikki^biir // ^it^taan ahu -gilda Naooda /̂ /
(Hand me the big book. The second with the black cover,)

—»TS

ii,l, /£ ma tigraf/ // ?injaanu na"gaht / £
(Donft you know? That I passed?)

2, *il~xamsa gjaeebT'dool // gar"buun //
( This five pounds? A deposit?- echo interrogative,)

3, / £  fe.at_gidha kul'laha // min ?awwil wigf'&iid //

( Are you going to repeat it all? From beginning to end?)
— The following examples represent a large number of utterances 
occurring in the material:

ma-hibbij' a fahhim'nafsiy/ *in~nana zag^laan // ?in nana 
waa?ig fi muj -Jcila f (I donft like to persuade myself,

(that I am unhappy. Or in trouble. -In answer to why he 
doesnft like to watch tragic films.)

2.K./,/ 'Juyli kida // Jwayyit ^Juyli fil'beet / ma* 'dirtij aruufe /£
( Some work. Some work in the house; I couldnTt go. in 
(answer to why she didnft go to the doctor the day she had 
( the cold.)

The two combinations above are considered examples of type (b). 
Example (ii) 2 contrasts with:

f ?il~xamsa g-neeh^dool / go^'buun /
(And this five pounds-is it a deposit? -Am I right in under
standing that?)
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(c) Ma.jor+Minor:

In this order are lumped together all kinds of two-part sentences 

in which the purely communicative function is coloured by some inter

play of feelings, or in which there is discordance between form and 

function and which fall therefore halfway between the sentence types 

covered by the divisions (i) and (ii). It is often the case that 

in dealing with them, recourse has to be had to such terms as

"contradictory", "reproachful", etc.
Example:

‘?ilmaf~roo3, innak bitij\tayal // "miJ 7naayim / [̂
(You should be-working. Not asleep!)

(cO MinorfMinor:

The order (najor+minor) is not the only order in which these
sentences ..appear. They may appear as under (a) above:

/ L  .tismag ka'laami / ma ^kutti/ His*al_gannuh
(if only you listened to me, you wouldn!t pay attention to him.) 

In that case they will be considered as examples of ra). They may 
also occur as under (b) in which case they will be considered as 
examples of (d).
Examples:
1. f tisA~taahil / gajan ti*~karrccm

( It serves you right. Next time you won*t do it.)

2, /̂ / tis'taahil / gaj'an ti' karrccm
( It seyes you ..... .....   ..... . )
Exceptions to the above classification are numerous. No

attempt is made to deal with them in detail.
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- Two-part combinations occur in which, the constituent groups 
belong to different sentence types:
i. / L  '?eeh // magagabi' takj /Z (Part. Inter, + N. Part .Inter, a* ii. )

(What is the matter? Didn't you like it?)

P# /Z ~eeh fi Igivyaal // ti'sibhum / £ ( 11 )
(What will you do about the children? Are you going to leave

them?)
3# /Z 9inta xa“rcxgti *badri m_baarih // mil"kida / £ (Decl. +N. Part,

( You left early yesterday.Didn1t you?) Inter. a#il.)

4. /Z ?ana|_gaayiz-as'?al"huwwa kajax^iyya // la'-fn-iTa / £ ( M )
( What I am asking about is: he as a personality«, is he nice?)

/Z %,?ulli ya msayyid // batit yadda^feen innaharc|ct /Z( Imp.+Part.
(Tell me,Sayyid. Where will you have your lunch )

to-day?)
6. /Z "?igri w<x~ratxh bi^surga //“yimldn til%ha*?u / £ ( !I )

(Go after him quickly. You may catch him,)

The above pitch patterns are similar to those shown by groups 
belonging to the same sentence-types. These, however, are treated on
a different basis.
- Cases occur where it is difficult to decide whether the cons
tituents of a combination belong to (l) the same, or (Z) different 
sentences. The decision as to whether they should be marked as 
either (l) or (P) is sometimes arbitrary,
1, /Z jnidfag ^ihna 1 ban^ziin / wi tax^duuna m'gaakum /[_

(Shall we pay for the petrol, and you take us with you?)
2h /Z ?ana gayib“haalik mccx̂ uuf3 // wi~bagdi%kida mij gag'baaki//

(I chose it specially for you. And doesn't it suit you after all?)
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Modifications of these orders:
Just as the above "orders" are nothing more than a way of 

describing some well-established pitch patterns occurring in two- 
part sentences, the following "modifications" are simply a means 
of talking about larger combinations which are similarly of re
current occurrence.
A* Order (a) j.;

(a) More than one level/ rising group may precede the "major" 
group:
1. //_ ”?aagid-ana gak kursi / fi “?iidi k taab / fi _ ‘?idi— • — *

( I am sitting on a chair, with a book in my hand, or
haaga bag  ̂milha / wi w-laadi hawa,layya bil*'* gabu // 

-busy-doing something, and my children are busy playing.)
f/L ?aMbilti -saami / wi~sayyid / wi sli\maan //
( I met Saami, Sayyid, and Silimaan*)

3* /L ki_yigraf 'yi?ra / wi 'yiktib / wi~yimsik ilfeisa^baat //
( He knows how to read, write, and keep accounts.)

(b) A fall / falls may occur before or between the level / rising
groups either separately or to form /a compound group /groups.

// galgu~muum hangar^rubu / win la?e~naa 'hilw / ha~nib?a 
( Anyhow we shall try it, and if we find it good, we shall
za^baynak // be your customers.)

r
2. // lamma y~kuun -fiih %giid mil'laad / walla N?ayyi munasba/ba'gib

( When there is a birth-day, or any occasion, I ask them in /L

- These "modifications" are marked, though not necessarily, by 
a closer type of pitch linkage than"modifications"under (c) below.

(c) The final falling group may be succeeded by a number of fallinng 
groups:



153
/ L  ?a<?ulluhum intu gar^fiin ilmaj*~ruug ilfu'laani/wilma,f-ruug 
( I say to then. You know this project, and

ilfu'laani/ wilmaj’-ruug ilfu'laani wa-wa ?ila' ?axruh/ 'ma*■#
this project, and this project, and so on; they have not
nif^guuj // ma ga'buuj na_tiiga // yagni 'fajalujjcxalip //
succeeded. They have yielded no profit. They have failed

completely.)
B. Order (a) il.:

More than one fall may precede the "major" tone-group.
// ma?'clar.fi /_?adfa£ it'taman / *awwil i/'J*ahr 
( Can’t I pay the price at the beginning of the month?)

C. Order (b) i.:
Either of the falling groups, or both, may be split up into 

level/ rise + fall:

1* f L  ?Hha^diid kaza*nuu{ min ilha_diid//bit-?uul ka^diid'^ahr/
( There are so many kinds of iron. You say cast iron, .

wi ha^diid'gulb / wi ha gaat min'diy / huwwa 'fiih ha^diid // 
steel, and things of this sort, there is iron,
fii 'gungur ilfea^diid /^ 
there is the element of iron.)

2. // ?inta bit^/uuf ""waahid bit~?uul ga leeh ha^raami //mm
( You may say, on seeing some person, that he is a thief.)
bit-?ulha bta'rii?a / b^tiddi'feukm mu gayyan //
You say in such a way as to give a certain judgment.
?aw itti'gaah mu_gayyan //jaahw ij1 'Jcwcg illi btik^kallim^gannu//
Or a certain attitude. Towards the person you are talking

about.)
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CHAPTER V

Types of Tonal Contrasts

The view adopted here as a basis for classifying the types of
tonal contrasts in operation in E.C.Arabic, and for discussing their
grammatical implications is that which conceives of language activity
involved in conversation as an unbroken succession of "moves” or
"units", with "tonality" marking one such unit, and roughly where it
begins and ends, "tonicity" marking its focal point, and "tone" mark-

1ing the kind of activity involved.
Based on such a view, an a£>proach to the diverse functions of

intonation has the advantage of making it possible to break down the
complex systems of intonation into a limited number of "systemic
variables", and to treat each at a time.

The appropriateness of applying such a three-fold classification 
to the intonation of E.C,Arabic may perhaps be demonstrated by a few 
examples.

A. Although the following utterances have almost identical 
substrates, and are all associated with falling intonation patterns, 
they will be classified differently in terms of the types of 
sentence to which they or their parts belong:
1. // na biil -feaasib ikkum%saari //

(Nabiil has paid the fare to the conductor.)
2. // na'biil // "haasib ikkum%saari //

(Habiil. -You- pay the fare.)

1. The Tones- of English, M.A.K.Halliday, Arch. Ling. Vol.xv,
Fasc.l, 1963
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3. // na'biil // ' feaasib // ?ikkum' saari //

(Nabiil! Beware I The conductor! -Nabiil probably 
enjoying a free bus ride-)
Utterance 1. would be classified as a declarative sentence, 2. as
a vocative piece + an imperative sentence, and 3« exclamatory.

each
They contrast in (a) the number of tone-groups^contains, and (b) in 
the placement of boundaries in those having more than one tone-group.

It should be noted that these contrasts are possible only 
because of the presence of a verb form in the substrate which belongs 
to more than one category from the point of view of tense and mood.
It should also be noted that it is in no way exceptional, and that 
the ambiguity in question is common to a class of similar verb forms.

On the other hand, however,in the case of the following example, 
which differs from the preceding ones only in the verb it contains, 
the above contrastive possibilities do not exist since no internal 
boundaries are permissible which would give rise to a similar range 
of contrasts:

/L na^biil ?a-haan ikkunusaari //
(Nabiil insulted the conductor.)

B. The substrate: ^in’baarih is*saaga ’sitta (yesterday, at six 
o’clock.) may carry two messages, and hint at two different questions, 
depending on where the nuclear syllable is, i.e, where the fall occurs. 
The two possible messages are:

Message 1. :// wi -gilna m"baarih isesaaga vsitta //
(We arrived yesterday at six o’clock.)
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Message 2. :// wi"*{3ilna mNbaarih issaaga _sitta //

(We arrived yesterday at six o’clock.)
Supposing the place of arrival to be "Elgiiza", the two questions 
most likely to be hinted at would be:

Question I.:// wi”j?iltu g-giiza m^baarih issaaga kaam //
(At what time did you arrive at Elgiiza yester

day? - speaker in possession of the fact that arrival took 
place the day before-)

Question 2*,:// wi~£iltu g-giiza N?emta //
(When did you arrive at Elgiiza? - speaker not 

in possession of such information-)
Here again, it is possible to show that intonational changes 

run parallel to grammatical devices. The substitution of the 
intransitive verb /fif4ilna/(we stayed) for /wif£ilna/(we arrived), 
and similarly /fi*c|,iltu/(you stayed) for /wi,̂ iltu/(you arrived), 
would introduce the following changes in the above sentences : 

Message 3» s// fi-^Hna m~baarik lissaaga ^sitta //
(Lit.-We stayed yesterday until six o1clock.) 

Message *1-*:// fi"<5,ilna linubaarik issaaga _sitta //
(We stayed until yesterday, six o’clock.)

Question 3* :// fi'clil'tu fig-giiza nubaarih lissaaga _kaam /̂ ."""
(Until what time did you stay in Elgiiza yester
day?)

Question b-* ://fi~ciiltu fig-giiza lN?emta /z
(For how long did you stay in Elgiiza?)
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In A. (3) a preposition placed before /?is!saaga 'sitta /(six 
o'clock) would suggest Q.(3), whereas a preposition placed before 
/?im'baarik/(yesterday) as in M, (*f) would suggest the corresponding 
question (k).

If the test of word-order change is applied, a similar result 
obtains. No change of word-order is possible in the case of M. (2) 
or M,(^), It is possible only in the case of (1) and (3). By way 
of illustration, the following is a possible alternative of M* (1):

// ?im'baarih/ wi"^ilna ssaaga %sitta //
(Yesterday, we arrived at six o'clock,)

This would suggest the question form:
// ?imvbaarih/ wi~gil*f;u g-giiza s saaga %kaam //
(Yesterday, when did you arrive at Elgiiza?)

C, A substrate transcribed with all marks of stress, pause, and 
intonation suppressed as /la?la?/ would be capable of various inter
pretations, As it stands, we shall have no clue either to its 
grammatical structure, or to its meaning, and we shall be at a loss 
to say anything meaningful about it, Pausally, and intonationally 
punctuated, however, we shall be able to identify one of the 
following possibiltiesi

(X) / c  la?la? //(He stammered,-simple one-word utterance-)
(H) //"* la? // la? //(No.1 No,1 -compound structure-)

"JV
(3) /£71$? /“la? // (It is up to you: If you say go,-co^l.str.-) 

(*f) //" la?/la? // ( 3Iot the way you said,- compl,str„~)

Again, this is not a particular case. In E.C.Arabic, any
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utterano© may, In the appropriate context, be reduplicated, and 
c^n then have the full range of int©national possibilities.

As can be seen from the above examples, these three systems 
have different roles to play in the grammar of the language; yet 
they operate in close interaction with one another. In the 
following sections, the discussion of the tonal contrasts exhibited 
by E.C.Arabic will accordingly be carried out with reference to the 
following systems:

Q̂ftS-lity: the number and distribution of tone-groups within 
utterances in contrast,

ionlcity: the position of nuclear points within tone-groups 
in contrast, and,
(c) lone: the type of tone characterizing each tone-group together 
with whether it is performing a primary or a secondary function im 
relation to the grammatical structure or sentence in which it 
stands.

(a) Tonality
The fact that two utterances contrast only in tonality means 

that they consist of a different number of tone-groups or else 
that they consist of the same number but have their boundaries 
placed differently.

Utterances are distributed into tone-groups for a variety of 
reasons. These reasons may be: (l) grammatical, (2) context
ual, or (3) pausal,*7.
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!• Grammatical:

Of the three systems outlined above, it is probably correct 
to say that tonality plays the most outstanding role in so far as 
it is the system most intimately linked with the grammatical system.

^In the majority of cases, the splitting up of sentences occurs in 
.y: line with their grammatical structure and in strict conformity tol7the requirements of grammar.

Examples:
1. (a) / -kulli 'sana / yi~murri y-zuur ba^naatuh/^

(Every year, he goes round visiting his daughters.)
(b) / -kulli '^eef / ti~murri t-zuur bavnatha/̂ /

(Every summer , she goes round visiting her daughters.)
There is no question of either of the above examples being mis
understood; their meanings are perfectly straightforward. The 
absence of ambiguity cannot be attributed solely to the presence 
of a pause in each splitting it into two tone-groups. Nevertheless, 

the features of pause and intonation marked in the examples are 
normally observed; they represent how they are normally spoken. In 
other words, their grammatical structure is such that a boundary is 
normally to be expected between the first element, i.e, the sen
tence adjunct with which each example begins, and the main sentence
that follows. The internal relations within each example are signal- 

by
led mainly means of the various grammatical devices like markers

A.

and inflections, Eor instance, the fact that / fsana/(year) and 
/yi'murr/(goes round) do not match since the former is feminine
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and the latter is masculine, and that the same applies to /^eef/ 
(summer-masc.-) and /ti*murr/(sho goes around),is in itself a 
sufficient clue to the fact that in each example, the first 
element is a sentence-adjunct and that the sequence of verbs 
separated from it by pause should not be split. This clue is re
inforced by the presence of pause, and to this extent it can be 
said that intonation, or more accurately, tonality, is grafimati- 
cally relevant as far as these examples go.

When grammar justifies the splitting of a given sentence into 
a number of tone-groups, tonality, together with the other systems, 
steps in to reinforce the grammatical devices signalling relations 
within the sentence. Tonality is needed most, however, when these 
devices fall down on the job. Under such circumstances, the burden 
of signalling these relations falls entirely on intonation. Here, 
tonality has to step in to resolve ambiguity and to signal the 
message to be communicated. Any imbiguity likely to arise ± &  

prevented by means of a break at the appropriate place within the 
sentence, accompanied by the necessary intonational changes. In 
this way meaning is kept clear.

^o illustrate this point, we may go back to the two examples 
given above. A slight alteration will be made in their substrates 
so that they exchange their nain clauses. This will leave us with 

four possibilities, two of which we have already encountered; 
H(a,}i,/^ -kulli ^sana t'murr / ti*"zuur ba^natha / £

(At the end of every year-lit. when every year goes round-, 
she visits her daughters.)



(b)i // -kulli _j3eef yi'murr / yi zuur ba^naatuh //
(At the end of every summer, he visits his daughters.)

(a)ii/£-kulli 'sana / tx”murri t-zuur ba^natha f  
(Every year, she goes round visiting...)

(b)ii/^ -kulli '^eef / yi"murri y-zuur ba%naatuh //
(Every summer, he goes round visiting*..)

Here, the case is altogether different from the case in 1.
As a result of the alteration introduced, / *sana/(year~fem.) and
/ti’murr/Cshe goes round), and /^eef/(summer-masCo-) and /yi'murr/ 
(he goes round) show complete correspondence in terms of gender 
and number and are thus grammatically qualified to colligate with 
one another. In consequence, two alternative possibilities exist 
for each of the examples, both equally eligible. Such is the 
structure of the substrates now that a boundary may be placed at 
either of two points within each as can be seen in (i) and (ii). 
Each placement would yield a different arrangement of the elements 
within the substrate, and subsequently, different internal

relations between them, and in each case the result would be a 
different piece of communication.

So far, the two verbs /yi’murr/ and /yi’zuur/ have been left 
unaltered. In all the preceding cases, they agree with one 

another in every respect. If this ceases to be so, the substrates 
will no longer be subject to ambiguity, and as in (l) the role of 
tonality will be in some sense secondary to that of grammar:
3* / -kulli ^sana t'murr / yi"zuuru ba^nathum //

(At the end of'every year, they go round visiting...)
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On the other hand, there are cases in which the sentence is 

structurally ambiguous, not on account of some incidental details, 
but because ambiguity is inherent in the structure. Tonality is 
then indispensable;

law a'sibha / tirgag tiHuuh //
(If I leave her, she will lose her way again.)

ii,// law ajsibha 'tirgag / ti'tuuh // !
(If I let her return, she will lose her way.)

The underlying structure is a conditional sentence. Any 
changes in the first part(the condition), will necessitate changes 
in the second (the result). Tonality is here a necessary pre
requisite to the correct rendering of either of the above examples.

In the following discussion, a few cases will be examined. 
These cases represent a number of grammatical structures in which 
there is room for ambiguity to arise and there is therefore need 
for tonality to step in. In such cases, tonality will be referred 
to as marked. In cases where the ambiguity in question is due to 
incidental factors, corresponding examples will be given in which 
these factors have been eliminated, and tonality is therefore 
reduced to its normal delimitative function. In such examples, 
tonality will be referred to as unmarked. In other words, if a 

substrate is susceptible of two renderings, i.e, two interpret
ations! (i) and (ii), a choice has to be made between them. Iff 

on the other hand, a substrate has only one interpretation:(iii) 
no such choice exists.



1. (i) // ma*"taafeif/ ma^r iggi'diida //
(The museums of Heleopolis„-lit. of New Egypt-)

(ii)/,/ ma^taahif “ma^r/iggi%diida //
(The new museums of Egypt.)

Here, /^xggi1diida/(new-fem.-) may colligate with /ma^r/ 
(Egypt-fem,-) or /ma’taahif/(museums-fem.-).

(iii)//~mathaf -ma-3r iggi^diida //
(The museum of Heleopolis.)

In (iii), /*?iggi’diida/ does not colligate with /'mathaf/ 
(museum- masc.-). This difference in gender makes only one 

m©aning possible.

2. (i) // , /ana mab“guut min wa-faa*? ilxadxdaama //
(I am pleased with the honesty of the servant,-or (ii))

(ii) // _*?ana mab~{3uut min wa f̂aa*?// *?ilxad % daama //
(I am pleased with Wafaa?, the girl-servant.)

Here, /wa'faa*?/ can either be (i) an abstract noun (honesty) 
or a proper noun (girl’s name) as in (ii). The fact that it is 

followed by /*?ilxad*daama/(the servant.-fern.-) in both contexts 
gives rise to the two possibilities above. In (i) / wa’faa*? 
ilxad *daama/( the honesty of the servant) are two nouns function
ing as members of a construct. In (ii) /wa’faa*? ,ilxadfdaama/
(the servant Wafaa*?) functions as two nouns in apposition,

(iii) /^ *̂?ana mab {3uu*f; min wa-faa*? ilxadxdaam //
(I am pleased with the honesty of the servant.)
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In (ii) /?ilxadfdaam/(th.e servant) is masculine. Only one 

interpretation is possible.

3. (i) // na biil ~maat mas *kiin //
(Nabiil died poor.)

(ii)// na“biil ^maat // mas 'kiin //
(Nabiil died. Poor man!)

(i) is a simple sentence; (ii) are two sentences in appo
sition: the first is a sentence; the second is a sentence-fragment.

A-. (i) / L  na_hiila mij ga~miila zayy uxvtaha //
(Nabiila is not so beatiful as her sister.)

(ii)// na~biila mij' gaNmiila // "znyy ux%taha //
(Nabiila is not beatiful. -Just- like her sister.)

(i) is derived from:
// na’biila mij gaTmiila //(Nabiila is not beautiful.),and 
// ^ux’taha gamiila //(Her sister is beatiful,)

(ii) is derived from:
// na*biila mij gamiila //(Nabiila is not beautiful.), and 
// 'i’ux’taha mij ga!miila //(Her sister is not beautiful.).

5.(1) /L gay~ziin ba^naat gu'maal / %?aktar min_kida //
(We want more of these beatiful girls.)

(ii)// gay _ziin ba'naat /gu^maaljxktar min _kida //
(We want girls who are more beautiful than these.)

In (i) / 9*?aktar/(nore) qualifies the noun-phrase /ba*naat 

g’u 'maal/ (beautiful girls); in (ii) it qualifies the noun /ba'naat/.



6. (i) // l̂amina 'fahmi g,gawwiz / ?issikir~teera han^nitu //
(When Fahmi got married, the secretary congratulated him.)

(ii)// ^lamna "fahmi g^gawwiz Issikir,teera / han'nitu //
(When Fahmi married the secretary, she made him happy.)

In (i) /^issikirfteora/(the secretary) belongs to the second 

clause (subject); in (ii) It belongs to the first (object). In E.
C,Arabic, a single verb form /han!nitu/(she made him happy, or she 
congratulated him) can stand alone as a complete clause and is syn
tactically similar to one consisting of noun or pronoun followed 
by a verb /?issikir1teera hanfnitu/(the secretary...).

(iii)// ^lamma 'fahmi g, gawwiz / "'brxtu han.*.nitu //
(When Fahmi got married, his sister congratulated him.)

On semantic grounds, only one rendering is possible in (iii).

7,(i)// ?ihna lli $av gi<dna/ na'biil // ( nag’gaana)St
(It was Nabiil that helped us.)

(ii)//'' -?ikna /^illi eSi'gidna na=biil // (eagid 'aaali-nag1 geena)
(We were the ones that helped Nabiil.)

/sa!£idna/ may either mean {1he helped us (i)n, or nwe helped 
him (ii)n. The substitution of /nagfgaana/(he saved us) for 
/saTgidna/ in (i), and of either /nagfgeena/(we saved) or /saSid*naah/ 
(we helped him) in (ii) will reduce the need for such a complicated 
tonal picture, though the above patterns will still be possible.
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8.(i) // ?il-bal*tu_*£il3-6 ma%?aasu(h)//bizjaabti zayyi ma% ?ult //

(The coat fitted him. Exactly as X said.)

(±±)// ?il_bal*£û t3*IiS ma-?aasu big'gocbt//jsayyi ma ’v?ult //
(The coat fitted^exactly. Just as I said.)

In (i), the pronominal /u(h)/(his,its) suffixed to /ma^aas/
«V*K

(size), has a referent other than /̂ il*bal*(Ti/(the coat). It marks 
the end of the sentence. /big fgabt/(exactly) modifies the
second sentence.

In (ii), it may also refer to /^il*baltu/, in which case it 
cannot end the sentence, /big *gabt/ will mark the end of the first 
sentence and will s.ct as a compliment: e*g? /ma^fbuut/
(exact).

9. (i) // jxud ta-laata ̂ ahsan// ^itjieen ma ykaf'fuuj //
(It is better to take three. Two will not suffice.)

(ii)// jxud ta^laata / _?afesan it-neen nayykaf'fuuj //
(Take three.because two will not suffice.)

In (i), the two substrates are grammatically independent. 
/*?afesan/ is an adverbial.

In (ii) j they are not q.uite so independent, /^afesan/ is 
"semi—con^unctive".

10.(i) // ?inta"saakin^feen // fizza'maalik //
(Where do you live? In El-ZamAalik?)
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(ii)/^ ^inta saakin^feen fizza maalik /£

(Where exactly do you live in El-Zamaalik?)

In (i), there are two questions belonging to two sentence-sub- 
types.

In (ii). there is one question,

// Co? J he!

(l don’t want it. Don’t bother to fetch it.) 0 Jl'
(±i)/£ mij1 ga"yizha/ba xlaaj /£

(if you don’t want it, don't take it.)

Finilarlyi (i) contains two sentences, whereas (ii) 
contains one.

12. (i) ?ilHaakam jsallim gal'bint // ?illi Nk±sbit isjsaba? ,//
(The referee shook hands with the girl. She won the race. )

(ii)/£ ‘?il«feakam sallim gal"bint /Llli %kisbit is^saba? /z
(The referee shook hands with the girl who won the racev )

(i) singles out /^il'bint / (the girl) as previously identified, 
i.e, by the context, probably the only girl taking part in the

contest'’
(ii) does not single out /^il^int/ as previously identified, 

possibly, all the contestants are girls.
It is obvious that / 1?illi/(who) has two roles to play in 

(i) and (ii), depending on the pitch pattern involved.

11* (i) / c mil ga^yizha // ba'laaj* /(/
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15* (a) // ?inta ma tig raf,fxibnu na'biil /^(Don*t you know his son,N,?)

Cb) /</'la? injnam~agfaf (y) ^ibnu (//) (_) ^sayyid,//
( No, hut I know his son(. ) Sayyid.)

(a) is a question. (b), as marked normally, would be a correct 
answer in terms of its intonation. Intoned as shown between brackets, 
it would not be acceptable. It would, however, be proper if it were in 
answer to the question: /L ?inta ma tig rafj'i'bintu na'biila /^(Don!t 
you know his daughter, Nabiila?)

l*f. (a) ma l«bisti/ ?a (') jniifp (/vj'badla / zay^yida /
( I have never worn a -suitfs- shirt like this one.)

(b) /£ ma l-bistij ?a )_nii|3 (/̂ Jlia'riir/ zay^yida /̂ /
( I have never worn a silk shirt like this one.)

(c) / £  ma 1-bistiJ* ?ct (') jniig (AJ)na'tiin/ zay,yida / £
( I have never worn a durable shirt like this one, )

The above examples show how tonality does not violate grammatical 
restrictions. Harks placed outside the brackets represent one render
ing which would be acceptable for all the examples. Marks placed 
between the brackets represent another which, would be irregular for
(a), objectionable for (b), and acceptable for (c). The reason is 
that in (a) it would split /^•mii^ *badla/(a -suit*s- shirt), two 
nouns forming a construct; in (b) it would split /?a*mii^ feafriir/
(a silk shirt ), a noun and its modifying noun of material; whereas 
in (c), quite normally, it would split /‘hx’mii^ maftiin/ (a hard- 
wearing shirt), a noun and its adjective.

2, Contextual:
A sentence is often the carrier of more than one piece of 

communication. Each may be important enough to occupy a separate 
tone-group. In addition to the contribution they moke, in terns of



171
comunication, to the sentence, tone-groups modify one another in
a variety of ways. Tone-groups belonging to one utterance reflect
various qualifications about the previous utterance as well. In
the following, some of these functions will be discussed.
Order (a):
Fall rise (s)-Jkall:
l.H./^ ^Jagra b'na?^ filma_daaris gan_dina rain nafeya_dii

(You feel there is a gap in our schools with regard to this?)
N,/^ huwwa ya^guuz fiih ka-gaat zay*yidi lyomen_dool /[_

( Something like this may have been introduced nowadays.)
H./^ bassi l^injaina b'giid 'ganhum/ma ni?~4ctr JiNnukkum dil^wa^ti/^

( but because' we~'are~Tar away IVomT"themv^bamr 6̂ ĵudge~ rPow.'T 
N./^ <?illi bnis'magu'yagni/illi biyjruuhu hna^ri w'yiigu/

( What we hear, I mean, those who go to Egypt and return,
biy^uulu lna-daaris ba*?it mum'taaza yagni
say that -our- schools have become excellent.)

The last two utterances are the relevant ones. The second to last 
conveys mild contradiction; the last conveys reservation.
Fall rises interrupted by a falling group:
2,S,/^ hi~naak fabu ''zagbal/J'aarig'gilwi ?a'gunn/filmahatta H i  

( There in Abu Z.? gilwi street I think, in the place
bikkal-limu Nfiiha yagni//hi”naak biyu§~bu*tu (d~ (?uut / 
where talks are broadcast, there they adjust the purity 
winna^Taawa / wilha-gaat illi zayyi 'diy / gan jrt-rii?
of sounds etc.-and things of this sort- by means of
?ag"hizt il-?ir%saal /g/
the broadcasting apparatus.)

The'.underlined group defines the preceding groups. The repetition 

of/hi!naak/(there) explains why it is described as interrupting1 
the combination. To pick up the thread, S. repeats it. This would 
not be necessary if the falling group did not occur.
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Order (b):
Falls:
3.S.// mij1 il~magna ~ba?a yib?a lNYarac[//yagni Yarcocl list if Nhaam// 

(Not the meaning then but the purpose; i.e, that of asking;

?aw ^Yarct4 listin'kaar// d& xYctracL // 
or of protesting; This is purpose.

These groups support and illustrate one another. The utterance, as 
a whole,,contradicts the previous one.
Rises:

ti^sibha m~gaaya wana k Jiflak ga'leeha//wagccllccfe'haalak// 
(Would you leave it with me to have a look at?: ' And repair?
jsayyi nana 'Jaayif 

As I think fit. ?)
The above is an offer, backed by a condition, all intoned alike.
Orders (b) and (c) overlapping:
H.// ^ijjrahi lfagvkaja _diyyat yagni _?eeh //

( Explain what you mean by -this word- "roaming about11.)
4

5.N./Z yagni -gadam listiq~rctar fi%kitta//yagni min~balad/li~balad/ 
( It means "not settling down in one place. It means from one
li~balad /“mi/ fi«baladNwahda gala,tuul //
country,to another, -not settling in one country for good*) 

Here, the "objective" message is delivered first; then ''subjective" 
reminiscences prevail.
Or der _(_d ):
U./Z mij* ~kaanu“'?aalu hay zawwiNdulna lmu rfctt&b//

( Didn't they say they were going to increase our salary?)
6,N.//N/yaah / hilA-lini / ya~guuz yizav/wi^duu wi ya_guuz

 ̂^ou canTA sure; We have a long time to wait; If ever
ma y zawwiduA-huuJ' // (they do increase it.'
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Here, there is hardly any objective message. It is a mixture of 
scepticism, disbelief, and sarcasm.

3* Pausal:
The more deliberate the speaker is, the more slowly does his 

sentence develop, and the more likely he is to insert pauses. This
occurs normally when he is called upon to remember, to think of, or 
to mention a number of items. 11 Listing patterns11 are the best illust
ration of this.

In E.G.Arabic, listing patterns may be closed or open-ended.
They may be factual, example-giving, merely rhetorical, or a mixture 
of these. Tonally, however, they come under the following headings: 
Order (a):
l.N./̂ Z ?il-mar?a lingili jaiyya na'/iifa/ wigama'liyya/wiCLtl^ĉ lyTa/£

( The English woman is active, practical, and economical.)
-closed and factual-)

H./̂ / bassi ^fiih "gandi -kaaga nta na^siiha//?ilwi”laad -gandi 
( There is something you forget in my case. My children are
kNbaar / [̂  ( no longer young.-They are not like yours.-)

2,3,/̂ / wi biy'xuj'ju / wibiyis?a'luuk / wibiy^aj;'guuk / wi ''kulli 
( They go into your room, ask you,interrupt you, etc.).haaga /

-example-giving,verges on the rhatoricalaclosed by a formula.)
3' ^ ' f L ^bee^ / wi d ?ii? / wi'laban /{_

( It contains eggs, flour, and milk.-a common variant of the
above, closed, factual.)

Order (b):
il%?ocxx / lil'?uxt / lizNzooga / l±zz>±'m±±l/£

( Erom the brother, the sister, the wife, and the friend. In 
reply to "Have you suffered much?1*. Open-ended, example-giving, 

and rhetorical,)
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5*// beecl / gibna / laban //( -There are eggs , cheese ,milk, ... )  *"* * * — «
6.// " fiih beeci / '** fiih gibna / " fii m rabba//
-(6), a variant of (5) , is miarkod by the repetition of /fiih/ (there

both are open-ended and example-giving} the latter is more 
emphatic•)

7*// Yeer~ba9a tta%raddud ben ?ijrayit/hina/4?aw ‘?i_rayit^Lhina/
H. ( Apart from hesitating as whether to read this, or read this,

or read this, -and apart from- reading a bit here, a bit here, 
wi ^hitta min 'diy //

8 JL • "?ana law ma-gaaya xamxsiin gi=neeh / wi gayiz ag-rifhum /
( If I possessed fifty pounds, and wanted to spend it,

ma £rif~humji f̂ rifela // ?ajtivriili_haaga Jtiri-haaga lil^beet 
( I would not spend it on a trip. I would buy myself something,

aj tiri-haaga lil?aw,laad //
I would buy something for the ’’house", ....for the children.
- open-ended, example-giving, S., rejecting the idea of a holi
day by the sea for a week or two, resorts to rhetoric.)

The last thing to mention in this connection, is that in listing- 
patterns as well, the presence or absence of a pause may make a 
difference in the message:

^ / L  ? aw ̂ laadu sin-nuhum ta'laata w/'xamsa *w/ 'sitta w/ gi/'riin//
(His children’s ages are three, five, six, and twenty.)

2,// *?aŵ laadu sin-nuhum ta'laate w/'xamsa w/-sitta w giJViin //
(His children’s ages are three, five, and twenty-six.)

both occur frequently without the particle /wa/(and)}

^aw ?ijrayit/hina /. wamsik hitta min^diy / wi feitta min Xdiy/ 

and a bit here open-ended, rhetorical)

Compound; 

In (l), fouf* children are involved} in (2), there are only three.)
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(b) Tonicity

A. Two substrates contrast in tonicity when the difference between 
them lies in tba^ within them, the nuclear tone does not fall on the 
same syllable.

For the present purpose, a tone-group will be said to be un

marked as to toniciy if the nuclear tone falls on the normally stress
ed syllable of the last element of grammatical structure;

Unmarked; //~7ana ha~xudha waddj^haaluh //(I shall take it so as to
giye^it to him.)

 ̂Marked: //-7ana fea~xudha wad diihaNluh//(.,. give it to him.)
B, To the extent that tonicity functions in conjunction with 
tonality or in a way similar to the way tonality functions, i.e, by 
distinguishing different meanings, it may be said to have a structural 
function. There are, however, a number of grammatical devices which
help relieve tonicity of part of its burden. Of these the most
important arei (a) word-order changes, (b) independent personal pro
nouns, (c) demonstratives and deictics, (d) a set of constructions 
for throwing certain elements of the sentence into relief as well
as denoting emphasis and similar attitudes. When these devices are 
in operation, usually inseparably, tonicity, i.e, the placement of 
the nuclear syllable, is largely determined by them. This is one of 
the factors which interfere very frequently with neutral tonicity.

(a) // ga"vmiil_?awi kka_lamda //(So far so good.)
// vhilwimbarra miJ/sa^ga/Z/It is fine outside, not cold.)
// 'bukra^yixla^// vs. // ha~yixla£Nbukra //
(Soon it will be over.) (It will end to-morrow.)

(b) // "“?ulluh // vs, // _?ulluNhuwwa //
( Tell him,) (Tell him.)
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// ma t^ul'liij* // vs. // ma t^ul/LiiJ^ana //
( Don *t tell me.) ( Don!t tell me.)

” f L  J’ullu'huwwa // ma t?ul liij*sana //
( Tell him. Donft tell me.)

(cV//ahu Mallana gayzu // (This Is what X want.)
/ L  Ma nta lli_?ult // mij* Mna //(It was you that said it;not 
/ L  Nma nta H i  ?ul_tili //?ana gibtUhaaga min^gandi// ^
( ^  was y.°.u. that told me. I added nothing of my own.«~

- /da/ is contrastive; /ma/ is explanatory; both are sentence- 
initiators in the last two examples.)

(d)// _da na%biil illi bi_zaS&a?//(Xt is N. that is. shouting. ) 
vs* // jda H i  biy-zagga? naMiil//(Nabiil is the one shouting.)

/L ?id~dinya Halg/oar roc//(It is*~as cold, as-snow outside.) 
vs. // ?id~dinya Joarra%talg//(Outside, it is a*e cold.) 
vs. ft Malg id̂ dinyajbotrroc //(So cold is the weather outside.) -
- The same happens with words like: /*wilga/(hot),/*2rafema/(over
crowded), /luyz/(difficult) etc.).

C. There are other factors, closely connected with tonicity, which
-e.prevail in the material described. These factors seem to desrve brief 

mention:
(a) There are frequent cases where the nucleus, and sometimes the
head as well, are followed by particles:

S. // ?aN<v gaaza A«ba?a / win~naas*-ba?a t Jaayyoc^-ba^a //
( It is a holiday, -you know-; and people rejoice.)

L. / L  . ?ana ga~yizha-ba?a mniddunya^wi;yya_ba?a //
( What I have in mind is a ’̂ ecul'ar” magazine. ~not a religious

like the one suggested.)
(b) There are cases in which the nucleus is followed by nredundantH

words j or words appended to the mein grammatical structure in hand:
H. // ?il~magnavwaahid ma tyayyarj* //(The meaning i£ the samo,

— - 1   without change e )mij ki tiir yagni //(Not much, I mean.) -- _ -— — ---

// „J^fti ?ee mnnilbi^laad yer^landan hina//
(What towns have you seen other than London,here?)
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(c) There are also cases of what may be described as stylistic and 
tonal oppositions:
S0/^ la "*yumkin *az;£al : min N?ayyi _Jocxs//

a —  '

( I never bear a grudge against any person, 
wala-yumkin^azgal min“?ayyi*ma^lab : yiddi^huuli Jaxg//o ZZ

( And I never take offence on account of any bad turn he does me ^
mahma "kaan INhaaza J_Jocxj3 // wi"mahma*kaan;U »ma vkaanit Jhaaza

( Wo matter who ho is.) ( And no matter what hiss) X X°̂ {3//
position is.-.)L ?eeh\j-''oc'?y'ak/filmuwocgoc-laat / wis^hult ilmuwotj3a_laaj;- /L

( What do you think of transport, and the ease of transport?)
The frequency of the above cases sometimes gives the impression 

of a "penultimaten type of tonicity -analogous to penultimate stress- 
as neutral tonicity in E.C.A, This, however, has not been found to 
be the general rule outside the above cases. It should be noted 
that though the tonal oppositions referred to above appear in emphatic 
sentences, they cannot be ignored since emphasis looms large in the 
colloquial studied,
D„ It seems that the major role of tonicity is a contextual one.
The position of the nucleus within a tone-group is to a great extent
determined by constraints imposed by the context. This is where
marked tonicity steps in. Marked tonicity occurs when an item, othe::
than the one occurring in iinal position, is (a) new and contrastive;
(b) new and non-contrastive, dr’ (c) given but contrastive.
Examples:

(a),H./̂ / ^hiyya mij nawyartiigi_baayin /̂ /(She doesn^t intend to come,
1 it seems,)

mij ha^ti^otr tiigi /̂ /(She won1t be able to come,)

H*/L bit“hibb ittas£aa?ul /̂ /(You like to be optimistic.~?~)
Sc// ?ana %gaay.iz itta_faa?ul//(I need to be optimistic,)



(bJ.N,,// mab; ̂ uuia fgiddan)// bassi hiyya H i  na~?i^hot/\gozha yagni
(She is?veryV happy J But the one thing she mis see , is her husbandV. /'.... ..■■ ■ *< - -
mij* ma_gaaHa 7Z who i® no  ̂with her, X mean,)

N*/^ mij1 ha'tiwgag//(Isn't it going to hurt?)
H,/̂ / 'laa mij fea_tiwgag/^(No, it won't.)
S./^/~miJ hat^karmij i^^a^h //di fea tigmil fagaVaat fij3j3ath

(Xt is not going to make the surface uneven; it will make holes
in the surface. )

H./^«miJ lil^haaga 1 maw'guuda // da lijju-guur bi'taagak/ *nahw
( Not -the meaning of a given thing. But your attitude, to-
iljaaaga 1 maw^guuda /^feâ rds that thing.)

Question X:// tab inti^Jufti-^ee fslandan hina // 
t (What have you seen in London -here-?)

Question Y;// ^Jufti”?ee ran ilbi^laad yer landan hina /̂ /
(What towns, have you seen other than London?)

(c).H.,// gan^dina ... Q 'baab /̂ /(-We have- fog -in Egypt-,)
N./̂ ///'la? /^/(Certainly not.)
H*fL magandi" naaj cja• baab* ?abadan (Don't wo over get fog?)
N %f L  "'fiij /,/(Never.)
H ,/̂ / ganMina c|a_bocab /^(-We do have-fog.)

E. The following are examples of how tonicity serves to distinguish
between different meanings;
1. (a) /̂ / ^hatta "fatma ka^maan sim_gituh // (E. ,as well,heard him. -You

can ask her. She will sup-
(b) /̂ / ~*hatta%fatma ka_maan sim^gituh / [̂  story-.)

( Even heard him. -probably hard of hearing- such was the
noise he was making that even she heard him.)

2.(a) / I ma~fiij fil-beet wala^lu^mit%geeJ
( There isn't one piece of bread in the house,-We are short

of bread,)
(b) / [̂  ma^fiij fil"beet %wala_lu?mit_geeJ /̂/

( There isn't even a piece of bread in the house,-We are short
of all kinds of food, down to the essentials-)
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3* (a) /Z-Siift ilfu^luus illi facL'lajhnri /Z 

(Keep their share of the money.)
(b) /Z“giin ilfu^luus illi fotQla 'luhum /Z 

(Keep the rest of the money for them,)

4.(a) / L -^albis il^badla lxa^fiifa' diy /^(Consulting; Shall X ?)
(Shall I wear this light suit?-Choice between a number of light

suits.)(b) /Z -?albis iljoadla lxa"fiifa*diy /Z (Astonished:What!)
(Shall I wear this light suit?-Choice between suits of different

—  kinds.)
5. (a) /Z da r"raagil illi-zawwotr ijji\kaat /Z(Stating. New.)

(This is the man that forged-the cheques.-Youcve Just seen
the one that shot the policeman.)

(b) /Z da r Vaagil illi^zawwar ijji^kaat /Z(Contrastive,)
(It was the man that forged the cheques,-not the woman,)

(c) /Z ^=raagil illi_aawwar ijjijcaat /Z (Pointing,)
(This is him all right.)

6. (a) /Z -xud ya Jay'yaal /Z(Call. Come here,porter.)
O5) /Z Ya jay^yaal /Z( Your fare.-handing monoy-)

7. (a) /Z ?intu-Juftu^kaam_balad /Z(You've seen so many countries,')
(b) /Z ̂ intu^Juftu-kaamxbalad /Z(How many countries have you seen?)

8* (a) /Z na^biil "'barcLu mij„gayiz yit„gallim /Z
( Nabiil will never learn.-he keeps on making the same mistake.) 

(b) /Z na 'biil̂ bocrctu mij^gaayiz yit_gallim /Z
( He, too, does not want to go on with his studies.)

9*(a) /Z~£aad ha?a b-yigraf yikjcallim ingi^liizi /Z 
( G. knows now how to speak English.)

(b) /Z Bgaad"ba?a/b~yigrotf yikxkallim ingiliizi //
( -You say you can read English-? G,knows how to speak it.)

10, (a)/Z w‘?ana mij ka~samhu ^lamma yagjbazir /Z
( I shall not forgive him until he apologizes.)

(W L  . ̂?ana mij ha 'samku lamma yag tazir /Z
( I shall not forgive him when he apologizes.)
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IX. (a) / l_ tilc'sarha kida (Look what you've clono? You've broken it.)

//
Ob) // tik-sarha kida //(Is that the way to break it?)

12,(a) // tikNsarha=kida //(This way you will hceak it.)
(b) // tik-sarha'kida //(This is the way to break it.)

13*(O  ^ikTsarha0kida //(Break it then;-if you dare-excited threat*)
(b) // ^ik-sarha^kida //(Come on;-break it; let!s have a look,)

14-, (a) // ?ik-sarha'kida //(Break it this way; not the way you*re doing.)
(b) // Tik^sapha „kida //(Break it; and Ifll get even with you,Cool

threat,)
(c) Tone

A, Tone-groups having identical substrates may differ in meaning 
if they happen to be associated with different tones, A tone- pattern 
may be more common in association with a particular grammatical 
construction or function. It will then be assumed to be its unmarked 
tone-pattern. It may be associated, but less commonly, with others.
It will then be assumed to be marked.
B. The basic function of the tone-system in E.C.A, is that it serves
to distinguish between sentence-types, Of these, the two sentence- 

whichtypesAare regularly set off from each other by their tonal patterns
are the declarative type and the non-particle interrogative type.

In the language described, word-order changes are not among the
devices of forming interrogative constructions. The word-order of
declaratives and non-particle interrogatives is usually the same.
Intonation alone signals the differences

?aklixgaahis //(The food is ready.)

vs, // ^il ?akli'gaahis //(Is the food ready?)

Certain words and particles appear very commonly in interrogative 
constructions, A very common device is to prefix an independent
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pronoun of the third person to the sentence. So is the prefixation 
of a sentence with the interrogative particle /mij/(isn’t -he-,,,?). 
Other similar devices are the annexation of the interrogative phrase 
/mij* ’kida /(lit,not so?) and the insertion of / ’walla/(or) to introd

uce an alternative. These devices must be supported by intonation:
2.(a)// huwwa lmuvdiir illi ?amar bi„kida //

( It is the director that gave these instructions.)
(b)//_huwwa linu'diir illi Tamar bi/kida // -.7"'*/'- k* c 

( Are these the director’s instructions?)
3. (a)// mij* ibn ilmuxdiir //(He is not the director’s son.)

(b)// mij^ibn ilmu'diir //(Isn’t he the director’s son?)
4-. (a)// tit taakil bij^Jooka//jniJvkida //

( You eat it with the fork. Not this way.)
(b)// tit taakil bij\ Jooka// mij' kida //

( You eat it with the fork,Don’t you?)
n
3• (a)// Gaarif fea~ yuxrug walla^la?//

( I don’t know whether he is going out or not.)
(b)// mij-gaarif fea yuxrug walla'la?//

( Don’t you know whether he is going out or not?)

There are three distinct roles for /mij/(not) to play in the 
grammar. It is used as:

(a)oxae of three devices for turning affirmative sentences into 
negative ones;

(b)a negative/interrogative particle introducing sentences with 
interrogative force; and

(c)a negative/interrogative particle introducing sentences which 
are interrogative in form but declarative in force.
In performing these different functions, /miJ/ constructions may 
sometimes border on ambiguity, particularly when the purely negative
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function, (a), is mixed with some strong feeling such as "protesting" 
or "contradiction"*
6* (a)//3 mij1 ̂ ayna jwaahid fil, balad//(He is not tho richest in the town J)

(b)// mij1-ayna^waahid fil"balad//(Is he not tho " " " " ?)
(c)// miĴ aYna/- waahid fil/ balad//( What do you expect? IsnTt he * , . )

(c) would be a sarcastic comment on a sentence like:// ?iJ’~J,ax^
ilwa %hiid illi big_milu h' saabuh / na^biil //(The only person they 
take into account is Nabiil* (a) would be a contradiction to (c)', 
while (b) would be an inquiry about the fact stated by (a)*

As can be seen from the examples, the absence of a grammatically 
distinct f orm to mark off declarative and non-particle interrogative 
sentences makes it sometimes extremely difficult to decide where to 
place certain sentences which are said with rising intonation, and yet 
are neither plain declaratives, i.e, giving facts, nor plain inter- 
rogatives, i.e, seeking for facts*

C* In addition to its function stated under (B), intonation also 
helps to resolve cases of near-ambiguity occurring in other types. 
Particle interrogative sentences, i.e, sentences with the specifically 
interrogative particles, may be structurally identical with non
particle interrogative ones*
7. (a.)// '?ulr"tilhuin ilhi-’kaaya ma tarn nit Ji *.leoh //

( Why did you tell them that the natter was not settled?)
(b)// ?ul-tilhum ilhi kaaya ma tamjnitJi'leeh //

( Did you tell them why the matter was not settled?)
8. (a)// tigrctf'miin yi-sdillak //( Who do you know will advise you?)

(b)//J;igraf'miin yi'dillak //( Do you know -shall I tell you- who
is tho one to advise you?)
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D, The difference between particle interrogative sentences and 
"echo" interrogatives is also marked intonationally,
9. (a)// sa"*?altu  ̂leeh //(Why did you ask him? -blaming-)

Ob)// sa^?altu 'leeh //(Did you ask him why? )
(c)// sa ?altu"l»sh //( What did you say the reason you asked him

was? -echo-)
E. Sentences introduced by imperative verb-forms are often said 
with rising intonation* Of very frequent occurrence are those 
introduced by the following verbs: /Juuf/(look), /tot*^awwar/(imagine), 
/farTragni/(show me), As plain imperatives, these sentences are more 
normally said with falling intonation. As a result, differences of 
meaning may be involved.
10. (a)// innanajxatti J’anjitak //

( Imagine that I actually took your briefcase, -and that you 
had not reminded me in time-)

(b)// ta'^awwar innanajxatti Jan/titak //
( Imagine what happened: I took your briefcase instead of mine.*)

11.(a)// ^juuf a"xuuk misti xabbi^feen //
( Go look where your brother is hiding*)

(b)// _Juuf a-xuux misti xabbi 'feen //
( Look! There is your brother, hiding.)

F „ The following examples show the various ways in which tone, 
alongside of tonality and tonicity, contribute to the meaning of a
piece of information* (A) provides a verbal context; (B) provides
the response and possible extensions.

"i. k . / L ?ana ^Jaakir 'giddan //( I am very thankful.)
B.// ygala v> ?eeh //( That*s what I am here for.It!s nothing,)
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S.A,/^*" Jufha gal bi taaga H i  ?udxdaamak_diy //

( Look for it on that thing in front of you*)
B./^ gala v?eeh // mij la'?iiha (On what? I can!t find it.)

'?eeh// mij haayin ga leek moob^uut yagni / £
( What is the matter? You don't seem to he happy.)

B./̂ / ?agmil " eeh , bass//" sayyid // ta^’malli yit%?ammar //
( What can I do? S. is the reason. Ho is always bossing 
•gala%?eeh // baJ^tayal'ganduh // 
people around, What for? I am no savant of hisJ)r in• infi'i r*t - ha ■ |

A.// ti~hibbi nixgim^ninnu ha*?" ?aha //( Shall 1 make him pay 
for it out of his own wages?)

B.// gala ?eeh // mas"' kiin //(-Oh,no.-There 's no need 
for that. He is a poor man.)

5*A6// mij kan %yagib tij'kuruh //( You could have thanked him.)
B./Z "gala *~?eoh / /  *gamal A~eeh / /

( What for? What has he done?)

-*6.1./^/ ?ana Jaayif heega w^zahma fij Jaarig//?eeh ilfei kaaya bi^Ngabt//
( I see noise and crowds in the street. What is the matter exactly ?)

ssa
B./^ ka ?innak*ma tig,rccf Jiy // mij inna harc|a/ Hlraahra^gaan

( So you don't know. Isn't to-day5 the athletic
irri""yao«̂ i // (festival?)

7* A*// niak“ruuk g a l a e h  // mij tifah'himniy //
( Why do you congratulate me? Won't you explain to me?)

B,// ka~*?innak mij^gaarif // ba?a mij"gaarif innakNinta tra?'v?eet // 
(As if you don't know! Don't you know you've been promoted?)
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8 ,A./^-fiihrwaahid"hina biy-^uum i(3 ̂ ubk issaaga xansa/
( There is someone living here who gets up at five o'clock,
'yilgab gal bi_yaanu / 
to play on the piano*)

B,/</ J?a{3c)akNsayyid //Hlli^saakin foN?iina //\huwwa H i  bi(3ka'badriy/ 
( You mean Sayyid; who lives second floor to us. Ho is the one 
<*yi?li? illi nay^niin / [̂  
that gets up early and disturbs others,)

9*A#// fiih.~h.aaga ya na' bill // yilzam' xidma //
( Anything wrong, Nabiil? What can I do for you?)

3*/̂ / gotro. ?eo yaNsayyid // huwwa lli”bi^ha^badri / yi^li? illi 

( What's the meaning of this, Sayyid? Must he that gets up 
nay'miin
early, disturb others!)

10.A,// ^ana^aasif ̂ giddan // miJ',"<?ota(3ic[) ak^arha //
( I am very sorry, I didn't mean to break it,)

B,/̂ / huw^wana da~;£agti taAmanha gajaan tikA^arha /̂/
( j haven't paid its price yet; and now you've broken it.')

11.A„/̂ / Tana" ?aasifgiddan // mij”" ?aa^i^ ak^parha
( I am very sorry, 1 didn't mean to bi'eak it.)

B,//huw wana da“fagti ta^manha ga J'aan tik'sarha//

( I have just paid the price; and now you've broken it,)

12.A#/̂ / ?ee^ra?yak //^gagabak il'keek // xud ka~maan%kitta //
( What do you think? Did you like the cake*? Take another piece.) 

■8*//] ?&r.a mij’-baakul ̂ minnu k'tiir/gajan~fiih ̂ sukkar / [
( I don't eat too much of it because it is sweet.)
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?inta -baayin ga leek muYram bis^sukkar // di "'xaamis 

( You seem to be fond of sweet things. This is the fifth
_keeka tij'ti jriiha dil_wa*?ti /[_ 

cake you've bought now.)
B*/,/ w?ana mij baakul -minnu kNtiir / gaJan'fiih 'sukkar f  

( I don't eat much of it because it is sweet.1)
"*14-,A*/^/ wi "'lamina lfeajrotani daxal iJ’/J'al?‘?a / Hlgas^kari'^idda

( And whon the thief had entered the flat, the policeman gave 
l?i " Jotara / £  
the signal.)

Bt/̂ / ’wi bag^deen /^( And what next?)* ■ , j —  t- 1 rfw ^
15. A >/L >,?ana mij 'kaskut / ^illa lamma y, ?uul nuta" ?assif//

( I am not stopping, unless he says sorry.- by a child-)
B w i  bag "'deen / [̂

( If you two don't stop it, I shall have to stop it,-by someone
in authority-)



b and their Intonation

This chapter deals with the intonation of the sentence as 
the unit that does the language work in situations. The object 
is to review a limited range of intonation patterns which may 
occur in association with each sentence type, and to state which 
pattern,or patterns, souncfe more typical of that type. Part of the 
answer has already been given in the preceding chapters. The 
attempt here is to bring together into shape the main and salient

points in this respect.
In E.C.Arabic, a variety of well-defined sentence patterns 

and types are available* There are statable criteria, grammatical 
and situational, on the basis of which they could be classified. 
However, they will be assumed for the present purpose.

E.C,Arabic sentence types may be listed as follows:
I, De clarative:

/ £  sili~maan biy-zaakir filmakvtaba //
(Silimaan studies in the library,)

II, Interrogative:
(a) Particle interrogative: 
sili~maan biy-zaakir %feen

(Where does Silimaan study?)
(b) Non-particle interrogative:

/(_ sili-maan biy jzaakir filmak'taba / L  

(Does Silimaan study in the library?



(c) Various subtypes:
- Echoes:

/ £  filmak"taba // (In the library?)
- Alternative questions:
/// sili-maan biy zaakir filmak~taba / walla filsbeet/̂ /
(Does Silimaan study in the library or at home?)

- Tags:
f filmak^taba / mij " kida /̂ (En the library.Doesn't he?)

III. Imperative:
(a) Commands:

/^rufe zaakir filmak^taba /̂ /(Go and study in the library,)
(b) Requests:

/iL —tismafe ti zaakir filmak'taba /^/(Please study in the library.)
(c) Various subtypes:

- Suggestions:
/ [̂  ma tiigu n-zaakir filmak^taba / [̂
(Let's go study in the library.)

// -?ee ra?-yuku n_zaakir filmak^taba ,//
(What do you think of studying in the library?)

« Invitations:

/ L  ‘•’it facial nit-yadda ^sawa /̂/
(Come and have lunch with us, )

Bxclamatory:

(a) Exclamations:

/L ya ka"'riim /,/(How generous!)
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(b) Vocatives:

// ya ka'riim // (“Come here~ Kariim*)
(c) Various subtypes:

Greetings:
/ £ ,*?ahlem wa, sahlan /̂/ (Welcome to you, )

- Wishes:

^  „law siegaara // (If only I had a cigarette')
In the following, a statement will be made of what the normal, 

contextual function of each of the above sentence-types is thought 
to be, Similarly, the intonation pattern used in association with 
that function will be indicated. This will be assumed to be the 
unmarked pattern of the type in question.

Very frequently, a sentence belonging to one particular type 
may assume a variety of other functions normally performed by 
sentences belonging to other types. Under these circumstances, 
it may or may not have its normal intonation pattern. Whatever 
the case may be, the pattern actually used will be assumed to be 
marked. The following is an illustration:
H.l,/̂ / ^in-nama ~huwwa kajax^^iyya / £

(But he as a personality,..)
S . 2 , / /  hiiwwa k a ja x ^ iy y a  ma g an  ̂  dim  I  is _ ^ u u ra -  Ijw oocJfea//

(As a personality, he hasn't got a clear idea.)
H.3. / z . ?ana «~gaayiz “as?al -huwwa kajax^jsiyya / la' t;ilfa //

(I want to ask: Is he, as a personality, a nice man?)

s.A-./Z ' ?a /L (Yes)
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Utterance (2) interrupted utterance (l) before the latter was 
completed by the addition of the tone-group final in (3) to it,
S. mistook (l), which is grammatically incomplete, for a complete 
non-particle interrogative and did not give the correct answer to 
H, *s real question till he had heard the complete grammatical form 
said with its nornal intonation-pattern. It may be added that:
5./Z ?in_nama huwwa kajax^giyyot/ lajiifa//

( But he,as a personality, is he a nice man?) 
would also give the same answer as the one elicited by (3). However, 
the patterrP ihQWii in 1 (2) and (3) will be looked upon as unmarked forif
their types; whereas the one shown in (3) will be looked upon as 
marked.

X. Declaratives
The normal contextual function of declaratives is the statement 

of facts and opinions. Their unmarked tone-pattern is the falling 
one.

/ L  ana %?aayim_ba‘?a//( Well, I am going, then,)
bidd alha? il?utu%biis//(X want to catch the bus.) 
wa~fuut gaddukNtoor //( and call on the doctor.)

^?aaxud minnu rru^Jitta //(to get the prescription from him.)
wi yimkin ^ahla? bil_marra //(and I may have a hair-cut as well.)
yagni ^hargag mit'?axxocr //( This means I shall be coming back

late, « I may be late for dinner-)
Phrases and clauses having sepatate tone-patterns and occurring

initially or medially in declarative sentences are normally said with



191

level/rising Intonation.
Examples:

/̂ / na'biil yib?a. lmu'diir / wi -saani yib?a ssikirxtiir /
( Nabiil is the manager; and Saami is the secretary.)

/̂ Z fi~c[ilti mistan'niih/ wa ?avxiiran / zu^u^t /</
( X waited and waited; hut at last, X got fed up.)

/L ?ad%dimti gala 'bifisa / xat'taha / wi ?avSatt aj,tayal fi^landoon/^
( I applied for a scholarship; X won it,and hore I am studying in

London.)

Beyond these remarks, it is difficult to generalize about the 
intonation patterns of declaratives since they are capable of assuming 
a wide variety of contextual functions in addition to the one stated 
above. Xn consequence; their tonal patterns vary a great deal.

Given the appropriate context of situation, a declarative sentence 

may assume any of the following contextual functions:

(a) a general question:
1. /^huwwa-kaan mutaMayyin,//(He was a religious mane ,-,the person

to whom this was addressed is the son of the person about whom 
it was said. Propriety reqtiired that it should benstated;1 with 
a falling rather than rising intonation to imply that the 
answer anticipated is nyes, of course he was,11")

2. /£^yagni na JufHihJi w huwwa bjyisra? ilfti_luus/^

( Then you didnft see him when he was stealing the money?)
5. /L ba?a^sayyid'katab ki_taabu//?im naal idMuxla ?emta

( So. Sayyid .has gone through the nofficial11 weeding ceremony? 
When will theMactualMmarriage take place?)
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(b) a special question:

/ £ tab wil^mar’a 1 nag%riyya_ba?a / [̂
( And what about the Egyptian woman? -cases like this one can
always be traced back to an antecedent special question.-)

(c) an exclamation:
1. / ?il“bard inna-harcLa fofAziig //( The cold is horrible to-dayJ)
-2. / £'f'p±v ra ̂ gil da^dammu t ”?iil //( This nan is unlikeable at all*)
5* // law yigni luuni wa-vziir / yo/neen*bass /kunt a killis?aznit

3—S j3 SlK[clll/ /(If -they- appointed me minister for only two days, 1 would " ° “
solve the housing-problem.)

(d) an appeal:.

/ (̂  ?ikna '"s lissa ^badriy//?is ’saaga ma \gat Ji „ tisga /Z 
( It!s still early! It*s not nine o1clock yet! -to guests-)

(e) a protest:
/L %?ana na Xuftu,humXiy /̂ /( I haven *t seen them.*)

(f) a reproach, an apology, a correcting comment, etc.:

1, /£ _?ana ma sa?al takj „ inta / (X didn’t ask you! -reproach-)
2, // “^inta niX âfesan min ̂ 'yeerak /</( You are no better than anyone

else!— All are equal—)
3, f ?ana miX "'?aagict innak /,tizgal / ^

( I didn’t mean to offend you.* -apology-)
law "xhassi tif »hamniy /̂ /( If only you understood me.*)

\

3. ?ilmi"'saamih ka'riim /^(To forgive is to be generous!-)

6. mad"'riid miX „gagmit ilburtu „yaal /£
( Madrid is not the capital of Portugal’-correction-) 

7.H/^ Wi ?a",£adna-hnaak'‘̂  rbag ‘Pasa'biiS /

( And we stayed there for four weeks.)
N.//vbalat ?asa'biig / kanu f munAtaha lgajaaal/,/

( -Only- three weeks; they were splendid.)
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II. Interrogative** jy.i r ■ I mt »»■ TIP -■■■ “* ^1

Sentences

(a) Particle-Interrogatives
Although ^particles'* appear in.all types of interrogative

Sentences, the tern is used here to denote certain particles
/miin/(who,whom), /?eeh/(what), /feen/(where), /haan/(how many, how

Much), / 1 ̂ emta/ (when) , etc. which are the main, grammatical feature
characterising the sentence-type under discussion.

The normal contextual function of particle-interrogatives is to
ask for specific facts and opinions. Their unnarked tone-pattern is 
the one associated with either the mid or the low falling tone, A few 
reservations about this statement will be made below.

Examples:
/ L  -tfism. koocfritak ̂ eeh // (What is your -title-name?)

~sinnak kaan^sana // (How old are you?)
min ?ani %balad // (Where do you come from?)
hitiJ^taYal %f een // (Where do you work?)
”?eeh illkaaga H i  t-kibbi t/u fiiha filma^daaris gandina //
(What improvement would you like to see in our schools?)
?ec*nuug il ̂ xidma H i  hat ?addi j:iiiha l^wapanik lamma tir_gagi//
(What sort of service’ are you going to give to your nation when

you return?)
Phrases and clauses having separate tone-patterns and occurring 

initially in particle-interrogative sentences are often said with 
falling intonation,

// ?in~nuur wilNmayya // galaxmiin // 
j ( Electricity and water supply, who is to pay for them?)
\ // ̂il^atr illi--raayik%banha // biy"?uum is-saaga^kaam min_facjlak//

( The* -hrain. coinn* to Banha* When does it leave, if you please?)
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We nay now examine the following examples;

1. /c Tisnak-^eeh /L ( What is your name?)
2. /L -sinnak kaan^sana /L ( How old are you?)
Said as they are narked, these utterances would be abrupt and 
offending if addressed to a stranger. A nunber of devices are normally 
resorted to in order to elicit such ,!personaln information from 
a stranger. Some of them are intonational; some are stylistic; and 
some nay involve the choice of a different sentence-type either in
stead of or together with the type being discussed. The choice of any 
of these devices is largely determined by the speech situation. More 
than one nay be used simultaneously. Practically the sane informa
tion encoded in the first example nay be encoded in different forms.
The following are a nunber of these variant forms , arranged in order 
of precedence:

1. f£ ^isni s-yadtak^ee wal_laahi /^( What is your -title-name -oath-?)
( The inclusion of the suitable title is the first step towards 
meeting the requirements of politeness. Oaths, informationally 
redundant words, cone next.)

2, /[^wismi s~yadtak%*?ee gala kida/^CAnd what!s your name by the way?)
— •

( Redundant phrases, like oaths, are common tags. (1) may start a 
a conversation going; (2) occurs in the course of one.)

3* /L wismi s^yadtak^ee law sa makt//(And whatrs your name if you
~ ~ please?)
(.Polite phrases nay occur finally.)

l\.t /^/"VLsm ilka Nriim ?ee gala^kida /^(And what is the gent lemanfs-Lit.
” " the generous man*s- name by,.g)

(.Limited in use to illiterate people: a farm labourer to one of
the gentry.)

5* /^wismak^ee gala kida /[{ And whatfs your name, by the way?) .
( Now that we have broken the ice, there is no need to stand up
on ceremony.Let*s drop titles. (2) and (3) occur in the
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early stages of "phatic communion”)

6, /̂ / ni kibbi nit- Jlcrraf binag rifit%?isni s=yadtak /̂ /
( We would like to have the honour of knowing your name. -
Declarative-form-)

/Z '?ulli w'Ocl_ lotahi //«*?isni s"yadtak% ?eeh // (Imperative* Inter,)
( .Tell nej please. What is your name?)

8*, //"tisnak ti-^ulli ?isni s'yadtak ?eeh //(Please tell ne what your
~ "** name is?)

level
In spite of the frequency of the above^intonation patterns in daily 
conversation, those relevant to the type in hand are considered 
narked in view of the fact that they seldom appear in association 
with nnon-personaln interrogatives. When they do occur in association 
with then, they convey a variety of contextual shades of meaning in 
addition to the original message,

Ihe following examples illustrate the last statement and also 
introduce a nunber of other narked tonal patterns and contextual 
functions;

1. f ♦la^~mantu îJ* fah^niin /ma kaddij* /?alli Ji’ctJ'rock taani
. le eh//( Well, seeing that you obviously don't understand; «, /<-
-tell me - why then didn't anyone ask ne to repeat my 
explanation once more? - Inpatient reproach")

2. //„?inta b'tidris“leeh il luya// bitidjrisha gajan ̂tiŵ ocl liljnagna//

( What's the aim of studying language?The aim is to arrive at 
its meaning,- Deliberate and slow explanation-)

3. // wi lamna had'didak bilnujsaddas / ga"*nalti *?eeh //
m  S3 — ,

( And when he threatened you with his pistol, what did you 
do?- Intense interest and suspense-)
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/L ?eeh-vtaani Juf'tiih //(What else did you see?~cross-examining-)

5* f L  hiti£ nilha z.zaay //(How do you manage to do it?- perplexed")
6* //\rinta/i:iaalak //(And what business^it of yours?*-* Challenge-*)
7* //""featta law if ta\karti_kida /^^ana, feagmil"tjeh // fi'/Tiidi" ?oeh //

( Even if I thought so, what could I do - 1 have no power to 
enable me to change anything* resignation-*)

(b) Non-Particle Interrogatives 
In contextual terms, non-particle interrogatives arc questions 

which can simply be answered by /?a, *?aywa /(yes), or / la*?, *la??a/ 

(no)* Their unmarked tone-pattern is the one ending with a level or 
a rising tone.
Examples:
» ■ »  ii>i ill.nl

fL ?inta-xaarig ya mu^taia // (Are vou going out, Mustafa?)

feat fuut gala b-taag s'gaayir //(Will you be passing by a
cigarette shop? -tobacconist-)

m-tigib liij -sSilba bus jbaani k^biira m*., gaak //
Will you buy me twenty bustaani -s ?)

_na o-Sak/i/,rf akka // (Haven*t you got any change?)
*tab"taaxud gi,ncehti'fukkuh // (Would get me change for a pound?)

Combinations like the following are very common:
1, // fea^*"ritak-gaayN?abli // mij^kida //(You were here before me, 

-Declarative- weren!t you?)
Z v // ?it'fâ c|al si^gaara // miX bid'daxan //( Have a cigarette. You 

-Imperative- do smoke, don*t you?)
3, // "^iidak^malha // mitgaw'wara //(What*s wrongwith your hand? 

-Interrogative* Is it wounded?
/ L "*3-aa sa'lamtak //~?a?4ar~a£rotf ̂ ?isni s'yadtak //
( I wish, you a quick recovery. Can I know your name?)

-Exclamation-



197

The parallelisin between the above and combinations like the 
following is noticeable: v

/L ^ana ~kutti -gayza stasfiid bi_kaaga // “miX Nargag ,kida//
( My wish was to learn something; not to go back -just as I camel) 
Titles, oaths, particles, and polite words and phrases appear 

as much regularly in this type as in the preceding* Besides, there 

are certain grammatical features which, when they occur in a sentence, 

nark it as interrogative, irrespective of the intonation pattern With 

which it may be said.

1. // *?im~maal feas'kutluh //(Do you think I am not going to stop him?
— —  — -of course I am-) —

2. // ba'Pa'huwwa miX mig'gawwiz//(lsn Tt he married then?-I can!t
—  believe it I- or,-He is narriecL-

you are obviously misinformed-)
3* // ya-taroc 1 laban'gih //(I wonder whether the milk has been do-

 -----— liverods)
//-feaddiX gaayiz'yiXrab //( Anyone-else-wants a drink?)

5. /C ’huwwa^katta', sa^al //(Has he even cared?-He canft be bothered-) 
Stated in the order in which they occur, the grammatical features 
characterizing the above sentences as interrogative are : the presence 
of /?in *mal/(then?), the prefixation of /fba'?a/(so?) , the presence of 
/ya *tara/(I wonder?), the occurrence of the incomplete negative form 
/ IhaddiX/(Isnft there anyone?) as opposed to the complete form /ma,,, 
IfeaddiX/(nobody), and the order / fhuwwa fkatta !sa?al/as opposed to 

/ fkatta Vhuwwa *sa?al/(even he cared.). On the intonational side, the 
reservation above applies only to the second sentence, which may 
have a falling pattern instead of the falling-rising one character
ising it.

It is possible also to add that of the above sentences, only 
(?) and (̂-) require to be answered. The remaining sentences contain



198
thoir own answers and in this sense nay be said to provide rather 
than seek information. In this sense also they may be set apart 
from plain, interrogatives as a separate marked category, tonally 
as well as contextually.

The narked contextual functions which nay be performed by an 
interrogative sentence are almost unlimited. Some will be touched 
on in the following section. Only one example will be given here 
to illustrate the possibilities of this particular type in this 
direction:

1, // *?inta -gaay ma ' gaana //(Are you coming with us?-Plain inquiry-)

2. /L ?±nta gaay ma" gaana /IS " -Surprise-)
?inta &aay ma,, gaana /z< -Disapproval-)
?ln^a gaay maA gaana //( n -Flat antipathy-)

(c) Interrogative Subtypes
(a) The interrogative tag /miJ  /kida^ /(isn11̂  it ?_L )'
Examples:

1, //_?inta~roc.ayife il^beet // nij'kida //
( You are going home, Aren't you?)

2, // "sayyid mij mig%gawwiz // nij'kida //
( Sayyid isn't married. Is he?)

// hotc[~ritak mij-gaayiz iggurNnaan // niX'kida //
( You don't want the newspaper. Do you? -I see you are not 
reading it; I presume I can read it myself-)

The function of this subtype is to seek confirmation. The 
listener is expected to agree with the information put forward by 
the speaker in the first part.
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/ ’walla/ appears in interrogative forms in which the listener is
offered a choice between a number of alternatives, / ’walla/ cons-
tructions vary in form as well as in the contextu&l purposes they
serve. The following examples are given in illustration:
1« // hatix tcxar ilbadla n^hiih / ?irra/maadiy / walla l-*bunni //

( Which suit will you choose: the grey, or the brown?-
Choice limited to two alternatives-)

2. // 'kida / walla ^.laV/dsn ft this exactly what happened? -or:
Do you agree with the argument I h&ve
put forward or not?)

3* f L  tu?6ud 'saakit/ walla la? // (Threat.)" *" *
(Are you going to be quiet or not?) 

k* // hiyya l^yarda l̂ atwocl / walla Ikiitr //(Correction.)
( Which is longer: the yard or the meter?)* '

3* //^Jukrotn ya^ni/gaayiz / walla nij* gaayiz //(Request for a clearer
answer.)

( Does ’’thank you” -which you've just said-* mean you want this
or not? -/ ’Jnkrotn /(thank you) is said when a person refuses
or accepts an offer- a”loneljM/la?/(no)' would be rude-)

6. // ti^hibbi t̂ garrc&b 'diy / walla / diy // ( Open choice - The
( Would you like to try this one? Or answer is a yes/no one-)
this one-?)

7« // ba?a~nta ma tkaf-fikji<wakda fil?us'buuS/ walla t'neen/
( Is one a week not enough for you? Or two?

walla ta'laata bikki'tiir /L 
( Or three at most? - Insistent and rhetorical-)

8* //~hal illi bik-kallinRaglan / ?illi bid~diik ilnaglu^maat /
( Does tho person speaking, the one that gives you information,
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'faahim huwwa bik kallim gan ' ?eeh / walla ^la? //M
( -does- he understand what he is talking about or not?
the question word /hal/(roughly equivalent to inversion in Does 
he?) introduces the whole utterance-)

Two-item alternatives in which the last is as predictable as 
/la?/ and similar negative phrases nay not have a pause in the middle.

The two alternatives are then united under a high rise-fall or a high
rise-fall and a prolonged low level tone.
5* // „Jukrcxn yagni gaayiz walla mij ^ gaayiz//

The fall on the last item nay not reach bottom pitch in which 
case it combines the prominence of a fall and the note of query prod
uced by the prolonged low level tone which may also occasionally be 
present.
9* /L koc^ritik mal/guusa / walla  ̂ zawgit guctwn bigsa //

( Are you a student or the wife of a student?)

Owing to the predictability of the second alternative, / 1walla/
constructions are often turned into yes/no interrogatives by leaving

it out while, retaining /Vxalla/. Omission of the second item is even 
desirable when a ’’disagreeable” alternative follows an ’’agreeable”

one, and is ,no natter whether expressed or not, quite redundant,
10. // 'hiih // (sik^kitak " '?ahsan walla //—«

( -Tell me- Are you feeling better or...? - to a sick man -)
I1 or prominence to be given to / fwalla/ itself is not infrequent. 

This is often the way to express a whole-hearted invitation, threat, 
conviction,etc.
11. // ?a'giblak'badla /^walla gagala //(Shall X get you a suit or a

*
bicycle?-You choose.- to a boy-
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Primarily a demand for clarification,or a sign of increduli

ty? an interrogative echo is normally a repetition, (a) partial, or 
Ob) conplete, (c) verbally identical, or (d) slighly modified, of a 
previous utterance. The original and the repetition may be by the 
pan© person (A), or by different persons (A) and (B). There is also 
the possibility that it nay not be a repetition, but an inference echoed
by the speaker prior to giving his answer to the question or whatever
the source of inference may be,

1* A,/̂ / ?ul talhum\^eeh / a  What did you tell then?)
B.// ?ul tilhun yib|a~twuha"bukra ^ %̂ ubh/^(l told then to send it

. eg to-norrow morning.)
A t/L '?ul(_tilhum " ?eh / / ( What did you tell then?! ~(b)+(c)~)

Joulcra js'̂ ubk / a  Tomorrow morning?,f - (a)-)
2. A.//-‘?ee~ra?yak fi3ddL%taab_dah/^(What is your opinion this book?)

—  s/\
B.,// jra?yi " ?ana // da mudhij /^(My opinion? It is wonderful,

-(a)+(d)-)
3# A •/(/ gibli na^galla bil^az'yaa? walla b?ada^waat ittag'miil//

( Show me a magazine about fashions or beauty preparations?)
B m/ £  fi " nagsri*yagni // ?ana bak^kallim gala'hina /£

( In Egypt you mean? I am talking about here.-(a)+(d)~
inference from the preceding imperative challenge-)

By echoing a previous utterance in the form of an interrogative 
in tho manner of (2), or by introducing his answer by some interroga

tive form in the manner of (3), the speaker often manages to express 
his eagerness to be of servie'e. These devices are often used by 
parents and shopkeepers to produce a soothing or a favourable effect,
^  /L, gaayiz "diy //"bukra feaj’tiri ̂ haalak/^

( Bo you want this? Tomorrow, I shall buy it for you.)
1
3. f bi kaam il^keelu //^?illi t ?uul ga^leeh

( How much is the kilo? Whatever you say.)
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Echoes resorted to by the speaker as a means of gaining time 

to think of the next answer are usually said on a mid-to-high mono
tone. They are often interrupted by hesitation-fillers and pauses.
6. //~?ana-6aayiz"*?eeh ka-maan ya-siidi.. .//

( What else do I want.,.?)

The fact that /nij*/ interrogative constructions contain an inter
rogative particle but are not particle-interrogatives in the sense used

that
hero, added to the fact^they may not be interrogative at all in function, 
made it seem legitimate to treat them as a subtype. It should be stated, 
however, that they are of extremely common occurrence and provide a y^ry 
flexible medium for the expression of subtle shades of meaning.

It may be worthwhile to state the correspondence, or lack of it, 
between the function of some connon interrogative constructions. This 
may be carried out in the light of the specific information which the 
use of each reveals about the speaker!s state of mind with regard to 

a given piece of communication.

1, // huwwa nig' gawwis //( Is he married? - Xou are his friend;tell me.)
2, // huwwa mig'gawwiz // mij'kida //(So I take it, but is it true?)
3, // huwwa mig"'gawwis walla *?eeh //( Is he married or what?- He

is only a boy! - Or: Why then does he pretend otherwise?-)

A*. // mij* huwwa nig/gawwiz //( He is married, isn't he?)
5, //"miJ nig gawwiz / huwwa bmootib bass //

\( He is not married; he is only engaged. - Correction-)
The last sentence is not interrogative; it is only a step

removed from:
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6. /L nil bsayyid nig'gawwiz /L

( You Imovr whatJ Sayyid is married! -We were all curious to know-
exciting news-isnTt it?-)

As can be seen from example (A), the unmarked contextual function
of /nijy constructions is to serve as requests for confirmation .Example
(6) represents one of their narked functions, namely, their role as
messages providing information. The following examples illustrate a
few more of their narked functions.

7. // mi]* "kutti t^ulli gajan ^aS^il ki'saabi //
( You ought to have told me so that 1 could be ready!-direct

_ - .. reproach-)
// miJ* illi ~yi£raf ma^kanha yik'kallim //
( The person who knows its whereabouts ought to have talked!)

-indirect reproach-)
9. // mifbit~?uul kutti x£andi 'sayyid a

( Didn't you say you were with Sayyid?) -request for clarifi-
 ...  cation-)

10. // mij\dudt il'?utn / da "'lagna//
( Bon11 you mean the cotton-warm? It is a curse! -echo-)

11. // %m ± S 'inta / ~kaddi<yeerak yig'milha //
( Isn't it you!-you always do that- Would anyone else do what 
you did! -Of course not,- irony- between intimates-)

111. Imperatives

Of all the sentence-types existing in E.C.A., imperative sentences 
are unequivocally marked on the grammatical side. The essential 
characteristic of an imperative sentence is that it must contain a 
verb-form, Only two types of verb-forms can occur in this type of 
sentence. The first is the imperative form as in (a) /?is'makluh/
(Let him.)| the second is a neutral type as in (b)/ma tismak'luujy
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(don't let him.), and (c)/tis'makluh/(Do-Would you-let him,).
Example (c) comes nearer to suggestions and requests though this is 
not necessarily the case. Examples (a) and (b) will be treated as 
commands; example (c) will be treated as a wish, request, etc..

The basic contextual function of imperatives and requests is their 
use to co-ordinate activities. With regard to their unmarked tone- 
patterns, a similar distinction will be maintained between commands and 
requests: the unmarked tone-pattern of commands is the falling pattern; 
the unmarked tone-pattern of requests is the rising 0r level one,

// ~xud amma N?ullak ya_sayyid// (Come here,S. I want you.)
ta ga mma ^nin‘?il idduNlabda min hina//(Come,Let*s move this ward

robe from here.)
?inta t-Jiil min 'hina/ (You, carry it froia this sido;) 
wana '/iil £iin hina// (And I carry it £ro& this side,
-giin ?u'baali / ka-maan 'Jwayya/(Move it up with me; a little

higher;)
gala "'mihlak //"kaasib ilmi^raaya//(Slowly. Mind the mirror,) 
-.bass/^insiljba^a // ( That's enough; put it down.)

The range of contextual functions performed by imperatives is 
extensive and varied. They range from supplication and hope, through 
warning, to challenge and threat. The following exam'ples are given 
in illustration.1. / L jmat ilman~diil min -geeb il -vbadla /z

 ̂ ( Eotch me my handkerchief from my suit.-command-unmarked-)
2. // tismak tina~wil:ri ggar^naan

( Would you hand me the newspaper, please?-request—unmarked-)
3* // ti^?uum tikal"limhum fittili / foon//

( -Would it help-if you phoned them? -suggestion-unmarked-)
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She fact that a given imperative sentence is accepted "by the 
listener as "polite" whereas another m y  be criticized as Minpoliten 
need not relate primarily to their respective tonal patterns. It is 
generally a matter of context and choice of words. There are certain 
phrases which the listener would be hard put to it to accept or to 
obey without some resentment. The following is one such phrase:

*• ! L  . w?i*t;la£ %barra // ( Get out.) "command ~J)_ 
b. /Z 'barrot / £  ( n ) -connand+roquest-)

(a) has a tone of ’’authority";(b) suggests "impatience"; both would 
bo resented. The listenerfs resentment, however, need not be 
embarrassing in all contexts, A teacher or a father may use either
(a) or (b) to get rid of a noisy child. On the other hand, a house
wife tidying up the place, and having to ask her guest to move some
where else, is not likely to use even the politer phrase:
yy *
5. /^-tisnak titjia^al f±̂ ?oc|,t iggu'luus /</ (-request-)

( Would you movo to the sitting-room?)

With a"politc" verb initiating it, and a rising tone terminating its 

pattern, the above sentence still sounds brusque. An "oath" appended 
to it will make it quite intimate and sympathetic; evon when the first 

verb is omitted. No embarrassment would be caused by the following:
6„ /^/-tin?il fî ?oc[t ilgu-luus wal'laahi /^(-request+suggestion-)

( Would you move to the sitting-room? -May I suggest': ~)

Circumlocutions nay be a welcome antidote to embarrassment:
7, /Z di~?ii?a -wakda N barrot _bassi gala ma_notc[c|af il?o ĵ aacji,// Cccnnahd-

indirect
( Only one minute outside until I clean this room.)
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Again, a suggestion will be none readily accepted, than a cor.ir.iand 
in the following context:
8.a./^ tiwar'riini / £  ( Show me.-Request+suggestion)

1°*/L war' x*iini C Show ne,-Command-)
Said to a boy, (a) will be received with enthusiasm, whereas (b),
if at all heeded, will be obeyed with reluctance. A rising tone

(b)
on /war!riini/ would make just as acceptable as (a) and is in fact

A.

just as connon, Intonation here seems decisive. Oaths and circum
locutions would hardly be suitable in addressing children. On the

other hand, both:
9. a./£~ '?i?fil il%baab // (Shut the door. -Command -), and 

* - / L  ?i?fil il'baab / [̂  (Shut the door, -Connand+Requcst-)

would hardly be considered "polite" enough to address to grown-ups 

on the sane grounds mentioned in connection with (A).
The following are two possible ways of asking a visitor to 

stay for dinner:
10. a./̂ / ti^SudJi tit-ofadda n gaana / [̂  (-Suggestion+Request-)—»

( Won't you -stay- and have dinner with us?) 
bt/L "?u?£ud itNyadda n__gaana // (-Command-)

(-Stay-and have dinner with us.)
(a) is casual and informal. It is also elusive; it opens a door 

to an excuse like "Wo,thanks. Another day,", (b) is brusque and 
authoritative. It is also pressing; it closes the door upon any 
such excuse.

It m y  be safe to say that in business, falling intonation 
is both connon and acceptable,in so far as imperative verb-forris 
are concerned. The sane applies to rising intonation andnrequestTI



so?
verb-forns. The following are typical examples:
11. a *// ?id~diini tazkara daraga -talta l^banha law sajnafet /L 

( -Give me- a third-class ticket to Banha-if you-please.) 
b.// tiwag ̂ alhun liyayt il'beet law sa/nafet //

( Would you deliver then to my house -if you-piease?)

Polite phrases nay occur initially:
12*a*// law sa'nafet/id~diini tazkara daraga -talta 1 Ooanha// 

b*// law sa'nafet/ twcq3~j3alhun liyayt ilxbeet //
fc.ufc. p.'iii* M

Imperatives occurring in series usually follow a pattern similar 
to that shown by some types of closed listing or enumerations:

/L . Jiaat wara/ 'haat /- xud yi'miinak /'^jaaa^sib //
( -Go- back, back, turn right, stop -lit.be careful. .
-by someone to a driver backing his car in a crowded street-)

The following are a few more patterns and functions of this
type 'i
13« // "?iwga "Hikgar il*?i=zaaz //(Mind you don't break the

glass! -warning-)
1A* // ',;tayy:tb /",bass is"tanna //( Just you wait.1 I'll get even

with you, - threat-)
/ L *tayyib / /,bass is*tanna //( All right, 'Just wait a little,

M -impatient-) 
l6. // baj^alv;'dawja // ( Stop shouting! - protesting-)
17# // na tie"' ?al/i /N-gannuh //( Don't pay attention to hin,-

challenging-)
18. // "gibli na^galla jm(3j3<x bil?az'yaa?/ walla b?ada^waat ittag'mii 

( Show ne a magazine about fashions or make-up? -challenging-)
19» // " tab >7 middi J^wayya //(Do hurry up a little!- plea-

/Z „tab X g's gadagan wib?a zayyuh //( Just try to become
as -e *g-rich as he is, -
Nobody asks you to 
be better-)
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IV. Exclamat or y 

Gentences
Exclamatory sentences nay be marked grammatically in the following

three ways: (a) by their incomplete form, (b) by the presence in them of
certain markers like / ̂ amma/Oiow+adj, or adv.), /bi 1 Jakl/(to such an
extent.•.), /*nifsi/(X wish...), and (c) by their containing certain
words and phrases of emphatic nature which can only be exclamatory like
/moot/(extremely-hot-), /luyz/(extremely -difficult-), /bu?s/(extremely
«miserable«) etc.

The contextual function of exclamatory sentences is the expression
of opinions, tastes, and facts with varying degrees of intensity.Compared
with declaratives, with which they have much in common, they are usually
more emphatic. Very frequently, the only difference between a declara- an
tive and*exclamation may lie in the tonal differences between their 
patterns. Thus whereas the former may be associated with a simple fall-
ing pattern; the latter may have a rising falling pattern or any other
markedly emphatic tonal pattern.

Example s:
//,,'?amma 1 fasa.tiin filmahal• laat ga »miila b4 Juki //

( -X saw- some lovely dresses in the shops down there.1) 
kaaga ''Hihwis// wiV'kaam ilfus'taan //•*

 ̂ They are splendid! and how much is the dress -do you think?)
got/ara gjaeeh bass // yagni ya ba^laaj //

( Ten pounds only.1 How cheap* )
ruxg ittujrocab // *?is*mag _ ba?a //

( As cheap as -earth-! Now listen,)
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?id”diini *fea??i fusta"neen*bass/
Give ne the price of only two dresses;)
1:1a Ngib,fi 'y^rhun/^lruul is_sana // 
and I shall not buy any nore all the year round.)

The following examples show two tonal pattern
with which various exclamatory types including vocatives, 
and greetings may also be associated:

1, // Haw ma.gaaya f*luus /Taj5"' Hiri garocbiyya //(-One wish-)
( If 1 had -enough- money, I would buy a car.) (-to buy-)

2.. // ?il;ywadda , Ja?! Vjakl /yi^Yallib // (-One complaint-)
( This boy is so-naughty, that no one can bear him.)

(-to an unbearable degree-) ..
3. /L nifsi f kub.baayit la*moon / ti~kuun nital"'liga //(-wish-)

( How I wish for a glass of lemon, which would be -ice-cold-)
(-an ice-cold glass of lemon-)

// 77 ?ama* fikra / nud"'hitfa// (One exclamation of admiration-)
( Such an idea,1 How bright!) (-Such a bright idea!-)

- (l) is a complex sentence introduced by the subordinate clause 
/law/(if); (2), (3) and (k) are simple sentences, complex only in 
the sense that the main sentence comes first to be followed by a 
modifying phrase.
- Xn each,there are the following two possibilities:
(a) replacing the final rising falling pattern by a rising on© re
peating the one in the first group,
(b) omitting the pause and continuing the rising pattern of the first 
group (with the changes of meaning indicated) or extending the fall*^ 
pattern of the second part over the whole utterance,
- Xn the case of (b) each would convey only one wish, protest, ©tc*
In the case of (a), the meaning of each would be as indicated in 
brackets, and each would convey two wishes, protests, etc.
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Texts
The following texts have been selected from recordings of 

natural conversation in which a number of Egyptians participated 
on different occasions.

The participants represent a homogeneous group; all about 
the same age (roughly around thirty-five), all educated in Cairo, 
and (with the exception of N, who is a house-wife) all in England 
taking Ph.D Courses in: Economics (L.and A.), Metallurgy (S.), 
and Linguistics (H0)„

It is generally agreed that words are cumbersome tools when 
used to render the meaning of an intonation-pattern. Keliance on 
them for this purpose often incurs the risk of failing to render 
the exact meaning as is directly abstracted by the native listener. 
Besides, some meanings are so elusive that no words are readily 
available to give expression to them. As rough but indispensable 
guides, however, words are reliable provided that they and the 
meanings they are called upon to indicate spring from the same 
cultural background. But when reliance has to be placed on 
translation into a totally different climate of culture, the risk 
of blurring the meaning is unavoidably greater. When it comes to 
intonational meanings, unification of cultures is not always easy 
to attain.

No pains have been spared to minimize this risk.
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Invitation to Supper 

Time: 1 p.m. ... Place: S's flat. ... Cause of delay:

H ’s recordings, ... Dominating theme: food. ... S, as was known 
to all, was not in a position to act as host(i.e. prepare something 
for supper). Still, he makes the suggestion. H., the cause of delay, 
on whom the responsibility should have devolved, is x3**eo'ccuPie(̂ with 
the recording, and fails to see the point(i.e. act as host) until 
too late.

S , /L -^agnil luku gaja // (Shall I prepare supper for you?)
H.// ya sa" laam // -fikra ga"'miila _?awi //

(I say! What a sx>lendid idea!)
S.// ^eeh x ra9yak ya m_hammad//(What do you say,M,?-L.~)
L.// wal~laoch ana -waakil ,?u Nrayyib // ?in~nama magan diij Amaanig// 

(Really, I had something to eat a short while ago, but I have 
no objection.)

S . / L ”winta ya ^us-taaz ^hilmi // ~rcc9yak %eeh //
(And you, title, H„ What is your oxoinion?)

II*/L ?ana Jax-^iyyan *?a"' rahhab bil_fikra//
(Personally, I welcome the idea.)

S.// "tab ti kibbi -taakul ^eeh //(Well, what would you like to eat?) 
H ,/L = ° 9ayyi xkaaga // (Anything.)
B . / L  ^a^giblak 'beec[ ya m*kannad//(Shall I get you some egg,M.?)

L./Z nij ti?ul"'lina galli;gandak //(Shouldn't you tell us what you
have? -and let us choose?)

$•// " fiih  ̂beec[ / " fiih ^gibna / " fii rabba //
(There are eggs, there is cheese, there is jam,..)
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H.// ?in nana na mij misad%da*?ak gala jftikra //
( But I do not believe you, by the way.) 

s . /Z  'laa p a Jhiik a .glib .gaja // (I really mean it.)
a . / z  nij nag^uul _*(;abctgan // da wa?ti , gaja //

( Impossible, of course. Is this tine for supper?
- it is almost breakfast time I )

S.// a giih fi"taa  ̂// ba%' laaj .gaja//
(Let me prepare breakfast,then. Never mind supper.)

L.// _ huwwa H i  “gaayiz yi^giib^gaj'a/ yi *?uul a ' giib 0 gaja //
(If you really want to, you don't say "shall I ";~you go and
get it.)

A.// galgu^muum ir-raagil -waaxid ilmas ?ala ta-v’biiS3- jxctalî  //
(On the whcle, the gentleman takes the matter very naturally.) 
bi*"kees law -ikna gay^ziin / ni~9uulx9a gay^ziin^/
(So that if we want -sux̂ per- wa say yes w e do;)
^ mi j gay'ziin / ni,9ullu ba^laaj//

(If we don't, we say no we don't.)
S.// biŝ "' Zjabt // (Exactly.)
L.// bitfak"karni b gu-zuumit dum^yaat//

(This reminds me of the invitations of the people of Damietta.'- 
reported to ask their guest: // tit^’gajja / walla t~baat 
xa^fiif^ahsan //(Would you like supper, or do you prefer to 
sleep with a "light" stomach?)

S.// tah„agmil ' Jaay // ( Shall 1 make tea,then?)

A.// ?ahu ' dallana nij/gayzu b_gadd //( This is what I really don't
"** want *)

^Saayi2 Jaay //(You don't want tea! -Strange-)
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Ho/// ^inta^gaarif is__saaga 'kaam dil’wa^ti //

(Do you know what the tine now is? -we have heen here for too
long,)

S./Z A~kaam .yagni //( What tine is it,do you think?)
H.// ?is saaga nati'tlccgla-haaj’ it'neen dil’wa^ti/Z

(Isnft it about two ofclock now?)
A.// laah // ?is saaga 'wahda *yimkin //

(No. It is probably one.)
H*// A-'?ifric[ .wahda // ( Suppose it is one.-It is late, though.)o *"*
s . /Z  : “wahda A-wakda ya 0 ?axi//

( What if it is one o'clock! - do stay -it is still early-.)
L„// ^is^saaga "wahda w^tilt //(It is -exactly- 1;20.)

aH.// hay_?ullak "wakdaw ^tilti wafeaw A-tilt //
( He -S- will now say what if it is twenty past one!)

S.// wala y A~hinnak // (Don't worry!)
W Z  galgu nuun ahi *?aNgaaza // (Anyhow it is a holiday.)
H.// %x;ud si'gaara // si%gaara ya ?us_taaz'leesiy //

(Well, have a cigarette. A cigarette -title Leesy.)
*?it %faclcjcl ya ?us_taaz hi_seen si' gaara//
(A cigarette -title- H. -S-, islease.)
-wadi l^gilba 'xul̂ i"{;//(And there goes my empty box.)

A.// ’wi s,* gaara ka'A naan /L (A cigarette as well! -sarcastic-)
£°/Z wallag A- wallag // (Cone on, do light it. -A-didnft smoke 

_ regularly.)
L.// ^?inta ta~feet walla %lissa //(Have you put out the natch

or not yet?)
S.// ^gaayiz/wilga // îffocĉ al //

(You want a light? Here it is.)
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L.// 'Jukran // ™*?eeh ra?“yuk a-?uum ^ana g_miluh // _?eeh 

(Thank you. What do you think? Shall I go and make it?)
'ra?yak ya _gali //
What do you say, Ali?)

A t/ L  'Xukran //(Thanks,)
L0/Z Xukran yagni^'Uaaiz walla miX gaayiz //

"(You mean "yes" or ’'no'1?)
S./Z jrukt in-naadi m'baarih//( Did you go to the Bureau yesterday?)
L0// %laa ma rufetiX // (No, I didn't.) -- in naadi //
S.// 'leeh //_?±nta miX xa"ragti min xhina / wi N*?ult innak _raayikA 

(Why? Didn't you say yesterday, when you were leaving, that you 
were going there?)

L./Z?a***bilt iggaxmaaga//(l met some friends.)
S.//?a bilt igga""maaga ^feen // (Where did you meet them?)
L./Z ^gand il^us^taaz xgali // (In A.!s flat.)
S./Z wi lamma ?abilxtuhum / maruh tuuX in'naadi //

(And when you met them, didn't you go to the Bureau?)
A./Z ma ba“laaX ilka^lamda _ba?a //"tiigu tit^gaXXu ' gandi //

(Do drop this subject. Will you come and have supper with
me ? )

S./Z gu^zuumit marak'biyya / £ ( l s this "sailors' invitation"'.- »
an invitation impossible to accept like that of a sailor in 
the middle of the sea to a man on the shore.)

A.// % laa b _gadd // ?agmil“luku xbeec[ / wi 'gibna /wi ' gasal // 
(No, really, I shall offer you eggs, cheese, and honey.)

H./Z ga^' miil _?awi _kida // % ?ulhum _ba*?a bta_rii?a __tanya //
(So far so good. Say these things in a different way.)

L./Z ,beecj, // ( Eggs... -interrupted-)
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A,// »bee^ / wi -gibna / wi m-rabboc / wi maka^roona / wi'gasal// 

(Eggs, cheese, jam, macaroni, and honey.)
L,// " bassi *dool // (Is that all? -teasingly-)
A.// A-taklu-bee<?[mtaklu ^gibna / A-taklu ba^ taat ^  /

(You can have eggs, cheese...potatoes...)
°mulu xiyya / , ?illi gala " kefku //
( -a popular food-, whatever you like.)

S.// -tigrcxf “tigmil ilmuluNxiyya ya ?us taaz 'gali //
(Do you know how to make -above food- title^A.?)

A./Z ^ilmulu" xiyya // '?<x / / (  M... ? yes.)
S./Zbi tLtLag 'minrak raâ  'buuta //(Does it turn out well-cooked?)
A,// mulu-xiyya gaal //'(It turns out excellent!)
S.// nif~*sina nNdu?ha //(I shall be glad to taste it.)

Scene at a cafe
H./Z -tilgab ' tawla //(Would you like a game of backgammons?)
S./Z tigraf tilgab / /JS>o you know how to play it?-challenge-)— .
H./Z ”siid -miin A-yilgab / / ( I am second to none.)
S./Z __tilgab 'gaada / walla mafexbuusa /Z(-choice between two ways 

of playing backgammons- Would you like to play this or that?) 
H./Z gaada / mak-buusa / Nzayyi _manta _gaayiz //

(This, that, whatever you like,) 
s ./Z  vinta -yagni m'^aayis /Z(You are not afraid to take the risk.) 
H./Z mi-vaayis wi n u $ $ / / (Not in the least.)
S./Z ^tilgab galmaj'ruub/Z(Loser pays for the drinks?)
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H./£ '^algab galma/jruub // *?it~neen -^ahwa ^hina ya gar_soon //

( I agree, Two coffees here, waiter,)
S./̂ / 'feilwi _?awi // bassi mafi-naaj* min "'?ctr̂  // ?ahsan -ana 

(That?s it. But no tricks with the dice.1 Because X) 
g&rfak // bi"% tu?ruf3 // 

know you. You do play tricks I)
H„/̂ / ° ‘Pittâ fa*?na //(Agreed, )
S,/^ ya gar'soon // -haat 'tawla /̂ /

(Waiter, bring a set of backgammons,,)

Late to the office 
A„/^ ~?ee ya xfandi H i  ?ax_xarak liyayit dil,wa*?t 

(Why -title-have you been so late?)
* . / £ . ?ana -geet inna harc|a fil?utu'biis /

(To-day, I came by bus;)

HHutu-biis fis,sikka t" gafta! //_
(On the way, the bus broke down,)

A./^huwwaJfculli " yoom //_laazim locglak " guzr //
(Are you always coming with an excuse?)

S./^ wa, nagmil " eeh // fi , ?±idi "?eeh //
(I couldn’t help it. There was nothing 1 could do.)

A./^jnahi -dii ka'maan / _mij rii?it "Juyl//
(But you can’t carry on like that.')

S„/^ vhaac[ir ya __fandim // *?a'haawil aagi _badri //
(All right,title. 1 shall try to come early.)
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A,/^ ”'*kulli *yoom ti-?ulli t ̂ haawil ti,,haawAl //

(Every day you say you will try -you will try?)
“*kulli *yoom ti %tallcxg „ guzr //
(Every day you come with an excuse?)
?ifv%f otcjcLal ya ,fandi // " ruuh mak.tabak //
(You may go now. Back to your office.)

H.// ga^bctahi ilbxeer //(Good morning.)
L,// ?ahlan 'ahlan // ?i z jsayy ig^gihha //

(Welcome. How are you?)
H,// ?ilham&u lil'laah // ma Hiigi //

( Thank God, Bo Join us.)
L.// m±J %baayin yagni // (X don*t see much of you now.)
H . // wctl"iccahi • z ayyi • ma nt a"' gaarif // maJ* \ u u l . Jwayya //

( As you know, I am somewhat busy.)
L.// ?ij** Juyl jnaaji k" wayyis ^ walla //

(Are you getting on with your work or,..?)
H.// *̂?ahu- saaga .̂ kida w^saaga /kida //(Sometimes X do? sometimes

~saaga 1-waahid rob bina ^yiftah ga 'leeh / ^  ̂ ^
(Sometimes God inspires me,)

wi-saaga t^buggi tla^?iih itA-gccftcil //
(And sometimes X am delayed.)

" winta nj*a?al-laah feat̂ xallccg . ?emta //

(And when will you finish ̂ God be willing?)
L.// knl" laha Xsana sana^teen //(It is only a question of one ■

or two years. )
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In Search of a flat.

A./Z '?ahlan il?us_taaz hi__siin // (Welcome, title, Hussein.)
s . / z . ?ahlan biik // ?inta feen //( Welcome to you. 1 haven’t 

™ " seen you for agesJ)
A.// ga nalti "?ee f nuj-kilt is%sakan//

(What have you done about the question of the flat?)
s . /Z  gam'/naal a ^ /awwar /Z  < I an still looking.)
A.// ‘?iJ'"J'a‘??a lli fil ma^gaadi / ?illi J?ultu nnuku hat~ruuhu%fiiha 

(The flat in El-magaadi, the one you said you were going to) 
m/baarlh / ga naltu ^fiiha „?eeh //

(move into yesterday, what have you done about it?)
S.// "ruhti la-?etha %talat *?owci4 / -wanaygayz cr^'baga //

(I went to find it three rooms; whereas X want four.)
A.// M?ccgl ilnuj kila b^tagtak dil^ wa?tiy / ^ ^innak^inta yithay *ya?li 

( The problem you are facing now, is that you -it seems to me-) 
t„Juf " s ?ayyi sakan / %walaw bi'surga / wibag-deen tib?a 

(find any accomodation, even though in a hurry, and later on,) 
t,c(awwcGr gala ^ mihlak //

(yau can afford to pick and choose.)
S.// mij ^gaayiz %askun innâ harcja /-walgaazil " bukrct //

(X don’t want to move in to-day; and move out to-morrow.)
A.// fii *"waahid zi^nilna fil maktab / -*?alli nnu 'fii gan'duhum /** ft

(A friend of nine in the office, told me that where he lives,) 
Ja^i%teen fccc|/'yiin / fil^beet illi gam̂ buhtun /z*0*

(there are two vacant flats, next door to him.) 
s . / Z '  *fani ^hitta // (Where exactly?)
A.// filbnanyal // (In El-Manyal.)
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S./£ fil" manyal // 'kwayyis il_manyal „9awi f

(In El-Manyal? A very good place, El-Manyal is.)
A./̂ / ti~kibbi t-truklu nna^harc|a bagd ±c|/cluhr /^/(Would to-day after- 

- — ~ noon suit you?)
S . / £ magan diij %maanig // nit"*?aabil is—ssaga % kaam / £

(X have no objection. When do we meet?)
A./,/ ?is*"saaga ... 'xamsa (Five o'clock.)
S ./^"xamsa -kwayyis xgiddan //"^ana % fccocti /£

(Five suits me all-right. I have no engagements.)
A,/£ 'fab M&na hastan~*naak / gandi m^kcfttit issay-yida ^zeenab //

( Then I shall wait for you, by El-Sayylda Zeenabfs station.)
~ ^ b-tagti

S./^ b&^tagt itturun*"*wccay / walla l?utu*biis /£
"* A

( Tram or Bus station -stop-?)
A./^ bi^tagt 11 . ..H'̂ ctlr /£_ (The train station.)
S./^ xa'laog, // ka^kuun hi~*naak issaga %xamsa /^A

At the Butcher*s
£*/,/ pcĉ baak il'xeer ya gamni m^hammad (Good morning,title,M.) 
A./̂ / '?ahlan sa_gadt iljbeeh /^(Welcome, title.) 
s ./ /  v?ulli // ?ana^gaayiz "'lakma // fii^gandakvkida /'Pcclgiŷ yaat 

(Tell me. I want meat. Does it so happen, that you have 
'kilwa /̂ / nice pieces -to cut from-?)

A./^ dana -gandi ka^gaat gala keefak // tig"' gibak /£
(I have -things- up to you taste.1 You will like them*)
?ana ^gaayiz kitta gag-gaali kway^yisa /̂ /

(I want a good piece of beef.)
■k*/£ ^  "'fa^al ya _fandim / [̂  (Here you are, title.)
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S * / L %diyyat / jajyifha kway'yisa /£
(Is this piece, one of the good ones, you think?)

&■•/£, ^haaga get"' z>iima // ^wana -fii ' gandi / ?a^gazsi 'minnak/̂ / 
(It is great.1 Are you not my best customer?)

S./^ ?0-  laah yixal"'liik (God keep you*)

L  „l&hna aayyi 1"' ward / £ ( X t is as fre.̂ h as roses.)
S./̂ / hi'kaam ilkeelu /£ (How much is the kilo ?)

L  ?arki' giin j.̂ irJ' / (̂  (Forty piastre3.)
S*/Z 'wahuwa ka_zaalik // nil ha~?ullai tajaanya wtala%tiin 

(All right. I shall not say ,!thirty eight” -bargain-)
*m____________

& * / £ Xi faha 1 sagdt Il^beeh ya walad /
(Wrap It for -td.tl.e- 5boy. )
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A Slip of the Tongue

S./Z jsa-baah il~xeer ya %saami /̂ /(Good morning, Saamy.)
R./L N miin // na" bill // ^a^baah in'nuur //?it''NfacjcLocl /Z 

(Who? Wabiil? Good morning. Do join me. -welcome-)
So// Jukran //(Thanks.)

BMW ^  tort*

H./Z “tiXrab ^eeh ba?a // ~J&ay / walla ?ahwa/Z
S./Z lissa -Xaarib N*?ahwa //(X have just had a coffee.) ,

''Taay /Z (Tea, then.)
S./Z hnaa fiX _maanig/Z(All right.)
H.// ti hibbi ga-lee 'laban //(Tou want milk?)
S./L 'ba'gii't _t>ass /Z (Only a little.)
-H. /L ‘ "sukkcxr -^addi^eeh /̂ /(How much sugar?)
S.//mag'la?a jwahda //(One spoon.)
H./Z?inta _naawi ' tigmil ri^iim ya na 'biil //(Are you slimming?) V  

s./Z ?a-waamir iddukxvtoor ya “siidi //(The doctor9s instructions.) 
H.//'xeer // ?inta ^kutti gay'yaan // What? Were you ill?)
S./Z dana xatti -door ta ^wiil //(I was ill for a long time.)
H./Z laa sa^' lamtak // magan~diiX Xxabar // di^ii^a ^wahda _bass

(I wish you good health. I have no news of that. Just one minute, 
a^giblak iX Xa.&y/wibag~deen ife ^kiili /Z
I111 bring you the tea, and then you tell me all about it.)

S./Z ?it'facial // (Carry on.)
H./Z ?iX'Xaay ya na^biil // ^ih'kiili^ba^a /Z 

(Your tea, Nabiil. Wow tell me.)
S./Z ?inta “faakir lamrna ?abilNtini filmak"taba //_

(You remember when you met me in the library?)
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miX ?ul~tilak yo' miiha / ?inni bahissi b' dooxa /
(Didnft I tell you that day, that I felt dizzy,) 
lamma %?amXi X'wayya /Z(When I walked a little?)

H./Z 'faakir // wi bag 'deen -ha^al %eeh /Z 
(I remember. What happened next?) 

s . /Z  wi bag~diiha raw ̂ waht il,beet //wi^u"cj,aag ista-lamni
(After that, 1 went home, and a severe headache attacked me.) 
bi Xakli ga y^giib /Z 

H./Z fi -nafs il'yoom /Z(The same day?)
S./Z fi ' nafs il_yoom /Z(The same day.)
H./Z -hagcxl ' eeh bagdi Jkida /Z(What happened next?)
S./Z^umt ig ̂ ubk / li^bist /wi rukti lidduk^toor

(I got up in the morning, put on my clothes, and went to the 
doctor,)
^asli n-nabci / wict^ayi / wi bag“deen /haw Vilni galmus taXfa//* r C;

he examined my pulse, blood pressure,and transferred me to 
hospital.)
r̂uht ilmus' taXfa / wi gama-luuli ~kaXfi NXa-amil //

(I went to hospital, and they examined me thoroughly.)
wi ?a ̂ gadti h-naak ^usbu'geen / ' tafet ilgiJLaag//

(I stayed there for two weeks under treatment.)
a

wi h~naak gama-luuli nj^aam mu Ngayyan lil" ?kl /
(There they put me on a special diet,) 
wi mana^guuni gan 'kulli ?an_waag issukkariy_yaat //

(and I was not allowed to eat any sweet things.)
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H./Z widil wa?t iz-zayy ig xgihhot/Z(And how do you feel now?)
S./Z ?il hamdu lilNlaah // "^ahsan bik^tiir /Z(Thank God.Much better.)
H./Z yagni lgi-laag 'nifig / [ { S o the treatment was effective.)
S./Z ^bagdi ?usjbuug 'waahid / ma'kanjx _fiih/ “*wala ‘dooxa/

(After one week, there was neither dizziness,)
^wala g__cjaaS/Z (nor headache.)

H./Z wi daxl issukkariyTyaat figgu^cjaag / [
(What is the connection between sweet things and headache?)

S./Z sa ?alt idduk-toor 'nafs issu_?aal //
(I asked the doctor this very question.)
"^alli nni -fiih ba_waadir %cLotY*t _gandi / [

(He said I had signs of blood presseure.)
H./Z 9ata~biik ibta^deet tib?a ra Xiiq // *?ana fta"'kart 

(So that is why you look smart* I thought
irra_Xocaqa xdii wot_raaha ?as__bab tanya / [  
there were other reasons behind this smartness.*)

s ./Z  ?inta 5__̂ aahir A- faayi? ya A- saami //Vas*~baab zayyi 
( You must be joking, Saamy. 'Reasons such as what?)
^eeh^kida / [

H./Z ma”fiiX %daagi _ba?a lilka'*- laam //
(There is no point in talking now.)

S„/Z _laa A laazim ti_?uul // si migti haaga min ' hadd//
(You must tell me. Did you hear anyone say anything about me?)

H./ZMtakagocn "tigraf -gahbi mugNtafa // ?illi b”yidris ri^yao^a//
(Of course you know my friend Mustafa, Who studies mathematics.)
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’a'bilni min ?usbu Seen / wi-,falli ’innu -simig ?i..Jaaga*" a

(He met me two weeks ago, and told me that he heard a rumour 

gannak/ ?innak Inta wit-neen ta^laata mn ig haabak/M» 0

(about you, that you and some of your friends,
fi^rifela fjweelz // wi-?inn il”*Yara4~min^a lfar^faja witt&r_fiih/Z

(made a trip to Wales, And that the aim was to have fun,)
S./Z ?ana bas"'taggib lin_naas _diy // ?ab?a gay'yaan

(Oh dear! I am surprised at these people, I lie sick
filmis'tajfa / wi^badal ma-haddi yiigi ^yis?al ga'layya/
( in hospital, and instead of anyone coming to ask about me,
yi ?uulu lka-laam il"'faariy»da galayy^ / [
(they say this nonsense about me.)

H./Z maga~Y.eh.fi ya navbiil // ma^naddiX^'girif innak gay-yaan//
(Don’t take it to heart, Nabiil. Nobody knew you were ill.)

wi~kull -waahid luh maA~XaYluh //
(And everyone has his own troubles.)

S./Z ?inta gaarif il^iXa gaddi miX la.tiifot/Z "  ̂ o
(You know rumours are not a nice thing.)

H./Z wala yA~himmak // 'sibna _ba?a milmaw_c[ugda //
(. Don’t bother. Let’s drop this subject.)

?iz zayyi -haal xX%Xuy1 // ?arvrabti t'xalla{3 / [  
you your

(How are-getting on with^work? About to finish it?)
S./Z wala kaAman'v-sana // ~Xahri b-haal ahu ^aag filmus, taXfa //

(Not even a year will do! A whole month wasted in hospital*)
H./Z^laa^'laazim tijiddi _keelak // -gaarif zi^milna mah'muud //

(No, you must carry on. You know our friend mahmuud?)
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_*?illi b yidris fi 'weelz /%nagah filimti-feaan/iX-vXcxhr illi_faat// ~ \ ~

(Who studies in Wales? He passed his exam last month.)

ba gatli ga'waab / ~?alli ?innu xnagafe // wim saafir 'mcx̂ r/
(He sent me a letter saying that he passed,and will leave for Eg.

?iX'Xahr ig gaay // 
next month,)

s ./Z  dana kutti m gaah min ûsbu-^geen // ma?al~liiX innu ^nagah yagni// 
(But I was with him two weeks ago. He didnft tell me he passed.) 

H./Z ma ̂ gaah min ?usbu'geen // ' feen //
(With him two weeks ago?! Where?)

S./// fi" weelz /^l(In Wales )
H./Z fi ^weelz // ya^riiba //mij bit ?uul%kutti filmus^ tajfa//

(In Wales?! How strange! Didn’t you say you were in hospital?)
S./L 9ilh kaaya wma  ̂fiiha.»./̂ /(The fact is...)
H./Z ha?a Ihi" kaaya ■{;’£a.^wi±la / gan idA-dooxa./ wi(3(suA-cla<xg/

(Is this long, story about ’’dizziness” and "headache?’, 
wimag la?it ‘"suld a.? ' bass/ kul %ladda min ta?'% liifak //
(and "one spoonful of sugar", your own invention?) 

S.// ?ana wa raaya miX-waar nm^himm // 'laazim a_?uum //
(1 have an important business . I must go.) 
nuta X&kkir gala X'X&ay //(Thanks for the tea.)

H./Z ?il%gafw /Z(Don’t mention.)
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Mothers 1 Day

H./Z ?u'liili Jba?a // ^irroTbiig % gaay a huwwat //
(Tell me. Spring is coming.)
ti-hibb a ̂ giblik fus'taan / walla xgiblik *?eeh /Z 
(Would you like me to buy you a dress, or what shall I get you?) 

k -/Z . ̂?inta " gaayiz //
(Do you -really- want to?)

H./Z magany&iij* " maanig /Z 
(Yes, I do.)

N./Z -yalla giid il'“?umm J?arrab a'huwwat /Z
(Well, Mothers1 Day is only a few days ahead.)

H./Z ?a giblik * *?ee/ walla ?ee /Z
(What shall I get you? -This or that? -Just name the thing-) 

N./Z wal-laahi di^haaga _ba?a tabag^'zoo^ak *inta //
(This is entirely up to you.-lit. to your good taste-)

H./Z tah ana shagrl4 ga^leeki fea'gaat/ 'winti x__taar:i- // fus'taan/Z 
(Let me suggest things, and you choose* A dress?)

H./Z Amumkin //
(Possible.)

H./Z ^gaznia/Z^ Paar of shoes?)
N./Z 'la? /Z Wo.)
H./Z 'Janta /Z (A handbag?)
H./Z "la? // mafti " kir J* /Z (No. I don*t think so.)
H./Z gu'nilla // ( A skirt?)
H./Z 9in gu'nilla muhytarama / magan,diij "maanig /Z 

(If it is a respectable skirt, I will not object.)
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H./Z 5?iJ raki ba?a gu nilla mufe taroma yagni‘?eeh //

w »
( Explain what you mean by a "respectable skirt".)

N./Z Lyalya yagni // ti~kuun mij bi-taag gi^neeh walla g^neeh wi'nu(3fB/Z 
(I mean expensive; not one for a pound or a pound and a half!)

H./Z ,^a // katit iagi filga,% laali // N./Z A-laazim /Z 
(I see! You aim -very- high!) (I must.)

H./Z galgu~muum fus%taan mithayya'?li k_wayyis //
(On the whole,, a dress seems all right.)

N./Z hnaa gamlydiij A-maanig /Z 
(I have no objection.)

H./Z ma bitfakka"riij fi K kaaga tgi biiha lil?aw'laad //
(DonTt you think of buying something for the children?)

N./Z ?inta -gaayiz tigib'lana / 'mij lil?aw'laad //
(You want to buy me; not the children.)

H./Z . makna nta-heena 'minnik //
(We have finished with you.)

A Visit to the Dentist 

H./Z ?ilma"daam bitij\tiki min _?eeh // 
(What does the lady complain of?)

N./Z wal-laahi d"dars il^ax^raani _dah /Z 
(That tooth, the last one.)

H./Z biyiw' gagik /Z 
(Does it hurt?)

N./Z '9aywa / Z
(Tee. )

H./Z ba^aalu 'mudda //
(Has that gone on for a long time?)
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N./^ ba ?aalu yiigi "talat tiy^yaam diljwa^t f 

(ltfs been going on for about three days now,)

H*/Z Jt«b itfo4 '^ali // *if jtafci 'bu*?ik // _?il?ax**aani / £
(Please be seated. Open your mouth. The last one?)
*?aywa // H./' da" huh / [̂

(Yes.) (This one?)

N./Z ' ?awya //
(tes.)
_  ̂ //% ~

H./̂ / baayin — fiih tas _wiis gaamid// ti^hibbi feotcĵ ritik nix'lagu/^

(Xt is badly decayed, it seems. Would you like it to be extracted?) 

N./^ ^?illi t'Juufu _ba?a //
( It is up to you.)

H./^ tis-mahi tif^tahi 'bu^ik // kad^diilik"' hu?na xa fiifa xacclî //
£5

(Would you open your mouth, please? I 111 give you -lit.— a slight 
%% ml/ hatiw^gagik /£ 

injection. It will not hurt you.)
N./ /̂ mi/ ka" tiwgag /£ (Is it not going to hurt?)

H./^ ** laa mi/ ka_tiwgag // (Wo, it will not.)
N./Z ?it'fo«/c|al ( Carry on.)

H./̂ / k'wayyis // ' ?aywa // *xa^ locoes // has-tanna ka^maan -rubgi 
(Good. Yes. • -*It is« over, I shall wait for another quarter 

'saaga / wi bag“deen axlagjauulik // ?i£-tahi bu??ik 'ba?a// 
of an hour, and then I shall extract it. Open your mouth,
' maa txa^fiij* // Jaassa b" feaaga diVwa^ti /£

Don*t panic. Do you feel anything now?)
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N./Z %?abadan / [̂  (Nothing at all.)
H./^ has" seeti b*kaaga dil’wa?ti / (Did you feel anything just then?)
N./̂ / ' la a _?abadan /̂ / (No, nothing.)

/H./^/* /ayfa^ba^ad dirsi m^sawwis iz'zaay /^(Do you see how badly decay
ed the tooth is?)

N./̂ ( *,y âlloch // ^?inta xa" lagtuh /^(Amazing) Have you really pulled 
it out ?)

H./^ *xot laap // haaga sahia giddan /z
(It is over now. -You see how easy it was.)

N./g/ muta/ak'kira _?awi / £
(I am very thankful,)

Points of View
E . / £ -’ee ”"ra?yik filha%yaah _hina / £

(What do you think of life here?)
N,/^ kway^yisa // mag^uula yagni / £

(ltTs good, reasonable, I mean.)
H./̂ / ti-kibbi ti? gudi " hina

(Would you like to stay here?)
'?a.ywa // ^bass il-waahid yi^/uuf illi f'map ,//

(Yes, but one must see ~ oners relatives- in Egypt.)
Hn / L wit^siibi " mapr gala " j;uul 

(And you leave Egypt for good?)
N./^ "mi/ a%sibha gala ^tuul / ?il“waahid yi-gii/ -liina mudda 

(I donft mean for good. One can live here for a reasonable 
mag^?uula // "bassi f ?as ̂.naa*? iljnudda 'di /

(period. But during this period,)



?il̂ waafeid «laaz±ni yi /uuf ' ?ahluw / ha'baybuw /?&'rotybuw/^
(one must* see one^e family, the people one likes, onefs relatives.)
wibag-deen tir^gagi ** taani *hina /£

(!Ehen you come back again?)
N*/ ?̂ocgc|ak il̂ î qococma-hina gala" -£uul ’ yagni 

(You mean staying here permanently?)

H*/Z %?aywa /£ (Yes.)
^ * / L  ~ta*>a6 iggu%ruuf // ?in- kaanit i^gujruuf ilmadMiyya tib?a 

(Ihis depends on circumstances. If the financial conditions are 

kway'yisa / ma , fiij " maanig// ?in~nama law iggujruuf ilmad^diyya 
(good, there will be no objection. But if the financial conditions 

zayyi dll Va^ti'masalan / ma tis'kiah.f // ma tibx̂ i*tX //
((are like now for example, it will not be tolerable, or pleasant.) 

ma tib-^aaj 'giija yagni 
(It will not be a proper life, I mean.)

H./̂ / ^eeh ilma^Jaakil illi bit_?ablik fi tag_liin\ il?aw_laad

(■What are the problems which you face in bringing up your children?) 
H./^ 'hina_tabcxgan li_?anni mij’ ha n±?c(ar nikammil'luhum/

( Here, because we shall not be able to continue thetr education, 

fa,dr.lli tn^gibna // yagni ma bnid dilj* *?ahan 'rniyya. lilma^daar^ s, 
( thin is a problem for us, He attach na importance to schools.)
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H.// ~?eeh*" ?otkbar fpu-%guubcx bin_nisba lil?awjiaad bijsifa^gamma // 

f What is their greatest difficulty as a whole?)

N./Z ga'-dathum // ga^daat lingi'liiz 'hina / <yeer gaydatna " hna //

( Their customs. English customs are different from ours.)

H./Z ~?eeh ilga-daat illi mabtiggib*ki±X /Z 

( What are the customs you don't like?)

N./Z ?ixtilotat ilgin" seen illi zjyaada gan illu" zuum *dah //

( The ~more«*than~necessary~ freedom which boys and girls enjoy.) 

H./Z matwaf~?iiX -yagni gala %kida //

(You don’t agree to it?)

N.// 'la? " tocbagan // ?il waafeid 'mahma kaan mo'dern / ?innama
" •  mm mm

(Of course I don’t. However progressive one may be, one would) 

barcju mayis^mahXi '"libnuh / _?aw li'bintuh / ?innaha Huxrug 

(not allow one’s son, or daughter, to violate) 

gan ilfeu^duud ij4J*ary?iyya bta" gitna /£
(our Eastern customs.)

H./Z lakin mij “dii muX xldla binwa^gihha -hatta f'mot^r //

(But isn’t this a problem we face even in Egypt?)

N./Z maw'guuda // bass ikmin^naha miX ' gamma / wi miX ^Xamla l^kullj 

(It exists. But because it is not widesprea , and does not) 

yagni/ yagni mmh^uura f iaba-?aaj; mugay'yana / fa mahiy7yaaX 

( involve everyone5 that is, it is limited to certain classes, it)

mut^giba // yagni wa-^aj;najwapa*t mag'ruuf ga__dcaiu"?eeh/ 
( is not imminent. Our social class is clear about its customs,)
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wit bciagu '?eeh / wi na&Ji z'zaay / fa w~ladna bit' l<*gu aaŷ r̂ina 
(its practices, its methods; and therefore our children grow to be 

ta^'riiban /Z 
somewhat like us.)

H.// mathib^biij 'ibnik yi -kuunluh.' (3a'c|iiqah // '
(Wouldn!t you like your son to have a -girl- friend?)

»*/z- ma gan,dii/ " naanig // bassi y^kuun ""tahti taw^giih //
(l have no objection. But it must be under supervision. )
jnin il"?usra / yagni 1 *?abbi wil'*?umm / wi taqa liid ilmug tamag//
By- the family: that is, the father and mother, and the traditions

H./Z ti feibbi 'bintik yikun laha ôt/cjiiq /Z S0C^e^yB ̂
(Would you like your daughter to have a -boy-friend?)

N./Z ma *?a’ zunnij // %?illa n -kaan bima,sa&bit jiik //
( I donTt thinly so. Unless as a fiance.)

H./Z ga'riis yagni /Z
( A would-be husband, you mean.)

N./Z '9a /Z
H./Z jyeer 'kida %la? /Z 

(Otherwise, no.)

N./Z ya^guuz magrifa //^bassi yib?a "*fiih ?ij\raaf //
( An acquaintance may be a possibility; but supervision there must be.)

H./Z -^ee ~ra?yik fi mustawa Ima^giija „hina //
(What do you think of the standard of living here?)

N-/Z ^g&ndak il~geela lgavdiyya lmutawap' pita/bi^t^Nar bi-mamhar k %wayyis// 
( The average middle-class family, appear in good form.)



bin *nisba l?annaha ̂ i?c|otr tij_tiri fea_gaat mag'^uula /
(This is because #*f/can buy reasonable things, )

ss
wi Jak^laha la'tiif / wi ta nanha mag ?uul//

(which look very nice, at reasonable prices.)
yagni ha^gaat zayyi vdii f 'ma^r / ya^guuz tij'ti-riiha

( Things like these in Egypt, may cost more than they)
-v *

b̂ cx̂  gaotf ta__manha // ka"maan bi%yiddu 1 wi'laad /
(are worth here. Also, they offer the children,)

?akli mag^uul filmad_rasa //
(reasonable food in the school.)

H./Z t^^gucli %?eeh bil_*?akl ilmag_?uul //
(What do you mean by Reasonable food"?)

N./Z yagni 'lakmaw / :xu'c|aar / wi'fakha / wibkammiy^yaat mag ?uuia // 
(I mean meat, vegetables, fruits, and they serve reasonable) 
yagni t'kaffi lgi^yaal // tixal^liihum yij\bagu //

(amounts. Enough for the children. Enough to satisfy them,)

A Prospective Teacher's Dilemma

N*/Z ô-̂ baotk il'xeer ya ?ani_saat //
(Good morning, girls.)

?il%hi^^a lli 'faatit /Jarak*"tilku maw~c|uug il_qijra l?ar*kj,iyya// 
(In the last lesson, 1 talked about the earth's crust.)

?abli ma -tixlag il\ hip^a sa' ?alt/ ? ± z a kan fiih feaddi 
(And before the end of the lesson, I asked If any one of you 
^minku mi,f 'faahim / wi kul^luku ”?ultu fah^miin // mlj "  kida// 
(didn't understand, and you all said you did. Didn't you?)
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dil~wa?t ana ^hagnil ixti^baar ^u' yayyar / ^a^Juuf fah'miin/

( Now, I am going to give you a small test to see if you ) 
walla%la? / / “"kulln wahda t.*£allag 'wara?ah / wi^tiktib 

( understand or not. Let each one produce a piece of paper> and) 
ga~leeha ?is^maha // *miin illi -rafgco ^/bagha diy // na'biila// 

(write her name on it. Who is that raising her finger? Nabiila?)
^gayza ' ?ee ya na/biiln //

(What do you want,Nabiila?)
N.// ko4”ritak mg', -̂ ultij* inni fiih ixti/baar inna_harc[a //

(You didn't say there was going to be an -examination to-day.)
H./£ wana -laazin a^?uul ?ab'laha // ?ilmaf rooc[ innik bit^zakri /

( and must I say in advance? You are supposed to study )
7?awwil " bawdl // ^wana musta'gidd / fi %?ayyi 'lahsjcch /
(each lesson straight away. And I an ready, at any tine,)
?injnann ?af ah*'hinik iza ma kut >‘tiij* " fahma /£

(to make you understand in case you don't.)
v./l • "tismah tid-diina ^fikra sa^riiga gan ilmohcjuug /L 

(Would you give us a brief idea about the subject?)
/  /  C? wH./̂ / da ka^laan ya no/biila // miin ya ‘?ani-rsaat faakir*—4
( -Are you not ashamed of what you say, Nabiila? Who,girls,)
il?i ̂ ga-aba gnssu^alda // ^^illi fakra/ 'tirfag ^ubagha//

( remembers the answer to this question? She that remembers, is
4#  -- ...CS

?eeh // ma hnddij ‘ faakir // fak karu j% wayya //
(to raise her finger. What? No one remembers. Think a little.)

ma^haddij -rafctg pn̂ botagu yagni / / n ta ^ wi.lan“mantu mij fah^miin/ 
(No one has raised her finger* Well, since you don't understand,)
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«ma~’haddij‘itfalli ?ajrafe taani leeh //wi leeh IcuL luku ?ultu' ' ' •«&' **» , * SS

( why then didn’t you ask me to explain once more? and why did) 
fah "miin / ?il%feig|3a. H i  faatit //?ana' hajrctfe innu? &ii /a

'(you all say that you understaod, last lesson? I shall explain)
% taani // ^bag&i Nkida H i  -tifham 'tifham / %willi matif" ham//
(this point again* After this,-she that understands,understands5)
miJ* ^.a'ruuri _tifham // ?ilmu'hinm innuku tin" tibhu / witba*t"taln

(she that doesn’t,doesn’t. «, The important thing is that you pay)
dar-vdaja maga _hag(̂  //*?il̂ narra lli 'faatit/rasam^tilku %rasm

(attention, and stop chatting with each other* Last tine, I drew)
gassub'buura / yu*nassil takct~qaat il~*qiJYa l?ar^iyya //

(picture on the blackboard, representing the layers of the earth’s)
wijabbih'tilkuj3cr[fe il__kurot 1 'Par'ciiyya / *bit<xbct~?aaj; ilfi^iira//

( crust* And I compared the earth’s crust, with the layers of a pie*)
bit^lafegi^ee. ya na_biila5masalan/lanma bit ?atvta6i 'Ifi

(For example, what do you notice, Nabiila when you cut a pie ?)
N.///iz&i~biib wil>‘?ij‘ta ya_fandi //

(Sultanas and cream, title.)
Hi.// mijHaa Imct ĝuuci ya na^biila bissu^/aal // ?ana wha?<3uci tar'kiib

(This isn’t what is meant by the question, Nabiila. I mean the)
ilfi^tiircc / mij muhtawa 'yatha //

( structure of the pie; not its contents.1)
N .// tar kibha ya " fandi // bitib^a mukaw wana min di' ?±i?/wisuk'kar/

(Its structure, title? It is made of flour, sugar,)
wi a'biib ya __fandi //(and sultanas, title.)

1. Un>English expressions are intended to give an impression of the
corresponding E.C.A. structures.



H .// A«* laa // danti »muxxik sar kaan A-xc«xlij3 // ?inti "^laazim
*

(Oli., no* Your thoughts are miles away. You must be very )
ga^gaana // tab di"?ii?a xwahda // "feen ittaba^Jiir//

(hungry. Just a minute. Where is the chalk?)
?aadi lfi ^ ± ± r a / /  ' kwayyis // wi^haktib tah^taha bil-xatt

(Here is the pie. Right? Below it, X shall write in big
ilgct'riicl, / fx ~tii :rcoh // naf'huum // dilwa?ti lanma btig'mili

(letters: p i e .  Understood? Now,when you make )

IfijtXir/ X)it hutti X Sa giina gala 'fuul / walla btig'mili ^eeh// —  ̂ ^ ■* •* •
( a pie, do you put the dough straight away, or what do you do?)

N.// binhut_taha tc'ba.' ?acot ya „fandir//
(We put it in layers,title.)

H./̂ _?al.lctcth yiftah galeeki // ?ahu daa 11 ana „gayzuh//
(Well said, at last. This is what I want.)
<?itMta^a?a X' ?uula / Jcida jiasalan //(The first layer,like that;)
wi ^foo? 'minha / ^i-^aba^a tNtanya //(on top of it,comes the

second;)
*wit%talta// 'waha^kaza //(then the third; and so on.) 
wi^been “kulli witNtanya / xfii ?eeh //

( And between each layer and the other, what comes there?)
N.// ^t^c^cc an is'samn / wis'sukkccr / wizzi'biib ya _fandi //

(A layer of butter, sugar, and sultanas, title.)
L Ya6nX _nirsim 'xatt / been kulli "*taXa‘?c/wit ̂ tanya //
( That means we draw a line between each layer and the other.)
'hina / fctagil -sukkctr wiz ̂ h±±b// wi'hina / "facx̂ il -sukkar 

(Here, a layer of sugar and sultanas; and here, a layer of sugar)
wizxbiib // xwaha_kaza // (and sultanas, and so on.)
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x*?ahu ya ba'naat / Ĵ ccth il-kura l?ar'^iyya / %k±da //mu_kawwan~min 
(This, girls, is the sane with the earth!s crust. It is nade up of) 

tccbâ qccnt// ta“*naam / Nzayyi taba_qactt ilfi^'tH*1 /[_
(layers, exactly like the layers of a pie.)s./z ̂o~baafe ilNxeer /L
(Good morning.)

H./Z FZ  ̂baafe in'nuur yajkae},rit ilmu^fattij /£
(Good morning, inspector.)

S. //Ja ^ X ~rItak il?us taaz hi'Juan f  

(Are you -title- Hishaam)/?)
H./^ '?aywa ya jfandin /£

(Yes, title*)
_ i

£./</ wi ha<^-rltak mu^darris €^iyo" lo3^ya / walla tad^hiir nanjsili/^

(And are you a teacher of geology, or domestic science?) 
H-/^iy°vl°^ya ya sa.&adt il.beeh // "leeh feac(>~ritak fa^kirni

(Geology, title. Why do you think I am )
mu darris tad biir nan zili //rr X  ~  '

( a teacher of domestic science?)
S . / I ?ana -Jaayif gassub buura fi'tll^w / 'sukkctr / wiz'biib /

( Ihere on the blackboard, I see a pie, sugar, sultanas,
-tisnak su^?aal 'waakid 

(May I ask you just one question?)
H./£ ?it'facial /£ (Please do *)

*™ti*̂ ar ti-?ulli ^daxl ilfi^tiir ,;fil<̂  iyo.lo <̂ ya* ?eeh
(Gan you tell me what the connection between pies and geology is?)
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?a gaawib 'ana ya 'fandi /L 

(Shall I answer, title?)
H./̂ £ na"'biila // nil! nag"' ruuf // '‘is"' kuti // J?cc<3li ya sa* 

(Nabiila! p0 me a favour* Be quiet.1 The matter,)

gadt ilw beeh /£ 
title, is * •«)

ghoBEing
H, / L ^?e© da" icullu ya jsitti na.gaah // ?it*?ax“xarti ga-leena ̂ .xccolig 

(What is all that, title-Nagaah. Why have you been so late coming) 
lee , kida. / [̂H M' iw***

(home ?)
N./̂ / ?aj3l is^suu? kan -aakma "'giddan innâ hctrcja /£

( The shopping centre was very crowded to-day,)
• / /  rf

H-/^ '^aywa n^nama,. .^taxdi sag teen it :,ooeen gajan tigi^bilna „Jwayyit 
(Yes but,..You take two hours ■ ' to buy us some vegetables?) 

xu tr ̂ .aar /L
î̂ -ta. gaarif ilmij\waar wiil /wil~wahda gala ma bNtu*?af 

(You know that it is a long walk, and by the time one stops)
^hina w'hina / bi~yaa:xnd ^wa?t _barc[uh 

(here and there, one has to be late.)

H./^ wigib tilna ^ee gala _ki&a m^gaaki / £
(And for all that time, what have you bought us?)

N./^ xu'cjccar/ wi'fakhaw / wi'sukkar / wi “kulli -feaaga ga-vyizha l__beet// 
(Vegetables, fruits, sugar, and everything the house needs.)

H./^ wiz^zayyi ?as~gccccr isNsuu? innajaarc(a / £

(And how are the prices in the shopping centre to-day?)
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N.// ~fiih ha-gaat ?asxgctrha'kw.ayyisa / w~fiih feâ gaat ?cs,sgarhct 

(Some things have gone down; some things have gone up.)
r Haf agit//

H-/Z ?eeh ilka-gaat illi r ̂ taf agit //
(What things have gone up?)

N.// ?is'sukkar 'masalan //
(Sugar for instance.)

H.// ^ruhti 1'wahdik/ walla kan ma~gaaki hadd //
(Bid you go alone, or was there someone with you?)

N.// jruhti 1'wakdi // hassi ^a^biltl^a'fiyya fi sjsuuV/
(I was alone; but X net Safiyya in the shopping centre.)

H.// ga fiyya gab" baas //
(Safiyya Aabbaas?)

N./Z '?co //(Yes.)
H.// ^hunma 'gun //(Have they come -i.e. the whole family-)
N.// '?<x // "’gum ^u^rccyyib //(Yes. They crane recently.)
H./Z mirtaA~hiin .hina// (They are comfortable here?)
N. // nir t a~hiiia*.~ ?awi// (V ery c omf or table.)
H.//biy^'?uulu"?ee gala 1-haala f %ncô r//

(What do they say about conditions in Egypt?)
N./Z biy *?uulu 1—haala ga^-miila / wil balad ba?it A«?agmal/

(They say conditions are splendid; and the country is becoming more) 
winctbjpu ' tiin _?awi min hi^naak//

(beautiful; and they are very pleased with things in Egypt.)

H*//vaf_tikir na bij’tî kuuj' nilmaj3a_riif wala ^haaga " zay^ yina //
(X think they do not complain of expenses or anything like us.)



N ’/Z ^aa// da “tib?a gi^Jithun *~ganna *hina //
(Of course not. Their life here will be very happy.)

H./Z nij' -kanu ” ?aalu hayzawwiNdulna Imu^ rattab //
(Didn’t they say they were going to increase our salaries?)

N.//A~' yaah // hilA-lini // ya~guuz; yizawwi^duu wi ya^guuz mayzawwidu A ~ huu J/ /
(-Don’t be too optimistic- It takes time. And they might not after all,

H./Z " laa ya _Jeexa yinkin yizawwi'duuh //
(There is still the possibility that they may,)

N./Z ;> ?ah .law yizawwi.duu .ga-Jarcx g.nee ka’maan /Z 
(If only they increase it by ten pounds.1)

-&
H./Z jailor ^nidfag ?i^gaar iXxJ*a‘?<?a jwihna ̂ nir hiin /Z

(We shall then be able to pay the rent without discomfort.*)

In contradistinction to the above extracts which depict ordinary 
everyday aspects and situations, the following tend to tackle serious 
topics, A tendency towards shorter ’’phrasing", longer "paragraphing", 
and obvious preference for the Classical style,is evident throughout.

Intonation
A./Z ^bassi ”huwwa 1 Ya %riib _ yagni / ?innu bithay ya?li lhnagna /

(But the strange thing is that it seems to me that it is the sense,)

Jiuwwa lli b'yubriz/ biwu'cluufe /-?eeh illi i;waafeid tju?" f3u<3,uh//
(-the meaning- that shows clearly what one intends -means-.) 
yagni _?ihna ~wikna bnik_ kallin / yib?a dayman/ bin haawil• *"* ttm

(im mean that we, while we are talking, we always try )
ni'gabbccr bilka^laan bi'tagna /' gan ilna ^gaani //

( to express, with our words, the meanings.)
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fa b -y±b7a fiih tay'yilr fi n haytllka'laan / 7il-waafei&

(A change occurs at the end of words by neans of which ono)
-w ̂   ̂̂ —

^yu^uci ^biih ittag'biir San ^nagna nu_gayyan // fi 'fearakit 
( neans to express a certain meaningf in the movement of ) 

il?a-;3mwaat naf_saha 
(sounds themselves*) 

a.// Ict'^biigi // bassi lamma bif’kuun il^gumal / fil ka laam il'gaadi/ 
(Naturally. But when sentences occur in ordinary speech,)
bit“*buj3£i tla-^iiha 'gunal/ t^wiila // " nij1 'gumal /

(you find that they are long sentences. Not sentences;)
Joiyya gi^baara ' gan / ka^laan // muta%/aab±k naga b̂agcj.u //

(They are -nothing more than- talk. Inseparable.)
bi^hees Vinn ±ls'gumal/ mal^haaX hu-duud Nbayna //

(So that the sentences have no clear boundaries.) 
?il~lihna fi ilki^taaba / bin hutt̂ - 'wa?fa / wibinjhu*t1> 'f aglet/

( Whereas in writing, we insert fullstops, and commas,)
wibinjautti ha-gaat min ' diy / ma fiij' tar'qiim filkaJLaamjiafsu// 

^and things of this sort, there is no punctuation in talk.)
fanta mut tctrri tasta^dilli gala _haazih ilhu' duud /

( Therefore, you are forced to lay your finger on these boundaries,) 
gajan 'tî cjar tit-gaamil maga Jaittit ka laam suycty ŷara //

(to be able to deal with a small bit of talk.)
mij mag-^uul ha ^taaxud kalan ̂saaga b'haaluh / wi

( It is not possible for you to take an hour!s talk, and yet)
tihal_liluh //

(manage to analyse it.)
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An Economists View

L.// ”xitta zayyi -xitt'it ittan^miya bta_gitna //
(A plan like our development plan*)

?amna y^kuun —fiiha sittu miit subgujmiit ma/ *ruug _masalan /
(If it comprises six or seven hundred projects, for instance,)

wi yif/al 'xamsa / ?aw ̂ ga/ara'minhum / ^haaga -tafha 'giddan//
( and then five, or let!s say ten out of them, fail; the loss is)

^gaayiz b̂ccĝ , ilma/a'riig/ ma ha"a^9it/i "miyya f^’Umiyya min
(very trivial. Possibly, some of these projects me7 not hchieve)

9ah_dafha // gaayiz ti ha"a9 'bass/ ta”manya wtis-vgiin
(one hundred percent, of their objectives. They may achieve only) 

filjmiyya// ?aw ' xamsa wtis_giin // wi^gaayiz bag~c|aha
(ninety eight percent, or ninety five. Some may )

-fa/al ' xcxalî  // yagni ma nig'feuu/ //
( have failed completely, that is, they have•’not succeeded.)

lamma "?aagi %ana ya mu_haqqiq iqti (3ctctc|i /'?a<w*?uul N Veeh
(When I, as an economist, come to report about what happened,)

* Villi 'fecĉ al / ?awwil f̂eaaga ma^uljiaaj lin'naas/
(the first thing X would not tell the people, -the last thing I say-)

„ - a?it
?inn il^xitta b^tagti fea9_9x"#miyya filMniyya //

(is that my plan has achieved one hundred percent.)

hay%?ullak gala 'tuul / da ka' laam da gaa9i //
(The immediate reaction will be that this is propaganda.)

X./£ ma_fii/ fid"' dinya / xxtt“ /  ti_tallag ' niyya fil_niyya / /
(There isn't a plan in the world, that would be a one hundred )

percent success.)
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On Solid Ground

H.// 9ilnaw-cLuuS~9ee bisĵ gabt illi btid_risuh //
(What exactly is it you are studying?)

S.// *nccwvcjuug / gay-ziin ni^Juuf s?eeh ittafaguJLaat illi bWtih^ccl/ 
(~Ihe-sub ject is, we want to see what reactions take place ,) 
^gand dara~gaat ha-rctarcc % galya // wib"tih^ccl iz^zaay //
(at high temperature* And how they happen.)

wi"?iza xkcc[3alit / ~?eeh i££i^aat illi btitjiawwil 9i„leeha 
(And in case they happened, to what qualities would the solids)
1 madda ^ âlbco// ?aw illi btakta^sibha 1 madda  ̂jsalba // 
(change. Or which the solids acquire,)
hal bitit%kassin igpi'faat // 9ihna gan dina ^ifaat diyyat/ 

(Do their qualities improve? To us these qualities are ) 
-hiyya Imu'hinna // gala Va^saas innak bit% guzha fil ha yaah 

(important. On the grounds that you need them in )
ilgama_liyya //

(practical life.)
E * / L "?ee itta^gaarib illi bit„9uumu=biiha //

( What kind of exx^eriment do you make?)
"smug itta~* gaarib / ?in~nihna gan dina l?ag saam ig~^albct/

" -wSSf

( The experiments we carry out: Solid bodies behave in line 
vbabag tar^kibha // lamna b~yinzil ga-leeha «w?ayyi ?i/'gaag/

( with their' structures t When any rays fall on them, they 

bi tigkis _haazihi l^a^/igga / /  ba—laaj a^^uul bi^tigkis 
( reflect these rays. Let me not say -They do not exactly- 

il?a' /iggct / biHiddi llifena binsam'miih /
("reflect rays" ; but give what we call:)
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H,/̂ / ?il* pattern (The pattern,-said as a guess,-)
S,/̂ / law '?±nta samyneetu 1'pattern/ %?ihna binsam,miih ii^latis //

(If you call it the"patterny,we call it the "lattice",)
^illi^huwwa tar~tiib iazar-raatvguwwa l_nad&a /̂ /

(Which is the arrangement of atoms inside matter,)

H*/iL  J *1 di ha—gaat ?asa%siyya//** an ' — .
(These arelessential-part of your work-?)

S,/^ 'dii ha^gaat ?asaj3iyya / £  (They are essential)

^gandak -masalan ilka'diid // *?ilha diid *"kaza %nuug min ilka_diid// 
(Take iron for instance. There are so many kinds of iron,)

bit-?uul ha^diid 'zahr / wi ha diid '(3ulb / wi ha^gaat mih/diy/
(You say "cast" iron, "steel", and things of this sort,) 
h uwwa 'fiih ha^diid // fii ' gun^ur ilfea^diid //

( -In all- there is iron. The "element" iron,)
• -  —lakin tar'tiib ilha^diid fis'zahar/Veer tar%tiib ilha>~diid fig pulb/^

(But the arrangement of iron in cast iron, is different-from its
arrangement in steel.)
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