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Abstract

This thesis proposes a pitch-accent description of the pitch
features of several dialects of the kiKongo language {Western Central
Africa), hitherto considered tonal. Evidence is given that contour
variation for the purposes of focus and emphasis exists in kiKongo,
ie. that there is an intonational overlay to the basic pitch-accent
system, The common pitch feature of 'bridging' (assimilation of low
pitches to surrounding high pitches) is shown to be comparable to
phenomena in three other Bantu languages, and like them has connotations
of focus or emphasis. Previous systematisations of kiKongo pitch
features are discussed and shown to be broadly comparable, especially
in one area: comparison of the various tone-classes established in
these works suggests that there are in fact two main accentual classes
in kiKongo - rising (low initial)} and falling (high initial)., These
clagsses are distinguished on words in isolation, but not on words in
context. There is thus a three-tier system: accentual classes, pitch-
accent system, and intonational overlay. Examination of pitch placement
in the different dialects allows us to delimit four main dialect areas.
Creole kiKongo (kiLeta) is shown to differ from kiKongo proper in that
high pitch usually occurs on the penultimate syllable of the word
rather than on the first syllable of the stem, and the development from

one system of placement to the other is discussed.
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CHAPTER ONE

Introductory Remarks

1.1l: dialects referred to in the thestis.

This thesis deals with material from several dialects of the
Kongo language cluster (kiKongo). The cluster is listed as H10 in
Guthrie 1967-71, The dialects in question, classified as H16 by
Guthrie, are as follows (with equivalents in Guthrie's listing

when they can be distinguished):

kiMbanz' aKongo (H16a?)
kiYaka/kiNtandul (H16g?)
kiZombo (H16h?)
kiNtandu 1 (Hle6g?)
kiManyanga (H16b?7?)
kisiNgombe.

The thesis also examines creole kiKongo, referred to here as kileta.

1.2: domain of kitKongo.

An exact idea of the geographical domain of kiKongo is difficult
to obtain. The language (or, to be more exact, the cluster of dialects
comprising the language) is spoken over a wide area in northern
Angola, western Zaire, and southern portions of the République
Populaire du Congo, as shown on the map in Appendix l. The number
of speakers of kiKongo is estimated by the Encyclopaedia of Africa
at around four million,

1.3: dialects.
1.3.1: number of dialects,

Estimates of the number of dialects comprising the cluster vary.
Laman 1936 (pp. xl-xci) lists 13 main dialect areas, and Guthrie
1967-71 (vol. 2, pp. 51=52) also has 13 members in his Kikongo
Group, though there is only partial resemblance to those described
by Laman, Van Bulck 1948 (pp. 359-392) lists 58 dialects; Bryan 1959
(pp. 56=62) repeats these, and adds about 10 more mentioned by
Guy Atkins,.

1.,3.2: dialect aress.

My informants gave dialect listings differing somewhat from those




in the works cited in 1l.3.1; their names and distributions for the
central and southern dialects have been given on the map in
Appendix 1, and will be used throughout the thesis. For the
northern and eastern dialects the names used by Laman 1936 have

been retained.

1.4: prevtous study of kiKongo.

Ever since the Portuguese explorers came into contact with the
Kingdom of the Kongo in the 16th century (see Balandier 1968, and
for an early account see Pigafetta 1591), the kiKongo language
has been the subject of study (van Bulck 1948 pp, 334-59 gives an
annotated list of early materials and authors). At first this
study was mainly to aid proselytising among the baongo - a
catechism was published in 1624 by Cardoso (see Bontinck and Ndembe
Nsasi 1978),_and another priest, Brusciotto; followed this with
the firstié?gﬁggr of the language (see Brusciotto 1659, Grattan
Guinness 1882), which was also the first devoted to any Bantu

language (mo far as we Kknow).

Thereafter there were many grammatical studies of various
dialects (for a good listing to 1948 see van Bulck 1948). The
methods of description first developed for Latin and Greek were
used in most of these studies, except for the more recent ones
(eg. Carter and Makoondekwa 1975, 1979; Daeleman 1966; Jacquot
1967; Lumwamu 1973; SOderberg and Widman 1966, etc.). The study
of syntax has, however, been barely touched on, except for some

preliminary observations in Guthrie 1961 and Carter 1973.

The first dictionary of kiKonge was compiled by Fr, Georges 2
(see van Wing and Penders 1928), and thereafter several other
dictionaries were published. The two most notable are Bentley
1887 (with appendix 1895), dealing with the southern dialects,
and the monumental Laman 1936, dealing primarily with the central
and northern dialects. Laman's dictionary is one of the largest
for any African language, and is carefully tone-marked

throughout (see also chaptbter 14).

2.0




Other scholars have collected and discussed kiKongo literature,
both written and oral, To take a few at random, we may mention
Struyf 1908, 1935; deClerqg 1939; Dennett 1898; Nsuka 1968; van
Roy 19633 Mbelolo ya Mpiku 1972; Jacquot 1978, There have also been
ethnographical studies such as Laman 1907, 1953-68; Bittremieux
1923, 1934,

1.5: tonal studies of kiKongo.

There have been a few studies of the tonal aspects of kiKongo:
Laman 1922 (one of the earliest extended studies for any Bantu
language) and 1936 (introduction); Daeleman 1966; Carter 1973, 1974,
1986% Meeussen and Ndembe 1964. There is also some information on
the tonal aspects of kiYaka, a very closely related language, in
van den Eynde 1968,

Each investigator systematises the kiKongo pitch phenomena in a
different way, though there does seem to be a consensus that these
phenomena are related in some way to syntax. Some differences in
these analyses may be due to dialectal or chronological variations,
- while others may be assumed to relate to differences in personal

approach,

All the above studies, with. the exception of Meeussen and Ndembe
1964, will be referred to and discussed in this thesis; we may thereby
be able to abstract some elements common to these systematisations.
1.6: terms,

1.,6,1: preliminary definition of terms.

One important question that will be asked is whether kiKongo can
actually be said to have a tonal system, Both the practical and the
theoretical implications of this question are important, and cannot
be fully discussed here, However, it may elucidate subsequent comments
if we give here an extremely brief notion of the reference of certain
terms as they are understood in the rest of this thesis. Documentation
and fuller discussion will be postponed until later.’

1.6,2: eanrly 1deas. ‘
Most studies of pitch phenomena in African languages take as their

<l




basis Pike's classic definition of a tone language as one in which
there is relative, significant and contrastive pitch on each
syllable (Pike 1948), It has been generally considered that there
are two main types of pitch phenomena = 'tonal! and 'intonational!,

It was, however, recognised that in some languages such as
Norwegian, the boundary between tone and intonation was not clearly
defined, Subsequent, more detailed research has allowed us to
expand the notion of two types, first to give an intermediate
grouping for languages like Norwegian, Serbo-Croatian and Japanese,
and then to recognise that it may in fact be more fruitful to see
the pitoh phenomena of individual langusges as being spread along
a typological continuum, as McCawley 1978 has suggested.

While recognising this continuum, we have found it useful, for
the purposes of our discussion, to distinguish three main areas
along the tone-intonation spectrum.

1.6,3: intonattonal systens.

At one end of the spectrum are languages using pitch solely or
primarily to identify different connotations (éhades of meaning)
of the speech token, We will refer to this type of system as
tintonational',

1.6.4: tonal systems,

At the other end of the spectrum are languages in which a primary
function of pitch is to identify different denotations (semantic
references) of an otherwise homophonous speech token, ie. to
distinguish morphemes. We will refer to this type of system as 'tonal'.
It is quite probable that there is an intonational element in every
language, even in a tonal one, since the use of pitch in marking
emphasis, emotional intensity, and so on, seems to be universal. In
a tonal language, however, intonational pitch contours will modulate,
but usually not replace, the morphemic feature of tone.

1.6,5: pitch-accent systems,
Somewhere between these points, towards the middle of the specirum,

22




are languages in which pitch plays some role in distinguishing
morphemes or grammatical categories, but this is secondary to its
affective and syntactic roles. We will refer to this type of system

as 'pitch-accent'.?

1.6.6: the pitch continuum.s
The situation may be sketched as a graph. On the-g axis is
placed what we will call ‘domain', where four main points may be
distinguished: (i)pitch is bound to the syllable or morpheme;
(ii) pitch is bound to the morpheme or word;
(iii) pitch is bound to the word or phrase;
(iv) pitch is bound to the phrase or longer stretch.
On the x axis is placed what we will call'variability', where two
extremes may be distinguished:
(i)pitch is primarily fixed by the identity of the
segmentals, eg. where the sequence
cannot be modified except by making the
intervals larger, etc.;
{(ii) piteh is wholly aesthetic - meaning in effect
that the speaker can select from a range of possible
pitch patterns din the individual language.
Plotting on a graph with these axes, the following curve would
result:
syllable =-=

morpheme ===

] . [

wopd === -

domain

intonattom
! .
phrase ==+ B
. 1
o

segmentally agsthetically .
determined determined

vartablility
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The three main types of system distinguished above have been marked
off on the curve. Although an over-simplification, we can roughly
characterise the three areas by saying that the domain of tone
covers the area syllable-morpheme, that of pitch-accent covers the
area morpheme-word (in the Dokean sense), and that of intonation
covers the area word-phrase and longer. This has the interesting
corollary that the shorter the utterance we are dealing with, the
more difficult it is, working on the basis of that utterance alone,
to decide which type of pitch system is being used in the language
of the utterance.

1,6.7: aim of thestis.

This thesis will attempt, using data both from informants and
from previous studies, to specify the pesition of various kiKongo
dialects on the suprasegmental continuum, and to give some account
of possible tonal-intonational interactions in.the kiKongo system.

1.7, : the texts,

Texts from four informants were used as the basis of the work.
Most of the texts were read from written sources, which in some
cases were published works, in others self-composed pieces, Two
texts, however, were spontaneous monologues. The texts were fully
pitch-marked (see chapter 2), and are given, with translations, in
Appendix 3., In one or two cases, the same written text was read
twice,for purposes of comparison. In most cases, the informant was
asked to comment on and explain specific pitch-features of the
text. These comments were recorded, and constitute an important
body of supplementary data.

1.7.1: dangers of uysing read texts.

There are of course dangers in taking a read text as the basis
for a study, as there may well be special pitch contours associated
with reading, or, indeed, with any material rehearsed in advance of
the speech acte. But at the least, use of read material permits the
analysis of a valid subset of the language's pitch phenomena.

Though the limitations of such texts are recognised, it is important
to note that the system abstracted from the read texts correlated
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very closely with that abstracted from the two spontaneous texts.

1.7.8: treatment of the texts,

After the texts were recorded their pitch contours were transcribed
and examined., Any variant or otherwise interesting pitch patterns
were then noted for discussion with the informant a few days later,
His comments on these patterns were rscorded, and if necessary,
further questions were asked.

This approach has the great advantage that the informant can
describe in his own words what he sees as meaningful areas of the
language. This led to several interesting comments which might not
have come to light otherwise. It is a useful and sometimes
illuminating exercise to seek the informant's opinion in this way,
as he most probably has insights into his language system which
the investigator does not have.6

However, this advantage may be offset by dangers: the most obvious
one is that the informant may manufacture 'explanations' for
differences I thought I perceived. I tried to guard against this
by returning to the same point in several different sessions, so
that any spur-~of-the-moment explanations would be shown up as such.

1.8. ¢ the informants.

The four informants were Rev. André Komy Banzadio (chapters 3, 10),
Mr. Y.K. Katesi (chapter 1l), Rev. Daniel Ntoni-Nzinga (chapters
4, 5, 6, 7, 8, 10), and Mr, Albert Ndolo Menayame (chapters 8, 9). 7

1.8.,1: A. Komy Banzadio.

Rev. Komy Banzadio recorded a text in 1966 for Hazel Carter of
SOAS, and it was this I used. I therefore had no opportunity to ask
him for comments on his text. He was born in Kinshasa, but lived
most of his life in Kimpese, some distance away. At school he
gpoke kiNtandu (see chapter 7), but as of 1966 spoke kisiNgombe.

His father came from Ntumba and used to speak kiNdibu, but now
gpeaks kisiNgombe. His wife Marthe, also from Ntumba, speaks kiNdibu.




CORRECTIONS
'A comparative study of tone and intonation in 7 Kongo dialects'. K.G. Donnelly, 1982.

page 17, line 223 McCaulay ~-> McCauley

28/16: there —» [there]

31/17: and -> [and]

32/T: 3.15 =% 3.5

35/15: insert pause mark (-) after
bu-~-katoombula

36/14: ye-nsusu makumoole —> y&-nsusu
makumoble

38/7: 3.15 = 3.5

38/13%: their -3 [}heirj

44/%: delete se

44/83 4.7.2 > 4.6.1

53/26% 4.7.2 => 4.6.1

56/27: and LOC -3 and'*Log

70/12: kiZombo —» kiZombo

72/21: evifmbu - &viimbu

85/12: anayses — analyses

83/29; engudl -5 bngudi

87/%1: delete be

113/26: my - [myj

114/1last: sheep' - sheep)'

117 182 == =3 =3

124/17: last word in the line is
'time!

135/128 == ~> =3 4

137/13: text -> text 5

152/1: follows: —> follows:

153/29: 12 -3 14

155/%: neutalisation -3 neutralisation

164/27: a - as

166/27: obugolo -3 obugold
obugolo - obuggi6

166/28: Kakulu —» Kakfilu

166/29: Kakulu -> Kallilu

180/6: ahs - has

209/19: of the phrase -3 [of the phrase)

210/28: a -» &

216/22: -hmwana -3 —amwina

219/9: practise -3 practice

222/10: his work - [his work]

241/24: ke le ~ ke[le]

246/14: phrasesin —> phrases in

252/13: -pitches — —pltched

256/33: neni ke kuna -> néni k€ kima
258/27: sambu ~3>_ shmbu (qap mark missiv )
260/4: yai. - ygl‘ Cﬁ P 4
264/19: delete th

265/3%: consisten - consistent

270/30: 33 -» 32

270/32: 3% - 32

270/3%: ocurse —% course

289/1: delete 'define’

307/31: x (under 'citation form', 2nd
instance) —= ¥y

%16/27: unity (2nd instance) -# correlation
339/%: insert 'may' at beginning of line
becomes -+ become
339/5: 4 —-» 22
0.6% = 3.4%
3%9/7: occurring =+ co—occurrlng
340/17: forms). —» forms).lé
346: insert facing p.346:
endnote 16:
This suggested derivation may in fact
help to account for one feature that
Carter has noted in her dialect, namely,
the barring of a further high pitch on
a word with high pitch on the second
syllable (see chapter 4, endnote 13, p.9]
When the ‘high pitch on the last syllable
patitern (cxpvcé) for the rising class
was dominant, it was presumably imposs-
—~ible to have more than one high pitch
on ‘the word - the last syllable already
had high pitch, and to put high pitch
on a preceding syllable would have
caused confusion with the falllng class.
For example, in a word ovcvcv, to put a
high pitch on the first syllable would
give it a fall there, the mark of the
falling class. By the same token, though
a falling class word could take another
high pitch because its defining feature,
the fall on the first syllable, would
already have marked it as belonging to
the falling class. Even when the rising|
class high pitch migrated lefiwaxds, the
same behaviour continued; we might say
that a further high pitch on a rising
class item in Carter's dialect is barred
by the ghost on the last syllable,
362: insert at end: /R/ = uvular r.
384/6: insert after ‘texts': /xr/ = uvular r.
384/14: delete ve
384/19: C iboosi - C 1b0051
N iboosi = N 1b0031
384/24: NdoloMenayame's - Ndolo Menayame's"

399/6: 'So the elders ... in.' =9 'Then they
heard the entrance of they the elders
399/18: 'they did that.' -3 'they remained

there.!
431/4: Iuke 23:32-24:39 => pp. 99-100,

Additional corrections:

29/14: insert after 'gemination': 'and
affrication'

40/14: T -3 =

45/2: ¥C =» NC

65/10:° shortage —3 shortness

121/20: visible —3 apparent




ADDITIONAL CORRECTIONS
'A comparative study of tone and intonation in 7 Kongo dialects'., K.G. Donnelly, 1982.

page 53, line 2: CONN ~ TCONN

53/30: *+STAB ~> F¥STAB

53/32: A CONJ -3 A CONJ

55/6: gen ~» gen*+ ,

74/15¢ yo—yuvlzyaand -+ yo-yuvuzyaand

89/28: éns-sadis{ -» éns-sad{si

100/27: 'spread -— 'spread’

110/7: yakala -» yhk&ld

115/27: insert after mfandi: 'he broke

his teeth!
baantu -2 baatu ‘
insert after baandi:
hig men!

151/9: any -+ [any]

153/8: VI -» IV

12;;;1 rightward(s) -» leftward(s)

281/18% 13.2.2 =3 13.2.3

305/32: kiméngo —» kiméngo
khflla —— kufdla

342/17: can - can

'he called

24/10: utterance.—> utterance.’

28: insert facing p. 28:
endnote 8:
The same corollary applies to the
rhythm or timing system of a
language (J, Kelly, p.c.).

35/22: insert after 'acute': 'or grave'

41/5: tuna bee- -» tuna bee-

53%/28: SUB -3 SUB*

125/20: weak -3 unstressed

125/21: strong - stressed

202/23: affixes —-> affixed elements

244/9: (V). =3 (v)EA

264: insert following endnote 20:
endnote 21:

uncertain how, or even whether, the
last letter is pronounced.
insert after endnote 9:
It has been pointed out to me (J.H.
Carter, J. Kelly, p.c.) that
continuity and emphasis are in fact
complementary in that the formex
mainly acts 'horizontally', while
the latter mainly acts 'vertically'
(compare the distinction 'syntag-
-matic/paradigmatic'). Continuity
has an element of 'looking back-
-wards', while emphasis has this
same element, but also one of
'presentness'. There is a good
example in Swahili of a word occur-
~ing in both subsets of markedness:
hapo 'here, there, in the place
already referred to, in
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279/30: and -+ and/or

the place in question' (continuity)
papo hapo 'right here, at this very
spot! (emphasis).
ingert facing p. 353:
Abbreviations:
(B)S0AS: (Bulletin of the) School of
Oriental and African Studies
ALS: African Langunage Studies
A3: African Studies
BFBS: British and Foreign Bible Society
HMSO0: Her Majesiy's Stationery Office
TAT: International African Institute
IRCB: Institut Royale Coloniale Belge
JAL: Journal of African Languages
JALL: Journal of African Languages and
Linguistics
MRAC: Musée Royale de 1'Afrique Cenirale
OUP: Oxford University Press
SAL: Studies in African Linguistics
SCOPIL: Southern California Qccasional
Papers in Linguistics
SLS: Studies in the Linguistic Sciences
356/23%: insert on next line:
1981. 'Tonal accent in Somali'. SAL 12/2
358/15: insert after 'A.B.': 1980,

353

30/last: are -» is

94/3% F y'-dkedntéd -» y'-bkeentd

393/23

130/11: bases -» based

135/10 / /
416/26 ye-mbundazyaanu -3 ye-mbundazysganu

207/17: stongly - strongly

261/29: the work —» it

278/25: stong -3 strong

298/8: average individual correlation -
(A)verage (I)ndividual (C)orrelation

308/3: likely numerically - probable
statistically

318/18: transferred -3 exchanged

321/18: none are - none is

350/18: not -3 not

218/21: doctor' -+ doctor''’
226: insert after endnote 14:
endnote 15:¢
Note that this would be the contour predic—
-ted by Carter for 'it's a doctor that I
caught', ie. stable noun + indirect relativ
(J.H. Carter, p.c.). In terms of the
systematisation proposed in this thesis,
nganga is emphasised by front-shifting it,
and attention is further focussed on it by
giving the two words anomalous contours to
signal a close syntactic relationship — ef.
endnote 13 to chapter 4, p.98.
247/30: 'cardigan(?)' — 'sweater!'
267/17: interpretaion -» interpretation




1.8,2: Y.K. Katest,

Mr, Kategi comes from Mateko in the zone of Idyofa in the Bandundu
region of Zaire. His mother-tongue is eNgwii (see Bwantsa~Kafungu
1966, Donnelly and Katesi 1981), but since Mateko is an important
commercial centre in which kilLeta is commonly spoken, he started
using this language from an early age, perhaps 3 or 4, Teaching in
the first year of primary school was in kilLeta, and French was then
introduced progressively, to be used exclusively in secondary school,
Mr. Katesl had a passive knowledge of Lingala at primary school, and
at secondary school he began to use it as a contact language; it was
also the language of his military service. English was taught from
the second year of secondary school, and used for certain university
courses (eg, English philology), though French was the language of
general use. He had taught for three years, paying visits to Zambia
and the USA, before coming to Britain to attend courses at the
universities of Leeds and Reading, He was a lively informant,
knowledgeable about linguistics, and easily able to produce
spontaneous monologues in kileta. '

1.8,3: D. Ntonti-Nzinga.

Rev, Ntoni-Nzinga, my main informant, is widely-travelled., He
used to speak kiNdamba, a sub-dialect of kiZombo, but owing to his
travels his idiolect has become rather mixed - when speaking
spontaneously, for example, he would use several dialectal variants
for 'people!: waantu, waatu, astuv., He spent about 10 years in Zaire,
mostly in the kiNtandu dialect area, but also in the kiNdibu area.
When he has been in other dialect areas he has consciously tried to
imitate the speech habits of the people there, so that he has a good
comhand of different dialectal usages, and knows what the different
regional accents sound like, Of course, his reproduction of these
was not always perfect; for example, while reading a passage he would
occasionally use forms from another dialect. However, when the
discrepancies were pointed out to him he would state what he should
have gsaid, attributing the mistake to the fact that he was not a
first-language speaker of the dialect concerned. For this reason he
was unwilling to read passages stralght off, but preferred to have

gome time to ‘practise! the passage, so that he could read it with as
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little interference as possible from the other dialects he knows.
Rev. Ntoni-Nzinga is greatly interested in language in general

and kiKongo dialects in particular, which is why he took the

trouble of trying to learn the regional accents; he could often

give examples of different dialectal pronunciations of the same
word, eg. kiNdibu vita [~ m] ‘village' but kiZombo vita [™ _],

and he was very willing to discuss his language and answer questions
on it. He speaks fluent French and Portuguese, and fairly fluent
English., His wife is a kiZombo speaker, but, ironically, has

learnt to speak kiNdamba more correctly than her husband now does.

l.8.4: A, Ndolo fenayame.

Mr, Ndolo Menayame originally spoke the kiManyanga dialect of
Nsundi-Lutete, but now tends to speak French more than his first
language. He had hoped to do an M.A. on kiManyanga tone at Essex
University, but lack of library facilities forced him to write on
sociolinguistics instead. He returned to Zaire sooner than I had
anticipated, before I was able to obtain more information about
his linguistic background.




Endnotes to chapter one.

1. KiYaka/kiNtandu (see 5.2) and kiNtandu are distinguished in this
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3.

4.

5.

thesis; although both dialects could be described as 'kiNtandu!',
the former shows an admixture of the closely-related kiYaka
language. Both dialects, furthermore, show some significant
differences from each other where pitch is concerned - see
chapters 5, 7, and 15,

Van Bulck 1948, p.349, suggests that Georges was in fact only the
copyist or translator of the dictionary, and that the real author
may have been Roboredo.

The moet recent work from this author may be found in Carter and
Makoondekwa 1981,

This is a wider definition of the term than that given by Hyman
1975, p.231: 'Pitch-accent languages are ... tonal to the extent
that the feature which is assigned is tone (and that this tone can
contrast with another tone in the same position). However there
cannot be more than one syllable per word which receives the tonal
accent!s In kiKongo it would seem that the contrast is between
+high pitch and -high pitch; there does not seem to be a contrast
between two or more tones (eg. level v, falling, etc.). Moreover,
although there is usually only one high-pitched syllable per word,
this is by no means always the case.

This section is based on an idea by Patrick R. Bennett.

One investigator wgrking on Ndebele music was being sung various
pieces of music by his informant, who prefaced one piece with the
comment 'this is more difficult'. Further discussion of what he
meant by 'more difficult' revealed that he thought it would be
more difficult for the investigator to understand, but he himself
did not find it any more difficult than the others he had been
reciting. This shows that the informant was tailoring his answers
to fit what he thought the investigator wanted to hear, but more
importantly, it shows that the informant had in his head a
developed idea of the musical system, which he was able to vocalise
with some success — so developed was it, in fact, that he was able
to guess how the investigator might hear the music, and warn him of

pieces he might find difficult. (C. Vassie, p.c.)

7. All the informants were in their early middle age (30-40).
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CHAPTER TWO

Textual Conventilons

2.,1: orthography.
2.1.1: previous orthographtes.

The present 'official' kiKongo orthography, invented by the
Protestant missiong, is fairly phonetic, but, for example, it writes
semi-vowel + long vowel sequences as vowel + vowel (eg. -waa- is written
as -ua~), and separates locative prefixes from the noun (eg. mu nsi 'in
the country'® instead of munst, which is to be preferred as the sequence
has only one stress). Neither does it distinguish gemination, which
seems to play a morphological role in the dialect studied‘by Carter
(Carter 1970).

An alternative orthography was developed by Carter. This distinguishes
gemination, and joins both locative and connective prefixes to the noun
(eg. muntstl instead of mu nsi). But @arter consistently writes long/
double vowels as vowel + vowel, even though in some cases (eg. often
before a nasal compound) this lengthening may perhaps be a conditioned
variant (eg. -socomba 'buy! instead of ~somba) - see 4.,6.6 and 14,4,
Likewise, in cases where there is a variation between semi-vowel +

long vowel and vowel + vowel, she writes only the former.

A new official orthography is being discussed and tested by the
recently formed kiKongo Consultative Committee (of which both the Rev.
D, Ntoni-Nzinga and the Rev. Jo8o Makoondekwa, who was Carter's main
informant, are members), but no definite agreement has been reached

as yet.

2.1.2: orthography of this thestis.

The orthography of the texts (see Appendix 3} can best be described
as non-standardised., It is based on the present official orthography,
but with the incorporation of some features of the Carter orthography.
It is not a normalising system; for example, long vowels, affrication
and gemination are only marked where heard, and not according to any
standard idea of which words should have them. Locative prefixes are

written conjunctively (ie. muntst}, but the connective prefix is
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hyphenated (ie. ye=-ntsi 'and the country'), because the two types of
prefix seem to behave slightly differently as far as pitch patterns

are concerned. Relative prefixes (eg. bu- 'when, then'), object

suffixes and negative elements are also hyphenated (eg. ka-bamweene=-dyo=~ko
'they have not seen it'). KiKongo proper names usually have the first
letter of the stem capitalised (eg. diBuundu "the Church'), following

Doke's convention.

The word, for the purposes of our discussion, includes not only the
stem and such bound elements as markers of class, aspect and the like,
but also those elements linked by hyphens -~ the connective prefix ye-,
the relative prefix, the 'long locative' prefixes muna-, kuna-, vana-,

the object suffix, and the negative elements ka-, -ko.

2,2: phrases and marking.

2.2.1: phrases.

In studying the compogition of longer utterances it is useful to
break them down into 'phrases'. Phrases can be defined in a number of
different ways, depending on our purpose., For example, if we take the
utterance

1buna (pause) bastidi kilumbu (pause) ki-bakweenda kuna-kizitu (5, 37—38)l

— —_— —
— —_ — .

— —

— — —— —_— - - -—

'so they set aside a day on which they would go to the in-laws'!‘,
we can divide it into syntactic phrases (ie. clauses):

1buna bastidi kilumbu (main clause)

ki-bakweenda kuna-kiztitu (subordinate clause)

or into pitch phrases (ie. sequences containing a high pitch - cf. Carter 1973):

-

/tbuna /bastiidi kilumbu /ki-bakweenda /kuna~kizitu/
or into phonological phrases (ie. segments occurring between two pauses):

.1buna «» basti1dl kilumbu « ki=-bakweenda kuna-ktlzitu-,.

In this thesis the texts will be discussed in terms of phonological
phrases., Although pitch phrases can be discerned, and are useful in
describing certain simple stretches, the variety of possible patterns

in any given stretch in the text as a whole are more easily described




in terms of patterns occurring on phonological phrases.

. We may consider phonological phrases to be conditioned by two
factors: (i) semanto-syntactic considerations, and (ii) pulmonary
capability; in other words, (i) the semantics and syntactic structure
of the stretch being uttered, and (ii) the length of the stretch the -
speaker can utter before he runs out of breath. It seems as if the
speaker picks out a suitable portion to be uttered, and then pauses
while scanning ahead to consider what should be the next portion; the

process is repeated indefinitely.

2.2.2: delimitation of the phrases,

Where the punctuation of the written text matches the phrasing of
the speech, pauses are marked with the marks of punctuation of the text.
Where a pause occurred that was not marked in the script, it was

marked by a raised dot, Thus

.Mono nguyeele kuna=-zaandu, ntsuumbidiingtl ntsusu. (7, 79)
phrase one l phrase two ‘

'T went to the market, and I bought a chicken,'

,dimonekene vo » sama=skul yitkitukidil » semptl® atadiys ... (10, 59-60)

‘ phrase 1 ' phrase 2 ] phrase 3

'it was seen that the summer-school had become now a kind of factory ee.!

in some cases, the pauses are fairly prolonged, and this is marked

by a series of dots:

JYantiktidt® mukuta ... buzoba bwant., (7, 78)
l phrase 1 l phrase 2 ‘
'He began to tell of hisg foolishness'. .

The same convention is used for false starts.

Very often a short pause or 'gap'! occurs, usually the result of

hesitation or misreading. This gap is marked by A 8s in

.Sama=-skul , yanthete yi-twayenda .« ... (10, 79)
Iphrase 1 phrase 2

'The first summer-school that we went to ...




As can be seen, these gaps have been taken to delimit the phrase
just as pauses do, since, although a fair number of these gaps are
non-significant and could perhaps be disregarded, this is not true

in all cases,

The actual phonetic difference between gaps and pauses is, of
course, relative to the speaker and the context, but a study of the
tracings discussed in 3.15 (Appendix 2) shows that gaps are generally
of less than half-gecond duration, while pauses are usually longer than
half a second; pauses longer than three seconds were considered
prolonged. In the actual tranecription without mechanical aids, of

course, there is an element of subjectivity.

2,2.3: high ptiteh.

Having delimited the phrases, we must next decide how to represent
the pitch patterns occurring on them, Let us take two phrases from
the texts (from now on, spaces before and after phrages cited out of

context will stand for phrase boundaries):

muna-magata (7, 25) and luyantiku (10, 100)

—— — — -——

'in the villages!' 'the beginning!
We can see that the two contours differ only in the number of initial
low pitches, allowing us to recognise a generalised contour /..../\./.
Let us mark the highest point (ie. the peak) of this contour with an

/
acute (v), thus:

muna-mégata and lugéntiku
Carter (1973) found that for many kiKongo phrases it was adequate to
mark only the peak, that syllable which was higher than its neighbours
on either side, I have found nothing to invalidate this concept, and

so it is followed here.

2.,2.4: several high pttches - downdrift,
Phrases with only one high pitch are not very common; we usually

find a series of high pitches:

buna ngitstidi kuna-nzo (7,46)
© e o

—————

‘then I came home'
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Here we have three high points (circled pitches), where the pitch
riges after previous falls, ie. a contour /_/ ™~~~ /. In any such
kiKongo phrase with more than one high point, there is a gradual
decrease in the height of the points, such as is seen in the example.
This indicates that kiKongo shows the widely~distributed phenomenon
of downdrift, and allows us to mark all three high points with an
acute, with the convention that successive high points in the same

phrase will be progressively lower in pitch. Thus:

/ Y 4 /
buna ngitistidil kuna=nzo

In some cases, though the second of two peaks was not higher than
that preceding it, it was also no lower. Such instances are discussed
in 2,2,6 and 2,2,10,

2.2.5: upturns.

2.2.,5.1: pausal upturn.
Very frequently, there is a slight upturn before a pause:

1buna baana bayenda (5, 69)

'then they went!'
The contour is /./™M_, /, and we will mark the upturn with a raised

circle (3). thus:

ibﬂna baané bagendg
This pausal upturn has also been noted by Carter (1973, p.18) and
Nsuka (1968, p.vi}). It occurs only when the pause is not utterance-
final, and seems to be an intonational indication that the utterance

is about to be continued,

2e2e5e2: high upturn.

In one or two cases there is more of a rise:

vmesi (8, 3,a) and twazaya (6, 13,b)
'one! 'we know!

While there is good reason to treat the usual upturn (3) as a

relatively insignificant pausal feature, this high upturn presents




more of a problem, as the data give us no clear insight into its
function, It may in fact be a significant high pitch. Therefore,
although in the discussions of these patterns it will normally be
treated as a variant of %, it will be distinguished in transcription,

P4
and marked V. Thus:

/4 6
umosi and twazaya

2.,2,6: bridges.

There are phrases in which there is a high pitch 'plateau' such
that two or more syllables have the same high pitch, ie. the contour
is /J /. Such plateaux have been called 'tone~bridges' by
Daeleman 1966, van den Eynde 1968, and Carter 1980, and the term
tbridge' will be retained here.

Bridges can occur

(a) between words, usually at any point in the phrase:

mono ndutidi mubuzoba (7, 41)

(= - =) -

— _ (brackets mark the bridge)

—
—

'T excel in foolishness!

bu-balwaaka kuna~nkunku gata dyav (5, 69-~70)

R S

'when they arrived at the outskirts of their village!
In exceptional cases, the bridge may be very long:

kuna=-mfwila maalv manzitu andi (5, 58)

- _—— e - )

— —

'at the feet of his father~in-law's corpse!

(b) on individual words

(1) initially or medially:

ukweeleele nkas' aku (5, 75)

(om —) _

'so that you could marry your bride'
(ii) finally:

bu-katoombula « gana-meesa (7, 47-48)
(G "‘)I ™

'when she put them on the tablef

S




This type of bridge is always followed by a pause, and would

therefore seem to be a pausal/hesitation feature.

We could mark the bridge, as Daeleman and van den Eynde do, by

putting an acute on each syllable, thus:

bu-bélmaaké kuna-nkﬁnkﬂ gété dgéu
However, this tends to look cluttered,:and, more important, it tends
to obscure the function of the bridge, which seems in most cases to
indicate a close syntactic link, For this reason, Carter's marking,
putting a grave (§) on the first syllable of the bridge and an acute
on the last, will be used.2 Thus:

mBnu ndﬂtidt mubuzéba
! / N !
bu~balwaaka kuna-nkunku gata dyau
\ , , TS
kuna-mfwila maslu manzitu andtl
\ /
ukweeleéle nkas' aku

/
bu—katbombulé gsna-meesa.

2.2,7: long vowels, rises and falls.

The marking convention used for bridges is also applied to long/

double vowels when the two morae have the same pitch:

mumsdmbu makimpéeve (10, 74)
= _ —

-
-— —

'in matters spiritual'

Where the two morae of a long/double vowel differ in pitch, an

acute is marked on the higher of the two:

(a) fall: tbbuns NaFﬂungwa etc. (5, 23)

.

—

tthen Mr. Owl ...

(b) rise: basbodle ye-nkbdnto ye-udkala ete. (7, 53)

O - — -

‘the two of them, wife and husband ... !

Riges are rather infrequent, and mostly occur at the beginning

of bridges.

3




A fall in pitch over a short vowel is marked ¢ in the few cases

where it occurs:

gé mbuté wubagéene mbot® (7, 106)

T T e T ®

'the man greeted them'.

This fall, like the rise marked with %, almost always occurs before
pause, With both the fall and the upturn 3, the vowel is sometimes
heard as slightly lengthened (see 2,2,18).

A non pre-pausal rise in pitch over a short vowel is rare, and is

marked %. One of the few examples is

kenst (5, 78)

J -

'but'.

In a few cases the rise is found at the beginning of a bridge, and is

then marked $}

ye~-nsusu makumoole (5, 40)

(/.

'and twenty chickens'.

2.2,8: rising bridge,

Sometimes we meet phrases such as

ndzefu zayandil bakala (7, 113)

- —

—

tthe beard of him the husband!

Here we can see that instead of the usual contour /.f~_./, we have
/——\/, ie. that instead of downdrift from a high point preceded

by low and approximately level pitches, we have a steady rise towards
a high point near the end of the phrase. This contour, referred to as
a 'rising bridge', will be marked Vt...é, ie. the regular bridge

markings, but with an arrow to indicate rise. Thus:

Edzefﬂ*zagandi békala.
The first pitch-mark is placed on the first syllable of the phrase
appreciably higher than the pitch starting the phrase - this is, of

course, subjective, and we will take the rise as starting on the first




syllable of the phrase, except where there are a number of clearly

low and level initial syllables.

2.2.9: bridge with extra=htigh final.
In addition to the level high sequence of the bridge and the
steadily rising sequence of the rising bridge, we also find high,

level sequences followed by a still higher syllable, ie. a contour

/L /, as in

kyaakl lumbu ngeye si-uykals yaamt (8, 20-21,2z)

- -)

- (= - _ -

‘this day you will be with me!

toka kaks ditoka mwitst (7, 104)

(=~ —= = = —

tjust sitting there steaming'.
The sequences in brackets are similar to rising bridges in that the
last pitch is higher than the first, but are otherwise more like the
bridges described in 2.2.6 in that there is no overall climb in
pitch towards the end of the sequence., We will therefore call these

y
'bridges with extra-high final!', and mark them V....é. thus:
kgaak{ Tumbu ngége 5{-ukala géami

thka kaka dutbks mwttst.
These bridges seem to be variants of the bridges described in 2,2.6(a),

since both types occur in similar contexts.

2.,2.,10: extra-high ptitch,

Consider the following contours:

bakubika (8, 42,z
é5 ( » 1] )

— -

'they prepared!

ye-mukingelezo ytibikwanga vo (10, 106)
- S

— .
- -—
— e s - —

'‘and in English it is called’'.

Here the circled pitches are higher than we find in otherwise
comparable contexts. In the first example, the circled pitch is

slightly higher than expected, and in the second example the circled

2L
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pitch does not show the downdrift usuwal in such a pogition, We will
refer to these high points as being 'extra-high', and to mark them

)
we will use the double acute (é) introduced in 2.2.9, Thus:
bak&bika
ge-mukingélezn gib%kwanga Vo,
The perceived difference between high pitch and extra~high pitch ig,
of counrse, subjective, but a study of the tracings discussed in 3.15

shows that an extra-high pitch of the type in the first example is
higher than 180 Hz; a normal high pitch is usually lower.

2.2.11: extra=-high brtidge.
Quite frequently we find an extra~high bridge:

myaanz1l kaminsanga myetoma syama-ko (6, 66,z)
- (= == —= =) -

- -—

* their roots are not really firm',
Using the convention introduced in 2.2.6, we mark this

’ , N\ i /
myaanzi kaminaanga myetoma syama-ko.

The extra-high bridge may also occur on a single word:

Y/
k\éénst kyeeld kisftdi ntltu (7, 86-87)

o~ -
- ——
——— — —
——

tbut the door remained open!

{bbdna munsung{ git&ukagnga lunswd (5, 83-84)
(e —)

— —
- — — — )

.

tso in the season when the termites come out'.

2.2.,12: extea-high fall.
4
There are a few instances of an extra-high fall, marked 0&

wufm@(?, 55)

tyou would diel!

2.2.13: higher key.
We have been marking extra-high pitch when only one or two words

in the phrase have a pitch higher than usual, But if both high and




low pitches all through the phrase are raised, it is counter-productive
to have special marks for both extra-high and 'raised low'; it is much
easier to use the marks already assigned for normal high pitch, but
with a special mark indicating that the pitch all through the phrase

is raised, ie. that the phrase has been transposed to a higher 'key'.s
The mark we will use to indicate higher key is * at the beginning of
the phrase, and it is important to remember that the higher key applies
only to the phrase so designated. Thus:

* tvdna kaybnda ssamind (5, 25~26)

4

-—

'so he went off to find!',

It should be noted that in a few cases phrases could be marked in
either of two ways:

!
wintu wool® or Tudbntu woole {4, 1) ‘'two people',

In such .cases, whenever the entire phrase is raised, I have chosen the
second method, reserving the extra-~high marks for phrases in which

only some of the words have extra-high pitch.

2e2.14: lower key,
Just as there may be transposition to a higher key, so also there
may be transposition to a lower key. This is marked by ¥ at the

beginning of the phrase:

¥ bswl badkngaléle (7, 109)

'fﬁey were silen%‘.
Note that in this case the lowering applies mainly to the high pitches,
since the speaker usually has less pitch range below his normal low
than he has above his normal initial high. Since the overall effect
of transposition to lower key is to narrow the range between high and
low pitches, in a few phrases in lower key the marking of high pitch
is only tentative, since it was difficult to hear the contrast

between high and low,.

2.2.15: ultra~-high piteh.

In a few instances the speaker goes so high that his voice breaks.

31
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This phenomenon, which may be called 'ultra-high pitch!', has so far
been found only in exclamafions and ideophones.4 It will be marked
by placing the symbol % pefore the word concerned (note that in this
case the mark does not apply to the rest of the phrase).

Téye Mbdte yilugaansanga! {7, 108-9)

— — — v ommmn  —

'says he, "Didn't I greet you?!" !

R ¥
baqu

piiit (7, 106)
N

tthey were as silent as the grave!!

2.2.,16: lower hitgh pitch.

2,2.16,1: final,

Consider the following phrases:

ekuma kadil (6, Bl,a)

&)

tbecause'

ntambikidt (8, 25,a) and utoandele (5, 36)

T == e -0

—

tT entrust! ‘he gave'.
Here, we notice, the final pitch does not return to base pitch. The
phrase ends on a high pitch which is, however, lower tﬁan the level
of the first high pitch in the word. In the last two examples, it is
not a single syllable but a sequence which is at the lower high pitch.
If we mark the last syllable with a macron (V), and understand it to
mean ‘all syllables from here to the previous high pitch are on this

pitcht, then we have:
/=
ekuma kad1

o [
ntambikid?i and utooridelg,.

This final lower high pitch seems to be a non-gsignificant pausal
feature, It occurs in free variation with the pausal upturn {2.,2.5,1) -
indeed, in some cases it is unclear which of the two is occurring -

and with the hesitation bridge .(2.2.6(b)(ii)):




batélamg and batblam3 (8, 96, a and b} ‘'they got up'

athmbikidf and ntdmbikidT (8, 25, b and a) 'I entrust'.

2,2,16,2: precedting normal high pttech,

There are a few examples such as

.s+ 0ana tuna beeto batatu (7, 76-77)

S I

‘amongst the three of us!,

Here, the circled pitch shows an appreciable lift above the base pitch,

without, however, reaching peak. We will therefore mark

- 7 N,/
«ses g3Nna tuna beeto batatu,

We could also mark
-
- gan% t&na beeto bdtdtu (cf. 2.2.8)

Or ... gang thna beeto bdtdtu (cf. 2.2.9).
However, since two adjacent syllables are concerned here, the lower

high pitch mark will be used,

2.2.17: lengthentng of fipal syllable.
In some places a word-final syllable is slightly lengthened before
going on to the next syllable, with or without a slight accompanying

rise. This lengthening is marked y:

njantiku assaly kusama=-skul (10, 100-1)

——— —

'the beginning of the work at the ‘summer-school!',
Since this lengthening seems to have an element of hesitation about
it, and since the contours before and after it suggest two separate
phrases, the lengthening has been taken as the equivalent of a gap,
and we would thus mark the rise on that syllable, where it occurs,

with the upturn mark ¥, as elsewhere:

/ / o N/
njantiky assalu kusama=skul,

Sometimes the gap following this lengthening is clearly audible:

bund si-tubtakd , mvith (9, 38)

——
—— .

— - J
'then we will get answers!',




2.2.18: uncertatin high pitch.
In one or two places it is uncertain whether the high pitch is on
the syllable marked, or the one before or after. In these cases the

mark ~ is placed before or after the high pitch mark, as necessary:

D Yad 4 v\ 4 . \/
nzalll zeeto = nzaill zeeto/ nzailu zeeto (9, 17) 'our knowledge'.

Occasionally it may be uncertain whether a given syllable has high
pitch; this is marked by putting brackets round the high pitch mark:
st~dib kinbht (7, 49)
- e
*for me to eat (?), I do not see [it}'.

Even if the marked syllable is not actually high-pitched, it usually
has other perceptual markers of prominence, such as slightly greater

stress and/or increased loudness.

2.2.19: stress.s
Peaks of stress usually co-occur with peaks of pitch (cf. 3.5.4.2),

but where this is not the case, or where it is very intense, stress is

marked by a subscript dot:

nusfkila ydu (8, 91,2z) 'to stay with them',

2.2,20: nasal length.
In a few instances a nasal preceding a consonant seems to be

slightly 1engthened.6 This is marked by underlining:

Mbakt (a name) (7, 22)

2.2.21: creaky voice.

The marking under a word or sylléble indicates that it is

el

pronounced with creaky voice. This has so far been found only in

exclamations:

taata (7, 126) ‘[by my] father!'.

rtirditif

2.2.22: vowel quality,
The mark ., under a semi-vowel indicates that it was heard as

nearly syllabic, eg. myeene (6, 6,b) 'I see' tends towards [mus:ne].




The mark _ under —u- indicates that it was unusually low and/or

open, tending towards {o], eg. by-bayenda (7, 11) ‘'when they went'.

2,2.,23: other features.

Other important features of phrases are marked by putting + at
the beginning and end of the stretch concerned, with a note at the
bottom of the page explaining what is referred to. Thus:

whispered articulation: 7,64,

indistinct articulation: 7,63-64.

slow, distinct articulation: 8,96-97,z; 9,6; 11,35,b,

fast rate of articulation: 6,26-27,a; 6,28,a; 6,38-39,a;
6,69~72,a; 6,77-78,a; 7,10; 8,19,z; 8,68-70,z;
9,13-14; 9,20; 9,35,

forceful, intense articulation: 8,43,a; 11,31-32,b,

rising, crescendo contour7: 8,75-76,z; 8,81,z; 8,84-85,z;
11,36-37,b.

fast falling contour’: 10,41.

2.3: summary.
To recapitulate on the markings adopted:

phrase boundaries: punctuation marks, pause (+), gap (,) (2.2.2),
hesitant lengthening (y) (2.2.17).

pausal features: upturn (v) (2.2.5.1), high upturn (é) (2.2.5.2),
final lower high piteh (V) (2.2.16.1).

high pitch (V) (2.2.3, 2.2.4), fall (¥) (2.2.7), bridge (Ve...¥)
(2.2.6), bridge with extra-high final (V....¥) (2.2.9),
rising bridge (¥:...6) (2.2.8), extra-high pitch (@)
(2.2.10), extra-high bridge (Ve...¥%) (2.2.11), ultra-
high pitch (2) (2.2.15), high pitch uncertain (Q),
position of high pitch uncertain (¥) (2,2,18).

higher key (%) (2.2.13), lower key (V¥) (2.2.14).

others: stress (y) (2.2.19), nasal lengthening (n) (2.2.20), vowel
quality (w, g) (2.2.22), creaky voice (,.,) (2.2.21).

These markings have enabled us to represent adequately the contours

of all the texts. Few, if any, contours have been found which cannot

be handled under this system.

s
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Endnotes to chapter two,

1.

3.

These numbers refer to the texts in Appendix 3. The first number
is that of the chapter where the text is discussed, and the se
second is the line number in that text., Thus 5,37-38 means
'lines 37-38 of the text for chapter five!.

The §....4 marking, introduced in Carter 1980, is in origin a
divided version of her (1973) mark for peak pitch, V (see also
4,7.2). The VeveuV marking also allows us to reserve the marking
¥V in this thesis for those few instances of ‘downstep'

that occur in the texts, eg. angﬂmb' éan (4, 22) ‘'of the

temple', ka—mafwéené méneka-ko (6, 21,b) 'they should not be

.seen', Where it is necessary (eg. when discussing a word in

isolation) to draw attention to the fact that an acute mark
signifies the last high pitch in a bridge, the mark ¥ will be
used, eg. kan%—ku, from the phrase kadilénda kan{-ko (6, 28,b)
‘it is utterly impossible'.

This concept was originally used in the description of kiKongo
by K.E. Laman (1922, art.13 et al., see also Donnelly 1989),
though the sense in which it is used here is slightly different.
In the dialect studied by Carter, the phenomenon often occurs
with WH-questions - cf. Carter and Makoondekwa 1981, section 4,3.
It is beyond the scope of this thesis to fully discuss or define
what constitutes stress, particularly since this is still 'a
matter of controversy' (Sommerstein 1977:36). I am content to
accept general definitions of the phenomenon, such as that of
Hartmann and Stork 1972 ('greater force exerted in the articulation
of one part of an utterance compared with another, thus
accentuating a certain part of the utterance, giving it more
prominence'), or that of Pel 1966 (!intensity of utterance; special
emphasis on a sound or sound group, the result of greater
amplitude of the sound waves, producing relative loudness').
Sommerstein (ibid.) believes that, 'Loudness itself is not the
sole auditory component of what phoneticians call stress. Pitch
and duration are relative cues as well', and concludes that in
any case 'uncertainty about the phonetic nature of stress ...
does not necessarily preclude phonological investigation of it',
gsince investigators can usually agree on which syllables are

stregsed.
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8.

It is as yet uncertain whether this lengthening can be considered as

syllabicity, ie. whether N:C = NC. Daeleman (1966) considers that

syllabic nasals exist in kiKongo, but Carter (1970) argues

against this on tonal grounds. The instances in the texts are

insufficient to come to any firm conclusions, ]

This differs from the rising bridge (2.2.8) in that the rise is

not steady, but 'jerky', ie. not /—L /, but /~~1L/. Thus:
k34nst bedto twdstfor vidw o gaéndilgpdqedg (8, 75~76,z)

— - —— -

—-— — —
— — w— —
w—— —
—

*but we had not left off hoping that he would be the one'.

Although there is an overall rise, high- and low-pitched syllables
can still be distinguished. This is in contrast to the rising

bridge, where there is a steady rise in pitch from syllable to
syllable.

This differs from the usual downdrift contour (2.2.4), where

high- and low-pitched syllables can be distinguished, in that

there 1s a sudden fall from the highest pitch, during which there
are no high/low pitch distinctions, ie. //™~_/ instead of /Sl

S




PART II

Tonology: Texts and Systems




CHAPTER THREE

A Preliminary lnvestigation - kisiNgombe

3.1: introduction.

This chapter consists of two main sections. The first section (3.2)
is a summary of my first attempt at marking and analysing the pitch-
contours of one of the texts (the kisiNgombe text by the Rev. Komy
Banzadio - see also chapter 10), Although this syntactically-based
analysis had later to be heavily revised in favour of a pitch-accent
approach, the summary will serve as a useful introduction to the main
problems of analysis. The second section (3.3 ff.) embodies an
expansion and revision of one part of the first analysis (3.2.3, a
study of high pitch placement), along with a discussion of additional
material such as pitchmeter tracings. At the end of the chapter we
should be in a position to suggest a method of description for the
- other texts, which we will then apply to progressively longer stretches
of text through the rest of the thesis. refining and modifying the

description on the way, ¥

3.2: the origtnal analysis.,
3.2.1:m3rking.

Many features which it was later found useful to distinguish were
not noted in the original marking of the text. For the purposes of
this summary, however, the contours marked will be those originally
noted, since they were the ones on which the analysis was based.1 For
comparison, the passage (10, 1-58) to be discussed below (3.2.4-6) is
given both with contours in original notation, and with later, revised,

notation as described in chapter 2,

3.2.,2: variant pitch contours.,

Study of the text revealed that the pitch contours showed a large
degree of variability, in that the same sequence, even when occurring
in a superficially similar context, might show differing patterns, Some
38 gets of such sequences were noted in the text, of which the following

are a representative selection:

/
(1) mpl! antsﬁungi zina ziménekene munté% aflphutu 5-6 'the kind of

gseasons which are experienced in Europe!




muntsuungil zéna z1imonekene munté? éKonngn 7-8 'from the seasons
which are experienced in the Congo'
(2) mathko ge-z{nduumb%\SB ‘boys and girls!
... mhtoko yb-zinduumbd 28 ditto
bmatoko » ye-zinduumbd 72~3 ditto
kmématoko-'ge—zinddumba 163 'té the boys and girls'

cee ulélo wamatoko ge—zindéumb% 199 'a crowd of boys and girls!

(3) tﬁuka ntangu yoyo ... 47 'from this time onwards®
\ -
tuuka ntaangu gégo 57 ditto

(4) imp&l‘ 5lekwa «ee 68 'it is the sort of thing!
impil' adidmbu ... 70 'it is the sort of matter’

(5) madya mankbokila 117-8 'the evening meal'
+os madya ménkunktla 161 ditto
médga mankooktla 167 ditto

(6) ndgéatulu A5salu 115 'the progress of the work!
n'ybatuly asalu ... 192 ditto .

(7) nthangulu aB%ibila 206, ¢f.140 'the reading of the Bible!
eee kgantéangulu aBlibtls 166-7 'of the reading of the Bible'

(8) ... mukukisénikisa mukwenda kusama-skuﬁl 49-50 'to enrol to go to
the summer-school!
makisénikisa‘Amukwéenda kuséma-skuul 52 'enrolled to go to the

summer-school'

(9) ... mu?ﬁof? ganSana gampiimpg 119 ‘'at half past nine!'
mu’ool! angana gampiimpg 161 ditto
mudol! anaana gampiimpg 209-10 ditto

(10) ge—m{nuta kumt ge~taanﬁ 170 ‘*and fifteen minutes'
ens ge-w@nuta kum1l ye=taanu 206 dit%o

kyaminuta kumt ge-téanu 172=3 'of fifteen minutes'

The variations consisted in placement of high piteh within the word,
and presence or absence of high pitch on the word. The three membera
of example (5) illustrate these points. In a few cases, the patterns
seem to be complementary: thus, in examples (3) and (10) we have a
sequence 'high-pitched word + low-pitched word' in one member, and the

reverse sequence 'low-pitched word + high-pitched word' in another, eg.




(10) ge-m{nuta (kumt) ye=taanu but
kyamtnuta (kumi) ge-téanu.
This type of example might possibly be described in terms of a

'moveable peak'! in the contour.

Since differing contours are found with identical sequences, the
pitch patterns cannot be determined exclusively by lexical tone and
tonal sandhi., From the examples above, we can already discern some
possible conditioning factors in the environment of the sequence,
such as occurrence after the genitive element (examples 7, 10), or in

itg delivery - note the effect of pause in examples (6, 8).

3.2.3: general pitch patterns (original marking).

As a preliminary step, certain features of the pitch patterns
occurring in the text (eg. number of high pitches in the word, most
common place of occurrence of high pitch, variation of pitch
occurrence throughout the text, etc.) were examined, in order to
have a general framework into which to fit the findings of horq:

detailed analysis.2 Lines 39-80 were chosen as a sample passage.

3.2.3.1: frequency of high pitch,

Of a total of 271 words®, 120 (44%) bore no high pitch. Of the
remaining 151 words with high pitch, 28 (10% of the total) had more
than one high pitch. 27 of these had a bridge on the word, and in

only one case4 were there two separate high pitches.

3.2.3.2: postitton of high pitch,

Of the 151 words with high pitch, it was found that the high pitch
rarely5 occurred later than the second syllable. It never occurred
later than the fourth syllable, although there were 26 words long
enough for this to happen. High pitch most commonly occurred on the
second syllable of the word (80 cases - 53%), and/or the first
syllable of the stem (117 cases - 7'7%).6

3,2.3.3: ratio of high ptteh to word.
A rough count was made of the number of words and high pitches

all through the text. The ratio of high pitch to word was notably

1




consistent throughout {slightly less than 1:2), suggesting that the
occurrence of high pitch was not dependent on factors of narrative

structure.

3.2¢3.4: conclustons.- the 'root-syllable’.

Since occurrence of high pitch was regular, and most high pitches
appeared on the first syllable of the stem, we could therefore set
up a ‘'predicted' (ie. unmarked or neutral) place of occurrence for
the high pitch. We would then concentrate on the marked, non+neutral
pitch contours, attempting to identify the environments in which

deviations from the predicted patterns were found.

In view of the importance of the first syllable of the stem, it
was labelled the ‘root-syllable', following Laman (1922), who had also noted
its importance. The root-syllable (as defined here) is the first
syllable of the stem of a noun or verb, or the first syllable of a
demonstrative, possessive7, pronoun, adverb, etc. Thus, undeflining

the first vowel of the root-syllable:

»
kabakala 'they were'; myambote 'of goodness'; euvo ‘or';
maka 'some'; zina ‘'which'j; kota 'enter'; vaava 'now';
zozo 'these'; yaayt 'this'; kaanst 'but'; ztyilkwangas 'they

are called'; intswaaswani 'there is a difference'.

3.2.4: syntactic notation,

In order to judge whether or not such factors as phrasing, context,
syntactic environment and so on played a role in determining the
pitech contours, the syntactic parsing system devised by Guthrie (1961)
and refined by Carter (1973) was chosen as a framework for classifying
the sequences with which pitch contours occurred. This system isg a
shorthand describing the surface syntax in terms of a number of
syntactic 'units' (eg. subject, indirect object, etc.), each of which
consists of a head (the most 'important! word in the unit) which may

occur with one or more dependent items. Thus the phrase

muluz{ingu lwaau lwamvitmba 39 'in their whole lives'
may be described as LOC=-poss-gen. It is a locative unit, consisting

of a head noun with locative prefix (LOC), a possessive (poss), and




a genitive (gen), both of which agree with the head noun. Other

examples are:

muntsbungi géag% 17 'in this season!'

TEMP = dem

(a temporal unit, consisting of a head noun followed by
a demonstrative agreeing with it)

mika maambu eve 40 'a few things'

dem - OBJ

(a direct object unit, consisting of a head noun preceded
by a demonstrative agreeing with it).

The system has not been described in full heres, since it was later
found that its use for the texts was unnecessary, and therefore it is
not of prime importance for understanding the later chapters of this
thesis, For a full description, the two works cited above should be
referred to. For a critical analysis of the system, see Hayward 1976,

A method was then devised for incorporating abstract repfeseptatiops
of the pitch patterns with the abstract representations of the
syntactic patterns in the parsing system:

(1) since high pitch was most likely to occur on the root-syllable
(3.2.3.4), we could mark this by underlining the abbreviation,
eg, for a locative unit muntsi 'in the country', we write LOC;

(2) if the high pitch occurred on the syllable preceding or followingg
the root-syllable, this was marked by a raised * before or after
the abbreviation, eg. kﬂmbg 'in the sea' ‘10C; bagné ‘children'
sus® (a subject unit);

(3) if the high pitch occurred more than one syllable before the
root-syllable, this was reflected in the number of signs, eg.
51uk3nu tof the aim' *%tgen (a dependent genitive item);

(4) where no high pitch appeared on the word, the unit abbreviation

was left unmarked, eg. kumwiinti 'in the sun' LOC.

In the original analysis, it was the patterns of the unit heads
that were focussed on; some attempt was also made to describe the
patterns on dependent items, but these were considered subsidiary,

with patterns perhaps linked to those on the unit head,




3.2.5: sample unit descriptions.

The three sample unit descriptions (out of the total of 21) which
follow have been chosen so as to highlight both the strong and the

weak points of the analysis.

3.2.5.1: subject untit. .
The first unit is that of subject (SUB)lO. In most cases we find

SUB,

(1)

(2)

(3)

(4)

(5)

(6)

(7)

(8)
(9)

(10)

(11)

(12)

(13)

sometimes with a further high pitch:

beeth muntsi? aKoongd 8 'we in the country of Congo'
sust lLoc - gen

/ , \ 4 N .
gaaﬁ‘\mntsuungl? am{mnl 13 'it is the season of sun!

SUB STABY - gen

Etshung{ munts{ amphutﬁ -intswéaswani ees 6=7 'the seasons in the
sus* LOC - gen STAB land of Europe are different'

/. / . . . .
g%aﬁ gilﬁ%ﬁdi zzolakana 12 'it is the season which excels in beauty!
SuB* PRED INF X

ekhm%)kéd% 13, 14 'the reason being that!

su™- cong

-5,

mbbd tuy myakala myamboote 47 'the results were good!
SUB PRED COMP

, T 4 .
kadt® vo mwini umonekene 24 'since the sun has come out!

CONJ=CONJ SUB PRED
pgéggsm 55 t'programme' SUB

bési-mphutu baggghgalalaanga ees 13=14 'Europeans are happy'
SUB PRED

b%antﬂ baluta békkanga ess 17 'people often go [on holiday]'
suBt Aux - VYPRED

k@ése ktkalanga ... 21 'it is pleasant'’

SUB PRED

mbéevéA mutup{taalﬁ zivégikismanga 18~19 'invalids in hosgpital
suY  Loc PRED  are taken ...

bawgonsn bab%%damane ese 23=24 'everyone feels obliged!

SUB PRED

S22
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(14) matbko ge-z{nduumb% 36 'young men and women'

SUB CONN
(15) ye baléeke 56 'and the young people'
B CONJ SUB

/
(18) ﬂt;bungi 2020 10 'these seasons'

suBY - dem
(17) akdumbu géag{ gaséma*sku%l 27 'this name “summer-school” !
SUB+ - dem - gen

(18) mbbta zab{gemese sss 53 'the directors of the BMS'

suB* - *gen

(19) ntbmbokolo asald 48 'the growth of the work!
5UB - gen

(20) shma-skul yantete yabiyemese 46 'the first BMS summer-school!

SUB - gen == gen

(21) mbyt! glukanu lusame 41-2 'my main aim'

SUB = *+gen - DOS8 3

(22) bhantu bans baldandild ... 49 'the people who continued ...!

SUB - rel - REL*?'

{23) buna sbma 11 'well, summer!
CONJ SUB

(24) sié%of? zikéangamaanga 18 'the schools close! 12

supt PRED

It is interesting to note that the prevalence of SUB is almost the
opposite of what happens in kiMbanz' aKongo as described in Carter
1973: there a subject unit has its first high tone ‘'neutralised' (see
4.7.2ff), so that very often the first word in that slot has no high
pitch at all.

In two cases we have SUB :

(25) %muséma- baané 27 'it is in summer that young people ...'

*+srap sust

(26) né? tntsi aKoong§ » baantﬂla ka~bena ... 22 'like the country of

B CONJ STAB -~ gen SUB*  neg- PRED Congo, people do not have s’




Note that in both cases the immediately preceding unit is STAB.

There are two examples of SUB:

(27) mphast vo 19 'so that'
SUB - CONJ

/
(28) uasu yakals ..., 46 'it was ...' (cc. nos. 2 and 3 above)
SUB PRED

We therefore have 24 examples of SUB, 2 of sus* {occurring after
STAB), and 2 of SUB. As for other words in the unit, we have one each

of SUB-dem, SUB-dem-gen, SUB-gen (bridge), SUB-gen, SUB-gen—gen, and

SUB-gen-poss. The subject unit is preceded by a pause in all examples

except (6),

3e2.5.2: locative unit.
The second sample unit is that of locative (LOC). Most examples
are of LOC:

(29) ntsﬁung{ munts{ amphutﬁ 6«7 'the geasons in the land of Europe'!

+

SUB LOC - gen

(30) zig{kwanga mund{ng' akingelezg 10 'which are called in the English
PRED 1LOC - gen language oo’

(31) mbeevd mutup{taalﬁ ziuégiktsmanga 18-19 'the patients in the

supt LOC PRED hospitals are moved out!

(32) mbuta zab{gemese deéandE% 53 'the directors of the BMS in London'
suBt - *gen LOC
(33) beetd muntst aKoongg 8 'we in the country of the Congo!

suBt 10Cc -~ gen

(34) buuna munts?t aMphutlu 8 'whereas in the land of Europe'
B CONJ LOC - gen

(35) muntst né? intst aKoongo 22 'in a country like the country of
LOC p CONJ STAB - gen the Congo'

(36) kvansf kuMphltu 23 tbut in Europe'
B cong® Loc

St




(37)

(38)

(39)

(40)

(41)

(42)

(43)

(44)

(45)

musgma-skdulz zéntete 54 'in the first summer~schools!'

LoC - *gen

vee munts{ aﬂngleteer 1 'in the country of England!
LoC - gen

e kgag%namé kumw&in{—kn 23 'of lying in the sun'
gen LoC*  -neg

\ ’ .
muntsi aau 34 'in their country!

LOC —~ oss™t

£ X
muntst eto aKnongs 3 'in our country of Congo!

LOC -~ poss - gen

!/ . , . .
«ss Mumbaanza zamphila mumphila 16 'in various towns'. -

LOC - gen - loc

\ , , 4 . . .
muntst z%%kaka zina zikwendangs ... 35 'in other countries which

LOC - gen - rel - REL [missionaries] go to!

N ‘e : . .
muluzitngu lwasu lwamuitmba 39 'in their whole livesg'! °

LOC - poss - gen

muﬂfélikg 22 'in Africa' (cf. no. 24 above)
LOC

But there are several examples of LOC:

(46)

(47)

(48)

(49)

(50)

(51)

/ \ . R
see 21Na ziménekene munté& aflphutu 5 'which are experienced in

rel -~ REL LOC -'*gen the country of Europe’

4 . W / . . :
ess 21na zimonekene muntSQ aKoongo 8-8 'which are experienced in

rel - REL LOC - *gen the country of the Congo!

ve. kbta mungudt fnsamu 5 'going to the heart of the matter!
INF LOC ~ *gen

/
kiiya , munt;§ zgnkaka 16-17 'go to other countries!
INF LOC -*gen

«.. yakbla mumbaanz' a,Félkéston 46-7 'it was in the town of

PRED LOC - gen Folkstone'

... MuyAngidika nitu kumwitnt 24 'to let their bodies enjoy the

PURP OBJ" LOC sun'

sS




(52) bakwéndanga ulélo kusama=-skul 28 'that they go in a crowd to the
IREL REF LoC summer-school'

(53) ge-kéta mudtBuundu 37 'and enter the Church'
CONN LOC

(54) ge-bankéka mubaag 37 'and some of them'
CONN LOC

(55) ... mukwenda kusama=~skul 50 *to go to summer-school!
PURP LOC

(56) mukwéenda kusama~skul 52 'to go to summer-school!
PURP 1.oC

There are a few examples of YL0C:

(57) ous gtugéokele mbuwete 12 'which excels in beauty!
REL +Loc

(58) ... gébilanga kbmbu 15 'éwimming in the sea!
INF ¥ Loc

(59) ... zivégikismaanga Akﬁmbazi 19 'are ‘taken outside!
PRED *Loc

We therefore have 17 examples of LOC, 11 of LOC, and 3 of ¥10C. In
the original analysis LOC was called a 'continuous form', while LOC
and *LOC were referred to as 'discontinucus forms!', ie. they occur
where after the unit there is some sort of switch of reference in
what is being talked about. All examples of LOC and ¥LOC occur clause-
or sentence-finally, and although there are a few sentence-final
examples of LOC (nos. 38,39,44), in general the continuous/discontinuous

distinction may be useful. .

There are other differences between the groups. All instances of
LOC and LOC are non-initial, and all but one (no. 54) are post-verbal,
Examples of LOC tend to be non-initial (13 cases) and pre-verbal (11
cases), but there are several exceptions in both areas. It seems usual
for the locative unit not to be preceded by a pause -~ there are only
six exceptions (nos. 37,40,41,43,44,45) in the above examples, all of

them LOC,

AN




As for other words in the unit, there seem to be no high pitches
on words following LOC, while those following LOC show a high pitch
on the prefix: LOC-gen (6 examples), LOC-poss-gen (2), LOC~-gen-loc,
LOC-Ygen (4). The exceptions LOC~¥*gen (no. 37) and LOC;ggg (no. 50)
occur with unassimilated foreign words. LOC-poss* (no. 40) may be

conditioned by hesitation. No modifier appears in any example of ¥L0C,

3.2.5.3: direct object unit.
The third sample unit is that of direct object (OBJ). Most examples
are of OBJ:

(60) ¢...3 méka maam$F 1, 40 'a few things'
mod -~ OBJ

(61) ... baluts békkanga vuundu 17-18 'they usually take a holiday'
AUX  YPRED OBJ

(62) bauv{lukanga ntimd 37 'they cleanse their hearts'

IREL 0BJ
(63) bazizibula sikgla nbana 53 'they opened eight schools'
PRED—os OBJ -~ num

(64) ... mugéngidika atty kumwitni 24 'to let their bodies enjoy the
PURP OBJ LOC sun'

(65) ... muvovila dyaambu dyasama 41 'to talk about the word "summer* !
PURP 0BJ « gen

(66) ge—t%gé k{mbaang% 38 'and bear witness'
CONNY 0BJ

(67) mpa1l' antséungi z1ina ziménekene «ee 5=6 'the type of seasons
OBJ - gen rel - REL which are experienced!

-

But there are almost as many of OBJ:

(68) ntséangu zaséma-skuglz z1ina zikﬁbikmaang% «es 44 'information about

OBJ - gen rel - REL the summer-schools which are
; p o organised!
(69) bakkubika lekwa kibookulwanga ... 26 'that they prepare

*IREL OBJ - REL things which are called o,

(70) bagétila mwfint 19 tthey may sunbathe!
PRED OBJ

>7




(71) balenda gétila nwfint 14-15 'they can sunbathe!
PRED INF OBJ

(72) bdonsd bwaydntikils 42 'how it began'
oBJ*t - gen

(73) thzd kgamafﬁunda mataty 51 'the number of 3,000
OBJY - gen - num

We therefore have 8 examples of OBJ and 6 of 0BJ. The reason for
the variation is unclear, since there appears to be no correlation
with syntactic environment, context, or phrasing. A pause before the
object unit seems to be optional, but more frequent before OBJ (nos.
68,72,73) than before OBJ (no. 67). As for other words in the unit,
we have OBJ-num, OBJ-gen (2 examples), OBJ-gen (2), OBJ¥- en-num.
3.2.6: conclustans,

We can therefore see that an analysis in these terms has mixed
results., In some cases (eg. the subject unit) the basic form' seems
fairly clearcut, though it is difficult to account for exceptions.
In other cases (eg. the object unit) it seems impossible to isolate
any clear conditioning factors. In a few cases, though (eg. the
locative unit), we do seem to find c¢ertain correlations between

pitch contour and eontext (see also 10.3.4).

The results obtained from this analysis are therefore disappointing,
and this is exacerbated by the fact that no consistent general .
statement can be made for modifiers (other words in the unit), since
the main emphasis of the analysis is on the unit head. We could
perhaps treat gen, +gen, gen, for example, as tonally conditioned
in some way, but this would have difficﬁlties, and would also have to
come to grips with the fact that the same word may have more than one
of the patterns.

A subsequent attempt to apply this type of analysis to another
portion of the text showed that the results were equally unsatisfactory
~ very few of the comments made on pitch contour in the pilot study

turned out to be applicable, unless so many qualifying clauses were




inserted in the 'rules! that they were well-nigh useless.

Nevertﬁeless, it was decided that an alternative approach might
bear some fruit. In this approach high pitch would dgain be taken
‘as usually occurring on the root-syllable, subject to conditioning
factors of some sort, and to possible intonational variation of the

same utterance - that is, a type of pitch-accent system.

The textual marking of the original analysis was refined to give
that outlined in chapter 2, and subsequent texts were analysed in
this way, which did seem to produce more satisfactory results than

the one outlined above.14

3.3: further material.
The rest of the material in this chapter was not part of the
original analysis. However, it is related to the matters already

discussed, and must logically precede the rest of the thesis.

3.4: general pitech patterns (later marktlng).
Since the text was later re-marked, the calculations described
in 3.,2,3 are no longer accurate, and are here expanded and revised.

The same portion of the text, lines 39-80, was used as the sample.

3.4.1: frequency of high ptteh,

Of the 271 words (excluding 8 foreign words), 200 had high pitch,
67 (25%) had no high pitch, and 4 more occurred inside a bridge
between two flanking high pitches, There were 55 bridges between
words, and 29 bridges on individual words. There were only two cases
of words with two high pitches not in bridge: mo—ggngalalg mpe ‘enjoy
them also' (57) and z3al mpe 'theirs also' (75) - as can be seen,

they are followed in each case by mpe.

3.4.2: position of high piteh,

The 200 words with high pitch were examined to see on which syllable
of the word the first high pitch occirred, and, if there was a bridge
on the word, to sece on which syllable the bridge ended. The results

were as follows:




position of syllable in the word

type of syllable 1st. 2nd. 3rd, 4th, total
root-gyllable 66 81 13 2 162
non root-syllable 23 11 - - 34
total 89 92 13 2 1961°
end of bridge - 18 7 4 29

These figures show that the most common position for high pitch is
on the 2nd, (92 cases, 46%) or lst. (89 cases, 44%) syllables, Later
positions occur much less frequently (3rd. 7%; 4th. 1%).

No high pitch was found to occur later than the fourth syllable -
this was true even of high pitches which were the last in a bridge.
This is interesting, since we might have expected bridges to extend to
the next high pitch, regardless of how far away it was, but in fact
they seem to be subject to the same conditions of occurrence as first

high pitches.

It is significant that all 15 examples of first high pitch on the

3rd. or 4th. syllable occur on the root-syllable of the word concerned,

Most single and bridge-initial high pitches do in fact occur on
root-syllables (162 cases, 81%), underlining dramatically that this

ig the expected place of occurrence of high pitch in this idiolect.

3.4.3: ratio of high pitch to word,

In all, counting first high pitches and high pitches last in a
bridge, there are 225 instances16 of high pitch marked. A count of
high pitches throughout the text was not attempted this time, but we
can extrapolate to gain a rough idea of" the ratio of number of high
pitches to number of words. We have here 225:271, which works out to
1:1,2, as opposed to 1:1.9 based on the earlier count (3.2,3). The
difference can probably be attributed to the fact that in the
re-marking we have a third as many again words being marked with

high pitch (200 as opposed to the earlier 151),

It would seem from the ratio 131.2 that we get a high pitch to

almost every word. This high pitch usually occurs on a given syllable.

6C




Further, we hardly ever find two separate high pitches on the same
word, These facts suggest a pitch-accent rather than a tonal system,
The ratio of one high pitch to one word is also interesting in view
of a phenomenon to be discussed later - that when a word occurs
without high pitch, there is a tendency for the preceding word to

have an extra high pitch (see, for example, 5.4,3).

3,4.4: conclustions.

Comparison of the figures in this section with those in 3.,2.3
gshows that the general patterns are very similar, the only real
differences being in number of words marked with high pitch, and in

number of bridges.

3.5: pitchmeter tracings.

Because of a certain degree of accoustic interference on most of
the recordings of the texts, it was decided to test the accuracy of
the pitch-marking described in chapter 2. Samples from the Rev. Komy
Banzadio's kisiNgombe teitl7 were used to check my transcriﬁtiops
against tracings of pitch and intensity on a pitchmeter. We may
assume that the degree of accuracy seen in this sample transcription
will hold for the other texts, which were all transcribed by the same

investigator following the same system,

Four tracings were taken: (a) linear amplitude, showing volume/
intensity; (b) logarithmic amplitude, an enhanced linear amplitude
which emphasises the range of the linear amplitude tracing; (¢)
frequency, in Hertz, showing pitch; (d) an oscillographic tracing
conf;ating amplitude and frequency. Using such tracings it is possible
to compute for a given vowel or consonant its length, intensity and
pitch. For our purposes, the log amplitude and the freguency tracings
were most important, though the other two tracings were occasionally

helpful.18

To facilitate discussion, the log amplitude and frequency tracings

have been transcribed in graph form in Appendix 2, and it is to the

page numbers of these graphs that the following sections will refer, 19
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3.5.1l: sample passages,

Tracings were made of three stretches of the text: (a) 1l. 1-6
(length of tracing 300 cms.); (b). 1l. 115-121 (480 cms.); (c) 11,
193-201 (600 cms.). The last two extracts were chosen for transcription,
since they seemed to be more representative of natural speech. It is
noticeable, for instance, that at the beginning of the text (extract
a), the speech is restrained, while the speaker settles in to reading;
however, as he becomes more at ease, his speech becomes progressively
~ more intense. This is shown especially in the log amplitude tracings
for extracts (a) and (e¢) - in (a) the peaks rise no more than 2 cms.
from the base line, whereas in (c) they regularly reach 3 cms. above
the base line., Likewise, comparing the frequency tracings for extracts
(b) and (c¢), we find that in (c¢) the tracing regularly reaches 200 Hz
or higher, whereas in (b) it reaches 200 Hz in only two instances

(Appendix 2, pp. 6 and 7).

3.5,2: questions to be ansuered.

We may consider the graphs in terms of three questions: (i) how
close is the marking to the actual pitch contour? (ii) where thére
are differences between the two, are there any factors (preferably
recurring ones) by which we might account for these differences? (iii)
what are the main features of the intensity contour, and can it be
related in any consistent way to the pitch contour? The first two

questions will be discussed in 3.5.3, and the third in 3.5.4.

3,5.3: pitch and marking.

Firstly, we note that the contour as marked bears a very close
resemblance to the pitch contour as evidenced by the pitchmeter. This
is obvious from a simple examination of‘the graphs, but if we wish to
quantify this observation, we may say that in only 32 out of 93 words
(34%) does there seem to be any discrepancy between the marking and
the contour. As will be shown in the following paragraphs, all but
three of these discrepant markings can be accounted for, and only one

of all the 93 words seems to be incorrectly marked,

3.,5.3.1: higher key,.
At the beginning of paragraphs in the written text there is a
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slightly higher key = pp. 1, 10, 15, 17. Only the last two of these
are explicitly marked by T ., The example on p.l7 is not much higher

in pitch, but it sounds higher because of the high intensity.

3.5.3.2: bridges.

Certain words are marked with a bridge when the pitch contour
actually shows a slight drop: Yo 1), sSmd (9}, syambi) (21), in
which the second syllable is 5 Hz lower than the first; m}sg:néeg
(19), in which there is a drop of 10 Hz. It would seem that when the
interval between the two syllables is small enough, they may be
perceived as level, Note also dgamfﬁnu k¥t (17) and balﬁeké (18),
where the syllables marked as being last in the bridge are actually

slightly lower in pitch.

Such a phenomenon might also account for is%lﬂ (2), but it may
also be thatZ%his word the last syllable appears higher than it
actually is because there is a long drop of 65 Hz to the next syllable
kya-. This may also account for gémpiimpa (6), where ya- is level with
the preceding syllable -ns, but perhaps appears higher because of the

drop of 50 Hz to -mpti-.

It would seem, therefore, that what are marked as bridges may in
a few cases not have absolutely level pitch, but may show some
downdrift. Nevertheless, the main features of the bridge are supported
from the graphs: the end point of the bridge is appreciably higher
than what follows, and yet not higher than the starting point (this
may be contrasted with the rising bridge (2.2.8), where the end point
is higher than the starting point).

3.5.3.3: extra-high pitch.

In several instances the usual contour pattern within a phrase
(//~/) does not occur, and instead we find //~™"\/. The last peak |
here should theoretically be marked as extra-high (see 2.2.10), but in ?

fact it is not: nduddkulu (9), mbdbkalo (1), m%gganéag (12), mbana

(14), bybuwu (16), bawdonso (5) are all marked with the ordinary high {
pitch mark, though they are higher in pitch than the previous marked J
syllable; ie. their mafking implies downdrift, but this downdrift does
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not in fact occur. It seems likely that in these instances the long

vowel masks the impression of extra-high pitch,

3.5.3.4: lower pitch on the root-syllable.

The example of mbhékolo {(11) quoted in the previous paragraph has
another interesting feature - the first mora, mbo-, is lower in pitch
than the second, =-o-. Several other words also show a pitch lower than
that marked, the syllable in question always being in bridge to a
syllable with higher pitch: mukubakaémbé (2, the syllable concerned
is underlined), bdntd (5), uduo (10), 2820 (14), 1dandi1d (15), mu?dola

gantsémbmadt (4-5), dgEné 17).

In each case the syllable in question is the root-syllable, and in
each case these syllables are the most intense in the phrase (it will
be noted below, 3.5.4.,1, that the greatest degree of intensity usually
attaches to the root-syllable). It would therefore seem that with a
pitch pattern [~ "], where the first segment has greater intensity
than the second, [=~1 , the overall impression is that the two segments

are level in pitch, [=~] .

’
A similar explanation may account for ekuma (18), gé*lndia (21),
where ~ma and ye- respectively are lower in pitch but higher in

intensity.

3,5.3.5: differing pitch/intensity contours.,

There are a few other cases where discrepancies between the marking
and the pitch contour may be due to differences between the pitch and
intensity contours. A syllable with high intensity may be perceived
as higher than it actually is in pitch: fntsangu (15), mbmphila (16),
dgamfﬁnu ket (17). Likewise, a sylléble with lesser intensity may
appear lower than it actually is: ge-kuhazédtlanga (9). Some similar

explanation may account for basbogagd (13).

3.5.3.6: excepticons.
The processes described above appear not to have been consistently
perceived, however; thus, in 18, taking the two contours together, we

: . / . R
might expect -thunté~ and u1d1b instead of -tbﬂnta-, ulola, and likewise




\ /
Afé1ika (21) instead of Afélika (cf, Qﬁ-lndia above). It would seem
that pitch is the dominant factor; intensity may alter the perception

of pitch, but does not interfere in all instances.

In vo baluungid% (5), vo should perhaps have been marked as high,

. . /!
to be perfectly consistent, while maﬁgtoko (18) seems to be the only clear

. . . . &
example of mismarking -~ we should have, if anything, mamatgku.

3,5.3,7: conclustons,

It will have been noticed that the discrepancies discussed above all
have the same general features ~ the pitch pattern is slightly misheard
due to (i) shortage of interval, (ii) length of vowel, (iii) occurrence
of high intensity. Since the discrepancies.are few, are minor, and can
readily be accounted for (ie. they seem to be 'phonologically natural'),
it would appear that the marking is essentially valid. We can conclude
that the marking is sufficiently accurate to be used for subsequent
discussion of pitch features in kiKongo, and forms an adequate basis

from which to draw our conclusions.

3.5.4: intenstity and piteh.

We may now go on to consider the third question asked in 3,5.2,
namely, what general features can be discerned in the intensity contour?
Whereas the previous sections hinged mainly on the accuracy of the
marking, consideration of this question leads us farther afield and

gives us some clues to the nature of the kiKongo system.

3.5.4.1: Tntensity an the root-syllable.

Firstly, it is noticeable that in all but a few instances (about 15
words out of the total of 93 ~ 16%) highest intensity, like the point
of highest pitch, occurs on the root-syilable.20 Not all root-syllables
have high intensity, and not all syllables with high intensity are
root-syllables, but the equation holds in most cases. It is likely
that varying the place of intensity from the norm, and its resultant
coincidence with or variation from the point of highest pitch may have

implications at the intonational level (see also chapter 12).

3.5.4.2: co~occurrence of {ntensity and high ptiteh,

T+ is also noticeable that in a great many cases (about %) high

SN




intensity co-occurs with high pitch on the same syllable. This
generally close correlation of the log amplitude and the frequency
tracings implies that high pitch and stress tend to occur together.
Moreover, as noted in the previous paragraph, high pitch and high
intensity (= stress) generally occur on one syllable, the root-syllable,
If we can assume that it would not be likely for high pitch and
intensity to be so predictable or to co-occur to such an extent in a
tone language (P.R. Bennett, p.c.), then these facts indicate that this
idiolect of kiKongo, at least, is not tonal. These features point
rather to some sort of accentual system, whether we call this pitch-
accent or stress-accent -~ in view of the seeming dominance of pitch,

the former term might be more apt.21

3.6: summary.

While the original analysis in the terms described in 3.2 seems to
give little return, the general features of pitch occurrence (3.2.3,
3.4) and the evidence of the tracings {(3.5) show that a recurrent
system of pitch use is discernible. Having verified the marking adopted
(3.5.3), we are now justified in attempting at. least a partial
description along the lines suggested in 3.,2.6 - that is, a pitch-
accent system in which high pitch (and usually intensity as well) is
often associated with the root-syllable of the word. The next chapter

will explore this proposition a little further.
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Endnotes to chapter three.

1.

3.
a,
5,

6.

10,

1l.

Nevertheless, for the sake of uniformity with other chapters of
the thesis, the original pitchmarks themselves have been replaced
by those described in chapter 2.

What is given in this section is a brief summary of the calculations
performed on the original marking of the text. These calculations
were later revised and expanded to take account of the re-marked
text, and may be found in 3.4 below.

Unassimilated borrowings were not included in the count.

The compound mékumasémbanu 'sixty' £ makumi ‘'ten'+ sambanu 'six’'.
There were only 12 instances out of a possible 104 (11%), and in
each of these the syllable on which the high pitch occurred was
the first syllable of the stem.

In 70 (87%) of the cases with high pitch on the second syllable of
the word, this syllable was also the first syllable of the stem.
In southern dialects such as kiZombo, where demonstratives and
possessives may have an initial vowel, the root-syllable would
then be the second syllable.

For ease of reading, this summarised analysis uses mnemonic labels
for the various units, rather than the shorter labels used by
Guthrie and Carter. I have also chosen to differentiate word
categories within the syntactic categories set up by these authors.
For example, the above three units as described in Carter 1973
would be respectively: §_ i ii; V___ii; i__Q-.

A word with a single high pitch after the root-syllable was rarely
found - no examples occurred in the passage taken for the pitch
count described in 3.2.3.

Abbreviations are as follows: SUB(ject), LOC(ative), gen(itive),
STAB(ilised item), PRED(icator), INF(initive), CONJ(unction),
COMP(lement), AUX(iliary), CONN{ective), B CONJ (co-ordinating
conjunction), dem(onstrative), poss(essive), REL(ative), rel(ative
pronoun), neg(ative element), PURP(osive), IREL (indirect relative),
REF(erent), mod{ifier), os (object substitute), num(eral).

The original analysis considered a bridge from root-syllable to
final syllable as an extension of the high pitch on the root-
gyllable, and in the parsing marked only the root~syllable as

having high pitch. The bridge has been made more explicit in this




12.

13.

14,
15,

16,

17.

18.

summary by marking, for example, §g§+ instead of just SUB, but

it will be apparent that bridges in general (cf. 18,22} are
somewhat problematic for this parsing, and hence for the analysis.
This example shows a loan=word which is irregular in its placement
of high pitch. We must either assume high pitch not occurring on
the root-syllable as previously defined (slkonla), or assume that
another syllable be taken as the root-syllable (sikoola), Either
approach poses difficulties, and the latter option has been

chosen - cf. also (45).

This word poses problems, since the segmentation into prefix and
stem cannot be totally unambiguous. We could segment baa-ntu, in
which case baantﬁ would have high pitch on the root-~syllable, or
ba=antu, in which case haantﬁ would have high pitch on the syllable
following the root-syllable. In general, where ambiguous cases of
this nature appear, I prefer, in accordance with the definition
of root-syllable given in 3.2.3.4, to consider the first syllable
as the root-syllable.

For the new description as applied to this text, see chaptep 10.
The discrepancy between 196 and 200 is accounted for by words like
luasama-~skol (43), where the high pitch is the last in a bridge,
and we cannot specify where the first high pitch of the word
might be.

That is, counting single high pitches and high pitches at the

beginning and end of a bridge. The number does not include those

syllables inside a bridge, which have unmarked, ie. non-significant,

high pitch.

This particular text was chosen since it was the only one recorded
in a studio - all the other texts were recorded on a portable
cassette recorder in the informant's room, and contained a good
deal of background noise. Though the ear was able to distinguish
the pitch contours from the background noise, the more sensitive
but less discriminating pitch-metexr could not.

Since orthography is not the main concern here, geminate (intense)
consonants (cf. Carter 1970) and long vowels have been marked
only when particularly audible, and not consistently, as in Carter
and Makoondekwa's books. If geminates, for example, have the same

function in this idiolect as in Makoondekwa's, then they are

&)




19,

20.

21.
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predictable from the works already cited, and if they do not, a
statement of their distribution would exceed the scope of this thesis.
It should be emphasised here that although these trécings were made
after the method of marking had been finalised and applied to all
the texts, the marking of the chosen extracts has not been touched
up or adjusted in any way whatsoever.

This is an interesting point to bear in mind when discussing kileta
— see chapters 11 and 18,

Further information on the nature of the kiKongo system might be
obtained by comparing samples of kiKongo with those of other
languages. Such an experiment, albeit on a small scale, was carried
out, (I am grateful toc P.R. Bennett for his help here.)

To test cross—~dialectal systems, a tracigg was made of an extract
from Carter and Makoondekwa 1981, It was found to show many of the '
same features found in the Banzadio tracings, in particular the
co=occurrence of high pitch and intensity.

Tracings were further made of an extract in Somali (a non-Bantu
pitch-accent language) and one in Kikuyu (a Bantu tone language).

It was found that both the Banzadio and the Makoondekwa tracings
bore a closer resemblance to the Somali tracings, especially as far
as the intensity tracings were concerned. Kikuyu tended to have most
intensity near the beginning of phrases, while Somali and kiKohgo
agreed in varying the position of greatesl intengity - very often

it occurred at the beginning of phrases, but also it frequently came
in the middle. Moreover, both Somali and kiKongo could have several
intensity peaks of roughly the same height in a given phonological
phrase - this was less common in Kikuyu.

Although the results must be considered tentative, the tracings
do seem to show that at least two idiolects of kiKongo show
features more similar to a pitch-accent language (Somali) than to

a tone language (Kikuyu).




CHAPTER FOUR

Towards & Pitch~Accent Oescriptton - kiMlbanz' aKongo

4,1: {nteroduction,

Now that we have come to some preliminary conclusions about the
placement of high pitch and about a possible basis for describing '
that placement, the next step will be to test our conclusions by
applying them to a short portion of connected text. This will suggest

whether the analysis might be refined.

4.2: the text.
The text is a portion (Luke 23:32-24:41) of the San Salvador (Mbanz'
aKongo) Bible (Bentley 1926) as read by the Rev. D, Ntoni-Nzinga. The

dialect is kiMbanz' aKongo, referred te in Carter 1973 etc. as kiZOmbo.E

4,3: sample passage.

We will take 11, 39-46 as a sample passage. Of the 45 words in the
passage, 37 (82%) have high pitch on the root-syllable, 4 have high
pitch on some other syllable, and 4 have no high pitch. O0f the 37, 8
have one other high piteh in bridge with the first. These sets of words
are listed below. -
' &

4,43 patterns tin the text,

474,1: -First or only high piteh on the root-syllable.

(a) nouns:(with no. ~  nkhla 40 'the tomb' (cf. kuns-nkbla 44,45)
prefixed element) ndﬂumbu 41,44 ‘'spices!
v U{isu 46 YJesus!

akéenté 39 'the womén'
béézid{ 39,44 ‘they had come!
bavétukidi 41 ‘they returned!
(b) verbs: \
bavuundidt 42 'they rested!
dganéngomoka 45 'it had been rolled away

bakéﬁale 45 tthey went in'
dyanengomoka 45 'it had been rolled away'

hakéfele 45 ‘they went in'
baléendé 40 ‘they followed!
bamm;ene 40 'they saw!
baméen(é) 44,45 tthey found!

0




1

banEte 44 ‘'they brought'
bakbbikid® 41,44 tthey prepared’

Lna 43 'it has'.

(c) others: géandi 39 'with him!
kwéu 42 fcompletely!
Z%DQ 44 twhich' (cc, sna 39)
mun'-éwu 43 'according to'

tﬁukg 39 'from' (cf, gﬁkg 30),

It will be seen that in this list are not only words with a single
high pitch on the root-syllable (/. ™~ /), but also words with a
later high pitch in bridge with the first (//~ ~ /) and words with
the high pitch in bridge with that on a foliowing word (/"7 7™N_/).

These latter two classes will be discussed below in 4.4.6,7,

4,4,2: nouns with prefixed element.
There is a group of nouns with a prefixed element, which have the

high pitch on the root-syllable:

kgaubﬂndu 42 1of rest!

wankénikinu 43 'of the commandment'
kgalquingu 43 1'of the week! F
kuna-NgAlilt 40 'to Galilee!
kuna-nima 40 'behind!

kuna-nkéla 44,45 'to the tomb!
ge—ns%mé 40 'and the laying'
g'-améazi 42 'and ointments'

cutdmbu 41 1the body!' (cf. evitmbu 36, cc. Auiimbu 46)

etdnt 42,43 vhe day'.

2

4,4.3: nouns with prefixed element and shift of high piteh.

In contrast, there are 4 nouns, also with a prefixed element, which
show a shift of the high pitch one syllable to the left of the root~
syllable (thia phenomenon will henceforth be referred to simply as

‘shift'):

ménsunga 42 ;6f perfume'
dgémfumu 46 tof the Lord!
étadi 45 tthe boulder!

Lutinbu 46 'the body' (cc. suifmby 36, evfimbu 41).




4,4.4: words without high piteh,

Words with no high pitch marked are as follows:

ans 39 'which' (cc, zkng 44)
dyandt 41 ‘hig!'
dyastw{s) 41 'it was laid!

also: kysntete 43 'first! (inside a bridge).

4,4,5: conclustlons,

The large proportion of words with high pitch on the root-syllable
suggests that this can reasonably be taken as the 'norm', Hence we
will give most attention to words not showing this feature of high

piteh on the root-syllable,

The words in 4.4.2,3 each have a prefixed element, whether it be
genitive, long locative, connective, or initial vowel. Yet it seéms
difficult to account for the fact that a few wérds show shift of the
high pitch, and others do not,

There are three possible explanations:

(a) the variation may somehow be dependent on the prefixed element;
yet the same elements (eg. genitiye,.initial voygl) ocour in
both groups;

(b) there may be two or more nominal tone-classes showing different
contours in this context; yet there are the examples evitmbu and
eu{imbu, showing variation on the same word;

{(¢c) the variation could be conditioned by pause or syntactic order;
yet there seems to be little clear evidence for any such condition-
~-ing, other thén the fact that the words in 4,4.3, with the

exception of étadi, all occur after a preceding pause.

At this point it is impoésible to decide on an explanation to accourn:
for the data. All the possibilities cited must be borne in mind until
further data enable us to.come to some conclusions. In the meantime

the variation can only be noted.

4,4,6: bpidges on tndivtdual words.

baléendd 40 'they followed'
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bakhbikidQ 44 'they prepared!
ke*baméené—dgo~ko 45 tthey did not find it!

ak%enté 39 'the women!
\

elumbu 42 'the day!
ge~ns¥mé 40 'and the laying!

%ﬁuka 39 !'from!

\

zmné 44 ‘'which!.

Q, akéenté, ge-ns}mé) have a following

Three of these words (bakhbikid
pause. For baw%ené a likely factor is that the following object
substitute affects the verbal contour. However, the other examples

do not lend themselves to any one explanation.

4,4,7: bridges between wonrds.,

There are five of these:

bamméene nkéla 40 'they saw the tomb!

hakbbtkidi ndéumbu 41 ‘'they prepared spices’
bauben' dtadi 44-45 'they found the stone'
elﬁ%bu kyantete kgalumq{ngu 43 'on the first day of the ﬁeek

\ A
una nswe 43 'very earlyf.,

In each case the brldge is between or over words that are syntactically
11nked- verb + object, noun + quallflers, verb + comﬁlement This fact
may be of importance. The rising bridge in 43 may possibly be an
exponent of emphasis - a new part of the story is beginning, and the
speaker may wish to emphasise the occurrence (the Resurrection) about

to take place. (See also 10,4.x.)

4.4,8: conciusionsi

THe patterns’ Scfurring.on this short extréct fit fairly well, as we
have seen, a description in which the high pitch of a word is nofmally
associated with the root-syllable., Although there are'exceptions, some
of which cannolt as yet be readily accounted for, it does seem that a
very simple rule 'high pitch occurs on the root-syllable! wili predict

a large majority of the pitch contours,

4,5: comments on vartant contours,
. For some contours which are difficult to account for, it seems that

we may have to postulate an intonational system modulating the basic

g
4
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patterns (cf. 4.6,5.2). The Rev. D. Ntoni-Nzinga referred to this as
'music', and his comments suggest that 1t plays a fairly important
part in the kiKongo system. These comments by the informant on certain
phrases will be given in each chapter (chapters 5~11) of this part of
the thesis, and a final chapter (12) will summarise and attempt to
classify the main comments on all the texts. The following sections

deal with comments on this text.

(1) the difference between the verbal patterns bad%ngaleelé 67 'they
were silent! and bag{ndaleele 68 tfthey looked sad!: the bridge on
the first verb was said to be due to the fact that it does not
end the sentence - if bay{ndaleele were iﬁ this position, it too
would have the contour bag%ndaleelé. This comment makes explicit
the connection between bridging and hesitation/non~finality,

denoting 'to be continued'.

(ii) gonguuézgaan% 65 'and conversing with each other': there was'said
to be a possible difference between this and gm-ghuuzgaané. Both
are pre-~pausal and imply-a continuation of the sentence, but the
former may have some element of emphasis about it, or be exclusive
of the speaker, while the latbter is inclusive of the speaker. That
is, the former may imply ‘'and conversing with each other' with the
speaker as spectator, as opposed to ﬁhe latter'§ ‘and conve?sigg

with each other!' with the speaker az a member of the group.

(iii) kwandt 27 tindeed' and kwéandi 34 tactually!': the former implies
pity - Jesus was a good man and did not deserve to suffer. This
may be related to the fact that lower key expresses gravity or
seriousness.s The kwéand{ can imply either'scorn or sympathy. It
can suggest that Joseph was a bad man, or unimportant, but since
this interpretation is ruled out by the context, it implies here
that his home town of Arimathea was very small and unimportant.

In some cases it could'even,imply that the town was of low repute.
In Ntoni-Nzinga's words, Yéwandi changes its meaning according to

the context = in itself it is the same',

(iv) the Rev. D. Ntoni-Nzinga found it difficult to explain the precise
difference between *méntu woolé 1 'two people' and méantﬂ mnolé 47,
since they occur in roughly similar contexts, introducing a new

phase of the narrative. But he finally decided that the first




would be a special form which the speaker might use when beginning
his story, or starting a whole new episode of his story contrasting

with what had gone before.(cf. 3.5.3.1).

(v) in cormmection with wambdinty smbote 32 'a good man', I asked if
there would be any difference between tmdntu ambote and tmuntu
émbote. The reply was that the first would imply 'he/ik - is a.good
person', but the second would imply 'I am a good person'. There is
a superficial similapity here with the Venda ndiméthu it is a
person', ndimuthu 'I am éqperson' { < muthu, cf. also nd{mﬁthu 'T
being a person'), as quoted in van Spaandonck 1973, The Venda
patterns can be described in tonal terms, but the merging of tonal
distinctions in kiKonge may mean that the patterns there have to

be described in terms of accentuation by pitch, etc.

(vi) there was also said to be an important difference between kgémboté
as a question, meaning ‘'are you well?', and kgamhéte, the anéwer,
meaning 'I am well'. A further exampie was given: gaanq pfumu?
(question), but g%an{ afumu (statement). There are geveral other
examples which suggest that final high pitch serves as a marker
of question intonation (cf. 5.5.ix, 6,6.vii, 8.6.2.1iii, and chapter
12), but the two examples above show clearly that in certain cases
purely tonal criteria are'inaﬁequate,for descrgping the pitch-

contour; we must resort to .accentual or intonational criteria.

~4,6¢ other pesearch: Carter.

We will now look at the systematisation proposed by Carter (1973 and
1980), and see how well it predicts the pitch contours on another
passage of the text. First we must give a brief review of the system—
~atisation, with a view towards judging its efficacy, and comparing

its features with those of others discussed in later chapters.

Carter's work is primarily based on the speech of the Rev. Joao
Makoondekwa, and is certainly one of the most extensive and well-
documented studies available, comprising theorgtical analysis, and
(compiled in collaboration with Makoondekwa) a wide selection of texts
and tone-marked glossaries. The two sources Carte? 1973 and 1980
reflect two discernible phases in the development of the analysis,

which will be discussed separately.
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4,6,1: piteh features,

Carter 1973 defines phonemic low pitech (left unmarked) as '(i) non-
final pitches after which there is no immediate marked drop in pitch,
and (ii) final pitches which begin at base pitch! (p.l4). Base pitch
is the lowest pitch of the speaker's range, while peak pitch (marked
% ) is the highest (p.3). Phonemic high piteh is defined as"(i).p;tches
after which there is a drop immediately following, (ii) phrase—fiﬁal
pitches which do not begin at base pitch, though in some cases they
may end there' (p.13). Peak pitch is effectiveiy the first high pitch
in the pitch-phrase (see next pafagraph); subsequent high pitches are
marked 4. In some cases, high pitch may be unréalised; this, termed

'neutralisation' by Carter, is marked v.

Two types of contour are distinguished: (i) peakless, in which 'the
whole contour is at base pitch', and (ii) peaked, in which 'the pitch
contour is characterised by thé presence of one ... peak - never more
than one'. (p.5) For these contours she uses the term *'(pitch-)phrase’.
Pitch~phrases are not necessarily co-terminous with other types of
phrase; for example, the pitch-phrase boundary (marked / ) may, but

need not, coincide with pause. (p.9)

. . 4

4,6.2: tono-morphelogical vartants., + ,
Most words show two different contours. This variation is !tono-

morphological', which 'implies that tonal variation entails morphological

variation, and vice versa' (p.146), Thus
o-mé-vata (initial vowel-prefix-stem) / na=vdts 'villages',

Variant 1 is characterised by the initial vowel or other pre-prefix,
Variant 2 by absence of pre-prefix. There is a relationship between the
tone~patterns of the two variants, such that in most cases the
occurrence of the pre~prefix 'moves' (Carter 1980b) the high tone one
syllable leftwards. However, there are other cases where morphological

variation does not entail tonal variation, eg.
' / /
o-s-seva / s-seva 'to laugh'.

Such instances are called Variant 1 and Variant 2 by analogy. The
totality of pitch patterns occurring on variants is resolved into a

system of tone-classes (cf. 4.6.6) and realisation rules (see 4.6.3,1).
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Occasionally a variant midway between Variants 1 and 2 is met.’
Though used by native speakers, this was rejected when Carter tried
to use it. It is found only in the subject position. This variant
(labelled 1a) has the tone-pattern of variant 1, but the initial

vowel proper to that variant is optional, thus:
/
(é—)nk-kaanda tbook'; (o~)a-kulu 'ancestors',

It will be seen that this may ?esult in a form with no high pitch,
contrasting with Variant 2, which has high pitch, eg.

nkkaanda / nkkéanda 'book ",
There are also some instances of items straddling the two variants:
they have the same tone-pattern as Variant 1, but this pattern

undergoes the realisation (see 4.6.3.1) proper to Variant 2, eg.

/ / /
kuna-mazaandu 'to the markets', cf. omazaandu, cc. mazaandu.

4,6,3: Carter 1973,

Carter 1973 defines 26 syntactic units (cf. 3.2.4), each of which
has its own (pitch-) phrasing characteristics. Some are obligatorily
phrase~initial (ie. must be preceded by a phrase boundary), some
obligatorily non-initial (ie. cannot be preceded by a phrase boundary),

and some may be either according to their position in a sequence, thus:
. o
/ovaffuly kggak{na /sekoka/ ‘'at that place, turn ...’

»
/ouaffulu kggak{na /sekoka/ ‘'at that place, turn ...

sekok® auaffulu turn at the place ' .
Here, tée Locasive Wil ié'purubd*&n;uidx PalC8c 8. vammple, and

non~initial in the second example, the variation depending on whetﬁér

it precedes the predicator or not.

4,6,3,1: realisation.

The interaction between syntactic unit, phrasing, and tono~morpho-
~logical variant specifies the realisation ('modification') of the
tones in the word., 'The slot the nominal is to fill dictates the
phrasing and the variant; the phrasing dictates whether or not there
is to be initial modification, and the variant is modified according
to its specific rule' (p.171). We thus have (p.169) ‘

:::gnmdification {realisation)
3 phrasing
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e
with realisation being depende;t on syntax, even though the relation-
—ship is indirect. The modification is termed ‘'initial modification!
because in fact it is only when the item is phrase-initial that there
is a variety of possible realisations (see next section). When the item
is non-initial, all marked tones are realised as high, and unmarked
ones as low. When, however, the item is phrase-initial, there are two
specific rules modifying the variants: (p.173)
Rule 1 (specific to Variants 1 and la): first potential high tone is
unrealisedy '
Rule 2 (specific to Variant 2): second or only potential high tone is
realised, with the first of two potentiél high tones unrealised.
There would thus be the following realisations when the words concerned

appeared in phrase-initial position:

Variant 1: ombvats ‘villages' -» /omauata
oldsadtsu ‘help' ~> /olgsad¥su
Variant 2: mavdts -3 mavita
lusédisé'-é lusgdisg.
v
4.6,3,2: phrase=tnitilal seguences.
tPhrase~initial sequences of nominals are classified as concatenate,
composite, and compound' (p. 203). ¥
(i) concatenates
'In a concatenate sequence, the pattern of each item conforms to the
description maqe for. individual items, whether initial or non-~initial.
The first realised high tone of the phrase has peak pitch' (p.203).
That is, thevvaréous items are merely placed side by side to give

the whole sequence, Thus:

/¥ffu kgéntst (Variant 2) 'it is the custom of the country!’

/amabgula mamgganzi mgénkhengakgaasa (Variant 1) *'the skin
of the roots of the creeper'.

(ii) composite:
A composite sequence shows an extension in the domain of Rule 2 from
one word to two words, ie. we have two words being treated as one

composite item. Thus:

\'} . . / /
/ffwas§-muuouu ‘it is a waste of speech' ¢ *ffwasa mvvovo

(Variant 2), with extended application of Rule 204

-8
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(iii) compound:
'A compound sequence is one in which the initiating item {?subord—
~inateucomponent'] has no realisation of potential high tone,
irrespective of the number it may contain' (p. 203). Subordinate
components cannot have an initial vowel, and have a reduced
phonology (lack of vowel length, etc.). 'Compounds are invariably
phrase—initial' (p.204). Thus:

/nlinngu-mgag¥1n91 'many remedies! *nlloéngo mgay{ingi
{(Variant 2).

Words following the locatives kuna-, muna—, vana-~ are compounds, thus:
/kuna-mgzaandu 'to the markets'.

'Compounds are of immense frequency' in Makoondekwa's idiolect (p.194),

4,6,3.3: sequence and coheston,

Composition seems to express 'a closer relationship between the
exponents of the sequence, in contrast to concatenation, which marks a
looser cohesion' (p.198). This is supported by the fact that certain
morphologically bound items appear only as composite (pp. 195-7).
However, certain sequences méy appear as concatenate or composite, eg.

¥ffu kgantsm 'it is the custom of the country! (concatenate

mffu-kgantsx it is the local custom' (composite) (p.197),

Carter considers that compounding signals a very high degree of
cohesion between the components, even dependence of the subordinate
component on the other, dominant, component (p.204). Certa1n sequences
may appear as compo§ite or compound, eg.

¥1ngi ‘many remedies' (compound)

nllonpgo=-myay
nllogngo*mgag%ingi (composite) {p.189)
asadisi-Snmbote ‘they are good helpers.! (compound)

asgdis¥-§mmbote (composite, or concatenate) (p.185).
But in some cases the sequences may be analysed in either way , eg.

ugta-dggmmbote (composite) 'it is a fine village!

or uata-dggmmbote (compound) (p.192),

where the distinction marked %§/purely orthographic, and the sequences

are homophonous.




It is possible to find the same seguence with all three types of

modification, which may signal slight differences of meaning. Thus:
enkkuumbuy mgag%ingi ‘on many occasions' (concatenate)
nkkgumbu—mgag¥ing1 ‘many times' (composite)
nkkumbu~mgag¥ingi ‘often, frequently' {(compound) (p.201).

However, Carter does not consider that the existence of compounding

provides fgrounds for postulating a parallel with different degrees
of emphasis in English, in whatever ways signalled! (p.201).

4,6,4; Capter 1980,

The revised version of the analysis embodied in this work incorporates

several additions and amendments.

4,6,4,1: phrase-initial néalfééttons.

Phrase-initial modification (Rule 1, Rule 2) and sequence (cogcatenatic
composition and compounding) are conflated to give four realisations in
phrase«initial position., Carter notes that these 'may finaliy be further
reduced' (p.4). Non-initial items, as in the 1973 version, have all

basic tones fully realised.

(i) initial cancellation plus bridging: . : »
This replaces 1973 Rule ;; the first high tone is unrealised, gpd
the next two high tones in the phrase (if such exist) are realised
on a bridge at peak pitch, for which the marking Vooub (a dividéd
peak mark ¥) is used, Thus (using previéus examplgs): v
equgqla mamgéanzi mgénkhengakgaasa (4.6?3.2.1).

¢

This realisation is proper Fd'the pré-predicator subject.

{(ii) initial bridging: ’
This replaces 1973 Rule 2, and also composition; the first and
second high tones in the phrase are realised at peak pitch,
'Statistically, bridging is the most frequent initial sequence' (p.10).

and it is the realisation proper to the predicator, Thus:

Fruasy muvduo (4.6.3.2,ii, formerly composite)
nlln%ngo mgagéingt (4.6.3.3, formerly composite)

%Ffu kgéntsi (4.6.3.3, formerly Rule 2 concatenate or
composite).
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Carter notes that it is 'difficult to defend the distinction
between cancelled plus realised high tone [previous Sectioﬁ], and
bridged high tones [ﬁhis sectioq], on pitch grounds alone' (footnote
4), This is because the actual phonetic difference between the two

realisationg is slight, eg.

edyaambu dgankhuumbu [‘ ,_w]

'the matter of the name!, initial cancellation + bridgin

but 1dga§mbu dgémmbi [_./“'_ _]

tit is a bad affair', initial bridging.

Even this difference between 'concave! and 'convex'! contour isg

'no more than a tendency. ... Moreover, in the case of
‘convex' contours, there is no consistency as to the
point at which the rise occurs; it may be before, on, or
after the vowel with which potential high tone is
associated, For instance, comparison of five occurrences
of the phrase

I . .
§ntsi énnene kiktlu 'it is an extremely large
country!

shaw rise on the first vowel (i~) twice, and on the
second vowel {-ntsi~) three times'., (adapted from
Carter 1973, p. 301)

However, adoption of initial bridging makes for a much better
system, not only because of/comparablllty with the work of other
researchers such as van den Eynde (Carter 1973, p 802), but also
because it resolves some difficulties in the original analysis.

, Firstly, some sequences which could be taken as either qoncatw
-enate or composite (4.6;3.8) are no longer a problem, since the
same analysis holds for bhoth (see, for instance, the third example

in this section). Secondly, we can account for such pairs as
K

wgsala 'he worked' versus

»mgsala-ssglu the did (1lit. worked) some work'
(1973, p.221) by simple bridging from high tone to high tone, giving
wgsala ssélu. This solution also obviates the need to extend Rule 2
to give a composite sequence.

More important, bridging also neatly accounts for certain other
instances where a similar process of composition seems to occur. In
these cases, however, the original formulation would have caused
difficulties, since Variant 1 occurs instead of the usual Variant

e

2, For example, we have
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babgnng' énkkele {concatenate) 'they picked up the guns'
but babgnng'—%nkkele (composite) (1973, p.259).
Both instances would now be marked babbong' Snkkele.

(iii) concatenation:
What is included here is much less extensive than in the 1973
analysis; it is proper only to direct WH- questions.6 The Tfirst
high tone is realised at extra-high pitch, and there is no bridge
with any following high tone, eg. (p.14)
nkh¥ énthaangma bes{nga kwi%za? 'what time are they coming?'

In 1973 (p.294) nkhi~gnthaangwa was analysed as a compound,

{(iv) compounding:
Here the subordinate elemen% has no high tone. Carter 1980 seems
less certain about compounding than Carter 1973, but it is retained
for two reasons.

Firstly, this type of realisation has to be distinguished from
initial cancellation plug bridging, in which there is an optional
initial vowel on the first item: the first item of a compound
never has an initial vowel,

Secondly, 'the maintenance of compounding as a special type of
syﬁtactic unit seems necessary if ﬁhe'hypothesisfzhat phrasing is
determined by syntax - a.supposition too well attested to jettison
lightly - is to be preserved'! {p.l1l6). Otherwise, there would be the

problem of accounting for the differing realisations in

gagénda kuffmaéndu 'they went into recess'

and muna kwegnda /kuna ffwagndu 'in order to go into recess'7.

(v) remaining difficulties:

(a) such forms as tuuk% ‘From' (£ *téuké) look like Variant 2 with
cancellation, but must be analysed as Variantll with dropped
initial vowel (ie. tguk%) ~ 'any alternative involving class—
~ification of the forms as Variant 2 results in collapse of the
system as at present formulated! (p.20). In 1973 these forms were
classed as compounds.

(b) the 'unstable! negative kemu=-..,.-ko must be analysed as Variant
"1 when it occurs in phrase-initial position, since it shows

cancellation and bridging, eg.
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kemusseva~ko ‘without laughing'.

(¢) in direct WH~ questions initial stable nominals (Variant 2)
show concatenation, not bridging, eg.

muumgaté mgénani émguémgo? ‘whose are those clothes?!

(l;;. they are clothes of whom, those?).
/

Carter notes: 'If the association between variant and initial
sequence is to be preserved, it is necessary [here] to establish
a special category, ... although [}he words'concerned] are
undoubtedly in Variant 2 form! (p.21).
These difficulties are probably less important than Carter fears;
for (c), for instance, we can simply specify that extra-high pitch
occurs on the first word of the WH- question (c¢f. (iii) above), even
if this is not itself the question word, and that this over-rides
the requirements of the variant. Moreover, if concatenation Qs
analysed as a subset of bridging (cf. endnote 6), the problem is

s 8
minor,

4,6,4,2: variant and sequence,

Carter concludes: 'In sum, the correlation of variant and sequence
(ie. type of realisation) is considerably weakened, but still substan-
—tiaily holds good. As with so many other facets o the Koongo tone-
phrasing system as described here, there seem to be more difficultias

involved in rejecting the present approach than in retaining it' (p.21).

A4.6.,4.3: rematning praoblems,

In Carter's opinion, two problems still remain. The first is the
relationship bé%ween tone and stress. Carter notes that stress is
associated with realised high tone, but not always directly - t*in
general, for a nominal, the stressed vowels are those which have high
tone in Variant 2, thus not only ngédi [3mother', with underlining
denoting stress] but also engédi‘ {(p.28). We also have, for '"(the) help':

Variant 1 Variant 2

phrase~initial olgsadis§9 luséﬂisé
. ) , 0
non-initial olﬁsgd{sg lusédmsél .

Carter notes: 'Stress indeed seems to be a substitute for high pitch

as an$éxponent of high tone realisation in some cases' (p.29), eg.
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tuyaanttka 'let us begin'.

Since this always occurs finally, Carter suggests that it may possibly

be a sentence-final feature.ll

The second problem is the behaviour of vo 'that'. Carter notes that
there is often 'a pitch-rise associated with it' (p.29) but there are

the variants
Yssya vo [~ /] , but "tssga vé [/——] ‘that is!',

Carter suggests that perhaps vo is so often rising or high in pitch
that it has attained the status of a high~toned element, and can

therefore be bridged in some cases.12

4.,6,4,4: Carter's summary,

Carter notes that in relation to her earlier work 'the analysis and
description of the tonal system shows advance on some fronts and retreat
on others', Some details, such as the behaviour of object suffixes,
have been added. But 'the correlation of syntax and phrasing is not as
clear—~cut as it once seemed to be, and formidable problems of data

interpretation still remain' (p.30).

4,6,5: conelustons. . S &

Carter's systematisation is probably the most extensive and detailed
to date, and is certainly adequate for the areas it sets out to describe.
(ef, ‘endnote 1, chapter 16), as is witnessed by its abilitj to predict
contours with a high degree of accuracy: see»4.? and 6.7, where we

compare actual contours with those predicted by Carter's analysis.

However, it is a little 'complicated' (Carter 1973, p.154), and there
are minor difficulties such as those in 4.6.4,.,1,v. Moreover, there are
still a few cases where the analysis does not account for all the

possible pitch patterns heard, eg.

\ 4
e . /wamona nkkéentd 'that you saw a woman'

v v,
avo /wemona nkkeento 'if you should see a woman'

(adapted from Carter 1973, p.156), where *nkkéenté has twoe different
realised patterns in virtually the same context. This example might

be accounted for in terms of the very slight difference between bridged




and cancelled high tones (4.6.4.1.ii), ie. we could tonemically mark
nkkéenté in both cases, with a slightly different tonetic realisation
in both cases., But this does raise the question of why we should
interpret the data in two different ways (initial bridging, and
cancellation plus bridging) when there is so little phonetic difference
between them, and when indeed marking of the first high pitch in the

bridge seems to be somewhat arbitrary (4.6.4.1.1i).

4,6,5,1: words without high ptitch.
The phenomenon of compounding is of some interest. In Carter 1973

we have such instances as
nllongo*mgag{ingi-< *nlloénga + mgag{ingi 'many remedies' (p.184

Carter quite reasonably anayses this as showing cancellation of high pitch
on the first element, and realisation of that from the second. Other

examples, such as

gand{—ngudi < *géandi + (é)ngudi 'she the mother' (p.187)
ngud{-zaau < *ngﬂdi + (é)zaau their mothers' (cC. +us éngudi
zb8su the non-compound) (p.187)
can be similarly analysed. Though the high pitch is realised on the
final vowel of the first element, this is clearly due to the deletion

of the pitch-bearing initial vowel of the second, ¥

But there are compounds which this analysis does not fit so well, eg.
mpfi{nda-zaandf 4_*mpfi{nda * (é)zaandi this forest' (J.H. Carte
moégo—muuntu 4.*mcégn + mudntu tliving person' (p.130), L pec

where it is the second element, not the first, on which the high tone is

cancelled.13

There is also the interesting case of Variant la (4.6.2), where in
some instances the net result is to produce a contrast of high pitch

versus no high pitch, eg.

- nkksanda (Variant la without initial vowel)/nkkfanda (Variant 2)
'book!'.
Moreover, if, for the eankkuumbu mysayiingl triplet in 4.6,3.3, we can
assume that Variant la may occur in the concatenate (= 1980 initial

cancellation plus bridging) version, we would have
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, nkkuumby mgagéingi
which differs only in vowel length from the compound version
nkkumbu"mgag{ingi.

There is a similar small difference between the concatenate and the
composite {= 1980 initial bridging) version - the slightly different
realisation of the first high tone of a bridge (cf. 4.6.4.1.ii):

nkkhumbu mgag{ingi {1980 marking).

The difference between the three may therefore be questioned.14

If we see the contours of compounds purely in terms of the tonal
system, with a selection of tone-~classes and typical variants within
those tone-classes, then it makes sense ‘to analyse compounding, in
which one word has high pitch and another does not, using those
concepts. We might sketch this as follows:

primary importance: moved pattern &-—> basic pattern
(Variant 1) . (Variant 2)

secondary importance: cancelled pattern cancelled pattern
(no high pitch) (no high pitch).

However, there is a slightly different way of loqying at the same
phenomena

primary : basic pattern &> cancelled pattern
importance: (high pitch on root-syllable) (no high pitch)

secondary moved pattern
importance: (1. shift of high pitch leftwards,

2. movement of high pitch rightwardslS)

3

Such a system is less specific as to the type of shift involved, but
may provide a better general framework, In this case, underlying high
piteh would be the basic element, but this might be cpnditibned by
certain factors into changing its position, or into being cancelled.
Sometimes the two, move and cancellation, may occur together in one
phrase, eg. gand{ ngudi, where both words show anomalous patterns in
that neither has high pitch on the root-syllable (cf. 3.4.2); gand{

shows movement of high pitch rightwards, while ngudt shows cancellation.

T+t should be emphasised that I am not suggesting that either way of
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looking at things is 'better' than the other, but merely that each
approach has its advantages, and both might profitably be examined.

It is the second view, though, which will be explored in greater
depth in the rest of this thesis. It shows some promise of providing
a unifying feature for all previous systematisations of kiKongo pitch,
as well as accounting for a large proportion of the pitch contours in

new data,

Both views, however, must suggest some reason for the non-occurrence
of high pitch on certain items — merely naming this 'compounding' or
'no high pitch' is not fully satisfactory., While Carter 1973 considers
compounding merely as an exponent of dependence of relationships within
the group (4.6.3.3), I would go slightly farther and say that no high
pitch on a word signals the placement of emphasis or focus within the
phrase. This is in fact inherent in what Carter says: a greater
dependence of one component on the other automatically implies a
lessening of the 'individuality' of the one component, and therefore
some degree of focus on the other. At present, however, it is unclear
what factors govern this focus, ie. when and why the speaker uses it,
how he uses it, how it is signalled, and what it means; there must,
presumably, be some slight differences of connotation between
(a) no high pitch on the first element, eg. 11umbu—N%mos{ ‘one day!',
(b) no high pitech on the second element, eg. mpf{{nda-zaand{ 'his forest',
(¢) no high pitch on the second element, plus rightward movement of high
piteh on the first, eg. gand{-ngudil'she the mother! (fhough Carter
would class this with the first group).
The question of focus and emphasis will be considered more fully in

chapter 12.

4,6.5.2: typology. ;
Finally, we must consider the typological classification td which

the kiKongo pitch system may belong, since this may well influence the

way the raw data are segmented and syétematised. When Carter 1973 was be

being wriften, there seemed tq/be two main groupings in the typology:

tonal languages and intonational languages (c¢f. 1.6,3 £f., 13.2). The

questién to be aéked at that time, therefore, was simply: 'Is it feasible,

or even better, to describe Zombo as intonational rather than tonal?!

(Carter 1973, p.255)
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Carter discusses both sides of the question: on the one hand, 'the
tones of Kongo, viewed as a classic tonal system, do not make sense!
(p.vi)., Yet although it is 'true that over large areas of the language
tonal distinctions are nesutralised, ... this need not be regarded as a
bar to deseribing it as tonal. There are other cases of tone-languages
in which the distinections are masked under certain conditions, while the
homophonous items can still be described as having different basic tonal

structure'! (p.255).

On the other hand, 'on the level of phonetic pitch, there is undoubt-
-edly a very strong superficial resemblance to.languages such as
English! (p.256). Yet intonation seems to be ruled out by the fact that
'the Zombo speaker has in my opinion no choice at all' in the pitch-
patterning of the sequence - this is ‘'pre-determined by the lexical

and syntactic choices already made' (p.256).

She concludes that 'it is not possible to describe Zombo in terms of
an intonational system; the superficial resemblances are accidental,
and deseription in tonal terms is the most satisfactory approach' (p.257).
Because there are only two terms, and description in one is ruled out,
the other must be used, even though it is not totally adequate either.

¥

The concept of a continuum (1.6.3) allows us to use an intermediate
classification, that of pitch-accent, which may fit kiKongo"better. This
is not a simple trading of one label for another - as mentioned above,
awareness of different possibi}ities may well have a bearing on the
analysis. If we view tone/intonation as discrete categories, the subject
in guestion is ééalt with on a yes/no basis; eventually it must be
assigned, even if only tentatively, to one or other of the classes.
However, if we recognise the existence of a continuum, we can afford
to take whatever features from each extreme seem suitable, while yet

preserving a distinct identity for the subject.

For example, kiKongo can probably not be described in the same way
as a'classically! intonational language such as French or Englishj there
must, nevertheless, be (as in all (?) languages) certain intonational

features, conveying emphasis, surprise, questions, etc. In fact, it
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would seem, from the Rev. D, Ntoni-Nzinga's comments (see 4.5 and
following chapters, especially 12) that kiKongo has quite a wide

range of these feabtures, though their precise outlines cannot as yet
be completely clarified. As for possibility of choice, the possibility
of having alternative contouré for virtually the same sequence surely

. 16
amounts to some degree of conscious control.

Again, purely tonal analysis is not ruled out by wide neutralisation
of tonal distinctions, though if these are very widespread, we might
begin to think of revising the classification: there is no point in
setting up distincetions if these are going to_be neutralised in many
cases. It may even be that a tonal interpretation hampers development
of an adequate analysis of pitch contours, since phenomena will tend
to be considered in terms of tones only -~ this may be the case with

the 1ssys vo phrase (4.6.4.3).

It therefore seems best to keep an open mind on the type of system
to be adopted. Previous analyse§ have been tonal in one way or another,

while this thesis will see how useful a pitch-accent approach might be.

4.6.@: Carter's tone-classes,

Carter 1973, pp.ll3-140 discusses ﬁhe'tone»classgé proposed to deal
with the totality of pitch-patterns, but at the end of this section
the author admits that 'the attempt to sort nominals into tone-classes
breaks down. ... In a few cases ... it is to some extent helpful, but
in very many it is not. The exercise has not been without benefit,
however, in shoying general groupings of items .and relationships of

patterns' (p.139). "

The preliminary classification in Carter 1973 crystallises in Carter

and Makoondekwa 1975,1977 into the following schema:’

I é—uata/uéta tyillage'; éns—sadis{/ns-sédis{ 'worker!
Iz 6u~uaanga/v~uéanga 'to do!

IT (e)l-lbdi 'truth!

IIT (e-)bayd '‘plank’'; (e)u~vaéua 'to need, seek!

v end*zéambi/nd*zaémb{ 'God'

v - ent-saémpelo/nt~snompélo "marriage’.




Tone~classes I and II1 are the most numerous, while II is 'an extremely
small class' (p.116).

Apart from some uncertainties of classification (¢f. Carter 1973,
pp. 124, 131), there are three main difficulties with this systematis-
-ation., The firsast is the surprising point that paradigmatically related

items are not necessarily in the same tone~class, Thus:

(e-)gakéla thusband', III, but (u)ma-ékala ‘husbands', II;
(e)s—soémpa o marry', III, but ent-suémpelc/nt-suompélo Vs
61—1a/1-1§ 'to be long', I, but (e)nn-dé ‘length', II.

This type of 'unstable assignment' occurs most often in classes II-V,

and is difficult to account for.

The second difficulty is that the differences between the classes
are very slight -~ they tend to overlap with one another. Thus a iz word
without initial vowel has the same pattern as a II word (eg. uuéanga,
llédi), while a IV word without initial vowel has the same pattern as
a ITI word (eg. ndzaémbi, uuaéua), etc, Carter 1978 makes use of this
fact to support an interesting, but not entirely convincing, derivation

of these pitch patterns from those established for Proto-Banﬁﬁ.17

3

.
The third difficulty is the question of vowel length. Is the contrast
between a long and a short éyllable significant? If it is, should such
long syllables be interpreted as a single long vowel, or as a double
vowel? This point is discussed in Carter 1973, pp.121-131l. It turns
out that 'there is no phonetic difference whatsoever' (p.124) between
tlong' and 'double! vowels, but both analyses must be considered,
Analysing all vowel length as double vowels gives the six tone-classes
above. However, if we allow some vowel length to be analysed as long
vowels, it is to some extent possible to subsume IV under II, and V
under III, It is, though, impossible to analyse all vowel length as
long vowels, since this would interfere with the formulation of I, Iz,
and III., Thus, Carter concludes, we either use one analysis and have
more, yet minimally differentiated, tone-classes, or two analyses,

with their domain defined in an ad hoc fashion._

Before a nasal combination, vowel length occurs 'in the overwhelming

90




majority of cases' (p.126). Yet Carter refrains from saying that such
vowel length is a conditioned variant because (i) not all vowel length
occurs in this position, (ii) some vowel length in this position is

more amenable to analysis in terms of double vowels, and (iii) not all
vowels in this position are loqg. She concludes that 'while examples
disconfirming the V:iNC hypotheéis are not as numerous as those which
tend to support it, they are nonetheless sufficient to make its adoption
difficult' (p.127).

This is an interesting point, and T will return to it in 14.4. For
the moment we may note (of. Carter 1973, p.136) that Iz seems to be a

conditioned variant of I:

uuéimba 'to swell up', 1z, shows a pattern different from
uu{isé "to authenticate', I, yet similar to
vukna 'to throw', I, which suggests that the base form'is

*uu{mba, with vowel length conditioned by the nasal combination.

Moreover, many instance of vowel length occur on the penultimate syllable,
or where NC has been reduced to C, eg.
emm-béele tknife!

ent-soépelu "‘marriage' (p<Lmp, cf. the variant ent~suémpelo
>

While not all vowel length is conditioned, and therefore non-sig-
-nificant, there does seem to be a case for suggesting that it is not
of primary importance in setting up the tone-classes. We find such

non-significant variation as

Ent*sangéla n'ent-saéngala 'hasket! (cf. endnote 13, and 14.4).

If we arrange the example words for the 1973 tone-classes without
initial vowel and ignoring vowel length, we find two main classes, The
first has high tone on the first stem syllable, with another high tone

if the stem is long enough:
“whts (T), wwings (Iz), nssbdtst (1), Wdr (TI).
The second has high tone on the second stem syllable:
bagé (1I1), uuavé (I11), ndzamb{ (IV),'ntsompéln (v).

Each of these classes can be subdivided according as to whether the high




tone 'moves' (see 4.6.2) when a pre-prefix occurs (I, Iz, IV, V), or
not (II, III). For further discussion see chapter 14, It is signif-
—icant that in verbal stems only two classes (I/Iz and III) are
represented (Carter 1973, p.l1l36 ff.), as is the case with nominal stems

longer than five moras (p.131).

Carter 1980 adopts the idea of moving versus fixed tone as the main
basis for sorting the tone-patterns, and says: 'It is possible, but not
very useful, to set up more refined tone-clagses' (p.18). We therefore
have the divisions: first syllable high tone, first syllable high tone
(moving), second syllable high tone, second syilable high tone (moving),
plus a few anomalous and some uncertain patterns (¢f. also chapter 14).
This classification is the one used in Carter 1980b, and is perhaps
more useful than the earlier version - for further comments see chapter

14.

4,6,7: conclustions, .

It is possible to see the development of Carter's ideas between 1973
and 1980. The carlier work was an interesting and original way of
segmenting the data, but there were some shoritcomings due to complexity
and lack of flexibility in deallng with alternative patterns. The later
work, although the theoret10a1 background is less ciear—cut, is simpler
in many ways, more intuitively satisfying, and can probably deal with

a larger variety of patterns.than the earlier work.

4,73 comparison of passages.

It is;interesfing to compare the patterns of a piece of the text as
spoken by the Rév. D. Ntoni-Nzinga with those predicted by Carter's
systematisation. There are of course good reasons for divergence; since
two different idiolects are concerned, but such an exercise will be
useful in that it will enable us to see how well the systematisation

captures the features of the text.ls

4,7.1: same contours,

Of the 83 vwords (excluding proper names) in the comparison passage
(see Appendix 3),. about 46 (55%) show a coincidence of high pitch, eg.
ouévele.uo 24 'he said (that), nkgembeele Nzaémbi 26 ‘he praised God!',

hauétukidi 29 'they returned', etc. In some cases, C (Carter's version)
/

12
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has a bridge while N thoni-Nzinga's version) does not, eg. muna~mooko
masku 24 'into your hands', yalungalakan' omona 28 '(which) had gathered
together to see'!, y'=-evangu dyau 33 ‘and their deeds', etc., Occasionally
the occurrence of vowel length causes slight differences in the place~
—ment of high pitch, eg.
C 1muhntu ansoéngt / N imgntu anséngi 27 'he was a righteous man'
eTadta / eTgata 24 ‘Father!

maso%ngé / waséongé 32 'of justice'.

A4,7.2: similar contours,

In 14 words (17%) the contours are very similar:

(i) C andyobyy / N andidud 27,33,35 'he!
owb / Lou 26 ‘how!
obuu / éowé 28 'how',
The last two pairs seem comparable, especially since the Rev. D.

Ntoni-Nzinga said that égwé 28 was a mispronunciation of oému.

{ii) there are twoinstances of a word occurring inside a bridge in N,

but not in C:

c wéaé / N wasu 25 'this®

nkuumbu / nkumbu 31 'name'.
The Rev. D. Ntoni-Nzinga commented that the coptour on omhntu
nkumbu andi Ugsefe 31—32 ta man called Joseph' was due to fast
reading -~ the contour in slow speech would be améntu nkumbu éndi
Uésefe, which is more directly comparable to Carteri's version

(cf. also 4.7.3.1).

(iii) there are\ﬁwo cases where the N version has a rising bridge, and
the C 'version cancellation plus bridging: "
C endognga gamganso /N endggnga gawéonsn 27 'all the crowd’
akuundt Vandt awdenso / akund¥aandi awznsu 29 'all his
frienﬁS'. ‘
This is merely a case of two different markings for the same contour

/. / (cf. 4.6.4,1.1i1),

(iv) there are two cases in N where a word has high pitch in one instance
but no high pitch in another; the word has high pitech in both
ingtances in C:

ugau% C28, CN25 / vgava N23 'when'
kuabndt C27,34, kubandi N34 / kwandi N27 'indeed'.
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A4,7.,3: different contours,
There are 22 words where the contours in the two versions differ
more than in the previous two sections, though even here some recurrent

vatterns can be discerned:

(1) N has high pitch, C does not:

C ana / N @éné 30 'who'

an(s) / an(a) 34 'who!

omuyntu / qmbntu 31 ‘'‘a person'

tgukg / t%kg ééﬂ'from'.
The patterns of the latter two pairs are probably related to the
risigg bridge phenomenon noted in 4.7.2.ii; the Carter pnrealised
mark‘does not rule out a slight pitch rise, non-significant in her

systematisation, thus omuyntu [~/

(ii) C has high pitch, N does not:
¢ dybsdf / N dysadt 28 'this!
th1u / tulu 29 ‘'chests!
méamg / mama 31 'these {(things)'
kubna / kuna 35 'there'
{ame / ame 25 ‘my!
émbute / ambote 32 'good!
also: okY vo / oku vo 26 ‘'saying' N
-kb / -xo 33 ]nip‘.

{(1ii) N has high pitch on the root-syllable, C has it elsewhere:

C kgelgka / N kgéleka 26 'truly!

nuna-val¥ / muna-vila 31 'at a distance!

éyiimbu / euftmbu 36 'the body!

éuaté / eugté 34 'town'

angolé'/ gngglo 24 'loud'

{nggekmeele mougé / ingggkweele mggo 24-25 'I commend (my)

also: éktntinu / ERQHtfﬂU 35 ftthe kingdom'. ' LAspirit'

(iv) other different contours:

C gmbut’ Yokama / N ombht! ankdma 25 'the centurion'

g'-gkeénté / g'-akgenté 30 tand the women'.

4,7.4: conelustons,

Takihg words in 4,7.1,2 it therefore seems that in 70% of cases
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(60/86) the fit between the two versions is close, if not exact. The
differences sugzest a greater importance of the root-syllable in
Ntoni~-Nzinga's dialect, and a"ﬁendency for different types of word

in the two versions to appear without high pitch,

4,8: summafg.

This chapter has examined one text in terms of an approach which takes
the root-syllable as the norm for occurrence of high pitch. This provides
a useful general basis for predicting the pitch-patterns (4.4.8), though
there are certain aspects of pitch placement which present some problems
(4.4.5), Other anomalous patterns such as words without high pitch, and
variant contours for the same word or phrase, may be ascribed to intonation
modifying the basic pitch—accent system. The Rev. D. NtoniaNzinga's
comments (4.5) may be helpful in coming to a preliminary understanding

of this overlay.

A synopsis of Carter's systemétisation shows that many of the features
of the text are also present in her dialect, though described in different
terms (cf. 4.6.5.1). A comparison of her 1973 and 1980 formulations
shows an evolution towards greater flexibility (4.6.7) and some simplif~
—ication (eg., in tone-classes), It may therefore be possible to reconcile
both épproaches in a general description of the kiKoﬂﬁo system; many
stretches fit both descriptions equally well (4.7, and cf. endnote 13).

Successive chapters will follow the same outline as thishone, covering
three basic areas: (i) testing the usefulness of the ‘high pitch on the
root-syllable!' rule, with comments on apparent exceptions; (ii) examin-
~ation of other énalyses of kiKongo pitch to see whether gimilar features
are noted or discussed there; and (iii) comparison of passages, to test

the extent to which these analyses are compatible,




Endnotes to chapter four,

1.

2,

3.

4.

5.

6.

7

8.

The Rev. D. Ntoni-Nzinga preferred to reserve this term for dialects
spoken farther east - see Appendix 1.

The Rev, D. Ntoni-Nzinga said in comments (cf. 4.5) that the form
ev%{mbu in 41 was emphatic, but that éuiimbu in 102 put the emphasis
on the preceding verb ka-baweens~dyo-ko *they did not find it'. Note
also that eu%émbu and eu{imbu occur after elision, while éviimbu
does not.

From various comments by the Rev. D, Ntoni-Nzinga, it appears that
lower key denotes seriousne§s, graviﬁy, a p@ivate matter of some
importance, sadness, or a parenthetic comment. Higher key denotes
anger, an exclamation, or the introduction of a new episode in a
story or a new topic in a discussion.

Carter notes that Rule 1 could also be extended to operate over two
words, but that this has the same net result as if it were taken to
apply only to the first word - that is, in the casé of Rule 1 there
is 'a masking or neutralization of the concatenate/composite
distinction' (p.203).

Compare the neutralisation of the concatenate/composite distinction
(endnote 4). 'It will be appreciated that initial modification ...
results in the neutralisation of tonal dlstlnctlons over a large
area of the language'. (Carter 1973, p.194, cf. ﬁlso P.255)

It is probable, though this 1s.not explicitly stated by Carter, that
concatenation could be analysed as a subset of initial bridging,
since in an indirect WH- question the realisation takes this latter
form: kizéegé-ko kana /nkh{ énthaangwa bes{nga kwi{za 'T don't know
what time they will come' (Carter 1980, p.14).

Note that in terms of the description put forward in this thesis, two
separate high pitches (as in the second example) would be considered
'basic'!, while a bridge between them (as in the first example) would

be ascribed to the speaker's wishing to mark a close relationship

between the words concerned (¢f. 6.4.11,1,2). The applicability of

such a description to the two examples here would depend primarily
on whether the first example was ever found to occur without bridge,
and, to a lesser extent, on whether the second was ever found to
occur with bridge.

It may be that an ordered rule approach would find fewer difficulties

here.




10.

11,

12,
13.

tCancellation of high tone seems to equal cancellation of stress
too! (J.H. Carter, p.c.). ‘

It is significant to our analysis To note that in three of these
four cases the root—syllabié is stressed, and in three out of four
cases high pitch and stress coincide ~ compare 3.5.4. Also, there
was some evidence in our tracings thét the next but one syllable
following a root-syllable might receive stress, eg. (Appendixue)
yekubazgdilangs 9, basgonganga 10, mukituka 12,19, muytindula 20,
though this was not common and occurred only with verbs.

This pitch/stress relationship is very noticeable in kilLeta ~ see
chapter 11.

For another explanation of these variants, see iO.4.v.

Recent revisidns in the analysis (J.ﬁ. Carter, p.c.) mean that these
examples are now considered as ‘complexes!, where the two items
behave as if they formed one word - to some extent a return to the

1973 idea of composites. In Carter's dialect there seems to be a

rule such that, if high pitch occurs on the second syllable of a word,

a further high pitch on the word is barred - this applies, for

example, when the negative affix -ko is suffixed to a noun, and also

‘in certain verbal inflections (see Carter 1980 for examples). If,

however, the high pitch occurs on the first syllable of the word, a
further high pitch can occur later in the x»ro::*él.»“"é

This rule applies in. the case of complexes of the form ‘noun +
possessive pronoun', though not, apparently, in those of the form
noun + genitive'. There is also a tendency for the fifst item of
a complex to undergo vowel contraction, ie. VVNC --» VNC, Thus the
examples would now be marked:

nllongé—mgab{tngi (the 'no further high pitch' rule does not apply
to the genitive)

gand{—ngudi (?)

ngddi—zaéu (the 1973 pattern is now regarded as a mishearing; Carter
1980b also éives corrected patterns for the possessive
pronoun: ezbsu/zadu)

mpfifnda~zaandi (or mpftndé~zaand1)‘

moégo—muuntu (or mogé-muuntu ?).

If this analysis can be more comprehensively formulated, it will
provide a more effective explanation, in terms of Carter's system-
-atisation, for the occurrence/non-occurrence of high pitch on

certain words, and would certainly be an advance on the 1973

4




it

analysis discussed below (4.6.,5.1). (The same sequence of, in terms
of my systematisation, two anomalous contours (usually word with
high pitch on the last syllable + word without high pitch) also
occurs in the texts in this thesis, and has been noted several
times (eg. 7+4¢7, S.4.2, 9.3.8). The pattern does, however,‘seem to
occur on a wider range of items than Carter's complexes, ihcluding
verb + object.) ‘

14, A similar problem arises when we consider

omuynty /wakala ... 'the person Was e..!
but moégo-muuntu 'living person'.

Here the same pattern on (o)muuntu is accounted for in two different
ways: initial cancellation in the first example, and occurrence as
part of a complex (see endnote 13) in the second (in Carter 1973,
pP.130, fn, the pattern on muuntu was held to be a'fossilised' form
without high pitch).

15. Rightward movement of high pitch does not occur in Carter's system.

16. This applies also to the enkkuumbu myayitingtl triplet in 4.6.3.3.
Carter (1973, p.201) suggests that there may be slight differences
of meaning between the three, signalled by the different realisations.
If this is the case, it implies some choice on the part of the
speaker.

17, Véry briefly, Carter 1978 tries to explain the %érratic correspond=-
~gnces' between CB and kiKonge nominal tone-patterns by a sort of
chain reaction: o

CB 11 (-joda 'hunger') —>K 1h (e-ndzald) / ln (ndzs1d)

CB 1h (-gudﬁ 'pig')-g:»~—-zK’hl (e-ngﬁlu) / 1lh (ngulé)
oA
i LN\\ﬁglh (e-ngulé) / 1h (ngulé)

I

K 2 T e e e e e - - —1
CB hl (-sédu iwork ' ) $——3 K (h)1l (é-ssalu) / hl (ssélu) (cf. 14.2.7
CB hh (-5656 ‘chicken')——>K (h)1ll (é-ntsusu) / hl (ntsﬁsu)

The sequence begins with CB 11 -& X lh, which in Carter's opinion is
due to the fact that to maintain the digtinction between the three
realisations of high tone (full, cancelled and bridged), the item
must have at least one high tone. This, however, gives rise to a
series of clashes (marked above by dotted lines), with corresponding
changes (so0lid lines) to preserve distinctions.

I find this derivation unconvincing for a.number of reasons:

(l)lpatterns with pre-prefix clash with patterns without pre-prefix




18,

(2)

(3)

(4)

(K 1h # CB lh, K hl # CB hl, K hl # K hl); since these items are
already morphologically differentiated, it seems unlikely that
the situation for a phonological clash could arise.
patterns with pre—préfix are taken as the base forms, whereas it
makes better sense to take patterns without pre-prefix as basic
(which, in fact, is what Carter does in 1980b). The above
derivation means that, for example, CB -gudﬁ must develop to
K e-ngu16 via K e-ngﬂlu; this is possible, but it is surely more
likely that e-ngélu is a secondary development from CB ~gud6 e 4
K e—nguté, particularly since the pattern without pre-prefix is
in each case ngulé.
taking patterns without pre-prefix as basic, we would then have
CB 11, lh ~> K 1h; CB hl, hh ~¥» K hl,
This bipartite division may be compared with chapter 14, where,
on other grounds, two main pitch-pattern groups {'rising! and
'falling') are postulated for kiKongo.'
patterns with pre-prefix would then be considered secondary, and
indeed there seems to be some reason to suppose that leftward
shift of the high pitch here depends on what pitch-—group the
item belongs to. In a sample from Carter 1980b (14.11), 7% of
items in the rising group were found to shoq shift with the
addition of a pre-prefix, whefeas the perceﬁfage in the falliing
group was 79,5%. Exceptions such as e-ngélu might be due to a

certain overlapping of the two groups.

To sum up: the postulation of two main groups, each with specific
pattern behaviour where pre-~prefixes are concerned, seems to me
simpler and more adequate than Carter 1978's system of clashes.

Such comparatiéé experiments will form an integral part of chapters

6, 7 and 9, where the contours of a text as given or predicted by

Carter, Dasleman and Laman will be compared with those of the text

as read by an informant.

Tt
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CHAPTER FIVE
Further Material - kiYaka/kiNtandu

5.1: tntroduction,

This chapter will examine a slightly longer passage in more detail,
and discuss another researcher's systematisation of ‘the pitch system
of the neighbouring, closely-related language kiYaka (see van den
Eynde 1968).

5,23 the text.

The text, from Struyf 1936, pp. 104-11l, is a folktale on the theme
of gratitude., It was gaid by the Rev., D. Ntoni-Nzinga to be in the
kiNtandu dialect, but with a certain admixture of kiYaka.

5.3: sample passage,

The passage chosen for discussion is 1ll, 52-83. Omitting patterns
on the names NaNgundu-Nkunga 'Mr, Nightingale' and NaFungwa 'Mr. Owl?!
(see 5.4.7), there are roughly 159 high pitches in the passage, and

by

of these, 97 (61%) occur on the root-syllable.

5.4: patterns 1in the text,
This section examines instances where the high pitch does not occur
on the root-syllable; it will be seen that there are certain recurrent

patterns here,

5.4.1: nominal patterns.

5.,4,1.1:mpe 'also’,
Mpe ~ mpt 'also’, as in Carter's dialect (1973), seems to entail a
high pitch on the preceding syllable:
mond mpi 75 ‘and I!

mpiimpé mpe 52 ‘evening algo'
In one case mpi seems to 'spread the high pitch :

Nanungwé mp1t 57 'Mr., Owl too! (<.*NaF6ungwa mpt 7; cf.
"
NaFLungma mpt ubakidi 53=4)

5.,4,1.2: ~ko ‘hot',

The same processes occur with the negative affix -ko:




(o

eos madgé-ko 64 '(no) food!

ves nzimbi-ko 78 '(no) money'

ka-dé%ambﬂ-ko 76 'no matter!'
NaNgundu-Nkung%-kn 82 *(not) Mr. Nightingale!

5.,4,1.3: long 1ncattues.1
'Long' locatives (ie. with muna=-, kuna=) seem to shift2 the high
pitch one syllable leftwards in most ingtances:

muné-geemba 53 'in the fungral chamber!

mund-nkutu 64 'under the cloak' (cc. muna-nkbtu 59)
kund~kizitu 74 'at the in-laws'!®

kun%-gata 77,83 'to the village!

kuna-mfuila 58 'at the feet!

kuN5Fungua 55,80 'to Mr, Owl!

All but two of the above locatives are in bridge with following items,
while muné-geemba and kuNéFungwa are followed by a pause., Bridging
(see 5.4.6.ii) would therefore seem to be a feature of locatives in
this dialect. >

In a few cases the high pitch remains on the root-syllable:

muna-nz{la 83 'on the way!
muna-nkbtu 59 tin the cloak!'

kuna-nkUnky 70 'at the perimeter! (cc., muné-nkunku 87)

The length of the following stretch may have something to do with

variation in high pitch placement. Compare, for example,

mun%-nkutu kanswéeka 64 *under the cloak where he had hidden him!

with muna—nkbtu mukala NaNgunda-Nkﬂunga 59-60 *tunder the cloak where
Mr., Nightingale was!

and muné-nkunku 87 (pre-pausal) 'at the perimeter’

with kuna-nkbnku gata dgéu 70 'at the perimeter of his village!
However, this would still not account for phrases like

kuns-mfwila maalyu manzitu éandi 58 'at the feet of his fatherw
in-law's corpse'

where, despite a long following stretch, there is a shift of high pitch.




5e4.1e4: short locatives,
'Short' locatives (ie. with mu-, ku=) usually retain high pitch on
the root-syklable:

muns{ 54,56 funder'
mukkUma 73 'for the reason'
mubbéka 80 'to get’'.

But there is one case of no high pitch:
mubilumbu 65 tafter the days'
and one of penultimate high pitch:

musiind{ka 66 'to give a gend-off to!',

5.4.1.5: gentitives.

The genitive element also seems to condition a shift:

k{dga 74 ‘'of food!?
/
zimfundi 68 'of manioc!

k{seenda 82 'of paying'. ]- (see also 5.4.6) “

5

The example manzitu 58 ‘of the father-~in-law' occurs inside a bridge,

5.4.1.6: vowel=commencing stems,

The patterns on vowel-commencing stems are ambiguous:

baskulu 57 'the elders'
biima 66 'things'

but kiimd 74,81 ‘thing'
bes{—gata 52 tvillagens',

Occurrence as the last element in a bridge may tend to move the high
pitch leftwards - see also 7.4.8.

5.4.,2: verbal patterns.
In verbals, the high pitch is most commonly on the root=-syllable,
and is of'ten the first high pitch of a bridge yith following items,

5.4.,2,1: bpridges on verbals.

In a few cases the bridge is only on the verb itself':

A\ ¢ =*3" .
yiboonga 56~ 'I will sing'

(02




kagﬁngésa 81 'he shook!

weell 53,§§ 'he came' (cc. bele kkbta 53)
baylmbifot 62 'they sang'

ukwéeleéle 7% 'so that you could marry!

kagéené 63 'he (didn't) give' (pre-pausal -~ cc. badﬁéne 69).

There are also two examples where the first high pitch is on the syllable
preceding the root-syllable (cf. 5.4.2.2):

bu-kbtuuki{si 70 'he then took out!

{
gakbbnongila 75 'I sang for you'.

It will have been noticed that the second high pitch is always on the
last syllable of a disyllabic verb or on the penultimate of longer
verbs. In two cases there is a high pitch on this syllable, but none
on the root-syllable:
mustind{ka 53 ‘to give a send~off to!
teelé 5B t(if) you click (your fingers)' (cf. wéta kindodya 59).
5e4.2.2¢: preceding element + shift.
A preceding element may shift the high pitch of the verb:

(i) bu- ‘'when, then': bu-kbsa 55 'he had then said’
bu-bdlusskd 69 'when they arrived!
bu-kétuuki{si 70 'he then took out!'
In one case the high pitch occurs on the preceding element itself:
bb-ngwidi tanda kméme 73 'I am as thin as a rake!',

This may be because the sentence is exclamatory - see 5.4.6.

—_
(ii) 2PS os ‘'you': gakbboong%la 75 'I sang for you'
yikUfuta 79 'that I may pay you' (ce. tkufiéta 78).

(iii) relative prefix: bi-hégundula 66 twhich they gave!',

5.4,2.3: shift,
There are a few examples of shift with no preceding element:

mékuta 58 'he entered!
-

wéta 59 'he clicked!

# —>

wabonga 60 'he sang'

wilembuwa 74 Yyou failed'.




It is unclear why these occur; they may possibly be instances of an
emphatic past tense such as occurs in Makoondekwa's dialect (Carter
1973, p.311).

5.4,3: words without high pitch.

In some cases no high pitch at all occurs on the words:

—
(i) objects: kindodya 55,59 'clicking of fingers'

e e
mbeembo 57.62,53 'lament’

(ii) subjects: bantu 62 'people!
bazitu 65 'in-laws'
NaFunguwa 80 'Mr, Owl!
mono 56,72 'I!
nge 73 'you'
yant 77 the!

-
(iii). adjuncts: bilumbu 62 'days!
mubillumbu 65 'after the days!

{iv) verbs: benda 69 'they went!' .
bayends 35 tthey went' (cc. wagénda 58)
ngyenda 76 'so that I can go!
vutuka §6 ‘returning!
dila 83 ‘lamenting',

The sequence noun-possessive seems in five instances to have high

pitch on the possessive only:4

nkas' &ndi g§,69 'his wife'
nkas' 5ku 33 tyour wife'
nsendo andi 80 'his fee!
nsendu=-ame 76 ‘my fee'’

ntu Ant 81 'his head!',

S.4.,4: high pitch on the last syllable.

There are a very few cases where a word has high pitch on the last
syllable. Some of these have already been mentioned in other contexts:
mond, mpiimpd (5.4.1.1), bu-bhlwaakd (5.4.2.2), teeld (5.4,2.1). But

note:

104
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baané 63 tthey!

mbeembd nde 60 ',.. the lament, saying ...!

5.,4,5: conclustions.

wé may sum up by saying that the majority of high pitches occur on
the root-syllable of the words concerned., Where this is not the case,
the examples mostly form well-defined subsets - for instance, many
anomalous nominal patterns can be described in terms of preprefixation
conditioning a shift of the high pitch (5.4.1.3,5). .

5.4.,6: bridges between words.
Most of the bridges on individual words have been indicated in the
above discussion (eg., 5.4.1.1,2; 5.4.2.1), However, there are quite a

few bridges between words, showing recurring patterns of occurrence:

(i) noun/pronoun + following item:
ge-h%u banzbenza 53 'and they the guésts'
kkﬁta kway baékulu 57 'the entrance of they the elders'
Kiimd k{dga 74 'something to eat! N
kiybnga kydndt 54 'his cloak!
asusu makumaténu 67 '30 chickens!
gé-nkombo makumoéle 67 ‘and 20 goats'
gé-ntongu zingulu kbumi 68 'and 10 fine pigs!
gé-nkgma ntgbé 68 'and 100 roots'5
nlbngi mﬂnu 78 'in a week from now!

Naﬁhungwa mp ubgkidi 53-4 'Mr, Owl grabbed!

(ii) locative + following item:
kun;-gata dgéme 77 'to my village'
kun%-gata dgéndi 83 'to his village'
kuns-kizitu kgéku 74 ‘to your in-laws'' / in-law's corpse'
kund-nfuila maalu manzitu Sandi 58 'at the feet of his father—
kuna-nkﬁnku gata dgéu 70 'at the perimeter of their village'
munsl kinkutu ng{na 56 f‘under tﬁe cloak where I am!

muna-nkbtu mukala NaNgundu*deunga 59-60 'under the cloak where
Mr, Nightingale was'

mund-nkutu kansweeka 64 'under the cloak where he had hidden him'

mukkUma nk{ 73 'for what reason'




(iii) verb + following item:
batbukidi biima 65-6 'they brought out things'
k*tvwltdi nzimbd-ko 78 'I have no money'
um%idi téanda 65 'he got very thin!' (cf, um&%dt téanda 71)
bﬁ-ngmidi tanda kméme 73 'I'm as thin as a rake!
yikbfuta kméku 79 'I will indeed pay you'
nngidi kwéme 56 'I will fully understand'

bakese kbko 63 'they remained there! /- mEalé dila 83)

béele kkéta 53 'they came and entered! (cc. méelé vutuka 79~80,

w%lembwa kungéna 74 ‘you failed to give me',

(iv) exclamations:
4 mp%ang{ 77 ‘hey, my friend!'
% nkasndi gagé 61 'hey, palm-nut, hooray!!
nkaéndi yigana ngaénu 61 'the palm-nut confers talent!'
kildleldeee 61 'hip hip hooray!’ '
cf. also: kdni 74 'at all?
kys1éka 73 'indeed!
There are three instances of 'broken' bridges, long bridges?which
have a structure similar to one of those above, but are broken by a

pause (see also 6.4.11.1):

kagéené -NéNgundu-Nkunga madgé*ka 63-4 *he didn't give Mr,
Nightingale any food' (cf. (iii) above)

gé—nk§ma ntghé . 2{mfundi 68 ‘and 100 manioc roots’ (cf.
(i) above)

kavm&id{ kwani nkutu kiimé -k&seenda NaNgundu-Nkungé-ko 81-2
'he had nothing whatsoever to pay Mr.
Nightingale with! (cf, (i) above)

These examples could be considered as'two consecutive bridges, and are
so marked, However, with two consecutive bridges we expect the high
pitch to end and begin respectively on the root-syllable, With these
bridges, the high pitch of the first half continues right up to the
last syllable, and the high pitch of the second half starts right from
the first syllable; there therefore seems to be good reason for
considering these sequences as two halves of one bridge rather than

as two bridges. The sequences could then be marked

{O6
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kagéane » NaNgundu=Nkunga madgg-ko, etc,.

5.4.,7: patterns on names.

(1)

(ii)

NaNgundu=Nk&nga 55, 60,, 64, 71,  'Mr. Nightingale'

NaNgundu-Nkinga 60,, 82,
NSNgundu-Nkdunga 54, 79
NaNgundu-Nkbunga 71,, 72

Nglndu-NkSnga 72

1

10 82,

2
NaFdungua 59, 63, 66, 70, 77, 53, 57  'Mr. Owl'
kuN5Fungua 55, 80

NéFéungwa 73

NaFunguwa 80

Apart from noting that NaNgundu-denga and NaFﬂungma are the most

common forms, there is little to be said about these.

5.5:

(1)

(ii)

comments on variant contours.

NaFGngma mp% 7 ‘Mr. Owl also' and NaFﬁngwé mp? 57: there was
'1ittle difference' between these = the latter was said to place
more emphasis on NaFungua, while the former was more narrative,
continuing the story, with the emphasis, if any, on the preceding
ibhdna ‘then', It was noted that the difference really depends on

the context, and on what the speaker wants to emphasise.

gégele nde [\\~a] 21 ‘'she said' and kuNaNgbndu ndg E—V‘JJEB '{he
said) to Mr. Nightingale': the Rev, D. Ntoni-Nzinga said that the
extra~high pitch on nde in the latter was a 'special kiNtandu
accent', which underlined here that the Owl was asking a favour,
It would not be right, he said, to use this 'strong' form in the
first example, because the speaker ‘was a lady, and also because
there was no digcussion in what she said, just simple agreement.
However, sinte the pausal upturn is fhe contour given to nde in
all but one other example6 in the text, it seems safer to assume
that this is the usual form, and that nde with extra-high pitch
ig a marked form. We may compare the two patterns for 1ssya vo

‘that is' noted in the previous chapter (4.6.4.2).

(iii) kunb gakhndim{na 16 'there where I am buried! and kuuna ...
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wsklndimina 27 'there ... where'he lay buried (?)': the Rev, D.
Ntoni-Nzinga suspected that the final position of the latter
might condition the contour; for example, we could say
makbndim{na if the word were noﬁ in final position. On the other
hand, the fact that the two words refer respectively to lst and

3rd person may, he said, affect the contours.

(iv) nkutd=ka 25 'at all' and nkﬂtu~ku 34: after some hesitation and
difficulty, the Rev. D. Ntoni-Nzinga finally decided that the

former was more emphatic,

(v) kadg%ambﬂ—ko 19,76 'no matteri'! and k%dgaémhu-ko 43: these were
characteriged as'different types of reply'. The latter is a reply
to someone from whom you have received something, and the former
a reply to someone who wants to do something for you. It is clear
that these explanations do not entirely fit the contexts, but it
seems likely that there is some sort of difference. This may, as
suggested by P.R. Bennett (p.c.), have something to do with the
relative value of the components and the degree of their lexical-
~isation. We may compare the English 'how-do-you-~do?'! as oppoaed'
to thow do you do that?! We might suppose that the 43 example is
a polite (and therefore marked) form, while the other example is
the more usual one; the high pitch on the syllable preceding =ko

is certainly more usual (cf. 5.4.1.2).

(vi) Kilumbu kimdsi 2 'one day'! and bilumbu bitand 62 'five days': the
Rev. D, Ntoni~Nzinga said that the first example would be used
when setting the scene at the beginning of a story (rather like
‘once upon a time'), while the second emphasised the time lapse
by means of the high pitches on the numeral. Again, lexicalisation
may be a factor. We might compare whantu mnolé/wzantd woold in

4.5. in

(vii) kunb-gata dydandi 23 'to his village' and kunb-gata dydndt 83:
the extra length and falling pitch on dybandi in the first
example were said to convey an impression of sadness, or an
attitude of aggressiveness, as when giving an order; the second
example is the usual form. Compare the comments on kméand{ in

4,5.iii,

(viii) git%ukagnga lunsws 84 ‘when the termites come out' and
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mimbaamblsa lhnsua ¥ 85-6 'to use the termites as bait for him':
the contour differences were ascribed to position in the sentence;
we could have gktuukaanga 1nsua # and mumbaambisa lunswd ... o The
Rev, D, Ntoni-Nzinga drew attention to the way the contours of both
words, not just of lunswa, changed: 'if you change one word, you
must change another'. This variation is difficult to account for;

no other examples of this kind have been found.

(ix) kuntl nant 105 'on whose head is it?' and kuntu UaFﬁngma 105 'on
Mr, Owl's head': the first example was identified as a question

form: the higher the pitch, the more forceful the question.

(x) asked about the differing contours on kaansi (passim), the Rev, :
D, Ntoni-Nzinga said that basically this depends on its function
in the sentence, a form like kbdnst being used to 'reply', for
example, but one like k%ns{ being used to 'explain'., He seemed
to mean here that kéénsi 'but! was neutral, in its ordinary
function of introducing information contrary to that previously
presented, while k%ns{ introduced what might be considered a

cautionary note: 'but, however, ...'. Compare also 10.4,v.:

5.,6: other researcht: van den Eynde,

We have seen that there are certain recurrent patterns both in
the contours of individual words and also in the structures associated
with pitch bridges. We will now compare the systematisation proposed
by another scholar to see whether similar tendencies can be discerned
there. Either Daeleman 1966 or van den Eynde 1968 would be appropriate
for this dialect, but I will deal here with the latter, since I

propose to discuss Daeleman 1966 in chapter 7,

5.6.1: pitch features.

5.6.1.1: tonemes,

Van den Eynde distinguishes two tonemes, high (marked 4) and low
(unmarked). Thus:
moth 'it is a man’

/7 . as .
wyusidt 'it has arrived!

khéombn 'goat'.

But 'in fact tonal realisation is more complicated'7, since there are




also 'slightly rising! and 'alightly falling' pitches, and a 'tonal
break’'.

5.6.,1,2: 'slight rise'.
The slight rise seems to be a variant of the level contour (class C,

see 5.6,2.1), and words may have elther pattern. Thus:

ngdémbd tcow! [ ] or [“_.]

yakala 'man, husband'[~~~] or[-"_].

The items are marked with high tones because this is 'the simplest from
the tonal point of view'!, and also, it appears, to keep two of the
nominal tone-groups (B and C, see 5.6.2.1) clearly distinct. There is
'a certain risk of confusion' with these two groups when the words
occur in self-standing or phrase-final position, because it is then
that the falling realisation for class C usually occurs. But the choice
of the two realisations, level or falling, may even depend, 'for the
same syntactic position, [on whether] the informant speaks in a more,

or less, emphatic manner, slower or faster'.

5.,6.,1.3: 'slight fall',
As for the slight fall, we have

kd1dndzt 'cross! [-- _J

kbit  'leg' [™ _].
That is, although we would expect from the marking that the contour
is [”‘f], it is actually‘[—-;]. Here we are given no reason for the
marking adopted, and the exact phonetic difference between -4v~ and
~¥— with slight fall is not explained. It is noticeable that just
as the slight rise tends to blur the distinction between groups B and
C, this slight fall would tend to merge groups B and A (cf. 4.6.6).

5.,6.1.4: '"tonal break',

The tonal break involves an extra-high tone, thus:
Tiltdrd rwe will work'[-”“fi.

However, 'this phenomenon has been systematically omitted, although

it seems to play a distinctive role in the language'.




5.6.1.5: tone~bridge.
Van den Eynde notes that in connected speech a 'tone-bridge' is
sometimes formed between the high tones of two words, eg.
batbsdfaf b%khé@hb@ bgbfﬁmu"they saw the chief's goats!

0 batho{df b%khéghbg b%pfﬂmu 'they saw the chief's goats!

with V mauning algs prueiics uMus w ovadugcs U 4o wiiveresoang chat

in his examples bridging mostly seems to occur with nouns iﬁ his
tdefinite' case (see 5.6.2.3). Van den Eynde gives few details on
where and when bridging is used. If it occurs at all frequently, it
surely obscures many of his tonal distinctions, and it would therefore

be interesting to know how he arrived at his underlying forms.

5.6.2: cases and mooads.

Van den Eynde describes kiYaka tone-patterns in terms of three
nominal 'tone-cases' and three verbal 'tone-moods' (cf. Daeleman 1966).
5.6.2.,1: tnne-elasaes?

'At first sight, one has the impression that substantives behave
according to a very irregular tonal scheme, even when occurring’ in
the same case.' Nouns are therefore divided into three 'groups' or
tone—classes, each with specific tone-patterns for the various cases
(see 5,6,2.,3). Thus:

definite8 neutral qualified meaning
R gi-séngele gi-sengelé yti~sengele ‘axe! /_ marks*
ma-kd18ndz ma-kuléndzt ma-kulundzi 'eruciform tattoo
C ba-gékélé ba-yaksla ba-yakala thugbands'

It will be seen that in the gqualified case there is no tonal differ-
~entiation of the words. The comments in 5.6.1.2,3 above about the
distinctiveness of the tone-classes should also be borne in mind when

considering the definite case,

5.6.2.,2: tone-types.

Verbal behaviour also necessitates a division into two 'types'’,
each with specific tone-patterns for the different moods. The types
are not tonal classes of the radical, as we might expect from other
Bantu tonal systems. Rather, they seem to be determined by the tense.
We might say that there are not two, but three types, since the tenses




2

of type I have very different patterns according to whether the

subject prefix is lst/2nd person or 3rd person. Thus:

absolute selective relative meaning tense
I (1) tutadid{ tutadtdt tutbdidt 'we have looked! perfect
(1) batddidi batddfdf batfdidt  'they have looked! "
I1 twatad{d{ twatadidt twatéd{d{ 'we had looked! pluperfect

See also 5.6,2.4 and 5.6.5 ,

5,6.,2.3: the three cases.

Van den Eynde says of the cases: (pp. 16-7)

(i) with the neutral case, 'the substantive ... expresses only its
own lexical content' - ie. this is the unmarked form.

(ii) with the definite case, 'the accent is placed on the substantive,
in its own right, or in comparison with another'.This form is
therefore marked and emphatic.

{iii) the qualified case ‘'signifies that ... the attention ... is
deflected from this substantive to the profit of its determining
[ie. qualifying] form'. We might call this a 'de—emphasised' form,

and it is mostly found in first position in a nominal group.

5.6.2.4: the three moods.

Of the moods, van den Eynde says: (p.19)

(i) the absolute mood 'is neutral'.

(ii) the selective mood 'focusses attention on the complement. The
presence of the latter is obligatory ... When the selective
mood is used, it is desired to clearly indicate that the -
complement is the main area of attention, not something else.
An exclusive choice is being made among various possibilities,
the chosen complement is being opbosed to others'.

(iii) the relative mood 'can be translated most adequately in French
by a relative construction, although the frequency of its use

far surpasses that of the relative in French',

5,6.,2,5: relattonship.
The moods and cases therefore seem to correspond as follows:
(a) marked: definite case, selective mood; (b) unmarked: neutral

case, absolute mood; (c) 'de-marked': qualified case, relative mood.




5.6.3:‘1nteractiun of cases and moads.,

'The sense of syntactic groups and of the phrase in Yaka is
determined by tonal characteristics, which express the different
possible links between one or more nominal forms and between one or
more verbal forms's. (p.1ll) Van den Eynde examines this interplay
between mood and case in the phrase from the point of view of where

each case may occur.

5.6.3,1: definite case.
The definite case occurs when the noun
(a) stands alone as a pfedicative or vocative, eg.
mahéembo *they are shoulders'

a nge nwddnal ‘hey, you, childl!

(b) is preceded by the genitive element, eg.
kit fmd kg%hhwéénga 'it is a thing of beauty!

(c) is preceded by kuwa=/kuna=-, ye-/ya=-, eg.
tmeelé kuna—ns{tu 'we went to the forest!

4 .
tuusidl ye~maama 'I/we have come with mother! s

(d) appears as object of a verb in the selective mood, eg.

tunitmbint hathégngi 'we slept on a bed (not on the ground)’'.

BEe6.,3.,2: neutral case,
The neutral case occurs when the noun
(a) occurs before numerals, -béso tall', or -{{ngt ‘many '
(b) appears as subject of a verb in (i) absolute, or (ii) selective
mood, eg.
(i) gisengelé kgaléla 'the axe was lost!

(ii) maheembd mamuédné phési ' my shoulders are really sore!

(c) appears as object of a verb in (i) absolute, or (ii) relative
mood, eg.
(i) tummeené kabulukd 'we saw an antelope'! /" is dead'

. 14, 1/ .
(ii) mutu waditidt makhondo, fu6d1 'the person who ate the bananas

(d) appears as complement of an indirect relative, eg.

/7 T / .
mwéana k%hwaat{s{ maama ‘the child whom dresses the mother'.

5,6,3.3: qualiftied case.

The qualified case occurs when the noun




s

(a) is first item in a nominal group (ie. when it occurs before a
genitive, possessive or demonstrative), eg.
/7 :
lusiimbs maheembo mam5&ma 'hold mummy's shoulders!’

, 2/ 4 Ll s
mitoombo mgaém{ myambitmbl 'these manioc roots are bad!

(b) is qualified by a relative, whether (i) direct, or (ii) indirect, eg.

(1) ngsandu mazgéunda mumaambé, 166k1d1 'the crocodile which
dived into the water was evil'

(ii) ndaanda githéétele ndzyoko, gitéémbokele 'the path which
the elephant was looking for sloped upwards'.

5.6.,3.4: contextual vartiation.
Van den Eynde points out that 'in certain contexts either the
qualified or the definite case may occur' (pp. 22-4), eg.

hathééng@ t%“?%ﬁh{n{ (def + rel) 'it was on a bed that we slept'

cf. tuntimbint hathééngi (sel + def) 'we slept on a bed!
but hathaangt tun{imbini (qual + rel) 'the bed on which we slept eas!

mahé%ﬁd@ mbans (def) 'these are my shoulders!

but maheembo méama (qual) 'my shoulders ...'.

5.6.4: range of patterns.
The range of patterns for a simple sentence with three slots then

seems to be something like this:,

subject predicatar abject
= def -
- def-rel-neut -
( neut
neut abs 4 qual-def
qual-def I qual-rel-neut
qual-rel-neut def
sel 8 def-def
| def-rel-neut (?)

Thus we have (p.12):
(1) baphéangi (def) 'they are brothers!'

(ii) baphaang{ bahoondé1é bakhoombd (neut + abs + neut) 'the brothers
killed the goats!

(iii) baphaang{ bahoondele bakhbombo (neut + sel + def) 'the brothers
killed the goats (and not the sheep'




LS

{)
(iv) bakhégﬁﬁ? gghééndélé baphaang{ (def-rel-neut) 'it is the goats
that the brothers killed!

(v) tbtakhoombo bahééndele baphaang{, bafﬁﬂdi (qual-rel-neut + abs) 'the
goats which the brothers killed have died!',

5.6.5: verbal patterns.

Not all of van den Eynde's verb forms show the patterns predicted
by his formulations (5.6.2.2). For example, in 5.6.3.2 the form
k%@méét{s{, said to be a relative, has a pattern which is supposed to
appear on relatives of type II only, whereas this verb form appears

to be a perfect tense, not a pluperfect, and therefore type I.

Again, in 5.6.3.4 we havé'‘twodifferent patterns for the relative
tuntimbini: t%HQQEb{ni and tun%imbini. The form here is definitely
type I, so the second pattern does fit van den Eynde's formulations.
The first pattern, however, is not included in those given for either
type. We might postulate t@n{{mh{n{, with lowered pitch on the last
syllable because of pre-pausal occurrence {as happens to nouns - ¢f,

5.6.1.2), but this pattern only occurs on type II relatives.

There are two more contradictory patterns for a relative in 5.6.4:
b%%ééndélé (iv) and bahbdndele (v). All other patterns for bashoondele
in these sentences except that in (v) seem to mark it as a type II
verb (ie. pluperfect). But bahééndela gseems closer to the pattern for
a relative of type I (ie. perfect). Either the glosses for these
sentences are misleading (since none of them reflects the pluperfect
meaning), or the patterns displayed on verbals are not fully described

in van den Eynde's formulations.

5,6,6: further problematic examples.

(i) katblula meenu méandi but.télele baantu baand{ (both abs + qual-
def): =-aandi is in tone-group A, so the first example shows a
definite case pattern, while the second shows a neutral case
pattern. Yet from the information presented, the neutral case

does not occur on a word in this context.

(ii) a2 nge mwééna! 'hey, you, childl' but = ngé! ‘hey, youl': this

implies either that there is a hierarchy in the application of




high pitch (perhaps on the lines of only one substantive in the
group being in the definite case, or of only one item in a given

slot having high pitch), or some sort of focus or emphasis,

(iii) tumweené bangoomba bapfdmu (abs + qual-def) 'we saw the chief's

(iv)

cows'! but tumweene bangéémhé b%ﬁfdmu (sel + def-def) 'we saw the
chief's cows': such pairs suggest clearly that focus may be a

relevant factor in the realisation of the pitch contours.

tufbd1s kheends (abs + neut) 'have mercy on us (on all occasions,
in general)' but lutufuula khéenda (sel + def) t*have mercy on us
{on one particular occasion)': here the pitch patterns provide
connotative contrast., We might note that in Carter's kiMbanz'
aKongo (Carter 1973), where the initial vowel acts to some extent

as a marker of definiteness, the patterns for the noun would be

nkhéenda (less definite) and &nkheends (more definite).9

5.6.7: conclustions.

Despite its internal inconsistencies, van den Eynde's study shows

a number of parallels with, tendencies noted in the text (5.4). In

many cases there 1s only one high pitch on a word, and in some cases
node at all; in addition, words may have a variety of contours in the
same context. There are variant realisations for some words (5.6.1.2)
depending on position in the utterance, and also on speed of utterance
and emphasis. The fact that there are discrepancies between the posited

verbal contours and their actual forms in the examples suggests that

'there may be a certain amount of flexibility here, which would make
verbal patferns hard to categorise. Finally, pitch may be used to
signal a close relationship between items in a nominal group, or
between a verb and its object, and to indicate various degrees of

markedness or focus.

5.,7: summary.

Analysis of the text (5.4) has ylelded more information on the
occurrence of bridging (5.4.6) and of anomalous patterns (5.4.5).
Comparison with van den Eynde's work (5.6) suggests parallels with
the system I am postulating: one of minimal tonal differentiation,
but with a certain amount of optional contour variation (5.5) -

a fairly flexible system which accounts for the bulk of the data.





























































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































































