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CALLING IN: PROSODY AND CONVERSATTON IN RADIO.TALK*
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l. Introduction

In the last few years there has been a growing interest on the part of
the media (above al l  the radio,  but  a lso more recent ly TV) in let t ing the
aud ience take  a  more  ac t ive  par t  in  the  programmes.  Rather  than
cons ider ing  the  aud ience as  a  h idden and s i len t  mass  o f  (po ten t ia l )
l i s teners .  espec ia l l y  d i rec to rs  o f  rad io  shows have increas ing ly  dev ised
programmes wh ich  make a  symbol ic  "s tep  down"  to  meet  peop le 's
everyday  needs,  fan tas ies  and ideo log ies ,  tu rn ing  an  imag ined mass o f
a n o n y m o u s  r e c i p i e n t s  i n t o  a  m o r e  o r  l e s s  v a s t  g r o u p  o f  r e a l
interlocutors.

The impact  o f  mass-med ia  and the  e f fec ts  they  have on  peop le 's
ideo logy  has  been the  top ic  o f  an  impress ive  amount  o f  research  in
recent years.  I t  is  not  long ago that a re-or ientat ion of  the relat ionship
between radio/TV and the audience at  large has occurred. This re-
or ientat ion has signi f icant ly af fected the ways in which the relat ionship
b e t w e e n  m a s s  m e d i a  a n d  a u d i e n c e  i s  ( r e ) d e f i n e d .  T h e  c a l l - i n
programme embod ies  th is  re -de f in i t ion  and s tands  fo r  a  rad ica l l y
a l te rna t ive  way o f  conceptu  a l i z ing  the  re la t ionsh ip  w i th  the  pub l ic .
Radio (or TV, more recent ly)  seems to need the audience in order to
validate their institutionally granted status.

One of  the consequences of  th is direct  contact  wi th the audience, is that
especial ly the radio has become increasingly f lexible,  so that i t  can deal
w i th  peop le 's  demands on  many leve ls .  Fo l low ing  Gof fman,  i t  i s  an
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uncontroversial  and observable matter of  fact  that  the mode of  "cal l ing

in"  has  become an es tab l i shed soc ia l  occas ion  w i th  i t s  own norms.
expectations and rhetorics.

Given that radio or TV have become part  of  people 's dai ly rout ines,  their
pervas ive  presence is  usua l ly  taken fo r  g ran ted  and goes  unnot iced .  The
interest  to analyse radio ta lk is therefore twofold.  On the hand, i t  was
fe l t  tha t  the  soc ia l /conversa t iona l  fea tures  o f  the  re la t ionsh ip  be tween
a u d i e n c e  a n d  r a d i o  c o u l d  r e v e a l  a s p e c t s  o f  t h e  r a d i o ' s  u n d e r l y i n g
ph i losophy.  The second in te res t  i s  tha t  o f  recons t ruc t ing  par t i c ipants '
strategies when they converse. in a part icular k ind of  media ta lk.  The
two leve ls  seem to  in te rp lay  s ign i f i can t ly ,  inasmuch as  soc ia l  mean ings
in  te rms o f  ins t i tu t iona l l y  based communica t ive  resources  are  par t l y
conveyed through discourse practices.

The theoret ical  analyt ic f ramework which this paper refers to is that  of
the "contextual izat ion theory" discussed for the f i rst  t ime by Gumperz in
1916. The theory.  which has been further elaborated by Gumperz in a
b o o k  ( 1 9 8 2 )  a n d  i n  a  n u m b e r  o f  a r t i c l e s  ( 1 9 8 9 ;  1 9 9 1 ) ,  s u g g e s t s  t h a t  i n
social  encounters speakers need to create the context  re levant for  the
in te rpre ta t ion  o f  the i r  conversa t iona l  ac t i v i t ies .  The "contex tua l i za t ion
cues".  which contr ibute to create indexical  meanings in conversat ion,  can
be of  var ious types (cfr .  Auer 1992).  In th is paper we wi l l  concentrate
on how the  modera tor  and ca l le rs  jo in t l y  accompl ish  the  open ing  and
closing of  the cal ls.  The analysis wi l l  take into account prosodic cues and
the  seqr . ren t ia l  o rgan isa t ion  (conversa t ion  ana lys is ) .  Our  concern  is  to
n a t u r a l i s t i c a l l y  d e s c r i b e  t h e  i n t e r a c t i o n a l  s t r a t e g i e s  m o d e r a t o r  a n d
ca l le rs  use  in  o rder  to  accompl ish  the  task  o f  s ta r t ing  and c los ing  the
cal ls.  In account ing for  the interact ional  work,  the general  pr inciples of
c o n v e r s a t i o n a l  o r g a n i z a t i o n  a r e  t a k e n  i n t o  a c c o u n t ,  a l o n g  w i t h  a n
attempt to relate these pr inciples to the social  ro les being performed
and ( re )enac ted  by  par t i c ipants  a t  each moment  in  conversa t ion .  The
h o l i s t i c  d e s c r i p t i o n  ( a n d  p a r t i c i p a n t s '  i n t e r p r e t a t i o n )  o f  a s p e c t s  o f
conversa t ion  a lso  a l lows fo r  a  th i rd  fea ture  o f  in te rac t ion  to  emerge,
namely  the  leve l  o f  p rosod ic  s igna l l ing .  Here ,  among the  d iverse  shapes
and funct ions that prosodic cues may have, we want to focus on speech
rhythm and as long as an even rhythmic pattern is establ ished, also on
tempo.  In tonat ion  is  taken in to  account ,  too ,  whenever  i t  he lps  c la r i f y
aspects of the interpretive work carried out by participants.
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2. The prosotlic' let 'el: speech n't lun und tempo

The present  no t ion  o f  speech rhy thm,  and re la ted  no t ions  such as

tempo and isochrony are in l ine wi th those f i rst  i l lustrated by Couper-

K u h l e n  (  1 9 8 9 a :  l  9 8 9 b ;  1 9 9 0 ) ,  C o u p e r - K u h l e n  & "  A u e r  (  1 9 8 8 ) .  I t  m i g h t

be  wor th  reca l l ing  the  main  fea tures  upon wh ich  the  present  approach

to rhvthm is based.

The ver.y idea of  speech rhythm rests upon the concept of  isochrony. the

regu lar  spac ing  in  t ime o f  (a  subset  o f )  p rominent  sy l lab les .  In  o rder  to

have speech rhy thm.  a t  leas t  th ree  success ive  even ly  spaced prominent

s y l l a b l e s  a r e  n e e d e d :  t h e s e  b e c o m e  r h y t h m i c  b e a t s .  T h e  i n t e r v a l s  o f

t ime be tween the  rhy thmic  beats  cons t i tu te  tempo.  When two beats  a re

prov ided by  one speaker  and the  th i rd  by  a  nex t  speaker ,  then the

transition is said to be rhythmic.

A l though I ta l ian  is  t rad i t iona l l y  cons idered a  sy l lab le - t imed language.

w h i l e  E n g l i s h  a n d  G e r m a n  a r e  u s u a l l y  t a k e n  t o  b e  s t r e s s - t i m e d

languages.  the  same approach to  rhy thm or ig ina l l y  dev ised fo r  Eng l ish

and German has also proved useful for ltalian.

In some languages l ike i ta l ian or spanish isochronous ut terances tend to

have approx imate ly  the  same number  o f  sy l lab les ,  wh i le  in  languages

such as  eng l ish  isochrony  c ruc ia l l y  depends on  the  rhy thmic  un i ts  o r

feet.  no matter how many syl lables they contain.  Whi le on the one hand

the dichotomy (Pike I  945 )  is  general ly accepted (but scholars prefer to

speak o f  a  tendency .  ra ther  than o f  pure  t ra i ts  (  Ber t ine t to  1  98  I  ) ) ,  i t

s e e m s  t h a t  t h e  d i f f e r e n c e  b e t w e e n  s t r e s s - t i m e d  a n d  s y l l a b l e - t i m e d

languages is  on ly  de f ined in  s t ruc tu ra l  te rms,  th is  conc lus ion  be ing

b a s e d  o n  a n a l y s i s  c a r r i e d  o u t  m a i n l y  o n  t h e  d e s c r i p t i v e - t y p o l o g i c a l

l e v e l .  u s u a l l y  w i t h  d e - c o n t e x t u a l i z e d  d a t a  o b t a i n e d  i n  l a b o r a t o r y

e x p e r i m e n t s .  A s  s o o n  a s  o n e  a d o p t s  a n  i n t e r a c t i o n a l  p e r s p e c t i v e .

work ing  on  na tura l l y  occur r ing  da ta ,  the  d i f fe rence perhaps  loses  a t

Ieast part of its relevance.

Not ions l ike "coming in on the beat"  or  "rhythmic integrat ion" are indeed

based on  in te rac t iona l l y  o r ien ted  de f in i t ions  o f  speech rhy thm,  wh ich  in

tu rn  resr  on  ges ta l t - l i ke .  quas i -na tura l  synchron ized pa t te rns  o f  soc ia l

act ion Accordingly,  there seems to be no a pr ior i  reason for drawing a

l ine between languages, as far  as ta lk and conversat ion are concerned.

Rather .  the  d is t inc t ion  seems ins tead one o f  degrees :  in  our  da ta ,  fo r

example .  i sochrony  is  o f ten  met  by  a  quas i -even number  o f  sy l lab les ,
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whi le  in  o ther  cases  a lso  secondary  accents  can cons t i tu te  rhy thmic
beats at the expense of primary accents, if need be.

However .  the  a im o f  th is  paper  i s  above a l l  to  look  a t  rhy thm in  (a
par t i cu la r  k ind  o f  )  conversa t ion .  and descr ibe  the  contex tua l i z ing  work
speech rhy thm does on ly  in  re la t ion  to  add i t iona l  leve ls  o f  d iscourse
o r g a n i z a t i o n ,  d i s r e g a r d i n g  f o r  t h e  m o m e n t  q u e s t i o n s  o f  s t r u c t u r a l
descr ipt ion.  These are of  course important in order to have a c learer
p ic tu re  no t  on ly  o f  the  func t ion  o f  speech rhy thm,  bu t  a lso  o f  i t s
intr insic nature.  The present at tempt c lear ly lacks the lat ter ,  and is thus
to be considered provisional.

A l though a  no t ion  o f  speech rhy thrn  as  a  ges ta l t - l i ke  aud i t i ve  pa t te rn

could be said to be a pervasive feature of  language (conversat ion) in
general ,  the contextual iz ing role or communicat ive import  i t  has,  var ies
according to the conversat ional  loci  i t  is  part  of .  We then start  f rom the
a s s u m p t i o n  t h a t  t h e r e  i s  n o  o n e - t o - o n e  r e l a t i o n s h i p  b e t w e e n
conversa t ion  and rhy thm,  tha t  i s  be tween cer ta in  ac t iv i t y - types  and the
ro le  speech rhy thm p lays  a t  each s tage in  conversa t ion .  For  example ,
Couper -Ku lhen (  1989a:  1990)  has  shown tha t  rhy thmic  pa t te rns  in  tu rn
t rans i t ions  cannot  be  pred ic ted  by  the  type  o f  junc ture .  Even " loose"

. junc tures .  tha t  i s  t rans i t ions  in  rvh ich  ne i ther  nex t  speaker  nor  nex t
activity are determined. in many cases were found to be rhythmrc, too.

lns tead.  rhy thm was observed to  cons t i tu te  an  add i t iona l  leve l  o f
s igna l l ing ,  whose u l t imate  "mean ing"  depends upon the  type  o f  speech
act iv i ty speakers are engaged in,  turning an overal l  feature of  d iscourse
(Er ickson & Shu l tz  1982)  in to  communica t ive  events  wh ich  s teer  and
g u i d e  s p e a k e r s ' a n d  a n a l y s t s ' i n t e r p r e t a t i o n ;  t h a t  i s ,  " s p e e c h  r h y t h m
creates a set  of  t iming opt ions ( integrated beats,  delayed or late beats,
ear ly beats) for  coordinat ing turns wi th in sequences which speakers use
to  es tab l i sh  a  contex t  fo r  the  in te rpre ta t ion  o f  the i r  ta lk "  (Couper -
Kuh len ,  1990,  p .  41)  Rhythmic  o rgan iza t ion  is  on ly  cons idered here
i n a s m u c h  a s  i t  h e l p s  u n c o v e r  t h e  d e t a i l s  o f  t h e  c o m m u n i c a t i v e
processes, as they are carried out in real time by participants.

In their  f i rst  at tempt to come to terms with speech rhythm, and af ter
d iscuss ing  var ious  a t tempts  wh ich  have been made in  phonet ics  to
measure  rhy thmic  in te rva ls ,  Couper -Kuh len  & Auer  (1991,  p .  5 )  come to
the  conc lus ion  tha t  " . . .as  fa r  as  in te rac t iona l  rhy thm is  concerned,  the
only meaningful  not ion of  isochrony is a perceptual  one." ,  stressing that
in  th is  approach percept ion  is  more  re l iab le  than o ther  k inds  o f
obiective measurements.
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In l ine wi th th is pr inciple,  one way of  locat ing the beats is to accompany
the rhythmic regular i ty by tapping along with a f inger or a smal l  object ;
th is  ac t i v i t y  i s  car r ied  ou t  repeated ly ,  un t i l  some one subset  o f  the
prominent syllables matches the tapping: these are the rhythmic beats.

3. Generctl description oJ the programme

An exhaust ive descr ipt ion and analysis of  the special  features of  the
programme have a l ready  been car r ied  ou t  by  Frank  Mul le r  (1991) .  Here
a br ief  overview is given in order to descr ibe the strategies through and
by wh ich  the  modera tor  se ts  the  scene and chooses  the  ca l le rs .  The
programme which is the object  of  th is study is an example of  the ways
in  wh ich  rad io  p rov ides  a  "poet ic "  o r  "ph i losoph ic "  read ing  o f  peop le 's
everyday l i fe exper iences. The cal l - in programme which is the object  of
th is  s tudy  is  taken f rom the  ser ies  "Rad iodue 3 l3 l  " ,  o f  Channe l  2  o f
i ta l ian  na t iona l  rad io .  Cor rado Guerzon i ,  who is  a lso  a  poet  h imse l f ,
moderates the programme with quotat ions f rom wri ters and poets.  The
show is  t ransmi t ted  f rom 10.30  to  12 .00  o '  c lock  a .m.  f rom Monday to
Fr iday, and of  course the audience wi l l  mainly consist  of  people who for
one reason or another are at  home at that  t ime of  the day (ret i red
people,  housewives etc.) .  The moderator in the studio proposes a theme
for  d iscuss ion  ( in  th is  case i t  i s  " the  pas t " ,  " i l  passato" ) ;  then ca l le rs  a re
inv i ted  to  ca l l  and  to  repor t  (on)  (o r  g ive  au tob iograph ic  nar ra t i ves) ,
i l l us t ra t ing  the  mean ing  the  pas t  has  had (o r  s t i l l  has)  in  the i r  persona l
l i ves .  Before  inv i t ing  ca l le rs  to  do  th is ,  however ,  the  modera tor  i s
observed to set  an appropr iate mode against  which cal lers '  stor ies are
to  be  in te rpre ted  by  means o f  mus ic  and poet ry  read ing  (Baude la i re ) :
the  de ta i l s  o f  each ca l le r ' s  pas t  a l low fo r  the  recogn i t ion  o f  fea tures
which can be said to echo, i f  not  paral le l ,  l i terary moods. The task of  the
moderator is twofold:  on the one hand he starts the conversat ion on the
basis of  what the cal ler  had said to col laborators in the studio who are in
charge of  " f i l ter ing out"  incoming cal ls.  So Guerzoni  presents each cal ler
w i th  a  fo rmula t ion  wh ich  becomes obv ious ly  c ruc ia l  to  h is  management
of  the show. On the other hand his task is also that of  taking out of  these
stor ies a universal ly val id moral ,  a sort  of  lesson that anybody l is tening
the  rad io  s ta t ion  shou ld  learn .  One o f  the  main  d i f fe rences  be tween
casual .  informal ta lk and interact ion in radio phone- in programmes (but

perhaps also in some other inst i tut ional  set t ings) regards di f ferent topic
s t ruc tu res .  In  the  case o f  a  rad io  p rogramme l i ke  the  one under
cons idera t ion ,  ment ionab les  do  no t  seem to  der ive  f rom par t i c ipants '
in te res t  in  in fo rming  each o ther  (as  we might  expec t  among f r iends .
a c q u a i n t a n c e s .  r e l a t i v e s  a n d  t h e  l i k e ) ;  r a t h e r .  t h e  s t r u c t u r e  o f  t h e
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programme is such that part ic ipants seem to or ient  their  stor ies to an
overal l  phi losophical  f ramework wi th in which each part ic ipant 's story is

J u s t  o n e  a m o n g  o t h e r  b i o g r a p h i e s  w h o s e  u l t i m a t e  a i m  i s  t o
co l labora t ive ly  ach ieve  ( together  w i th  modera tor )  an  adequate  p ic tu re
(we might  even say  "unders tand ing" )  o f  what  the  pas t  can  mean fo r ,  and
teach to.  a l l  of  us.1 This ul t imate "we -  can -  a l l  -  learn -  something
f lom - l i fe"  or ientat ion can also admit tedly be inferred from the fact

t h a t  w e  a r e  d e a l i n g  w i t h  a  n a t i o n a l  r a d i o  p r o g r a m m e :  i t  i s  a
commonplace to regard nat ional  radio or T.V. as of f ic ia l ly  integrat ing
educat iona l  ins t i tu t ions  in  many respec ts .  In  o rder  to  see how Guerzon i
b u i l d s  u p  a  p o s i t i v e  a t t i t u d e  t o w a r d s  t h e  p a s t ,  t h u s  e n c o u r a g i n g
listeners to call in. consider the followine extracts:

( l )
(Ga=Gabr ie l la .  ca l le r  number  10 .  G=Guerzon i .  Whenever  the  i ta l ian  tex t
al lows i t .  t ranslat ions have been carr ied out on a word-by-word basis,  in
order to preserve an iconic impression of similar turn length.)

I  G: Quindi ,
2 Ga: e me ne sono andata
>3 G: in qualche misura - come dice i l poeta
A Montale "chi pii m'ama piu non mi tocchi"
5 nel senso - che questo passato lasciamolo
6 intangibile, ecco

I G; then.
2 Ga: and I wcnt away
3 G: in some scnse - as thc poet
-1 Mclntale used to say " who loves mc most,
5 touches me not" in thc sense -

6 that we'd bettcr leave thc past untouched,
7 put it that way

( 2 \

(Mi=1t'4ir.lla, caller number 3)

I
2

Mi: sono molto legata ancora alle mie amiche.
G:  ques to  ( . . . )

I  Th is  ph i l osoph ic ,  and  to  a
d o c s  n o t  c n t i r c l y  p r e v c n t  t h e
l()0.

ce r ta in  ex ten t  a l so  pedagog ic ,  background  o r ien ta t i on
p rog ramme f rom tak ing  on  a  touch  o f  voyeur i sm,

24
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3 Mi: qualcuna ci scriviamo ancora,
4 G: certo
5 Mi: a natale cosi a pasqua, sa?
6 G: bene
7 Mi: dottor Guerzoni, io le voglio fare
8 icomplimenti per la sua trasmissione. - per
9 tutte le sue trasmissioni, che sono
>10 molto importanti e ci insegnano molto.
I I G: bene

I Mi: I sti l l  feel close to my friends.
2  G :  th i s  ( . . )

3 Mi: and stil l keep in touch with some of them,
4 G: sure
5 Mi: at christmas or castcr, you know?
6 G: wel l
7 Mi: doctor Gucrzoni, I would like to congratulate
8 you on your programme. - on
9 all your programmes, which are very
l0 important and tcach us a lot.
11 G: g ixrd

In  bo th  e  x t rac  ts  there  i  s  an  over t  re fe rence to  the  I  i te ra ry  -

ph i losoph ic  charac ter  o f  the  programme.  In  (  I  )  G.  ( the  modera tor )
direct ly quotes a l ine f rom an important i ta l ian poet,  thus extending to
h is  fo rmula t ion  ( l ines  5  and 6)  the  same touch o f  un forge t tab le
solemnity.  In (2),  Gabr ie l la expl ic i t ly  states ( l ines 9-10) that  th is k ind of
show teaches  i rnpor tan t  lessons  about  l i fe ,  thus  open ly  showing how
enthusiast ic she is about the programme, as i f  she were speaking also on
behalf of the other callers (cf. the plural "ci insegnano" in line l0).

Given the perspect ive of  "cal l ing for  learning" ( the f raming of  which is
typical ly the moderator 's job at  the outset of  the programme),  how any
new mater ia l  is  made to f i t  in is not wi thout consequences for the
negot iat ion of  the relevance of  each event to ld in the course of  the cal l .
A l t h o u g h  a  w h o l e  l i f e  c a n  b e  a  d e e p  e n o u g h  w e l l  t o  p i c k  o u t
ment ionab les  f rom,  the  way th is  i s  done is  cons t ra ined bo th  by  the
moderator opening up (which, as we shal l  see, f rames subsequent ta lk)
a n d  b y  t h e  b a c k g r o u n d  o r i e n t a t i o n  t o  t h e  "  w e - a r e - a l l - l e a r n i n g -
something-from-you" character of  each cal l ,  that  is  by the col laborat ive
work of  moderator and cal ler  to al low only for  new mater ia l  which
r e t r o s p e c t i v e l y  f i t s  i n t o  t h e  o p e n i n g  a c t i v i t y  a n d  w h i c h  c a n
prospec t ive ly  be  used as  a  p reservab le  and repor tab le  fea ture  fo r
invi t ing c losing. ( Incidental ly,  the fact  that  young people do not cal l  in is,
o f  c o u r s e ,  f l o  s u r p r i s e .  P e r h a p s  e x p e c t a t i o n s  w o u l d  b e  s o m e w h a t
di f ferent i f  young people were to cal l ,  theirs being not real  stor ies,  but
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s i m p l y  s e c o n d - h a n d ,  i m p e r s o n a l  t h o u g h t s ) .  T h e  a n a l y s i s  o f  t h e
modera tor ' s  speech ac t iv i t y  a t  the  beg inn ing  o f  the  ca l l s  revea ls  tha t  he
construes a positive picture of the past as a topic for discussion.

4. Tltree tvpe.\ ol'()l)ening,r

The background against  which the openings of  the cal ls are to be
rn terpre ted  is  cons t i tu ted  by  the  modera tor ' s  pos i t i ve  p resenta t ion  o f
" the past"  as a fundamental  aspect of  human l ives,  the whole show being
precisely construed around this expectat ion.  I f  we look at  the sequent ia l
fo rmat  o f  some ins tances  o f  open ings ,  these can be  d i f fe ren t ia ted  in
three groups. On the basis of  the conversat ional  and prosodic analysis,
and from the part ic ipants '  point  of  v iew (especial ly f rom the presenter 's
perspec t ive .  who has  the  prac t ica l  task  o f  keep ing  up  the  in te res t  the
programme has  fo r  the  aud ience,  by  means o f  appropr ia te  d iscourse
strategies). we can distinguish between:

I ) four-turn sequences
2) two-turn sequences
3 ) digressions.

in  four - tu rn  open ings  par t i c ipants  have d i f fe ren t  po in ts  o f  v iew about
the  pas t .  to  an  ex ten t  tha t  w i l l  become apparent  in  the  ana ly t i c
d iscuss ion  be low.  A l though modera tors  somet imes we lcome ca l le rs  who
have d iverg ing  op in ions  on  the  top ic  o f  d iscuss ion ,  s t i l l  d i f fe rence in
opinions must not be too much marked for reasons of  face-threat.  Along
wi th  sequences  o f  tu rns .  a lso  prosod ic  means he lp  cons t rue  a  loca l
contex t .  fo r  s ta r t ing  the  conversa t ions .  Four - tu rn  sequences  concern
open in-es  in  wh ich  a  " fo rmula t ion"  (c f .  Her i tage & Watson 1979)  i s
f  o l l o w e d  b y  a
"explanat ion":

" c o n f i r m a t i o n " ,  a  " r e q u e s t  f o r  e x p l a n a t i o n "  a n d  t h e

Moderator: formulation
Caller: confirmation
Moderator: requestforexplanation
Caller: explanation.

T w o - t u r n  s e q u e n c e s  c o n t a i n  a
ca l le r ' s  negat ive  v is ion  o f  the
sequence,  re la ted  perhaps  to
modera tor .  Here  aga in  p rosody
presuppos i t ions  and d i f fe rences

s i m i l a r  p r e s u p p o s i t i o n  ( p o s i t i v e  v s .
the past) ,  but  a di f ferent conversat ional
a  "new"  s t ra tegy  on  the  par t  o f  the

helps c lar i fy the nature of  pragmatic
in  tu rn- tak ing ,  espec ia l l y  in  re la t ion  to



the  task  o f  so f ten ing  prob lems
c o n c e r n  o p e n i n g s  i n  w h i c h  t h e
"confirmation" plus the "explanation" in
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o f  " f a c e " .  T w o - t u r n  s e q u e n c e s  t h u s
" f o r m u l a t i o n "  i s  f o l l o w e d  b y  t h e

the caller's same turn:

Moderator:
Caller:

formulation
confirmation + explanation.

F i n a l l y .  d i g r e s s i o n s  r e f e r  t o  o p e n i n g s  i n  w h i c h  t h e  f o r m u l a t i o n  i s
character ist ical ly deferred to a later locus in the cal l .  The burden of  the
mot ives of  the moderator 's errors ( in Goffman's terms) is in th is last
case a lmost  en t i re ly  le f t  to  the  conversa t ion-ana ly t i c  par t .  In  the  nex t
sec t ion ,  we w i l l  d iscuss  the  sequent ia l  s t ruc tu re  o f  some ins tances  o f
openings in more detai l ,  and try to relate i t  to the conversat ional  and
prosodic cues (and background expectat ions) speakers rout inely rely on
dur ing  the  soc ia l  and l ingu is t i c  p rocess  o f  es tab l i sh ing  contex t -bound
reference.

4. l. Four-turn seqLtences

Before  d iscuss ing  the  examples ,  a  few words  on  the  t ranscr ip t ion
convent ion are in order.  In notat ion,  the isochronous beats are preceded
in pr int  by lef t -hand slashes placed underneath one another.  Right-hand
slashes are intended to give an iconic impression of  s lower or faster
tempo, when they are placed more to the right or more to the left, as
the respect ive case may be; occasional ly cadence is indicated in tenths of
a  second.  The s ign  n  ind ica tes  a  s i len t  beat ,  tha t  i s  a  pause in
conversation which is incorporated into the rhythmic pulse.2

Accord ing  to  th is  no t ion  o f  speech rhy thm,  pa t te rns  o f  even ly  spaced
rhy thmic  beats  a re  no t  un i f  o rmly  p resent  th roughout  sequences  o f
interact ion.  In some cases i t  is  d i f f icul t  to say to what extent they are
absent and to what extent they are s imply not relevant in a part icular
speech ac t iv i t y .  Accord ing ly ,  when no  d iscern ib le  rhy thmic  pa t te rn  i s
heard for  one of  these two reasons, then the fragment of  speech is
transcr ibed in cont inuous l ines of  pr int ,  using the convent ions developed
by G.  Je f fe rson in  conversa t ion  ana lys is .  The rhy thmic  d iscuss ion  is
juxtaposed to the sequent ia l  analysis for  reasons of  convenience only:  of
course  contex tua l i za t ion  cues  work  s imu l taneous ly  in  a  ho l i s t i c  fash ion
(cfr .  Auer 1992),  which a discussion of  th is k ind can hardly do just ice to.
The two d imens ions  o f  d iscuss ion  are  then ar t i f i c ia l l y  kep t  apar t ,  bu t

/For more dctai ls, scc Abcrcrombie (1971), Couper-Kuhlen / Auer (1988).
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they  shou ld  be  cons idered as  in tewoven in  a  d imens ion  o f  " rea l  t ime
p r o c e s s i n g "  ( E r i c k s o n ,  1 9 8 4 ) .  R a t h e r  t h e n  l o o k i n g  f o r  s y s t e m a t i c  c o -
r e l a t i o n s  b e t w e e n  p r o s o d y  a n d  s e q u e n t i a l i t y  o n  t h e  o n e  h a n d .  a n d
back-eround knowledge on  the  o ther ,  the  main  focus  o f  the  d iscuss ion
will focus rather on participants'contextualizing work.

Consider,  in the fo l lowing extracts,  the f i rst  four turns needed to
open the  rad io  conversa t ion .  In  par t i cu la r ,  fo rmula t ions  as  they  are
descr ibed in  Her i tage and Watson (1919)  fo r  everyday  conversa t ion  w i l l
be  se t  o f f  fo rmula t ions  in  th is  ins tance o f  rad io  ta lk .  Readers  a re  a lso
inv i ted  to  look  a t  the  las t  tu rn  o f  each ca l le r ,  in  wh ich  she g ives  the
explanat ion of  the reason for the cal l .  Di f ferences between accounts in
non radio conversat ion and in radio ta lk wi l l  be discussed in some detai l .
In  these ex t rac ts  ca l le rs  depar t  f rom the  modera tor ' s  pos i t ion ,  bu t  they
are st i l l  faced with the task of  sof tening the face threat contained in the
d i f fe  rence in  po in t  o f  v iew,  and they  do  so  by  us ing  an  in tegra t ive
rhythmic pattern:

( 3 )
( ln  the  l i s t  o f  th i r teen ca l le rs ,  Anna is  the  seventh .  A=Anna;  G=Guerzon i .
Whi le  fo r  Guerzon i  the  pas t  i s  very  impor tan t ,  Anna "does  no t  love  i t  a t
all" i in Guerzoni's words). There is a clash in points of view.)

I
2
3
4
5
6
1
8
9
1 0
l_1
I 2
1 3
I 4
1 5
I 6
I 1
1 8
L 9
2 0
2 I
2 2

G :
A :
G :

U :

n .

/ Anria
buon=

7 =g,iorno
/  se non ho ca=
,z  =p iLO /
/  male /
/  l e i  non  /
/  ama af= /
/ = f a t t o  i l  r i =  /
/  - i  ^ - ^  ^  ^  1/  = t o r n o  d ]  p a S =
/ - ^ ^ ! ^

/  - > a L U

/  ^ ^ - F F ^/  c > c t L L ( J

/  n a r r - h A 2
/  r v !

Ir d

, /  vos t ra  t r asm is=
z = s i o n e  c n r e s t a  m a t =
/=L ina  m i  ha

/

/
/

(  f a s t e r ,  c a  .  0  . 4 )

( s l o w e r ,  c a .  0 . 6 )

(de layed  bea t )

( c a .  a p p r . 0 . 5 )

n c r  m P  A  s t a f o
. v e L

s -  . P

i7  r i to rnare ne l

G :

n .

/  f a t t o  /
n c n . q d r p  a r f  t t n  a f  f  e o r r i  a m e n t o  C h eq  u  g  9 : r '

a s s o l - u t a m e n t e  i s t i n t i v o  ( 0 . 8 )  i l
( 0 .8 )  con  mode raz ione  m i  p i ace

passa to  ma i

Anna
goodmorning
if I am nol. wrong. you don't l ike to go back to the past at all



Calling in: Prosody and conversation in radio-talk 29

A: cxactly
G :  w h y l
A: your programme has made mc think of an attitude which has been

absolutcly instinctivc lor me (0.8) I l ike to think of the past with
modcration (0.8) but never to go back to it.

(4)
(B=Bruna, the second cal ler .  Also Bruna has a negat ive feel ing about the
past. Again points of view are different.)

1  c :  /  b r u n a  /  ( c a .  0 . 6 )
2  B :  /  p r o n t o ?  /
3 G: /  buongiorno /
{  t J :  S I

5  /  s e n t e  /  ( e a r l y ,  f a s t e r ,  c a . 0 . 3 )
6 / bene /
1  /  buongiorno /
8 ^
9  G :  L a
1 0  /  s c e l t a  d e l  /  ( c a .  0 . 6 )
11 / mantenere /
12 /  v iv i  i1  pas= /
1 3  / = s a t o  /
1 4  / d u n a  /
1 5  /  s c e l t a  /  ( f a s t e r ,  c a .  0 . 4 )
16  /  d i  co=  /
I '7 /--raggto /
1 8  B :  /  s i  /
r 9 n /
20  G :  /  pe rche?  /
2 7 ^ /
22 B:  /  b6 per= (ear ly ,  sarne rhythm)
23 /  =ch6 io  a1 con= /
2 4  / = t r a r i o  d e l l a  s i =  /
25  /=gno ra  m i  /
26  /  sen to  /
21 / pir) un /
28  so :  ( o .4 )  uhu  -  ho  t r an taqua t t r o  ann i ,ma  m i  sen to  p r r )
2 9  u n a  s o p r a v v r . s s u t a .  ( 0 . 7 )  c h e  -  c i o d  n o n  c , d  q u e s t a
30 spinta: - perche non trovo i  raccordi che uniscono iJ
31  p resen te  a7  passa to .

G: Bruna
B: hello'l
G: goodmorning
B: I can hcar you, goodmorning
G: the choice of keeping the past alive is a choice of courage
B: yes
G: why' l
B: well, because unlikc the other lady, I f-cel personally very much a su: (0.4)
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huh  -  [ 'm  th i r t y - fou r ,  bu t  I  t ' cc l  ve ry  much  a  su rv i ve r  (0 . f ;  t ha t  -  t ha t  i s  the rc
i s  no  conncc t ion  bccause  I  canuo t  f i nd  thc  th rcads  l i nk ing  thc  p rcsen t  to  thc
pasr (crc.)

In  th is  p rogramme the  modera tor  (G) ,  a f te r  a  rou t ine  te lephone
r e c o g n i t i o n  s e q u e n c e  ( c f  .  S c h e g l o f f  l 9 1 9 ) ,  p r o j e c t s  t o p i c  t a l k  b y  a
f o r m u l a t i o n  r v h i c h  r e p o r t s  w h a t  t h e  c a l l e r s  h a v e  a l r e a d y  s a i d  t o
co l labora tors  in  the  s tud io  rn  charge o f  answer ing ,  the  ca l le rs  be ing
r e q u e s t e d  t o  o u t l i n e  b e f o r e h a n d  w h a t  t h e y  w i s h  t o  t a l k  a b o u t .
Sequent ia l l y ' ,  the  fo rmula t ion  is  fo l lowed in  ex t rac ts  (3 )  and (4 )  by  a
conf i rmat ion  on  the  par t  o f  the  ca l le rs ,  on  the  comple t ion  o f  wh ich  G.
self-selects with a request for explanation "perch6?".

Her i tage and Watson (1979)  have shown tha t  fo rmula t ions  are  h igh ly
i m p l i c a t i v e  f o r  s u b s e q u e n t  t a l k ,  a n d  s i n c e  t h e y  c o n s t i t u t e  a  u n i q u e
vers ion  o f  the  (po ten t ia l )  ways  in  wh ich  s t re tches  o f  ta lk  have been
read, they typical ly project  a decis ion as next adjacent act iv i ty,  thereby
a l l o w i n g  f o r  a n  a l t e r n a t i v e  r e a d i n g  o f  s a m e  a c c o u n t a b l e  t e x t  b y
rec ip ien ts .  G iven the  re levance o f  the  " fo rmula t ion-dec is ion"  ad jacency
pa i r ,  Her i tage and Watson have found tha t  con f i rmat ions  are  mass ive ly
pre fer red ,  wh i le  accord ing ly  d isconf i rmat ions  wou ld  d is rup t  the  he ld -
in -common presuppos i t ion  tha t  what  was ta lked  about  cou ld  indeed be
used as a coffunon ground for mutual understanding.

In our data,  too,  conf i rmat ions are the preferred opt ions,  and this could
be exp la ined by  the  fac t  tha t  in  asymmet r ic  ro le - re la t ionsh ips  l i ke  the
one be tween modera tor  and ca l le r ,  the  fo rmer  has  an  imp l ic i t  r igh t  to
f o r m u l a t e  a n d  s e e  h i s  f o r m u l a t i o n  n o t  c h a l l e n g e d  b y  a  c a n d i d a t e
second.3  However ,  more  impor tan t  than tha t  i s  perhaps  the  fac t  tha t
these fo rmula t ions ,  by  the  very  na ture  o f  th is  ins tance o f  rad io - ta lk ,
occur at  the beginning of  the conversat ion,  instead of  the "middle" or the
end, where they would be more l ikely to occur.  Her i tage and Watson (p
1 4 7 \  s t a t e  t h a t  " . . . f o r m u l a t i o n s  c o n s t i t u t e  m e m b e r s '  m e t h o d s  f o r
d e m o n s t r a t i n g  c o m p r e h e n s i o n  o f  s e c t i o n s  o f  t a l k . "  T h i s  i m p l i e s  t h a t
f o r m u l a t i n g  c r u c i a l l y  d e p e n d s  u p o n  r e t r o s p e c t i v e  c o n s u l t a t i o n  o f
"accountab le  tex ts "  as  they  are  prov ided in  the  ac t iv i t y  o f  convers ing .
A l though i t  i s  ob jec t ive ly  d i f f i cu l t  to  say  "how much"  o f  ment ioned
ment ionab les  are  needed,  o r  "how long"  a  s t re tch  o f  conversa t ion  must
be  in  o rder  fo r  fo rmula t ions  to  be  most  l i ke ly  to  be  produced,  the
moderator in th is case rel ies only on what the cal ler  has in turn quickly

I  Th is  scems t ruc  cspec ia l l y  i n  th i s  p rog ramme,
b a c k g r o u n d .  A l t c r n a t i v c .  c o m p e t r n g  r e a d i n g s  o f
in lact thrcaten t}te role of Lhe poet which the modcrator plays.

where  a  l i t c ra ry  a i r  p lays  a t  thc
s t r e t c h e s  o l  c o n v c r s a t i o n  w o u l d
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fo rmula ted  to  co l labora tors  be fore  s /he  comes on  the  a i r .  and th is
seems to  be  the  except ion  to  the  ru le ,  i t  be ing  a  charac ter is t i c  o f  th is
instance of  radio ta lk.  Let 's look in more detai l  at  the di f ference between
formulations in evervdav conversation and radio talk.

In  o rder  to  uncover  the  s t ra teg ies  the  modera tor  and a lso  ca l le rs  use  to
overcome the  fac t  tha t  they  iack  the  amount  o f  feedback  ( feedback
produced b,v stretches of  ta lk already performed, in the give-and-take
of  verba l  and non-verba l  communica t ion)  speakers  normal ly  re ly  on  in
produc in .e  fo rmula t ions  when they  are  "a t  some po in t "  in  conversa t ion .  i t
m igh t  be  use fu l  to  ask  whether  these s t ra teg ies  have someth ing  to  do
w i t h  b a c k g r o u n d  c o n s t r a i n t s  r e g a r d i n g  a n  i n t e r p l a y  b e t w e e n  r o l e
mana-qement  and top ic  o rgan iza t ion .  i f  we agree on  the  fac t  tha t  G. 's
act iv i ty pro. jects a sub-topic ( that  of  each cal ler)  wi th in the larger one
(that of  the programme);  or ,  put  d i f ferent ly,  that  " formulat ions may be
said to " f ix"  what wi l l  have turned out to be a ( the) topic" (Her i tage &-
Watson 1919.  p  149) .

To  beg in  w i th ,  we can say  tha t  the  ta lk  here  is  in te rpre ted  aga ins t  a
background made up by  the  s imu l taneous work ing  o f  a t  leas t  two
orders of  preferences. One of  these can be best descr ibed inferent ia l ly  as
fol lows. Given the credibi l i ty  work that  the moderator has done at  the
b e g i n n i n g  ( w i t h  a  p o e m  b y  B a u d e l a i r e  a n d  v i o l i n  m u s i c  i n  t h e
background)  in  o rder  to  pos i t i ve ly  g round the  cho ice  o f  the  "pas t "  as
someth ing  wor th  ta lk ing  about  ( tha t  i s ,  as  someth ing  wor th  mak ing  a
who le  p rogramme about ) .  because i t  somehow he lps  us  to  unders tand
the  present ,  ca l le rs  who ins tead cont rad ic t  th is  background expec ta t ion
are  open l ,v  and demonst rab ly  reques ted  to  g ive  an  exp lanat ion .  Th is  i s
ar.euably what happens in extract  (3)  and (4),  where the "esatto" and "s i"
( l i n e s  l 2  a n d  l 8  r e s p e c t i v e l y ) ,  a p a r t  f r o m  b e i n g  s e q u e n t i a l l y
imp l ica t ive  i l s  second conf i rmat ions  o f  the  pa i r  " fo rn tu la t ion /dec is ion" .

can also be said to work more or less as markers to re-af f i rm the point
and at  the same t ime to chal lenge the expectat ion that the past " teaches"

us something. and is after all an important part of life.

In  (3 )  and (4 )  the  modera tor  then counter -moves ( l ines  l3  and 20) .
p roduc ing  the  second move o f  a  po ten t ia l  ( in  everyday ,  non- rad io  ta lk )
o r  pseudo (here)  conf l i c t -beg inn ing  ( "pseudo"  because,  a l though i t  has  to  I
b e  a p p r o p r i a t e l y  r v a r r a n t e d  i n  s e q u e n t i a l l y  i m p l i c a t i v e  t e r m s  a n d  i n  I
real  t ime, i t  might be said to have already been impl ic i t ly  or  somewhat q

sur rep t i t ious ly  made par t  o f  the  programme as  a  p robab le  someth ing

3 l
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which adds " f lavour" to the programme4 )  which projects an account as
next act iv i ty.

[ { e r r t a g e  (  1 9 9 0 )  h a s  s h o w n  t h a t  i n  n a t u r a l  c o n v e r s a t i o n  m e m b e r s
rout inely give accounts when they fai l  to comply wi th a projected next
act iv i ty (refusal  of  an of fer  etc.) .  However,  there is a di f ference with th is
d a t a .  w h i c h  a m o u n t s  t . o  t h e  d i f f e r e n c e  b e t w e e n  " n a t u r a l "  a n d
" ins t i tu t iona l "  ta lk .  Here  the  re fusa l  comes a t  the  beg inn ing  o f  the  ca l l :
the moderator of fers not only to ta lk about a topic,  but  a lso to " take

sides".  in accordance with the presentat ion he has made of  (aspects of)
that  topic;  then cal lers are f ree to of fer  d i f ferent readings according to
their own life experience.

The accounts  g iven by  Anna and Bruna respec t ive ly  fo r  why  they
d i s a g r e e  w i t h  G .  s h o w ,  h o w e v e r ,  d i f f e r e n t  d e g r e e s  o f  r e l a t i o n s h i p
between se l f -  and o ther -a t ten t iveness .  a l though here  they  are  cer ta in ly
less  face- th rea ten ing  (o r  a t  leas t  less  dec is ive ly  fau l t - imp l ica t ive ;  see
note  3)  than we wou ld  expec t  in  "normal "  conversa t ion .  Take Bruna 's
account  in  (4 ) .  She or ien ts  to  the  conf l i c t -po ten t ia l  charac ter  o f  her
opening, t ry ing to sof ten i t  by turning to one of  the preceding cal lers for
he lp  ( l ines  22-25) ,  t rea t ing  tha t  con t r ibu t ion  as  an  anchorage fo r  her
o w n  a c c o u n t  ( t h u s  s y m b o l i c a l l y  m a k i n g  i t  m o r e  a c c e p t a b l e )  a n d  b y
at t r ibu t ing  inab i l i t y  to  herse l f .  Ins tead Anna,  in  ex t rac t  (3 ) ,  shows less
o t h e r - a t t e n t i v e n e s s  t h r o u g h  t h e  h y p e r b o l i c  s t a t e m e n t  " r i t o r n a r e  n e l
p a s s a t o  m a i  "  (  l i n e s  l 9 - 2 0 ) .  w h i c h  r u n s  d r a m a t i c a l l y  c o u n t e r  t o  t h e
presentat ion constructed by the moderator,  a l though she also prefaces i t
w i th  an  appea l  to  ins t inc t  ( thus  aga in  mak ing  i t  less  face- th rea ten ing) ,
turning it into part of the context.5

Let ' s  now have a  Iook  a t  the  prosod ic  aspec ts  o f  the  conversa t iona l
exchanges.  As  fa r  as  the  rhy thmic  pa t te rn  i s  concerned,  i t  looks  on  the
w h o l e  q u i t e  i n t e g r a t i v e  i n  b o t h  e x t r a c t s .  F o l l o w i n g  C o u p e r - K u h l e n
(  1 9 8 9 ) ,  w e  c o u l d  s a y  t h a t  a n  i n t e g r a t i v e  r h y t h m i c  p a t t e r n  i n  t h e s e
fragments is expected on the basis of  the type of  junctures ( in almost al l
c a s e s ,  n e x t  s p e a k e r  d e t e r m i n e d / n e x t  a c t i v i t y  d e t e r m i n e d )  i n  t u r n
t rans i t ions .  More  impor tan t  i s  perhaps  the  overa l l  aud i t i ve  impress ion
of  "smoothness"  tha t  bo th  par t i c ipants  co l labora t ive ly  es tab l i sh .  G iven a
"de  fac to"  d isagreement  (ca l le rs  have another  " read ing"  o f  the  mean ing

4 I t  i s  even  a  cu l tu ra l  commonp laccs  to  regard  d i f f e ren t  op in ions  as  to  some cx ten t
ncccssary  i n  pub l i c  fo rn ia l  o r  i n l -o rma l  ga the r ings  o f  many  k inds  ( th ink  e .g .  o f
t c l cv i s ion  dcba tes ,  some o f  wh ich  a re  based  p rec i se l y  on  tha t  and  s imp ly  can  no t
work oilrcrwise), but also in some morc private spheres ol-evcryday lifc.
5  Somct imcs  speakers  do  rcso r t  t o  i ncc r  s ta tes  o f  m ind  whcn  thcy  a rc  faced  w i th
t h c  t a s k  o f  r c p a i r i n u  o r  a c c o u n t i n g .  F o l l o w i n g  A u c r  ( 1 9 9 2 ) ,  w c  c a l l  t h i n k  o f  i t  a s  a
"brought about" lbature ol cont.cxt.
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of  the  pas t ) ,  synchron iz ing  the  moves to  match  a  common rhy thmic
pattern helps soften the conflict potential of the sequence.

I n  r a d i o - t a l k ,  t h i s  h a s  a  f u r t h e r  i m p l i c a t i o n .  D i f f e r e n t  o p i n i o n s  a r e
u s u a l l y  w e l c o m e d  i n  m a n y  g e n r e s  o f  m e d i a - t a l k  (  a n d  t h e  j o b  o f
moderators is precisely that  of  prevent ing them from degenerat ing into
open, "uncontrol lable" conf l ic t ) .  so that  more of ten than not a preferred
opt ion  is  a r t fu l l y  d isgu ised as  a  d ispre fer red  one.  Th is  i s  exac t ly  what
happens in th is shor,r '  wi th some cal lers.  The f inal  impression is that  both
par t i c ipants  "per fo rm the  d isagreement " ,  ac t ing  ou t  a  game on the  b ig
stage provided by the radio.  A deeper prosodic analysis of  each of  the
two fragments is in order.

In  (3 )  a  rhy thmic  s t ruc tu re  i s  es tab l i shed in  l ines  l ,  3  and 4 ' .  G and A
a l te rna te  in  p rov id ing  the  necessary  th ree  beats .  The same pat te rn  i s
then kept  go ing  by  G and a lso  by  A in  l ine  12 .  G 's  "perch6"  in  l ine  13
comes too late to f i t  into i t .  I f  the pattern is kept going. the next beat on
"vostra" matches the tapping. Retrospect ively then, the late beat in l ine
l 3  i s  a  m o m e n t a r y  " w o b b l i n g "  ( C o u p e r - K u h l e n  1 9 9 0 ) ,  w h i c h  d o e s  n o t
des t roy  the  rhy thmic  pace.  The modera tor  " leaves  room"  fo r  Anna to
poss ib ly  cont inue and prov ide  the  exp lanat ion  G is  look ing  fo r .  When
A n n a  d o e s  n o t  c o n t i n u e  a f t e r  t h e  " e s a t t o "  i n  l i n e  1 2 .  G .  n e e d s  a n
a d d i t i o n a l  " p e r c h 6 " .  u p o n  t h e  c o m p l e t i o n  o f  w h i c h  A n n a  g i v e s  h e r
a c c o u n t .  A n n a ' s  d i s a g r e e m e n t  i s  n e v e r t h e l e s s  w e l l  d i s g u i s e d  u n d e r  a
per fec t l y  tuned rhy thmic  in tegra t ion .  Her  d i f fe ren t  op in ion  is  then
revealed from l ine l4 onwards. Two shi f ts in tempo occur.  The shi f t  to
faster tempo in l ine -5 does not however establ ish a s igni f icant contrast ,
for  the cadence of  what comes immediately before is subject  to external ,
m o r e  " t e c h n i c a l "  f a c t o r s ,  t h e  f u n c t i o n  b e i n g  t h a t  o f  s e c u r i n g  a
communica t ive  channe l  to  s ta r t  the  conversa t ion  (c f  .  Couper -Kuh len
1990; Scheglof f  1986).

The sh i f t  to  a  s lower  tempo in  l ine  10  is  somewhat  more  in t r igu ing .  I t
coincides with G's reference to the topic of  the show and with the end of
the turn.  I t  is  as i f  G intended to emphasize the topic,  to give i t  more
prominence.  u l t imate ly  to  de fend the  cho ice  o f  "h is "  top ic .  There  is  a
covert  expectat ion that at  the end of  the turn speakers somehow el ic i t
d isp lays  o f  rec ip iency  (c f .  Heath  1984:  1986) .  For  example  when they
a r e  a b o u t  t o  r e a c h  a  p o s s i b l e  c o m p l e t i o n  p o i n t ,  s p e a k e r s  t y p i c a l l y
m o n i t o r  c o - p a r t i c i p a n t s ' g a z e .  P u t  i n  t h e  c o n t e x t  o f  t h e  e x c h a n g e ,
switchin.e to a s lower tempo can be seen here as an addi t ional  rhetor ical
cue, a way of marking the item object of the programme.

a a
J - )
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In  (4 )  a  common rhy thm is  es tab l i shed when par t i c ipants  open the
conversa t ion .  I t ' s  G who prov ides  the  th i rd  dec is ive  beat  in  l ine  3 .  Then
a n  i n c r e a s e  i n  t e m p o  f o l l o w s  i n  l i n e  5 .  B r u n a  c o n f i r m s  t h a t  t h e
c o m m u n i c a t i v e  c h a n n e l  i s  i n  f a c t  f u n c t i o n i n g  a n d  t h a t  " p r o p e r "

conversa t ion  can take  p lace .  She does  so  by  an t ic ipa t ing  the  beat  and
d o u b l i n g  t h e  c a d e n c e  ( c f .  A u e r  1 9 8 8 ) ,  b e s t o w i n g  u p o n  t h e  s e q u e n c e  a
sense of urgence.

That l ines f rom 4 to 1 are contextual ized by Bruna as an "aside" of  stage
can be shown by the fact  that  her contr ibut ion is nei ther relevant on the
conten t  leve l  (con ten t -o r ien ted  conversa t ion  beg ins  la te r ) ,  nor  on  tha t  o f
the  ra t i f i ca t ion  o f  mutua l  par t i c ipa t ion ,  wh ich  has  a l ready  taken p lace
success fu l l y .  Bruna 's  "s i  sen te  bene,  buong iorno"  i s  then somehow "ou t  o f
p lace" .  and what  i s  impor tan t  i s  tha t  i t  i s  Bruna who re f lex ive ly  cues  i t
so by doubling the cadence.

T h e  l i n e  i s  o f  c o u r s e  a n  i m p o r t a n t  p a r t  o f  t h e  c o n t e x t  o f  t h e
in te rac t ion(s )  in  th is  show.  and i t  wou ld  have remained unnot iced  as  an
unprob lemat ic  par t  o f  the i r  mutua l  background knowledge re la ted  to
t h e  p h y s i c a l  s u r r o u n d i n g s  o r  c o m p o n e n t s  i n  w h i c h  o r  b y  w h i c h
in te rac t ion  takes  p lace  (and o f  anybody who ca l l s  in  -  i t  m igh t  be
added) .  i f  on ly  Bruna had no t  b rought  i t  in to  the  fo reground as  a
repor tab le  fea ture  o f  con tex t  by  the  method o f  a  fas te r  cadence.  G.
resumes the  fo rmer  pace in  l ine  10 ,  wh ich  is  kept  up  to  l ine  15 ,  a t  wh ich
point  another switch to a faster tempo occurs.  This accelerat ion takes
place at  the end of  the turn,  as i f  G. intended to foreground the point  he
was i l lus t ra t ing ,  aga in  fo r  rhe tor ica l  purposes  (c f r .  the  ra l len tando mode
in  f ragment  3  in  ana logous pos i t ion) :  G.  seems to  use  cont ras t rng  tempo
patterns in rhetor ical  funct ion.  A s i lent  beat is al lowed to go by before G
comes in  on  rhy thm wi th  h is  reques t  fo r  exp lanat ion :  as  in  ex t rac t  (3 ) ,  G
delays his turn to let  Bruna provide the explanat ion.  Another s i lent  beat
in te rvenes  in  l ine  21 ,  bu t  Bruna is  ear ly  on  the  nex t  one.  As  in  ex t rac t
(3 ) .  the  ca l le r  so f tens  the  conf l i c t  po ten t ia l  o f  her  account  by  o r ien t ing  to
the  same rhy thm o f  the  presenter ,  thus  ( inderec t ly )  showing so l idar i t y
with his position.

4.2. Tw,o-turn sequence s

Whi le in the extracts just  examined the moderator needs a "perch6?"
in  o rder  to  e l i c i t  the  ca l le r ' s  po in t .  in  the  fo l low ing  ex t rac ts  ca l le rs
conf i rm the  fo rmula t ion  and read i l y  p rov ide  the  exp lanat ion ,  a l though
t h e y  h a v e  d i f f e r e n t  p o i n t  o f  v i e w ,  l i k e  f r a g m e n t s  ( 3 )  a n d  ( 4 ) . O n  t h e
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basis of  the moderator 's professional  handl ing of  the cal ls,  which makes
his opening speech act iv i ty ( formulat ion) relevant to the management of
the show. what is i t  that  makes the di f ference in turn-taking? Why are
t h e  f o l l o w i n g  e x c h a n g e s  " s h o r t e r " ?  I n  o r d e r  t o  a n s w e r  t o  t h e s e
q u e s t i o n s .  w e  w i l l  d i s c u s s  t w o  o t h e r  d i m e n s i o n s  o f  c o n t e x t u a l i z a t i o n
processes :  in tonat ion .  wh ich  seems to  in te rac t  w i th  tex tua l  and syn tac t ic
c u e s  ( t h e s e  t n  t u r n  b e i n g  i n  a  r e f l e x i v e  r e l a t i o n  w i t h  p r a g m a t i c
p r e s u p p o s i t i o n s ) .  a n d  s t r e s s  p l a c e m e n t .  I n  t h e  f o l l o w i n g  f r a g m e n t s ,
readers are invi ted to look,  among other aspects,  especial ly at  " inut i le?"
( ( 5 ) .  l i n e s  8 - 9 ) .  a n d  a t  " p a t e t i c o "  ( ( 6 ) ,  l i n e s  l 0 -  I  I  ) .  I n  e x t r a c t  ( 1 )  t h e
presenter  and the  ca l le r  a re  on  the  same wave- length ,  a l though the
caller has a slight diff iculty in presenting her point:

(5 )
(F=Fernanda thinks that memories are useless.  Fernanda is number 9 in
the hst of the callers.)

l -  ( r :  f e f =

2 t nanda /
3  F :  /  p ron to  buon=  /
4  /  =g io rno  /  ( ea r l y  )
a  t : .

6  / = c o r d i  /  ( c a .  O  . 5  )
1 t  sono una /
8  i  c o s a i -  /
9  / = n u t i l e ?  /  ( l a t e ,  r i s i n g  i n t o n a t i o n )
l n
l t t  k .  t  -

1 1  / = n u t i l e  i
12  /  s t  pe  r=  /  ( ea r l y  bea t  )
13  /=ch6  no i  s i amo  /  ( s l ower  ,  cd .  O  .  6  )
1 4  /  f a t t i  d e l  /
1 5  / n o s t r o  p a s =  /
1 6  / = s a t o  /
n perci6 anche dei nostr i  r icordi - e al_l_ora:
18 prd che pensare:  -  eh a  r ivoLgerc i  ind ie t ro
19 -  dobbiamo i7  presente ( .  .  .  )  migJ iorare ( .  .  .  )
20 e  f  'a t tven i re  e tc  .

G: Fernanda
F: hello, goodmorning
G: arc mcmorics - useless'.)
F: useless ycs bccause wc arc nradc ofour past, then

also ol-our mcmorics - and therelbrc more than lottkrng
back - wc should thc present (, . .)  improve (.. .)  and thc
future ctc.

(6)
(Ga: Gabriella II, caller numer 12. For her memories are pathetic)
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G :

/  Gab r i e l l a
/ st buon=
/  -g iorno

/ ^
/  r l r r n m r a
/  v u . r Y s v

/ anche
/ Le:- in
/ qualche
/ modo /

( 7 . 3  )  t o c c a  7 ' a s p e t t o
/  = t e t i c o
/  de l -  r i=
/  =cordo
/  e s a t t o

/ c i o d - e h - i
/  - n a r A l
/  - v v ! u f

u a .

-  pa=
/  ( h i ghe r  P i t ch )
/
/
/  (same rhYthm)
/

- i  -  /
! r -  /

/

6. Contrary to Fernanda and Gabriel la

her inclination to look at the past.)

u .

G a :
( c a .  0 . 5 )

a oggi  -  r icordare oggi  io  ho det to  pr ima in fa t t i

a 7 1 a - s i g n o r i n a  ( . . . )  c h e  h o  c i n q u a n t ' a n n i ( . . - )  i

r icordi di noi cinquantenni vengono considerati
7a  magg io r  pa r te  de l - J ,e  voL te  pa te t i c i .

G: Gabriella
Ga: yes, goodmorning

G: so, you also touch on the pathos-like aspect of memories in somc ways

Ga: that's right - that is - eh - the memories up to today -

to remember today in fact I told the lady before ('..)

that I am flfty ( ..) our memories, the memories of

thc people who are fifty are most of the timcs considered sad ctc,

(1)
(Gr=Grazia,  ca l ler  number
Grazia has instead profited from

I I ,

1
)
3
A

5
o

1
8
Y

1 0
1 1
L 2
1 3
L 4
1 5
L 6

G r :
/  Graz:-a /

/ s t  /
, /  n r o n t o ?  /  ( e a r l y )
/ y -

/ I e : -  s i d  /
/  s e m n r e  r i t e =  /  ( c a .  0 . 5 )
/  p v r r r F !  v

/ =nu ta  f o r t u=  /
/ =rtata per= /
/  = a . h e  /

/  ha r icor= /
/ =da to  /
/  t u t t o  de l f  i n=  /
/ fanz:-a /

G r :  /  s t
/  c i o d  ( 0 . 9 )

d. iciamo io: mhm s - anche sentendo 7e siqnore
che sono in tervenuLe no? mi  sono resa conto e tc .



Calling in: Prosody and conversation in radio-talk 31

G: Grazia
Gr: yes hcllo'l
G. you havc always considcrcd yourself lucky bccause

you rcmcmber cvcrything of your childhood.
Gr: ycs - wcll (0.9) let's say I: mhm s - also listcning

to the ladics who havc called. vou know'l I havc rcalizcd etc.

In these extracts cal lers do not wai t  for  G's "perch6" as in extracts (3)
a n d  ( 4 ) ,  b u t  p r o v i d e  t h e  e x p l a n a t i o n  i m m e d i a t e l y  ( f o r  F e r n a n d a
memor ies  a re  use less .  fo r  Gabr ie l la  sad,  Graz . ia  has  ins tead a  pos i t i ve
f e e l i n g ) .  I n  ( 5 ) ,  G  c o u c h e s  t h e  f o r m u l a t i o n  u n d e r  t h e  g u i s e  o f  a
( rhe thor ica l )  ques t ion .  G and F  do  no t  succeed in  es tab l i sh ing  a  common
rhythm, for  Fernanda is ear ly in l ine 4 on the thi rd beat.  Instead i t  is
the moderator who manages to set  up an even rhythmic structure in
l ine  6 .  The la te  and ear ly  beats  in  l ine  9  and 12  respec t ive ly  do  no t
signi f icant ly af fect  the rhythmic structure,  for  the under ly ing pattern is
p i c k e d  u p  a g a i n  b y  t h e  c a l l e r ,  w h o  i n  t h i s  w a y  i n d i r e c t l y  s h o w s
solidarity with the presenter's position.

The r i s ing  in tonat ion  o f  " inu t i le "  in  l ine  9  and the  pause immedia te ly
before i t  -  which make i t  prosodical ly prominent and stand out f rom the
res t  o f  G 's  tu rn  (w i th  the  consequent  focus  on  i t )  -  bo th  express  the
presuppos i t ion  conta ined in  G 's  ques t ion :  tha t  Fernanda shou ld  exp la in
w h y  s h e  t h i n k s  t h a t  m e m o r i e s  a r e  u s e l e s s .  s t a r t i n g  j u s t  f r o m  t h e
"adjective".

To  be t te r  apprec ia te  the  subt le  mean ing  wh ich  is  conveyed in  th is
exchange,  jus t  imag ine  what  the  in fe rences  wou ld  have been l i ke  i f
" i n u t i l e "  ( w h i c h  o f  c o u r s e  s u m m a r i z e s  F e r n a n d a ' s  p o i n t ,  r e f l e c t i n g
surpr ise because of  what can be cal led an "exaggerat ion" f rom G's point
o f  v iew)  had been isochronous w i th  p reced ing  beats  and i f  in tonat ion
had been f lat  or  had fal len:  i ts  status would certainly have appeared less
prob lemat ic  and more  gener ic .  The modera tor  wou ld  p robab ly  have
needed an addi t ional  "why" in order to el ic i t  cal ler 's account,  g iven that
Fernanda 's  s to ry  aga in  cha l lenges  G 's  po in t  o f  v iew (memor ies  a re
u s e l e s s  v s .  m e m o r i e s  a r e  i m p o r t a n t ,  r e v e a l i n g .  n e c e s s a r y  e t c . ) .  T h e
moderator is then observed to use a di f ferent strategy, choosing among
the range o f  poss ib i l i t i es  tha t  h is  ro le  a l lows h im.  Th is  s t ra tegy .  as  we
have seen.  makes use o f  con tex tua l i za t ion  cues  such as  rhy thm and
intonation.

The d iscuss ion  a lso  has  a  syn tac t ic  face t ,  wh ich  in te rp lays  w i th  G 's
sty l is t ic choices.  For example,  the beginning of  Fernanda's turn in l ine l0
t ies in wi th the end of  G's,  just  because the focus of  the introductory
formulat ion is arguably on " inut i le" ,  so that  i f  we were to account for  the
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presupposi t ion contained in the quest ion,  we would be l ikely to come up
more  or  less  w i th  the  g loss  "a re  you rea l l y  sure  tha t  memor ies  a re
use less?" .  Hypothe t ica l l y ,  i f  " inu t i le?"  had no t  been la te  and spoken w i th
a  r i s ing  p i tch  contour ,  p robab ly  the  g loss  wou ld  have mere ly  been the
e x p l o r i n g  " y o u  s a y  t h a t  m e m o r i e s  a r e  u s e l e s s . " ,  a n d  F e r n a n d a  w o u l d
have probab ly  answered w i th  a  "yes" ,  fo l lowed by  a  "why?" ,  jus t  l i ke
fragments (3) and (4).

In  (  6 )  the  fo rmula t ion  conta ins  a  re fe rence to  a  p reced ing  ca l le r  who
had ra ised the  same issue.  In  h is  fo rmula t ion  the  modera tor  emphas izes
the  ad jec t ive  "pa te t i co"  th rough a  h igher  p i tch  range;  by  p lac ing  the
focus  on  the  ad jec t ive ,  G e l i c i t s  Gabr ie l la 's  po in t  o f  v iew on the  very
same topic.  The emphasis is such that G's turn can be translated as "Why

do you a lso  ta lk  about  the  pa the t ic  aspec t?" :  in  th is  way the  " *hy"

question is already incorporated into the turn.

The modera tor  and the  ca l le r  es tab l i sh  a  common rhy thm a t  the
beg inn ing  o f  the  in te rac t ion ,  and keep i t  co l labora t ive ly  fo r  a l l  the
t ranscr ip t .  In  l ine  -5 ,  G h i ts  the  pu lse  a f te r  one s i len t  beat ,  thus
coord ina t ing  h is  canon ic  ac t iv i t y  w i th  the  in i t ia l  exchanges.  Gabr ie l la
comes in on t ime in l ine l4 wi th the conf i rmat ion,  fo l lowed by a s i lent
beat .  The pauses  and hes i ta t ions  in  l ine  l6  ind ica te  tha t  she  is  hav ing
prob lems in  g iv ing  a  conv inc ing  exp lanat ion .  However ,  Gabr ie l la  t imes
her "c iob" in such a way as to make i t  f i t  into the rhythmic pulse,  thus
f o r  a  m o m e n t  i n c o r p o r a t i n g  t h e  p a u s e s  ( o t h e r w i s e  p o t e n t i a l l y
th rea ten ing  her  ab i l i t y  " to  ho ld"  on  to  the  rad io  f loor )  in to  a  f luen t
d iscourse  pa t te rn .  As  in  (5 ) ,  Gabr ie l la 's  ab i l i t y  to  h i t  the  pu lse  o f  the
i n t e r a c t i o n  s h o w s  a g a i n  a  f  a i r l y  s t r o n g  o r i e n t a t i o n  t o  a  f e e l i n g  o f
a f f i l i a t ion  w i th  the  modera tor ' s  po in t  o f  v iew,  a l though they  have
di f ferent v iews on the topic of  d iscussion as i t  is  evident in the accounts
they give respect ively in l ines 12-20 and 16-21.

Given G's background expectat ion according to which looking back at  the
past is an important at t i tude, in extract  (7)  Grazra meets i t  perfect ly,
and that accounts "ex negat ivo" for  the absence of  a (potent ia l )  request
fo r  exp lanat ion  on  the  par t  o f  the  modera tor .  However ,  th is  does  no t
ent i re ly f ree her f rom the necessi ty of  g iv ing an account for  being able
to  remember  her  ch i ldhood memor ies  so  we l l ,  par t l y  because th is
seems to be -  unexpectedly (at  least  for  the moderator)  -  an except ion to
the rule built up by preceding callers.

The smooth,  integrat ive rhythm and the even intonat ion pattern in turn
re f lex ive ly  cue (and quas i - i con ica l l y  po in t  to )  the  co l labora t ive  s tance
bu i l t  up  by  bo th  par t i c ipants .  on  the  bas is  o f  para l le l ,  " in tegra t ive"

38
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mutua l  expec ta t ions  and communica t ive  in ten ts .  The beat  in  l ine  14 ,  as
in f ragment (6).  is  again a "s ign of  f luency":  the meaning potent ia l  of
"c iod" (" that  is")  is  camouf laged by the even pulse and for a moment (or,
we shou ld  be t te r  say ,  fo r  th is  p rac t ica l  purpose)  loses  the  func t ion  i t
normal ly  has  in  d iscourse  (accord ing  to  tex t l ingu is t i cs )  and becomes par t
of an "adequate", "rational", "clear" etc. talk.

In tegra t ing  "c iod"  in to  an  even rhy thmic  un i t  i s  one way to  s ta r t  her
cont r ibu t ion .  Another  one is  to  make an  over t  re fe rence to  the  o ther
ca l le rs  ( l ines  l5  and l6 ) .  thus  fo rmula t ing  the  fac t  tha t  what  she is  go ing
t 0  s a y  d o e s  n o t  c o m e  o u t  o f  a  v a c u u m ,  b u t  i s  i n s t e a d  p a r t  o f
commonsense knowledge. Since her point  of  v iew is di f ferent f rom that
o f  the  o ther  ca l le rs ,  in  th is  way she makes i t  more  acceptab le .  The
qual i ty of  th is strategy seems to be the fol lowing: prefacing her account
with a reference to what previous cal lers have said al lows Grazra to play
0n a  "sa fer  g round" ,  shar ing  w i th  o ther  ca l le rs  the  respons ib i l i t y  fo r  i t :
what she is going to say is nicely protected by what has already been
accepted as "adequate". or "plausible", or "convincing" etc.

P r e s u p p o s i t i o n s  a n d  c o n v e r s a t i o n a l  i n f e r e n c e s  c o n v e y e d  t h r o u g h
c0ntextual izat ion cues such as rhythm, along with accent placement and
in tonat ion ,  do  seem to  in te rac t  no t  on ly  sequent ia l l y  w i th  pa t te rns  o f
conversational organization. but also with syntactic and textual aspects.

4.2.1 . Deyiations

Whithin the two types of  openings that we have considered so far.
in te res t ing  except ions  to  the  rou t ine  sequent ia l  s t ruc tu re  were  found,
w h i c h  s y m b o l i z e  t h e  d i f f i c u l t y  i n h e r e n t  i n  p r o p o s i n g  c l e a r - c u t
ca tegor ies .  Among "dev ia t ing"  s t ruc tu res ,  the  fo l low ing  f ragments  a re
proposed in  a  one-by-one c lose  ana lys is .  In  f ragment  (8  ) ,  Lu isa  fa i l s  to
a c k n o w l e d g e  p r e s e n t e r ' s  r o u t i n e  f  o r m u l a t i o n  w i t h  t h e  c a n o n i c ,
ipo the tyca l  "s i "  o r  "esa t to"  l i ke  the  o ther  ca l le rs .  The pause a f te r
"combatt iva" leads into moderator 's speci f icat ion of  the presupposi t ion
conta ined in  h is  open ing  fo rmula t ion .  The pauses  in  l ines  I  I  and l6 - l l
are part icular ly relevant for  the analysis of  th is extract .  Let 's look at  i t
in more details:

(8 )  (L=Lu isa ,  ca l le r  number  5 ,  i s  no t  "combat ive
argument touches upon her personal attitudes and abilities)

any  more ,  so  the
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Lu i=
/  - :  ^ ^

/  - r > c t

/  - :
/ p ron to?

, /  < r r o  c  c n  /
/  v r v u p v

, ler r icorda

/  o :  r  I  r z  \
\  v s r : ' I  /

I  2  C r t -  f r l  f  7 1 f  IL e  D u a  g J - u v t t t € Z Z d  e  p f o v a  d i s a g i O

L :

G :

1
2
3
4
5
o
'l

I
9
1 0
1 1
L 2
1 J
L 4
1 5
1 6
I ]
1 B
1 9
2 0
2 I
2 2

P€r=
/ = c } r 6  n o n  e  /  ( " u .  0 . 5 )
/  p iu  combat= i
/ = t i v a  /
/ n /

/  cosa  wuo l  /
/  d i r e  i  ( f a s t e r ,  c d .  O  . 4  )
/  questo 1u= /
/ = t s a ?  /
/ n  /

i ^  /
L :  /  p e r c h 6 :  /

a l - f o ra  (1 .8 )  v i vevo  i n  un  mondo  moL to  p rD
o v a t t a t o ,  ( . . .  ) c ' d  c h i  _  h a  c o m b a t t u t o  f i n  d a  p i c c o L i n o

(0.7)  io  dovendo combat tere:  in  e t6  p i .d  aduLt i :
( 7  .  5  )  eh  -  f  acc io  moJ - ta  p i i  f  a t i ca  e t c  .

C:  Lu isa
L:  Ycs hcl lo?
G: olien you rccall your youth, and you fecl uneasy

bccauscr you a,rc not combattivc any more ( 1.0)
what docs t iat  mean, Luisa ' l  (  1.2)

L:  bccausc at  t iat  t imc (1.8)  I  uscr j  to l ive in a wor ld
which was much ntorc conr lbr table,  ( . . . )  s t lnrc _

hal'c a hard lit 'c sincc they arc childrcn, (0.7) but I had
to bat t le my way through in a morc adul t  agc ( l  5)  ch _
it is ntuch hardcr lbr mc ctc.

In  ex t rac t  (8 )  G 's  " fo rmula t ion"  i s  fo l lowed by  s i lence ( l ine  I  I  ) ,  fo r
Luisa is not ready to provide the expected explanat ion of  her point .  Her
s i lence then g ives  enough ground to  G to  se l f -se lec t  and re fo rmula te  i t
by  a  more  d i rec t  ques t ion ,  wh ich  makes exp l i c i t  what  was on ly  a
background. implicir expectation in his first formulation.

Extract  (8)  reveals then the relevance of  the second order of  preferences
tha t  we ment ioned ear l ie r  (see  page l6 ) ,  wh ich  can be  recogn ized in  the
second part  of  the fo l lowing two-fold quest ion:  is  the modirator 's topic
pro jec t ion  ( in i t ia l  fo rmula t ion)  d i rec t l y  re la ted  ro  -  and thus  ope; ly
quest ioning -  inner abi l i t ies (chatacter t ra i ts)  on the part  of  the cal ler ,  or
i s  i t  n e u t r a l  t o  t h e m ,  r e l y i n g  r a t h e r  u p o n  c a l l e r s '  g e n e r a r  ( o r
m o m e n t a r y )  e v a l u a t i v e  a t t i t u d e s ?  I n  f a c t ,  w h i l e  i n  t h e  e x t r a c t s  j u s t
examined.  the  modera tor ' s  ac t i v i t y  seems on ly  to  o r ien t  to  ca l le rs '
gener ic  s ta tes  o f  mind  (  "non ama a f fa t to  i l  r i to rno  a l  passato" ,  "B  una
sce l ta  d i  coragg io"  e tc . ,  respec t ive ly  ex t rac ts  (3  )  and (4 t ,  in  ex t rac t  (g )

J

I

i

l

I
I

(
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he ques t ions  Lu isa 's  d ispos i t ion  to  be  "combat t i va" ,  thus  open ly  doubt ing
prec ise ly  the  ab i l i t y  wh ich .  accord ing  to  her  account .  wou ld  ins tead be
necessary  in  her  l i fe6  ( Inc identa l l y ,  the  fac t  tha t  i t  i s  a f te r  a l l  ca l le rs
who are in the f i rst  p lace responsible for  the way the moderator opens
up,  can on ly  be  t rea ted  as  a  cur ious  as ide ,  i t  be ing  in  p r inc ip le  se l f -
caused.  They  have a l ready  presented  themse lves  in  one way or  another
before  coming on  the  a i r ,  and now i t  i s  too  la te  to  change th is
impress ion .  The quant i t y  and qua l i t y  o f  the  face-work  they  do  now is
thus  d i rec t l y  p ropor t iona l  (o r  qua l i ta t i ve ly  re la ted)  to  the  way they
have presented their selves already (Goffman 1959)).

The c la im is  tha t  the  sequence in i t ia ted  by  the  modera tor ' s  ac t i v i t y  in
(8 )  i s  more  face- th rea ten ing  than in  the  o ther  f ragments .  The two
re la t i ve ly  long pauses  in  l ines  l l  and  l6 -11  cou ld  perhaps  account  fo r
tha t .  a long w i th  the  modera tor ' s  a t tempt  " to  repa i r "  the  prob lem
through rephras ing  rv i th  a  ques t ion  ( l ines  l2 -15) .  G 's  re - fo rmula t ing
ac t iv i t y  (wh ich ,  by  be ing  a  de f in i te  ques t ion ,  a lso  res t r i c ts  the  range o f
possible answers Luisa can turn to)  in l ines l2-15 contains at  least  two
n e w l y  a r r i v e d - a t  s i g n s  o f  o t h e r - a t t e n t i v e n e s s :  G  d e s i g n s  h i s  t u r n  i n
order  to  more  eas i l y  e l i c i t  a  response by  Lu isa .  and to  dea l  w i th  th is
particular problem.

One cue which ref lects th is strategy is the use of  the f inal  recogni t ional
"Lu isa" ,  wh ich  es tab l i shes  an  a f f i l i a t i ve  s tance be tween the i r  po in ts  o f
v i e w ;  m o r e  i m p o r t a n t  i s  p e r h a p s  t h e  s y m b o l i c  i m p o r t  o f  t h e
recogn i t iona l .  The modera tor  i s  observed to  use  the  same s t ra tegy  as
when he rout inely welcomes the cal lers at  the opening of  their  cal ls.  In
ins t i tu t iona l  d iscourse  I i ke  rad io  ta lk ,  we might  say  tha t  f i r s t  names
work  as  "so l idar i t y  markers" ,  wh i le  the  "power"  equ iva len ts  cou ld  by
ana logy  be  represented  by  summons employ ing  "Mrs . "  o r  "s ignora"  e tc . .

6  An  aspcc t  o f  Lu isa ' s  s to ry  pe rhaps  nceds  to  bc  exp la ined .  Thc rc  i s  a  con t rad ic t i on
be tween  wha t  the  mod( l ra to r  rmp l ies  i n  h i s  fo rmu la t i on  "you  a rc  no t  de tc rm incd
any  morc " ,  ( imp ly ing  tha t  somehow she  used  to  bc )  and  Lu isa ' s  accoun t  tha t  shc
can  no t  bc  de tc rm incd  now,  becausc  she  had  a  comlb r tab lc  ch i l dhood  and  so  she  i s
not  used to a hard l i fc .  Onc rn ight  look fur  the explanat ion of  the pauses just  in th is
m i s u n d c r s t a n d i n g :  L u i s a  i s  t h r o w n  o f f  b e c a u s c  s h c  d i r J  n o t  m e a n  w h a l .  t h c
m o d e r a t o r  h a s  u n d c r s t o o d .  W h a t e v e r  t h e  i n t e r p r e t a t i o n ,  t h e r e  c o u l d  b c  a  t h i r d .
reconc i l i ng  cxp lana t ion .  Aspec ts  o f  t hc  cmot iona l  sphc re  rou t inc l y  re fe r rcd  lo  as
( a n d  i m p l y i n g )  a b i l i t i c s .  c o m p e t c n c e s  e t c .  a r c  i n h e r e n t l y  d i f f i c u l t  t o  b c  t a l k e d
a b o u t ,  s o  t h c  m i s u n d c r s t a n d i n g  i s  p e r l c c t l y  p l a u s i b l c  g i v e n  t . h e  c o m p l e x i t y  o l
L u i s a ' s  a r g u m c n t .  B u t  t h i s  l e a d s ,  i n  t u r n ,  t o  a n o t h c r  c o n s i d c r a t i o n .  R a d i o  c a l l e r s
a re  expec tcd  to  take  ou t  o f  t hc i r  l i f e  exper iences  and  p rescn t  (b r i l l i an t l y ,  as  thc
thea t r i ca l  ve in  runn inq  th rough  the  show ob l i ges  them to )  on ly  the  aspec ts
w h i c h  c a n  b c  e a s i l y  t r a r t s f o r m e d  i n t o  u n i v e r s a l .  i n t c r s u b j e c t i v c l y  v a l i d  f e a t u r e s
of life, and they arc cxpcctcd to havc already bccn able to do so be.fore thc call
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fo l lowed by  the  surnames.  So in  th is  p rogramme the  modera tor  uses
first names whenever he wants to (re)create a friendly relationship.

The summons at  the opening of  the interact ion thus ref lect  a relat ively
new att i tude of  the radio:  cal lers should start  the conversat ion feel ing as
i f  they are cal l ing their  best  f r iend, and one appropr iate way of  shaping
the i r  in ten t ion  rs  to  es tab l i sh  a  c lose  re la t ionsh ip  a t  the  very  beg inn ing .
By  us ing  so l idar i t y  markers ,  G.  t r ies  to  reduce the  gap be tween the i r
ass igned ro les :  the  modera tor  becomes the  " f r iend" .  By  reduc ing  the
in te rpersona l  d is tance re la ted  to  d i f fe ren t  ro les ,  under ly ing  expec ta t ions
regarding the actual enactament of roles arte- sym[Tolicallv- reduced.

A n o t h e r  c u e  w h i c h  c o n t e x t u  a l i z e s  a f f i l i a t i o n  b e t w e e n  t h e  t w o
part ic ipants '  communicat ive intents is faster tempo. The simple contrast
between two di f ferent patterns of  speech tempo is perhaps enough to
prompt  conversa t iona l  in fe rences ;  in  th is  case i t  con tex tu  ahze a  new
a t t e m p t  a t  e l i c i t i n g  t h e  i n s t i t u t i o n a l l y  e x p e c t e d  c a l l e r ' s  e x p l a n a t i o n .
Besides, there is a sense in which repair ing is general ly performed with
a  fas te r  cadence (c f r .  Couper -kuh len  1989) .  In  th is  case the  repa i rab le
(and repaired) i tem is not a verbal  one (or.  we should better say,  is  not
e x p r e s s e d  v e r b a l l y ) ,  b u t  s i l e n c e ,  b e c a u s e  " t a l k "  i s  a t  t h a t  p o i n t  t h e
expected opt ion by the moderator and the audience al ike.  Af ter the re-
fo rmula t ion  Lu isa  is  s t i l l  a t  a  loss  ( l ines  l6 -17  ) ,  and has  prob lems (see
the vowel elongations and pauses) in giving an adequate account.T

In  sp i te  o f  the  pauses  in  l ines  I  1  ,  16  and 17  ,  the  overa l l  rhy thmic
structure is integrat ive,  for  s i lent  beats help keep the isochronous pace
in  th is  f ragment  and,  a long w i th  tha t ,  an  in fe ren t ia l ,  con tex t -bound
impress ion  o f  smoothness  des igned to  dea l  w i th  the  loca l  p rob lem.  The
m o d e r a t o r  o r i e n t s  i n  l i n e  1 2  t o  t h e  r h y t h m i c  s t r u c t u r e  a l r e a d y
e s t a b l i s h e d  i n  h i s  f i r s t  a t t e m p t  a t  f o r m u l a t i n g ,  t h u s  d i s g u i s i n g  t h e
p o t e n t i a l  f a c e - t h r e a t  c o n t a i n e d  i n  t h e  r e p e t i t i o n  u n d e r  a n  a l r e a d y
established rhythmic speech pattern.

L u i s a  a l s o  e x p l o i t s  t h e  p o s s i b i l i t y  o f  t r a n s f o r m i n g  p o t e n t i a l l y
embarass ing  pauses  in to  a  s i len t  rhy th rn ic  pa t te rn .  Her  d i f f i cu l t ies  a re
however only temporar i ly  remedied, for  i t  is  d i f f icul t  to say whether a
rhythmic pattern goes on af ter  "perch€".  Her capabi l i ty  of  h i t t ing the
beat of  the interact ion in l ine l8 is nevertheless remarkable.  and one

/  Note that  shc on ly  g ives an account
in  which thc more speakers  postpone
sel f -defence are s imul taneous ly  shown.
status ol- the sequencc.

very late in her long turn. There is a scnse
accounts ,  the more othcr -a t tent iveness and
Both po in t  in  turn  to  a  facc- thrcaten ing
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which remains,  whatever reason could be found for her di f f icul t ies in
providing an immediate answer.

In the fo l lowing transcr ipt ,  the moderator uses yet a di f ferent strategy
in  l ines  I  8 -21  .  The s imu l taneous use o f  p rosod ic  cues  (qua l i t y  o f  the
o n s e t ,  p i t c h  m o v e m e n t ,  t e m p o )  e n a b l e s  t h e  m o d e r a t o r  t o  c r e a t e
expectat ions about the story that  Gabr ie l la is going to te l l .  In (9),  the
f i rs t  par t  o f  the  modera tor ' s  ac t i v i t y  o f  open ing  the  d iscuss ion  is  an
assert ion which reports what the cal ler  has said about her incl inat ion to
"forget"  the past.  The f i rst  part  ( l ines 6-17) is then contrasted with the
las t  par t  o f  h is  tu rn  (c f r .  the  adversa t ive  par t i c le  "ma"  ) ,  th rough a
syntac t ic  dev ice  wh ich  cons is ts  o f  a  tempora l  jux tapos i t ion  o f  "what
happened fo r  many years"  vs .  "what  happened nex t " .  The ques t ion  in
I ines l9-21 then does precisely the job of  e l ic i t ing what is ul t imately the
reason fo r  Gabr ie l la 's  ca l l .  Her  cont r ibu t ion  matches  the  background
presuppos i t ion  (Gabr ie l la  eventua l l y  f inds  herse l f  look ing  a t  the  pas t ,
see her account in l ines 30-31 ) ,  so that  the moderator is faced with the
task  o f  avo id ing  mak ing  Gabr ie l la 's  s to ry  too  much in  l ine  w i th  h is
in i t ia l  presentat ion of  the show. As we said ear l ier  (see note 4,  p.  l6) ,
the moderator is cont inuously,  surrept i t iously hoping that in some ways
ca l le rs  w i l l  depar t  f rom h is  perspec t ive  in  o rder  to  have a  " l i ve ly "

debate.  When they do not.  he has to f ind an ad hoc strategy, one which
wi l l  p reserve  the  unexpectedness ,  surpr ise  e tc .  necessary  fo r  the  show.
Let's see how he deals with a "shorter" sequence:

(e)
(Ga= Gabriella: G = Guerzoni)

1
a
L

3
A

5
o
'7

8
9
10
11
t2
13
1 A
f t

15
16
L'7
18
19
2 0

/  b r i e l - l a

/  pronbo
/ ^

G:  pe r
/  ts ^* ts i

/  L C r r r L l

/ annr
/ Ie,.  non ha
z' mai sen=
/ - f  r  f  n

/  i L  b i =
/  =soqno
/  d i  r i co r=
/=dare
/  t I  p a s =
/ - - ^ t s ^

/  - > c r L \ - J

m a  p o i  ( 0 . 5 )  c h e
/  c o s a  /
/  d  suc=  /

/  ( c a .  0 . 5 )

(  h igher o n s e f .  r i  s i n o  i n tv r l p 9 9 ,

(  f a s t e r  ,  c d . 0 . 3  )
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/ - - c e s s o ?  i
G a :  /  e h  m a  i

l ' P o i  /
r '  i ld tura l=  /
/=mente /
/  quando si co= /
/ - -minc ia  a  d iven= /
/  = tare p. ir i  /
/  vecch i  /

c ' d  anche  p i i  t empo  e  ( .  .
a f fez ionata a i  r icord i  d i

( s l o w e r ,  c d .  0 . 5 ,  s a m e
n i  t - n h  m n r r o m o n l .  \
I . / r  u v l r  . ! r v  w  e r r r v r . e  /

2 I
2 2
z )

2 4
2 5
2 6
2 7
2 8
2 9
3 0
3 1

)  n i  s o n o  ( . . . )
l r n  f a fn r ' \ f ' \  a f rL s r r t s v

G: Gabr ic i la
Ga: ycs.  hcl lo
G: lbr so many ycars you didn't need to recall thc

past - but then (0.5) what happencd'l
Ga: ch but thcn: of course whcn you start getling

oldcr thcrc is morc timc and (...) I am a{'l 'ectionately
at tachcd io r r ld mcmorics etc.

Apart  f rom the lexical  and syntact ic cues, in l ines 18 to 21 there are
other s igns which contr ibute to bui ld ing up this new feature of  context ,
amon,q which are the higher pi tch onset on "ma",  the r is ing intonat ion of
" p o i " ,  p r e c e d e d  b y  a  p a u s e  i n  l i n e  1 8 ,  a n d  t h e  t e m p o .  T h e  r i s i n g
in tonat ion  s igna ls  tha t  h is  tu rn  i s  no t  comple ted  and tha t  someth ing  is
expected to fo l low next.  thus iconical ly point ing to an overal l  symbol ic
mean ing  wh ich  migh t  be  re fe r red  to  as  " incomple teness" .  The h igher
p i tch  onset  on  "ma"  the  (he igh t  o f  wh ich  is  a lso  car r ied  on to  "po i " )

c rea tes  a  cont ras t  w i th  what  has  come before ,  too ,  wh i le  the  pause
cont r ibu tes  to  c rea te  expec ta t ions  as  to  what  i t  i s  go ing  to  come.  What
that "next"  is  going to be is precisely the story that  Gabr ie l la is going to
tel l ,  so the story ref lexively gains through G's contextuahzrng work the
s ta tus  o f  an  expec ted ,  poss ib ly  in te res t ing  event .  The fas te r  tempo
decisively concurs to set the sequence off from the preceding talk.

Moreover .  the  contex tu  a l i z ing  work  o f  the  modera tor  in  l ines  l8 -21
pays of f :  in start ing her answer.  Gabr ie l la verbat im repeats "ma poi"  in
l ines 22-23 on a s l ight ly lower pi tch range, but wi th the same intonat ion
movement as G's in l ine 18. So the work of  the moderator has at  least
the pract ical  ef fect  of  suggest ing to Gabriel la a good way of  start ing her
exp lanat ion .  Th is  "suggest ion"  does  no t  on ly  concern  lex ica l  and syn tac t ic
choices.  More important is perhaps that col laborat ion and cooperat ion in
d iscourse  (a t  leas t  w i th in  the  f ramework  o f  rad io  ta lk )  can  a lso  be
s igna l led  th rough prosod ic  means,  tha t  i s  para l ingu is t i c  s igns  can he lp
ach ieve  mutua l  unders tand ing  in  the  process  o f  rou t ine ly  exchang ing
meanings in stretches of  ta lk.  Contextual izat ion cues are in many cases
concur ren t ,  o r  redundant  (c f .  Auer  1990) .  The modera tor  fo r  example
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uses a higher pi tch onset,  delays the beat on "ma",  stresses "poi"  wi th a
r is ing pi tch contour.  The rethor ical  ef fect  G str ives for  includes also
faster tempo, for  the cadence in these l ines is almost halved. Gabriel la
ins tead uses  rhy thm in tegra t ion  as  an  add i t iona l  cue ,  tha t  i s  the  f i rs t
beat of  her turn component is isochronous with the preceding beats in
G 's  tu rn  on  " \ "  and successo" .  In  th is  way she s igna ls  her  coopera t ion  in
th is  ins tance o f  ques t ion-answer  sequence.  Rhythmic  in tegra t ion  shows
then a  fee l ing  o f  unprob lemat ic  so l idar i t y  w i th  the  presenter  pos i t ion
(perhaps too unproblemat ic,  f rom his point  of  v iew).  We are faced then
wi th  two tempo pat te rns . :  a  fas te r  tempo in  l ines  18-21 used in  a
rhetor ic way by the moderator to contextual ize " l ivel iness" in the show,
and a s lower tempo for G's assert ion and Gabriel la 's account in l ines 23-
29. However,  the exact semiot ic impact i t  has can perhaps be better
appreciated i f  we compare i t  wi th the tempo pattern in extract  (10).  In
this extract  the way the moderator opens the discussion looks on the
sur face  qu i te  l i ke  ex t rac t  (9 )  In  bo th  cases  G uses  a  d i rec t  ques t ion ,
p r e c e d e d  b y  a  p a u s e  a n d  c o n t a i n i n g  " c o s a " .  B u t  n o t i c e  t h a t  t h e
presupposi t ion contained in G's act iv i ty in (10) is di f ferent f rom that in
extract  (9)  In extract  (  l0)  the quest ion does not el ic i t  informat ion on
any par t i cu la r  aspec t  o f  Pao lo 's  l i fe ,  tha t  i s ,  the  (sub) top ic  i s  no t
d e t e r m i n e d .  I n  ( 9 )  i n s t e a d  G  c l e a r l y  e l i c i t s  f r o m  G a b r i e l l a  t h e
explanat ion of  a part icular (perhaps) unknown " incident"  in her l i fe.  In
fact  G can ask "che cosa e successo?" only i f  he knows that something
has  rea l l y  happened.  But  even i f  no th ing  has  happened (and th is  we
don ' t  know) ,  tha t  i s  even i f  Gabr ie l la  had no t  sa id  to  co l labora tors
anything relevant about her l i fe except the fact  that  she did not feel  the
need to th ink of  her past,  st i l l  G would be behaving as i f  suddenly
something had happened, construing the expectat ion through some kind
of contextual iz ing work,  and among the means he uses are rhythm and
intonation:

00)
(Paolo=P is the only man in the show)

'I
I

a

i
I

'7

d

v
10
11
12

P a o l o
/  sono  /
/  gua al  te= /
/ = l e f o n o  /

/  e c c o  a l l o r a
r  p a o l o

/  1 e i  r i f l e t =
r '= t  enr lo qr  r  I  nas =
/ - ^ - F ^

/  
- J C l  

L ( J

/ a c h e
/  c o s a  a r =

( c a .  0 . 4 )

/  ( l a t e ,  s l o w e r )

/  (s lower ,  new rhythm
/  c a .  0 . 7  )
/
/

P :

L

u .
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1 3
L 4
1 5
I 6
7 1
1 8
L 9
2 0
2 I
2 2
2 3

,L:larccllo Poncsc

/  =r : - l ra?
i ^

' :  /  m a  a
/  me capr ta
/  questo
.  d i  pen=
/ = s a r c i

/  s p e s s o /  (  e a r l y  )
-  f o r se  pe rche  -  a r r i va to  aJ -La  sessan t i na  (1 .1 )  d :

e  r re- lLe -  neJ-J- 'umano pensare ogni  tanto  -  a l -  passato
penso  aJ ,meno  -  che  cap i t i  un  po '  a  t u t t i  ( e t c .  )

G :
P :
G :

P:

Paolcr
I anr hcrc ou Lhc phonc
wcll f ircn Paokr whcn you think of thc past - which

conclusiort do you comc to'.)
wcll it occurs to mc that I think of it ofien - perhaps
bccausc whcn vou arc about s ixty ( l , l )  i t  is :  i t  is  -

human to think cvcry now and thcn - ol the past at least
I  th ink -  that  i t  happcns morc or  lcss to everybody (ctc.)

In  ex t rac t  (  10)  there  is  a lso  a  sh i f t  in  cadence,  bu t  th is  t ime to
s lower  tempo.  In  th is  case G.  " rea l l y "  does  no t  have any  h in t  to  how to
s t a r t  t h e  c o n v e r s a t i o n .  s o  t h e  s l o w e r  t e m p o  m i g h t  i n  t h i s  c a s e
contex tuahze someth ing  l i ke  " re f lec t ion" .  as  i f  Pao lo  shou ld  look  fo r
insp i ra t ion .  But  aga in  G might  as  we l l  be  pre tend ing  no t  to  have any
h in t  (once aga in  we can no t  be  comple te ly  sure  whether  th is  i s  the  case
or  no t ) ,  as  h is  ro le  a l lows h im to  do ,  in  o rder  to  come up w i th  the
s t ra tegy  o f  the  " improv isa t ion" ,  as  opposed to  h is  rou t ine  way o f  do ing
h is  job .  Whatever  the  contex tuahz ing  func t ion ,  there  is  in  any  case a
s t ra teg ic  use  o f  p rosody  in  the  sequence,  wh ich  se ts  up  an  in fe ren t ia l
t n e a n i n g  " i m p r o v i s a t i o n " .  s c e n i c a l l y  a s s e m b l e d  t h r o u g h  s u c h  m e a n s  a s
pauses and speech tempo.

T 'he  overa l l  con tex tua l i z ing  mean ing  o f  many fea tures  d iscussed in  these
two sequences  w i l l  however  no t  be  grasped to  the  fu l l ,  i f  we do  no t
c o n s i d e r  a g a i n  t h e  u n d e r l y i n g  c o n s t r a i n t s  a g a i n s t  w h i c h  t h e  v a r i o u s
contex tua l i za t ion  cues  ga in  the i r  va lue .  For  example ,  what  Gabr ie l la  i s
go ing  to  say  w i l l  no t  be  po ten t ia l l y  re levant  fo r  the  d iscuss ion ,  un less
her  po in t  i s  p resented  in  such a  way ( tha t  i s :  con tex tua l i zed  in  such a
way)  as  to  make i t  in te res t ing .  By  c rea t ing  an  in fe ren t ia l  mean ing
s o m e t h i n g  w h i c h  m i g h t  v e r y  g r o s s l y  b e  c a l l e d  " s u s p e n s e "  -  b a s e d  o n
expecta t ions  as  to  what  the  ca l le r  w i l l  say  nex t ,  the  answer  w i l l  a lso  by
cx tens ion  conta in  fea tures  o f  the  same cons t ruc ted  d iscourse  pa t te rn .  By
the  same token,  i t  i s  i r re levant  to  know whether  Pao lo  rea l l y  d id  no t
have h is  own reason fo r  the  ca l l  l i ke  the  o ther  ca l le rs  d id ,  fo r  G can
a lways  use  a  new s t ra tegy .  l i ke  mak ing  the  ca l le r  Pao lo  g ive  a  " l i ve"
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p iece  o f  pure  specu la t i ve  improv isa t ion  on  the  top ic .  Ways o f  c rea t ing
t h i s  s o r t  o f  c o n t e x t - b o u n d  m e a n i n s s  i n c l u d e  -  a m o n s  o t h e r  t h i n e s
rhythm, tempo and intonation.

4.-1. Digressiorr.r

So fa r  the  way the  ca l l s  ge t  s ta r ted  fo l lows the  canon ic  s t ruc tu re :
a f te r  sa lu ta t ions .  the  modera tor  in t roduces  the  top ic ,  fo rmula t ing  " in  so
many words"  what  the  ca l le r  had presented  as  her /h is  reason fo r
c a l l i n g .  l n  t h e  f o l l o w i n g  e x t r a c t s ,  t h e  w a y  p a r t i c i p a n t s  o p e n  t h e
conversa t ion  is  somewhat  d i f fe ren t ,  because the  modera tor  fo r  one
reason or  another  pos tpones the  ques t ion  awa i ted  by  ca l le rs .  In  the
ana lys is  we w i l l  look  a t  the  cues  in  the  conversa t ion  wh ich  account  fo r
the different opening structure.

Af te r  the  fo rmula t ion ,  in  the  fo l low ing  ex t rac t  ( l  l )  G.  inqu i res  in
l ines  25-28 why Mi re l la  has  ended up  in  Nap les ,  d is regard ing  fo r  the
moment  h is  rou t ine  ac t iv i t y  o f  e l i c i t ing  the  exp lanat ion  o f  the  ca l le r ' s
po in t ,  as  has  happened w i th  the  major i t y  o f  the  ca l le rs .  Ins tead o f
coming in  l ine  l8  w i th  a  "perchd"  fo r  example ,  o r  sorne th ing  to  g ive
Mirel la the chance to present her point ,  in his quest ion G or ients to a
part icular aspect of  Mirel la 's l i fe story,  being intr igued precisely by the
reason(s)  fo r  the  emigra t ion .  Th is  sudden sh i f t  in  the  ac t iv i t y - type
arguab ly  runs  counter  to  the  expec ta t ions  o f  the  ca l le r .  In  fac t ,  the
who le  ana lys is  in  (  I  I  )  w i l l  show tha t  f rom her  po in t  o f  v iew,  i t  i s
object ively not as necessary to know " lvhy" she has lef t  Piedmont,  the
fact that somehow she is "now" in Naples is important:

0 l )
(M=Mire l la  is  ca l ler  n .  3 .  She cal ls  f rom Naples.  but  she was born in
Casale Monfenato in the north of Italy near Turin)

i
)
3
4
5
0

1
8

Mirel-La
c i nr r:r-t f r-t

/  M i re l l a  da
r  Napol i
/ s i

l e i  r i
/  corda con

/  ( c a .  0 . 7 )

41

G :
M
G :

M :
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/  tan ta  /
/  n o s t a l =  /
1 = g ; - a  i l  /
/  suo  pa=  /
/ = e s e  C a =  /
/ - ^ ^ 1 ^

/  - > a - L g  /

/  Monfer= /
/ = raLo  /

/ s i  /

/ ^ r l ! 1 ^ ! 1 - -  t - ^ ' _ e r ,  0 , 6 )  1\ > r J - L r r L r y  ! c r > r

( e a r l y )
/  che e in  P ie= /
/ ' = m o n L e  /  (  f a s t e r ,  C d .  0 . 3  )
/ n o ?  /
/  d  i n P i e =  /
/ =mon te  /  ( s l ower )
/ s t -  /

/ s i  ( e a r l y )  i
e Lei come mai da Casal-e Monferrato d f i=

/ nita a /
AH  (h igh  p i t ch )

/  Napo l i  /  ( f a l l i ng  i n tona t i on )

/  s o n  f i n i t a  a
. '  N a n o  l  i  n e 1 .  =

/  t ! q t / v + !  
I / e

/=cj l .6 mio ma=
/ = r . ' L o  l a =
/=vo ra  i n  un  co=
/=mando

9
0
1 1
L 2
1 3
T 4
1 5
I 6
L 7
1 8
L 9
2 0
2 I
2 2
2 3
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2'7
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4 L
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I  i n te rnaz io=
, /  =na1e

/  v : - a

M '  i  c r - r a  F

/  qu ind i :

M .  / A H

/  ( c a .  0 .  5 ,  s a m e  r h y L h m )

/  ( c a .  0 . 5 )

( e a r l y ,  h i g h  p i t c h )

u .

M :
u .

( 1 . 6 )  h o  d o t r u t o :  -  ( 0 . 8 )  v e n i r  q u a  ( 1 . 0 )  s o n
dotruta venir qua
ecco ma q 'uesto:

n l o a f ^  a h h a n r - l ^ -
w y 4 - s u -

/=nare i I
/  n - ^ ^ - i  ^
I  p L  - p -  - -  p a =

/  = e s e ?

( 1 . a )  w a r d i  d  u n a  c o s a  c h e  ( 7 . 0 )  n  -  n o n
1  a  c ^  < n i  a n a r o  -  a h -  a n r T n  c  i  A  r t i  , ; r r a r - t  if  9  p v  D p l g v q {  C =  

-  
C T l l L I  

-  
l l L / A J t V \ )  J l  C  V L U V a I L

( 0  . 8  )  e  s r .  acce t t a  vo l -en t i e r i  s - I  f  a  t u t t o
asso lu tamen te  non  m i  pesava  ( . . .  )  ma  man
mano che passa i l  tempo,  sento ur : ,a  nosta lg ia
st rug:grente de l .  7a mia c i t tA.
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G: Mirc l la
M: yes hello
G: Mirella tiom Naples
M:  yes
G: you remcmbcr with much nosl.algia your town, Casale Monferrato
M: ycs
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G: which is  in Picdmont,  isn ' t  i t ' l
M: it 's in Piedmont, yes ves
G: and how is it that from Casale Monferrato you ended up in Naples?
M: wcll I cndcd up in Naples, because my husband works in an

intcrnational hcadquartcrs, put it that way.
G: ycs
M you scc. and thcrclbre ( 1.6) I had to - I had to come here ( L0)

I had to crlmc here.
G: wcll, but what about lcaving onc's homc town?
M: hal look it 's somcthing which (0.9) I c - cannot explain ehm -

whcn you are young (0.8) you acccpt it wil l ingly you do cverything
- it did not wcigh on me at all (...) but as time passes, l-hen I l-eel
dccp nostalgia for my homc lown.

G's quest ion in l ine 25 or ients to the observable fact  that  people more
often than not go from the south of  I ta ly to the north,  rather than the
other way round, as in the case of  Mirel la.  Two cues point ing to th is
or ien ta t ion  more  than,  say ,  to  the  d is tance (wh ich  wou ld  ins tead be
unmarked)  be tween the  two p laces ,  a re  the  prosod ic  emphas is  on
"Naples" and the sty l is t ic- lexical  choice of  "b f in i ta" vs.  a more neutral ,
less marked, hypothet ical  "s i  C trasfer i ta".  From Mirel la 's point  of  v iew,
however,  G. need not have asked the quest ion;  had he not done so, the
interest  of  the cal l  would not have diminished in any important way, for
the inst i tut ional ized topic is not to explain personal  cont ingencies,  but
rather to give one's personal  version of  a shared at t i tude to l i fe.  She
seems th rown o f f  (c f .  the  "ah"  in  l ine  l0 )  by  G 's  inqu i ry  and no t
particularly interested in expanding on this private aspect of her life.

Mirel la 's desire to c lose the sub-topic is shown by her "v ia" ( l ine 12).
Th is  par t i c le  can express  many moda l i t ies  in  I ta l ian .  In  th is  case i t
points to the fact  that  she considers the explanat ion to be closed at  that
point .  G. comes in wi th an af f i rmat ive token in l ine 13, which gives the
turn back to Mirel la,  requir ing a better explanat ion,  or  more detai ls or
an elaborat ion of  her account.  But she does not add anything relevant;
the reforrnulat ions and recycl ings in l ines 42-43, whi le showing that she
is having problems in formulat ing an adequate answer,  at  the same t ime
ref lexively indicate that  she did not intend to expand on the topic.  At
th is  po in t ,  G " rescues"  her  w i th  an  e l i c i ta t ion  o f  the  so  long awai ted
reason fo r  the  ca l l  (c f r .  the  h igh-p i tched "ah"  in  l ine  50) ,  to  wh ich
Mirella finally provides an account.

A col laborat ive rhythmic pattern is only establ ished in l ines 3-5,  for  in
the f i rst  at tempt at  rat i f icat ion of  mutual  part ic ipat ion the stress on
" p r o n t o "  c o m e s  t o o  e a r l y  t o  c o n s t i t u t e  a n  i s o c h r o n o u s  p a t t e r n .
Subsequent ly in the repeated summons ( l ines 3 and 4),  the f i rst  two
beats are provided by the moderator,  who this t ime adds where the

(
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ca l le r  comes f rom.  and the  ca l le r  p rov ides  the  th i rd  dec is ive  beat  by  a
conf i rmat ion token in l ine 5.  The moderator al lows a s i lent  beat to go by
before he t imes the f i rst  stress of  h is formulat ion to be isochronous with
preced ing  ta lk .  The cadence o f  h is  fo rmula t ion  in  l ines  7-16  is  s l igh t ly
f a s t e r :  t h i s  i m p r e s s i o n  o f  p r e s s u r e  i s  s u b s e q u e n t l y  c o n f i r n r e d  b y
M i r e l l a ' s  e a r l y  b e a t  i n  l i n e  l l  a n d  b y  t h e  d o u b l e  c a d e n c e  l n  G ' s
(rhetor ical)  quest ion in l ines 18-20.

The re la t ionsh ip  be tween the  rhe tor ica l  s ta tus  o f  the  ques t ion  and the
doub le  cadence is  re f lex ive ,  fo r  the  fas te r  tempo contex tua l i zes  prec ise ly
tha t  i t  rs  no t  " rea l l y "  a  ques t ion  requ i r ing  in fo rmat ion ,  bu t  a  s t ra tegy  to
pre f  ace  the  rea l  ques t ion  in  l ines  25-28,  where  we observe  tha t  th is
t ime the tempo slows down, again creat ing a new context .  I f  we wished
to expand and general ize on this,  we might say that the moderator uses
a s lower  cadence jus t  because h is  ques t ion  is  a  " rea l "  ques t ion ,  tha t  i s
one which el ic i ts some kind of  informat ion f rom the cal ler .  I f  th is is t rue.
then the  ra l len tando rhy thmic  pa t te rn  migh t  p rec ise ly  contex tu  a l i ze
"clar i ty"  in the speech, or "best condi t ions for  recipiency",  as opposed for
example  to  the  ques t ion  in  l ines  l8 -20 .  tha t  i s  a  ques t ion  to  wh ich  f i rs t
speaker already "knows" the answer.

In  de l i ver ing  her  exp lanat ion  Mi re l la  t imes the  f i rs t  beat  on  "  son"  in
such a way as to be isochronous with the last  of  G's turn in l ines 26-28.
Her or ientat ion is then to a smooth interact ion.  This is shown also by the
verbat im repet i t ion  o f  " f in i ta  a  Napo l i "  in  l ines  30-31.  Repet i t ions  occur
v e  r y  o f  t e  n  i n  e v e r y d a y  c  o n  v e r s a t i o n  i n  d  i f f e r e n t  c  o n  t e x  t s .  T h e  i r
rhetor ical  import  may vary considerably,  too,  according to the part icular
mean ing  they  convey  in  d i f fe ren t  ac t i v i t ies  and genres  (c f  .  Mrzzau
1982) .  when repet i t ions  occur  be tween tu rns ,  they  may do  the  job  o f
re - focus ing  on  an  a l ready  g iven i tem.  thus  mak ing  i t  no t iceab le .  On the
o t h e r  h a n d .  r e p e t i t i o n s  m a y  i c o n i c a l l y  e x p r e s s  s e c o n d  s p e a k e r ' s
a f f i l i a t i o n .  H e r e  p e r h a p s  t h e  n o t i o n  o f  p r e f e r e n c e  m i g h t  a g a i n
subs tan t ia l l y  he lp ,  a long w i th  the  cons idera t ion  o f  r igh ts  and ob l iga t ions
attached to the enactment of role performances.

In th is case Mirel la is faced with the task of  engaging in a dispreferred
ac t iv i t y ,  tha t  i s  to  exp la in  someth ing  wh ich  is  no t  d i rec t l y  re la ted  to
what  was expec ted  o f  her .  On the  o ther  hand,  by  "echo ing"  G 's  words ,
s l t e  a k n o w l e d g e s  G ' s  p o i n t  o f  v i e w ,  t h u s  p r e s e n t i n g  i t  a s  r e a s o n a b l e ,
adequate.  pert inent etc.  af ter  a l l .  that  is ,  in spi te of  the fact  that  f rom
her  po in t  o f  v iew G need no t  have asked the  ques t ion .  G iven the
moderator 's r ights.  Mirel la has to put up with the unexpected (sub)topic
s u d d e n l y  i n t r o d u c e d  i n  t h e  c o n v e r s a t i o n ,  a n d  o n e  w a y  t o  s h o w  h e r
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r e l u c t a n t  i l g r e e m e n t  t o  i t  ( t h a t  i s ,  o n e  w a y  t o  r e c o g n i z c  G ' s  r i g h t  t o
"moderate" as the agreed-upon rule) is to repeat his words.

Mi re l la 's  inv i ta t ion  to  cons ider  the  sequence on ly  as  a  shor t  " t ime ou t "
f rom rou t ine  prac t ice  is  n ice ly  shown by  the  "v ia "  a l ready  d iscussed.  By
repeat ing  " f in i ta  a  Napo l i " ,  M i re l la  i s  then conf i rming  the  prob le rna t ic
s ta tus  o f  the  ques t ion .  and re f lex ive ly  p ropos ing  a  so lu t ion  fo r  i t .  l ' he
so lu t ion  comes w i th  the  exp lanat ion .  Once th is  i s  g iven ,  the  prob lem is
s o l v e d  a n d  a n  i n v i t a t i o n  t o  p a s s  t o  k n o r v n .  l e s s  p r o b l e m a t i c ,  r o u t i n e
practices is indirectly formulated.

The in tonat . ion  pa t te rn  o f  the  repet i t ion  fo l lows a  movement  wh ich  is
the mirror image of  the f i rst  forrnulat ion,  metaphor ical ly resembl ing the
d iverg ing  in te res ts  o f  the  par t rc ipants .  To  what  ex ten t  th is  migh t  be
general ized. and to what extent i t  is  instead simply one case. remains for
the  moment  unc lear .  Of  course  the  in tonat ion  pa t te rns  are  d i f fe ren t
one might  a rgue -  s imp ly  because ques t ions  and answers  na tura l l y  have
d i f fe ren t  in tonat ion  ta i l s .  Bu t  apar t  f rom these very  genera l  ca tegor ies ,
we ha t 'e  to  look  a lso  a t  the  ac t iv i t ies  car r ied  ou t  by  ques t ions  (and
a n s w e r s ) .  a n d  t h e s e  h a v e  c o n t e x t - b o u n d  m e a n i n g s ,  w h i c h  d e p e n d  f o r
t h e i r  i n t e r p r e t a t i o n  u p o n  s h a r e d  e x p e c t a t i o n s  a n d  c o m m u n i c a t i v e
constraints on discourse.

In the fo l lowing extract  the cal ler 's report  comes somewhat " later"  than
usua l ,  too .  In  (  l2 )  G. ,  ins tead o f  s t i ck ing  to  h is  rou t ine ,  p re faces  i t  by
repor t ing  ( l ine  8-13)  -  and comment ing  on  ( l ines  16-26)  -  what  Rober ta
has  sa id  about  he l  d i f f i cu l t ies  in  ge t t ing  th rough to  s tud io ,  thus  mak ing
reference to a feature of  the s i tuat ion ( the l ine,  a condi t io-  s ine-qua-non
o f  t h e i r  t a l k )  w h o s e  " h i d d e n "  p r e s e n c e  ( o r  w h o s e  p o t e n t i a l l y  " e n
passant "  re fe rence on  the  par t  o f  Rober ta )  i s  on ly  now re t rospec t ive ly
t rea ted  as  a  repor tab le  fea ture  o f  the  s i tua t ion  and thus  tu rned in to
s o m e t h i n g  n o t i c e a b l e .  A l t h o u g h  G ' s  c o m m e n t  m i g h t  a t  f i r s t  g i v e  t h e
impress ion  o f  be ing  somewhat  ou t -o f -p lace ,  s ince  i t  te l l s  what  i s  a l ready
"0bv ious"  on  pure ly  re fe ren t ia l  g rounds (be ing  then a  po ten t ia l  "e r ro r "
(Gof fman l98 l  ) ) .  a  c loser  inspec t ion  o f  the  who le  sequence w i l l  show
that i t  is  perfect ly easy to account for .  Prosodical ly,  the rvhole f ragment
is  in te res t ing .  fo r  the  "dev ian t "  t ra i ts  a re  contex tu  a l tzed  by  prosod ic
signs al l  through the sequence. Readers are invi ted to look.  among other
th ings ,  espec ia l l y  a t  l ines  43-45,  where  Rober ta  inc reases  the  tempo
when she or ien ts  to  one o f  the  ru les  o f  the  show:  in  th is  way tempo
works as an ethnomethod by which members make sense of  the context
thev conti nuousl v re-create :



52 Marcello Panese
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(R=Roberta is caller n. 4. She is very emotional)
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5 1
52
5 3

5 5
5 6
5 7
5 8
5 9
6 0
6 1
62
6 3
o q

6 5
6 6
61
6 8

/  = ter

a  - ^ -
I I I _

/  = te rpe l=
/ - - l  ^ F ^

/  - L C A L C t

/  e c c o
r  n e r o  a s r - o L -/  F v . l v

/ tando
t d t t e

/  r n r c q l -  e  q i  -

,/ g[nore
/ s t

l-n

/ ogni
/ una
/ trorro una
r ' n r r t - o . l i/  } / u !  u u

/ m e

/  c  r m o  r h r z l -  h m  )
\  v l 4 r r v

(  s r rn r -ona f  e r i  heat  )v l J g u v g v l

(  s lower  )

G: Robcrta
R: hcllo'l
G: so. Robcrta
R: I am hcrc
C: today you havc managcd to get on thc linc finally=
R: =certainly=

G: =and usually you find it cngaged, bscausc eh,=
R: -yes

G: therc is  a topic -  : rnd so people cal l  in  (0.7)  wel l  but  you say I  anl  so cmot ional
that I almost don't know what to sa\'.
R: huh
G: is that truc'l
R: uhu - ycs and in lact I said so, I didn't evcn want them to=
G: =uhnt

R: =to ask=
G: =l see=
R: =but l istening to all thc ladics=
G. =yes

R: in each of thcm I find a part of mysclf (etc.)

The impression is that  G. 's reference to problems of  gett ing through
( l ines  8-  l3  ) .  ra ther  than be ing  random,  is  in  fac t  very  much rec ip ien t -
designed in that  i t  serves the purpose of  making his next act iv i ty less
face threatening for Roberta,  who has said that  she does not know "what

to say".  as is later reported by the moderator in l ines 29-37. Of course
the  ca l l .  as  a  p re-cond i t ion ,  imp l ies  knowing what  one wants  to  ta lk
about ;  converse ly .  beg inn ing  the  in te rac t ion  w i thout  p rec ise ly  knowing
what to say can have disrupt ive ef fects on the subsequent development
of  conversat ion.  G. 's delay of  h is potent ia l  face-threatening formulat ion
(wh ich  does  no t  come unt i l  l i nes  29-37 in  the  t ranscr ip t )  does  then
precisely the job of  smoothing over her problems, making Roberta 's sel f -
presentat ion more acceptable.  But i t  is  a lso worth looking at  how she
eventually gets around the embarrassing moment.

G :
R :

G :
R :

)
i

i
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Af te r  G 's  fo rmula t ion .  R.  g ives  an  ambiguous "uhm"  in  l ine  i  1 .  Thrs ,  by
i t s  s i m p l y  b e i n g  n e i t h e r  a  " s i "  n o r  a  " n o " .  a t  l e a s t  p o i n t s  t o ,  i f  n o t
l c i n f o r c e s .  t h e  a c t u a l  p r o b l e m a t i c  s t a t u s  o f  t h e  s e q u e n c e .  G .  f u r t h e r
min imizes  the  prob lem by  coming in  w i th  vero?"  in  l ine  39 ,  wh ich
sounds l i ke  " i t  can ' t  rea l l y  be  tha t  yon  don ' t  know what  to  S&! " ,  g iv ing
t h e  c a l l e r  t h e  c h a n c e  t o  d i s c l a i m  h e r  p o i n t .  S u b s e q u e n t l y  R o b e r t a
acknowledges her  emot iona l  s ta te  in  l ines  42-45,  and then g ives  an
account  wh ich  makes re fe rence to  -  and ar t i cu la tes  -  the  some imp l ic i t
persona l  mat te r  ( "1  d idn ' t  even want  them t .o  ask" .  in  l ines  45-50) .  Her
account  -  wh ich  ind i rec t l y  porn ts  to  the  taken- fo r -g ran ted  assumpt ion
c o n c e r n i n g  t h e  r o u t i n e  p r a c t i c e s  u p o n  w h i c h  t h e  p r o g r a m m e  i s
u l t i m a t e l y  b a s e d .  t h r o u g h  m o m e n t a r i l y  i n v o k i n g  a  s u s p e n s i o n  o f  t h e
ru le  (her  reasons  arc  so  pr iva te  -  one can argue -  tha t  co l labora tors  in
the studio should make an except ion for  her in their  rout ine act iv i ty)
f ina l l y  does  jus t i ce  to  her  inab i l i t y  to  be  as  ready  in  fo rmula t ing  the
reason for the cal l  as other cal lers.  The readiness with which G. provides
b a c k c h a n n e l i n g  w o r k  i n  l i n e s  4 9 - 5 6 - 6 2  ( s e e  a l s o  t h e  t u r n - t a k i n g
la tch ing)  shows a f f i l i a t ion  to  her  po in t  o f  v iew in  o rder  to  overcome the
incident as soon as possible.  cueing i t  as harmless.

Roberta 's f inal  step out of  the problemat ic beginning of  her cal l  is  g iven
i n  l i n e s  5 7 - 6 8 :  o n c e  a g a i n  s h e  r e l i e s  u p o n  a n  i m p l i c i t ,  s h a r e d
u n d e r s t a n d i n g  o f  t h e  f u n d a m e n t a l  s i m i l a r i t y  o f  l i f e  e x p e r i e n c e s
( " l i s ten ing  to  a l l  the  lad ies ,  in  each o f  them I  f ind  a  par t  o f  myse l f " ) .  In
o ther  words .  g iven  Rober ta 's  inab i l i t y  to  readr ly  g ive  a  de f in i te ,  o r
adequate .  o r  p laus ib le  e tc  .  reason fo r  her  ca l l  (  i t  be ing  the  ru le  upon
which  the  who le  p rogramme u l t imate ly  res ts )  one (exemplary )  way  to
so lve  her  p rob lem and to  go  on  w i th  the  ca l l  i s  to  say  tha t  she  has  as
many reasons as the number of  cal lers who have cal led before her,  thus
mak ing  re t rospec t ive  re fe rence -  and u l t imate ly  p ro f i t ing  f rom -  the
temporal, caller-by-caller scanded character of the programme.

A l though a  grea t  dea l  o f  what  i s  communica ted  in  th is  ex t rac t  has  been
shown to take place more on a content or segmental  level ,  nevertheless
i t  m i g h t  b e  w o r t h  c o n s i d e r i n g  s o m e  e m e r g e n t  p a t t e r n s  o f  p r o s o d i c
signal l ing.

As  w i th  Mi re l la .  the  modera tor  re -summons the  ca l le r ,  requ i r ing  a
fu r ther  conf i rmat ion  o f  mutua l  ava i lab i l i t y ,  and in  per fo rming  th is  he
a c c e l e r a t e s  t h e  c a d e n c e .  R o b e r t a  p i c k s  u p  t h e  f a s t e r  t e m p o  a n d
ant ic ipa tes  the  beat  in  l ine  7  .  In  th is  way she he lps  s t renghten  the
i m p r e s s i o n  o f  " b e i n g  t o g e t h e r "  o n  t h e  l i n e ,  w h i l e  s i m u l t a n e o u s l y
fo reground ing  prec ise ly  the  de ic t i c  "qu i " .  rvh ich  symbol izes  her  phys ica l
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presence as a recipient.  The cadence accelerates again in the last  part  of
G's turn.  where he uses the l ine problem as a buffer topic,  or  prologue,
t0  h is  fo rmula t ion  o f  the  ( th is  t ime miss ing)  ca l le r ' s  po in t .  Bruna
c o n f i r m s  G ' s  a s s e r t i o n  i n  l i n e  1 4  w i t h  a n  i s o c h r o n o u s  " c e r t o " .  T h i s
conf i rmat ion  token a lso  fo l lows the  same in tonat iona l  movement  o f  G 's
" l inea"  ( l ine  l3  ) .  thus  fu r ther  re in fo rc ing  the  mean ing  o f  " togetherness"

f i rs t  symbo l ized  w i th  a  fas te r  tempo.  Isochrony  o f  speech tempo and
imi ta t ion  o f  the  melod ic  in tonat iona l  movement  concur  in  th is  case
t h r o u g h  a  s h o r t  t h o u g h  p e r f e c t l y  t u n e d  m u s i c a l  d u e t  -  t o  s i g n a l
complicity in presuppositions.

The tempo pat te rn  remains  even th roughout  G 's  remark  in  l ines  l6  to
26.  then i t  acce le ra tes  when he  beg ins  to  repor t  her  speech ( l ines  30-
32) .  and i t  becomes even fas te r  when the  modera tor  comes to  the
cal ler 's point  ( l ines 34-31).  Given the potent ia l ly  embarassing content of
Roberta 's presentat ion.  speeding up precisely on this report  can be seen
as the  modera tor ' s  a t tempt  to  "h ide"  the  po in t ,  to  cue i t  as  an  "en

passant "  remark :  i t  cou ld  be  conceptua l i zed  as  the  oppos i te  o f  "c la r i t y "

0 r  "bes t  cond i t ions  o f  rec ip iency"  as  in  the  case o f  Mi re l la  (p  35)
Rober ta  p icks  up  the  rhy thm in  l ine  38  and a lso  in  l ine  4 l  (a f te r  an
isochronous pause) .  She is  then observed to  f i rs t  s low down ( l ines  43-
44).  and then speed up again when she says that she "did not even want
them to  ask"  ( l ines  45-55) ,  tha t  i s  when she repor ts  her  a t tempt  to
"break  the  ru le"  (one o f  the  ru les)  o f  the  show.  [ t  seems tha t  the  fas te r
tempo re f lex ive ly  cues  her  o r ien ta t ion  to  " th is  i s  a  ru le" ,  and tha t  any
at tempt  a t  b reach ing  i t  shou ld  be  accounted  fo r .  The account  i s  a lso
a c c o m p a n i e d  b y  p r o s o d i c  s i g n a l l i n g ,  w h i c h  c o n t e x t u a l i z e s  t h i s
background orientation.

The cadence remains at  a constant rate of  0.4 sec.  up to l ine 64, where i t
s lows down again.  In the l ines f rom 63 to 68, Roberta gives the f i rst  part
of  her account.  In s lowing the cadence she again cues i t  as her own way
t0 state why she did not know what to say,  precisely because -  one
might  a rgue -  reasons  fo r  ca l l ing  have a l ready  been "exhausted"  by
previous cal lers.  So in construct ing a c learer discourse pattern through a
slower cadence. she is present ing her case in such a way as not to look
af te r  a l l  d ramat ica l l y  negat ive .  by  resor t ing  to  an  under ly ing  he ld - in -
common universe of experiences.

5.The contert "t'l0se the call"
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So far we have analyzed how the moderator opens the conversat ion
wt th  a  fo rmula t ion  wh ich  summar izes  what  the  ca l le r  w i l l  be  ta lk ing
about .  usua l l y  an  aspec t  (a  (sub) top ic )  o f  the  broader  top ic  "pas t " .  The
work of  the moderator in th is show is that  of  invi t ing ta lk,  d i rect ing and
upgrad ing  i t  to  what  he  expec ts  the  f ina l  teach ing  mora l  w i l l  be  a t  the
e n d ,  b u i l d i n g  b o t h  u p o n  t h e  r e a s o n  f o r  t h e  c a l l  a n d  o n  i n f e r e n c e s
throughout  the  in te rac t ion .  I f  there  is  such an  or ien ta t ion ,  a  background
or  overa l l  res t r i c t ion  on  the  s t ruc tu ra l  o rgan iza t ion  o f  top ic  ta lk ,  wh ich
def ines  the  re levance o f  top ica l  con t r ibu t ions .  never the less  par t i c ipants
are  f ree  to  f i t  in  re t rospec t ive  eva lua t ions ,  exp lanat ions .  new deta i l s ,  a l l
d e f e r r e d  s i m p l y  b e c a u s e  l o n g - t e r m  m e m o r y  c a n  b e  a t  a  i o s s  w h e n
t a l k i n g  a b o u t  a  w h o l e  l i f e ' s  p a s t .  I f  t h i s  i s  t h e  c a s e ,  h o w  t h e n  d o
par t i c ipants  know when to  c lose  the  conversa t ion? C lose  ana lys is  o f  the
ca l l s  revea ls  a  p re fe rence fo r  c los ing  be ing  inv i ted  and ( i f  we take
inv i ta t ions  to  be  proper  p re l im inary  s teps  towards  c los ing)  in i t ia ted  by
modera tor ,  who a lso  has  to  l im i t  the  ta lk ing  space to  a l low fo r  o ther
ca l le rs  to  ca l l  in ,  too  ( thus  add ing  pres t ige  to  the  show.  bu t  we might
even say  tha t  th is  "makes"  the  programme) ,  he  a lso  has  to  do  so  w i th
extreme tact ,  " face" being a supposedly strongly or iented-to concern for
the moderator in f ront  of  a nat ion-wide audience (al though lack of  i t  can
be no t iced  in  la te  ca l l s :  when the  t ime a l lowed fo r  the  programm is
r u n n i n g  o u t .  t h e  m o d e r a t o r  c a n  b e  o b s e r v e d  t o  r u s h ,  d i s r e g a r d i n g
m a t t e r s  o f  p o l i t e n e s s  a n d  t a c t  o t h e r w i s e  r e l e v a n t  t h r o u g h o u t  t h e
programm).

To see why th is  i s  so  we can beg in  by  ment ion ing  some cons t ra in t .s
w h i c h  m i g h t  a c c o u n t  f o r  t h e  p r e f e r e n c e  o f  c l o s i n g  s e c t i o n s  b e i n g
i n i t i a t e d  b y  m o d e r a t o r  a n d  h a v i n g  t h e  s e q u e n t i a l  f o r m a t  o f  a
fo rmula t ion :  I  )  g iven  the  re levance o f  a  s ing le  top ic  th roughout  the
programm.  and a l though par t i c ipants  a rguab ly  o r ien t  to  the  par t i cu la r
c h a r a c t e r  o f  t h e  s h o w .  w h i c h  m i g h t  b e  l a b e l l e d  " p h i l o s o p h i c " .  t h e
s e q u e n t i a l  i m p l i c a t i v e n e s s  i s  s u c h  t h a t  e l a b o r a t i o n s .  c o r r e c t i o n s ,
eva lua t ions ,  a f te r thoughts  can in  p r inc ip le  be  unbounded.  so  tha t  no
empi r i ca l ,  sequent ia l  assurance is  g iven  as  to  when t rans i t ion  re levance
is l i f ted.  The status of  the moderator 's formulat ion as c losing impl icat ive
is  thereby  war ran ted  by  the  fac t  tha t :  2 )  i t  re t rospec t ive ly  makes the
open ing  re levant ,  in  the  sense tha t  i t  makes  a  symbol ic  pa i r  w i th  the
formulat ion wi th which the moderator has projected topical  ta lk at  the
opening of  the cal l .  Given the task he takes to open the conversat ion,  he
takes also that of  f inding an appropr iate locus for a c losing. The central
poss ib i l i t y  fo r  c los ing  thus  en ta i l s  tha t ,  g iven  the  modera tor ' s  p ro jec t ing
top ic -se t t ing  ac t iv i t y  a t  the  beg inn ing  o f  the  ca l l ,  an  e labora t ion  o f  i t
f o l l o w s .  w h i c h  u l t i m a t e l y  l e a d s  t o  a  c o n c l u s i o n / f o r m u l a t i o n .  T h i s ,  i n
turn.  funct ions as a c losing invi tat ion;  at  that  point ,  i f  a rat i f icat ion token
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fo l lows f rom ca l le r ,  then thanks  and fa rewe l l  come and ac tua l  c los ing
occur.  In order to give a br ief  prel iminary overview cl f  how the cal ls are
brought to an end by the jo int  work of  the moderator and cal lers,  we
wi l l  examine a few transcr ipts document ing f i rst  the central  format,  and
then two alternatives:

( 1 3 )

I M: c'erano palazzi bell i, palazzi brutti, palazzi piu'vecchi
2  (  1 . 0 )
3  ( . . . )

4 G: bene - ecco mi pare quindi Mariuccia che per lei i l  passato
5 diciamo cosi . e' una sorta di terreno fertile.
6 M: fertile
7 G'. sulquale costruisce una pianta - che ragionatamente d
8 collegata alle sue radici.
9 M: certo
l0  (0  6 )
I I certo
12 G: grazie tante Mariuccia. eh
13 M: grazie.

M: t rcre wcre nicc bui ld ings,  ugly bui ld ings.  o lder bui ld ings (1.0)  ( . . . )
G :  wc l l  -  i t  sccms  to  me  thcn  Mar iucc ia  tha t  the  pas t  fo r  you  so  to  say ,  i s  a  so r t  o f
fertile ground.
M: lbrti lc
G :  o n  w h i c h  y o u  b u i l d  a  p l a n t
certainly (0.6) ccrtainly
G; thanks very much Mariuc:cia, ch
M: thanks

wb ich  i s  reasonab ly  t i ed  up  to  i t s  roo ts

In  ex t rac t  (  I  3  )  the  modera tor  inv i tes  c los ing  by  bound ing  top ic .  He
bounds top ic  by  p ropos ing  a  fo rmula t ion  o f  the  ta lk  thus  fa r .  wh ich
places features of  the cal ler 's contr ibut ion into a phi losophic f ramework.
H e r i t a g e  a n d  W a t s o n  ( 1 9 7  9 )  h a v e  s h o w n  t h a t  f o r m u l a t i o n  o c c u r
rou t ine ly  in  conversa t ion .  a t  po in ts  when par t i c ipants  need to  show
the i r  unders tand ing  o f  p reced ing  sec t ions  o f  ta lk .  Formula t ions  are  the
outcome o f  members '  con t inuous  mon i to r ing  co-par t i c ipants  ta lk ,  and a
"proof"  that  a stretch of  ta lk has been put across and thus has become
re levant  fo r  par t i c ipants '  communica t ive  in ten ts .  When they  engage in
fo rmula t ions .  par t i c ipants  may want  to  show the i r  read iness  to  c lose  a
top ic .  so  tha t  when i t  i s  a  " las t  top ic " .  fo rmula t ions  he lp  c lose  a  who le
conversat ion.  In the case of  the radio ta lk at  hand only one topic runs
through every  conversa t ion ,  so  tha t  the  fo rmula t ion  must  incorpora te
features and detai ls of  what the cal ler  has been saying about the topic
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chosen by  the  modera tor .  Hav ing  the  modera tor  c lose  the  conversa t ion
in  th is  way is  an  ins t i tu t iona l l y  bu i l t - in  charac ter is t i c  o f  the  show,  a
" d e f a u l t  a s s i g n e m e n t " .  S e e n  f r o m  t h e  p e r s p e c t i v e  o f  m u n d a n e
conversat ion,  the moderator 's formulat ion thus takes on features of  the
" las t  event "  in  the  conversa t ion  and serves  the  purpose o f  bound ing  the
emergence o f  fu r ther  top ica l  ta lk .  Mar iucc ia  ra t i f ies  the  fo rmula t ion  in
l ine 9.  the moderator over laps the cal ler 's rei terated "certo" wi th a pre-
closer "bene". followed by thanks (reciprocated by the caller).

T h i s  p r o t y p i c a l  c a s e  o f  c l o s i n g  i n  r a d i o  c o n v e r s a t i o n  i s  s i g n i f i c a n t l y
di f ferent f rom the one in mundane conversat ion descr ibed by Scheglof f
and Sacks  (1973) .  Scheg lo f f  and Sacks  ta lk  o f  a  "sec t iona l  des ign" ,  dur ing
which  par t i c ipants  make the i r  in ten t  to  c lose  the  ca l l  mutua l l y  ava i lab le

topic-bounding turn (either by A or B)
A: okay
B: okay
A: bye bye
B:  bye

The f i rs t  tu rn  by  A (p re-c loser ,  l ine  2)  p ro jec ts  the  re levance o f  a
poten t ia l  c los ing  sec t ion  be ing  ac t iva ted .  The fo l low ing  tu rn  s igna ls  tha t
the part ic ipants are ready to move into the c losing proper ( turns 4 and
5) Dur ing this phase. speakers may insert  forgotten mater ia l  and so be
a b l e  t o  r e - o p e n  t h e  c o n v e r s a t i o n ,  w i t h o u t  h a v i n g  t h i s  i n s e r t i o n  b e
sanc t ioned by  par t i c ipants .  Equa l  r igh ts  on  the  leve l  o f  everyone 's  ro le
may perhaps  exp la in  the  occur rence o f  pa i red  pre-c los ing  and c los ing
formulas.  When part ic ipants carry di f ferent r ights and obl igat ions along
wi th  the i r  ro les  ( in  th is  case the  modera tor  symbol izes  the  ins t i tu t ion
a n d  c a l l e r s  l e g i t i r n i z e  i t ,  b y  p r e c i s e l y  a d d r e s s i n g  i t  i n  o n e  o f  i t s
programmes) ,  the  sec t iona l  des ign  can cons is t  o f  a  top ic  bound ing  tu rn
(formulation). a ratification and then paired farervells:

I : Moderator: topic-bounding turn (formulation)
2'. Caller: ratification
3 Moderator: closing turn (thanks +farewell)
4 Caller: closing turn (return thanks)B

d  Th is  l as t  t u rn  docs  no t  appear  to  be  ind ispensab le  i n  the  c los ing  sec t ion ,  because
l i ne  can  occasona l l y  be  in te r rup ted  jus t  be fo re  the  comp le t ion  o f  the  ad jace  ncy
pa i r .  Ru les  o f  tu rn - tak ing  seems to  be  suspendcd  fo r  f i na l  sa lu ta t i ons  in  rad io - ta l k ,
o r  a t  l e  as t  they  scem to  work  d i f f e ren t l y .  Jus t  l i kc  the  in i t i a l  pa r t  o f  t he  c los ing
s e c t i o n  i s  d i f l ' e r c n t  f r o m  n o n - r a d i o  c o n v e r s a t i o n s ,  s o  t h e r c  s e c m s  t o  b e  a n
a n a l o g o u s  r c l a t i o n s h i p  b e t w e e n  c o n v e r s a t i o n a l  o r c h e s t r a t i o n  a n d  r o l c
managcme n t  a l so  I ' o r  t l i e  l as t  cxchangc .  The  occas iona l  l ack  o f  second  pa i r  pa r t s
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The fo rmula t ion ,  then.  can  no t  be  s imp ly  heard  as  a  po ten t ia l  top ic -
bound ing  tu rn ,  bu t  as  i t  was  suggested  i t  i s  in t r ins ic  to  the  modera tor ' s
ro le  and to  the  rad io  as  an  ins t i tu t ion .  In  th is  way i t  has  to  be  proper ly
received by callers as the closing.

At  th is  po in t ,  we might  specu la te  on  why the  fo rmula t ion  works  as  an
or iented-to feature of  the type of  conversat ion at  hand. Perhaps we can
say  tha t  i t  b reaks  w i th  the  ta lk  up  to  tha t  porn t  on  many leve ls .  The
contex tua l i z ing  s ta tus  o f  the  summary  as  a  dev ice  fo r  inv i t ing  c los ing  rn
th is  p rogramme is  war ran ted ,  among o ther  th ings ,  by  the  modera tor ' s
s ty le  sw i tch ing .  i t  i s  a  fea ture  o f  the  show tha t  the  c los ing  typ ica l l y
takes the form of an art fu l ly  constructed aphor ism which, rely ing upon
rhetor ica l  dev ices  such as  metaphors  and s i rn i les ,  echoes l i te ra ry  means,
t u r n i n g  t o  u n d e r l y i n g  ( p h i l o s o p h i c a l )  c o n c e r n s  a b o u t  t h e  m e a n i n g  o f
aspec ts  (here ,  "pas t " )  o f  l i fe .  l t  i s  the  programm which  pro jec ts  th is .
Everybody fami l ia r  w i th  the  programm knows tha t  a t  tha t  par t i cu la r
t ime of  the day s/he wi l l  get  a piece of  l i terature;  th is aspect of  the
show re f lex ive ly  makes a l l  the  more  en joyab le  the  fac t  tha t  i t  i s  ca l le rs
who also contr ibute to i t  wi th their  stor ies.  Al l  in al l .  the rhetor ics of  the
show,  rvh i le  p reserv ing  fea tures  wh ich  are  s t i l l  charac ter is t i c  o f  rad io
programmes in  genera l ,  a re  a lso  a  f ine  example  o f  everyday  ,  lay
philosophy.

Th is  seems to  have a  fu r ther ,  c ruc ia l  consequence on  the  sequent ia l
leve l ,  namely  fo r  the  organ i  za t ion  o f  top ic  ta lk  in  the  occas ion .  I t
appears that  when the moderator switches from narrat ive to evaluat ive
ta lk  emplov ing  l i te ra ry  dev ices .  i t  i s  d i f f i cu l t  fo r  ca l le rs  to  f i t  in  new
mater ia l .  The modera tor  then is  observed to  be  propos ing  a  sh i f t  in
" f o o t i n g "  ( G o f f m a n  I  9 8  I  ) ,  h e a v i l y  r e l y i n g  u p o n  h i s  e s t a b l i s h e d  r o l e .
What  the  new foo t ing  does  is  to  nar row down ( in  some cases ,  wh ich
const i tute the central  possibi l i ty ,  as we have seen up to a point  beyond
which there is no way out)  the possibi l i t ies of  f i t t ing in new elaborat ions
b y  i t s  b e i n g .  s o  t o  s a y . t h e  l a s t ,  " a u t h o r i t a t i v e "  w o r d .  ( T h e r e  a r e
occas ions  a lso  in  in fo rmal  ta lk  in  wh ich  a  w i t t i c ism or  an  aphor ism
rout inely c loses the topic by reference to general ly and intersubject ively
held values and bel iefs,  a l though part ic ipants are given a last  chance to
re-open the  conversa t ion .  Here ,  however ,  th ings  are  qu i te  d i f fe ren t .
ro les  a re  ins t i tu t iona l l y  s t i f f ,  par t i c ipants  a re  no t  f r iends  -  a t  leas t  no t
when they begin the conversat ion -  topic is agreed on at  the outset and
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f rom ca l l c rs  p rcc i sc l y  i nd i ca tcs  thc  suspens ion  o f
not  projcct  thc rc lcvancc of  the sccont l  pair  par l
s imp ly  i s  thc  c los in -e .  O f  cou rse  the  modcra to r
returns in virtuc o[ his rolc in thc show.

ru lc .  The f i rs t  pa i r  par t  does
thcn  t ha t  o f  t he  c l os ing ,  bu t

t he  t i t l c  t o  d i s r csa rd  ca l l e r s '
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i s  s t r u c t u r a l l y  u n c h a n g e a b l e ,
s o m e t h i n g  n o t i c e a b l e .  a n d
deviation from the routine call).

even compl iments  fo r  the  programme
m u s t  b e  p r o p e r l y  w a r r a n t e d ,  b e i n g

i s
a

I f  we are  r igh t  in  say ing  tha t  aspec ts  o f  the  sequent ia l  o rgan iza t ion  o f

top ic  a l  ta lk  a l 'e  here  a  cent ra l  concern  f  o r  par t i c ipants  in  p roper ly

w a r r a n t i n g  c l o s i n g  s e c t i o n s ,  t h e r e  a r e  c e r t a i n l y  o t h e r  c u e s  w h i c h

p a r t i c i p a n t s  u s e  t o  s i g n a l  t h a t  t h e y  a r e  i n  t h e  c l o s i n g  s e c t i o n .  I n

coord ina t . ing  the  l i f t ing  o f  t rans i t ion  re levance,  tempora l  and rhy thmic

a s p e c t s  o f  i n t e r a c t i o n  c a n  a l s o  b e  o r i e n t e d - t o  s i g n a l l i n g  d e v i c e s  o r

contex tua l i za t ion  cues ,  a long w i th  s t ress  p lacement  and in tonat ion .  We

might  fo r  exarnp le  expec t  tha t  a  "good"  c los ing  w i l l  a lso  be  rhy thmica l l y

t i m e d  a n d  w e l l  i n t e g r a t e d  o r  t h a t  a  s h i f t  i n  s t y l e  w i l l  a l s o  b e

accompanied sinrul taneously by a shi f t  in tempo etc.  In the next sect ion,
s o m e  c l o s i n g s  r v i l l  b e  r e - v i s i t e d  b y  l o o k i n g  a l s o  a t  s o m e  p r o s o d i c

fea tures ,  wh ich  par t i c ipants  may re ly  on  in  cons t ruc t ing  the  appropr ia te
context which reflect the subsequent steps leading to the closing section.

6. Cony,ersutionttl untl Dro.sodic orRutti;lttion

We beg in  a  sequent ia l  and prosod ic  inves t iga t ion  o f  some ins tances  o f
c l o s i n g  b y  l o o k i n g  a t  c a s e s  w h i c h  a r e  p r o t o t y p i c a l  o f  t h e  w a y  t h e
m o d e r a t o r  c l o s e s  (  o r  a t  l e a s t  a t t e m p t s  t o  c l o s e )  t h e s e  t e l e p h o n e
conversations:

6.1 . Similes, metor)hors ontl verses

T h e  t w o  e x t r a c t s  w h i c h  f o l l o w  d o c u m e n t  h o w  c l o s i n g s  a r e
pre feren t ia l l y  in i t ia ted  by  the  modera tor  by  means o f  a  fo rmula t ion
( r e s p e c t i v e l y  l i n e s  8  a n d  l 0 )  G .  b u i l d s  u p  a n  o v e r a l l  c o h e r e n t
in te rpre t ive  pa t te rn  by  re t rospec t ive lv  mak ing  re levant  bo th  the  ca l le rs '
r e a s o n  f o r  t h e  c a l l  a n d  e v i d e n c e s  g a t h e r e d  i n  t h e  c o u r s e  o f  t h e
interact ion.  The formulat ion gives the gist  of  preceding talk in terms of
what can be learnt  i f  one just  bothers to look back at  h is/her pasts,  even
i f  i t  is  only for  a few minutes.  In these two examples,  the moderator
uses  (among o ther  th ings)  the  s imi le  as  a  rhe tor ic  means to  fo rmula te

ca l le rs '  N la r iucc ia  and Lu isa  cont r ibu t ions  and thus  to  inv i te  the  c los ing
of  the  ca l l s .  Bo th  s imi les  -  in t roduced respec t ive ly  by  "sor ta"  ( "k ind" ,  l ine
l 3  )  a n d " c o m e "  ( " a s "  o r  " l i k e " ,  l i n e  l 4 )  o n  t h e  t e x t u a l  l e v e l  -  a t e

9 Th.- "past" as a topic lor the cl iscussion is of coursc an art l 'ul  choice, which draws
on a wcll cstablishcd modc for pocts and writcrs.
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metaphors  ( i f  we cons ider  the  "poet ic "  leve l ) ,  wh ich  are  in  tu rn  based on
a we l l -es tab l i shed archetype in  l i te ra tu re :  the  t ree  as  a  ( the)  metaphor
o f  g rowth  or  p rogress  or  fa i th ,  bo th  in  i t s  p re-mature  fo rm ( "seme"
"seed" .  f rag . (3  ) ) .  and tha t  o f  a  fu l l -g rown p lan t  ( "p ian ta" ,  bo th  " t ree"  and
"plant" .  f rag (2)) .  Al though in both extracts the moderator draws on the
same l i te ra ry  a rchetype,  however  the  way the  two fo rmula t ions  are
contex tua l i zed  in  te rms o f  the i r  sequent ia l  o rder ing  and prosod ic
render ing  d i f fe rs  in  many ways .  The a im o f  the  conversa t iona l  ana lys is
i n  t h i s  p a p e r  ( w i t h  a  l i t t l e  h e l p  f r o m  t h e  p r o s o d i c  a s p e c t s  o f
in te rac t ion(s ) )  -  we reca l l  -  i s  no t  so  much tha t  o f  showing regu la r i t ies
between conversa t iona l  and/or  p rosod ic  cues  and cer ta in  ac t iv i t y  types ,
bu t  ins tead to  show wh ich  rhe tor ica l  means conversa t iona l i s ts  re ly  on  to
car ry  ou t  communica t ive  tasks  wh ich  are  expec ted  as  ro le  spec i f i c .  Le t ' s
see how the two extracts differs:

Fragment (14)
(Mariuccia is tell ing about her childhood in Rome)

9
10
1 l
T2
13
14
15
16
L'7
18
19
2 0
2 I,).
L L

23
) A

21
L o

29
3 0

M  r ' ' e r a n o  n a l a z z t

/  b e l 1 i  p a l a z z i
'  

] - r r r r F l - i  h - -/  p L u L L f  
I J q -

i  = Ia=z t  p i l i

/  rzecchi

i ^
/  ( . . . )

G .  / b e n e - d c c o m i
,  pare qu ind i  ma=
z '= r i ucc ia  che  pe r
i  l e i

i 7  passa to  d i c i amo
/  s o r t a  d i
i,  t e r reno
z  f e r t i l e

M .  , /  f  e r t i l e
G .  /  s u l  q u a l e

/  n  c o s t r u =
z  = i s c e  u n a
/  p l_an ta

/ * c h e
u '  rag iona ta=
/  =mente

/  e  c o l l e =
7  = g a t - a  a l l e  /
, /  SUe fa= i
, /  =d ic i  /

M .  '  c e r t o  /
/  *  ( 0 . 6 )  /
l '  c e r L o  /

( c a d .  a p p r .  0 . 7  )

a  1 1 f 1 A

(  f a s t e r ,  c a .  0 . 6  )

I  q : m o  r h r z l - h m  \

(  f a s t e r ,  c d .  0  . 4  )

r r - \q  1
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( s l i g r h t l y  l a t e )
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/  g r a z i e  /
/  tante ma= /
/ = r i u c c i a  e h  /
/  g raz te  / '

on line; Guerzoni propose a reading of her story)

M

M. there were polished buildings, ugly buildings, older buildings (1.0) ( . )
G. wcll - it secms to me tien Mariuccia that lbr you the past is a sort

of ground s() Ltl say l'ertile
M. l-erti lc
G. on which you build a plant which is reasonably tied up to its roots
M. ccr ta in ly (0.6)  certa in ly
G. thanks vcry much, Mariuccia eh
M. tianks

quando  s i  r i t o rna  c ' d
t ra  no i  e  i 1  passa to

h - ^ - - t s ^  ; -  Ip a s s a r o - e r a n o s t r a
/  z ione da l la
r quale
/  s iamo ve=
/  nu t i
i no?
/  q i

/quindi
/ non an=
/  r l rohl-ro

/  come
/ '  c o m a  n o r  i  1  € r r -/  - v r r r L  v E !  ! !  L u -

/ tura?
/  - :

/ bene /
/  grazt -e  /
/  tante  lu= /
/  - :  ̂ ^  /
/  prego /

una  so r ta  d i  -  es t rane i t 6
per6 in qualche modo guesto

r a d i c e - d l a c o n d i =
/
/  ( c a ,  0 . 6 )
/

/  ( f a s t e r ,  0 . 4 )

/  ( s l o w e r )
/
/

/
/
/
/

(  l a t e  )
(  f a s t e r  ,  c d .  0  . 3  )

(  s l i q h t l y  l a t e )

l

I

(
I
(
(

forse non bosognerebbe ch iuders i  in  esso ma-
cog r l i e rne  i f  senso  p i r i  r i pos to  pos i t i vo

I
s
S

s
I
(

I
a
t
l!

I
b
ri
I
t
r
I

L.
G.

L.
G .
L.

when one comes back thcre is a sort of strangerness betwecn the past and us
- but in a scnsc this past - is our root - i l. is the condition we comc tiom, isn't it?

yes ,  i t  i s .
thcre{bre one should not lock herself in it but - pick up the most
inner positive scnsc as a sced for the future'l
ycs.
well many thanks, Luisa.
you are welcome.
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In  t ranscr ip t  (141,  G.  s ta r ts  o f f  w i th  a  s imi le  in  l ine  8  (pas t= fer t i le
ground) to which Mariuccia provides a backchannel  "echo ef fect"  in l ine
l6 (note that  here M. rat i f ies the fact  that  i t  is  the adject ive which has
more  symbol ic  impor t ) ,  G.  expands on  a  metaphor  ( "p lan t "  s tand ing  fo r
" t h e  p r e s e n t "  a n d  " r o o t s "  a g a i n  f o r  " t h e  p a s t " )  f o l l o w e d  b y  t w o
agreement tokens and by actual  c losing. A three-part  l is t  structure f rom
l ine  I  to  l ine  5  s igna ls  tha t  Mar iucc ia  has  comple ted  her  tu rn  (c f r .
Je f fe rson 1990) ,  o r  tha t  a  top ic  has  been exhausted  (Cove l l i /Mur ray
1 9 8 0 ) .  I n  t h e  l i t e r a t u r e  ( c f r .  a l s o  M u l l e r  1 9 9 0 ) ,  l i s t  s t r u c t u r e s  h a v e
shown to  be  rhe tor ica l l y  e f fec t i ve  ways  to  accompl ish  summar ies  or
g ive  the  punch l ine  in  ac t i v i t ies  l i ke  s to ry - te l l ing  e tc .  That  Mar iucc ia  has
completed her story and rel inquished the turn is shown by the pause in
line 6.

The modera tor ' s  two markers  ( "bene" ,  "ecco" )  show h is  o r ien ta t ion  to
t rea t  Mar iucc ia 's  l i s t  s t ruc tu re  as  in  fac t  inv i t ing  a  c los ing  o f  the  top ic .
The two markers  wh ich  precede the  top ic  bound ing  ac t iv i t y  a re  qu i te
regular ly produced by the moderator in the course of  the show as a
means I  )  to acknowledge recipiency at  a point  in which speakers s ignal
that  the current topic is in fact  being exhausted and that i t  has to be
t r e a t e d  a s  a  " l a s t  t o p i c "  ( " b e n e " ) ,  a n d  2 )  t o  d i s p l a y  r e a d i n e s s  t o
fo rmula te  th is  o r ien ta t ion  in  so-many-words ,  i t  be ing  ( i f  so)  the  nex t
appropr ia te  s tep  in  the  space opened up  by  Mar iucc ia 's  l i s t  s t ruc tu re
("ecco" ) .

Rhetor ica l l y ,  the  modera tor  exp lo i ts  the  po ten t ia l i t ies  o f fe red  by  a
s imi le ,  compar ing  the  pas t  to  a  fe r t i le  g round ( l ines  l2 -14) .  The ca l le r
s h o w s  t o  a c c e p t  i t  b y  e c h o i n g  " f e r t i l e "  i n  l i n e  1 6 ,  u p o n  w h i c h  C .
elaborates and completes the metaphor (a t ree is not only what we have
sight of ,  but  a lso i ts roots).  The cal ler  again rat i f ies the formulat ion in
l ine  28  w i th  "cer to" .  the  ryc ic led  vers ion  o f  wh ich  in  l ine  30  over laps
G.'s thanks in the closing section proper.

The prosodic organizat ion of  the whole f ragment shows an or ientat ion to
a  smooth  in te rac t ion :  the  rhy thmic  pa t te rn  i s  in tegra t ive  and bo th
part ic ipants coordinate their  moves rn accompl ishing the closing. The l is t
s t ruc tu re  i s  rhy thmica l l y  scanded:  a  s i len t  beat  in te rvenes  be tween
Mar iucc ia 's  tu rn  ( l ine  I  )  and G. 's  fo r rnu la t ion ,  tha t  i s ,  the  t rans i t ion
between the  contex t  in  wh ich  Mar iucc ia  exp la ins  her  po in t  o f  v iew on
the topic and the context  of  the c losing sect ion is integrat ive:  a long with
l i s ts  and markers ,  rhy thm works  as  an  add i t iona l  con tex tua l i za t ion  cue
t o  s i g n a l  c o - p a r t i c i p a n t s '  m u t u a l l y  i n t e g r a t i v e  c o m m u n i c a t i v e  i n t e n t s
re levant  in  the  accompl ishment  o f  the  in te rac t iona l  task  a t  hand (c f r .
Auer 1988).

I
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T h e  t e m p o  p a t t e r n  s h o w s  h e r e  a  s i g n i f i c a n t  v a r i a t i o n :  t h e  c a d e n c e
b e c o m e s  i n c r e a s i n g l y  s h o r t e r  a s  c o - p a r t i c i p a n t s  a p p r o a c h  t h e  c l o s i n g
sec t ion .  From l ine  25  onwards  the  cadence is  (a lmost )  ha lved,  and i t  i s
kept  to  0 .4  un t i l  the  end o f  the  ca l l .  There  seems to  be  a  re f lex ive
re la t ionsh ip  be tween the  fas te r  cadence and the  task  bo th  par t i c ipants
take  in  appropr ia te ly  accompl ish ing  the  c los ing  o f  the  conversa t ion .  In
p a r t i c u l a r  t h e  c a d e n c e  b e g i n s  t o  a c c e l e r a t e  w h e n  G .  c o m p l e t e s  h i s
metaphor  ( l ine  25-21) .  Fur thermore ,  the  mean ing  o f  "comple teness"  i s
also conveyed by the intonat ion pattern:  when G. is in the middle of  h is
metaphor  ( l ine  15 ,  fo r  example)  the  in tonat ion  ra ises  (c f r .  a lso  the  leve l
in tonat ion  o f  Mar iucc ia 's  echo- l i ke  repet i t ion  " fe r t i le "  in  l ine  16) ,  when
ins tead he  comple tes  the  metaphor ,  the  in tonat ion  typ ica l l y  fa l l s .  Bo th
f e a t u r e s  ( f a s t e r  t e m p o  a n d  f a l l i n g  i n t o n a t i o n )  c o n c u r  t o  c r e a t e  t h e
contex t  in  wh ich  Mar iucc ia  has  to  unders tand the  metaphor :  jus t  as  a
c los ing  inv i ta t ion .

In  f ragment  (  I  5  )  the  modera tor  s t i l l  uses  the  s imi le  as  a  rhe tor ica l
dev ice  ( the  pos i t i ve  aspec t  o f  the  pas t  i s  l i ke  a  seed) ,  and the  same
n ' re taphor  ( the  pas t  shou ld  p rov ide  good expec ta t ions  fo r  the  fu tu re ,  jus t
as  a  seed c rea tes  expec ta t ions  about  the  p lan t  tha t  w i l l  g row out  o f  i t ) ,
but  yet  a di f ferent strategy on the level  of  prosody and sequent ia l i ty .
G. 's  c los ing  ac t iv i t y  takes  the  fo rm o f  two rhe tor ica l  ques t ions  (see fo r
e x a m p l e  t h e  m a r k e r  " n o ? "  i n  h i s  f i r s t  q u e s t i o n ) .  b o t h  f o l l o w e d  b y
expected  a f f i rmat ive  tokens  in  the  shape o f  two min ima l  response in
l ines 9 and l1 ' .  these in turn work as a pass for G. to thank the cal ler  and
t o  a c t u a l l y  c l o s e  t h e  c a l l .  ( T h e  r h e t o r i c a l  s t a t u s  o f  t h e  q u e s t i o n s  i s
re f lex ive ly  l inked to  the  k ind  o f  soc ia l  re la t ionsh ip  tha t  par t ipants  bear
to  each o ther :  a  hypothe t ica l  marker  o f  d issent  ins tead o f  the  pos i t i ve
ra t i f i ca t ion  in  l ine  9  and 17  wou ld  have appeared as  a  d ispre fer red
ac t iv i t y ,  cer ta in ly  a  marked one) .  The min ima l  response is  taken by  G.
as a pass to get to the main point  of  h is metaphor,  again under the guise
of  a  rhe tor ica l  ques t ion .  ( l t  seems tha t  once G.  has  t r ied  success fu l l y  the
strategy of  the quest ion the f i rst  t ime, he has reason to bel ieve that the
second t ime the same strategy wi l l  work just  as wel l ,  that  is ,  he makes a
retrospective use of a particular contextualization cue).

The rhy thmic  o rgan iza t ion  o f  th is  f ragment  o f  conversa t ion  is  on  the
who le  in tegra t ive ,  except  fo r  the  two la te  beats  o f  G. 's  "bene"  in  l ine  l8
anc i  Lu isa 's  "p rego"  in  l ine  22 .  "Bene"  (wh ich  recurs  in  asymmet r ic  ro le
r e l a t i o n s h i p s )  m a r k s  t h e  b o u n d a r y  b e t w e e n  a  c h u n k  o f  d i s c o u r s e  i n
which a part ic ipant te l ls  a story,  or  g ives a report  of  some occurrence, or
a n  a c c o u n t  e t c . ,  a n d  a n o t h e r  i n  w h i c h  a  c o - p a r t i c i p a n t  d i s p l a y s
a p p r e c i a t i o n ,  o r  d i s s e n t  o r  a n y t h i n g ,  o r  s i m p l y  s h o w s  t h a t  h e  h a s
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i n te rpre ted  the  ta lk  thus  fa r  th rough a  fo rmula t ion .  t t  i s  no  surp l ' i se
t h e n  t h a t  t h e s c  m a r k e r s ,  w h i c h  i n c l u d e  a l s o  " q u i n d i " ,  " e c c o " .  " d i c i a m o
c o s i "  e t c . .  a r e  p r o d u c e d  l a t e  w i t h  r e s p e c t  t o  t h e  r h y t h m i c  p a t t e r n ,
b e c a u s e  t h e y  f o r e s h a d o w  a n  u p c o m t n g  r e s u m i n g  a c t i v i t y ,  f o r  t h e
produc t ion  o f  wh ich  the  modera tor  migh t  need a  f rac t ion  o f  second to
th ink  o f  the  appropr ia te  fo rmula t ion .  Ih is  cue is  aga in  t ied  to .  and shows
i ts  dependence on .  the  par t i cu la r  k ind  o f  soc ia l  rc la t ionshrp  whrch  ho lds
between the moderator and the caller.

I f  we look at  the ternpo, we not ice that  the moderator speeds up at  the
end o f  h is  f i rs t  rhe tor ica l  ques t ion .  bu t  s lows the  pace o f  the  in te rac t ion
aga in  a f te r  Mar iucc ia 's  "s i "  in  l ine  9  when he  says  "qu ind i  non andrebbe
forse  non b isognerebbe "  e tc .  The acce le ra t ion  serves  the  purpose o f
e l i c i t ing  M. 's  ra t i f i ca t ion  a t .  tha t  par t i cu la r  po in t  in  rn te rac t ion  when a
rat i f icat ion of  the formulat ion can be heard as a pass to c lose the cal l .
The r i tur t lundo might s ignal  that  G. is now ful ly in the context  of  c losing
the cal l :  the fact  that  G. has intepreted N' l . 's  f i rst  "s i"  as a rat i f icat ion of
his strategy is shown by the fact  that  the cadence does not change when
he says  "corne  seme per  i l  fu tu ro?" ,  fo r  a  r i s ing  in tonat ion  is  enough to
cue h is  ques t ion  as  rhe tor ica l .  The beg inn ing  o f  the  contex t  to  wh ich
" c o m e  s e m e  p e r  i l  f u t u r o "  b e l o n g s  s t a r t s  a l r e a d y  i n  l i n e  1 0 ,  s o
main ta in ing  the  sa lne  cadence s igna ls  the  contex t  o f  c los ing  inv i ta t ion
tha t  G has  enac ted .  When M.  d isp lays  tha t  the  c los ing  inv i ta t ion  has
b e e n  i n  f a c t  a c c e p t e d  t h r o u g h  t h e  r a t i f i c a t i o n  t o k e n  " s i " ,  t h e  c l o s i n g
sec t ion  w i th  thanks  and re la ted  rou t ine  fo rmulas  can now come:  the
moderator enacts the appropriate context for it by halving the cadence.

In the fo l lowing fragments.  G. uses a "pure" metaphor and a verse from
the Nobe l  p r ize  l ta l ian  Poet  Eugen io  Monta le .  [n  f ragment  (16) ,  G.  s ta r ts
h i s  t o p i c  b o u n d i n g  f o r m u l a t i o n  w i t h  a  g e n u i n e  m e t a p h o r  i n  l i n e  9
(preserv ing  the  pas t  by  caut ious ly  un fo ld ing  i t  evokes  a  qua l i t y  o f  an ts ,
tha t  o f  s to r ing  and preserv ing  food) .  acknowledged by  Anna in  l ine  14 .
The symbol ic  impor t  o f  the  metaphor  i s  made in fe ren t ia l l y  even more
ef fec t i ve  by  a  (par t l y )  unexpected  revers ing  o f  i t :  the  modera tor  uses
the  metaphor  (  "una fo rmich ina  de l  passato)  as  a  p re-announcement  fo r
a n  i m p r o v i s e d  v e r s e  t o  f o l l o w  ( " u n a  c i c a l a  c h e  s p e r d e  t u t t o  i n  u n a
n o t t a t a  d i  g r a n d e  v o c i o "  ) .  I n  s e m i o t i c  t e r m s  w e  c a n  s a y  t h a t  t h e
re ference to  " fo rmica"  and "c ica la"  i s  per fec t l y  p laus ib le  (a l though i t  i s
d i f f i cu l t  to  say  to  rvhat  ex ten t  i t  can  a lso  be  "poet ic " ;  bu t  th is  i s  less
impor tan t  than the  fac t  tha t  i t  i s  here  pragmat ica l l y  accepted  fo r  a l l
p r a c t i c a l  p u r p o s e s )  ( c f .  E c o  1 9 8 4 ; t  o .  A t  t h i s  p o i n t ,  A n n a  r a t i f i e s  t h e
metaphor (l ine 23) providing the final pass for closing:

l 0  Th is  i s  o l '  cou rsc  t ruc  on lv  to  thc  cx ten t  tha t  La  Fon ta inc  l -ab lcs  havc  succce t le t j
in providing culturally acccptcd symbols.
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Irragment ( l6)
(A=Anna is on l ine)

1  A.  Lo  r i scoprc  ( i l  mar i to )  neL suo passato  che a
2  I  p o c o a  /
3  /  poco  /
4  /  lu i  mi  rac= /
5  /  =con ta  e  1a  /
6  , ' q l - o q q :  i

1  /  c o s a  f a c c i o  /
B  /  i o  /
v  ( -  r  n _ -

( c a .  a p p r . 0 . 5 )

1 0
1 1
7 2
1 3

I 6
I '7
1 8
1 9
2 0
2 I
2 2
2 3  A .
a A  a .
L = U

2 5
2 6

,/ =sornma /
/  una formi= /
/ =ch ina  de l  /
/  passa to  /

1 4  A .  / ( s i  /
1 5  G .  /  ( n o n  u n a  c i =  /

/=ca l -a  che  /
/  sperde /
/  tu t to  in /  (  s lower ,  new rhythun)
/  una not= /
/ = t a t a  d i  /
/  grande vo= /
/  - ^ ;  ̂ /  ( f a l l i n g  i n t o n a t i o n )

d ' a c c o r d o  /
g r a z L e  a  i  ( s l i g h t l - y  f a s t e r )
l e i  /
anna /

A: I discover him (thc husband) in his nast that l itt le bv litt le
hc tclls nrc aud I do the samc.

G. all in all a ant of the past,
A. ycs
G. not a crickct that wastes it all in a nieht of unrcstins chant.
A. I agrcc
G. tlanks you Anna

Whi le  the  overa l l  rhy thmic  pa t te rn  shows no in te r rup t ion  in  the
distr ibut ion of  turns,  thus point ing to a col laborat ive stance bui l t  up by
the moderator and cal ler ,  interest ingly enough the tempo pattern in the
moderator 's "verse" is easi ly recognizable as highl ight ing the act iv i ty of
invi t ing c losing: G. s lows down and signals that  he is now in the context
o f  (has  enac ted  the  ro le  o f )  the  c los ing  par t .  In  a  more  or thodox
pragmat ic  ve in ,  we cou ld  say  tha t  wh i le  " fo rmich ina  de l  passato"  i s
t rea ted  as  g iven in fo rmat ion  (a l though re - in te rpre ted) ,  what  G.  says
about the cr icket is f rom his point  of  v iew in fact  new, and in need of
be ing  appropr ia te ly  contex tu  ahzed.  The fa l l ing  in tonat ion  o f  "g rande
voc(o" definitely concurs to cue G.'s activity as invit ing closing.
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W h i l e  i n  f r a g m e n t  (  I  6 )  t h e  m o d e r a t o r  g i v e s  h i s  o w n  p o e t i c
per fo rmance,  in  f ragment  (  l7 )  he  repor ts  a  verse  o f  a  we l l -known
Ital ian poet,  thus appeal ing to an author i ty to make his rout ine act iv i ty
of  topic bounding more forceful .  G. begins his formulat ion in l ines l -8;
Gabriel la subsequenly rat i f ies i t  wi th "s i  e vero,  b vero" /"yes i t  is  t rue,
i t  i s  t r u e "  i n  l i n e s  9 - 1 2 .  G . ' s  a p p r e c i a t i v e  m a r k e r  a n d  t h a n k s  a r e
over lapped by the beginning of  Gabr ie l la 's assert ion f rom l ine 14 to l ine
11 wh ich  is  a  re - fo rmula t ion  o f  G. 's  po in t .  The reason o f  th is  over lap
might be found in a reinterpretat ion of  one's r ights and dut ies:  Gabr ie l la
takes  on  fo r  a  moment  G. 's  ro le  in  fo rmula t ing  (c f r .  the  resuming
character of "sempre" and "tutto" in line l5) the gist of the call:

( 1 7 )
(Ga=Gabriella

1 ^
r  u .

2
3
A:
5
6
1
8
9  G a .
1 0
11
L2
1 2  r t
I J  U .

I 4
1 5  G a :
1 a
I O  f r .

1 0
- L O  f r .

19
2 0
2 I
/  /  ( : a

I I  is on l ine, she has just been tel l ing a story)

in quaTche misura come dice /
i 7  poe ta  Mon taLe  " ch i  p i i  m 'a rna ,  p i i  non
mi  tocch i "  r ieJ-  senso che -  questo pas=

/  s a t o  l a =  /
/ =sc iamo lo  /
/  intan= /
7 = g i b i l e  /
/  ecco /

e
/  s t  A  /
/ v e r o  d  /
/  vero /

/  bene /
/  ( g raz te  L6nLe /

/ ;  e a m n r a  m a n T i n
l v

eh
nel- r icordo

/ bene /
/  g r a z r e  /
/  tante /
/  ( gab r i e l - l a  /
/  ( a r r i vede rc i  /

( c a .  a p p r . 0 . 5 )

( r i s i ng  i n tona t i on )
( f  a l l i ng  i n tona t . i on )

(de layed  bea t )
(  f a s t e r  )

T a s c i a r e  t u t t o

(  f a l l i ng  i n tona t i on )

(  f a s t e r  )

G. at any rate as the poct Montalc puts it "who lovcs mc
most he touchcs me not". in the sense that we'd better
lcavc this past untouched, put it this way.

Ga. ycs it is true it is true
G. well thanks very much
Ga. it is always bcttcr to lcavc everything
G. eh
Ga. in thc memory
G. wellthanks so much Gabriella
Ga. Byc
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G. se ts  up  a  rhy thmic  s t ruc tu re  in  l ines  4-8 .  ( the  poet ' s  verse  a lso
s o u n d s  w e l l - s c a n d e d ) .  G a b r i e l l a ' s  a f f i r m a t i v e  t u r n  (  " e  s i  d  v e r o  d
vero" /yes  i t ' s  tue  i t ' s  t rue" )  i s  we l l  in tegra ted  in to  the  pu lse ,  and so  ls
G. 's  p re-c loser  "bene"  in  l ine  13 .  Rhy thm breaks  down when Gabr ie l la
over laps  G 's  thanks  fo r  the  sake o f  re fo rmula t ing  in  o ther  words  G. 's
comment  on  Monta le 's  verse .  Th is  unexpected  e labora t ion ,  g iven  when
G.  i s  in  the  c los ing  sec t ion  and ready  to  pass  on  to  the  nex t  ca l le r ,
d isso lves  rhy thm and causes  prob lems to  par t i c ipants .  G g ives  a  "eh" ,  Ga.
pauses  a  shor t  wh i le  j  us t  be fore  "ne l  r i cordo"  .  A  new rhy thmic  s tuc ture
i s  e s t a b l i s h e d  d u r i n g  t h e  l e a v e - t a k i n g  p h a s e .  T h e  e l a b o r a t i o n  a n d  t h e
subsequent  rhy thmic  d is in tegra t ion  do  no t  seem to  be  rando ln ,  e i ther .
In  h is  a t tempt  a t  comment ing  on  the  verse ,  G.  fo regrounds " in tang ib i le "

by  a  r i s ing / fa l l ing  in tonat ion  and by  a  h igher  p i tch ,  and th is  enab les  h im
to  "exp la in"  the  sense o f  the  verse  quota t ion .  Whi le  f rom G. 's  po in t  o f
v iew the  fo reground ing  was to  serve  as  the  exp lanat ion  o f  (o r  comment
o n )  a  c l o s i n g - i m p l i c a t i v e  t u r n  ( t h e  v e r s e  q u o t a t i o n ) .  t h e  s a m e
contex tua l i za t ion  s t ra tegy  sounded to  Ga 's  as  an  assessment  in  need o f
confirmation and/or elaboration.

As in the other f ragments discussed so far (except f ragment (3)) ,  the
modera tor  seems to  make use o f  fa l l ing  in tonat ion  as  a(n)  (add i t iona l )
cue to  bu i ld  up  the  contex t  "c lose  the  ca l l " .  In  th is  case the  in tonat ion
fa l l s  on  "ecco" ,  bu t  he  uses  a lso  a t  leas t  two o ther  cues :  l )  "ecco"  ( "pu t  i t
t h i s  w a y "  o r  " t h a t ' s  i t ! "  )  i s  a  m o d a l i t y  m a r k e r  w h i c h  r e i n f o r c e s  t h e
assert ion (  i t  contextual izes the ef for t  to f ind the appropr iate expression);
2 )  the  r i s ing  in tonat ion  on  " in tang ib i le "  top ica l i zes  and fo regrounds the
ad jec t ive  ( inc identa l l y .  the  very  fac t  o f  d r iv ing  the  focus  on  " in tang ib i le "

m i g h t  b e  t h e  r e a s o n  o f  t h e  s e q u e n t i a l  m i s p l a c e m e n t :  G a b r i e l l a ' s  r e -
fo r rnu la t ion  migh t  have been t r iggered by  G. 's  asser t ion-comment  o f  the
poet ic verse).

4. El ufu trat i t t rt.s/t' o nt i rtttut i t t n s

I n  t h i s  s e c t i o n  w e  w i l l  l o o k  a t  e x a m p l e s  i n  w h i c h  t h e  c a l l e r s
d is regard  the  inv i ta t ion  to  c lose  the  ca l l ,  a l though the  modera tor  uses
rhetor ica l  means comparab le  to  those jus t  examined (s imi les ,  metaphors
e tc . ) .  The re levant  ques t ions  tha t  we w i l l  t ry  to  answer  in  the  course  o f
the discussion are:  i f  on a purely sty l is t ic  level  the act iv i t ies do not show
a s ign i f i can t  var ia t ion ,  what  i s  i t  tha t  makes the i r  s ta tus  d i f fe ren t?  Why
these s t ra teg ies  do  no t  work  in  ach iev ing  c los ing? In  ex t rac t  (18)  an  (19)
ca l le rs  d is regard  G. 's  c los ing  inv i ta t ion  and go  on  w i th  an  e labora t ion  o f
the  ca l l  ( l i nes  l  and 20141 respec t ive ly ) .  Note  tha t  a  res t r i c t ion  is  a t
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w o r k  h e r e  o n  a  t e m p o r a l  l e v e l ,  w h i c h  m i g h t  a c c o u n t  f o r  t h e
in te rpre ta t ion  o f  G. 's  ac t i v i t y  as  in  fac t  inv i t ing  c los ing .  Th is  res t r i c t ion
can be better formulated in the form of the fo l lowing maxim. "Given the
poten t ia l  la rge  number  o f  ca l le rs .  i f  an  agreement  i s  to  be  reached to
appropr ia te ly  c lose  the  conversa t ion .  t ry  to  reach i t  on  the  f i rs t  ava i lab le
occasion".
G r a z i a  e x p a n d s  i n  e x t r a c r  (  l 8 ) ,  a l t h o u g h  G .  h a s  c o m e  i n  w i t h  a
m e t a p h o r / f o r m u l a t i o n  (  " m a r o s i "  s t a n d s  f o r  " d i f f i c u l t i e s " ) .  A f t e r
mon i to r ing  Graz ia 's  a rgument  fo r  an  appropr ia te  locus  to  bound top ica l
t a l k .  G .  i n v i t e s  c l o s i n g  b y  a  f o r m u l a t i o n  w h i c h  s u m m a r i z e s  h e r  p o i n t
( l ines  l -6 )  The fo rmula t ion  is  couched under  the  gu ise  o f  a  metaphor :  " i
maros i  de l la  v i ta "  s tand ing  fo r  (more  or  less)  " the  d i f f i cu l t ies  o f  l i fe " .
Grazia disregards G. 's at tempt and elaborates a part  of  h is turn (cfr .  the
repet i t ion  o f  "se  s tess i " .  p receded by  a  marker  o f  d issent  "non so lo"  in
l ine 3 ) .

( 1 8 )

(Gr=Grazia is on l ine. around the end of the cal l)  )
1 G . q' , . t indi - diciamo cosi - una f orte icienti t{  per non
2  /  pe rde re  se  /
3  /  s L e s s i  /  ( c a .  0 . 7 )
4  /  n e i m a =  /
5  i = r o s i  d e l l a  /
6  i  v i t a  /  ( l eve l  i n tona t i on )
7  G r .  e  n o n
8  /  s o l o s e  /
9  r  s r e s s l _  /
10 ma ricordare in continuazione non perdi
11  neanche  g l i  aJ_ t r i  e t c .

G. so a s[()ng idcntity r)()t to lcxrse oncsell'in thc tempcst of lif'e
Gr. and not only oncself but rcmcmbering ct-rntinuousll, rtnc

docs not loosc thc othcrs ncithcr ctc.

A l though G.  uses what  on a lex ica l -s ty l is t ic  bas is  can be ident i f ied as a
me tapho r .  neve r the less  t h i s  i s  no t  enough  to  p romp t  t he  c l os ing .  Un l i ke
the cases d iscussed so far ,  th is  t ime the in tonat ion is  he ld  leve l  on "v i ta" .

and this might explain the continuation on the part of the caller. 1
Th i s  pa t t e rn  i s  even  more  ev iden t  i n  f r agmen t  (  19 ) ,  whe re  a  l ocus  o f  I
po ten t i a l  t op i c  bound ing  occu r  i n  l i ne  1 ,  when  G .  says  "ma  vuo le  un  (

p a s s a t o  d e n t r o  d i  l e i "  " b u t  y o u  w a n t  a  p a s t  i n  y o u r s e l f " .  U p o n
r a t i f i c a t i o n / a g r e m e n t ,  G .  c o u l d  h a v e  q u i c k l y  g o n e  i n t o  t h e  c l o s i n g
sec t i on ;  i ns tead .  he  expands  on  a  s im i l e  i n  l i ne  3 .  Two  o the r  j unc tu res

a r e  c a n d i d a t e  f o r  c l o s i n g .  I n  l i n e s  4 - 5 .  f o r  e x a m p l e ,  a  " p o e t i c "  n o u n
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phrase three-part  l is t  structure provides the cue as to the formulat ing
ac t iv i t y  car r ied  ou t  by  G.  ( foco la re  len to /b ruc ia  dent ro /d i  v i ta  fuor i ) .
Final ly in l ine l3 G. reaches a recognizable point  of  complet ion in the
descr ip t ion  o f  the  proper t ies  o f  th is  " r ipos ta  ident i td "  ( l ines  10-13) :  once
again Anna does not pick up the cue and continues in l ine l4:

(  1 9 )
(Guerzoni  is  now talk ing to A=Anna. around the end of  the cal l ,  t ry ing to
"read" her story)

1 G: ma r , 'uo1e un passato dentro di  le i
2  A :  s o n o  d ' a c c o r d o
3 G:  come una spec ie  d i  ca lo r  v i ta le ,  d i  -  d i
4 focolare lent .o che brucia denLro
5 e che da vi ta fu_osi  ( level  intonat ion)
6  A:  cer to ,  n r r  qua lcosa d i  m io  in  ogn i  caso' 7  G :  c e r t o  e  i m p o r t a n t e  ( . . .  )  q u e s t a  ( . .  .  )  i d e n t i t d . ,
B  n o ?
9 A :  s i
l0  G: che salva(guarda dal le intempcr ie ( level  intonat ion)

l l  A .  ( s i
17 G: c che non d contatninata da

l-l sguarcli indisc:rcti (level intonation)
l : l  A:  s i  etc.

G. but  you want a past  in yoursel f
A. I agree
G. as a sort of vital heat of - slow llrc which burns inside but

civcs life on the outside
A. certa in ly somcthing which is  mine in any case
G. ccr ta in ly but  i t '  s  important  ( . . . )  th is ( . . . )  idcnt i ty ,  isn ' t  i t ' /
A.  ycs
G. which saves onc
A. (ycs

C. (from thc tempcsts
A. yes
G. and is not contaminatcd by undiscreet looks
A. ) ,cs ctc.

In al l  the three transi t ions the intonat ion is level  ( l ines 5,  l0 and 13).
t o  c o n t e x t u  a h z e  u n c o m p l e t e n e s s .  T h i s  " c o n t i n u a t i o n "  p a t t e r n  i s  n o t
random, ei ther.  G. and A. seem to be somewhat compet ing over the roles
to be enacted and performed. For example Anna's "sono d'accordo" ( l ine
2) is a rat i f icat ion which is instead typical  of  G.;  or  in l ine 6 Anna gives a
speci f icat ion which shows her competence in the subject ;  cf .  a lso the two
"certo" given by both inter locutors in l ines 6 and 1 .  Another prosodic
pattern for  cont inuat ion can be observed in the fo l lowing transcr ipts.  In
Q0) and (2I)  we observe a r is ing/ fa l l ing intonat ion pattern in the last
beat  o f  G. 's  fo rmula t ion ,  respec t ive ly  in  l ines  7  and 20 .  A l though G.
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m a k e s  u s e  o f  ( i n d i r e c t )  s i m i l e s ,  t h i s  o n l y  s t r a t e g y  i s  n o t  e n o u g h  t o
secure a c losing: in both t ranscr ipts cal lers repeat G. 's last  i tem preceded
by a rat i f icat ion token, and then elaborate on the (sub)topic introduced
by the very item.
In  (20)  the  r i s ing / fa l l ing  in tonat ion  on  "osp i ta le "  t r iggers  the  focus  on
th is  i tem,  so  tha t  th is  p rosod ic  s t ra tegy  "w ins"  over  the  more  s ty l i s t i c
one (c f r .  the  s imi le  "come se  le i  avesse"  "as  though you had ' ,  as  a
formulating/closing straregy in line l ):

(20)
(M=Mirella is tell ing how she sometimes feels lonely in Naples)

1
2
3
A

5
6
1
8
9
1 0
1 1
T2

c.

M.

(21 )
(Gabriella

1 r -

2
3 M .
n:
I  t r .

6

G. quindi d come se fer avesse un
/  po d i  mal inco= /
/  n i a  i n  u n a  /  ( c a .  a b o u t  0 .  7  )
/  ter ra  s t ra= /
, /=n iera per  /
/  q u a n t o  i  ( f a s t e r )
/  o s p i t a l e  /  ( r i s i n g /  f  a l l i n g  i n t o n a t i o n )

M.  /  s i  pe r  /  ( ea r t_y ;
/ quanto ospi= / (same rhythm)
/ = t a l e  r i =  /  ( r i s i n g r / f a l 1 i n g  i n t o n a t i o n )
/ - pe to
perch6 /

thcn it is as tfrough yrtu had some ntelancholy in a strancer
land not matter how hospitablc i t  is
ycs no matter how hospitable I say becausc ctc.

The faster tempo at  the end of  G. 's turn can funct ion as a co-occurrent
contex tua l i za t ion  cue as  in  o ther  ex t rac ts  d iscussed so  fa r ,  bu t  aga in
what definetely guides interpretation is the intonation panern.

I n  ( 2 1 )  a  s i m i l a r  c o n v e r s a t i o n a l  p a t t e r n  o c c u r s .  G .  s t a r t s  h i s  c a n o n i c
a c t i v i t y  i n  l i n e  I  u s i n g  " q u i n d i "  ( " t h e n " )  a s  a  f o r m u l a t i o n  m a r k e r .
Mar iucc ia  repeats  " la  p resenza"  and "  d i  un  passato"  in  l ines  3 /4  and
l0 i  I  I  respec t ive ly .  The modera tor  goes  on  w i th  conf ron t ing  the  pas t
a n d  t h e  p l e s e n t .  F i n a l l y ,  M .  c o n t i n u e s ,  e x p a n d i n g  o n  " r i n c u o r a ' ,
("soothes") :

is on l ine. Guerzoni gives a lenghty formulation her story)

quindi 7a pre=
/=senza  /
/  La  p re=  /
/ =senza  /

/  s t an te  d i  /



M .

l'{ .

1
I
9
1 0
1 1
I 2
1 3
L 4
1 5
7 6
I 1
1 B
1 9
2 0
2 I
2 2
2 3
2 4
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/  . . -
/  Lr r r  Pcr> -

/ - a ^ r ^
/  - J C r L - r J

di
/  un pas= /
/ - ^ ^ r ^  /

, i  ->c1 L\ ,  /

/  e h -  /
/ '  I  ' e vo lu=  i
/=z : -one /

r h a  r ' l a  I  n t o l  n r a a r F a
u / / s  s Q L  v u s a  P A > J c r L U

ad ogrgi - d in fondo
/  spec ie  d i  r a f= i
/  f ronto  /
/  che r in= /
/ = c u o r a  /
/  cer to  r in= /
/ =cuo ra  se r r z ' = /
/  =al-Lro /

n o r n h a ,  / n  6 l  i n  r i
t / v r  

v : a v  .  \  v  .  v  /

s l  d  determinata per  ven i re
U J J A

(  f as  t e r  )
(  r i s i n g /  f a l l i n g  i n t o n a t i o n )

r imango sernpre etc.

G. so thc prescncc
M. lhc prcscncc
G. thc costant  prcscnce o1'a past
M.  o l -a  pas t
G. and thc cvolution that has occurrcd from tiat past to come to

today is in the heart of hearts a parallel that sootles
ivI .  ccr ta in l ) 'no bt lubt  i t  soot t lcs,  bccausc I  rc -  remain always etc.

The rhythmic pattern is on the whole integrat ive:  the repet i t ions are
wel l  integrated into the rhythmic pulse.  The cadence accelerates when G.
comes a t  the  end o f  h is  fo rmula t ion .  jus t  I i ke  f ragment  (2AS The
r is ing / fa l l ing  p i tch  movement  (as  opposed to  fa l l ing  or  r i s ing  on ly )  on
" r incuora"  migh t  be  v iewed as  concur r ing  to  cue h is  fo rmula t ion  as  in
need of  e laborat ion on the part  of  the cal ler ,  as though the moderator
wanted the caller to expand on the very "rincuora".

There is however an aspect of  the discussion which perhaps needs to
be fu r ther  e labora ted .  The s ta tus  o f  G. 's  top ic  bound ing  ac t iv i t ies  i s
q u e s t i o n a b l e  i n  t h e  l a s t  t w o  f r a g m e n t s ,  f o r  a l t h o u g h  t h e y  c o n t a i n  a
r e s u m i n g  d e v i c e  l i k e  " q u i n d i " ,  h i s  a c t i v i t i e s  c a n  a l s o  b e  h e a r d  a s
asser t ions  in  need o f  ra t i f  i ca t ion /d issent  (o r  whatever  e labora t ion  migh t
be made relevant at  that  point) .  In (20) G. 's at tempt at  general iz ing f rom
Mirel la 's story for  example might have beeen interpreted as referr ing to
her  persona l  exper ience in  a  "s t ranger  land" ,  ins tead to  a  un iversa l
aspec t  o f  l i fe  tha t  anybody can exper ience.  In  (2 t1  aga in  " r incuora"

might  have been taken by  Mar iucc ia  as  re fe r red  to  her :  "soo thes  you" ,
i n s t e a d  o f  a  m o r e  g e n e r a l ,  n e u t r a l .  u n i v e r s a l  p a t t e r n  g l o s s a b l e  a s
"soothes  a l l " .  [ f  th is  i s  the  case,  in tonat ion  in te rac ts  in  impor tan t  ways
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w i t h  m o r e  s e q u e n t i a l  a s p e c t s  o f  c o n v e r s a t i o n  i n  c o n v e y i n g  c o n t e x t -
bound interpretations.

The fo l low ing  two f ragments  document  a  ye t  d i f fe ren t  pa t te rn  in
closing at tempt.  The moderator is now in a hurry,  but  the cal ler  does not
pick up his cues.
In (22) Mariel la reaches a point  of  possible complet ion of  her story (cfr .
"cos f "  in  l ine  ?14) .  G.  a l lows two s i len t  beats  to  e lapse be fore  coming in
wi th  the  pre-c loser  "  bene "  ;  Mar ie l la  unexpected ly  e labora tes  her  s to ry
wi th  an  assessment  (  "sono r i cord i  be l l i ss imi ,  do t to r  Guerzon i " ) ,  tha t  she
cou ld  have produced be fore  the  pause.  G.  ra t i f ies  the  assessment  w i th
t h e  d e l a y e d  t o k e n  " c e r t o "  a n d  g o e s  o n  n o w  t o  r e s u m e  M i r e l l a ' s
cont r ibu t ion  (c f r .  "po t remmo r iassumere"  in  l ine  l6 )  But  the  ca l le r
reciprocates wi th a rei terated qual i f ier /quant i f ier  "molto" which t r iggers
the third at tempt by G. to bound the topic.  The "va be he" in l ines 23125
and M. 's  "e  -  e "  in  l ine  26  in  over lap  index  (and to  a  cer ta in  ex ten t
symbol ize) the di f ferent contexts that  the two part ic ipants are in:  G. is
c lear ly  in  the  contex t  o f  "c lose  the  ca l l " ,  wh i le  Mar ie l la  i s  s t i l l  i n  the
teller's role:

Fragment (22)
(Mirella on the phone around the end of the call)

1  M .
2
3
A

5
o

1
u  u .

9  M .
10
11
12
13
I4
I l  t r .

16
n
18
19
2 0
2 1  M .
a 1
L L

1 ?  .
L J  U .

2 4
2 5
zo Ivl :

21

e  con tava  fe  po r te  de l - l -e  case  pe rche  non  s -1
vedeva -  fe contavo e arr i=

/ = v a v o  c o =  /
/ = s i  a l -  n e =  /  ( c a .  0 . 5 )
1 = g o z i o  /
/ ^  /
/ ^  /

/  b e n e  /  ( l a t e  b e a t )
e

/  questo /
/ m t  /

sono r icordi bel- l- issr.ml do
/  dot tor  guer= /
/ =zon:- /

/  c e r L o  /  ( l a t e  b e a t )
quindi mi pare Mirel- l-a che potref inno r iassumere

fa sua teJ-efonata neL
/ segrno
u  d e l l a  n o s t a l =
1  = g L a

/  mol t .o
/  mol - to

/ h o
/ P e

i  ( h e
(e -  e  sono
ar icora aLLe

/ - l ^ ! ^ \
\ r c r L v /

(  f  a l l i ng  i n tona t i on  )
(ea r l y  bea t .  ) I

- ^ - t  ! ^  1 ^ - ^ r ^
t t r \ ) - L  c \ J  - Lcga .La ,
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N'[. and I uscd to count the dtlors of the houscs because I couldn't
see -  I  would count them and I  would get  to the shop. (1. l )

G. wel l
M. and this I (0.6) thcse arc beautiful memories doctor Gucrzrtni
G. certainly it secms to me then Mariuccia that we could summarize

your call in thc sign of nostalgy
M. vcry much vcry much
G. okay hc
M. and - e: I am very affcctionatc to my friends etc.

Prosodic features in the f ragment of  conversat ion can tel l  us that  is
s p i t e  o f  q u i t e  d i f f e r e n t  c o m m u n i c a t i v e  i n t e n t s ,  t h e  c o n v e r s a t i o n a l
managment is perfect ly t imed, except for  the somewhat delayed "certo"
in l ine l5 and M. 's "molto,  molto" in l ines 21122. Al though "certo" is here
a posi t ive rat i f icat ion of  a preceding assessment,  however in the context
of  th is instance of  radio-talk,  i t  takes on a part icular meaning, in that  we
not ice  tha t  the  modera tor  somet imes de lays  these smal l  tokens  when
they  serve  boundary  work  ( index  c los ing ,  see  f ragments  (14) ,  (15) ,  (22) ,
fo r  example) .  In  th is  par t i cu la r  case,  "cer to"  can func t ion  as  a  p re-pre-
c loser .  Mar ie l la 's  an t ic ipa t ion  in  l ine  21122 contex tua l i zes  tha t  she  is  no t
ready  ye t  in  c los ing  the  ca l l ,  fo r  she  t rea ts  G. 's  "segno de l la  nos ta lg ia"
again not as his s ignature to the whole of  the story,  but  essent ia l ly  as
re fer r ing  to  her  persona l  con t ingency .  The an t ic ipa t ion  momentar i l y
d is rup ts  the  rhy thmic  s t ruc tu re ,  wh ich  is  then resumed co l labora t ive ly
at the older pace.

Extract  (23) which fo l lows can be said to represent an "extreme case",
in  tha t  the  modera tor ' s  and ca l le r ' s  in te res ts  v is ib ly  d iverge .  G. 's  f i r s t
at tempt to give a formulat ion of  h is own (" terra amata,  terra avi ta")  is
over lapped by  Mi re l la 's  de layed (and,  f rom the  modera tor ' s  po in t  o f
v iew,  unexpected)  spec i f i ca t ion  o f  the  vague and indef in i te  "cosa"  in
l ine 5.  The unexpected character of  the turn in l ine 14 can be accounted
for ,  too .  G. 's  de lay  o f  h is  rou t ine  ac t iv i t y  o f  inv i t ing  c los ing  arguab ly
or ients to the level  intonat ion of  the last  part  of  Mirel la 's turn in l ine 5,
as though she had not f in ished what she wanted to say.  The pauses in
l ines  618 l l0  and the  two f i l l e rs  in  l ines  I  and 9 .  be t te r  descr ibed as
turn-taking passesl  l  a l l  in al l  g ive enough ground to G. to infer that  t ime
is ripe for him to close the call (or, put differently, that for his practical
purposes a suf f ic ient  span of  t ime has elapsed which indicates that M. 's
r igh t  to  cont inue is  momentar i l y  suspended or  na tura l l y  exp i red) .  G.
r e c y c l e s  i n  l i n e  1 8 ,  b u t  a g a i n  t h e  s e c o n d  p a r t  o f  h i s  m e t a p h o r  i s
interrupted by Mirel la.  I t  is  not  unt i l  l ine 13 in  the  sequence tha t  he

I  I  Sce '  Coupcr -Kuh len
prosody

(  1989a)  fo r  a  no t i< ln  o f  " s i l e  n t  ba t "  as  a  tu rn  tak ing  pass  in
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manages to complete his formulat ion,  again over lapped by Mirel la (who
points to the problemat ic character of  her ouer lapping, by echoing " terra
amata" and thus showing other-at tent iveness),  a l tnougn i r i r  at tempt was
already and irreversibly doomed to failure:

Q3\
(Mirella again. G tries to close the already lenghty call)

1  M .
2
3
A
!

5
O  ( r .
'1

8  M .
9
1 0  c .
1 1
12
1 3  M .
1 4
15
1 6
'11 .-l /  u .

1 8
19
2 0
) 1  M
')a r
L L  \ J .

2 3  M .
. \ A
L +

mi  met to  q l i  occh ia l - i  pe rche  sono  taLmente
emOziOnata ad inrr ' ' , r ' t f rara . 'UaJ-CUnO - Che CO^OSCO da
l n  R I  < . , m ^ r a  

Y
\ v . v /  p s r r r r y r s  J _ n s o f t t r n a  ( 0 . 8 )  e h :  C h e  n o n  S o  m L

n r a n r { a  n r n n - . i  nL lL  = t r r l c  PL up l  tu  t  l r rd  cosa (  f  eve l  in t .onat ion  )( 1 . s )
uhm /

( 1 . 3 )
^ L
= f f

( 1 . s )

/=somma /
/  Le r  ( ra  am6ta /

/  ( p rop r i o  un 'ag i t az i6ne  -  non l - o  ( l a t e  b e a t  )
/ s o

/  ter ra  a=
/  - * -  t s  -

/  - r r r c l  Lc t

/  ter ra

(e prSprio si
i  te r  ( ra  v i ta  /

t6rra am6.ta
e mi  d isp iace anche etc .

M. I put on my glasses becausc I am so emolional to meet - somebody -
whom I know since (0.6) always you know (0.g) ch: that I don't
know I feel something (0.7)

G. uhm (0.8)
M. ch:  (0.7)
G. all in all b(eloved land
M. (actually a sort of unrestness I don't know ( L0)
G. belovcd land.
M. (indeed yes
G. lif(e land
M. beloved land - and I fcel sorry too ctc.

When G. t r ies to c lose the cal l ,  M. interrupts him, accelerat ing the
cadence in l ine 14, but destroying for a whi le the rhythmic pattern.  I t  is
G.  who re -es tab l i sh  the  o ld  one in  l ines  17- lg ,  bu t  M.  in te r rup ts  h im
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a g a i n  w i t h  t w O  a n i S O C h r o n o u S  S t r e S S e S  O n  " p r o p r i O "  a n d  " S i " .  G ' S

subsequent  s t ress  on  " te r ra" ,  a l though la te  w i th  respec t  to  M. 's  one on

"s i " ,  s t i l l  i s  in tegra t ive  w i th  respec t  to  the  o ld  ma in  pa t te rn .  Once aga in .

Mi re l la  over laps  G.  in  l ine  23  comple te ly  d is regard ing  the  rhy thm.  wh ich

instead G. was striving for.

D i v e r g i n g  c o m m u n i c a t i v e  i n t e n t s  s e e m  i n  t h i s  c a s e  t o  r e f l e c t

d i f fe ren t .  incompat ib le  contex tua l i za t ion  cues  charac ter is t i c  o f  th is  k ind

of  ro le  re la t ionsh ip .  The rhy thmic  pa t te rn  i s  one o f  these cues  tha t  s igna l

what  par t i c ipants  a re  do ing  a t  each s tage in  conversa t ion .  The d iverg ing

c o n t e x t s  t h a t  p a r t i c i p a n t s  e n a c t  u l t i m a t e l y  r e s u l t  i n  r h i i t h m i c

anisochrony.

5. Et'uluittit,e murkers untl role-plut's

ln  th is  sec t ion  we w i l l  be  more  c lose ly  concerned w i th  another  type

o f  n o n - p r o t o t y p i c a l  c l o s i n g ,  l o o k i n g  a t  t h e  r e l a t i o n s h i p  b e t w e e n  r o l e

ass ignments  and prosod ic  contex tua l i za t ion  cues .  C los ing  is  ach ieved,  bu t

the moderator has to signal his right to put an end to the call.

Incumbent social  re lat ionships can be made relevant in the course of

an  in te rac t ion .  and i t  i s  usua l ly  poss ib le  to  de tec t  the  ways  in  wh ich

speakers 'o r ien t  to  the  ro les  they  car ry  w i th  them by  us ing  appropr ia te

contex tua l i za t ion  cues .  Some examples  o f  th is  d imens ion  o f  con tex t  have

a l r e a d y  b e e n  d i s c u s s e d  i n  s e c t i o n  , 1 .  N o w  w e  w i l l  c o m e  b a c k  t o
"ach ieved"  c los ings ,  and look  a t  aspec ts  o f  i t s  accompl ishment  th rough

r o l e - c o n s t r a i n e c l  i n t e r a c t i v e  w o r k  W e  h a v e  a l r e a d y  s e e n  t h a t  t h e

m o d e r a t o r  r o u t i n e l y  u s e s  m a r k e r s  l i k e  " b e n e " ,  " i n S o m m a " ,  " q u i n d i "  e t c .

t o  s i g n a l  a p p r e c i a t i o n  o f  c a l l e r ' s  s t o r i e s  a s  f  o r e w o r d  t o  h i s  c l o s r n g -

imp l ica t ive  fo rmula t ion .  Th is  fo rmula t ion  was shorvn  to  be  the  rou t ine

way to  inv i te  the  c los ing  o f  the  ca l l s .  In  some cases ,  however ,  i t  i s  the

ca l le rs  who bound the  top ic ,  bu t  s t i l l  G .  who ra t i f ies  the  tu rn ,  i f  the

c l o s i n g  i s  t o  c o m e  a b o u t  a t  a l l .  C a l l e r s ' c l o s i n g - i m p l i c a t i v e  t u r n s  g a i n

their status only upon G.'s ratif ication/acceptance.
ln  the  fo l low ing  f ragments  the  ca l le rs  p rov ide  a  conc lus ive  fo rmula t ion

w h i c h  i s  t r e a t e d  b y  G .  a s  c l o s i n g - i m p l i c a t i v e  w i t h  h i s  t w o  s o m e w h a t

de layed eva lua t ive  markers  "bene"  (ex t rac ts  (24)  (25)  and (26)  and "ho

cap i to "  ( .ex t rac t  (26) ) .  Readers  a re  a lso  inv i ted  to  look  a t  the  new

cadence in  the  
' thanks '  sequence in  each f ragment .  In  par t i cu la r  in  (25)

and (? .6 )  the  cadence increase,  in  (24)  i t  decreases ,  c rea t ing  a  cont ras t

with what has come before.
In  (24)  Graz ta  s igna ls  tha t  she  is  ready  to  c lose  w i th  a  conc lus ive

asser t ion  "ma per  me non e  cos i "  in  l ines  3-6 .  Not ice  tha t  she  a l lows a



s m a l l  p a u s e  t o  g o  (  l i n e  3 ) ,  s o
sur round ing  ta lk ,  and th is  g ives
impress ion  is  a lso  he igh tened by
"per me non b cosi".
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tha t  her  asser t ion  s tands  ou t  f rom
t o  i t  a n  a i r  o f  c o n c l u s i v e n e s s .  T h i s
the  fac t  tha t  she  rhy thmica l l y  scands

(24)
(Gr=Grazia has a positive feling about the past)

Gr .  un  m io  am ico  m i  d i ceva  ma  e  un  peso  (1 .0 )
po r ta r s i  d i e t ro  t u t t o  ques to  e  un  g rosso
peso - ma per

/ m e n o n  /
/  i  /  ( c a .  0 . 3 )
/  c o s i  /  ( r i s : - n g /  f a l l i n g  i n t o n
i ^  /

I
2
3
A

5
6
1
8
9
1 0
1 1
12
1 3
I4
1 5

G . /  bene

/  g r a z i e
r  t an te
/  Graz ia

/  a r a z i a  =/ Y -

/ Iet- buon=
/  - a i  n r n n

/  - y r v ! r r v

(  s l o w e r  ,  c d .  0  . 4  )

( l -a t .e  )

Gr .  a  l - r i cnd  o l  m ine  uscd  to  say  bu t  i t
(0.5)  is  a hcavy wcight  -  but  tbr  n ie i t  is  not  so (0.8)
G. wcll (0.tt) thanks so much Crazia
Gr. thank you byc

is  a  wc igh t  (1 .0 )  d ragg ing  a l l  t h i s  beh ind

The r is ing/ fa l l ing intonat ion in l ine 6 could have been interpreted by G.
as  a  top ica l i z ing  dev ice ,  as  a  way to  b r ing  the  focus  on  "cos i "  (as  i t
happens o f ten  in  conversa t ion ;  fo r  th is  d iscuss ion ,  see  f ragment  (20) ,
(21)) .  However G. t reats the assert ion as a s ign of  leaving the studio l ine,
and thus shorvs to be or ient ing more on the closing- impl icat iveness of
lexical-semant ic content,  than on the prosodic packaging of  Grazia 's turn
component (recal l  that  the moderator has the pract ical  task to bound the
talk ing space in favour of  other cal lers wai t ing on the l is t ,  so that  the
argument is plausible from a purely pragmatic perspective).

In  ex t rac t  (25)  G.  s ta r ts  h is  fo rmula t ion  in  l ine  I  w i th  "qu ind i " ,  bu t
Gabr ie l la  expands on  i t  un t i l  she  fo rmula tes  a  conc lus ive  po in t  in  l ines
12-14 "non credo servano ael i  a l t r i " .

(25)
(Gabriella II)
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1 c .  qu ind i  in  qualche modo 7e i  non l i  comunica
2 per preservarl-i
3  Ga.  eh:  d ic iamo che i  r icord i  per  me
4 sono mie i  e  mi  sono serv i t i  a
5  c r e s c e r e  ( . . . )  p e r d n o n  s  - n o n
6 / credo /
1  /  s e r v a n o  a g l i  /  ( f a s t e r )
8  /  a l t r i  i
9  i ^  /
1 0  G .  /  b e n e  /
1 1  /  g r a z t e  /
12 /  tante  /  (very  fas t ,  new rhythm)
1 3  / e h G a =  /
7 4  / = b r i e 1 1 a  /

G then in some ways you don't talk about them in order to keep thent
Ga. wcll lct's say that thc memories arc mine and they have hclped

mc become adult (...) but I don't think thcy can bc helpful to olhers (0.9)
G. well thanli-s so much eh Gabriella

Again  here the asser t ion is  made sa l ient  by  a  rhythmic  scans ion and
by  a  pause  immed ia te l y  be fo re  i t  ( l i ne  5 ) .  The  f a l l i ng  i n tona t i on  i s  t he
f ina l  cue which te l ls  the moderator  how Gabr ie l la  in tends her  asser t ion
to  be unders tood.  Af ter  a  s i lent  beat  the moderator  per forms the c los ing
sect ion by acce lerat ing the cadence (a l ready fast )  even more,  perhaps
showing ind i rect ly  that  he is  fu l ly  in  the same context  as  the ca l ler ,  or
that the cues do not have an ambiguous status this time.
In  (261 Bruna makes a f ina l  s ta tement  o f  her  own,  summar iz ing her
argument  by re ference to  un iversa l ly  shared features o f  the h  u  m a n c t
cond i t i o  ( c f r .  " d i  t u t t i "  i n  l i ne  l ) .  Two  o the r  cues  wh i ch  i nd i ca te  t ha t
B runa  i s  comp le t i ng  he r  a rgumen t  and  t hus  mov ing  i n to  t he  c l os ing
sect ion is  the use of  the hyperbo l ic  "umaniss ime"  in  l ine 1  and the use of
t he  impe rsona l  " s i "  i n  l i ne  2 ,  wh i ch  t oge the r  w i t h  "d i  t u t t i " ,  s i gna l  t ha t
the speaker ,  by  means of  var ious "ad hoc"  generahzat ions,  has come to
(  i nv i t es )  a  conc lus ion :

(Fragment 26)
(B=Bruna tends to remove aspects of her past)

1  B.  guesLe zone anche:  -  che sono urna=
2 n iss ime che
3  /  s o n o  d i  /  ( c a .  0 . 5 )
4  /  t u t t i  /
5  /  d i - d i  /
6 i ombre /
1  d i  - s r .
8  /  tende a r i=  /
9 /  muoverle /
1 0  G  .  /  h a  n a n i  r _ n  i  ( l a t e  )



1 ^
/ bene

i  g r a z t - e  i n f i =  /
/  n i - te  /
r Bruna dh /

B .  /  p reg ro  /
/  g r a z i e  a  /
/  1 a i  /

/  buongiorno /
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(  ea r lY  I
(  f a s t e r ,  c a .  0  . 4  )
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t 1
L2
13
L4
1 5
1 6
I 1
1 8
I 9

(  f a s t e r ,  r u s h e s  )

B. thcsc spots which arc also vcry much human which bclong tcr
cvcrybody of - ol'shadows ol - onc tcnds to rcnlovc thcm (0.6)

G. I  scc (0.6)  wcl l  thanks a kr t  Bruna c l r
B. you arc u'clconrc thanks to you hyc

T h e  i n v i t a t i o n  t o  c l o s e  t h e  c a l l  i s  t r e a t e d  a s  s u c h  b y  G . ,  w h o
nevertheless or ients to the role he typical ly assumes in the show: his "ho

cap i to "  fo l lowed by  a  pause in  l ine  I  1  a rguab ly  has  a  s t ronger  ro le
d i r e c t i v e  f u n c t i o n  t h a n .  s a y , a  h y p o t h e t i c a l  " c e r t o "  o r  " s i " ,  w h i c h  a r e
i n s t e a d  t h e  u n m a r k e d  r e c i p i e n c y  t o k e n s  i n  m u n d a n e ,  n o n  r a d i o
conversa t ion .  Wi th  "ho  cap i to " ,  G.  shows the  asymmet r ic  re la t ionsh ip
b e t w e e n  t h e  t w o  p a r t i c i p a n t s :  h e  h a s  t h e  r i g h t  t o  j u d g e  t h e
a d e q u a t e n e s s  o f  B r u n a ' s  p o i n t .  ( T o  s e e  t h i s  p o i n t ,  j u s t  i m a g i n e  t h e
dispreferred status that  the negat ive version of  i t  "non ho capi to" would
have in  th is  occas ion) .  A  s i len t  beat  in te rvenes  be fore  the  modera tor
moves qu ick ly  in to  the  c los ing  sec t ion ,  background ing  "bene"  by  the
faster cadence (  "ho capi to" replaces i t  funct ional ly) .  Again i t  seems that
the  modera tor  rushes  in to  the  c los ing  proper  as  soon as  there  is  no
ambigu i ty  as  to  the  re levant  contex t  enac ted .  The pause be fore  "ho
capi to" is the locus where the cal ler  could have cont inued: i t  the cal ler 's
s i lence.  When she does  no t ,  he  g ives  a  ra t i f i ca t ion  fo l lowed by  a  s i len t
beat :  in  th is  way par t i c ipants  negot ia te  (o in t l y  con tex tua l i ze)  the  c los ing
t0 come about.  As in f ragment (25),  the s ign which tel ls us that  the
par t i c ipants  a re  in  the  same contex t  i s  the  fas te r  cadence o f  the
modera tor  ( l ines  l4 -  I  6 ) ,  fo l lowed by  an  even fas te r  pace by  Bruna in
lines l7-20.

The contex tua l i z ing  work  tha t  par t i c ipants  do  in  re la t ion  to  a  task  in
c o n v e r s a t i o n  m a y  c o n c e r n  t h e  d i s p l a y  o f  a s p e c t s  o f  t h e  s o c i a l
re la t ionsh ips  wh ich  ho lds  in  par t i cu la r  communica t ive  encounters .  In
(27)  Rober ta  reaches  a  poss ib le  comple t ion  po in t  when she says  " le

vos t re  voc i  (  )  m i  t i rano su  "  ( l ines  |  -4 ) .  Ins tead o f  t rea t ing  i t  as
indexing closing invi tat ion,  G. elaborates the topic wi th another assert ion
( l ines  -5 -6) ,  upon wh ich  Rober ta  re fo rmula tes ,  add ing  a  marker  o f
quant i t y  ( "mo l t i ss imo" )  in  l ine  8 .  G.  a t  th is  po in t  ra t i f ies  the  c los ing-
i m p l i c a t i v e  c h a r a c t e r  o f  R . ' s  r e f o r m u l a t i o n ,  r e c i p r o c a t i n g  w i t h  a n
assessment  (  "ma ques to  B una cosa mol to  impor tan te" ) ,  add ing  to  R 's
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point .  Seen as a task for  the moderator ,  the sequence can instead be
viewed as a negotiation of role-sensitive meanings:

(27)
(R=Roberta has a difficult relationship with her past)

1  R .
2
3
A=
J  U .

b

/  l l _ .

8
9  c .
10
1 1
I 2
1 3
1 A

1 5
I 6

anche sentire , le
/ n o i m i  /
/  t i rano
/  < r r

/  da con=
/  = fo r t o

mi confortano
mo l t i s s imo
r a r f ^  m A  m r ^ - t s ^L g a  L v  r l l q  v u g J  L L /

/  cosa
/  mo l t o
/ imPor=
/ = tant.e
/  n r s o 4 a
/ Y -

/  tante
/ R.oberta

vostre voci che sono vicino a

/  ( c a .  0  . 4 1

d una

/  ( c a .  0 . 4 )

/
/  (s l iq rh t ly  s lower /  new rhythm)
/

R. also listening to your voices that are close to us they cheer me up
G. thcy comfort you
R. they comfort me very much
G. certainly but this is vcry important thanks so much Roberta

U p o n  " m i  c o n f o r t a n o  m o l t i s s i m o " ,  G .  c o u l d  h a v e  r a t i f i e d  t h i s
formulat ion (an indexical  s ign for  c losing is the hyperbol ic quant i f ier
"molt issimo"),  and gone into the c losing sect ion only wi th thanks. G's re-
re -asser t ion  ( "ques to  b  una cosa mol to  impor tan te" )  ins tead or ien ts  to
h is  ro le  in  two ways .  F i rs t ,  the  sequent ia l i t y .  He does  no t  a l low a
counter assert ion by R. (he goes quickly to thanks, indexing his turn as
the last  in th is chain).  Secondly,  the faster cadence cues i t  as a c losing
already, wi th no return into ta lk.  He is already on the context  of  c losing
when he ant ic ipates the beat in l ine 10. Final ly the even faster cadence
in l ine l5-17 makes his last  assert ion stand out f rom the closing sect ion
proper.

Th is  subt le  ro le -p lay  in  negot ia t ing  c los ing  can perhaps  be  be t te r
observed in t ranscr ipt  (28).  Here again i t  is  the cal ler  F.  who proposes a
f inal  statement.  The closing impl icat iveness of  the assert ion is conveyed
through the reference to some character ist ics which are fundamental ly
and intersubject ively s imi lar  (" tut t i  quant i  noi"  "everyone of  us" in l ine
I ) and by the "allora" in lines 5-6 as a resuming device:

(28)
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(F=Fernanda thinks that the past is not faithful)

1  tu t t : .  quant i  no i  -  ra f f ront iamo i  nost r i  r icord i
2 con rJ presente - non so - r i torniamo in un Tuogo
3 e cr sembra diverso pi i  bru - brutto pi i  bel- l-o
4 per cui non d fe=
5  i  d e l e e a l =  i
6  /  = 1 o r a  n o n  i  ( c a .  0 . 5  )
1 /  serve /
8  c .  /  bene  i
9  F .  /  c i o  che  non  d  f e=  /
10  /=de le  non  /
1 1  /  s e r v e  /  ( s l i g h t l y  r i s i n g  p i t c h )
1 2  c .  /  p e r o  e h  -  e h  /  ( l a t e ,  h i g h e r  p i t c h )
- L J  I ,  V A

14 /  bene? /
l J  U .  V a

16  /  bene  Fer=  /  ( same rhy th rn )
I1 /=nanda /
L 8  F .  /  t a n t e  /
1 9  /  c o s e  /  ( v e r y  f a s t ,  C d .  0 . 2 )
20  /  buon=  /
2 I  / = g i o r n o  /
2 2  /  d ' a c c o r d o  /

G. you fcar a sort of intidclity of memories?
F. ycs no no doubt no doubt becausc we all compare our mcmorics

with tic prescnt - I don't know - we come back to a place and it
looks difl'ercnt more bad-kroking, more attractive, for this it is
not laithful and so it is not useful

G. wcl l
F. what is not faithful is also not usel'ul
G. oh dcar eh ch
F. is that all right' l
G. it is all right Fer(nanda
F. (all thc hest byc
G. okay

The ac t iv i t y  o f  resuming is  acknowledged by  G. 's  canon ic  p re-c loser  in
l ine 8 and fol lowed by Fernanda's re-formulat ion of  her point  ( l ines 9-

,  l l )  in  a  mode wh ich  echoes G. 's  rou t ine  way o f  do ing  i t :  in  th is  way,
Fernanda takes over G. 's role,  and in doing so she openly rel ies on the
fact  of  chronological ly being a " late" cal ler ,  thus having the advantage of
a l ready  knowing how the  who le  mechan ism works .  In  the  sequence
from l inel2 to 17 members in some way repair  the subversion of  ro les,
th rough the  account ing  ac t iv i t y  wh ich  bo th  read i l y  p rov ide .  G.  comes in

,  l ine 12 with an appreciat ion token which indicates that what has come
before is in need of some kind of inspection, thus indirectly re-affirming

'  h is  ro le ;  F .  exp l i c i t l y  po in ts  to  i t  (see  a lso  the  s i len t  beat ,  wh ich  may

.  
ind ica te  tu rn  negot ia t ion)  by  ask ing  an  eva lua t ive  op in ion  o f  G.  ( l ines

I
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l 3 -14) .  who is  in  tu rn  ready  to  p rov ide  a  pos i t i ve  ra t i f i ca t ion  o f  her
formulat ion by reciprocat ing the same marker "bene".  The actual  c losing
can then on ly  take  p lace  when ro les  a re  open ly  and unambiguous ly  re -
established.

The work  par t i c ipants  do  in  th is  case to  smooth  over  the  prob lems
c r e a t e d  b y  a  s u d d e n  e m e r g e n c e  o f  r o l e - c o n s t r a i n e d  s i t u a t i o n a l
p a r a m e t e r s  i s  w e l l  c o o r d i n a t e d ,  a s  l o n g  a s  r h y t h m i c  i n t e g r a t i o n  i s
concerned.  The on ly  cue po in t ing  to  the  prob lemat ic  charac ter  o f  th is
exchange is  the  la te  beat  in  l ine  12 ,  wh ich  migh t  index  someth ing  l i ke
" s u r p r i s e "  i n  n o t i c i n g  t h a t  F e r n a n d a  u s e s  h i s  o w n  s t y l e  i n  h e r
formulat ion (she could in fact  have been contented with the f i rst  version
of her assert ion in l ines 4-1) After G. says "va bene, Fernanda",  she goes
i n t o  t h e  c l o s i n g  s e c t i o n  a t  a  v e r y  f a s t  c a d e n c e ,  w h i c h  s i g n a l s  t h e
u n a m b i g u o u s  s t a t u s  o f  t h e  c o n t e x t  " c l o s e  t h e  c a l l "  a f t e r  t h e  r e -
es tab l i shment  o f  mutua l  soc ia l  re la t ionsh ips .  Not ice  a lso  tha t  in  her
second recyc led  asser t ion ,  F .  o r ien ts  aga in  to  G. 's  ro le  by  de l i ver ing
"serve"  in  a  r i s ine  in tonat ion .  as  thoueh to  ask  "conf i rmat ion"  to  the
expert.

9. Conclttsions

In  th is  paper  ins tances  o f  open ings  and c los ings  in  a  popu lar  I ta l ian
radio cal l - in programme were analysed, part icular ly looking at  how the
moderator and the cal lers jo int ly bui ld up the relevant contexts through
in te rac t ive ,  con tex tuahzrng work .  The ana lys is  o f  some examples  o f
openings has shown that start ing the cal ls in some cases requires a fa i r
amount of  interact ive work,  especial ly on the level  of  sel f -presentat ion
and face-work.  The moderator can use di f ferent strategies,  these being
accountab le  i f  one  cons iders  the  background assumpt ion  wh ich  l ies  a t
the  bas is  o f  the  modera tor ' s  ac t i v i t y  o f  p resent ing  the  top ic  fo r
d i s c u s s i o n .  A l s o  h e  i s  o b s e r v e d  t o  e n a c t  d i f f e r e n t  s o c i a l  p e r s o n a e ,
somet imes abandon ing  the  rou t ine  s t ruc tu re  and the  ins t i tu t iona l i zed
topic set  at  the beginning of  the show, for  the sake of  get t ing into more
in t imate  (o r  persona l ,  o r  p r iva te)  ta lk  w i th  the  ca l le rs .  Bes ides ,  these
"er ro rs"  have mot ives  genera ted  f rom the  conversa t ion ,  and wh ich  can
be seen as  expandab le  mater ia ls  based on  common-sense knowledge.
Th is  i s  somet imes a lso  the  exp l i c i t  re fe rence-po in t  o f  some ca l le rs '
accounts when they present their reasons for calling.
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The moderator rout inely invi tes c losing through formulat ions which
have to work as " last  events" in the cal l .  The context  "c lose the cal l "  has
to  be  brought  about  co l labora t ive ly ,  i f  o ther  ca l le rs  a re  to  come on the
air  at  a l l .  The vocal  devices which part ic ipants use to s ignal  the opening
and c los ing  o f  the  ca l l  (even when i t  i s  no t  reached)  may concern  a lso
the non-referent ia l  level  of  l inguist ic descr ipt ion.  Prosody in terms of
rhy thm,  tempo and in tonat ion  p lay  a  ro le  in  th is  rad io  te lephone
c los ings ,  a t  leas t  as  much as  s ty l i s t i c  cho ices  in  te rms o f  parad igms o f
lexical  range do. Rhythmic isochrony and anysochrony were shown to be
impor tan t  con tex tua l i za t ion  cues ,  a t  leas t  as  much as  the  use  o f  tempo
by the  modera tor ,  in  o rder  to  c rea te  in fe rences  and cont ras ts .  These
bu i ld  up  a  re f lex ive  re la t ionsh ip  be tween the  ac t iv i t y  type  and the
signall ing level.
F i n a l l y ,  t h e  i n t e r a c t i v e  w o r k  d o n e  b y  p a r t i c i p a n t s  i n  t h e s e  r a d i o
conversa t ions  is  accompan ied  by  f ine-gra ined,  non- re fe ren t ia l  p rosod ic
cues. When they guide part ic ipants '  interpretat ion at  any given t ime in
d i s c o u r s e ,  t h e s e  c u e s  c o n t e x t u a l i z e  l a n g u a g e .  A m o n g  t h e
contex tua l i za t ion  cues ,  speech rhy thm,  speech tempo and in tonat ion
were shown to be relevant in creat ing the context  in which ta lk as a
performed social activity is interpreted.
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