Chapter 2
Background Study of the Songs

Chapter one provided a basis for discussing the NP structure in the Thai songs
and some prose. This chapter discusses the background, genre, and
communication context of both the Song of Solomon and the Thai traditional love
songs. Both chapter one and two give information for further analysis of

participant identification and tracking in later chapters.

2.1 Background

The background study in this chapter includes the date and authorship, the
characters, and the structure and plot summary of the Song of Solomon as well as

the Thai traditional love songs.

2.1.1 Date and authorship

Song of Solomon is one of the biblical books in the Old Testament. It is
considered to be the only book in the Bible that describes thoroughly, as a
collection of love poems, an intimate relationship between a young woman and
her beloved. Its original language was Hebrew, and the book is linguistically
dated sometime before the tenth century BC (Carr 1984: 17-18). However, there
are also other arguments about the exact date of the book - whether it might
have been written during the Solomonic period, i.e. the middle of the tenth
century BC, or later in the third century BC (see more detail in Pope 1983: 22).
Some people contend that since the name of king Solomon (who reigned during
the mid or early tenth century BC) was put in the title and six other places in the

song, it must have been him who wrote the song (Deer 1985, Fleming 1989).

Also, the literary and cohesive unity of this love poetry is strong evidence to

support an idea of a single author. However, the original Hebrew words of this
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title, $ir hassirim ’der lislomoh “The Song of Songs, which is Solomon’s”, can have
‘various meanings such as “by Solomon”, “belonging to Solomon”, “to Solomon”,
“for Solomon,” and “concerning Solomon” (Meek, Kerr & Kerr Jr. 1956, Bunn
1971, Carr 1984, Gledhill 1994, Dillard & Longman III 1995, Longman 2001).
Some scholars conclude that the Song of Solomon could have been written by
more than a single author, as some people might write and/or compile this poem
and then dedicate it to Solomon. Even though many commentators have been
discussing and seeking the answer about the author throughout the centuries,
there has never been a clear concrete consensus about the authorship of the
book. Establishing authorship is not crucial to the present research.

The following Thai songs are included in the corpus for this research.

The Thai song quiisuIaL/s 9 (jim-phit-niian-prday) ‘Kiss the soft cheek’ was
composed by Damrong Kasetchol in the 1950’s. It was sung by the celebrated
singer Charin Nantanakorn (1933-), who sang more than 1,000 songs in Thai
Deum style — a traditional style song with the distinguished drawing-out-the-note
technique (Pisuthinee 2010: 178-185).

Another song that has helped the singer become even more popular and is
included in this research is nussnaanails (mon-rdk-diok-kam-taj) ‘Love spell of
Acacia’. It was composed sometime during the 1950’s by Chalee Intarawijitra
(1923-) who received the National Artist Award of Thailand (song composer and
movie director) in 1993.

The third song Auimai (kin-narii-len-ndam) ‘Kinarii® plays in the water’ was also
sung by Charin Nanatanakorn together with Suthep Wongkamhaeng and Thanin
Intarathep. It was composed by Salai Krailert in 1952 using the rhythm from
another Thai Deun song named Soi Son Tat (Wipol 2010).

The fourth song w;’qﬁ%’mﬁ (phriw-nii-wi?-wda) ‘The wedding is tomorrow’ was
sung by Ruangthong Thonglanthom, and composed by Jamlong Benjanuwatra. It

was first recorded in 1957.

5A mythical creature, half-bird half-woman.
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2.1.2 Characters

There are many debates about the main characters® of the Song of Solomon,
whether it consisted of two characters - the girl and her lover (Delitzsch 1877,
1885, Childs 1982, Carr 1984, Deere 1985, Fleming 1989, Gledhill 1994, Kinlaw
1994), or three characters - the girl, Solomon, and the shepherd lover (Bunn
1971, Provan 2001). However, the research being used in this thesis is based on
the suggestion of the two characters — the girl and her lover, along with the
chorus who are ‘the daughters of Jerusalem!?’. This is the apparent analysis that
underlies the translation being used.

The girl is called ‘Shulammite’ twice in Song of Solomon 6:13, which is either the
girl’s name or the place where she came from. But another suggestion is that it is
a feminine form of the name Solomon (Carr 1984: 154). For her lover, it might
be Solomon himself as he is referred to explicitly six times and as an unnamed
king three times in the song (Kinlaw 1994: 1027), or might also be an unknown
man. The Song of Solomon quotes utterances from both characters, although the
girl sings the most lines. However, speech margins identifying the speakers are
very rare. Those speech margins only occur after the verb waa ‘say’, as found in
2:10b-15, 3:3b, 5:2b-¢, and 6:10.

The characters in the Thai songs are as follows.

The Thai song suimuaat/sv ‘Kiss the soft cheek’ is sung by a man, who expresses
his feelings and actions through the whole song, and his beloved woman who
does not have a role in singing. s Kinarii plays in the water’ is an
expression of a man as he describes the beauty of a woman he loves. yusinaan
A1ld ‘Love spell of the Acacia’ is performed by a male lover and his beloved who
sing their love for each other. The last song, wg"dﬁ%'mﬁ ‘The wedding is

tomorrow’, is an expression of a woman on the night before her wedding.

? In the analysis, the characters will be termed as “participant”.
' The daughters of Jerusalem could be the virgins or the woman’s companions in Jerusalem which
is recognized as the capital and holiest city of Israel.
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2.1.3 Structure and plot summaries of the songs

The structure of the Song of Solomon utlizing Longacre (1996)’s approach is

suggested in the table (11) below.

Table 11 The Structure of the Song of Solomon

Chapter/ | Section label Internal Unity
verses
1:1 Title Authorization
1:2-4 Setting Occurrence of participants, location, and act of
love

1:5-6 Embedded Justification of ‘dark skin’
speech

1:7-2:6 1% episode Praise of each other’s beauty and love

2:8-17 2™ episode Invitation of the lover

3:1-4 Embedded The beloved’s dream/reflection
episode

3:6-11 31 episode Wedding procession

4:1-8 Praise of the beloved’s beauty and love

4:9-15 Praise for the bride (specific)

4:16-5:1 [Peak] Life of marriage

5:2-8 4% episode Search for the lover (dream/thought/reality?)
(tension)

5:9-6:3 5% episode Finding process
(relaxation I)

6:4-8:4 6" episode Praise of each other’s beauty and love and a
(relaxation II) | request to return

8:5-7 7% episode Power of love

8:8-12 (teaching) Morality of love

8:13-14 closure Flashback to the beginning

The passages of Song of Solomon selected to compare with the Thai love songs

are from the following three sections of the song: 1:16-2:3a is from the 1

episode, 2:10b-14 is from the 2™ episode, 3:1-4 is from the embedded episode of

the 2™ episode, and 4:1-5 is from the 3™ episode. In general, the Song of Solomon
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can be approached as “a collection of poetry that extols the love that a man and
a woman have for each other” (Dillard & Longman III 1995: 259). The selected
part in 1:16-2:3a is about the beloved and her lover’s singing of each other’s
beauty in comparison with various flowers, which is in length and some
semantic aspects'! similar to Love spell of Acacia (see below). The passage in
2:10b-14 is about the lover’s invitation for his beloved to come out with him so
he can enjoy her beauty, which is in length and some semantic aspects similar to
Kiss the soft cheek. The passage in 3:1-4 is the beloved’s dream/reflection about
her search for the lover before the wedding, which is in length and some
semantic aspects similar to The wedding is tomorrow. And finally, the passage in
4:1-5 is the lover’s praise for his beloved’s beauty by comparing with animals,
fruits, and other non-animates, which is in length and some semantic aspects
similar to Kinarii plays in the water.

In some places, participant reference is very complex with many possible
identifications. However, the four parts chosen represent much simpler
interactions of just the man and the woman like in the selected Thai songs.

Kiss the soft cheek is the story of a man impressed by the beauty of his beloved.
He kissed her and let her lay on his lap while describing her soft skin and her
lovely smell. She shivered and was afraid of inappropriate intimacy, but he
promised her that he would not invade her until their wedding day.

Love spell of the Acacia is a conversationof a man and a woman about their love.
He first compared their love with an Acacia’s spreading out of its beautiful
fragrance, which reminded him of the night that he had his beloved beside him.
He believed this is the will of heaven for them to be together. His beloved also
compared their love with a bird that flies into the sky. Finally, they told the
Acacia to not tell anyone that their love has gone to heaven (become heavenly).
Kinarii plays in the water is a comparison of a woman who played in the water
with a beautiful mythical creature. The man, while looking at her, explained the
beauty of her face, breasts, eyes, and skin, and hoped to have her as his beloved.
The wedding is tomorrow is about the dream/reflection of a woman on the night
before her wedding. She was in bed and was nervous about how long-lasting her

marriage with her lover would be. While thinking of that, she pictured him

" Those semantic aspects are, for example, similar topics either of love, courting, flirting, or
wedding; setting; characters; figurative use, or portrayal of emotions.
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sleeping beside and caressing her. Then, she woke up feeling ashamed but could

not help but wish their love would last forever.

2.2 Genre

The discussion about the Thai traditional love songs’ genre and the original Song

of Solomon’s genre are as follows.

2.2.1 Thai traditional love songs’ genre

The Thai traditional love songs adopt some features from Pleng Thai Derm genre.
They are distinctive in the way that they include the Thai instruments, the draw-
out-the-note technique, and sometimes the Thai literature in them. Some songs
employ a rhythm from the ancient time, such as Kinarii plays in the water which
adapts a rhythm Soi Son Tat from the Ayutthaya period (Wipon 2010). Other
songs try to use more contemporary instruments and meter and became the type
of songs that is called gunsnsnl (Suntaraporn), such as The wedding is tomorrow
(Paiboon 2007). These songs were the beginning of the Thai contemporary music
nowadays. Kiss the soft cheek and Love spell of Acadia are the example of the song
that is mixed between the Thai Derm and the contemporary style.

The meter of each song is different because Thai traditional music has no strict
rhythmic pattern. The meter is the basic rhythmic structure of a verse or lines, as
well as the number of syllables in each line and their arrangement (Scholes
1977). All selected Thai traditional love songs have four lines in each stanza and
four stanzas in each song, except for some chorus parts. The song Kiss the soft
cheek has 8 syllables in the first line, 12 in the second, 10 in the third, and 14 in
the last line. The third stanza is the chorus, and it has 6 lines with 8 syllables in
the first and last lines, while the rest have 6 syllables. Love spell of the Acacia has
4 syllables in the first line, 10 in the second, 6 in the third, and 10 in the last
line. Kinarii plays in the water has 9-10 syllables in each line, except the second
line of the second and fourth stanza has 4 syllables. And lastly, The wedding is
tomorrow has 12 syllables in the first and second lines, 16 in the third, and 6 in
the last line. The third stanza has only 3 lines with 12 syllables in the first and
the third lines and 14 in the second line. This shows that the Thai traditional

songs cannot usually be classified by such rhythmic patterns.
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On the other hand, the way the Thai traditional songs rhyme is the same as in
Thai poetry. The pattern can basically be drawn in figure 3 as follows. Even if

the syllable numbers are not the same, the pattern still mostly remains this way.

Figure 3 Basic Rhymic Pattern of the Thai Traditional Love Songs

This song pattern has some impact on the choice of word forms in Thai
traditional love songs. The discussion of some impact and issue will be described
in more detail in 2.3.1 “Word forms and poetic structure.”

The language used in the Thai traditional love songs is very poetic. It is full of
figurative and high literary language, imagery, and emotions. There is a number
of words or phrases used in the songs which are not regularly seen in a prose.
For example, mon rdk ra-rin ‘the love spell is flowing’ in Love spell of Acacia, and
mée ?33-ra-chjon ndam mittan kin-non jiian raay ‘Delicate lady you are beautiful
as if a mytical creature came into your body’ in Kinarii plays in the water. This
kind of language especially from the Thai traditional love songs is not only

beautiful, but also morally uplifting, and edifying to the reader.

2.2.2 The original Song of Solomon’s genre

The genre of the Hebrew Song of Solomon is substantially in question. Generally,
there are two major interpretations of the genre of the Hebrew Song of Solomon:
one as drama and the other as song. Many scholars contend that drama is the
genre of the Song of Solomon. Origen (third century A.D.) was one of the first

scholars who declared that the Song was written in a form of drama (Lawson
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1957: 21). This approach was ignored until the nineteenth century when Ewald
(1826, cf. Bunn 1971), F. Delitzsch (1877) and other scholars re-introduced the
idea. According to this approach, the Song is viewed as “a dramatic ‘script’ that
was originally intended to be acted and/or sung” (Carr 1984: 32). It then affects
the interpretation of the Song to be a kind of performance at the marriage
between Solomon and an Egyptian princess (Origen), or a cultic ritual
celebration similar to those of Babylonian or Canaanite festivals - where they
would act for the sacred marriage of a goddess with the king (Pope 1983: 145-
152). Another interpretation, suggested by Ewald and others, is that this drama
consists of three characters — Solomon, Shulammite, and a shepherd country boy
(see topic 2.1.2). However, interpreting the Song as a dramatic genre raises
many difficulties as has to fit it in the organization and rules of a drama.

The organization of a drama versus a song can be distinguished as follows'*:

12 Aristotle (cf. Carr 1984), Carr (1984), Childs (1979), Gledhill (1994), and Chenoweth (1980).
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Table 12 The Organization of a Drama Versus a Song

Genre Organization Occurrence in the Song of Solomon

Has a beginning, a - No introduction of the characters in
development, a climax, and | the beginning

an end . .
- Has some conflict and resolution, but

may not have clear progression (mostly

contextual)

- The phrase lisbi, 'ow lb‘0per ha’ayyalim
“(be like) a gazelle or a young stag”
from the earlier.in the Song (2:9a, 17b)
is repeated in the last verse (8:14),
showing the closure that goes back to

how their love began

Self-contained, self Not a clear self-contained, self
consistent unit consistent unit. Has various

perspectives and descriptions of love,

Drama

the story goes back and forth between
the girl and her lover’s praise and

longing for intimacy from each other

development of theme/plot | - Focused on one theme of love

- Vague development of plot; merely
implicitly developed through chapter 4
and 5 - the use of the word kallah
‘bride’ implied that the beloved and

her lover were married

clearly indicate speakers Mostly long speeches without clearly
and stage directions stating any characters, nor stage

directions!®

3 The final draft of the Song of Solomon from Thailand Bible Society’s Revised Standard Version
(2010) has chosen to include to speakers in the text (caw-saaw (bride), caw-baaw (groom), phiitan-
caw-saaw (bridesmaid), and philian-phiiian (friends), but the original Hebrew text does not have
these titles.
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Genre Organization Occurrence in the Song of Solomon

Aesthetic communication Draws appreciative responses via many
similies (69 occurances), metaphors

(23) and other figurative uses (>10)

Imitative of the emotions Various expressions of emotions and
connotations — out of 117 verses total,
76 verses contain emotive words,

which makes up 65% of the song

Usually some repetition of Four repetitions of the laments: ’etkem
lines or a refrain banowt yariisalim “O daughters of
Jerusalem...” (2:7; 3:5; 5:8; 8:3)

Song

Tension-relaxation principle | Has many places of potential build-up
of tension and resolution - a couple of
verses before the repetitions in 2:7 and
8:3 have build-up of excitement;
before 3:5' and 5:8 have the beloved’s
search for her lover, while the

repetions are the advisive relaxation

From table 11, the Song of Solomon fits in the criteria of a song better than that
of a drama. Although the characters were scatteringly identified in the story
(Daughters of Jerusalem, Solomon, Shulamite), there is no clear beginning and
end, nor proper development as deserved to be fit for a drama. Thus a drama is a
poor fit for the genre of the Song.

On the other hand, the Song of Solomon fits in all categories for the criteria of a
song: aesthetic communication, imitation of the emotions, repetition of lines or a
refrain, and the tension-relaxation principle (Carr 1984).

Childs (1979: 576) gives a clear explanation about the issue of the Song of

Solomon’s structure, which will conclude this section, as described below.

14 Although some commentators said that this part could be the girl’s dream (Delitzsch) or
thoughts (Pope) (cf. Carr 1984:104), the search-find story illustrates a good example of tension and
relaxation.
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The fact that no structure is clearly indicated in its canonical form speaks
against the dramatic theory of interpretation which rests everything upon
the reader’s ability to reconstruct the variety of different actors and a plot
... the one topic of sexual love is dealt with from a variety of perspectives,
particularly the longing before union and the satisfaction of mutual
surrender ... The two lovers and the daughters of Jerusalem run through
the whole. But the unity is lyrical and makes use of traditional wedding

songs without achieving a rigid uniformity of style.

The meter and rhymic patterns of the Song of Solomon are discussed below.

It is often stated that ancient Hebrew poetry contains almost no meter or rhyme.
Davies (1915) mentioned that “the poetry of the Hebrew is not in the strict sense
metrical, though the writers under the influence of strong emotion express
themselves rhythmically, producing often the phenomena which came later to be
codified under metrical rules.” The Hebrew Song of Solomon has no strict syllable
or line pattern. But the characteristics of Hebrew poem/song can be seen
through, for example, vocabulary, grammar, alliteration (such as alphabetical
acrostics), theme, and most importantly, parallelism'®. Parallelism is what the
Thai translation of the Song of Solomon maintains the most, since it is
semantically constructed. Usually, parallelism consists of symmetrically
constructed sentences (Kugel 1981: 1-7), the lines or verses (two more more) will
correspond to each other. Some examples and discussion of parallelism will be
shown later in section 2.4.1.

When looking at the translated Song of Solomon in this research, it is notable that
although the translation does not try to turn the Song of Solomon to follow the
Thai song structure (no meter, no rhyming), it can still be considered as a prose
full of poetic features. This means that one can read the Song of Solomon in the
THSV version and feel the figurative language, the imagery, the aesthetic
emotions, and the tension-relaxation of the scene. Moreover, the translated Song
of Solomon follows some of the same poetic patterns as in the original, such as
the setting of the lines and the refrain, except only when the original plays with

their letters or sounds that is impossible for the translation to maintain. These

15 Kugel (1981: 1-7) explains that parallelism is “the general tendency ... to establish, through
syntax, morphology, and meaning, a feeling of correspondence between the two parts” of verse A
and B. The correspondence could be a sequence of actions, repeated element(s), each term of A
paralleled in B, commonly paired elements, etc.
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reasons explain why the translated Song of Solomon are compared with the Thai -
songs instead of any prose work. The comparision of the word forms, the poetic
structure, and the strong and weak guidance to implication between the Thai
traditional love songs and the Song of Solomon are discussed to show some

similarities and differences as follow.

2.3 Communication of the Thai traditional love songs

Song genres involve different discourse structures and functions from those of
dramatic genres. The song text employs a special kind of lyrical language that
interacts with music, which allows it to have unique features not only in word
forms, but also in communicative style. This section will examine the use of
word forms between the Thai love songs and the Song of Solomon, both in
similarities and differences according to different background cultures. Also, the
communicative style of each song is observed together with some impact of the
original Hebrew edition of the Song of Solomon with the Thai translation of the

Song.

2.3.1 Word forms and poetic structure

Songs in any languages set up certain patterns of sound which vary depending
on different emphases to pitch, dynamics, and duration. These factors influence
the choice of word forms in a song, mostly for the sake of euphony (Merriam
1964: 188). Some of the changes in word forms may occur at the phonological
level such as elided or altered vowels and extra syllables added to a word; these
characteristics are hard to capture in translations. Other effects may be identified
at the semantic level such as archaic expressions, metaphors, similies,
mythopoetic phrases, and aphorisms (Merriam 1964: 188); these characteristics
are more easily captured in translations, even those in prose. The example in
(25) shows the altered word choice from na-rii ‘(female form)’ to non ‘male
form’ in kin-n3on ‘(creature)’ in order to rhyme it with the sound -3on in the

preceding word 259-ra-chdon ‘delicate’.
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(25) Kinarii plays in the water.003

Y 8575 9 wmillew  Nuus (Einu
mée 230-ra-ch3on  paam muian  kin-ndon  juian
mother/lady  delicate beautiful  like kinarii visit
e
raan
body

Lady (you are) delicate and beautiful as if Kinarii came into (your) body.

The phrase miian kin-njon jiian raany ‘like Kinarii visit the body’ is also an
example of a simili which makes use of a mythopoetic phrase (mythical term
used mainly in a poem) as an image for comparison.

Another example is in (26) where praa is an extra syllable added to the word
prdany ‘cheek’ without giving any extra meaning. Again, this is to serve the
purpose of rhyming the sound —da with the word nda nd@a ‘many’ from the

previous verse.

(26) Kiss the soft cheek.015

nicias  Auni Lﬂ?‘@\?‘lff@ﬁ\l U
kra-cé? can khriian-h3om . nda naa
sachet  sandalwood  spice many

(of) sachet, sandalwood, (and) many kinds of spices.

Kiss the soft cheek.016

wau tsretsr § ARNE AL Fumy
hdom praay-praa mi?  khldaj khunun chinun-chian
(smell)good cheek NEG stop return  admire

(Your) cheek fragrance never stops drawing (my) admiration

The extra syllable prda is a type of special language use which is a common
feature in a song text. Migeod (cf. Merriam 1964: 189) described it as a ‘song-
word’, or a modified and meaningless word that is not used in everyday
communication.

Another feature that affects the choice of word forms is serial verb constructions.
Serial verb constructions are “a type of construction in which two or more verbs
(verb phrases) are put in juxtaposition without any linker” (Thepkanjana 2006).
This phenomenon occurs frequently in many Thai love songs. The example in

(27) shows a serial verb construction which expresses a causing action and a
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resulting event using three verbs — tizan ‘remind’, hgj ‘PREVERB’, and fan

‘dream’.

(27) Love spell of Acacia.004

197w @en 161 wiey  mey  Aau 19 la

caw waan  ddyok wdj  milan khdoj timan haj caj

2S SOW flower PRT like PRT remind PREV heart
elu

fan

dream

you have sprinkled the flowers, like (you) are reminding (my) heart to
dream.

Another example is taken from Kiss the soft cheek, shown in (28). This verse
illustrate two instances of serial verb constructions: ca? ‘will’, faw ‘keep’, and
ria-khdoj ‘wait’ are one instance while kh3s ‘ask’ and laam-liian ‘invade’ are the

other instance.

(28) Kiss the soft cheek.019

az  (Eh  sanay Fauns Tai 78 AINAIY
ca? faw  ri3i-kh33j  riian-h3o maj  kh3> laam-lian
will keep wait wedding.room  NEG ask invade

(I) will wait for (our) wedding room, (I) will not invade (you).

Some verbs are put in juxtaposition in the songs, but are not considered as serial
verb constructions. When the verbs are put next to each other only because the
conjunctions are left out for the sake of meter or to maintain the rhymic pattern,
they are simply multiple verbs put in sequences. An example of multiple verbs
are shown in (29) representing five verbs conjoined together in a row: khiay-
khtw ‘stay adjacently’, pra-loom ‘touch’, jook -I3o ‘tease’, pha-n3o ‘coddle’, and chit-

klaj ‘(come) close’.

(29) Kiss the soft cheek.009

LAENA tszlan  wsanaa  weua Ialna
khiay-khuu pra-loom  j55k 155  pha-n3 chit-klaj
stay.adjacently touch tease coddle close

(I) stay adjacently, touch, tease, coddle (and come) close (to you)
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Both serial verb constructions and multiple verbs can affect the choice of some
word forms, for example, the missing of referring expressions (NPs, pronouns,
etc) or conjunctions. This phenomenon is natural and is frequently seen in many

Thai songs.

2.3.2 Strong and weak guidance to implications

Many Thai love songs are written in poetic form. Poetry is a kind of non-specific
and implicit communication. It merely gives guidance for the hearers to draw
implications, sometimes strong but most of the time, weak. Due to its
implicitness, the weaker guidance allows hearers to think of a range of possible
implications that the speaker might intend to communicate (Hill 2009: 58).
Relavance theory calls this ‘weak communication’. However, when the speaker
(or the singer) gives stronger guidance, ‘strong communication’ in relevance
theory, it will communicate much more specific implication (Hill 2009: 59). In
fact, songs sometimes express ‘deep-seated feelings not permissibly verbalized in
other contexts’ (Merriam 1964: 190).

But for the selected Thai love songs, it appears that they can be characterized by
more weak guidance to the implications than the stronger ones. The rare times
one finds strong guidance, it is usually only relatively stronger in comparison to
the typical weak communications that are normal for the song.

An example of a weak guidance to implications is taken from Love spell of Acacia,

presented in (30) as follows.

(30) Love spell of Acacia.011
pn dn A Ae oy

khwam rdk k3o khiiw bip-phaa
NOM love PRT  be flower
Love is like a flower,

Love spell of Acacia.012
NA #8n #oom ugr w9 v o s

phli? ddok  thii taa léew  mda baan-béy thii caj
bud flower at eye CONJ come bloom at  heart

(it) buds in the eyes and blooms in the heart.
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These verses may cause the hearers to consider a wide range of possible
meanings. It is a metaphor comparing love with a flower that buds in the eyes
and blooms in the heart. The hearers may think that love is beautiful to see, or is
spreading, is growing, or is developing like the blooming flower. However, the
words taa ‘eye’ and cdj ‘heart’ could be a clue for a more specific implication —
that love might start from the sight and then develop in the heart through time.
Since this is weak communication, neither interpretation is necessarily ruled out.
Another example is from the same song, but this verse reflects the speaker’s
intention and goal to express the range of implications for the hearers to explore,

as shown in (31).

(31) Love spell of Acacia.006

' =4 ar =1 ; [4 ar
ABY AU AT 1ZAZ N N la U 2?5”7 TINU
khon khiawn  khray numg  sun caj con sut ram-phan
almost- night time - one impress heart wuntil end describe

Once, almost the whole night, (you) impressed (my) heart more than (I)
could explain.

Here the speaker wants the hearers to freely imagine what the woman did that
impressed the man so much that he could not explain. It is the nature of the
weak guidance that the speaker intended to provide, as he did not want to limit
any possible implications about their ‘deep-seated feelings’ of romance.

From The wedding is tomorrow, the speaker also gave similar weak guidance of
implications. In (32), the woman expressed her thoughts about the next day’s
wedding. She intentionally left out the detail of her thoughts for the hearers to
assume why the coming wedding made her heart shiver but happy. This is

important to continue the idea of unlimited implications.

(32) The wedding is tomorrow.013

Ina N nma  asviu e ANUYIE An T
klaj thuip ~— kaan sa-tdan caj  diay-ha-thaj khit  paj
close arrive time shiver  heart heart think POSTV
quaLs

sitk-san

happy

The time is near, (my) heart shivers (but my) heart is thinking and is happy.
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It is interesting to note that example (30), (31), and (32) all communicated
about the participants implicitly. There are expressions of the body parts tda
‘eye’ and cdj ‘heart’ or ditag-ha-thdj ‘heart’, but the participants themselves are
not directly referred to. The study about the functions of zero anaphora which
impact the song communication will be discussed in chapter 3.

Translating these types of communication presents a challenge. The Hebrew
original of Song of Solomon also has similar weak communication, and the

handling of it in the Thai translation is discussed in section 2.4.2.

2.4 The communication of the Song of Solomon

Since the Song of Solomon is written in an ancient Hebrew context, there are
many aspects of the communication situation to consider. Larson (1984: 421-
437) offered a long list of the many considerations that the hearers or readers
need to consider when the original text is not from the same language. This list
is separated into two parts: the author and the audience. The author’s part
includes the author’s intent, style, discourse genre, tone, and attitude. The
audience’s part includes the relationship, the shared knowledge and experience,
and the educational level. Also, other factors that may affect the hearers are
social context and relationship, location, time, occasion, culture, worldview, and
values, some of which will be discussed below.

The following sections will examine the Thai translation of the Song of Solomon

and discuss some shared or unshared features with the Thai love songs.

2.4.1 Word forms and poetic structure

The Thai love songs follow the pattern of four lines in each stanza with different
rules to length in each verse, as well as consonant and vowel rhymic patterns
and plays on words. Similarly, though the Song of Solomon in THSV is intended
to translate the meaning into prose’®, it follows the Hebrew rhythmic pattern (as

mentioned in 2.2.2). The typical pattern of the Hebrew poem has two verses or

16 A poetic version was already provided in Thai Bible Prachaniyom, 1984, but not widely used.
The THSV version, though written in prose, still keeps aspects of poetic features in Hebrew such
as parallelism and the organizing of the lines.
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more in each stanza where the prominent feature is parallelism. Since
parallelism is a semantic feature, it can be translated easier than phonologicél
features of Hebrew poetry. Therefore, the Thai translation decided to follow the
same two-verse and parallelism style only without concern for the rhyme in Thai

style. An example of a parallelism as presented in (33):

(33) Song of Solomon.042

ls 7 N oY 19 TN AENIN
200  thii-rdk khdoy chan th3a chaan suaj-yaam
PRT dear of 1S 2S  so beautiful
Oh, my beloved, you are so beautiful.

Song of Solomon.043

03] (5i)2] NONIN LW%@L?)M

200  thdo not-paam liia-kdan

PRT 28 lovely so.much

Oh, you are so lovely.

This parallelism may serve to ‘build up a picture and give it added impact
(Dobson 2008). This added impact happens especially when the parallelism is
synonymous, as in line 043 that pét-ndam hiia-k3an ‘lovely so much’ repeats and
thus strengthens chaay siiaj-ya@am ‘so beautiful’ in line 042.

However, this phenomenon is not shared with the Thai love songs. The
parallelism in the Hebrew Song of Solomon highlights semantic rhyme, while the
Thai songs uses phonetic rhyme. The affect on the Thai readers of the translated
Song of Solomon may be extra processing effort they need to make in order to
understand the different ways in which communication occurred in parallelism.
There are occasions when similar letters or sounds are recorded in the original
Song. These similar-sounding words often occur when a metaphor is used, as in
(34) where S$amdanekad ‘your oil’ and samekd ‘your name’ share sounds in an
analogous environment in Hebrew. When looking at the translation of the Song
of Solomon, the translator also tried to use similar sounds. That is, the word ndm-
man ‘oil’ in line 004 has a similar sound in the first syllable to naam ‘name’ in
line 005. This phenomenon is alike to the Thai songs (as exemplified in 2.3.1),
though it is not frequently seen because the Thai language has different choices
of words. Translation with similar letters or sounds is a phonological issue that is
more difficult for a translator to convey, and it might lead to a meaning not

expressed in the original language.
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(34) Song of Solomon.004

b2

sl naN 709 159 dl vew Wy -

ndm-man hjom kh3oy th3a ndn hiom fiiy

oil smell.good of 2S  that smell.good diffuse

Your smell-good oil is diffusing,

Song of Solomon.005

W gey 58 veN  udey Wl 7l W ean )

ndam kh3oy thds hiom miian ndm-man thii  thee ?Pok maa

name of 2S  smell. like oil REL pour out come
good

Your name smells good like the oil that pours out.

Serial verb constructions are also found in the translated Song of Solomon, but
not as frequently used as in the Thai songs. The example in (35) shows two
instances of serial verb constructions. In line 361, the verbs ca? ‘will’, daj ‘PREV’
(these are grammatical verbs), djan ‘walk’, and nam ‘lead’ are one instance, and
phda ‘bring’, khaw ‘enter’ and maa ‘come’ is another instance. Both instances

express directions of a single path (Thepkanjana 2006).

(35) Song of Solomon.361 (8:2)

uan Adu Az la [ R T Y
léew di-chan ca? daj dsan. nam thds
then 1S will PREV walk lead 2S5

And I will walk (and) lead you,

Song of Solomon.362 (8:2)
w1 15i)3] L‘Y’l/') N1 Tu L‘?‘ﬂu N7 VN AN

phdaa th5s khaw maa naj riian maan-daa kh3oy di-chan
bring 2S enter come in house mother of 1S
bring you to enter in my mother’s house

The feature of multiple verbs can be found in the Song of Solomon as well, as
seen in (36). Here the two verb phrases are put together to make a sequence of

action, they are tii di-chan ‘hit me’ and tham haj di-chdn baat-cép ‘make me hurt’.
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(36) Song of Solomon.236 (5:7)

wan 191 A Aew v 19 Anu T ICTY,
phuak khaw tii di-chan tham haj di-chan baat-cep
CLF 3S hit 1S make POSTV 1S hurt

They hit me (and) made me hurt.

2.4.2 Strong and weak guidance to implications

There are many words in the Song of Solomon that need to take the author’s and
audience’s perspectives into account. Many locations are unknown and many
cultural expressions are unfamiliar and sometimes even improper in the Thai
context. In the beginning of the Song of Solomon, love was compared with wine
which may be an uncommon comparison known to most Thai readers, as most
are unfamiliar with the innocent pleasures some cultures associate in wine

drinking. An example is as follows in (37).

(37) Song of Solomon.003
Wz AN N vey e Ay N9 waegu

phri?-waa khwaam rdk  khdoy thdo wil-seet  kwaa law-?a-nin
because NOM love of 2S  wonderful than wine
because your love (is more) wonderful than wine.

The expression of wine as being less wonderful than love gives weak guidance to
many implications. Physically speaking, the wine may refresh the body or
entertain the mind; socially, it may represent a celebration and a party; and
culturally, it is a symbol of abundant blessing, or just a part of the simplest meal
everybody must have. This then shows a wide range of possible implications the
writer may have intended for the readers in his culture to consider.

On the other hand, some verses in the original Song of Solomon are
communicated more specifically, especially if the focused word is to be the

topic!’ of the sentence - an animate or inanimate noun/concept that is used to

' Linguistically, a “topic” is a noun phrase that expresses what a sentence is about (Levinson
1983). However, in translation principle, a topic is one of the three parts in a metaphor: topic
(discussed above), image (the person/thing we use to be compared with the topic) and point of
similarity (the sharing feature that makes the compared object meaningful).
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compare the point of similarity with another thing (Larson 1984: 246-248, Doty
2002: 18). When this situation happens, the topic is mentioned more
straightforwardly. The examples from both songs, the Song of Solomon and

Kinarii plays in the water, are shown in (38).

(38) Song of Solomon.338

99 I nu G, Y99 15D NN M AN
kh35  haj than  thdy-s3on khdoy thda naam dan phiay
ask POSTV breast both of 2S  beautiful like CLF
ayu oy

fa-yin tha?

grape PRT

May both your breasts (be) beautiful like grape clusters,

Kinarii plays in the water.005
fu ua  sxFa willew Ua v eg v v

than lée  ra-rila millan biia baan. yuu naj buip
breast look bob like lotus ‘bloom be in marsh

(Your) breasts are bobbing like a blooming lotus in a marsh,

In the Song of Solomon, the attributive verb paam ‘beautiful’ is the point of
similarity shared between thdn ‘breast’ and phtiany ?a-yun ‘grape clusters’. The
same as in Kinarii plays in the water, the action verb ra-riia ‘bob’ is the point of
similarity shared between tdn ‘breast’ and biia ‘lotus’. Both examples are also
communicated specifically, with the point of similarity represented as a stronger

guidance to specific implication.

2.5 Summary

As mentioned earlier in this study, the poetic structure of parallelism in the
Hebrew Song of Solomon highlights semantic rhyme, while the Thai songs uses
only phonetic rhyme. However, there are occasions when similar letters or
sounds are manipulated in the original Hebrew Song, and the Thai translation
can make some sound-rhyme (though not frequently seen as it is difficult to do
in the translated prose) which is similar to the Thai songs. The serial verb and

multiple verb constructions are also found in both the translated Song of Solomon
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and the Thai songs. Lastly, the strong and weak guidance to-implications are
common characteristic shared in all songs, mainly because both the Song of
Solomon and the Thai songs take into account many figurative and emotional
features. For the differences, there are some cultural expressions which are
unfamiliar with the Thai context. Some verses have an uncommon comparison
not familiar to most Thai readers. The figurative image that is used to compare
with the topic is sometimes derived from an unshared experience, culture,
worldview or value system; and other times from different/unknown location,
time, or occasion. These differences may cause the Thai readers to employ higher

processing effort in order to understand the Song of Solomon.
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