Chapter 4

Participant Tracking

Chapter 3 provides the means and the functions for participants in the Thai
songs. It talks about how the linguistic devices are used to identify the referents
in the way the hearer would understand. This chapter considers how a
participant is introduced and ranked in the song text. It next discusses how the
reference patterns are analysed, and how the patterns are similar or different
from the translated Song of Solomon. The proposed default are determined as a
standard for any advisable changes, while the exceptions are discussed and the

possible reasons are proposed.

4.1 Literature review

In discussing reference patterns, Givén (1983) introduces topic availability (also
termed as topic continuity or identification) and proposes three measurements:
referential distance (lookback), potential interference (ambiguity), and
persistence (decay). Somsonge (1991:123-134) applied Givén’s framework in
her Thai narrative stories and proposed that the participants in her corpus could
be ranked into three categories: main, secondary, and tertiary. She concluded
that the participant who had the lowest lookback value and highest persistence
score could be ranked as the main participant, while the less important
participants received contrasting values.

The linguistic signals used in encoding of references to participants are scaled in
general from the least amount of coding material to the greatest amount: zero,
unstressed pronoun, stressed pronoun, full noun phrase (Givéon 1983: 17-18).
With this, Givén states in his iconicity principle that the amount of coding
material will be greater when a topic is “disruptive, surprising, discontinuous, or
hard to process” (1983: 18). In order to determine the factors that may impact
the choice of encoding materials, Levinsohn (1994: 111) suggests also

considering the following:
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a. the number of participants featured in the discourse at the point in

question, 7

b. whether or not the referent occupies a role in the previous sentence,

c. if so, whether or not the referent occupies the same role in the current

sentence,

d. the presence or absence of a discontinuity, and

e. whether the sentence is unmarked for prominence, is backgrounded, or is

highlighted.
Dooley and Levinsohn (2001: 117-125) discussed two widely used strategies of
reference. 1) A sequential strategy is an approach that seeks to identify a referent
by tracking it from the most previous clause or sentence. This strategy is similar
to Givén’s lookback strategy identifying the referent by noting who was
mentioned most recently. 2) A VIP strategy is an approach that considers the
rank of the participant in the narrative as a whole. This strategy looks for
distinguished patterns or terms that make the identification of a referent
different and allow it to be the VIP of the story. The scope of a VIP can be the
global level (looking at a text as a whole) or the local level (looking at a
particular thematic grouping). There can also be major and minor participants.
The major participants are the most active in the story and play leading roles.
The minor participants are the opposite; they are activated briefly, and then they

become deactivated.

4.2 Methodology

The participant reference strategies in the selected Thai songs and Song of
Solomon were analysed by adapting Dooley and Levinsohn’s (2001) method to
determine the participant rank such as major, minor, and props, as well as to
find the proposed default pattern for each participant role according to the
proposed contexts for each activated subject and non-subject.

Dooley and Levinsohn (2001: 127-135) proposed a methodology for analyzing
reference patterns in eight steps; this is the methodology that was used.
However, the presentation of results will be in a slightly condensed version as

described below.
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1. Draw up an inventory of ways of encoding references to participants.

2. Prepare a chart of participant encoding in a text; this working chart (that
is used in steps 2, 3, and 4) will not be presented.

3. Track the participants by allocating a number to each participant.

4. Identify the context in which each reference to a participant occurs. The
contexts for each activated subject are:

S1: the subject is the same as in the previous clause or sentence,

S2: the subject was the addressee of a speech reported in the previous
sentence,

S3: the subject was involved in the previous sentence ina non-subject role
other than in a closed conversation, and

S4: other changes of subject than those covered by S$2 and S3.

The contexts for each activated non-subject are:

N1: the reference occupies the same non-subject role as in the previous
clause or sentence,

N2: the addressee of a reported speech was the subject (speaker) of a speech
reported in the previous sentence,

N3: the referent was involved in the previous sentence in a different role
than that covered by N2, and

N4: other non-subject references than those covered by N1-N3.

5. Propose default encodings for each context; the results of steps 5 through
7 will be summarized in its final form,

6. Inspect the text for other than default encoding: when the coding material
is less than predicted or more than predicted.

7. Incorporate any modifications to the proposals of Step 5.

8. Generalize the motivations for deviances from default encoding.

Steps 4 and 5 in the methodology are described in 4.4, but the S2 and N2
contexts will be omitted as the Thai songs and the selected part of the Song of
Solomon have no reported speech.

4.3 Participant rank

It is frequently assumed that participants are animate and props are inanimate.

However, Grimes (1975: 43) suggests that an inanimate object, if having any
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action or response in the plot of the story, can be considered as a participant. An
inanimate character (for example, the pond) in Somsonge’s (1991: 123) story of
The magic pond may not have any speech role, but it has participant status
because it is directly involved in the plot such that it provokes the participants to
action. The props, on the other hand, are those things and people that do not
play any roles or initiate any actions. Thus an inactive animate thing can
function as either a prop or an inanimate character in both poetry and prose.

An inanimate object which plays a role in the song Love spell of Acacia is
exemplified in (74). The man who is the main participant is talking to caw djok-
kham-taj ‘You Acacia’, a personified character who reminds the man to think
about the romantic experience that he had one specific night with the woman he

loves.

(74) Love spell of Acacia.003
ldazvue @97 senAld

200-la-n3> caw ddok-kham-taj
POET 2S  Acacia
O, you Acacia,

Love spell of Acacia.004

197w men 1Y wileu pey  feu T 1a £l
caw waan dik  wdj mdian khdoj tiian haj cdj fan
2S  sow flower PRT like PRT remind PREV heart dream

you have spread (pollinated) (your) flowers, like (you) are reminding (my) heart
to dream.

The Acacia in this song not only is active in spreading its flowers and reminding
the man of his love memory, but while representing the growing love between
him and the woman, the Acacia also plays an animate role in keeping the secret
of their heavenly love.

The participants in many Thai narratives can be ranked as main, secondary,
and tertiary (Somsonge 1991: 123-134, Sornlump 1983: 8-10). However, the
Thai songs in this corpus consisted of only the main participant and the
secondary participant. Usually in a love song, the man and the woman are the
main participants in the story. But if one of those takes most or all of the singing
role, he or she can be ranked as the central participant and the other will be a

main participant who is involved in important actions but does not sing. Both
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main and central participants can also be called thematic participants, i.e. the

most salient and prominent participants in the song (Somsonge 1991: 128-131).

4.3.1 Central participants

The central participants are considered as those with the first person perspective
in song discourse. Osborne (2009) and Tebow (2010) proposed that central
participants are formally introduced with an NP at the beginning of the stories
they considered, but if the participants are first person, they will present
themselves with the deictic function of personal pronouns. However, in the Thai
songs, a central participant may not be introduced with any overt markings at
all. Unlike in a Thai first person prose narrative, the participant may or may not
introduce him/herself. In Kiss the soft cheek, where the male singer is a central
participant, and in The wedding is tomorrow, where the female singer is a central
participant, the central participants are not introduced at all but represent
themselves with zero anaphora. An example from The wedding is tomorrow is

shown in (75), where the woman first introduces herself with zero anaphora.

(75) The wedding is tomorrow.001

Wil ugr  vu iy duQemd 9  pey
phrup-nii  léew naa pén wan wi?-waa @ kh35j maa
tomorrow PRT PRT be - day  wedding (1S) wait come
Adla
dan-caj
expect

Tomorrow is the wedding (that 1) have been waiting for (and) expecting.

As the story continues, zero anaphora is still mostly used throughout the song.
There is no description of the characteristics of the central participant, but the
use of zero anaphora at the beginning of the song gives a clue that the referent is
salient in this kind of discourse. With this, it supports the idea that it also is a
global VIP as it is referred to by minimum but constant coding (Dooley and
Levinsohn 2001: 121).

When looking in Kinarii plays in the water, the male singer does not introduce

himself at all. He starts his song by describing the beauty of the woman he loves,
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and later on refers to himself using a kinterm pHii ‘older sibling’ to indicate a
possessive in the second stanza, as shown in (76).
(76) Kinarii plays in the water.007

' =t

EY age A1 w1y wdnysn yay W

mée 50 fda mda pén khwan-taa  bin phii
mother/lady soar sky come be lovely.sight fortune older.sibling
Lady (you) soar from the sky to be my lovely sight and fortune.

Even though the woman is introduced first in the song in Kinarii plays in the
water, it is actually the man who sings the whole song and he is the one who
observes and describes her beauty. He also expresses his desire for her
throughout the song discourse. The word phii ‘older sibling’ is used only once.
After that, only zero anaphora is used to identify the man in the rest of the song.
Thus the central participants in these songs are the main participants with a
dominant or leading role in singing, while their importance is equal with the

main participants.

4.3.2 Main participants

While all central participants are main participants, not all main participants are
central participants. If both the man and the woman are the main singers in a
song, they are both central and main participants, but if one of them only acts
and does not have a singing part, they are referred to as main participants.
Although there is no formal introduction, nor any details about the background
as seen in a narrative, a main participant is always a thematic participant. Their
actions are significant and have an influence on the flow of the story. They
appear on the scene most often and remain there until the end.

The main participants, who are not the central participants, of these songs are
introduced with an NP ora pronoun. This is because they need to be
differentiated from the central participants. The NP and the pronoun tend to be
easily interchangeable (Somsonge 1991: 136), and they sometimes occur
together in the same phrase. An example of an NP mée ?59j ‘mother/lady’

referred to a main participant, a beloved woman, is shown in (77).
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(77) Kinarii plays in the water.001

ua a9 459 W wmite A4 ufrenalse
mée 233j  paam cly  yaam nula siy priap-pr3aj
Lady PRT beautiful real beautiful above thing compare
Lady (you are) so beautiful, beautiful beyond anything to compare with,

The woman in Kinarii plays in the water appears in the story throughout the
whole song, but has no singing part at all. She is introduced with an NP
designated by a kinship term, and she is rementioned as the story continues with
zero anaphora alternated with a NP (including a title and body parts). Zero
anaphora is generally used, but the NP occurs to fill the restricted syllable
patterns, to play with the words (as for praan, nitan praan, praany niian, praay praa
‘cheek/soft cheek’ in Kiss the soft cheek), and/or to emphasize the character (as
with mée ‘mother/lady’ used three other times after the introduction in every

third verse of every stanza in Kinarii plays in the water).

4.3.3 Secondary participants

A secondary participant is usually introduced in an object or possessive position
(Somsonge 1991: 152). A secondary participant is not a globally thematic
participant but can become a locally thematic participant in one or some parts of
the story. The role of the secondary participant is subsidiary, but he or she may
have a specific relationship with the main participant and may appear according
to the wish of the main participant (Somsonge 1991: 131-132). Usually the
secondary participant will appear on the scene when his or her role and
contributions are needed. Then he or she will disappear after the action is
finished.

An example of a secondary participant in Tomorrow is wedding is illustrated in
(78). Here the man is implicitly introduced with an inclusive form of zero
anaphora, that functions as first person plural and refers to the woman (central
participant) and the man (secondary participant) together. But the man’s action

is not yet initiated.
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(78) The wedding is tomorrow.003
Eh Am W g9 3 9@ a4y Ag du 9

faw  khit  pha-woy khd> rdk @ coy khoy man @
keep think worry may love 1P IMP stable firm 1P

F AT Al tseg ney i
ruam khr3on khuu pra-tiu thiony kan
join stay pair door gold together

(I) keep worrying, may (our) love be firm (and that we) stay married (=
door of gold).

Then, his first contribution occurs according to what the central and main
participant, the woman, wishes. But the way he appears is in her dream, in a

form of a third person pronoun khdw, as exemplified in (79).

(79) The wedding is tomorrow.006

IARLILARN w1 AW U7 98 . ANley ueu
khidap-khlsam phaa phaap khaw wion. Pip-Peep  ndon
dreamy bring picture 3S plead embrace lay.down
GilZei2Y lanla

chit-chom  loom-ldj
admire caress

(I) dream (of) him pleading to embrace, to lay down, to admire, (and) to caress
(me).

The multiple verbs are employed to show the man’s involvement in the story, as
well as his special relationship to the woman who leads the singing role in the
whole song. However, this is the only scene where he appears as a locally
thematic participant; then he disappears. His presence is mentioned again in the
same form as when he was introduced in a form of zero anaphora (for first

person plural) at the end of the song.

4.4 Default encoding patterns

The default encoding patterns can be found by the tracking of participants
through the songs. The tracking method is applied from Dooley and Levinsohn’s
framework (2001) to the Thai love songs, as discussed in the methodology in

section 4.2.
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4.4.1 Subject reference patterns

The following patterns for reference in subjects were found. Note that no
occurrences of the S2 pattern were found in the corpus, because the songs have

no reported speech.

4.4.1.1 Rule for S1 context

The S1 context is: “the subject is the same as in the previous clause or sentence.”
An analysis of the S1 context gives a clear result of zero anaphora as a default
reference of all four Thai songs. This is exemplified in (80), where the central
participant (the man) of the song Kiss the soft cheek is identified with eight
instances of zero anaphora. In line 017, he refers to himself as pkii ‘1S’ which is a
reference of S4 context. Then, the zero anaphora is used to refer to him till the
end of the song. This is consistent with the statement that a thematic participant

is referred to by minimum, but constant coding (Dooley & Levinsohn 2001: 121).

(80) Kiss the soft cheek.017

W 79 duan 9 W ndu Ay AN
phil kh3>  san-jaa @ ~maj klap  khiiwn  kham

1S(older) may promise 1S NEG back return  word
I promise, (I) will not twist (my) words,

Kiss the soft cheek.018

7] nuaN wig e s D wi 0

0 tha- nian praay day () phram 0
niom

1S take.care soft. cheek like 1S say.manytime 1S

by 17 97 9 iy Agg

mi?  haj caw . chdm kdon khiian

NEG give/let 2S bruise over appropriate
(I) will take care of you (soft cheek) as (I) said, (I will) never let you get
bruised inappropriately.
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Kiss the soft cheek.019

O s i3h DAL Fouva ? 78 AINAL
O ca? faw  rdo-kh3dj ridan-hdo @ ma khi> laam-lian
1S will keep wait wedding.room 1S NEG may invade
(I) will wait for (our) wedding room (=wedding night), (I) will not invade
(you).

Kiss the soft cheek.020

9 99 AiEN 78 nauw e woa 9 ar i
0 kh3o phiay chdaj klin  praay nian- @ ca? ma
1S may only touch smell cheek soft 1S will NEG
awany v du A

laam-liian thuly wan  wi?-waa

assault until day  wedding

(I) only ask to partake of your(soft cheek) fragrance, (I) will not invade
(you) until (our) wedding day. :

In contrast, a nonthematic participant is referred to with more coding material

(e.g. a complex pronoun). For example, in the song Love spell of Acacia shown in
(81), the Acacia is first introduced with djsk-kham-taj ‘Acacia’ in line 002. Then,

it is identified with a second person pronoun caw + proper noun ddok-kham-taj

‘Acacia’ (line 003), and another pronoun caw (line 004) in a consecutive clause,

though it plays the same subject role as in the first clause (line 002).

(81) Love spell of Acacia.002

aanA 16 ngu
ddyok-kham-taj  kran
Acacia

naN

hdom
scented (smell)good

naw Azl
klin  la-maj
smell sweet

azyy e
la-miin  chéoj
tender blow.softly

The Acacia gives tender and sweet smell.

Love spell of Acacia.003
[Pazuus 147

aanA1la

200-la-n3> caw dsok-kham-taj

POET 28
O, you Acacia,

Acacia
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Love spell of Acacia.004

197w pen 15 wilew aAsy 9y ¥ 1a £l
caw waan dd>k  wdj milan khdoj tiian  hdj caj  fan
2S sow flower PRT like PRT remind PREV heart dream

you have spread (pollinated) (your) flowers, like (you) are reminding (my)
heart to dream.

The distribution of S1 context is seen in table 15. Note that the total number of

occurrences in each song is indicated in parentheses in the top row.

Table 15 Distribution of S1 Category (Thai Love Songs)

Kiss the Love spell | Kinarii plays | The wedding | Total
soft cheek | of Acacia | in the water | is tomorrow

(19) (8) (18) 33) (78)
) 94.74% 87.50% 55.55% 93.93% .. | 84.61%
PRON 00.00% 00.00% 00.00% 00.00% 00.00%
Complex 00.00% 12.50% 00.00% 00.00% 01.28%

PRON

NP 00.00% 00.00% 00.00% 00.00% 00.00%
KIN 00.00% 00.00% 05.55% 00.00% 01.28%
POSS* 05.26% 00.00% 38.88% 06.06% 12.82%

However, the secondary participant (the man) in The wedding is tomorrow
employs zero anaphora in the S1 context the most. This is because serial verb
constructions and the multiple verbs are being used (Somsonge 1993: 122, also
see chapter 2, section 2.3.1). Therefore, the nonthematic participant can make
use of either a pronoun (complex pronoun), or a zero identification.

The occurrence of possessive NPs in Kinarii plays in the water will be discussed in
section 4.5.1 “More-than-default encoding pattern for subject”.

The rule applied to subject reference patterns in S1 context thus is:

2 Note that possessive NPs in this analysis inctude the body parts and can refer to a participant as
a whole, especially if the body parts are used applying a possessive structure, for example, niian-
praay ‘soft cheek’ can refer to the woman’s soft cheek or the woman as a whole.

82




S1 context rule

Zero anaphora is utilized for central and main participants while
nonthematic participants are identified with a (complex) pronoun, or a
zero anaphora if the serial verb constructions and the multiple verbs are

used.

For the total of 78 occurrences in the S1 category, 84.62% follow this rule.

4.4.1.2 Rule for S3 context

The S3 context is: “the subject was involved in the previous sentence in a non-
subject role other than in a closed conversation.” The subject in this context has
its position in the previous sentence as a non-subject other than addressee, and is
changed back to the subject position in the current sentence. Usually when the
role is changed, the participant will receive more encoding patterns than those in
the S1 context. However, table 16 illustrates that zero anaphora is still mostly
used in this context. An example for S3 context is given in (82) from the song
The wedding is tomorrow, where the woman who is the central participant is acted
upon (in her own imagination) first in a non-subject role (line 006). Then, she
returns to the subject role with the use of zero anaphora (line 007). Zero
anaphora can be utilized here because there is no ambiguity of reference. The
woman can be identified by the serial verb construction that refers to herself
awaken from her imagination: klap phlik kdaj tiinun ‘(1) turn (and) flip (my) body

to wake up’.

(82) The wedding is tomorrow.006

LAALILARN Wl W 17 98u BNNeY  WeY
khi5ap-khldam phaa phaap khaw wion ?Piy-Péep  nion
dreamy bring picture 3S plead embrace lay.down
ELy Y Tawld

chit-chom loom-ldj
admire caress

(I) dream (of) him pleading to embrace, to lay down, to admire, (and) to caress
(me).
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The wedding is tomorrow.007

D ngy wWAn  ne o B WALy Azdu

0 klap phlik  kaaj twwun  liaw sa-2uiun

1S turn.over flip body wake look.back sob

a7t/la i £ 1314 i F9f

Paaj-caj nii jay maj-chaj wan wi?-waa
ashame this yet NEG day wedding

(D) turn (and) flip (my) body, wake up, look back, sob, (and I) feel ashamed
(as) this is not the wedding day yet.

The distribution of the S3 context is shown in table 16 below.

Table 16 Distribution of S3 Category (Thai Love Songs)

Kiss the | Love spell | Kinarii plays The Total
soft of Acacia | in the water | wedding is
cheek 1) (2) tomorrow (16)
(9) (4)
%) 66.66% 100% 00.00% 100% 68.85%
PRON 22.22% 00.00% 00.00% 00.00% 12.50%
Complex 11.11% 00.00% 00.00% 00.00% 06.25%
Pronoun
NP 00.00% 00.00% 00.00% 00.00% 00.00%
KIN 00.00% 00.00% 50.00% 00.00% 06.25%
POSS 00.00% 00.00% 50.00% 00.00% 06.25%

In table 16, 11 out of 17 occurrences employ zero anaphora. The other most
used patterns are pronouns and a complex pronoun (counted as 3 total), all of
them occurring in Kiss the Soft cheek. The woman in the song Kiss the soft cheek is
the main participant who has no singing role. When it comes to S3 context, she
is referred to with-khwdn caw ‘beloved 2S’ (1 time), and caw ‘28’ (2 times). This
is exemplified in (83). In line 009, she is acted upon by the man she loves. Then

in line 010, she takes her action in a subject role and is referred to with caw ‘2S’.
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(83) Kiss the soft cheek.009

1AENg trzlan uganNan  Weup Falnd
khian-khuu pra-loom 3ok 150 pha-n3o>  chit-klaj
stay.adjacently  touch tease coddle close

(I) stay adjacently, touch, tease, coddle (and come) close (to you)

Kiss the soft cheek.010

197 ATN wilew a2 17414 9 W e
caw khraan —miian ca? khaat-caj  caak huay  stian naj
28 murmur like will stop.breath from space heart in
5 na N1TE

rdj kon maan-jaa

without magic  trick
You cry like (you) stopped breathing, in (your) heart there is no trick

This example from Kiss the sbft cheek is very similar to example (82) mentioned
earlier. The only difference is that in (82), the S3 context is employed by a
central participant, while in (83) is given to a main participant. It is possible that
the main participant who has no singing role may need more coding material
than the central participant who sings throughout the whole song. However,
more research is needed to determine if the pronoun (or complex pronoun) is
really the default for the main participant as the data is found from only one
song.

No clear evidence is found about the patterns that are used for secondary
participants.

The occurrence of a possessive NP and a kinterm in Kinarii plays in the water will
be discussed in section 4.5.1 “More-than-default encoding pattern for subject.”

The rule applied to subject reference patterns thus is:

S$3 context rule
Zero anaphora is utilized for central participants while main participants
are identified with non-zero anaphora utilizing pronouns or complex

pronouns.

For the total of 17 occurrences in the S3 category, 88.24% follow this rule.
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4.4.1.3 Rule for S4 context

The S4 context is: “other changes of subject than those covered by $S2 and $3.”
This context applies to a subject that is discontinuous from the previous clause.
In this context, though the expectation of the hearer for more coding material
should be the highest of the four contexts, zero anaphora is still mostly used. An
example in (84) shows the central participant who describes the woman’s beauty
(line 015). Then he laments to himself, using zero anaphora, that he can only
look and long to be with her (line 016).

(84) Kinarii plays in the water.015

sz lad g0 4 las 989
ruup-soy  soo-phii  jay mi? mii  khraj  choy
figure beautiful yet NEG have anyone reserve
A beautiful figure that no one has ever reserved.

Kinarii plays in the water.016

O U uwi oun wes wit la L dee un Beo
@ daaj tée lée  mddp way cdj  pioy  nday diaw
1S PRT but look watch hope heart desire 3S only
(I) could only look and hope for you alone.

However, pronouns (or complex pronouns) can also be an alternative, especially
if a new verse or stanza begins. In Love spell of Acasia, both the central and

- secondary participants make use of the pronouns or complex pronouns in their
S4 context. In (85) line 011-012, the love comparison with the flower is
described. Then, the man and the woman play their role in line 013, using a
complex pronoun s37 raw sdaw num ‘The two (of) us, a young woman (and)
young man’. After their role, the Acacia which is a secondary participant is
referred to at a new verse with a complex pronoun caw ddok-kham-tdj ‘you
Acacia’ in line 015. Finally in line 016, the man and woman are mentioned again

with a pronoun raw ‘2S’.

(85) Love spell of Acacia.011
avu fn A As yuan

khwam rdk k3>  khiw bap-phaa
NOM love PRT be flower
Love is like a flower,

86



Love spell of Acacia.012

Wi men A a1 ufe w1 vk @ la
phli ddok  thii tda léew  mda baan-béy thil caj
bud flower at eye CONJ come bloom at  heart
(it) buds in the eyes and blooms in the heart.

Love spell of Acacia.013

89 497 @17 Ly

s3oy  raw  saaw num

two 2P young.woman young.man

The two (of) us, a young woman (and) young man,

Love spell of Acacia.014

nEny uaw hee Dedes A g ww las
kd>-kim  khéen kiaw nit-diaw ko sik ‘kdon  khraj
hold arm hook little PRT happy over anyone

just hold arms and hook (fingers), (we) are happier than anyone else.

Love spell of Acacia.015
Idazvue &1 aendild

200-la-n3> caw diok-kham-taj

POET 2S  Acacia

O, you Acacia,

Love spell of Acacia.016

et ven ur  las las I TN T B R
jaa book nd  khraj  khragj  waa rdk raw daaj sou
do.not tell PRT anyone anyone say love 2P PRT toward
AV77A

sa-wan

heaven

don't tell anyone that our love is heavenly.

Another example occurs in the song Kiss the soft cheek, but a kinterm is used
instead of a pronoun. This is because the kinterm in Thai approximates the same
semantic function as the pronoun. In this song, the man sings about the woman’s

beautiful smell (line 016) and promises her that he will not do anything with her
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until the wedding day (line 017). The kinterm used for the man is ‘older sibling’,

but it semantically functions as ‘1S’. This is exemplified in (86).

(86) Kiss the soft cheek.016

e 1/57191/57 by ARE AU TuTIU
h3om praay-praa mi?  khlaaj khiawn chiiwn-chiian
(smell)good cheek NEG stop return  admire

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

Kiss the soft cheek.017
W 79 dgynn W nav ok
phii kh3>  san-jaa maj klap khuiwn — kham

1S(older) may
I promise, (I) will not twist (my) words,

promise NEG  back

return word

The distribution of the S4 context is shown in table 17 below.

Table 17 Distribution of S4 Category (Thai Love Songs)

Kiss the Love spell | Kinarii plays | The wedding Total
soft cheek | of Acacia | in the water is tomorrow

3) (6) (5) (5) (19)
4] 33.33% 00.00% 60.00% 100% 47.36%
PRON 00.00% 50.00% 00.00% 00.00% 15.78%
Complex | 00.00% 50.00% 00.00% 00.00% 15.78%

PRON

NP 00.00% 00.00% 00.00% 00.00% 00.00%
KIN 66.66% 00.00% 20.00% 00.00% 15.78%
POSS 00.00% 00.00% 20.00% 00.00% 05.26%

The variety for this small number of occurrences makes a qualifier like ‘tentative’

appropriate. The tentative rule applied to subject reference patterns thus is:

S4 context rule
Zero anaphora is utilized for central, main and secondary participants.
Pronoun (or complex pronoun), and kinterm that functions as a pronoun

are also applicable, especially if the new verse or stanza begins.
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For the total of 19 occurrences in the S4 category, 94.74% follow this rule.

4.4.2 Non-subject reference patterns

The following non-subject patterns for reference were found. Note that no
occurrences of the N2 pattern we found in the corpus, because the songs usually
have no reported speech. On the whole, there were significantly fewer instances

of non-subject identifications than of subject identifications.

4.4.2.1 Rule for N1 context

The N1 context is: “the reference occupies the same non-subject role as in the
previous clause or sentence.” The non-subject in this context occurs in the same
non-subject role as in the previous clause. The occurrences of nbn-subjects in N1
context are similar to S1 context in that zero anaphora is the most used and is
the default pattern. However, one can observe that zero anaphora is mostly used
when the it occurs with serial verb and multiple verb constructions. When a
participant (whether thematic or not) appears individually, it tends to be marked
with more encoding material such as a possessive NP.

But it is also possible that the influence of the poetic meter or the rhymic pattern
of the poem can affect the choice of reference®. An example of both possessive
NP and zero anaphora in non-subject patterns are shown in (87). In line 019, the
woman is mentioned with zero anaphora. Then in 020, to rhyme with the word
laam-liian ‘invade’ of 019, she is referred to with a possessive NP klin praan nitan
‘(your) soft cheek fragrance’. Then again, for the sake of rhymic and meter

pattern, laam-luan ‘invade’ is used again with zero anaphora

(87) Kiss the soft cheek.019

T 1] raAnt ﬁ@uw@ ‘ZJJI 78 AINNAU 0
ca?  faw - rdo-khdoj rdian-hdo maj  khdo laam-lian @
will  keep wait wedding.room NEG may invade 2S

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

* This phenomenon certainly occurs in other contexts, but the example in this context is evident.
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Kiss the soft cheek.020

78 LEN
kh3>  phiay
may only
AIN[Y 0

laam-lian @

assault

28

Le n 5 U
chaaj klin
touch smell

< ar
N U
thiay wan
until day

/579

prday
cheek
eVl
wif-waa
wedding

149A Ry 1ad

nian ca? mdj

soft will NEG

(I) only ask to partake of (your) soft cheek fragrance, (I) will not invade
(you) until (our) wedding day.

No clear evidence is found of what patterns are used for secondary participants.

The occurrence of a NP in Kinarii plays in the water will be discussed in section

4.5.2 “More-than-default encoding pattern for non-subject.”

The distribution of the N1 context is shown in table 18 below.

Table 18 Distribution of N1 Category (Thai Love Songs)

Kiss the Love spell | Kinarii plays | The wedding is { Total
soft cheek | of Acacia in the water tomorrow
(10) 1) M (3) (15)
@ 60.00% 100% 00.00% 66.66% 60.00%
PRON 10.00% 00.00% 00.00% 00.00% 06.66%
NP 00.00% 00.00% 100% 00.00% 06.66%
POSS 30.00% 00.00% 00.00% 33.33% 26.66%

The tentative® rule applied to non-subject reference patterns thus is:

N1 context rule

Zero anaphora is utilized for thematic participants. A possessive NP may

replace zero anaphora due to the influence of the poetic meter or the

rhymic pattern of the poem.

Thus for the total of 15 occurrences in the N1 category, 86.66% follow this rule.

?* The word ‘tentative’ is used for some of the rules when it is hard to identify what the tendency
1s, or when the total number of occurrences is so small as to raise some doubt.
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4.4.2.2 Rule for N3 context

The N3 cohtext is: “the referent was involved in the previous sentence in a
different role than that covered by N2.” In this context, the non-subject referent
is involved in a different role, such as subject role, from the previous clause. The
occurrence of the patterns in this context is somewhat unclear. It appears that
zero anaphora is the prominent pattern in Kinarii plays in the water. But the
possessive NP has a higher percentage overall, with 60% or 9 out of 15
occurrences. Consider example (88) when the woman changes from the subject
role (line 12) to an object role (line 13) using a possessive NP niian prdan ‘soft
cheek’.

(88) Kiss the soft cheek.012

Tau ng 187 uey nssan
Joon kaaj caw Péep kra-sik
take.from.under body 2S  do.in.secret weep
(D lift (your) body, you weep in hiding

Kiss the soft cheek.013

wan uwla  Use  Bevuey 41
phlik ndan praay rian-?éep maa
turn  soft cheek bend.closely come
(D) turn you (soft cheek) to be close (to-me)

When looking at Kiss the soft cheek, Kinarii plays in the water, and The wedding is
tomorrow, zero anaphora appear either with serial verb and multiple verb
constructions or verbs of perception (the five senses). The serial verb and
multiple verb constructions, as mentioned earlier, need no overt marking. As for
the verbs of perception, they have a non-punctiliar sense®® (Hwang 1997: 297). It
is also possible that the verbs of perception need no explicit reference because
one can tell from the context who is being watched, for example.in Kinarii plays
in the water. Again, the total number of occurrences is small.

The distribution of the N3 context is shown in table 19 below.

» Non-punctiliar verbs are those that does not report eventline information, such as watch, wish,
etc.
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Table 19 Distribution of N3 Category (Thai Love Songs)

Kiss the Love spell | Kinarii plays | The wedding is | Total
soft cheek of Acacia in the water tomorrow
(7) (1) (4) 3) (15)
%) 14.29% 00.00% 75.00% 33.33% 33.33%
PRON 00.00% 00.00% 00.00% 00.00% 00.00%
NP 00.00% 00.00% 25.00% 00.00% 06.66%
POSS 85.71% 100% 00.00% 66.66% 60.00%

The tentative rule applied to non-subject reference patterns thus is:

N3 context rule
Possessive NP is utilized for both thematic and non-thematic participants.
Zero anaphora may also be applied especially when serial verb and

multiple verb constructions or non-punctiliar verbs are in use.

For the total of 15 occurrences in the N3 category, 93.33% follow this rule.

4.4.2.3 Rule for N4 context

The N4 context is: “other non-subject references than those covered by N1-N3.”
In this context, the referents are in a non-subject relation in a current clause, but
no relation in a previous clause. The information for this context is quite limited
as there are only 5 occurrences, with 1 for zero anaphora, 1 for pronoun, and 3
for possessive NPs. In Osborne (2009: 111) and Tebow (2010: 109)’s analysis of
N4 context, when there is no ambiguity created by using pronouns and zero
anaphora, they can be used instead of possessive NPs. An example of a
possessive NP is shown in (89), where the previous clause (line 017) contains no
reference for the woman. Then, she is refered to as a non-subject role (line 018)

with a possessive NP niian prdan ‘soft cheek’.

(89) Kiss the soft cheek.017

W 78 dyan I nay Ay A
phil kh3>  san-jaa maj klap  khiiwn  kham

1S(older) may promise NEG  back  return  word
I promise, (1) will not twist (my) words,
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Kiss the soft cheek.018

nuaN IR s A wih q Ty
tha-n3om niian  praay dday  phram mi? haj
take.care soft cheek  like say.manytime NEG give/let
1499 7 Gy AT

caw chdm k3an khiian

2S bruise  over appropriate

(D) will take care of you (soft cheek) as (I) said, (I will) never let you get
bruised inappropriately.

An example of a pronoun in this context is found in The wedding is tomorrow.
After a descriptive picture of the night, the man is mentioned for the first time as
a non-subject referent. He is referred to with a third person pronoun khaw, as

exemplified in (90).

(90) The wedding is tomorrow.005

an AN &N YW ANIABY  WIIWPID an19 anv

tok  duk  jiy naaw dian- phraay- sa- 53p
duian phraaw kaaw

fall  night more cold moon twinkling clear shine

N1

mda

come

The night falls (and it) gets more cold, the twinkling moon is shining.

The wedding is tomorrow.006

LAAULAAN W1 W A 9ad BNueY  ueu
khldap-khidam phda -~ phaap khaw w3on Jip-P2ep ndon
dreamy bring picture 3S plead embrace lay.down
Gk Tawla

chit-chom  loom-ldj
admire caress

(I) dream (of) him pleading to embrace, to lay down, to admire, (and) to
caress (me).
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There is no ambiguity in this context because khaw ‘3S’ has gender specificity of
a masculine reference.

The distribution of the N4 context is shown in table 20 below.

Table 20 Distribution of N4 Category (Thai Love Songs)

Kiss the Love spell | Kinarii plays | The wedding is | Total
soft cheek of Acacia in the water tomorrow
(2) 0) (2) 1) (5)
0] 50.00% 00.00% 00.00% 00.00% 20.00%
PRON 00.00% 00.00% 00.00% 100% 20.00%
NP 00.00% 00.00% 00.00% 00.00% 00.00%
POSS 50.00% 00.00% 100% 00.00% 60.00%

The tentative rule applied to non-subject reference patterns thus is:

N4 context rule
Possessive NP is utilized for both thematic and non-thematic participants.
Pronoun and zero anaphora may be applied when there is no ambiguity

in the context.

For the total of 5 occurrences in the N4 category, 100% follow this rule.

4.5 Non-default encoding patterns

The rules for S1-N4 contexts above show that there are default patterns for
subject and non-subject references. When there are references that do not follow
the rule, there may be some motivation for the deviant references. This section
proposes an explanation to the more-than-default encoding patterns. There is no

evidence for less-than-default encoding patterns.

4.5.1 More-than-default encoding pattern for subject

More-than-default encoding patterns happen when a linguistic device makes use
of more coding material than what the rule for each context would lead one to
expect. In the S1 context, for example, the song Kinarii plays in the water has

some distribution of possessive NPs instead of zero anaphora which is a default
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pattern. This is because it contains a detailed description of the woman’s body

such as tda ‘eye’, siiap ‘chest’, and thdn ‘breast’, as exemplified in (91).

(91) Kinarii plays in the water.004

M wley Ve UIAN NN @AM LANEIN
tdaa milan jaat ndm-khday siay sa-laan tey-tiiy
eye like drop dew chest outstanding firm

(Your) eyes are like dew drops, (your) chest is outstanding and firm.

Kinarii plays in the water.005
oy us g wlew Uh uvw ey lu i

than  lée  ra-rila muian bia bdan yau .ndaj buiy
breast look bob like lotus bloom be in  marsh

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

The same phenomenon occurs in the S3 context and might also explain why the
main participant in Kinarii plays in the water appears with a possessive NP (found
in line 015). Kinterms are utilized as well in this song (line 011). The motivation
behind the use of the kinterm mée ‘mother/lady’ is because the singer wants to
express the womanly figure and use this as a play on word on every third verse

of the first three stanzas.

4.5.2 More-than-default encoding pattern for non-subject

In the song Kiss the soft cheek, the N1 context employs zero anaphora as a
default. But in (92), the woman is referred to with a second pronoun caw after
she is already mentioned with a possessive NP niian praan ‘soft cheek’ (N4
context). There can be two reasons for an overcoding for this context: the filling
of the restricted poetic meter in its verse or the rhyme with the word faw ‘keep’

the next verse (line 019).
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(92) Kiss the soft cheek.018

nueN u9Q Urw A9 Wi H Ty
tha-n3om niian praay  day  phram mi? haj
take.care soft cheek  like say.manytime NEG  give/let
147 7 1Ay A7

caw chdm kaan khiian

2S bruise  over appropriate

() will take care of you (soft cheek) as (I) said, (I will) never let you get
bruised inappropriately.

Kiss the soft cheek.019

v LE/’? TBEADE L?‘@HV@ ZJJ U8 NINAIU
ca? faw  rio-kh3oj  rdian-hso maj  kh3>. laam-liian
will keep wait wedding.room NEG < may invade

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

Another overcoding reference of the N1 context is in (93), where the woman is
referred to with an NP nday diaw ‘3S alone’, but the default is zero anaphora.
The motivation for this deviance is that this verse is the last verse of the song.
Since the woman is the main participant whom the whole song is about, she is
the conclusion of the song. So, an overcoding occurs sometimes to highlight the

participant’s salience, which is a factor that occurs in various Thai songs.

(93) Kinarii plays in the water.016

I8 wi ua  wew  wid la das  uN  AEd
daaj tée lée  mdoy wap caj proy naay diaw
PRT but look watch hope heart desire 3S only
(I) could only look and hope for you alone.

4.6 Summary and comparison with the Song of Solomon

In the Thai love songs, zero anaphora is used as the default encoding for the
subject reference patterns, while possessive NPs are more applied in the non-
subject reference patterns. The central participant, the main singer, makes use of
less coding materials than the main participant who may not have a singing role.
The secondary participant makes use of more encoding materials as they have no
singing role and only appear partly in the song. The summary is shown in table
21 below.
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Table 21 Default Encoding Patterns for the Thai Love Songs

S1/N1 S3/N3 S4/N4
Central participant @/ D (@/POSS @/POSS
main participant @/ 0 non @/POSS @/POSS
Secondary participant PRON/- -/POSS @/POSS

In comparison with the selected parts of the Song of Solomon, the S1-N4 contexts
are shown in tables 22-26 successively. Let it be noted that the §3 context has
limited data (only 4 occurrences) and the N3 context has no information. The

summary of the S1-N4 contexts follow in table 27.

Table 22 Distribution of S1 Category (SG)

1:16-2:3a | 2:10b-14 | 3:1-4 4:1-5 Total
(3) (4) (14) 12) (33)
) 33.33% 00.00% | 42.86% | 16.66% | 27.27%
PRON | 33/33% 00.00% | 57.14% | 16.66% | 33.33%
NP 00.00% 25.00% | 00.00%| 00.00% | 03.03%
POSS 33.33% 75.00% | 00.00% | 66.66% | 36.36%
Table 23 Distribution of $3 Category (SG)
1:16-2:3a | 2:10b-14 | 3:1-4 4:1-5 Total
0) 3 (1) 0) (4)
o 00.00% 66.66% | 00.00% | 00.00% | 50.00%
PRON | 00.00% 00.00% 100% | 00.00% | 25.00%
POSS 06.00% 33.33% | 00.00% | 00.00% | 25.00%
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Table 24 Distribution of $4 Category (SG)

1:16-2:3a | 2:10b-14 | 3:1-4 4:1-5 Total
3) ) (2) (1) (8)

%) 00.00% | 00.00% | 50.00% | 00.00% | 12.50%
PRON | 33.33% | 00.00% | 50.00% | 00.00% | 25.00%
POSS 66.66% 100% 00.00% | 100% | 62.50%
Table 25 Distribution of N1 Category (SG)

1:16-2:3a | 2:10b-14 | 3:1-4 4:1-5 Total
(0) (2) (7) (0) (9)

9] 00.00% | 00.00% | 28.57% | 00.00% | 22.22%
PRON | 00.00% | 50.00% |71.43% | 00.00% | 66.66%
POSS 00.00% 50.00% | 00.00% | 00.00% | 11.11%
Table 26 Distribution of N4 Category (SG)

1:16-2:3a | 2:10b-14 | 3:1-4 4:1-5 Total
(0) 4 (4 (0) (8)
PRON 00.00% 75.00% | 25.00% | 00.00% | 75.00%
POSS 00.00% 25.00% | 00.00% | 00.00% | 12.50%
ClfPhrs | 00.00% 00.00% .75.00% | 00.00% | 12.50%

Table 27 Default Coding Patterns for the Song of Solomon

S1/N1 S3/N3 S4/N4
Central participant | PRON/PRON | -/- PRON/PRON
main participant POSS /PRON -/- POSS/(POSS,ClfPhrs)

From table 27, it is noted that pronouns and possessive NPs are used equally in
the subject reference context, while pronouns are used more in the non-subject
reference context. Also in the N4 context, classifier phrases are utilized, but it

can be a more than default encoding device used to emphasize the story in the
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third chapter of the Song of Solomon (3:1-4). However, one looks at the whole
Song of Solomon, classifier phrases appear 14 more times (more research is
needed to find in which context these phrases are used).

Another observation of the use of pronouns and possessive NPs in the Song of
Solomon is that they contain more descriptive information than the Thai songs.
The Thai songs make no use of the possessive marker kh3on ‘of’, nor the
possessor (pronoun), but the Song of Solomon employs both, sometimes along
with additional information such as numbers and particles. This feature in the
Song of Solomon is the same as the feature of a prose in 1.8.2.5.

Thus the encoding patterns in the Song of Solomon utilize more pronouns and
possessive NPs than in the Thai love songs, which utilize zero anaphora the
most. The possessive NPs in the Song of Solomon occur in the subject contexts;

while in the Thai love songs, they appear in the non-subject contexts.

4.7 Some translation suggestions for the Song of Solomon

There are parts of the Song of Solomon which need to stay more faithful to the
original text than to the reader of the translation, in order to maintain its
orignial purpose and intended meaning. It is suggested that this kind of text
remains as it literally is in the original text, though a default pattern may offer a
different rule. This is exemplified in (94) where line 092 is in an S4 context.
Then the referring expressions for the woman in line 093 and 094 are in an S1
context, of which the default encoding pattern is zero anaphora. For this case,
khon stiaj kh3oy chdn ?33j ‘my beautiful person’ and 260 mée nok-khdaw khon chdn
233j m&e nék tia thii yuu sdok phda ‘Oh my turtledove, (my) bird who lives in the
cranny of the cliff’ are intended to emphasize the man’s impression toward the
woman, by calling her with a long and complimenting description. With this,

they should remain as literal as they are.

(94) Song of Solomon.092 (2:13)
7i5n 909 Gu By A9 gn T 08s

thii-rak khion chan 2?32 cop lik  khiin  tha?
dear of 1S PRT IMP stand up PRT
My beloved, please get up.
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Song of Solomon.093 (2:13)

AU Asl 289 QY @8 @an w1 AU U
khon  suaj khdoy chan 253 2?50k maa kap chan
person beautiful of 1S PRT out come with 1S
iim
thoat
PRT

My beautiful person, please come out with me.

Song of Solomon.094 (2:14)

Ta  ua unLa aI99 AU I Y

200 mée nok-khaw khdoy chan 235 mée

PRT lady/mother turtledove of 1S PRT  lady/mother
un  #a 7} ag  7en BN

nok tia thii yau sk phaa

bird CLF REL be cranny chiff

Oh my turtledove, (niy) bird who lives in the cranny of the cliff,

Although the Song of Solomon is translated into prose, there are some proportions
that may need to be changed so the Song of Solomon’s participant reference is
communicated clearly. The translation should still be as natural and beautiful as
possible even if it is not true poetry. In (95), line 122 is in the N4 context with
khaw phit thii diiay-cai kh3oy di-chdn rdk ‘him whom my heart loves’ as a non-
subject reference. This is a literal translation from the Hebrew ’ét Se-’a-hd-bah
napsi ‘him whom my soul loves’, but it does not maintain the participant
reference naturally. There are many other grammatical means in Thai that can
be used other than relative clause to represent this meaning, such as zgmﬁ‘é”n (sut-
thii-rdk) ‘(my) utmost love’ or gan#iu (j3ot-chii-wan) ‘(my) utmost (of my) life’.
Another translation of Song of Solomon in prose from The Holy Bible, New
Contemporary Version (2007) uses the word wegeaanwla (phbo-joot-dian-caj)
‘(my) utmost (of my) heart’ which, after tested with many readers, sounds more
natural and beautiful than the THSV.
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(95) Song of Solomon.122 (3:4)

2ot fi wy g i anla  wee  Adu
di-chan k3> phdp khaw phuu thii  diay-cai khoy di-chan
1S PRT find 3S CLF REL heart of 1S

§n

rak

love

I find him whom my heart loves.

Then in line 123, the man is referred to as third person pronoun twice in an N1
context of which the default reference is also zero anaphora. In this context, it
might still sound natural if tiia khaw ‘clf him’ is used because there is a change of
participant and it is an emphasized pronoun which occurred with a classifier.
The other pronoun, on the other hand, is not necessary as there is no ambiguity
or any intended purpose/emphasis needed for the use of more-than-default

encoding patterns.

(96) Song of Solomon.123 (3:4)

AL sy £ L7 IR C STV YR Y gan  tasy 1
di- cap  tia khaw wdj ~néen maj joom pldoj hdj
chan

1S catch CLF 3S PRT tight NEG allow let.go POSTV
21 vas [ Lag

khaw  lut paj 15a]

38 lose POSTV PRT

I hold him tight, not letting him go,

It is thus suggested that khdw ‘him’ in line 123 should be changed to utilize zero
anaphora. This will help the reader to employ less processing effort and then
they can more easily perceive the naturalness of the translation.

There is another suggestion that the translators can take into consideration for
the usage of possessive NPs, relative clauses, and classifier phrases in the Song of
Solomon. Numerous terms in Thai can be used to replace these referring
expressions when they occur too many times in the Song. The Thai traditional
love songs employs some such terms which can be profitable for the translators
to take on, if they convey a similar meaning or an idea in the original text. Some
examples are: complex pronouns, NPs with adjective, and body parts which refer

to the whole person, as seen in aauisa1Iun (s¥on raw sdaw niim) ‘the two (of) us,
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a young woman (and) young man’, uxas17 (mée 23o-ra-chion) ‘delicate lady’, and
wia1/r9 (nidan prdan) ‘soft cheek’ respectively.

In summary, this kind of minor change of the participant reference in a
particular translation forms a much more natural flow for the reader, without
compromising the accuracy of the new translation work. It also helps the

translation to capture more poetic features exemplified in the Thai songs.
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