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ABSTRACT

The Importance of Verb Salience in the Followability of Lezgi Oral Narratives

Charles M. Donet
Master of Arts
with major in
Applied Linguistics
The Graduate Institute of Applied Linguistics, May 2014

Supervising Professor: Pete Unseth

This thesis describes a verb salience scheme for Lezgi (Lezgian) oral narratives
from the Qusar region of Azerbaijan, primarily using the discourse theory of Robert
Longacre. Variation in the verb salience scheme was found for three sub-genres of
informal oral narratives: stories, parables, and folktales. Discourse structures for these
three types were also described for typical texts. The interaction between verb salience
scheme, discourse structure, and pragmatics was explored and used together to determine

overall followability.

In addition, several unique findings were contributed: Some differences between
oral Lezgi and written Lezgi were described. A data corpus of oral Lezgi narratives from
the Qusar region was gathered and interlinearized. The use of the -da suffix (as an old
present tense) was described as an Epic Narrative Tense (ENT), and its alternation with

aorist preterits on the mainline of Lezgi oral folktales was explored.

The results were used to suggest in the conclusion that by knowing the verb

salience scheme, followability of Lezgi oral narratives should be improved, translation of



oral narratives into Lezgi can be done more naturally, and adaptation from written Lezgi

to oral Lezgi must recover any lost meaning.
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TRANSLITERATION AND TRANSCRIPTION

Transliteration scheme:

The official Lezgi alphabet uses Cyrillic characters. Haspelmath (1993) uses a
transliteration scheme to present Lezgi data using Latin letters. The transliteration scheme used
in this thesis differs from that of Haspelmath in that it is based on the modern Azerbaijani Latin
alphabet so that readers in Azerbaijan will be more easily able to engage with this material.
Notice below that a few letters in the official Lezgi Cyrillic alphabet represent phonemes that do

not actually exist in the Lezgi language. They are used when writing Russian loan words.

Trans- Lezgi Trans- Lezgi

literation | '™ | Alphabet | Fespelman Literation | ™A | Alphapet | Haspelmath
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Transcription Symbols:

All texts encountered in this paper are developed from oral transcriptions. Three such

representative texts are found in the appendicies. An oral transcription is included for The Bug

Story (Appendix A). Below are the symbols used for transcription, adapted from Du Bols, et al.

(1993:45-89):

Word unit space

Truncated word -
Lengthened word =

High tone on word !

Intonation unit new line

Normal pause (1 sec)
Short pause .
Long pause ...

No pause no dots

Final intonation .
Continuing intonation ,
Question intonation ?
Truncated intonation --
Embedded intonation | |
High tone at end of a

clause /

Marcato speech

Quotation quality

Widened pitch (high
involvement)

High pitch

Low pitch

Allegro (rapid) speech

Diminuendo (gradually softer)

Laughter quality over speech

Code Switching (to Azeri)

Speech overlap
Transcription comments
Exhalation

Laughter

<MRC MRC>
<Q Q>
<W W>
<HI HI>
<LO LO>
<A A>
<DIM DIM>
<@ @>
<L2 L2>
[ ]

()

(Hx)

@

Remember that in oral transcriptions, these symbols above (especially . , ? 1) always

represent specialized prosodic

information, not grammatical or

XVi

semantic structure.



1 INTRODUCTION

This thesis presents a verb ranking salience scheme for Lezgi oral narratives and then
uses it to obtain ‘followability’ by observing its interaction with the discourse structure and
pragmatics. The Lezgi (or Lezgian) language, is a Caucasian language of the Nakh-
Daghestanian language family (Lezgic branch) spoken in Azerbaijan and Daghestan. Though
the grammar of written Lezgi has been described by Martin Haspelmath (1993), very little work
has been produced on the oral dialects of Lezgi. Neither have discourse features of Lezgi been

addressed.

1.1 Problem Statement

To be able to understand a narrative, one must first be able to follow it. A story is more
than just words on a page in a certain order, or words spoken into the air without feeling. Itis a
text spoken in a certain way, by an author, to an audience, for a purpose. It is done according to
cultural conventions, in a particular setting, according to a narrative template, and in a certain
order of action. These factors are interwoven, and add to the meaning of the text. Therefore, to
understand a story, one must understand more than the words. One must be able to ‘follow’ the
story. One way to do this is to note the tense, aspect, and mood (TAM) of the verb forms, rank
them according to their salience, and then see how they are used throughout the narrative

discourse (Longacre and Hwang 2012:4).

In fact, this kind of ‘followability’ is one of the main functions of the TAM features in a

language (Longacre 2006:343). Ricouer (1985:150) said, “To follow a story, in effect, is to



understand the successive actions, thoughts, and feelings in the story inasmuch as they present a
particular ‘directedness.”” This is a notional concept that is influenced by surface and structural
clues in a language. “After all, the listener/reader must be given a clue(s) as to what are the
primary sequential happenings of the stories and what material in the text is more marginal. In
constructing a salience ranking scheme we are simply trying to make explicit those clues and
demonstrate the integrity of the story” (Longacre and Hwang 2012:76). For narratives, the
primary, punctiliar actions in a story constitute the storyline, or mainline progression. This
mainline progression is a main component of followability. It is the foregrounding of certain

important information complemented by the backgrounding of less important information.

Starting with the presupposition that narrative templates exist in every language, and that
storylines aid in the followability of a text (Longacre 2006:343-345), | have gathered oral Lezgi
texts (in the Quba dialect of Azerbaijan) in order to study them and understand better how Lezgis
tell stories. From this corpus, several types of narratives were selected for analysis in order to
find their mainline development — the sequential and punctiliar happenings which constitute the
structure of a story. | rely on the hypothesis developed by Robert E. Longacre, which says that a
text is generated from the mainline, which “is considered to be the central feature of the text of
which other text features are essentially elaborations and additions” (Longacre 1989:414). One
of the most fruitful text linguistic analyses that can be done in a language is to understand the
mainline development of a narrative and construct a salience scheme based on it. My purpose in
this thesis is to describe, based on an investigation of a text corpus of Lezgi oral stories (3.5), a
verb salience ranking scheme that obtains for most Lezgi oral narratives (Chapter 5) and show

how its interaction with the discourse structure aids in its followability (Chapter 6).

2



I maintain that this cannot be done unless issues of pragmatics, which closely intersect
discourse analysis (Longacre 1996:31), are also considered. Speaker, audience, and purpose are
basic clues to understanding a Lezgi oral narrative. The genre of the text tells a lot about the text
itself. Oral prosodic features also have an important bearing on the discourse. These issues are
addressed throughout the study (especially in 3.1, 3.3, 4.1), and cannot be ignored in an analysis

of followability (as demonstrated in 6.2).

With regard to grammar (Chapter 2), | focus on the verbal system of Lezgi (2.2). “The
verb morphology does more than orient the reader/hearer temporally and to signal qualitative
differences in happenings and activities; it ultimately exists to expedite that very special form of
discourse, the narrative” (Longacre and Hwang 2012:79). Consequently, other parts of the
grammar of Lezgi are presented in a much abbreviated way (2.1). Further, the use of colloquial
and other oral constructions that vary from written Lezgi as described by Haspelmath are dealt

with (2.3).

Finally, the overall discourse structure (Chapter 6) is very important to understand
because of its interplay with the verb salience scheme. All of these issues above are considered

and illustrated by a few representative texts that have been interlinearized in the appendices.

1.2 The Lezgi Language

Lezgi is a member of the Lezgic branch of the Nakh-Daghestanian family. This branch
also includes also includes Archi, Tabassaran, Agul, Rutul, Tsakhur, Budukh, Kryz, Khinalug,

and Udi (Berg 2005:182). More specifically, the Eastern Samur group of Lezgic languages



(Lezgi, Agul, Tabassaran) share many words and syntax, as well as the distinct characteristics of
morphological ergativity, ejective consonants, significant suffix-agglutination, many noun cases
with localizations, and similar verb affixation strategies (Berg 2004:198). Lezgi is spoken by
about 654,000 people® living in Southeastern Daghestan and Northeastern Azerbaijan. Figure 1
shows the area where Lezgi is mainly spoken (10), along with the other languages of Agul (6),
Avar (7), Dargin (8), Lak (9), Rutul (11), Tabassaran (12), Tsakur (13), and Azerbaijani (22).

Some Russian (R) and Lezgi (L) are spoken in various isolated instances.

-

i R il

22 TN
R*‘-« R \

Azerbaijan xR’
‘Baku'

ol

Figure 1: Lezgi Language Group (10) shown with other East Caucasian Languages®

! This number is based on the official census figures in Russia (FSSS 2010) and Azerbaijan (State Statistical
Committee of the Republic of Azerbaijan 2009). While the official census figures from the Azerbaijani government
reports 180,300 ethnic Lezgis in Azerbaijan (2.0% of the population), unofficial sources like Mateveeva and
McCartney (1997:217), Kerimova (2011a:609), and the Ethnologue (2014) claim they are higher. It is unclear how
many Lezgi speakers are in Azerbaijan presently.

% This black and white excerpt of “Map of the ethno-linguistic groups in the Caucasus region (English Version)”
(http://en.wikipedia.org/wiki/File:Caucasus-ethnic_en.svg) by User:Pmx
(http://commons.wikimedia.org/wiki/User:Pmx) is licensed under CC BY 2.5
(http://creativecommons.org/licenses/by/2.5/deed.en).



http://en.wikipedia.org/wiki/File:Caucasus-ethnic_en.svg
http://commons.wikimedia.org/wiki/User:Pmx
http://creativecommons.org/licenses/by/2.5/deed.en

Lezgis are native to the East Caucasus area and were part of the Ancient Caucasian
Albanian Empire, a Christian nation that existed in the southern Caucasus in the 3"-5™ centuries
(Mateveeva and McCartney 1997:214). The Muslim invasion in the 7"-8" centuries changed not
only their religion, but their locale — forcing them higher up into the Caucasus Mountains.
Arabic was used during this interim time for law, religion, poetry, and inscriptions (Haspelmath
1993:23). Through the middle ages, Lezgis existed alongside conquering Persian and Turkic
groups. From the 11™ century, the Seljuks (and later, the Shirvan Dynasty) used Azerbaijani as a
trade language in the region (Nichol 1996:88-89), which has influenced the Lezgi language
(Haspelmath 1993:26). Incorporation of Daghestan into the Russian Empire in the 19™ century
brought Russian as a trade language, as well as Russian language policies. This influence has
remained since Soviet times, and use of Cyrillic as the official alphabet of the Lezgi language
has continued even after Azerbaijan gained its independence and changed its script to Latin in

1991 (Bayatly 1997:22-24).

Though the Lezgis have long been a distinct people group, they have sometimes been
identified together with other language groups from the Lezgic branch, and their language served
as a literary language for Agul and Rutul up to 1950 (Wixman 1984:125-126). All these
historical sociolinguistic events have heavily influenced the Lezgi language, both in Azerbaijan
and in Daghestan. Though Lezgi is an official language of Daghestan and a recognized language
in Azerbaijan, it remains classified as “vulnerable” by UNESCO's Atlas of the World's

Languages in Danger (Moseley 2010).



1.3 Literature Review

The first linguistic studies of Lezgi were done by Russian linguists. Uslar created the
first alphabet based on Cyrillic for Lezgi in 1896. The standard language, based on the Kire
dialect, was made official in 1928, using a Latin alphabet championed by Gadzhibekov. In 1938,
Moscow decreed Cyrillic alphabet be used for all written languages of the Soviet Union,
including Lezgi. Gadzhijev published a dictionary in 1941 and 1950. Other works from
Gulmagamyedov, Talibov, and Melanova have followed over the years (Haspelmath 1993:23-

24).

Today, Lezgi is written with 45 Cyrillic characters (See Appendix A). It is learned in the
home, and taught in a few schools in Daghestan and Azerbaijan. There are old school textbooks
from Daghestan and some children’s literature but mother-tongue literacy is still quite low,
especially in Azerbaijan (Gerber 2007:31-36). However, for a minority language, a relatively
large amount of literature (poetry, fiction, journals, newspapers, etc.) exists, mostly in
Daghestan, but also a little in Azerbaijan. Lezgi has been considered to be one of the languages
of the Caucasus with the largest amount of literature. However, mother tongue language use
must compete with Russian and Azeri (languages of wider communication). Having lived and
worked with Lezgis in Azerbaijan over the last four years, it seems to me that Lezgi language
proficiency in Azerbaijan has declined since the sociolinguistic survey work conducted by

Clifton, et al. in 1999-2001 (Clifton, et al. 2002).

In modern times, Moor (1984) helped to better describe the morphology of the Lezgi

verb. However, Haspelmath has done the bulk of the task in his Grammar of Lezgian (1993) —a



work focused only on written Lezgi. Further, as a result of his typological study of other
languages, Haspelmath has also published extensive work on Lezgi ergativity (Haspelmath
1991), verb tenses (Haspelmath 1994), coordination (Haspelmath 2007), and especially converbs
(Haspelmath 1995a). Even the word lists and texts he collected in the literary dialect have been

useful to others.

But less work has been done in spoken Lezgi. For practical purposes, the spoken dialects
can be divided into four regions: Kire and Axty in Daghestan; and in Azerbaijan, Qusar and
Ismayilli (which Jessica Smith described in 2010). The grammar of Qusari oral dialect (also

known as Quba dialect) has not been formally described.

There is a lack of discourse analysis for Lezgi as well. Little is known about its overall
discourse features. Haspelmath (1993:241-244) speaks of discourse markers, but their function
is illustrated only at the sentence level. He also mentions information flow in passing
(Haspelmath1993:301), simply noting that “given information tends to precede new
information.” Niels Smit (2010:248-252) confirmed from Haspelmath’s written data that 1) the
normal construction for a Lezgi sentence is Subject-Oblique-Object-Verb with little exception, 2)
in narrative, objects which are comments then usually become the topic of the next assertion, and
3) focus occurs by fronting an argument or adverbial clause other than the actor. While
information flow is a natural extension of good syntactical description, it falls short of describing

the overall discourse of Lezgi.

What is still needed is macro-level discourse analysis of various text genres, observation

of the mainline progression, development of a salience ranking scheme, description of the



discourse structure, and even an investigation of pragmatic features — for all major genre types.

This thesis contributes to filling this need, at least for oral narratives.

1.4 Verb salience theory

The idea that verbs in a narrative can be divided into punctiliar actions and ongoing
actions was first proposed by Grimes (1975), and then later expanded and systematized by
Longacre (1989). Including principles of transitivity from Hopper and Thompson (1980),
Longacre (1989:415) posited that a ranking scheme of verbs showing relative prominence, or
salience, can be observed in a narrative. The sequential, punctiliar happenings are called the
mainline, or storyline. These are contrasted with the less prominent actions, states,
contingencies, existences, and elaborations occurring off the mainline. The ranking of these
verbs (along with the clauses they control) relative to one another other is a verb ranking salience
scheme, and is useful for understanding how stories are told. Longacre (1977, 1981, 1982, 1989,
1995, 1996, 2006, 2010) has been particularly active in making typological observations using
this method from languages around the world, and a simplified field method has been developed
(Longacre and Hwang 2012) in order to describe a verb ranking salience scheme in various

languages and text types.

At a more basic level, the idea of salience has to do with foregrounding and
backgrounding of information - and every language has ways of indicating it. For Lezgi, the
main way this happens is with tense, aspect and mood (TAM), but it is also done by the semantic

meaning and type of action inherent with every verb. Clues must be drawn from both the



semantic meaning and notional forms of the text. Thus, the development of a verb salience
scheme is the act of correlating morphological features of verbs with their functions in the text

(Longacre 1989:443).

This concept of verb salience is also intricately tied with the story schema — a kind of
narrative template. In many languages and cultures (especially for their oral traditions), patterns
of discourse are highly organized and conventionalized. When the audience hears and
understands a particular cue, form, or structure, they expect the story to progress in a certain
way. Dooley and Levinsohn (2001:106) emphasize the importance of genres in this way: “A
story schema can be expected to reflect productive patterns of foreground and background
information, and in some cases there may be no reason to believe that a story schema per se is
being imposed. In other cases, regularity of patterning may indicate that the grounding patterns
have become conventionalized.” As will be shown in Chapter 3, oral Lezgi narratives are
conventionalized, and this does effect the grounding patterns (especially for parables 5.2 and
some folktales 5.3). The observations of Labov and Waletzky (1997), Norrick (2000),
Fleichman (1990), Fludernik (1991), and others, who have done much work in analyzing story
schemas for narratives in English, were helpful in this determination. However, it cannot be
automatically assumed that the cultural, pragmatic, and structural conventions of oral English
stories are identical to those in Lezgi. The dynamics of discourse structure must be studied and

described largely within the system of the particular language.

Longacre’s method of describing a verb salience scheme for a language starts with the

assumptions that in a discourse, 1) the whole of the text and its parts interplay with each other



and 2) different verb forms tell the hearer about the various dynamics of successive action in a
narrative (Longacre and Hwang 2012:15-19). Longacre (1989:443, 1996:28) developed an etic
verb salience scheme theory for narratives of all languages (see Figure 2). The scheme consists
of a main storyline of sequential and punctiliar happenings, with possible features in

“progressive degrees of departure from the mainline” (Longacre 1989:414).

1'. Pivotal storyline (augmentation of 1)
1. Primary storyline (S/Agent > S/Experiencer > S/Patient)
2. Secondary storyline
3. Routine (script-predictable action sequences)

4. Backgrounded actions/events
5. Backgrounded activity (durative)
6. Setting (exposition)
7. Irrealis (negatives and modals)
8. Evaluations (author intrusions)
9. Cohesive and thematic

Figure 2: Longacre’s Etic Salience Scheme

This etic scheme consists of four possible mainline bands (pivotal, primary, secondary, and
routine) and six possible background bands (plus a possible additional flashback band, if it exists
in a language, which would come before band 6. Setting). All these etic bands are covered in
detail in Longacre 1989:437-446 and 1996:27-29. The etic verb salience scheme can “serve as
a beginning frame of reference for analyzing verb/clause functions in narrative” (Longacre
1996:27). The salience scheme that results from the application of this etic scheme in Lezgi is
presented in chapter 5. | explain each proposed band for oral Lezgi in each subsection below

(5.5.1-5.5.8).

This method of investigation is appropriate for two reasons: First, it rightly presupposes

that narrative templates exist universally because humans are essentially storytellers (Longacre
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2006:343). Narratives consistently exhibit both surface and notional features, and a kind of
structure can be observed from them. This method equips us to answer the question ‘What does
a Lezgi story look like?” Second, the method takes seriously the very practical understanding
that events in a narrative discourse can be organized in some ‘salient’ way by a speaker to form a
story (Longacre 1996:27-28). This is correlated to verbal TAM in clauses, and equips us to
answer the question ‘How do Lezgis tell stories?” With Lezgi’s co-subordinative verb chaining
structure (Haspelmath 1995b:21-26), its rich and complex verbal TAM, and interesting narrative
genres (and sub-genres), this method yields fruitful results that will help better understand and

follow oral narratives.

In short, the importance of verb salience can be explained this way: If the normal verb
salience scheme for Lezgi oral narratives is known, then the storyline can be determined.
Observing how this storyline interacts with the discourse structure (and some key issues of
pragmatics, like genre and prosodics) will tell us how to follow a Lezgi oral narrative.
Followability is key, because it reveals the ‘point’ of the story and enables it to be properly

understood. Therefore, determining the salience scheme is the core task of this study.
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2 OVERVIEW OF LEZGI GRAMMAR

This chapter summarizes the basic grammar of written (standard) Lezgi and describes
variations of oral Lezgi that are important in this study of discourse analysis (in 2.3). Since this
thesis is focused on a verb ranking salience scheme, emphasis is put on the verbal system of

Lezgi (in 2.2).

2.1 Overview of written (literary) Lezgi

In Haspelmath’s grammar of written Lezgi (1993), he starts with orthography, phonology,
and word stress, then moves on to the basics of morphology and syntax, and ends with a
description of complex clauses. Though this excellent grammar is based on texts, his discussion
of discourse issues is limited to the usage of certain forms and description of a few ‘discourse’
particles. In this section, | summarize the material from Haspelmath (1993) relevant to this
study. It should be remembered that Haspelmath’s description is that of the written literary
dialect of Lezgi, which is not the same as oral Lezgi. In section 2.3, | note the differences

between written and oral Qusari Lezgi.

A phonetic inventory of Lezgi (transliterated) is presented in Table 1 below. Note
especially the ejectives in most points of articulation. The official Lezgi alphabet consists of the
same 45 Cyrillic letters as the Russian alphabet. Of those, four letters are only used in Russian
loanwords: &, o, m, and »1. Also, there are three symbols », »,and 7, which modify certain letters
to signify uniquely Lezgi phonemes. These phones are shown below. A few phonemes below

(6 and o) are not represented in Cyrillic Lezgi.
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Labial Dental | Alveolar | Palatal Velar | Uvular | Pharyngeal | Glottal
Ejective p’ t’ ts’ ¢’ Kk’ q’
Stop p t ts c k q ’
Voiced Stop b d g g’
Fricative f S S X xh h
Voiced z j g
Fricative
Nasal m n
Approximate I r y
Vowels Front Middle Back
Unround | Round | Unround | Round | Unround | Round
High i U 1 u
Mid 0 0
Low a

Table 1: Phonetic Inventory of Spoken Lezgi

To make it easier for Azerbaijanis to engage with this study, | have chosen to base the
Latin transliteration on the current Azerbaijani Latin alphabet. Refer to the chart on p. xv which
compares this transliteration with IPA, the official Cyrillic Lezgi alphabet, and Haspelmath’s

transliteration.

As is common in many other languages in the Caucasus, the basic word order pattern of
Lezgi is head-final: Subject-Object-Verb, Postpositions, Genitive-Noun, and Adjective-Noun.
Haspelmath acknowledges there are a few exceptions to the verb-final pattern (direct speech in
narration, questions, and emphatic or emotional speech) (Haspelmath 1993:300), but Lezgi oral
narratives frequently use a freer word order for focus (see 2.3). Lezgi is consistently ergative
using valence patterns with one to three arguments (Haspelmath 1993:268). Nuclear roles are
clear from the use of an absolutive argument with intransitive verbs, and an ergative argument

with transitive and ditransitive verbs. A dative experiencer (much like Russian) is also used, in
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what is termed as the Affective Construction (Haspelmath 1993:280-283). Verbs are inflected
for aspect/tense, mood, and non-finite forms, but have no person/number agreement. The Lezgi

verb is covered more in depth in the next section, 2.2,

Lezgi is distinctive for its agglutinating morphology, especially in its noun cases. Nouns
are classless, but inflected for singular and plural, localized movement and direction, and other
abstract relationships (Haspelmath 1993:74-79). These combine to give 18 cases, listed in Table
2 below. They are basically organized around the directional concepts of essive (being at),
elative (coming from), and directive (going toward) combined with the locational concepts of ad
(by), sub (under), post (behind), super (on, over), and in (inside). The root plus the ergative
suffix is the basis for the oblique stem, upon which most other cases are formed. While the
ergative suffix varies, the other suffixes (formed from the oblique stem) are fairly regular. It
should be understood that not all these cases exist or are used the same way in colloquial oral
Lezgi.® For example, Smith (2010:58-59) found that only 7 of the 18 cases of written Lezgi
functioned the same in the Ismayilli dialect. For the Qusar dialect of this study, the form and use

of the noun cases are identical to the literary Lezgi dialect.

® However, this idealized case structure does serve well for diachronic and investigative study. How the cases are
used is ultimately reserved with the Lezgi people as they speak (and change) the language. Of course, the best way
to understand usage is to investigate within the context of discourse.
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Case Name Suffix Form Function (in written Lezgi)
Absolutive-ABS %) subject of intransitive clause; patient/theme
object of transitive clause
Ergative-ERG -di -i primarily agent subject of transitive clause
-Adi -Ra-A-U -a-u-
Uni’ (= Obl stem")
Genitive-GEN Obl + -n possession, part-whole, relational adjective
Dative-DAT Obl + -z recipient, experiencer, location, and spans of
time, etc.
Adessive-ADES Obl + -v with, by, to
Adelative-ADEL Obl + -v-ay from near/by, from a person or being,
involuntary agent, causative
Addirective-ADIR Obl + -v-di instrument or manner
Postessive-POES Obl + -q to/toward, in exchange for, behind, possessive
Postelative-POEL Obl + -g-ay from, ‘from behind,” stimulus of emotion
Postdirective-PODIR Obl + -g-di through a place, toward
Subessive-SBES Obl + -k below, underneath, close contact
Subelative-SBEL Obl + -k-ay from, partitive (out of), stimulus of emotion
Subdirective-SBDIR Obl + -k-di adverbial, causative, direction ‘toward below’
Superessive-SPES Obl + - on, onto, located in a Lezgi village
Superelative-SPEL Obl + -l-ay off, across/over, after, beginning with,
comparison
Superdirective-SPDIR Obl + -I-di up, onto, until
Inessive-INES Obl (lowered vowel) in, temporal
Inelative-INEL Inessive —y out of, from, ‘in exchange for,” cause of
emotion

Table 2: Lezgi Case Suffix Forms and Uses®

Lezgi is a chaining language that frequently uses a non-finite verb form for adverbial
subordination called the converb (verbal adverb). It also makes use of the masdar (verbal noun),
participle (verbal adjective) and the infinitive in complement clauses. Many of the other typical
clauses of Daghestanian languages also exist in Lezgi (described in detail in Haspelmath (1993)):

standard (294-303), dative (280-83), copular (317-26), coordination (327-39), relative (340-53),

* For most nouns the default ergative suffix is -di (sg) or -i (pl), but the other suffixes for irregular nouns are also
included in this chart. Because Lezgi has palatal vowel harmony, the letters A and U stand for phonemic variation
in the front and back vowels (Haspelmath 1993:48).

® The oblique suffix is the base for further case formations.

® From Haspelmath 1993:4 as summarized in Smith 2010:58-59
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questions (417-31), and comparison (432-441). The spoken language tends to be simpler, so we

do not meet all of these clausal constructions in oral texts.

It has been mentioned that Lezgi is generally a verb-final language. A notable exception
to this is the ki ‘that’ complement/quotation clause (Haspelmath 1993:370-72) that came into the
standard written language from Azerbaijani (Turkic) influence. Additionally, other orders (like
post-posed subjects) are possible — especially in colloquial language (Haspelmath 1993:298).
Other possible post-posed elements include what Haspelmath calls discourse markers
(Haspelmath 1993:241), including man (expressing weak exhortation, or the appellative ‘you

know?”) and question particles (Haspelmath 1993:428).

Information structure and participant reference are outside the scope of this study but are
important for a complete discourse analysis. Haspelmath (1993:298-99) notes, that in the
overwhelming majority of cases, word order at the clause level is verb-final and that the subject
precedes the other arguments, ‘at least in the written standard language.” But in this study, post-
posed subjects are not rare, and must be linked with their matching verb correctly in clauses.
This is not always easy to do, since Lezgi has no verb-subject agreement (Haspelmath

1993:294).

2.2 Lezgi Verbs

Because the scope of this study is to describe the discourse structure and verb salience
scheme of Lezgi oral narratives, a primary concern is the TAM of Lezgi verbs. Moor (1984)

made great progress in the description of Lezgi verb morphology, and Haspelmath built on that
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in chapters 9 and 10 of his grammar (Haspelmath 1993:122-183) and in a later article where he

illustrated the two main types of converbs, contextual and specialized (Haspelmath 1995b).

Lezgi verbal paradigms are based on two verb stems (strong and weak) in three stem
groups (masdar, imperfect, and aorist).” Since there are several irregular and periphrastic forms,
and because the participle and converb forms can only be derived from certain stems, this
necessitates the kinds of numerous paradigms that Haspelmath (1993) presents and explains in
detail. However, | believe it is simpler and more helpful to summarize these formations with a
position class chart to quickly visualize the process of verbal inflection. This is summarized

below in Table 3-5, keeping in mind that not every combination of affixes is possible.

First observe that there are three classes of verbs that can be formulated: finite verbs,
non-indicative, and non-finite verbs. Additional markers can occur on the end of most
conjugated verbs.® The finite verbs (Table 3) have imperfective and perfective affixes in
position 1 and modifying affixes in position 2. Non-indicative verbs (Table 4) have the usual
array of modal affixes. And the non-finite verbs (Table 5) are those verbs used in co-
subordinating clauses, so the variety of affixes offered in positions 1 and 2 reflect various

adverbial relationships.

" Scheffler (2005:6-9) has since shown using Distributed Morphology that it is possible to describe verb (and noun)
affix formation in Lezgi without “reifying abstract concepts like stems.”

8 FOC and Q share the same form: -ni; however, a characteristic rising-falling intonation indicates a question. This -
ni suffix is also the coordinator ‘and’ or ‘also.’
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Finite Verbs:

0 1 2 Markers
-z(a)va IMPF -y PST -t’a CND
-z(a)ma IMPF- -G NEG -ni FOC
Stem CONT
-da FUT -Gir NEG-PST -ni Q
-na AOR -lda EVD
-n(a)va PRF -daldi POSTR
-n(a)ma PRF- -n(@maz(di) IMMANT
CONT
-z(a)maz IMMANT
-da ENT
-(i)rdavay GRAD

Table 3: Lezgi Verb Position Class Chart for Finite Verbs

Non-Indicative Verbs:

0 1 Markers
NEG  tV- -ray, -(u)y OPT -ni FOC
-a, Redup, Supl, Irreg IMPV -ni Q
Stem
-(i)n HORT
-mir PROHIB

Table 4: Lezgi Verb Position Class Chart for Non-Indicative Verbs

Non-Finite Verbs:

0 1 2 Markers
NEG tV- -(u)n MSD -la TEMP -ni FOC

-(i)z INF -val PURP -ni Q
Stem

-(i)z IMC -valdi  IMMANT

-na AOC -vilay CAUS

-ay, -r, -y,-yi  AOP -t’a CND

-z(a)vay IMPF-PTP -di SBST

-z(a)may IMPF-CONT-PTP

-day FUT-PTP

-n(a)vay PRF-PTP

-n(a)may PRF-CONT-PTP

Table 5: Lezgi Verb Position Class Chart for Non-Finite Verbs
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Note further from Table 5 that IMC and INF suffixes are the same form. They have
similar functions at times, and Haspelmath develops IMC fully in his article on converbs
(Haspelmath 1995a:417-422). For the specialized converbs, some (like POSTR, IMMANT,
GRAD) are based on finite forms while others (like TEMP, PURP, IMMANT, and CAUS) are
actually secondary verb forms based on participial forms. The negative for non-finite verb forms
is made with the prefix tV-, which is the only formal way to distinguish AOC from AOR
(Haspelmath 1995a:423). The fact that AOC and AOR share the same suffix was a particular
challenge at first in interlinearizing oral texts, analyzing the verbs, and determining the mainline.
Distinguishing the AOC from the mainline verb actually became easier for the exceptional cases
of some parables (where the mainline verb is IMPF) and some folktales (where the mainline verb
is ENT). Finally, notice that the FUT suffix shares the same form as the ENT (Table 3), as

explained further in 2.3.3.

The functions of each possible verbal form are also explained and illustrated by
Haspelmath in his grammar (1993:140-158) and his article on the Lezgi converbs (Haspelmath

1995a:417-431). They are summarized below in Table 6-8.
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Finite Forms Function in Haspelmath (1993)

-z(a)va IMPF Present progressive action; Habitual (preferred in coll.)

-z(a)ma IMPF-CONT Present continuative ‘still —ing’ or ‘not —ing’

-z(a)ma-y IMPF-CONT-PST | Past continuative state ‘was still —ing’

-z(a)va-y IMPF-PST Past progressive action ‘was —ing’

-da FUT Future situations ; Durative in proverbs
Used in theater stage directions

-da-y FUT-PST Habitual ‘would’ or ‘used to’; hypothetical;

-na AOR Perfective events in the past —Used in narratives

-na-y AOR-PST Situations that do not obtain anymore or effect has been
canceled; Remote past; Situations before the main storyline

-n(a)va PFR Present perfect - the current effect of past events;
Resultative for verbs of posture i.e. ‘have sat’

-n(a)va-y PFR-PST Resultative for action verbs ‘was now...” ‘was done’;
Anteriority to another past situation ‘had...’

-n(a)ma PFR-CONT Present resultative state that continues ‘still has...’

-n(a)ma-y PFR-CONT-PST | Past resultative state that continued ‘was still -ing’

-lda EVID Hearsay — ‘one says’ (from luhuda)

-daldi POSTR Posterior adverbial clause “until....” ‘before....’

-z(a)maz IMMANT Immediate anteriority clause ‘as soon as...’

-n(a)maz(di)

-(i)rdavay GRAD Graduative clause ‘as... -ing’ or ‘becoming ...’

Table 6: Functions of Finite Verb Forms

Non-Indicative Forms

Function in Haspelmath (1993)

-ray, -(u)y OPT

Wishes (usually with goy ‘let’); Exhortations to third person;
Oaths (with eger ‘if”); Deliberative questions

-a, Redup, Supl, | IMPV

Command

Irreg (can’t be negated -PROHIB is used instead)

-(@)n HORT Exhortation (often with sa ‘come’); Deliberative questions;
Uncertainty (often with belki ‘perhaps”)

-mir PROHIB Negative command

-(i)z xun INF + xun Periphrastic Habitual ‘regularly...’

-dayval ya FUT-PTP-PURP Periphrastic (Immediate) Future ‘about to...’

+ COP

Table 7: Functions of Non-Indicative Verb Forms
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Non-Finite Forms

Function in Haspelmath (1993, 1995a)

-(u)n MSD Verbal noun; Citation form; inflected for case; takes
adverbial modifiers; expresses situations

-(i)z INF Purpose and complement clauses, esp. in ‘want” ‘can’
‘make’ ‘begin’

-(i)z IMC Simultaneous accompanying event, or another way of
viewing the event (or manner) of the main clause

-na AOC Non-specific adverbial subordination; Chaining adverbial
clauses expressing sequences of events generically (less
commonly, a series of successive events in one sentence).
Not always perfective: if main verb is non-indicative, AOC
expresses simultaneity.

-ay, -r/-yl-yi AOP Generic verbal adjective marking a non-finite relative clause
— close in meaning to PRF-PTP; This is the only participle
that can take COND ¢’a

-z(a)vay IMPF-PTP Continuative participle ‘that was still ....”

-z(a)vay-di IMPF-PTP-SUBT | Substantivized participle, marking a headless relative clause
‘the one who...’

-z(a)ma-y IMPF-CONT-PTP | Past continuous participle ‘that was —ing’

-day FUT-PTP Future or present participial clause ‘that will be —ing’

-n(a)va-y PRF-PTP Perfective participial meaning ‘which had been...’;
Preferred in coll. to AOP

-n(a)may PRF-CONT-PTP Perfective continuous participial meaning ‘had been —ing’

-ay-la TEMP Temporal clause ‘when...” or ‘after...” depending upon verb
in main clause

-dayval PURP/MAN Purpose or Manner clause; Often used with FUT-PTP

-valdi IMMANT Immediate anteriority clause ‘as soon as...’

-vilay CAUS Causal clause ‘because of...’

Table 8: Functions of Non-Finite Verb Forms

In Table 7, there are a few periphrastic forms that use the COP ‘be’ ya and xun to indicate

Habitual and Immediate Future. Periphrastic verb formation and copular clauses are common in

Lezgi.

They are made with the COP ‘be’ and its localized forms ‘be in,” ‘be near/at,” ‘be

behind/with,” be under,” and ‘be on,” as well as xun ‘be, become’ and avun ‘do.” For these, the

negation tV- attaches to the COP, but the focus marker —ni attaches to the base verb.
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2.3 Spoken Lezgi

As with most languages with a literary tradition, there are marked differences between
the written language and the spoken varieties. This study is focused on the Qusar dialect of
spoken Lezgi which exhibit differences encoded in oral prosodics, as well as differences in

grammatical use and in oral narrative discourse.

2.3.1 General differences between spoken and written Lezgi

Several features of spoken language in general apply to this spoken (Qusari) dialect of
Lezgi: 1) less structure with short sentences (even those which would be considered incomplete
in written form, but are acceptable in oral form), 2) adjustment of constituent order to keep the
listener aware of the topic (resulting in focused objects, sentence final subjects, cleft sentences,
tail-head linkage, predicative substantivized participles, and other ‘non-standard’ techniques), 3)
prosodic information that encodes all kinds of information (which, if existing in a written text,
must be encoded in written form, or lost), and 4) repetition. To these typical differences of
features in spoken discourse, Chafe would add what he calls ‘involvement’: more details,
emphatic particles, reference to the speaker and his/her mental processing, and direct quotations
(Chafe 1982:45-48). Many of these features were indeed found in the Lezgi oral narratives of

this corpus. How they were captured in the transcriptions is discussed in 4.2.

Chafe also notes that speech comes in “spurts,” not in a continuous flow - a biological
necessity since air needs to be replaced as we talk. “This physiological requirement (of needing

to replace air) operates in happy synchrony with some basic functional segmentations of
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discourse” (Chafe 1994:57). This is one reason we see shorter, simple sentences in spoken
Lezgi. Further, these spurts must also be connected in some way. The temporal and logical
sequence of a story naturally does this in a narrative (helped in Lezgi by the coordinator suffix -
ni ‘and”). Norrick (2000:11) adds, “This characteristic turn reflects the additive nature of spoken
language by contrast with the subordinative character of written language.” Finally, by noticing
the prosodics of Lezgi oral narratives (especially with clarifying explanations from native
speakers), analysis was done from the beginning of this study listening for the most important

prosodic information — namely, each ‘intonational unit’ (Chafe 1993:37).

2.3.2 Grammatical differences between spoken and written Lezgi

First, it should be noted that there many examples of constituents out of normal order in
oral Lezgi. One reason for this is the natural result of a speaker’s spontaneity and story-forming
process as it is being spoken (Chafe 1993:39). For example, zu ‘my’ is postposed in (1) below —

a clarification of the subject which had not yet been said in the sentence:

(1) ®ena kbaTKaHa JKyBaH 4YKaJal BHJ axBapa (QeHa 3y
fena g'atkana juvan c¢kadal vil axhvara fena zZu

g0-AOC lie.down-AOR own place.on eye dream.in go-AOR my

| went to lie down in my bed and | fell asleep. (Bug 5)

Other post-posed constituents also show the desire of the speaker to keep a participant or idea
always in the listener’s mind. A good storyteller unconsciously understands that followability of
the story is partly dependent upon keeping a participant or idea activated. Placing a constituent

(even whole phrases) right after the verb serves this purpose, since it is the last thing heard by the
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listener following the story. In (2) the listener is reminded of the reason for the return by post-
posing gifiz ‘to.return-INF’:

(2) 3a3um klaH XpaHa  KyBaH IHUJEIUH nataB TbhaJlaH KbBajaB HaOpanmu3
zazni k'an xana juvan didedin patav hadan g'valav Nabrandiz
to.me-and want.be-AOR own mother-GEN to her side Nabran-DAT

xbupu3

qifiz

to.return-INF

And | wanted to go to my mother, to return to Nabran. (Bug 2.2)

In (3) and (4) the verbs are moved out of normal order to focus the action:

(3) 3anum Byu wiiuH KbBa3zHaBa 3yH
zani vug iyin g'éznava  zun
I-and what do-HORT stop-PRF 1
So what shall I do - | have stopped. (Bug 27)

(4) Xrana ubyp U  BUJASATAU3 .
xhtana itbur 1 vilayatdiz
returned-AOR these this province.to

They returned to this province. (Princess 10.1)

Fronted verbs also occur in the climax of Lezgi stories to emphasize the action (see Chapter 6).
Haspelmath (1993:300) explains that clauses that do not end in a verb are acceptable, especially
in emotional or emphatic speech or quotations in narrative texts. Actually, for oral texts,
emphasized words can be placed basically anywhere, even in the middle of a subordinate clause

when the speaker feels the need to clarify the focus, for example:
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(5) Axna u4wup XpaHa XbU , PEXb Kballypauau BYX A1 , XbybpDYbHBUUpHU3 ,
Axhpa ¢ir xana X1 req g’aluraydi vuj ya xUriinviyriz
then  find.out-AOR that road show-AOP-SBST who is villagers-DAT

KBbEJIEIN3
g’elediz
into the fortress

Then they found out who showed the way - the villagers did - to the fortress. (Migrax
1.28)

Perhaps expected in oral Lezgi, are the many contracted, slang, and elided verbs that

were encountered. In (6), the verb luhuzvay ‘was saying’ is elided (probably a result of

heightened vividness).

(6) 3amm wukl sBalllJMKa3 Mamaju3 SBepHa  3a o Mama
zani ik’ yavagdikaz mamadiz everna  za (luhuzvay) mama
I-and like this slowly to mother call-AOR I say-IMPF-PST mother

mMamMa MagHu 3a o Mama
mama madni za  (luhuzvay) mama
mother again-and I ~ say-IMPF-PST  mother

And I...called mom like this slowly. | (was saying) “Mama, Mama.” And again: "Mama.”
(Bug 29)

In (7), toward the end of the sentence, we should expect the COP ya after the PTP-PURP
fidayval to make a periphrastic (immediate future) construction, but this ‘be’ verb has been

elided.
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(7)

« IIla », marpana , « ByH M  TbybJ€Nail », JarbaHa , « ajgaTHa 4yH
sa lahana vun 1 hiilelay lahana alatna cun
come  said-AOR you this sea.over said-AOR passing-AOC we

buga  wucATHA , BYH aKkbax 3a]l », JarbaHa , « ca KBUPMXKIUB 3yH

fida isyatda vun ag’axh zal lahana sa g’irmajdiv = zun

go-FUT now you mount-IMPV on me said-AOR one whip.with me

b » JarbaHa , « LaBajau JyBTaHa  QuuaiBan YyH .
yag lahana tsavalay luv gana  fidayval cun
strike-IMPV ~ said-AOR air.from.off flying-AOC go-FUT-PTP-PURP we

"Come, we will pass over this sea now. You mount me, strike me with a whip, and we are

about to fly in the air.” (Princess 5.9)

Further, Lezgi has a tendency historically to reduce compound verbs, especially those

formed from nouns, adjectives, or participles with the verbs like awun ‘do, make’ and xun ‘be,

become’ (Haspelmath 1993:178). This was found in a few Lezgi oral texts, probably because it

tends to happen when speaking quickly. For example, in (8) yasamisda is actually a contraction

of yasamis iyida ‘be starting a life.’

(8)

SAmamumpaa nbyp ca rhasum ulyBan .
yasamigsda ibur sa hazim ¢’uval
lived-ENT® these one lot.of time.of

They lived for a long while. (Princess 18.1)

In example (9) fikirda is a contraction of fikir iyida ‘did thoughts.’

® See section 2.3.3 for a description of the Epic Narrative Tense (ENT).
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(9) Tapagunun ¢bukupna , « sipabd » JIyrbyna « 3yH ¢eiurtla

gadadini fikirda yarab luhuda zun feyit’
guy.ERG.and thought-ENT Iwonder said-ENT I  agoing-PTP-COND
9BeN Pyl WMHAI TyHa Xpyll OybOamu araHa Pyl 9ybHYBX

evel rus inal tuna xuy bubadi atana rus cliniixh

before girl here putting-AOC if.do father coming-AOC girl steal-INF
XbUHHIA

qiyida

do.again-FUT

The guy thought "I wonder - if | leave the girl here and go first, my father will come and
steal her." (Princess 15.9)

In (10) below, the colloquial construction akungaz ‘see-like’ is a sort of slang for the girl ‘that

you like.’
(10) U GanklammguHu Tyrbyma XbH , « aKy », Myrbyga , « Ba3 a  pyml
I  balk’andini luhuda  xi aku luhuda vaz a  rus

this horse.and said-ENT that look-IMPV  said-ENT you.to that girl

aKyHra3 Ha Jarb XbU », OyIbyda , « s Pyl , 3a3 ca KbalHMHa
akungaz na lah X1 luhuda ya rug  zaz sa g’apina
see.like you say-IMP that  said-ENT oh girl  tome one jar

I[BaHa a1 e
tsona yad tse
put.in-AOC water order-IMPV

The horse said, “Look, when you see the girl you say ‘Give me some water in a jar.”"
(Princess 9.4)

Some aorist converbs which are used as an adverbial of manner with main verbs
(Haspelmath 1993:377, 1995a:420) don’t occur in an expected serial verb order. They seem to

be semantically linked verbal compounds, so their order must not important in the mind of the
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speaker. In example (11) you can see how ‘went to lie down’ can be considered one action (but

in Lezgi, we would expect the general verb fena ‘go’ to be a main verb.

(11) odena KbaTKaHa KyBaH YKajal BWJI axBapa (¢eHa 3y
fena g'atkana juvan c¢kadal vil axhvara fena zu

20-AOC lie.down-AOR own place.on eye dream.in go-AOR my
| went to lie down in my bed and I fell asleep. (Bug 5)
In (12) we would expect the converb raxhaz ‘speaking” to be placed before the main verb

baslamiszava ‘starts’ (Haspelmath 1995a:421):

(12) Hbypukail caga OammamuIzaBa paxas
iburikay  cada baslamiszava  raxhaz
they.from one start-IMPF speak-IMC

One of them starts to speak. (Stone 1.3)

Where written Lezgi has IMPF-PST to speak of situations in the past, people speaking
Lezgi instead often use predicative participial constructions (Haspelmath 1993 312-14, 325) in
the periphrastic form PTP + COP. In (13) an Aorist participle (AOP) is used with COP to speak

about a time in the past.

(13) YyH rpaga BWIMKIU Tbelle XPUCTHAH JUH amai BaxT THP qa3
Cun hada wvilikdi  hele xhristian din amay vaxht tir caz
we then before still Christian religion be.still-AOP time COP-PST us.to

The time before that was when we had Christian religion. (Migrax 1.4)

In (14), the COP:PST is actually elided.

(14) TI'punuH KbeH KbBaH aBali @
gilin g'en q'van avay (tir)
hand's inside so much be.in  COP-PST
It was the size of the palm of a hand. (Bug 19)

28



Also, predicative substantivized participles (Haspelmath 1993:347-351) in the periphrastic form

PTP-SUBST + COP are extremely common in oral texts, evidenced in the second sentence of

(15) below.

(15) DOxmp mapa ¢uxupaiinanai COHpa pyll alykKbapHa JIybTKBEA , PaKbyda
exhir para fikiraydalay sonra rug atsuq’arna liitkdda rag’uda
after all very a.thinking-MSD-off after girl boarding-AOC boat.in sent-ENT
U pyII JIybTKBE/IaBa3 tlBa maraxs .

i rus liutkodavaz. t’0  pataq

this girl boat.in.being-IMC other side
In the end, after many thoughts, he sat the girl on the boat and sent her by boat to the other

side.
Py ¢eiinna , axma BHY ¢duzBaiiiu i Ma
rus feyila axhpa vi¢ fizvaydi ya ma

girl going-TEMP then himself go-IMPF-PTC-SBST COP you know
After the girl goes, then he himself will go, you know. (Princess 13.21-22)

Though Haspelmath (1993:349-51) mentions only a few possible functions of this PTP-SUBST
+ COP construction, it seems that this is more of an oral narrative discourse phenomenon, the
function of which becomes clearer from studying a text as a whole. Since this construction turns
an action into a performer and then comments on it, the construction probably serves to focus the
entire predication, instead of the topic or comment of the sentence. This can be seen from (16) in
that the first sentence is a summary statement, and the entire second sentence is a comment on

the first.

At times, the FUT affix -da is left out of spoken Lezgi words. In (16), je¢ ‘will not be’

should have the FUT -da in it (jedag):
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(16)

« Axl Keu XbU »
Ak’ jee X1
like that will.not.be that
"It cannot be this way." (Princess 13.28)

The suffix -da is also often left out of periphrastic (immediate) future constructions (Haspelmath

1993:147). Apparently this omission of the future component in the Qusari dialect doesn’t take

away from its meaning. In example (17), at’urval ‘cutting’ is missing -da in a periphrastic

(immediate) future construction (should be at 'urdayval ya).

(17)

« 3a3 ugupay », Jyrbyda , « KbBE IOKbY3 ByHa T'bHH

Zaz ¢idag luhuda q’0 yug’uz vuna gin

I  know-PRED-NEG  said-ENT two day you a.bringing-MSD
TaByprla , BU  Kbu arlypsan Py
tavurt’a vi q’il at’urval ya

NEG-do-PTP-COND  your head cutting-PTP-MAN is
“I don’t know." the king said. "But if you don’t bring her in two days, your head is about
to be cut off." (Princess 7.8)

In (18) below, the purpose clause dingjval iyida ‘in order to rest’ is a highly colloquial. There is

a -da suffix, but it has moved to the main verb iyida ‘do’ instead of on dinj (should be

dinjdayval). Dinj ‘rest’ is actually an Azerbaijani word.

(18)

3a marpana ku ca ca Tee)Te KbBe ThedTe 3a rbaHa (eHa
za lahana ki sa sa hefte q'6e hefte =za hana fena
I say-AOR that one one week two week I there go-AOC

TAHKBAJI uuna

dinjval iyida

have.a.rest-PURP do-FUT

| decided to go there for one or two weeks, in order to rest. (Bug 3.2)
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Some verbal affixes have a different form in Qusari spoken Lezgi. For example, in the

beginning of (19) and (20) the -di affix is used to express temporal co-subordination, normally

expressed with the TEMP affix -la.

(19)

(20)

Yrun ImadyarbJuH rapaan aJlaTHa aKypau U KbYWIYHIU TIbyXYyMHa
Cpin  pagahdin gardan alatna akurdi I Qusundi  hujumna
Their  king’s neck cutting-AOC seeing-TEMP this army attack-AOR
[[TapBunumgain.

Sharvili.on.

Sharvilidal

When seeing their king’s neck was chopped off, this army attacked Sharvili. (Sharvili 99)

Kemsarnuzau reamamaa — kuil akypau , BUpHJAa KyTyHa
jemyatdizni hamamda  kits’ akurdi virida kutuna
people.to.and bathhouse.in dog when.saw-TEMP  all putting-AOC
rbapai KaJITyr-rarbat , calla Tac  DIIArbHA , cana
haray kaltug-gahat sada tas  elyagna sada

screaming-AOP chasing-being.chased-MSD  one basin taking.off-AOC  one

A1 DIArbHA , KalTyrHa BupHuja kunl xeu3 yykypra uma
yad elyagna kaltugna virida kits’ xiz cukurda ima
water taking.off-AOC  driving.away-AOC all dog as  chased-ENT this.one

And when the people saw a dog in the bathhouse they all screamed, running here and there
- one threw a basin, another threw water - they all running after the dog, chased it away.
(Princess 10.19)

The archaic future uses the affix -di (Haspelmath 1993:159-60), but the idea of possibility is not

expressed in these examples above. However, it is possible this could be an abbreviated form of

the IMMANT converb -valdi, expressing ‘as soon as’ (Haspelmath 1993:385-86).

Some affixes have a different function in spoken Lezgi. For example, Haspelmath (1993)

describes the conditional affix -¢’a in written Lezgi with specific usages of conditional (394-96),
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concessive (396-97), correlative clauses (345-46), and indirect questions (427). In Qusari oral
Lezgi it is used simply to express purpose or possibility, as shown in (21), (22), and (23):

(21) MyksBan ¢ena 3a kuiuraitla
mugq'val fena za kiligayt'a
near 80-AOC | 150k-AOP.CND
Coming closer, | could see —

Bay Ca exe ca memne o
vay sa cke sa pepe tir
INTRJ one great one bug COP-PST
Wow! A huge bug! (Bug 18.1-2)

(22) DOXxupHH-OXUp HSHHH ca Oepe THP ,acyn u pym klanzaBaii  raga
Exhirni-exhir nyanin sa bere tir asul i rus k’anzavay  gada
finally evening one time COP-PST actually this girl wanting-PTC boy
KbBena WHHU3 , BOO , ujua3 akyprla , Tha BUYMH  pYUI .
g’0da iniz  voo idaz akurt’a ha vigin rus

arrived-ENT here ~ well him.to look-PTP-COND that ones.own girl
Finally it was one evening, and the guy who really loved her appeared here, that he might

see his own girl. (Princess 16.14)

(23) « Byn 6azappus ¢ennarla , ca xabapap aBatla , 3a3
Vun bazarriz fenvat’a sa xhabarar avat’a zaz
you market.to go-PRF-COND one news be.in-COP-PTP-COND  to me

Jarb KBaH »
lah kon
say-IMP please.do

"If you went to the market and heard any news, tell me please.” (Princess 14.2)

Sometimes an irregular written form is regularized in Qusari oral Lezgi. For example, in
(24), the word fena ‘go-AOR’ is meant to be a command, instead of using the written Lezgi verb

alad ‘go’:
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(24) « dena », marpaHa , « KybHE », JarbaHa , « 3u OanklanguH kIBau ramykn

Fena lahana kiine lahana zi balk’andin k’6¢ galuq’
go-AOR  said-AOR you said-AOR my horse's leg it
TaBYHBal ca 4Kaajmail » JarpaHa |, « 3a3 ca THKE », JlarbaHa  «

tavunvay sa ckadlay lahana zaz sa tike lahana

not.make-PRF-PTP one place.from  said-AOR to me one piece  said-AOR

HAaKbB T'bBalll » JlarbaHa
naq’v g0s lahana
soil  bring-IMPV  said-AOR

"Go" he said, "and bring me some soil from a place where my horse has never walked."
(Princess 4.4)

Finally, Qusari oral Lezgi is different than written Lezgi because of language contact with
Azerbaijani. For example, in (25), the Azerbaijani locative suffix -da is used for litkdda ‘in the
boat’ instead of the expected Lezgi SRDIR case —Idi. The Lezgi COP-IMC avaz ‘being in’ is

compounded to liitkdda ‘in the boat’ in the same sentence.

(25) DOxump mapa ¢Quxupaitnanai COHpa pyll alyKbapHa JTybTKBEAA , paKbyjaa
exhir  para fikiraydalay sonra rus atsuq’arna liitkoda rag’uda
after all very a.thinking-MSD-off after girl make sit-AOC boat.in sent-ENT
U Pyl JybTKBE/IaBa3 TIBa maraxs .

1 rus liutkodavaz t’0  pataq

this girl boat.in.being-IMC other side
In the end, after many thoughts, he sat the girl on the boat and sent her by boat to the other
side. (Princess 13.21)

The postposition strategy of Azerbaijani is often used in place of Lezgi noun cases. This is heard
quite often in the speech of Lezgis living in Azerbaijan. For example in (26), putting one foot

‘on the stone’ was said using -GEN + postposition instead of g ontsel = stone-on (SREL case).
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(26) Ca xIBau KbBaH)XMH BHHEN SIMTIHA , XKaX )Ke3Ba .
ca k'vag g'onjin vinel etsigna xhkaj jezva
one leg stone.of on put-AOC  climb-IMPF

He puts one foot on the stone and climbs. (Stone 1.13)

Example (27) is interesting in that the Azerbaijani word istrahat ‘rest’ (instead of the Lezgi verb

yal yagun) is combined with the Lezgi superelative case -dilay and the postposition sora ‘after.’

(27) DOBen ca wyasgp XBbBaH , ca A1 ArbaH , axma ucCTUparbaraiganai
evel sa c¢ayar qon sa yal  yagan axhpa istirahataydalay
before one tea  drink-HORT one breath take-HORT then rest.from

COHpa KBEKall  can 3a XKATBJIA », Jyrbyna
sonra kokay sad za xhkyagda luhuda
after from.ya'll one I-ERG will.choose-FUT  said-ENT

"But first, let's drink some tea, take a breath. Then after the rest | will choose one from

among you." she said. (Princess 13.30)

This noun-superelative + postpositive construction is genuinely Lezgi, but sora (sonra) is an
Azerbaijani word (the Lezgi postposition is g ulug ‘after’). These examples are illustrations of
how language contact changes expressions — and helps explain in what ways oral Lezgi is

different from written Lezgi.

2.3.3 Special use of the suffix -da

One prominent difference between written Lezgi and spoken Lezgi is found in the use of

the suffix -da, which normally indicates FUT:
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(28) " I'ba BunM ukaau3 3yH ¢uaa
Ha vili ¢kadiz zun fida
that blue place.from I  go-FUT

“I will marry a man from that blue place.” (Marry 35)

However, in some oral Lezgi folktales, the -da suffix has a different function, carrying the

mainline of the story. In (29) below, this use is indicated as an Epic Narrative Tense (ENT):

(29) "m ca 1okby3 ¢una cepaus BUYMH Oanklanmamuu
im sa yug'uz fida serdiz vicin  balk’andalni

he one day went-ENT his.own.business.to his horse.on

alyKbHa
atsuq’na
sitting.down-AOC

One day he went out by horse on business.

dena-peHa uM axakpIa ca ThybIybH KBEPEXIHB .
Fena-fena im akaq’da sa hiilin g’erexhdiv
going-going he reached-ENT one Sea edge

Going along, he reached a seashore. (Princess 3.1-2)

Though formed just like the FUT verb in written Lezgi with the -da suffix on the imperfect stem,
it seems to function as a narrative tense in oral Lezgi. Example (30) shows this narrative usage

in the same sentence as a FUT:

(30) Aoypy Bu kbuu Tlapapna », Jyrbyaa
aburu vi q’il tararda luhuda
they  your head make.ache.FUT said-ENT

"They will give you a headache.” he said. (Princess 5.15)

This use of the suffix -da is specific and intentional. It seems to be an archaic present

tense form that has been preserved in folktales (See more on this in 5.3.1). Because of its use in
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folktales, mainly as a narrative tense, it will simply be referred to in this study as an Epic
Narrative Tense (ENT). The function of this suffix must be determined from its use in discourse.
Why exactly this phenomenon occurs and how it fits into the salience scheme of Lezgi oral
narrative is found in 5.3. It’s interaction in the discourse structure of the Sea Princess folktale is

covered in 6.4.
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3 LEZGI ORAL NARRATIVE GENRES

This chapter covers the important pragmatic issues of Lezgi oral narratives which must
be considered along with a verb salience scheme and discourse structure in order to develop a
proper understanding of followability. Many of these pragmatic issues are encapsulated in the
particular genre of the narrative, viewed either from an insider perspective (3.2) or through
pragmatic factors (3.3). Finally, having understood the dynamics involved with Lezgi oral
narrative genres, and charting out text type features (3.4), a summary of the text corpus used in

this study is presented (3.5).

3.1 The Importance of Pragmatic Issues

The pragmatic issues of a narrative text are of essential importance in understanding it.
Fundamental to this is the conviction that a narrative text always has a function: for example,
Referential or metalingual, phatic or appellative, conative or emotive (Jakobson 1960:353-357).
These functions not only call for a certain genre, but also a way in which the text is to be
communicated, and under what circumstances. And we must not think that the function, genre,
and other pragmatics for English are the same for Lezgi. But we can agree that for all languages
“stories normally have a point to make, which organizes the construction of the narrative itself.
Often the point is a moral evaluation of an occurrence, an action, or a psychological stance
related to a set of events. Stories are not so much depictions of facts as they are construals of
happenings” (Ochs, 1997:192-93). Akimov, in his study of the development of Lezgi narrative

genre, said that the aesthetics of these works cannot be separated from their social conditions -
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and thus historical research. “They are not arbitrarily created, but a real-world phenomenon”
(Akimov 1999:16). Because of this, we must investigate the real-world phenomena associated

with the telling of Lezgi oral narratives.

These social conditions are generally referred to as pragmatics (Johnstone 2002:111), and

can be determined by asking basic W-questions: Who? When? How? Why? and What?

Who: speaker and audience. The narrative is told by someone of a certain age, gender,
and social status. They are from a particular area, speaking a particular dialect. They are telling
this narrative to someone with possibly the same set of characteristics. We must also keep in

mind that in some cases, they are telling these narratives to foreigners who elicited them.

Why: intent and use. A narrative is told for a reason. Many times the reason is only
know inside the culture. Other times the reason may be obvious, especially when narratives are
embedded in hortatory, episodic, or procedural texts. It is important to know why the speaker
tells the story. One cannot really fully ‘follow’ a text if they do not know the reason for the

telling.

How: paratextual information like intonation, visuals, and setting. Many text linguists
can take for granted that they work with printed texts on a page that have been created, sanitized,
and even artistically manipulated before they study them. However, so much is lost (or perhaps,
transformed) when a text is written down. Intonation and visuals that come from the speaker are
critical for understanding every clause and sentence of an oral text. Interaction between the

speaker and audience can help interpret an unspoken theme. The setting of the telling may be a
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part of the message, or enable the point of a message in subtle ways. All this paratextual
information is worth noting and evaluating along with the transcription since it may contain clues

relevant to the meaning.

When: timeframe and issues of evidentiality. The issue of ‘when’ the story is has an
effect on the attitude that the audience is expected to have toward the narrative. That attitude
may be different between a story that was witnessed or experienced yesterday, compared with an
event that that is a matter of historical record. Farther back in time, the lines between ancient
history, legend, and myth blend together in the Lezgi culture. For a folktale, there may be very
little deictic connection to the present audience’s world. Clues to this relationship will be seen in

the notional form of the text.

All of these questions determine the ‘What’: the genre of the text. Genre is a paradigm
that aids in effective communication. Particular genres are used to tell particular stories. And
these stories could be true or fiction, could have occurred long ago or yesterday, could be first
person or about someone else. They are to be told by certain people to certain audiences in a
formal or informal setting. And their purposes vary: to entertain, teach, warn, share tradition,
communicate something exciting, or just recount the mundane. Any oral narrative will exhibit
this range of pragmatic issues. The next section will address the issues peculiar to Lezgi oral

narratives.

39



3.2 Types of Lezgi Oral Narratives

Lezgis have a wide variety of story forms. Russian domination from the early 19" C and
Soviet rule in the early 1920s, not only accelerated the proliferation of Lezgi literature, it also
heavily influenced it (Akimov 1999:4). Most notably, much of the rich traditional oral
expression of stories, folk tales, legends, and historical accounts have been written down® — a
direct result of Russian influence. As this happened, the body of literature was affected by
Russian syntax, genre classification, Russian poetics, and even selectivity of which stories
should be recorded. Before this time period, Lezgis were influenced by Persian and Turkic
folktale traditions, encouraging a love for preserving and telling fantastic, traditional, and
historical oral tales. The religious writings of Islam in Arabic were also introduced during this
time (Akimov 1999:40). But before this, the oldest Lezgi stories were preserved in a proto-
Lezgic language that was shared by several people groups in the ancient Caucasian Albanian
Empire (3-5" Century AD). This is where, for example, the story of the legendary Lezgi hero

Sharvili and stories of the god Alpan come from (Akimov 1999:33).

Most of these traditional stories were written down long ago. Though true oral literature
does exist in Lezgi today, it is difficult to find those who still consistently practice telling it. This
situation is concerning situation for the Lezgi people. There have been small-scale attempts to

preserve written folklore by publishing favorite texts in local Lezgi newspapers, literary journals,

10 Some of the more famous modern Lezgi writers were the “Pushkin of Lezgi poetry” Yetim Emin (19" C), scholar
and historian Hasan Algadari, the prose writer Alibek Fataxov, “the 20" C Homer” Suleiman Stalski, and Zabit
Rizvanov, who prepared the poetic version of the “Sharvili” epic in 1969.
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culture magazines, or anthologies. But no efforts presently exist for preservation of oral stories,

except for the language documentation activities being done in connection with this study.™

Because of this situation, there is no established social situation for formal storytelling in
the Lezgi culture today. There are words for storytellers found in the Lezgi dictionary
(Gadzhijev, 1950) — maxhban or k’isachi, but there is little evidence concerning the original
context(s) of their storytelling. This is why the stories collected for this study have been more
informal, from everyday people who happen to know how to tell stories better than others.
Because this tradition has practically disappeared, there is a wide range of opinion as to exactly
what each kind of narrative genre consists of. Presented below is information generally agreed

upon in the Qusar district of Azerbaijan.

The main two categories for Lezgi stories are maxh and & isa, which can both refer to the
wide range of folktales, legends, and stories. Many Lezgis use these words interchangeably for
tales/stories. The word maxh can more restrictively refer to a folktale, but most often, it is used
as a generic term for all the types of Lezgi literature. For example, Lezgi xhalkdin maxhar
(Gasharov 1989) ‘tales of the people’ encompasses several types of Lezgi literature, including
story, folktale, legend, myth, poem, riddle, proverb, and even xhket (a small anecdote, joke, or

funny story).

The term kisa is often used generally, much like the English word ‘story.” Sometimes, it

is used more specifically to refer to fictional stories like folktales, legends, and small tales. A

1 This Lezgi language development project exists under the management of Ufug-S, a registered translation and
language development company in Azerbaijan. Funding for this activity is provided by SIL International.
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parable is also known in Lezgi as k’isa,'* as well as a lesson or explanation with a conclusion
(see analysis of the parable ‘Two Men and a Stone’ in 5.2 and 6.3). Even though the word & 'isa
was likely borrowed from surrounding languages (Persian or Arabic), it has found a strong home

in Lezgi oral literature.™

Lezgi folktales (maxh) are fictional stories involving people, animals, magical creatures,
kings, and unlikely heroes. They are immediately known by certain phrases: The introductory
formula of xana g’on xana¢ ¢’6n ‘there was, there wasn’t’ is often used. Restaging of an
important character (or even ad-hoc introduction of a new one) at an important point is done by
the phrase Xhabar nikay, xhabar___ ‘News about what? News about (so-and-so)...” The
closing is usually a variation of Abur hana amaz, cun iniz xhtana — Kozni za i maxh xhkana
‘They being there, we came here — and to you | brought this tale.” See the analysis of The Sea

Princess folktale in 5.3 and 6.4 for more on this story genre.

The category of legend ‘legend’ is borrowed from Russian, but has been used for those
stories that are very old, well-known, not true, and usually centered around a hero. The Lezgi
hero Sharvili is chronicled in a chain of legends that are derived from the epos ‘epic’ poetic
form. The category dastan comes from Persian influence,'* and is a fantastic tale, full of
monsters, love, and of course, a hero. Many of these tales included poems (maniyar) or were

sometimes themselves entirely poems.

12 This is evidenced by the fact that one speaker coded-switched to the Russian “pritcha’ ‘parable’ when labeling his
spoken parable because there was no Lezgi word to describe this precise meaning. See Appendix B, Stone 1.20.

3 It is unclear what the original story forms in Lezgi were. Perhaps these terms were simply adopted words used to
refer to a form that had already been in existence in the Lezgi culture from long ago. In other cases, the form was
also adopted.

! The dastan form was continued and embraced more in the Turkic culture, which was the wider culture where the
Lezgis found themselves in the Middle Ages. For this wider influence, see H.B. Paksoy 1995.
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Other Lezgi literature is understood to be true. Ehvalat ‘true story’ and hadisa
‘happening’ are categories that come from the influence of earlier Turkic language and culture.
The ehvalat is simply a small, true story, the kind one might tell to a friend about something that
happened to them at the market. It could also be about someone else, or happened long ago (for
example, a childhood story), as long as the teller witnessed it.”®> Hadisa, on the other hand, was
not witnessed. It is no less true, however, and the hearsay evidential —Ida (Haspelmath
1993:148), a contracted form of lahuda ‘one says,” may be used in the story. Lezgis also use the
word hadisa to describe a ‘real story’ or ‘happening’ that occurred even long ago in ancient
history or Holy Scripture. The word gispes ‘historical story” on the other hand, seems to refer to
stories from the distant past that are verifiable, though all the details of the historical event are
not known. Stories of famous local khans or important battles that occurred (against Muslim or
Soviet invaders) are good examples of gispes. These historical stories can be handed down, or

accessed from a history book and retold (again, usually with the hearsay evidential, -1da).*®

Finally, the rivayat ‘traditional story’ comes from Persian and Zoroastrian traditions. In
these ancient cultures, rivayats were mythical stories (and sometimes epistles) used to establish
and reinforce religious and worldview frameworks. In Lezgi, the category of rivayat refers to
well-known stories that are a mix of legend and truth. More precisely, they are foundational
texts — they may not be true in the absolute sense, but they function as true stories. Rivayat are
traditional stories that are important for the culture, and so are to be told and remembered in

order to teach people. While texts like Q 'uran, Injil, Tora, and Zabur are considered to be Pak

1> From personal communication with many individuals - Lezgis who | work and associate with.
18 This occurred throughout the Migrakh Fortress historical story. See example (74) for one use of this device.
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Kalam ‘Holy Scripture,” the stories of the prophet Muhammad in the Hadith and Sunnah are
rivayat in Lezgi. Since they contain ‘oral sacred history’— the reporting of the words and deeds
of Muhammad and other early Muslims — they serve as foundational religious oral texts in the
Lezgi culture. Sometimes stories of the Lezgi hero Sharvili are also called rivayat. Other lesser-

known short rivayat about local heroes are found in Lezgi folklore collections.

3.3 Pragmatic Factors of Lezgi Oral Narratives

To complete this study, the boundaries of was considered to be Lezgi oral narrative had to
be established. Starting with an insider view of this genre (3.2) helps immediately find ‘the core’
of what is considered ‘narrative.” At the same time, certain pragmatic factors were considered
by the investigator, motivated by a practical desire to be able to understand (i.e. ‘follow”) normal

every day stories told by Lezgi people. These pragmatic factors are discussed below.

Oral vs. written: As mentioned previously (in 2.3 and 4.1), the discourse features of Lezgi
oral stories are different than those of written stories for many reasons. Most spoken texts are
every-day texts that the average Lezgi understands. Additionally, spoken texts from one region
and dialect may differ from those of another. While research has been done related to written
Lezgi (for example, Akimov (1999) on the genre of the Lezgi novel), Lezgi oral narratives are

still unexplored.

Narrative vs. expository: Narrative texts are typically those that have some level of
contingent temporal succession as well as agent orientation (Longacre 1996:9-10). They should

have tension (Longacre and Hwang 2012:36-37), resulting in a plot-peak structure and profile —
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though some Lezgi stories are less dynamic than others.’” Also, they most likely will have
occurred in the past, moving forward sequentially; although perhaps they occur in ‘no-time’ or in

the imagination like a parable that just ‘happens’ in order to teach something.

Short vs. long: A few long epic tales do exist in Lezgi, but short narratives are more
common. The everyday story is a relatively short one since people generally don’t have the time
and patience for much more. This factor usually has an impact on the tension of the story — some
stories end up being more expository for lack of time to develop. However, this should not
disqualify these texts as a focus of study, especially since there is a utility in understanding how
they are followed. In many cases, the telling of short stories in Lezgi requires a skill of structure
and delivery that grabs the attention of the hearer and communicates the content in an efficient,

relevant, and often witty way.

True vs. fiction vs. traditional: A story is true from a Western-enlightenment perspective if
the facts of the texts can be corroborated. External and internal evidence support the truth of the
text, and need for exact citation is desired. However, most of the world does not share this
perspective. Historiography is more common in Lezgi culture, and whether or not a text is true
is simply not as important for them.'® More important is for what purpose is it used, and whether
that purpose is effective. Some Lezgi stories may be clearly true or fiction (a Western category),

while other stories are simply traditional (to be told as true). Therefore, it was important to keep

" For example, Trip (see Table 10) is simply a list of personal past actions with no real plot: inciting action, tension,
or resolution.  Other Lezgi texts may be timeless remenicing, also with no plot.

'8 That this culture comes out of 70+ years of Soviet domination plays for and against this observation. While
formally calling for fidelity of facts and historical accuracy, the Soviets also engaged in mass propaganda. Cultures
of the Soviet empire like the Lezgis learned to be wary of, and consequently ignore and use these methods of
‘creative writing.’
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a middle category of ‘traditional story’ open in this pragmatic factor, lest narratives were

included or rejected based on Western distinctions.

Witnessed vs. hearsay: The issue of whether or not the events of a story were actually
witnessed by the teller is important in many languages. For Lezgi, this concept of evidentiality is
inherent in the oral genres hadisa ‘happening’ and ehvalat ‘true story.” In gispes ‘historical
stories’ there may be many occurrences of the evidentially marker suffix -lda (Haspelmath
1993:148), which means “the teller doesn’t deliver his own story, but only what he heard.”*®
Narratives expressing a variation of evidentiality must be considered to determine what the text

typology boundaries are for Lezgi.

Informal vs. formal: Some texts have a performative aspect to them (Dooley and Levinsohn
2007:9-10). They are told in a formal setting with a particular audience in order to accomplish
some act of significance or teach in a formal way. None of these kinds of Lezgi texts have been
selected for study, but one must still be conscious of their form and influence. Most formal texts
would be in poetic form (e.g. the Sharvili Epic). While still an invaluable resource, formal texts
that were translated and written down by foreigners in the past will most certainly show signs of
transmediatization (transformation from one medium to another) as well as a different cultural
discourse structure overlaid on the original text. Most Lezgis will recite a performative text in a
formal setting by reading it. Unless expertly dramatized, these kinds of texts fall flat, lacking

some ineffable quality.?°

¥ Faina Gurbanovaya, via personal email correspondence 17 May 2013.

20 This is the case for one Lezgi folk tale “Seven Brothers” which being in written form, was edited, recorded, and
produced in 2012 for a local radio station and posted on a local website, but it wasn’t very successful. See 7.2 for
some suggestions on how this can be remedied based on the discourse findings of this study.
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From a consideration of these pragmatic factors, the most important Lezgi narratives to be
studied are those that are short, informal, oral stories. These are the kinds of narratives being
told in everyday life to everyday people. They include folktales, legends, and epics from long
ago — as well as fictional stories and parables made up yesterday. They include true stories that
just happened to someone at the market this morning — as well as historical stories that have been
directly witnessed, heard or read about — and even ancient Scriptural stories passed down for
generations. They are informal stories told to a friend, a parable told to a child, or a legend told
to a foreigner. They are the reminiscing of an old grandmother, the playful joke of man drinking
tea, the purposeful story of a mother, or the sacred tale of a mullah. These are the kinds of oral

Lezgi narratives that were collected for this study.

3.4 Establishing the Lezgi Oral Narrative Genre

Establishing the precise bounds of ‘narrative’ in Lezgi could only be done after some initial
investigation of the discourse features of Lezgi texts. A short survey of the names Lezgis call
their own oral genres (3.2) and a consideration of pragmatic issues (3.3) helped to narrow the
most useful factors to study. The actual scope of the text corpus was determined by a discourse
typological comparison of the features summarized in Table 9 below, which charts different
genres for the features of temporal succession, agent orientation, evidentiality, and truth
orientation. Using text typology (Longacre 1996:9-10), one would anticipate narratives to

exhibit both contingent temporal succession and agent orientation.
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+ - Temporal + - Agent + - Personally + - Truth
Succession Orientation Witnessed Orientation
True story (ehvalat) + + + +
Historical Story (gispes) + + - +
Happening (hadisa)
Legend (dastan) + + - -
Epic (epos)
Folktale (k’isa, maxh)
Fictional story (k’isa)
Parable (k’isa) + + - ?
Myth (mif)
Traditional story (rivayat)
Joke/anecdote (xhket) + - - -
Reminiscing (ixtilat) - + + +
Proverb (bubarin gafar) - - - +
Riddle (mucha mucha) - - - -

Table 9: Text Typological Features of Lezgi Oral Narratives

When the various types of Lezgi oral literature are charted for these characteristics, a few groups
stand out as truly narrative: those associated with true stories, historical stories, legend/folktales,
parables, and traditional stories. These were the kinds of text selected for this study and
considered as Lezgi oral narratives. Even though the names Lezgis use to describe their
narratives are not used in a completely consistent way, these chosen texts are generally viewed
by Lezgis as k’isa®— simply, ‘story’ (as mentioned in 3.2) and are quite consistent with this

analysis.

3.5 Lezgi Oral Narratives Text Corpus

The text corpus is presented in Table 10 below. Nineteen of these texts are spoken Lezgi
narratives, transcribed from field recordings. Most texts were collected under University of

North Dakota approval, project #IRB-201101-235, John Clifton principal investigator. They

2 This is confirmed by my colleague, Roza Hajimuradova, who has studied Lezgi folklore.
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were collected within the last two years by the investigator or one of the Lezgis on our team,
employed at Ufug-S, a registered Azerbaijani translation and language development company in
Baku, Azerbaijan. Other texts were collected by John Clifton’s team during survey work among
the Lezgi people of Azerbaijan from 1999-2001 (reported in Clifton 2002). These texts are used
by permission, and according to the consent given for that study. All oral texts are recorded
from individuals who are native speakers of Lezgi and are from the Northeastern region of
Azerbaijan (Quba, Qusar, Xachmaz) where the Qusar dialect is spoken. The written texts (#19,
22, 23, 24), used to compare to the oral folktales, were published in Makhachkala, Russia, and
have been used widely in Lezgi communities. The tale “Seven Brothers” (#20) was a text that

was edited, recorded, and then produced for radio in Qusar, Azerbaijan.

Recall that followability of Lezgi oral narratives includes more than just the verb salience
scheme; there are also pragmatic issues such as authorial intent (purpose) as well as the overall
discourse structure to consider. Because of this, it was important that the metadata for each story
was noted while in the field, placed in the data corpus, and considered in the analysis. Some
narratives were extracted from larger discourse events (persuasive, expository) and their overt
intent considered as the embedded text was analyzed.?> Any relevant pragmatic issues are noted

below in Table 10.

22 Though non-narrative discourse is outside the scope of this study, it should be clear that the resulting analysis of
an embedded narrative could be used to analyze the larger discourse event.
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Story Name
(Abv.)

Genre

Speaker

Audience & Setting

Summary

Purpose

The Bug Story
(Bug)

Short true 1% person
story
(ehvalat)

Ofeliya
Young woman
From Nabran

Lezgi lang doc
worker in office

She woke up and was scared by a
big bug in her home.

That she was so scared
and why she never goes
down at night.

Migrax Fortress Short historical Faina Two Lezgi lang doc How the fall of a key fortress during | Why the present-day

(Migrax) story that speaker had | Older woman workers at speaker’s | the Muslim invasion took place and | people from the village
read before in a book From Qusar home the stoning of the girl who allowed | throw a rock on a pile.
(gispes) it.

WWII Story Short true 1% person Agarza Survey team of His past service in the Russian army | To communicate the

(War) story Elderly man Westerners with local | during WWII, including a few tough times he had in
(ehvalat) From Duztahir Lezgi helpers in incidents of conflict. WWIL.

home

You Know Better | Short true story or Beybut Researcher with local | Uncle Bebir let a younger man load | To instruct: Always defer
(Bebir) anecdote Older man Lezgi helpers in the sled too full of grass and when it | to elders!
(ehvalat, khet) From Anik home fell over, he went home.
A Man’s Word Short true story Kamran Hundreds of Lezgis A man unsuccessfully tried to To illustrate an honest
(Word) embedded in an Young man at a Lezgi book acquire wood from a master crafter | person, which points to
expository speech From Hil dedication in Baku who had promised it to someone the person the speech is
(ehvalat but else. He eventually rewarded the about.
he uses the general master because he kept his word.
term k’isa)
Crashing the Short true 1% person Ravid Survey team of While serving in the military in To communicate an
Crane Truck story Older man Westerners with local | Kazakhstan, he and a friend crashed | incident that that
(Kraz) (ehvalat) From Hil Lezgi helpers in a crane truck and had to seek help impacted him
home from a nearby village.
Two Men and a Very short parable Abir Researcher with local | Two men encounter a large stone To teach: Use obstacles to
Stone (k’isa) Older man Lezgi helpers in while traveling. One grumbles, achieve more! (Overt

(Stone)

From Adjakhur

office

walking around it. But the other
uses it as a springboard to go
farther.

explanation at the end.)

Unlucky Hunting
(Hunt)

Very short true 1°
person story
(ehvalat)

Murfattar
Man
From Gimil

Survey team of
Westerners with local
Lezgi helpers in
home

He and a friend hunted for a bear,
swine, and deer, but didn’t get
anything.

To communicate a very
unlucky hunting trip
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# Story Name Genre Speaker Audience & Setting Summary Purpose
(Abv.)

10 | Nureddin’s Short true 1% person Nureddin Survey team of He recounts what he did on a trip to | To communicate how he
Wanderings story Older man Westerners with local | Daghestan. Then he crossed back visited his sons.

(Trip) (ehvalat) From Hazra Lezgi helpers in over the border, and then visited his
home son in Baku.

11 | Attacked by Short true 1 person Shyobeddin Survey team of 1* person account of being attacked | To communicate an
Wolves story embedded in a Old man Westerners with local | by wolves while herding sheep for emotionally impacting
(Wolves) public conversation From Anik Lezgi helpers and his village. He came down from the | incident.

(ehvalat) neighbor in home mountain and encountered a bus full
of people.

12 | The Bread Burned | Short true 1* person Jamfir Researcher with local | 1* person account of when Jamfir To communicate about
(Bread) story Old woman Lezgi helper burned the bread she was baking past life with her brothers,

(ehvalat) From Qusar (granddaughter) while she napped. Her brother especially one memorable
came in and saw her and thought for | incident
a moment she was dead.

13 | Marriage Short true 1% person Afiya Researcher with local | 1% person account of when Afiya To communicate how her
Arrangement story embedded in a Old woman Lezgi helpers at was arranged to be marriage. She marriage happened and
(Marry) life story From Nabran home told the boy she would marry relates to the rest of her

(ehvalat) someone and live by the sea. life.
14 | Fire on Shahdag Short fictional parable | Kamran Hundreds of Lezgis Story of two boys who wanted to To illustrate true
(Fire) embedded in a Young man at a Lezgi book marry a girl. She told one to make friendship which the
persuasive speech From Hil dedication in Baku and keep a fire going on Shahdag listeners should express
(k’isa) Mountain, and the other to put it monetarily in response to
out. The other ended up helping the | this persuasive speech
first to keep the fire going, thus
showing his friendship.

15 | Shepherd’s Dog Medium true second Abir Two Lezgi lang doc Personal story that he heard first To communicate an

(Dog) hand story Older man workers at office hand from another man in Sudur impactful story of a sad
(ehvalat but he says From Adjakhur about his dog, who was taken by a incident
ixtilat - conversation) shepherd and abused.

16 | Clean and Short true story Ofeliya Lezgi lang translator | Biblical account (Mat 15:1-11) of To teach: It’s what comes
Unclean translated orally from | Young woman at an office Jesus teaching on the issue of clean | out of a person that makes
(Clean) Holy Scripture From Nabran and unclean when the Pharisees them unclean.

(hadisa)

came to challenge him about his
disciples.
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# Story Name Genre Speaker Audience & Setting Summary Purpose
(Abv.)

18 | Sea Princess — Long fictional folktale | Rosa Two Lezgi lang doc Tale about a young man and the Sea | To tell a fantastical
oral version (maxh) Older woman workers in home Princess. Many others fall in love folktale story for
(Princess) From Qusar with the Sea Princess, and she is lost | entertainment

for a time, but becomes queen of a
kingdom and gets her man back.

19 | Sea Princess — Long fictional folktale | Written text Readers of Lezgi Tale about a young man and the Sea | To read a fantastical
written version (maxh) (Gasharov and folklore (Lezgi Princess. Many others fall in love folktale story for
(Sea) Ganijeva Xhaldin Maxhar) with the Sea Princess, and she is lost | entertainment

1989:50-56) for a time, but becomes queen of a
kingdom and gets her man back.

20 | Seven Brothers Medium fictional Anelya Lezgi people Tale about seven lost brothers and To tell a folktale for
(Brothers) folktale — edited audio | Woman listening to radio in their sister who seeks them out, only | entertainment

production From Qusar Lezgi to be attacked by a dragon, lost,
(maxh) married, and reunited with them.

21 | Sharvili defeats Medium traditional Gulsum Lezgi folklorist and One of the many episodes of To tell a rivayat to pass
the Army of the story Young woman lang doc worker in Sharvili — this one is when he is on and entertain
Aghuz King (rivayat, epos) From Qusar home called on to seek out and defeat the
(Sharvili) advancing army of Aghuz.

22 | Three Daughters Long fictional folktale | Written text Readers of Lezgi One of three daughters becomes the | Printed as a folktale story
(Daughters) (maxh) (Gasharov and folklore (Lezgi wife of a king and bears him a son for entertainment

Ganijeva Xhaldin Maxhar) with a golden comb, who is lost.
1989:50-56) When the son comes back years
later, all is made right.

23 | The Bull King Medium fictional Written text Readers of Lezgi The bull feels he should be king Printed as a folktale story
(Envy) animal folktale (maxh) | (Kerimova Newspaper “Samur” | because of his big beautiful horns. to teach and keep

2011b:7) He overthrows the lion king, but is
finally eaten by the wolf and jackal.

24 | Musa and Isa Short story or anecdote | Written text Lezgi readers of the Because Musa is dissatisfied, he Story told by one
(Musa) embedded in a Novel (Gurban Novel swaps wives with his friend for a character to another to

(k’isa, khet) 1997:82-83) few months, only to learn that he illustrate a point

wasn’t able to change her.

Table 10: Lezgi Oral Narratives Text Corpus Summary
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4 METHODOLOGY

In a discourse analysis study of oral texts, it is very important to use methods that are
appropriate to the medium. This chapter describes the transcription method (4.1), the process of

text interlinearization and grammatical analysis (4.2), and method of discourse analysis (4.3).

4.1 Transcription

To study oral texts, it is very important to transcribe the text accurately, understand what
exactly was said, and take into consideration any intonational clues. Because the focus of this
study was on discourse of Lezgi narratives in oral form, special attention was paid to oral
prosodics in order to capture any important intonation features that may have a bearing on
discourse analysis. Consequently, special transcriptions were made for select texts using a
modified set of symbols (see p. xvi) adapted from Du Bois, et al. (1993:45-89). A transcription

of the Bug Story is included in Appendix A.

It became clear through this preliminary work that the most important concept here is that
of the intonation unit. “Substantive intonation units are the contentful stretches of speech that
include ideas of people, objects, events, and states. They are in a sense what language is about”
(Chafe 1993:37). Marking the intonation unit in transcription was very helpful in determining
sentences and clauses, and noting high involvement (Chafe 1982:45-48). This discipline was
important to be brought in at the beginning stages of research, since “the analysis of spoken
discourse into intonation units provides a solid foundation for all subsequent analysis, whether

prosodic, grammatical, or interactional” (Du Bois, et al. 1993:229).

53



Further, it was important to notice what the oral text was saying that the words of the text
were not. The typical features in oral discourse that are different from written discourse are what
Chafe (1982:45-48) calls ‘involvement’: more details, emphatic particles, reference to the
speaker and his/her mental processing, devices to monitor information flow, direct quotations,
and repetition of sounds, words, and phrases. These are in essence surface features that have
notional significance.

So in an oral text, we must capture for later analysis the sounds and vocal features
(prosodics) that we usually take for granted when someone is telling us a story. There is a vast

array of features that must be considered. Some of the more important features are the

following:
e Pauses e Quality (volume, tempo, rhythm, voice
e Accent (in the word) type, etc.)
e Lengthening e Vocal noises (ideophones)
e Tone/Pitch e Phonetical notes
e Intonation (a pattern of tone) e Transcriber notes

e Truncation (on words and intonation)

Combinations of all of these will indicate discourse information that cannot be completely
accounted for in traditional text-based discourse analysis. What is said is only a portion of what
is communicated. How it is said is very important for understanding the text, and very much
completes a holistic approach to discourse analysis. A good transcription captures the most

relevant of these features for later consideration.

For this study, not every piece of prosodic information was relevant or practical to record
in order to clue us into how to follow a Lezgi oral narrative. Based on Du Bois et al. (1993),
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Hinz (2010), and Hintz (personal communication), elements of both broad and narrow

transcription were used that primarily helped determine the intonational boundaries of each

sentence. Listed below are the most significant oral features for oral Lezgi narratives that were

recorded, and how the prosodics indicate them:

1. Typical intonation unit (the sentence):

o

Usually a pause before the beginning of the unit
Characteristic high pitch at the beginning of a sentence
Characteristic lowering of pitch at end of sentence
Characteristic raising of pitch for a question

Pause and continuing intonation between clauses

2. Interruptions, mistakes, parenthetical thoughts:

Truncation of word (with glottal stop)
Truncation of intonation pattern
Parenthetical prosody

Hesitation words (uh- or a-)

3. Other features with variable significance

Longer pauses

Speed (sometimes with latching — no pauses)
Pitch boosting of words

Higher than expected pitch at the end of a clause
Word lengthening

Sounds (sighs, claps, bangs, etc.)

Voice quality (widened pitch, low or high pitch, accented (marcato) speech, etc.)

Noting these prosodic features helped significantly in the analysis; most importantly in

determining sentence boundaries — which were shown to be different than written Lezgi.
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Pausing and continuing intonation helped for clauses and illustrated the tendency for oral Lezgi
to place many words after the typically final verb. Intonation also clearly indicated fronted
(back-referential) adverbial clauses, as well as some converbs. Finally, high and widened pitch,
fast and marcato (distinct, emphatic) speech, and other intonation variations were observed in

peak episodes — helping to confirm the discourse structure.

On the other hand, some prosodic features had to be ignored. The typical hesitation word
(uh- or a-) can sometimes indicate a text boundary because the speaker has finished one thought
(paragraph) and is gathering thoughts for another. However, in many texts it happened in places
where the speaker just couldn’t quite think of the word. It even happened in the middle of a
high-pitched climactic conversation (Bug 36). Consequently this feature was not useful in
confirming a text boundary. The other prosodic feature that had to be overlooked was that of
latching (no pause between clauses/sentences). Many speakers spoke at length without a pause
as a matter of habit, so latching could not be relied upon to indicate the continuity of a clause,

sentence, or idea. Also, it could not be used to evidence a peak episode.

4.2 Interlinearization and Grammatical Analysis

Texts were interlinearized by first having a native speaker transcribe the text and give a
free translation according to the Basic Oral Language Documentation (BOLD) method®

(Reiman 2010) using oral transcription tools in SayMore (SIL 2013). Native speakers

% This method for documenting languages is optimal for oral texts since it focuses on oral annotation, which can be
accomplished quicker and easier than written transcription - and is archivable for future use. It involves first
dividing the the oral text into intonation units, then annotating it with careful speech, and then providing an oral free
translation. The result is an ‘oral interlinear’ that can be transcribed, checked, and used for more careful text
analysis.
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determined spelling, word usage, sentence breaks and paragraphs. Then, through dialogue, any
needed corrections were made to the text and free translation. The main relevant feature for
processing the interlinear text was the progression by clauses and sentences according to
intonational units. Afterward, the text was exported to FLEx (SIL 2014) and a word for word
interlinearization in English was completed for the study. Representative examples of these

interlinearized texts can be found in the appendices.

As the word for word glossing progressed, issues of grammar needed to be considered.
Not every word of the texts was parsed into morphemes since the focus was mainly on the verbs
in the text. Any verbal constituents were considered closely (main verbs, non-finite verbs, and
participles). Differences between written standard Lezgi and Qusar oral Lezgi were noted. For

folktales, the use of the -da suffix as an Epic Narrative Tense (2.3.3) was observed.

4.3 Discourse Analysis

Recall the notion that to understand a text, one must be able to follow the text. A verb
salience scheme helps us to distinguish the mainline development of the text and is a key
component of its followability. “...The listener/reader must be given a clue(s) as to what are the
primary sequential happenings of the stories and what material in the text is more marginal. In
constructing a salience ranking scheme we are simply trying to make explicit those clues and

demonstrate the integrity of the story” (Longacre and Hwang 2012:76).

This study applies the processes suggested by Longacre and Hwang (2012) to explore

Lezgi oral narratives through holistic discourse analysis. Therefore, the investigation was
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primarily observational; describing what Lezgi oral narratives are exhibiting in their verbs,
structure, and pragmatics. It was important to begin from within the Lezgi language — noting its
surface/structural features, how they compare with each other internally, and then considering
what these patterns might indicate. Longacre (1989:414) said, “Structural prominence exists in
its own right, although often correlating with semantic prominence.” So, correlations with
notional/semantic components of verb salience and discourse structure were made in due course;
but it was important to start with the surface/structural features first, lest too many assumptions

were made based on English or Western perspectives.

The process of developing the verb salience scheme for Lezgi oral narratives began with
an analysis of “The Bug Story” (see Appendix A), considered to be representative of the short
personal oral narratives. The first task was to select all main clauses with their verbs in order to
observe their TAM. Like other co-subordinative verb chaining languages (Haspelmath
1995h:21-26) the main clause in Lezgi consists of a finite verb (usually sentence final), with non-
finite clauses (containing converbs, participles, and masdars) preceding.?* Post-verbal elements
(more common in oral narratives) were preserved. Truly dependent complement clauses, relative
clauses, and quotation clauses were set aside because of the ‘radical demotion’ of their verbs,
“taking it out of the rank scheme entirely” (Longacre 1989:419). Of course, verbs inside
quotation clauses do not advance the mainline since they are demoted by the verb which reports

the action (Longacre 1996:25).”> After main clauses were determined with their main verbs, a

# This was not easy at first, because the form of aorist converb suffix (AOC) is the same as the mainline aorist
(AOR) verbs. But they are two different forms, since AOC is only distinguished from AOR in its negative non-
finite form made with the prefix tV- (see table 5).

% Additionally, for some longer texts with extended dialogue, the quotation marking verb lahana/luhuda said’ may
not even advance the mainline. See 6.4.2: alternation of -da and -na on the mainline of “The Sea Princess” folktale.
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deductive method was used to indicate each band of salience using colors (Longacre and Hwang
2012:52). The TAM of each verbal component in each main clause is a surface feature that
encodes meaning, and was correlated with each of Longacre’s etic band of salience. Initial

observations led to a preliminary verb salience scheme.

A parallel process to investigating verbal salience was observing the discourse structure
of “The Bug Story.” Macrosegmentation of the text was an important activity for several
reasons. First, it helped in becoming familiarized with the text. Second, the activity of
separating the text into surface units helped to verify clauses, sentences (by intonation units),
main verbs and converbs, as well as paragraphs and episodes. Finally, since the normal verbal
salience scheme is often ‘violated” or skewed in peak episodes, determining where these peaks
are in the surface structure of the text is critically important. This activity of macrosegmentation
was done for most of the texts in the corpus, though many of the shorter texts did not exhibit
much of a structure. Preposed time and locational clauses were used to initially establish
paragraph boundaries: time changes, place changes, character changes, perspective changes,
which can combine to make, in essence, scene changes (Dooley and Levinsohn 2001:39-41).
Then peak-marking surface features were noted, and larger divisions were made, resulting in

episodes.

The resulting macrosegmentation was then compared with the initial verb salience
scheme. Overall, normal TAM functions were confirmed, and in peak episodes any ‘violations’
of the verbal salience scheme (Longacre 1996:38) were noted. With the structural and surface

characteristics of Lezgi oral narratives as a basis, a notional plot of relative tension was inferred
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from mainline action (Band 1), and correlated with any pragmatic information for that particular
text. Together, these features helped to ‘follow’ the main point of the text, bringing the
investigator to understand the text’s macrostructure — the overall message of the text (Longacre

and Hwang 2012:218).

After analyzing “The Bug Story,” an initial salience scheme was developed as a
hypothesis. Then, investigation of other Lezgi oral narratives confirmed, adjusted, and added to
the basic verb salience scheme. When compared with the discourse structures of other Lezgi
narratives, the typical interaction between verb salience, discourse structure, and pragmatics was
confimed. Complications arose over some exceptional verb usages like an Epic Narrative Tense
(ENT) suffix in some oral folktales, or the use of the present IMPF for mainline in some Lezgi
parables. This necessitated the exploration of modified verb salience schemes with their
corresponding discourse structures. For folktales, a special alternation of mainline verbs was
observed that could only be seen in its interaction with the story’s discourse structure. In
conclusion, this overall discourse analysis method proved to be useful in the goal of developing a

verb salience scheme for Lezgi oral narratives.
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5 SALIENCE SCHEME FOR LEZGI ORAL NARRATIVES

This chapter articulates the salience scheme for oral Lezgi narratives. Section 5.1
presents this scheme with examples from the text corpus. It applies to oral narratives, which are
primarily characterized by temporal succession and agent orientation, and are generally referred
to as k’isa ‘stories’ by Lezgis (from 3.4). Exceptions to this salience scheme are presented in 5.2
—an analysis of a parable (which uses present IMPF for the mainline verb), and 5.3 — the special

use of the suffix -da on the mainline as an Epic Narrative Tense (ENT) in some folktales.

5.1 Verb salience scheme for Lezgi oral narratives

Recall from 1.4 that Longacre (1989:443-446, 1996:27-29) proposed an etic verb salience
scheme for all languages. Using this as a notional basis, the TAM of Lezgi verbs was observed
in the course of each oral narrative and correlated to each etic band of salience. Seven bands of
salience (and a promoter) were observed in Lezgi oral narratives. No evidence of secondary
storylines was observed in the oral Lezgi texts in this corpus.”® The verb salience scheme is
presented in Table 11, and explained throughout the rest of the section (5.1.1-5.1.8). In
summary, it can be seen that the mainline verb form for Lezgi oral narratives is normally the

AOR.

% One could argue that the similarity of the AOC and the AOR suffix -na could indicate the possibility of a
secondary storyline not intuitavly obvious by the non-native speaker (Longacre 1989:437), but Haspelmath’s
(notional) grammatical analysis of AOC as a non-finite verb, combined with verification from native speakers gives
reasonable assurance that this TAM form does not correspond to a secondary storyline band.
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Band 1 AOR actions (ERG Agent),

Storyline AOR motions (ABS Agent),

AOR contingencies (ABS Patient)

AOR cognitive events (DAT Experiencer)

Band 2 IMPF actions and motions (ongoing)

Background Events and actions in adverbial clauses (AOC, IMC, specialized converbs)
Present PRF verbs (resultative)

Cognitive States, esp. Affective Constructions (DAT Experiencer)

Band 3 Flashback Prior completed action PRF-PST, AOR-PST verbs

Band 4 Setting (Expository) | Existential and habitual clauses indicating descriptive material:
Past predicative participial constructions (PTP + COP:PST)
FUT-PST and IMPF-PST + COP:PST (past habitual action)
COP:PST and non-compound AOR xana ‘be” verbs

Band 5 Irrealis | Events that don’t happen (NEG, HORT, CND)

Band 6 Authorial comments Present COP and local COP
Present substantivized predicative participles (PTP + COP)
Habitual present IMPF

Band 7 Cohesive Fronted back-referential adverbial clauses
(AOC, TEMP, IMMANT)
Promotion | sad lahana ‘suddenly’ promotes to Band 1, or makes Band 1 events pivotal

Table 11: Salience Scheme for Lezgi Oral Narratives

5.1.1 Band 1 Storyline

Longacre (1989:414) said that the storyline of a narrative should express sequential,
punctiliar happenings. These are the actions that advance the narrative. The storyline in Lezgi
oral narratives is primarily carried by AOR events. This is noted by Haspelmath (1993:142), and
we find it to be true after an examination of this corpus of Lezgi narratives. The only exception
is for some folktales where the AOR alternates on the mainline with the suffix -da (used as an
Epic Narrative Tense (ENT)) — see 5.3. Otherwise, AOR actions, motions, contingencies, and
cognitive events seem to be all equally salient on the mainline. Mainline actions are easy to see

in Lezgi with an ERG subject agent. For example, in (31) a German gave-AOR:
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(31) Ca wnemeuam ya3 (QyHH rafHa
sa nemetsdi caz funi gana

one German-ERG us.to bread.also gave-AOR
A German gave us food. (Kraz 44)

An absolutive agent like zun ‘I’ moves itself on the mainline with an AOR verb like fena ‘went’
in (32). Contingencies on the mainline like the AOR g’aragna ‘woke up’ also happen to an

absolutive patient, as in (33).

(32) 3yn ca TtlumMuna mykbBan QeHa
zun sa timil muq'val fena
I one little near go-AOR

| came a little closer. (Bug 17)

(33) Buu axBapa (Qena nuden ca Oepena 3yH KbaparpHa
vil axhvara fena yifen sa bereda zun g'aragna

eye dream.in go-AOC night-GEN one time I  wake.up-AOR
I fell asleep... and in the middle of the night, I woke up. (Bug 6)

Cognitive events are on the mainline with AOR verbs like akuna ‘saw,’ taking a DAT agent:

(34) AiiBanguk sxbeulaitna 3a3 aKyHa KM JAMBaHAuH BuHen ca ulynas
ayvandik eg'ec'ayla zaz akuna ki divandin vinel sa ¢'ulav
to.balcony go.out-AOP-TEMP to.me see.AOR that sofa-GEN on one black

ca IIel alyKbHaBa
sa sey atsuq'nava
one thing sit-PRF

When | went out to the balcony, | saw that some black thing has sat on the sofa. (Bug 10)

Other cognitive events are expressed through the AOR verb lahana with the meaning ‘decided’

or ‘thought.” These thoughts are punctiliar, happening in a moment, as in (35).
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(35) 3a narpana s Amarb UM ByY  sAtla
za lahana  ya Allah im vug Yata
me say.AOR oh Allah  this what COP-CND

I thought, “Oh God, what could it be?” (Bug 13)

5.1.2 Band 2 Background

This is a broad band in which contains non-punctiliar activities (Longacre 1996:26)
secondary to the mainline action. These are activities and cognitive states that are background to
the main action on the storyline and may even overlap temporally with it (Longacre 1989:417).
In Lezgi, this correlates to IMPF actions (ongoing action), adverbial events and actions in
converb clauses, as well as present PRF verbs (resultative). Cognitive states (which take a dative
experiencer), called affective constructions, are also included in Band 2, secondary to the
mainline. Because of the variety of background activity, and the relatively imprecise semantic
relationship of Lezgi converbs to their coordinative main verb (Haspelmath 1995a:415) it is hard

to say which of these, if any, are more salient than the others.

Action simultaneous with (off) the mainline is shown by (36) below, where the -z(a)vay

PST-IMPF verb follows a mainline AOR verb.

(36) Xrana ubyp U  BUJAATAU3 .
xhtana ibur 1 vilayatdiz
returned-AOR these this province.to

They returned to this province.
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Xraitna U XKBelai peKbe W  pylla3 aKBa3Bail XbU , ThUY

xhtayla i xhkoday req’e 1 rusaz akdzvay xi hi¢
returning-TEMP this returning-AOP way.in this girl.to see-PST-IMPF that never

W rama mam - Tym
i gada sad tus
this boy happy COP-NEG

While returning, on their way back, the girl was seeing that the guy isn't happy. (Princess
10.1-2)
In addition to the use of the PST-IMPF, akdzvay ‘secing’ is also a verb of perception, which
further justifies its inclusion in Band 2 as a cognitive state. In the same way, the verb luhuzavy

‘saying,” when it has the meaning of ‘thinking,’ is background action, as in (37):

(37) 3anm myrpy3Bai KA WM Mene SHU UM ByIl SIHU
zani luhuzvay ki im pepe yani im vus yani
I-and say.IMPF-PST that this bug is-Q it what is-Q
And I was wondering: “Is this a bug or what?”” (Bug 16)

Events and actions in adverbial clauses — whether they are AOC, IMC, or any of what
Haspelmath (1995a) calls the specialized converbs — are certainly less salient than mainline
events. They are demoted by grammatical subordination (Longacre 2006:344); or in the case of
Lezgi, by a co-subordination that expresses events or activities adverbial relative to the main
verb (Longacre 1989:439). This is exactly why converbs are in Band 2 — action that is secondary

to the mainline. The simplest examples involve AOC (38)and IMC (39).’

(38) KlIparlna  3a xyBaH mmiIe-Kybjie Xb(eHa
k'vat'na za juvan sile-kiile qfena
gather. AOC 1 own  a-few-things return.AOR
Packing a few of my things, I left... (Bug 3.1)

%" Note in this example, ENT caries the mainline (see section 5.3).
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(39) HOypyHu 4asp XbBaHa BUpU axBapu3  ¢uma
They and tea  drinking-AOC all  sleep-IMC went-ENT

iburuni  ¢ayar qona viri  axhdriz fida

And drinking tea, they all fell asleep. (Princess 13.34)
Other converbs, even though they are AOC, are so intertwined (serialized) with the main verb
that it is hard to speak of which action is secondary. For example, in (40) it’s hard to tell which
is the converb and which is the main verb (both have suffix -na) when the concept ‘going and
lying down’ goes so close together semantically. The relatively freer word order of oral Lezgi

(with a post posed juvan ¢kadal ‘my own place’) makes it even more difficult:

(40) dena  kbaTKaHA KyBaH 4YKajal BWI axBapa (eHa 3y
fena g'atkana juvan c¢kadal vil axhvara fena zu

20-AOC lie.down-AOR own place.on eye dream.in go-AOR my
| went to lie down in my bed and I fell asleep. (Bug 5)

Though perhaps clear in the English free translation, it is important to endeavor to view the event
line from the perspective of Lezgis. Converbs can also be piled up within adverbial clauses to
make a complicated set of background action that modifies the mainline verb. In example (41)

below, the main verb fena ‘went’ has three converbs in front of it:

(41) Mamagunm Byu sAtla  reuie  KbyHaA aM pekbu3  klaH xpaiinmiia UMaHu
mamadini  vug yat'a  gile g'una am req'iz k'an xayila  imani
mother-also something hand.in take-AOC it kill-INFV want-TEMP this-but
rarbaTHa reuHu3 ATlann ¢ena  maH

gahatna hiniz yat'ani  fena man
escape-AOC somewhere 20.AOR PT

And when mother wanted to take up something to kill it, (the bug) escaping, went

somewhere, you know. (Bug 39.1)
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Some converbs in the text seem to convey a sequence of successive events (like clause-
chaining constructions). Though Haspelmath (1993:376, 1995hb:423) says this is not a very
common use of the converb in Lezgi, it does seem to occur more often in spoken texts. Recall
from 2.2 that AOC and AOR verbs have identical suffix forms (-na), so it is difficult at times to
distinguish them. The only contextual clue seems to be the presence of time separating the
actions. For example in (42), atana agaq 'na ‘arrived,’ t’iina ‘ate,” and g’ atkana ‘went to bed’

are mainline verbs in a sequence because they are separated by time:

(42) Arana arakbHa  3yH rbanu3 ¢y 3arl TtlypHa ramaTHaBaii  THUp
atana agaq'na zun haniz, fu zat' tlUna, galatnavay tir
com-AOC reach.AOR 1  there  pread thing ate.AOR tired-PRF-PTC COP:PST

3yH HSHHMH Oepe THp KbaTKaHa 3yH
zun nyanin bere tir, g'atkana zun .
I evening time COP:PST fie down-AOR I

| arrived there, ate some food, | was tired — it was evening — so | went to bed. (Bug 4)

However, in (43) below, the verbs g’aragna ‘stood up’and agayna ‘opened,” are are adverbial to
the main verb eg’e¢ 'na ‘went out.” They are in Band 2 and are background and off the mainline
because of the main verb’s general meaning (Haspelmath 1995a:424) and because the actions
occur at the same time. This kind of adverbial action occurred often in the Lezgi oral texts

collected in this study.

(43) KwpaparbHa 3yH JKyBaH 4YKaJWIaili Kbally axbaliHa  3yH alBaHIUK OHKbeulHa
g'aragna zun juvan c¢kadilay g'apu agayna zun ayvandik eg'e¢c'na
stand.up-AOC I  own place.from door open.AOC I to.balcony go.out-AOR
| getting (got) up from my bed, opening (opened) the door, (and) I went to the balcony.

(Bug 9)
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Also contained in Band 2 are resultative actions and verbs of posture which are
constructed with present PRF verbs and refer to past events with current relevance (Haspelmath
1993:143-144). This present PRF indicates an ongoing state that is background to the mainline
action. Example (44) below uses the compound verb txhuz xanva ‘took’ perfectively, and (45) is
a common way of speaking of someone having fallen asleep, but the verb of posture g atkanava

‘have laid down’ is even more pronounced during a ‘frozen’ moment:

(44) W pymwaHu BUYMH CTXaiipu3 ¢y  TXy3 XbaHBa I'bap IOKBY3 .
I rusani vigin stxhayriz fu txhuz xanva har  yug’uz
this girl and his/her to brothers bread take-PRF  every day

That girl was taking the meal to her brothers every day. (Migrax 1.23)

(45) Mamanum  wmuuu klBasa KbaTKaHaBa  3yYHHM W @aTan  aja kIBasa
mamani mitsi k'vala  g'atkanava zuni i patal alay k'vala

mother-and other room.in lay.down-PRF me-also this side.on be.on-IMC room.in

KbaTKaHaBa
g'atkanava
lay.down.PRF

And Mama in the other room has laid to sleep, and I have laid to sleep in the room on this

side. (Bug 28.2)

Cognitive states belong in Band 2 as well. Verbs of perception like k’an ‘want, love,
need,” ki¢’e ‘afraid,” ¢i ‘know,” and ¢’a ‘hurt’ belong to a special class of verbs in Lezgi
(Haspelmath 1993:137-139) which use a Dative experiencer in what’s called an Affective
Construction (Haspelmath 1993:280-283). Sometimes the existential ‘be’ verb xana takes a
DAT experiencer as well. The examples (46) and (47) below are both background because they

are cognitive states.
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(46) 3a3  nyp3 kuule xbaHa
zaz diz ki¢'e xana
to.me great fear be-AOR

| was so scared. (Bug 12)

(47) 3a3nm klaH XpaHa  KyBaH IHUJEIUH nataB TbhajJlaH KbBajaB HaOpanmu3
zazni k'an xana juvan didedin patav hadan g'valav Nabrandiz
to.me-and want.be-AOR own mother-GEN to her side Nabran-DAT

xbpuu3

qifiz

to.return-INF

And | wanted to go to my mother, to return to Nabran. (Bug 2.2)

5.1.3 Band 3 Flashback

This band notionally contains prior events and activities not sequential on the storyline
(Longacre 1989:417). For Lezgi, this is correlated to AOR-PST, PRF-PST, PRF-CONT-PST
verbs. The addition of the PST affix -ay makes it clear that these events happened (or were still
going on) before the mainline action. Though flashback is not very common in the texts of this
study, is a good example is (48), where g’uru xanvay ‘had become dry’ happened prior to the

current events of the storyline:

(48) 3a3 sa;g  xbBa3 klaH3aBai THP TybTEP KbYPY XbaHBaW
zaz yad qvaz k'anzavay tir titer g'uru xanvay
to me water drink-INF want-IMPF-PTP COP:PST throats dry = become-PRF-PST

| was wanting a drink of water; my throat had become dry. (Bug 7)

Haspelmath shows the difference between PRF-PST actions which expresses completion ‘was

now...” ‘was done’ (Haspelmath 1993:144-145) and AOR-PST situations that no longer obtain,
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or the effect has been canceled (Haspelmath 1993:143). Example (49) illustrates this and is also

in Band 3:
49 A CeB  STBYH naran (QeHaBai YyH
A sev  yagun patal fenavay cun

That bear strike-MSD  for went-AOR-PST we
We had gone to hunt that bear. (Hunt 3)

5.1.4 Band 4 Setting (Expository)

This band is filled with existential and habitual clauses indicating descriptive material
(Longacre 1989:441), and can occur anywhere in the text. Though they are farther away from
the storyline proper, Longacre (1989:418) admits that “such elements of setting are somewhat
important to the macrostructure of the story.” This means they are essential for followability,
since they provide orientation for events that follow. This band correlates in Lezgi to COP:PST
verbs as well as the xana ‘be’ verbs, which are quite clearly observed as setting in texts (but
present COP will always be an authorial comment — see 5.1.6). Also, predicative participial
constructions (PTP + COP:PST) very commonly indicate expository information.  Finally,
reminiscing is done with FUT-PST verbs and habitual situations in the general past use the

IMPF-PST + COP:PST construction.

The COP:PST tir is found throughout the texts describing setting and other expository

states:

(50) M bakmpa merbepja TbaBasp Mnapa 4YMMH THP
i bakida seherda  havayar para ¢imi tir
this Baku.in city.in weather very warm COP:PST

It was very hot in Baku, in the city. (Bug 2.1)
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Example (51) below shows that existential AOR xana ‘be’ verbs are non-action verbs — as are

ENT xeda ‘be’ verbs (52) for folktales (see 5.3):

(51) Campa 3axb rajaz ca HUXbTHH ca Kap XbaHa
Sadra zaq galaz sa ixtin sa kar xana

once me with one such one case be-AOR

Once, such an incident happened to me. (Bug 1.2)

(52) W rpuneHH  WOaH TEBTEPJMH XTapap  Jkenia KbBE XKYBT .
i gileni idan gevherdin xhtarar jeda qQ’6 jit
this hand.in.and its  pearls.of = necklaces was-ENT two pair

And in the hand was two pairs of pearl necklaces. (Princess 5.12)

However, when xana means ‘become’ and is combined with a noun to make a compound verb, it
is no longer expository. It is a punctiliar verb, and so corresponds to Band 1. So the AOR asuq’
xana in (53) below is on the mainline (and the PRF-PST verb g’uru xanvayis in (48) above

remains in Band 3 Flashback).

(53) WmHm u  pyman napa amrykb XbaHa
imni 1  rusal para asuq’ xana
he.and this on the girl very fell.in.love -AOR
And he fell very much in love with this girl. (Princess 3.5)

Recall from 2.3.2 that the interesting predicative participial constructions (PTP + COP)
and substantivized predicative participles (PTP-SBST + COP) are very popularly used in Lezgi
oral texts. They are expository because of their existential meaning, using of the COP:PST tir

‘was’ like in (54). In (55) the verb is actually elided:
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(54) 3a3  nywp3 kuule xpaHBai TUP MaH
zaz diz ki¢'e xanvay tir man
to.me right fear be-PRF-PTC COP:PST PT

Such a fear | had (at that moment), you know. (Bug 38)

(55) I'bunuH KbEH KbBaH  aBail o
gilin g'en q'van  avay (tir)
hand's inside so much be.in-PTP COP-PST
It was the size of the palm of a hand. (Bug 19)

(56) M ulynmaB ca melHM  ca IKybpe BaH aKby/A3aBai TUP
i ¢'ulav sa seyni sa jiire vanagludzavay tir
this black one thing-also one kind sound.going.out-IMPF-PTP COP:PST

And also (from inside) this black thing, a kind of strange sound was coming out. (Bug 14)

In example (56) above, there is a reason why a predictive participial construction is used for this
ongoing sound instead of a normal past progressive (IMPF-PST) verb. Especially in Lezgi oral
narrative, the PTP + COP construction is used to focus the preceding (left dislocated) constituent
(Haspelmath 1993:349-351). Perhaps also, since there is a general avoidance of IMC in spoken
Lezgi, this is used to fill the gap in order to indicate non-specific adverbial action. Because of

this function, this construction is probably the most salient in Band 4.

The next salient component in this expository band is reminiscing, which is correlated

with FUT-PST (-day) verbs. Example (57) twice uses the FUT-PST -day suffix:
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(57) 3anHuM nyreypai ku " I'byrla BWIM YKa aKy , reytla BWJIN
Zanni luhuday ki Hut’a vili ¢ka aku hut’a vili
[.and say-FUT-PST that that.yonder blue place look.IMPV that.yonder blue

yka ..." I'pyn axkBanmait YU  Xybpeil . " I'pa BUIK 4Kaau3 3yH
cka Hul akdday ¢i  xhiirey Ha wvili ¢kadiz zun
place sea see-FUT-PST our village.from.out.of that blue place.from I
buna "

fida

go-FUT

And | used to answer: "Do you see that blue place?" We used to see the sea from our
village. “I'll marry a man from that blue place.” (Marry 34-5)

Sometimes in Lezgi oral narratives, there can be several small episodes in a story (especially first
person stories of the past) and reminiscing occurs between each mini-story. Each story is
initiated by a mainline AOR, with setting in-between, and then resumption of the mainline with

another AOR.%

Habitual situations in the general past also belong to Band 4. Notice in (58) the grammatical

form IMPF-PST + COP:PST is being used.

(58) MexkTeOau3 *xu AeBUpAA rbaga Kbapac WIbU3BaM TUP rbaMHIIa.
Mektebdiz ji  devirda hada q’aras  ihizvay tir hamisa
School.to  our time.in he-ERG wood  bring-IMPF-PTP COP:PST  always

In our youth he was always bringing wood to our school (Beibir 1.7)

% 1t is possible a text could consist entirely of reminiscing with verbs indicating past habitual activities. With these
texts, an AOR mainline is never initiated and a story is never told — just habitual activities sometime in the past. In
this case, we might say this is a different discourse type (negative temporal sequence) with a thematic structure. |
have excluded such a text from the Lezgi oral narrative corpus.
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5.1.5 Band 5 Irrealis

Notionally, events that don’t happen belong in the irrealis band — alternative

reconstructions that are a sort of ‘parody on the storyworld” (Longacre 1995:6). Far from

unimportant, they allow the speaker to comment on what did not happen, and explore what could

have happened, serving to help the listener understand and follow the evaluative ‘point’ of the

story better (Labov 2011:547). This includes verbs with NEG like in (59) and (60):

(59)

(60)

(61)

Pymasnu wyapa xemau

rusazni cara jedag

girl.to.also means can.be-FUT-NEG

The girl had no choice. (Princess 9.14)

I'bananaii coHpa Maj 3yH MBHM3 KHHHUK CaapaHu dBerlHay

hadalay sonra mad zun iviz kinik sadrani evets'nag
That.from after more I  night down never  come.down-AOR.NEG

From then on, | never went down at night. (Bug 41)
XpaHa KbBaH - XbaHa4 KbBaH ca BUJasjgTAa Ca I1a4Yarb XbaHa

xana  q’0n - xana¢  q’0n sa vilayatda sa pagah xana

be-AOC turns.out be-NEG turns.out one country.in one king be-AOR

Once upon a time, there was a king in a province. (Princess 2.1)

It is interesting that introductory formulaic statements of Lezgi folktales like in (61) say xana

q’on xana¢ q’6n”° ‘there was, there wasn’t,” giving the idea that the whole story may not have

really happened.

# Haspelmath (1993:243-44) describes this as a discourse particle.
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Also in this band are modals like the HORT deliberative question vug iyin ‘what to do’ in

(62), and CND verbs like in (63). Notice that CND verbs are often in main clauses, sometimes

with the complementizer ki ‘that’ afterward setting off a dependent clause.

(62)

(63)

Byu witnn

vug iyin

what do-HORT
What to do? (Bug 22)

[Tavarpiue HybKEepaM3 akyptla xpu , 1 kIBame wmwuulu Gepena nyn3
pacahdin  niikerdiz  akurt’a xi i k’6le  mig¢’ibereda diiz
king's servant.to look-PTP-CND that this house.at at dark time  great
UIIUTBIA S Ma , IMHU aTaHa yyHeOa MeHXepjaail TamallHa
isigli ya ma imni  atana cineba penjerday tamasna

light is youknow he.and coming-AOC secretly window.from looking-AOC

akyptla , ITajail TeBrbepap KyIHa , XTapap , readypy Hyp £
akurt’a tslalay gevherar kudna xhtarar haburu nur ya
look-PTP-CND  wall.on pearls hang-AOC  necklaces its light is

KbBaH  Ty3Bail

q’6n guzvay

so much giving-IMPF-PTP

The servant could see that, though it was evening, a great light was in this house, you
know. He came secretly, and looking through the window, could see the pearls on the wall

- and they were giving so much light. (Princess 6.2)

Though it may seem from English free translation that akurt’a ‘could look/see’ is a real event,

the CND affix -¢’a is used to speak of ‘modal’ seeing, and could be rendered ‘was able to see.’

This points to an “alternative reconstruction of that world” (Longacre 1989:418). Perhaps a

stylistic choice by the teller, this sentence could have been said ‘more real’ using a cognitive

action verb akuna ‘saw,” but the CND was chosen instead.
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5.1.6 Band 6 Authorial comments

This section first deals with the importance of authorial comments and how they are
indicated in oral Lezgi (5.1.6.1). Then, examples of Band 6 authorial comments are given and

evaluation in first person narratives is addressed (5.1.6.2).

5.1.6.1 The Importance of authorial comments

Though Longacre (1989:418, 445, 1995:6) seems to think authorial comments are
intrusive and counts them as unnecessary to the story proper, they can actually be some of the
most important utterances in a narrative, since the teller is in control of the story. Norrick
(2000:35) says, “All kinds of evaluation work to create interest in the audience and to ratify the
narrated events as genuine past experience, but they also serve to signal the teller’s attitudes and
cue the hearer’s expectations.” So evaluative phrases are actually integral to the point of the
narrative, especially if the point is more thematic and less action oriented (as in first person
narratives). Also, evaluative phrases in an oral epic genre like folktales take on a special
significance to the story, since the teller is commenting on the actions of the hero, which may be
foregrounded (See 5.2). Since evaluative phrases are so integral with the narrative, determining

what is a part of Band 6 is not easy.

For oral Lezgi narratives, there are a few clues to indicate authorial comments:

1. Phrases that are clearly spoken directly to the audience, including deliberative questions,

desires of the author, explanations, openings and closings. For example:
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(64)

Hunenun oune g Ma
dideni dide ya ma
mother.FOC mother is you know

The mother is a mother, you know.

Buuun xBa pekbus klaH >xeHu ?
vicin  xho req’iz k’an jeni
her son to.kill-IMPV want be-FUT-Q

Would she ever want her son to be killed? (Princess 13.7-8)

2. Introductory phrases like helbeta ki ‘of course it is that’ in example (65) show an authorial
comment may be coming:

(65) Hy , mam xankpapuu aBa wuHa bkl — Ca myd crxaguBaii  , rbendeTaa

Nu mad xhalg’arni ava ina u Sa pud stxhadivay helbetda
well more people COP here Uhhh only three brothers.from Of course
XbUA , KBEIE XYBb3 JKeaan Tyl
xi g’ele  xhiiz jedaydi tus
that fortress defend-IMC be-FUT COP-NEG
Well... there were more people here aaa... Of course, only three brothers cannot defend the
fortress. (Migrax 1.16)

3. The presence of the Lezgi particle ma (or man) equivalent to the English ‘you know.” This is
an appellative particle used to see if the listener is paying attention, or inviting the listener to
engage with the storyteller:

(66) Kunl 3uag s Ma

Kits”  zid ya ma
Dog mine is you know

The dog is mine, you know. (Dog 2.12)
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4. Intonation is another way an authorial comment is made clear. A good example is in (67)
where the intonation of a low, quite, ‘under-the-breath’ explanation of ¢un ixtin incanar ya
‘we are such people’ is spoken in the midst of a sentence:

(67) WOypynu m  pym (¢u3-XKBe3Baii pexp uupHa , pyuas

iburuni 1 rus fiz-xhkozvay req ¢irna rusav
They and this girl coming-going-IMPF-PTP road know-AOC to girl

araTHa MyKbBaJI , alllyKb XbaHBA JIarbaHa BHY py1an — 4yH
agatna muq’o6l asuq’ xanva lahana  vig rusal cun
approach-AOC near fell.in.love say-AOC himself on the girl we
UXbTHH HMHCAHap S — PYII aKbyJIHA pekbeit , ca rapyHaIIA .

ixtin  insanar ya rus ag’udna req’ey sa gafunaldi

such  people is girl take.out-AOR the way one onto word

And they learned the girl-coming-and-going way, [and a soldier] came close to the girl,
said he fell in love with the girl — we are such people — and found out the girl’s way, the
by-word. (Migrax 1.25)

It must be remembered that these are not just interruptions in the story — they are
explanatory remarks to ensure the hearer understands (and follows). Thus they are tied to
pragmatics — the purpose, author, audience, situation, etc. What is deemed reportable is not
always fixed, especially in other languages and cultures. We should expect to encounter more of
these interruptions and explanations if the audience was not Lezgi or perhaps a child. Speaking
about authorial comments, Labov (2011:547) said, “for a narrative to be successful, it cannot
report only the most reportable event. It must also be credible if the narrative is not to be

rejected as a whole by the listener.”

On the other hand a different factor in authorial comments is the capability of the teller to

tell the story. If this is a first-time telling, or the teller is distracted, not articulate, or just not a
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good storyteller, we may hear lots of interruptions to the mainline, including mistakes,
reformulations, repetition, and parenthetical thoughts. The issue of how a storyteller corrects
themselves or formulates a story in their mind are outside the scope of this study, but it is
important to know that these kinds of authorial comments exist in Lezgi oral narratives. Unless
explicitly stated, | have treated many interruptions and mistakes as insignificant to the narrative

structure and verb salience scheme.

5.1.6.2 Examples of Band 6 Authorial comments

Many times, a simple transition to the present tense indicates an authorial comment in
Lezgi narratives.*® Almost all present tense COP (66) and local COP (68) seem to indicate some

kind of break from the narrative and make a statement to the audience.

(68) Apna3 asimap aBa
Adaz ayalar ava
him.to children COP

He has children. (Trip 27)

The equative present tense COP comment in (69) marks the transition between a parable (which
has been using present tense IMPF verbs) to the lesson of the parable which the author gives

using the word kanzava ‘need’ and HORT verbs.

(69) MM nypHBSAMH NpUTYA o
im dunyadin pritca ya
This world's parable is

This is a parable of the world... (Stone 1.20)

% This is true unless there is skewing to the present tense because of storytelling style (Dog) or peak marking in
order to express immediacy (for example Bug 28-31 as well as Princess 13.7 and 13.11).
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Similarly, in (70), after the final action ‘they stoned her,” an authorial comment states that there
is (ala - local COP), to this day, a pile of stones as a result of this story. This also marks the

transition between the story proper, and the conclusion.

(70) KwBad rana Kb€HA Ba KBCHUH HUKbAIIU , XbYbPYbH Kbe€pexJa , XbybPYyb3
g’6n gana q’ena va g’enin yig’aldi xtirtin g’erexhda  xiirliz

stone.give-AOR died and today eventhis day village  inoutskirt village

rbaxbTail peKbe JIyrbyaa , Ca KbBaHEpUH Xapa aia
haxtay req’e luhuda sa g’Onerin xhara ala
enter-AOP way they say EVD one stones-GEN pile is there

(They) stoned and killed (her) and even today, they say on the outskirts of the village, in

the side of the entrance road to the village there is a pile of stones. (Migrax 1.30)

Authorial comments are also indicated by the present tense substantivized predicative
participle (PTP-SBST + COP) fizvaydi ya, ‘a going’:

(71) Pym deitmna , axma BHUY buzBanu a Ma
rus feyila axhpa vig fizvaydi ya ma
girl going-TEMP  then himself go-IMPF-PTC-SUBT is you know
After the girl goes, then he himself will go, you know. (Princess 13.22)

In (72) below, the particle ma ‘you know’ and deliberative questions coincide to let the audience
know there is still trouble. This is very important at this point in The Sea Princess folktale (See

6.4.1), because it sets the stage for the second half, and more action to come.
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(72) bybGanum XxbcaH XbaHa Kbaparpja , I'Wjia pylmiaH (UKUp amazma ,
bubani gsan xana g’aragda gila rusan fikir amazma
father.and good being-AOC got.up-ENT now girl.of thought has-IMPF-CONT

amKax YW3Bad Mma , pywr reuklun , reunHan 'bUH ,
anjaxh ¢izvag ma rus  hik’in hinay gin
but know-IMPF-NEG you know  girl how-Q where from bring-HORT

BYYUH

vugin

what-Q

The father being healed, got up — Now he is still thinking about the girl, but he doesn't

know, you know, where from or how to bring her. (Princess 12.10)

The particle man (or shortened ma), is noted by Haspelmath (1993:241-242) to be a discourse
particle, but he analyzes it only at the clause/sentence level with various meanings. Actually, in
the Bug Story (Sentences 8, 24.1-2, 34, 38, 39.1) and Sea Princess folk tale (Sentences 6.2,
10.20, 12.10, 13.22, 13.7, 14.13) man seems to function as an appellative particle meaning
something like the English ‘you know?’ used by the speaker to engage with the audience and see

if the listener is following.

It is especially difficult to identify authorial comments in a Lezgi first person narrative
like the Bug story. When does the author act in the story, tell the story, or comment about the
story? Participant reference doesn’t help us much, since the referent is ‘I’ za (ERG) or zun
(ABS) through much of the story. However, when the speaker addresses the listener as koz

‘you,’ as in (73), then this is certainly an authorial comment:
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(73) Ca oxtunmar mitu3  klaH3aBa  3a3  KBe3
Sa exhtilat 1¥Z  Kanzava zaz koz
one story do-INF want-IMPF to.me to.you

| want to tell a story to you. (Bug 1.1)

Any text in the positions of aperture and finis (if they exist) would be authorial comments
addressed to the audience with the special purpose of establishing the setting of place or time

(Grimes 1975:54-55).

We also see that the habitual use of present IMPF is clearly used for authorial comments*:
(as opposed to habitual past IMPF in Band 4, and non-habitual IMPF action in Band 2).
Haspelmath (1993:141) says the IMPF is preferred to the FUT by colloguial speakers when
referring to habitual action. In the Bug story, during the frozen moment where Ofeliya
comments about how much she hates bugs, she clearly uses the habitual present IMPF (as well as

the present substantivized predicative participle):

(74) 3a3 nenelipukail nyb3 kuule3Baiiau s MaH
zaz pepeyrikay diiz kig¢'ezvaydi ya  man
to me bugs.from great fear-IMPF-PTP-SBST COP PT

| have a great fear of bugs, you know.

u nenepukail BuHEN ukla XKaJap3aBai renesp pyc

i pepeyrikay  vinel ik'a xhkadarzavay  pepeyar rus
these bugs.from on like this jump-IMPF-PTP bugs russian
glaman Ky3HEUHKap Jyrbylda MaH

¢'alal kuznegikar luhuda man

language.in grasshopers say-EVID PT
These bugs that jump like this — in Russian are called “kuznechiki" —

%1 Again, except for skewing into present tense at peak episodes for immediacy, as well as some parables (see 5.2)
which use IMPF verbs for the mainline.
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I'vaOypukaii 3y 3erbie ¢uzaBa  sMaH
haburikay ~ zu  zehle fizava yaman
them.from my hate.comes-IMPF so much

| hate them so much.

AOyp axkypna 3yH rarbar3aBa I'bBEYHTU ylexuau
abur akurla I  gahatzava gocidi ¢'exhidi
them see-TEMP zun run.away-IMPF small-SUBST big-SUBST

When I see them, | run away — big or small. [STRESSFUL SIGH] (Bug 24.1 — 26)

These are authorial comments that explain and “suspend the action to set the scene and let the
suspense build...” (Norrick 2000:35), so are not really part of the story. Contrast these habitual
uses of IMPF with other present IMPF action verbs in the Bug story in Appendix A (sentences

28.1, 32, 36.1, 36.2, 36.4, 37), which belong in Band 2.

5.1.7 Band 7 Cohesive and thematic

Longacre (1989:418) says that elements in this band “are more a part of the connective
tissue of the text than any vital part of its content.” They are back referential clauses and
thematic statements that only serve to tie the text together. Since Lezgi is a chaining language,
this band corresponds to AOC, TEMP, and IMMANT converb clauses, commonly occurring as
left-shifted tail-head linkages. ~When these converb clauses are fronted, they act like
conjunctions, not adding anything substantial to the story. Usually they are clearly heard in the
continuing intonation of the speaker. Below are examples of AOR (75), TEMP (76), and

IMMANT (77).
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(75) 3yn ca Ttlumun mykpBan QeHa
zun sa timil muq'val fena
I one little  pear go-AOR

I came a little closer.

MyxkbBan dena 3a Kuiurarla
mugq'val fena I kiligayt'a
near g0-AOC za look-AOP.CND

Coming closer, | could see — (Bug 17-18.1)

(76) W ramamuaM I'bIJI BETbEHA ca JKybT Kbadyja
i gadadini gil  vehena sa jit g’acuda
this guy.ERG.and hand throwing-AOC one pair took-ENT
And the guy picked up one necklace pair.

UM xbauypna u  Oanklanam « ByHa Harbaxb KbauyHa » Jyrbyla « a

Im g’agurla 1 balk’andi vuna nahaq g’acuna luhuda a
this take-TEMP this horse you in.vain take-AOR  said-ENT  that
TeBrbepap .

gevherar

pearls

When (he) took this, the horse said, “You took those pearls in vain.” (Princess 5.13-14)

(77) 3ynmnun ¢y tlypHa , yHa myaa , 3yHHH yYai ¢dena
zunni  fu t’lina ¢na puda zunni c¢al fena

me.also bread ate-AOC we three me.also water.for went-AOR

We had food and | went to drink some water.

3yH 4Yal dbunamas adypan aBaTHa  MHHA ... HOyp KbeHa
zun ¢al fidamaz abural avatna  mina ibur q’ena
I water.for go-FUT-IMMANT on them fell-AOR mine these died-AOC

As soon as | went to drink a mortar fell on them... they died. (War 14-15)
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In addition to verbal cohesive elements in this band, it is worth noting some particles,

phrases and clitics that connect Lezgi narratives. The coordinator -ni ‘and’ is the main way

clauses in Lezgi oral narratives are connected (Haspelmath 1993:327-28):

(78)

3a3Hu klaH XpaHa  JKyBaH JIHJICIAHH naTaB TbajJiaH KbBajaB HaOpanmau3
zazni k'an xana juvan didedin patav hadan g'valav Nabrandiz
to.me-and want.be-AOR own  mother-GEN to her side Nabran-DAT

XbUDU3
qifiz
to.return-IFN

And | wanted to go to my mother, to return to Nabran. (Bug 2.2)

The affix occurs on the first noun phrase of the subsequent clause, and serves to keep clauses

tightly connected, as well as speed up the pace of the story.** Sometimes -ni ‘and’ helps to

reinitiate the mainline from a regression. In example (79) below, -ni is combined with za ‘I-

ERG’ on the second line:

(79)

AbGyp akxypna 3yH rarbaT3aBa I'bBEUHTU ylexuau
abur akurla I gahatzava gocidi ¢'exhidi
them see-TEMP zun run.away-IMPF small-SUBST big-SUBST

When | see them, | run away — big or small. [STRESSFUL SIGH]

3aHu ByY MHUH KbBaznaBa 3yH
zani vug iyin g'dznava  zun
[-ERG-and what do-HORT stop-PRF [

So what shall I do - | have stopped. (Bug 26-27)

%2 See especially the sequence in the Bug story 32-36.1 where a quick succession of events is connected with -ni

‘and.’
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Other cohesive devices summarize large portions of a Lezgi oral narrative.*®* These can be
thought of as thematic statements, and are indicated by a more general non-verbal reference

(Longacre 1989:443) like hadalay sonra ‘from then on’ in (80) or gila ‘now’ in (81):

(80) I'pamamaii coHpa Maa 3yH HMBU3 KHHHUK caJpaHu 3BenlHay
hadalay sonra mad zun iviz kinik sadrani evets'nag
That.from after more I  night down never  come.down-AOR.NEG

From then on, | never went down at night. (Bug 41)

(81) I'mna wpaHu BYIIMH BYY THUIHH Oec nmarpaHa « Oenke », JlarbaHa

5

gila idani vusin vug tiyin bes lahana belke lahana
now she.and what-Q what NEG-do-HORT but said-AOR  maybe  said-AOR

« 3yH ¢un KBaH », JarbaHa , « a  0Oa3apmam » JjarpaHa , « Oenke
zun fin kon lahana a  bazardal lahana belke
I go-HORT please.do said-AOR that market.on  said-AOR maybe

31 KBbYLHCI allyKbJia a Kbyll .»

zi  ’lnel atsug’da a  g’us

my shoulder.ong sit-FUT that bird

Now what should she do? She says, "maybe | should go to the market and the bird might

sit on my shoulder,” she said. (Princess 14.7)

The particle exher ‘finally’ can connect any number of ideas that were being presented
thematically beforehand. Here in (82) it is combined with the conjunction -ni and reduplicated,

with the meaning “And finally in the very end...”:

% The particle ¢ 'wan ‘it turns out’described in Haspelmath (1993:243-244), would have been a good candidate for a
cohesive discourse marker to indicate a thematic statement, but it was not found used as such in this text corpus.
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(82) DOxupHU-OXHMp HSHUH ca Oepe TUp , acyn u pym klaHzaBait raja

Exhirni-exhir nyanin sa bere tir asul i rus k’anzavay  boy
finally evening one time COP-PST actually this girl wanting-PTC gada
KbBe/a WHHU3 , BOO , Waa3 akyprla , Tha BUYMH  pyII .

g’6da iniz  voo idaz akurt’a ha vigin rus

arrived-ENT here  well him.to look-PTP-CND that ones.own girl
Finally it was one evening, and the guy who really loved her appeared here, that he might

see his own girl. (Princess 16.14)

5.1.8 Promotion

Longacre (1996:29) says that promotion devices can come in two variations: those that
promote a clause to the mainline from a lower band, and those that may promote something on
the mainline to a pivotal event. Sometimes this is achieved by punctiliar adverbs. For Lezgi, the
punctiliar adverb sad lahana ‘suddenly’ serves to promote clauses from background bands to the
mainline. For example in (83), the existential ‘be’ verb xana, which would normally be in Band
4 Setting (5.1.4), is promoted to the mainline and is part of the action of the story. Here the

listener can picture how suddenly it became dark:

(83) can nmarpaHa rbaBa XbaHa ylynas
sad lahana hava xana ¢’ulav
suddenly weather be-AOR black

Suddenly the weather was dark. (Kraz 11)
This promotion applies in folktales too, where ENT caries the mainline.>* In (84), the ‘be’ verb

jeda ‘was’ is promoted to the mainline:

3 See section 5.3 for how ENT carries the mainline of folktales.
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(84) Arana 3XbBEHA KybTSTh XbaHa , TNEeKep anyklupia , M Tama
atana eqona kiityah xana peker aluk’irla i gada
coming-AOC bathing-AOC finishing-AOC  clothes put.on-TEMP this boy

sKbeulHa ypHeOa Kbynyxbad sulupnHa M JapMaH , « Bakah s kuul
eg’e¢’na ¢ineba g’ulugay ec¢’irna i darman vakay ya kig’
going.out-AOC secretly from.behind poured-AOC this medicine you.to or dog

Xbypai , I Bak » IJYIbyH rajgas , cajJjlarbaHa 3JKbBEHa
xuray ya vak  luhun galaz sad lahana elg’6na
may.be-OPT or pig  a.saying-MSD with  suddenly  turning.around-AOC

HIIaKal JKena ca xwunl .
idakay jeda sa kits’
he.from was-ENT one dog

When he finished bathing and was putting on his clothes, the guy went out secretly from
behind, and pouring the medicine on him, said 'May you be a dog or a pig!" - and suddenly,
the king, turning around, was a dog! (Princess 10.18)

If a clause with sad lahana is already on the storyline, this adverb serves to promote that
happening to the rank of pivotal event, which Longacre (1989:438) says is common to many
languages. In (85) below, the pivotal event of the bug suddenly moving occurs in the peak

episode of the Bug Story (see 6.2).

(85) Can nmarpana 3a3  aKyHa KM W [ene W JKyBaH 4YKaJuwilal arbpBa3Ba
sad lahana zaz akuna ki 1 pepe 1  xuvan ckadilay agvazva

suddenly to me see.AOR that this bug this own place.from move.IMPF
Suddenly, I saw that this bug is moving from its place. (Bug 32)

5.2 Modified verb salience scheme for parables

An exception to the general rule exhibited in this verb salience scheme for Lezgi oral

narratives occurs in the genre of parable (a fictional story told to illustrate a principle). This
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exception is the fact that some parables in Lezgi are told with all mainline verbs in the present
IMPF tense. Longacre (1995:26) said, “It should be emphasized that what is on the line in one
type of discourse is off the line in another type and vice versa.” The story ‘Two Men and a
Stone’ (Appendix B) is a perfect example of this, clearly exhibiting present IMPF verbs being

used in the mainline progression from the beginning. Consider (86):

(86) KbBe xBaHaxBOo pexb ¢u3Ba , KbBE Kac pexb (pusBa
q'é6  xO6naxhvo req fizva q'0 kas req fizva
two friend way go-IMPF two man way go-IMPF

Two men, two friends, are going on the way.

Pexp ca «lamap deiinanaii KbylyXb aOypuH BWIHMK ca €Ke€ KbBaH
req sa k'adar feydalay q'uluq aburin vilik sa eke g'van
way one some go-AOP-SUBST-SREL after their ~ front one great stone

axbar3aBa , ulaxMaxIMH KBbBaH .
aqatzava ¢'axhmaxhdin g'van

appear-IMPF  flint.from stone
After having gone a little while on the way, a great stone appears before them — a flint

stone.

Nbypukaii caga OaunutaMmuIizaBa paxa3s
iburikay  cada baslamiszava  raxhaz
they.from one start-IMPF speak-IMC

One of them starts to speak. (Stone 1.1- 1.3)

This phenomenon is not altogether surprising considering the purpose and delivery of a story of
this nature. Similar to English, a short fictional story like this can be told in a terse, vivid,
interesting way, and then finished off with a formulaic ending. The function of the present tense
would seem to indicate a story that is not true (and the audience knows isn’t true), is timeless and

could occur anywhere, and is told in order illustrate a point or teach a lesson. As such, this kind
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of story is useful embedded in other Lezgi oral texts, like the parable “Fire on Shahdag,” which

also uses present IMPF for the mainline:

(87) KbBe myctuHu3 ca pym klaH xe3Ba
qQ’0 dustiniz sa rus k’an jezva
two friends one girl want is.being-IMPF
Two friends fall in love with one girl.
KvBenas can .

q’0daz sad

both.to one

Both of them fall in love with the same girl.

Ca ramamm , ca nayctuHu BuuumH — pukl axwpaiizaBa pymas .
sa gadadi sa dustini vigin rik’ aqayzava rusaz
one boy one friend  ones.own heart open-IMPF girl.to

One of them opens his heart to the girl.

Buuna  Mmypan nyreyssa
vigin murad luhuzva

ones.own wish says-IMPF
(He) tells (her) about his wish. (Fire 4.1-4)
In this exception to the general salience scheme, AOR punctiliar happenings are replaced
with the IMPF, indicating the mainline of the text. Background activities are still present, but
they are only in the form of converbs. Notice that in (88) the AOC (a perfective verb form) is

used as background to an IMPF mainline verb, which is consistent with Band 2 in Table 11:

(88) Ca xIBau kbBaHXXMH BHMHEN SLWTHA , XKaX Ke3Ba .
ca k'vag g'vanjin  vinel etsigna xhkaj jezva
one leg  stone.of on put-AOC  climb-IMPF

He puts one foot on the stone and climbs.
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XKaX XbaHa, U  KbBAaHXHKAW TPaMIUIMH XbU3 HCTU(AAC HIH3BA
xhkajhana 1  g'vanjikay  tramplin xiz istifade  iyizva
climb-AOC this stone.from  springboard as  use make-IMPF
Climbing, (he) uses this stone as a springboard. (Stone 1.13-14)

Besides this substitution of IMPF verbs for the mainline AOR punctiliar verb, no other salience

bands seem to be modified in this genre.

5.3 Modified verb salience for folktales

As mentioned in 2.3.3, the suffix -da is used on the mainline as a narrative tense for some
Lezgi folktales. This is a significant exception to the normal verb salience scheme that requires
some explanation. Section 5.3.1 discusses why -da is called an Epic Narrative Tense (ENT), and
5.3.2 gives examples of how ENT verbs are used in the Sea Princess folktale. It also begins to

address why ENT verbs alternate with AOR verbs on the mainline of this folktale.

5.3.1 The Epic Narrative Tense

As mentioned in 2.3.3, the suffix -da in some folktales indicates the mainline:

(89) Mm ca 1kby3 ¢una cepans BUYMH OanklanmamHu
im sa yug'uz fida serdiz vicin  balk’andalni
he one day went-ENT his.own.business.to his horse.on

aIfyKbHa
atsuq’na
sitting.down-AOC

One day he went out by horse on business.
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dena-peHa UM axaxpIa ca ThybIybH KBEPEXIHB .
Fena-fena im akaq’da sa hiiliin g’erexhdiv
going-going he reached-ENT one Sea edge

Going along, he reached a seashore. (Princess 3.1-2)

From comparing written texts (Sea, Daughters, Envy, Musa, and Brothers) to oral Lezgi
narratives, it seems clear that this is an oral phenomenon.® This use of the suffix -da as an ENT
in oral Lezgi folktales is specific and purposeful. It seems to be an archaic present tense form

that has been preserved in folktales. The following will address why this is so.

It cannot be that this is simply a future, habitual, or hypothetical use of the -da suffix
(Haspelmath 1993:141-42). Nor can it be what Russian linguists have referred to as ‘a figurative
sense of the past’ (Alexseev & Shejkhov 1997:20). However, Haspelmath (1993:130) does
propose that -da must have been a ‘very general non-past form’ which included present
meanings until the IMPF -zva took over. Elsewhere, he calls it an ‘old present’ (Haspelmath
1998:38). Because -da PRED can be used predicatively with adjectives (sirin-da “It’s sweet”),
and the fact that a few verbs of perception have a present state meaning with the suffix -da (k’an
‘want/love/need,” Kki¢’e ‘afraid,” ¢i ‘know,” and ¢’a ‘hurt’), it seems that this ‘old present’

survives in a habitual use (Maisak 2011:50-51).

% This phenomenon was first observed by the investigator during a discourse workshop in 2011 exploring written
Lezgi texts. It was strange at first that the -na / -da alternation appeared in a few written texts, while in others, it did
not. Further investigation revealed that this phenomenon actually occurs in spoken texts, and is usually (but not
always) edited out in written texts. For this reason, some written texts were added to the text corpus, in order to
compare this phenomenon in oral and written situations. For a more in-depth study on the use of -da in Lezgi oral
narratives, more texts are needed (see 7.3).
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It should not then be surprising to find that this suffix is appropriate for folktales in a
narrative use.*® The use of -da in stage directions (Haspelmath 1993:141-42) would seem to be
similar to this use as an ‘old present,” since it reports action as it happens — a kind of vivid play-
by-play. This observation is confirmed by Maisak (2011:49-50), who says the Lezgi -da suffix

is “obviously a subtype of the narrative use.”

Haspelmath (1998:48-49) goes on to say, “The historical present is often used
conventionally in certain narrative genres, and this convention may remain in place even after
the new construction has ousted the old present tense from its central functions. Particularly
folklore genres appear to be generally conservative, so it is here that we tend to find old presents
as narrative tenses.” A similar phenomenon with the ‘Potential Future’ used in narrative folklore
texts is reported to occur in Tat, a Persian language also found in Azerbaijan (Gruenberg
1966:293), as well as in Agul and Tabassaran with their habitual imperfective converb copula

(Maisak 2011:46, 48).

In this study on oral Lezgi narratives, the use of the suffix -da as an ‘old present tense’
has been observed in folktales (Princess, Daughters, Sharvili), as well as other tales (Dog, Musa),
but it seems that many times it is edited out of written folktales (like Sea, Brothers, Envy) and

replaced with the AOR.

In an attempt to identify the use of the suffix —da in these oral narratives, it may be

tempting to equate it with the historical present tense. However, if one were to review the Sea

% «__it is quite widespread in languages of the Caucasus to use habituals in the function of a 'narrative tense,’

something like praesens historicum.” Dmitry Ganenkov, email communication.
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Princess folktale as a whole (See Appendix C), it should be clear that there are some problems
with this analysis:

e The Historical Present is traditionally understood to make the reporting of events vivid
and dramatic. However, since the -da phenomenon occurs over most of the Sea Princess
folktale, vividness is somewhat lost through its continual use.

e Though it appears extensively throughout the text, its patterns of distribution are not
consistent enough. We should expect to find it used at peaks, but there is too much
variation.

e There are already present tense -z(a)va verbs in these texts (for example, Princess 6.3,
13.9, 13.11, 16.16), apparently used for immediacy (as shown in 6.4.3).

e There are several places in the Sea Princess where this -da phenomenon alternates with

-na AOR actions and speech signalers (discussed in 5.3.2 and 6.4.2).

The component of present tense in the Historic Present is still useful for our
understanding of this phenomenon, though. This quality goes well with an epic folktale, a genre
where, as Fleischman (1990:283) says, “it is not surprising to see the preterit, which ties events
to an historical world, yield to the present, which detemporalizes events and underscores a
story’s function as timeless entertainment.” Fleischman, who examined medieval Romance oral
epics, proposed that the historical present (a stylistic feature) of written genres is not the same as
the Narrative Present (a performative spontaneous feature) of earlier oral epics. The oral epic
narrator often used a normal (preterit) tense to report the actions of the hero while stepping back
and using the Narrative Present to evaluate the hero (through foregrounding), relating the
significance of this action to the audience. An alternation between the preterit and the narrative
present therefore occurred which highlights vivid action (Fleischman 1990:272). It seems this -

da phenomenon in Lezgi is also an oral narrative tense. | have chosen to call this use of the -da
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suffix in Lezgi oral narratives an Epic Narrative Tense (ENT) because it is the form of the ‘old
present’ in Lezgi, seems to mostly occur in Lezgi oral folktales, has an imperfect stem, and

because it is used to set the audience apart from real life in a timeless epic way.

At any rate, it cannot be simply performance errors (sloppy suffixation) by the speaker
since the -da suffix is placed on the imperfective stem, whereas the -na suffix is placed on the
perfective stem. This stem usage is completely consistent in all texts. In (90) the ENT even

conditions a nearby PTC and TEMP:

(90) XwBaga uOypy vasp , XbBajaiia U pyma ynHeOa WOYypyH 4Yaiau3
drank-ENT They tea drink-FUT-PTP-TEMP this girl secretly their  tea.to
qoda iburu cayar qddayla 1 rusa c¢ineba iburun c¢aydiz
OurbyII xKenmain ca JapMaH BerbHJa

unconscious be-FUT-PTC one medicine threw-ENT

bihus jeday sa darman vehida
They drank tea. While they drank, the girl secretly added some sleep medicine to their tea.
(Princess 13.33)

Additionally, several ‘be’ verbs jeda®’ appear using this ENT; example (91) below contains the

same verb in AOC form ‘xana’:

(91) JKemsarouzHu XBelId >Keaa Hep J)KaBaH Mavarb XbaHa
people.to.and happy was-ENT beautiful young king  being-AOC
jemyatdizni  xhdsi  jeda ier javan pacah xana

And the people were glad to have handsome young king. (Princess 10.22)

3" Some cases of jeda-ENT are already instances of promotion by cad lahana (5:12, 10:18), while others could be
interpreted as the punctiliar ‘become’ (10.16, 10.22, 13.42, 14.11 17.25). A few are in cleft sentences (10.21,
13.23), others are in the NEG (7.1, 9.14), and still others are authorial comments (9.14, 13.10).
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In the Sea Princess, the many occurrences of xeda (10 times) instead of xhana (11 times) are
apparently an important interplay in oral narratives (Fludernik 1991:368). Fleischman suggests
“a context-sensitive grounding relationship in which the simple past provides background for the
more crucial information reported by the foregrounding present. This grounding relationship, |
would add holds for descriptive as well as eventive material” (Fleischman 1990:272). This

strongly points to the use of ENT as narrative tense.

The ENT could be due to historical accident from the general loss of the use of -da as a
present tense, naturally preserved by speakers telling old stories that have been passed down. Or,
it could be an unconsciously® preserved deictic technique. In any narrative, the ‘deictic center’
of the story is established by the teller and perceived by the listener combined with their cultural
worldview and imagination (Jahn 2005:N6.4). If this ‘old present’ is unconsciously chosen by
Lezgi speakers it is primarily because of their purpose in the telling: to entertain with a
traditional epic-like tale. This corresponds to the Lezgi convention to open a folktale using the
formula ‘there was, there wasn’t’ and close with some variant of ‘they being there, we came here
— and to you | brought this tale.” Throughout the story, the Epic Narrative Tense is used by the
speaker to remove the ‘deictic orientation’ of time for the listener, and place the story in another

world — separate from real time — in a non-past, non-real place.* It seems that this technique

% Indeed, none of the Lezgi speakers (many whom tell stories with this ENT) who were asked about this
phenomenon even recognized that they use this suffix in this way. They did not understood why, nor had they even
thought about it. This includes local Lezgi writers, poets, teachers, and journalists.

% Fleischman (1990:255-56) says, “Epic is a genre in which the events of story-worlds detach themselves from their
historical origins and become, as it were, timeless...A discourse that is timeless, in the sense of collapsing the
traditional divisions of the time continuum (past, present, and future) is appropriately vehiculated by a tense that can
avoid a commitment to explicit temporality and to completion. This tense is the Narrative Present...[and]...texts
that rely on the Narrative Present tense typically have an interest or entertainment value that is independent of and
often takes priority over their referential value as reports of information. This is certainly true of epic, whose
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even extends at times to portions of other fictional Lezgi oral narratives (Musa) - and even to a
personal account told second-hand like (Dog) in (92) below, which uses the ENT. “Narratives
about hypothetical worlds can concern hypothetical past, present, future, or generic time and

include such genres as plans, science fiction and narratives of personal experience” (Ochs

1997:190).

(92) Axarna 3aXb Xbell
Akatda zaq qel

came-ENT me.to anger

| became angry.

Xbvbhuna 3yn Ucabamamun reeidietman @ « S crxa , ByHa rag
qfida zun Isabaladin  heyetdal Ya stxha vuna gaf
left-ENT 1  Isabala's courtyard-on hey brother you-ERG word
raitu TYIIHPHU 3a3  ?

gayi tusirni zaz

giving-PTP COP:NEG:PTP:Q to.me
| went to Isabala’s house again and said “Brother, haven’t you promised me?” (Dog 4.11-
12)

5.3.2 ENT as the mainline for folktales (and its alternation with AOR)

After understanding the nature of the ENT, we are able to observe how it is an exception
to the normal verb salience scheme. This must be done by looking at large sections of the text at
one time, so referencing the parallel text in Appendix C is essential. We see from the beginning

of episode 3 that the ENT carries the mainline.

nonreferential (social, cultural, political) functions have been extensively commented upon by literary critics and
anthropologists.”
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A complication to this modified verb salience scheme for folktales is a peculiar
alternation of AOR suffix -na verbs and ENT suffix -da verbs on the mainline. This can also be
best observed in the first few episodes of The Sea Princess parallel text (Appendix C). Notice
two things about this -da / -na alternation: 1) Though the ENT carries the mainline for most of
the story, there are more AOR verbs at the beginning and at the end of the story. 2) The AOR
appears mostly in dialogue (for example, episodes 14 and 17) on the speech signaler lahana
‘he/she said.” This alternation does not indicate promotion, nor a secondary mainline. Also, it is
not VIP tracking of the main character. Further, the occurrences of AOR are not background
(Band 2) because there are certainly AOR action verbs on the mainline as well. This is one
troubling inconsistency in the analysis at this point — but it is addressed in 6.4.2 after the
discourse structure of the Sea Princess folktale is taken into account. What is clear is that this
ENT mainline does resume with action. This occurs after a dialogue, and at the beginning of

every paragraph.

The salience scheme for other background information remains relatively unchanged.
From example (93) below, we see that converbs and other non-finite verbs are unchanged, still

functioning as Band 2 background events to this mainline ENT verb.
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(93) KoBm mona ST rbaHa U ramaad3 TyJaiia , TagaJguHu
kovs tsona yad gana i gadadiz gudayla adadini
ladle poured-AOC water bringing-AOC this guy.to giving-TEMP  guy.ERG.andg

KbyHa pyuIakai , ThUJIMKal amykpapia Oanklanman , ca Kamamiia
q’una rusakay gilikay  atsuq’arda balk’andal  sa kapasda
taking-AOC girl.from.under hand.by seat-ENT horse.on one handful.in
aBait HaKbBHU KbyHa uoyp sxwenl XBbUANUIA TbYbJIybH
avay naq’vn  q’una ibur eg’ets’ qiyida hiiliin

be in-PTP soil.alsoi taking-AOC these a.going-MSD did.again-ENT Sea

KbUJICIT .

q’ilel

head.on

When she brought some water in the ladle and was giving it to him, he took her by the
hand and put her on the horse. He took a handful of soil and they went back to the surface.

(Princess 9.15)

At other times (94), the sentence is entirely full of ENT mainline verbs.

(94) HMNmanm BaH KbBEIA U BE3UppU3 , Kbalaa U mavarb , TyxXyJnaa
imani  voice g’oda 1 vezirriz q’ada i pagah  tuxhuda
this.and van arrived-ENT this viziers.to  caught-ENT this king took-ENT

nMa , ouuraa , ca klBame Kyrama
ima etsigda sa k’6le  kutada
this.one put-ENT one house.at put-ENT

The viziers heard about this, caught the king, took and put him in a house, and kept him
there. (Princess 16.6)

The fact that this phenomenon is not found in all folktales could be due to preservation
factors which vary from dialect to dialect, region to region, or speaker to speaker. Interestingly,
this phenomenon is also found in some modern novels, written stories, and even some personal

stories. Perhaps it’s because this is an oral style of storytelling which tends toward vivid
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depictions and actions, and is readily used in other stories.** These issues are beyond the scope

of this study and can only be determined by studying a significant corpus of folktales.

“ From Jahn (2005:N3.3.4): «...skaz narrative (from Russian skaz, ‘speech’): A literary form that represents an oral
(or “‘conversational”) story-telling situation in which a speaker tells a story to a present audience. Apart from having
a distinctly oral diction and syntax, a skaz-narrator’s discourse is also characterized by a high incidence of phatic

and appellative elements, signaling the presence of the listening audience. Skaz is closely related (and usefully
compared to) the poetic genre of the ‘dramatic monologue.’”
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6 DISCOURSE STRUCTURE OF LEZGI ORAL NARRATIVES

This chapter covers important steps in understanding followability for Lezgi oral
narratives: how elements “work together to contribute to the followability of a discourse”
(Longacre 1995:13). Having considered genre issues, and posited a verb salience scheme for
three variations of Lezgi oral narratives, we will see how these interact with the narrative
template. In this chapter, the overall discourse structure for these narratives is presented from a
surface and notional perspective, and discussion follows about how the storyline and narrative
template are intertwined. Key in this process is how the speaker uses certain peak marking
features in order to make the story more vivid. Correlating these surface features with
notional/thematic elements, and considering issues of pragmatics serves to emphasize main
points in the text. Followability can then be represented visually with a plot line. First, is a
discussion of discourse structure and its effect on the storyline (6.1). Then representative
examples of discourse structures are presented in analyses of the Bug Story (6.2), Two Men and

a Stone parable (6.3), and The Sea Princess folktale (6.4).

6.1 The Importance of Discourse structure

The discourse structure of a text is as vital to a story as bones are to a body. And with
any body, there are differences between how it looks on the outside vs. inside. Longacre
(1996:34-36) says that all narratives have a surface structure correlating with a notional structure
— with corresponding slots that follow a plot-peak profile. Far from dividing the text according

to the researcher’s whims, the text will show linguistic (surface) evidence of this division. This
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evidence can take the form of different verb endings, changes in time, place, participants, events,
or points of view, and even special discourse markers that show division. These divisions are
actually markers that correlate to development in the text that help the listener follow the story.

The typical divisions described by Longacre (1996:36) are in Figure 3 below:
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Figure 3: Typical Narrative Surface and Notional Structure Divisions**

This schema proposed by Longacre shows plot (notional) and peak (surface) structures side by
side. There are several possible surface-notional correlations (Longacre and Hwang 2012:55).
From these divisions, we can see how a story progresses through episodes notionally, starting
with an inciting moment, developing conflict and tension, peaking in a climax and possible

denouement, then finally resolving (Longacre 1996:37).

! Adapted from Longacre (1996:36)
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There is some variation for Lezgi oral narratives on a surface structure level. A longer Lezgi text
will have more pre-peak episodes. Many shorter Lezgi texts don’t include denouement.
Notionally, even more variation exists. Some (especially short) Lezgi oral narratives do not
exhibit all of these divisions; they have a very small inciting moment with only a bit of action,
and a quick conclusion. Some have lots of exposition, with hardly any conflict, followed by
reminiscing. Still others have many episodes, each with their own small inciting moment and
climax, all resolving in one final climax or denouement. However, three narratives are good
representative examples: The Bug Story (Appendix A) is a typical, short, informal, true first
person story told for a purpose. Two Men and a Stone (Appendix B) is a typical, short, informal,
parable, with a lesson at the end. The Sea Princess (Appendix C) is a typical, longer, informal,

third person folktale told for entertainment.

Regarding the surface structure, Longacre (1996:38) points out that something strange
happens at the peak of the narrative. There are usually unusual surface features in the peak
episode: like rhetorical underlining, repetition, or special markers (Longacre 1996:38-43).
Prosodics are another set of surface features that change at the peak (see 4.2): short choppy
intonation units, quickened pace, volume, and pitch, different voice quality and ideophones.
Also, changes to all the normally occurring features of the text may occur here at peak:
especially heightened vividness through person or tense shift. This means the normal verb
salience patterns could be ‘violated’ at the peak of the narrative (Longacre 1996:36). So we
must know where the peak of the narrative is (as well as the typical peak marking features of oral

Lezgi) in order to observe any special surface markers that affect followability of an oral text.
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6.2 Discourse Structure of the Bug Story

To engage with the concept of discourse structure and see how it relates to the verb
salience scheme, The Bug Story is analyzed and presented below as a representative text. By
looking at this text in depth, discourse features (which are also common to other Lezgi oral
narratives) are noted. The transcription and interlinear text of the Bug Story is found in

Appendix A. The discourse structure is in Table 12 below.

Surface Notional Sentences Summary
Aperture 1 Ofeliya wants to tell a story.
Stage Exposition 2 It’s summertime, and she wanted to take her usual
summer trip to Mama.
Pre-Peak Inciting moment | 3-21 She traveled, arrived, ate, went to bed, and woke up

in the night needing a drink. Then when she went
out, she saw a big bug.

Peak Climax 22-40 She is frozen, explains her fear of bugs, and tried to
wake up Mama. Suddenly, the bug flew at her - and
she ran and woke Mama, screaming. Mama
comforted her, then went to kill the bug, but it

escaped.

Closure Conclusion 41-42 Ofeliya says she never goes down at night anymore
but always brings a glass of water up.

Finis 43 Thanks.

Table 12: Discourse Structure of the Bug Story

The surface structure boundaries of this story can be first determined from observing the
aperture, stage, closure, and finis. The aperture (sentence 1) uses non-punctiliar verbs expresses
the desire and intent to tell a story. The stage (sentence 2) clearly speaks descriptively about the
place, time frame, and situation in which the story takes place (the script of summer for most
Lezgis living in the city), using the past tense ‘be’ verb. The closure (sentence 41-42) is not part
of the story proper, but is an authorial comment — essentially a lesson the storyteller has learned

from this frightening experience. Imperfect and negative verbs in combination with adverbs
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‘from then after,” ‘never,” and ‘always’ give a durative sense to this authorial comment. The

finis (sentence 43) is simply a ‘thank you’ to the audience for listening to the story.

More difficult to delineate are the surface boundaries of the core of the text. Because it is
a short story, the whole incident can be observed in two surface structure episodes: pre-peak and
peak episodes. Grammatically, the beginning of the pre-peak episode is seen from the onset of

the punctiliar aorist action verb gfena ‘left to return’ in (95).

(95) KlIparlna 3a xyBaH muje-Kyble Xb(eHa
k'vat'na za juvan sile-kiile qfena
gather AOC1 own a-few-things return.AOR
| packed a few of my things and left — (Bug 3.1)

Here we begin to see an interaction between verb salience and narrative template, because this
kind of verb establishes the mainline of the story and moves it through the climax to completion
in sentence 39. These mainline AOR action verbs (Band 1) are complemented by verbs off the
mainline (Band 2): background activities, adverbial and resultative action, and cognitive states.
As the pre-peak episode progresses, the episodic activities of going, arriving, eating, going to lie
down, falling asleep, waking up, and going out for a drink bring the plot to the inciting moment.
Seeing a big black bug sitting on the sofa is something that doesn’t happen every day! This
moment is a cognitive event marked with a verb of perception*? akun ‘see’ in the aorist. This
sighting causes Ofeliya to investigate closer — hearing, thinking, and looking until finally

realizing that it really is a big bug. With this comes the experience of fear.

*2 Though this verb of perception akun ‘see’ takes a dative experiencer for a subject, it claims a special status called
the Affective Construction in Daghestanian linguistics (Haspelmath 1993:280-283). Contrast this with the word
kiligun ‘look’ in 18, which takes an absolutive subject and can be used as an imperative ‘look’ with a dative
addressee. However, both express the action of a cognitive event in this story when combined with an AOR ending
and the complementizer ki ‘that’ — the object of what was seen.
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The Peak Episode, which starts in sentence 22, is evidenced by several surface (peak)

marking features which were commonly seen in other Lezgi oral narratives:

e The asking of a deliberative question in the hortative (sentence 22) —a common rhetorical
underlining feature found at the peak of other Lezgi oral texts.

e Some mainline verbs are shifted to the present tense (ag’ézrnava ‘have stopped’ in
sentence 23 and 27 and giizlemiszava ‘am waiting’ in sentence 28.1) in order to bring
heightened vividness to the frozen situation Ofeliya finds herself in when she sees this
big bug. In Lezgi, the present IMPF brings a sense of immediacy through a tense shift to
the present, temporarily replacing the AOR form for mainline verb. As a ‘violation’ of
the normal verb salience scheme, this peak marking feature is actually a kind of skewing
into drama (Longacre 1996:15).* This occurred in a few other texts as well (Sharvili,
Dog, and Princess).

e This frozen situation (starting from sentence 23) is also used as a rhetorical feature that
slows down the climax of the story, allowing Ofeliya to give an authorial comment about
how she hates these kinds of bugs (sentences 24-26). Further, the moment is still frozen
in sentence 28.1 to allow Ofeliya to explain where she and her mother were situated
sleeping, and how she called her mom to (unsuccessfully) wake her up (sentences 28.2-
31.2). All this presumably happened in the span of a few seconds in the climax.

e There are more occurrences of the connective affix -ni ‘and’ in this episode (13 out of 18
total in the text) to show quick succession and coordination of events.*

e Dramatized dialogue — the verb lahana is elided (sentences 29, 37) or signaling of

reported speech dropped altogether (sentence 36.4). Also, the dialogue is smashed

* Longacre talks about degrees of vividness according to a ranking scale: a) drama, b) various narrative types, c)
procedural (how-to-do-it), d) descriptive types, and e) behavioral types (especially hortatory). This concept has
been used by linguistic researchers to characterize the languages of the world. However, this characteristic is not
applied in every language the same way. Additionally, skewing along a scale of vividness can make a text more
interesting (Longacre 1977:74).

* Haspelmath (1993:327-329) says that the —ni particle is a coordinator for noun phrases, but also a focus marker
‘also,’ too,” or ‘even’ (20, 36.2) that can follow all major constituents. Of course it occurs more often in oral speech
—and it increases during a peak episode.
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together, told with quick, loud, high-pitched prosodics* which indicate excitement, fear,
stress, and emotion (sentences 36-37). This skewing from narrative into drama heightens
the vividness of this episode (Longacre 1996:15), communicating the fear that Ofeliya

experienced.

Looking at this text notionally brings us a step closer to following the story. When we
do, we see the climax paragraph is divided into four sections:

e Sentences 22-27: Starting with the deliberative question ‘So what shall I do?’ and the
frozen situation (in present tense) ‘I have stopped’ there is expository information about
how Ofeliya greatly fears these kinds of bugs, ending with the same deliberative
question.

e Sentences 28-31: Starting with a repeat of ‘I have stopped,” and very quickly following,
the reason: ‘I am waiting for my mom’ (both in present tense), there is an unsuccessful
attempt to wake Mama.

e Sentences 32-38: Starting with the interruption of the bug moving sad lahana ‘suddenly’
from its place (a pivotal action in the plot), then followed by another sad lahana
‘suddenly’ of the bug flying towards her, there is a flurry of actions, screaming, and high-
pitched drama-like dialogue, ending with a summary statement that she was ‘so scared (at
that moment).’

e Sentences 39-40: Especially evident in a change in prosodics (slower, softer, lower), is
the follow-up about what happened to the bug. This is merely a formality of the story
plot, explaining to the listener how it all turned out — because the main theme is about

Ofeliya’s fear, which she affirms again in sentence 40.

A useful notional plot profile graph was constructed in Figure 4 to show how tension

correlates with plot by episode, and then how tension is resolved as the narrative ends. The line

*® There are other prosodic features we could note here, like the loud, stressful sigh (26), long pauses (28, 29, 32, 33,
40), and a clap (34). However, a good story might have sound effects and prosodic features throughout, like the
excitement in 11, the bug’s sound in 15 and the laughing in 41-42. None of them seem to overtly mark a surface
structure peak.
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represents the mainline of events in the text as it goes through the episodes, and the height of the
line indicates relative rising and resolving tension. This profile differs from the ones found in
Longacre (1981:356-57) and Longacre and Hwang (2012:57) in that it is strictly a representation
of the notional plot, and can be considered a visual representation of followability. Since it

highlights the tension and climax, it is a useful aid in understanding the meaning of the story.

Exp Inciting Moment Climax Con

Figure 4: Notional Plot Profile of the Bug Story

In the pre-peak episode we can see the inciting moment (or problem) of seeing the big
bug. This recurring statement ‘I was so scared’ (sentences 12, 21, 24.1, 36.3, 37, 38, 40)
emphasizes the theme of the story. The tension heightens in the climax as she comments on her
fear and tries unsuccessfully to wake her mother. It then shoots up as the bug flies toward her,
resulting in screaming and fleeing, and is even felt prosodically in the dramatic dialogue with her
mother. The tension is resolved when Mama comforts her and then tries to kill the bug, even as
it escapes — thus the problem is solved: Ofeliya’s fear is relieved.

After studying the discourse structure of the text, noting the peak marking features, and
focusing on the climax, we have increased followability. Factoring in pragmatic features of the

text, we can now much more easily understand the main point of this narrative. Ofeliya learned
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a lesson, which she emphasizes to us in the final expository section: She now always tries to

avoid this fear. This is the reason she told the story.

6.3 Discourse Structure of Parable of Two Men and a Stone

This representative oral text is a short Lezgi parable ending with advice. It uses a
modified salience scheme for Lezgi oral parables (see 5.2). The interlinear text is found in

Appendix B. The simple discourse structure is presented in Table 13 below.

Surface Notional Sentences Summary
Pre-Peak Expositionand | 1-10 Two men were on the way. They come upon a great
inciting moment stone. The first man grumbles, asking questions,

pacing back and forth.

Peak Climax 11-19 The other man stops and suddenly uses the stone as a
springboard. Authorial contrast of the two men.

Closure Conclusion 20-23 Explanation of parable — that we should actually use
obstacles in life to better ourselves and achieve more.

Table 13: Discourse Structure of Two Men and a Stone Parable

There is no aperture or finis; the story just starts. Because it is so short, we need to be
careful not to over analyze the structure, dividing out each sentence as if they were episodes.
Though there is a general place and situation, there is no time reference, suggesting this is a

timeless parable.

Verbal TAM is not as helpful in dividing the text as it was in the Bug Story — as was seen
in 5.2, the IMPF is the mainline verb, and it occurs from the very first clause. There are no
expository ‘be’ verbs, so there is really no staging. Oral intonation confirms this too — the

speaker just starts the story.“°

% Perhaps if this text was embedded another discourse (as parables normally are) there might be more staging or
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The first episode (sentences 1-10) includes quick orientation (sentence 1.1), inciting
action (sentence 1.2), and build up to the peak episode. The direct quotation of the first man is
not analyzed since it is not considered to be action that advances the mainline. Latching occurs
between sentence 1.8 and 1.9, stylistically emphasizing with intonation the continuous nature of
the man’s grumbling and pacing. What the second man doesn’t do in sentence 1.10 (NEG —

Band 5 Irrealis) serves to bring some balance semantically to the story.

The beginning of the peak episode (sentences 11-19) is not marked verbally, but other
clues help us establish this boundary:

e There is a resumption of the mainline IMPF verb in sentence 1.11, from irrealis verbs.
This wouldn’t be noticeable, except for a change in participant reference. The notional
focus changed to ‘the other man’ but he didn’t do anything. Thematically, this non-
action balances the first man. Therefore the peak episode starts when the second man
actually does something.

e The post-posed subject in sentence 1.11 is used to place focus on the verb ag’ézava
‘stops.” Though it is IMPF, the punctiliar nature is felt by its placement at the beginning
of the sentence. Though the speaker could have dropped the subject like in sentences 1.7,
1.15, 1.18, or 1.19, the placement of this subject at the end of the sentence keeps our
focus first on the action, then on the subject.

e The short, choppy sentence of sentence 1.11 is a characteristic rhetorical feature of Lezgi
in the peak episode. This is opposed to the similar short sentence in sentence 1.8 where
there is latching with sentence 1.9.

e Another characteristic of Lezgi at peak is the deliberative question as in sentence 1.12
“What did he do?” This leads right into the next mainline action (which is perhaps

pivotal or a response to a pivotal event).

perhaps an aperture in the form of a title. “Fire on Shadag” does have this aperture.
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e Finally, the longer descriptive piling up of action (using converbs — Band 2) in sentences

1.13 and 1.14 — as the man jumps — is another rhetorical feature used in peak episodes.

Notionally, the climax is divided into two sections. The first is the culminating action of
the other man climbing the stone and using it a springboard. The second half of the climax is
thematic — an authorial comment contrasting the two men’s actions. Though still using IMPF

verbs, the connective znachet ‘so’*’

is used to indicate this is exposition. This authorial
comment is used to further emphasize the impact of what the second man did, thereby increasing

the pragmatic understanding of the parable.

The conclusion (sentences 20-23) is set off by another authorial comment. This is a clear
statement from the speaker about what this discourse is: “a parable of the world.” We should
expect explanation to follow in this kind of oral Lezgi narrative template, again with the word
znachit ‘it means.” Normally used in Lezgi hortatory oral texts, the verb ganzava ‘is needed’ and
any verb with HORT affix show that this section is clearly expository, meant to exhort the
listener based on the meaning of the parable. We could ultimately classify this parable as a
hortatory text. However, because it is mostly narrative, and because most Lezgi people consider

it an instance of the genre k’isa ‘story,’ it is has been considered here as useful for study.

Though followability for a parable like this is not difficult, a simple notional plot profile
graph can be constructed for this parable in Figure 5. Plot progresses through each episode and
(a more thematic) tension is resolved in the conclusion with the action of the second man (and

what his action means). The conclusion is not part of the narrative proper, but is expository

“7 By using this word, the speaker is code-switching to Russian. The Lezgi word would be gila ‘now.’
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authorial comment on the meaning of the parable, so it is continues the lowering of tension as the

plot line resolves.

Exposition & Inciting Moment Climax Conclusion
Figure 5: Notional Plot Profile of Two Men and a Stone

The expository/hortatory section at the end increases followability, since it reveals the
pragmatic reason for this short narrative. Though not all Lezgi parables, anecdotes, or stories
have overt explanations (Bebir), others are found embedded within extended discourse (Fire)
which explains and applies their meaning. The amount of explanation is also connected to the
speaker’s intuition of how much the audience understands, as well as the particular situation of
the telling. In the case of this parable, Two Men and a Stone, one person in the audience was the
investigator — a westerner ‘unaccustomed’ with Lezgi ways. The situation was a somewhat
artificial setting of an elicited story without other context. So the speaker must have felt the need
to give more explanation, but nevertheless used the relevant principles for Lezgi storytelling to

construct a narrative that would communicate well to the others in the audience.

In conclusion, by considering the interaction between the verb salience scheme (modified
for parables), the narrative discourse structure, and some pragmatic issues of speaker/audience,

we can see that the parable clearly teaches this: “Use obstacles to achieve more in life.”
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6.4 Discourse structure of the Sea Princess folktale

This section covers the macrosegmentation of the Sea Princess folktale (6.4.1), the
conclusion of why -da and -na alternate on the mainline (6.4.2), and a discussion of the

followability of the Sea Princess folktale (6.4.3).

6.4.1 Macrosegmentation of the Sea Princes folktale

This Lezgi oral narrative is a longer narrative. It is a third-person story, clearly in the
genre of maxh ‘folktale,” and told in an epic ‘timeless” way. It has many scene and character
changes, extended dialogue, complex plot progression, and multiple peak episodes. Most
interestingly, it uses a modified verb salience scheme involving the oral phenomenon of the Epic

Narrative Tense (ENT) to advance the mainline (see 5.3).

Especially for longer stories, it is first important to analyze paragraphs, understand their
relationship to one another, and observe how they contribute to the whole of the text. “Sentences
cluster and clump into units of various size. An intermediate level of clustering can be posited to
which we might as well apply the traditional term paragraph...” (Longacre 1996:101).
Paragraphs usually correspond to episodes, though sometimes paragraphs can combine to create
embedded discourses. This holds true for Lezgi oral narratives, as observed in the texts Word,

Wolves, Marry, and Fire, which were taken from larger hortatory texts.

For longer oral Lezgi narratives, paragraphs (and episodes) were delineated according to

the general characteristics of a narrative text type: temporal and locational discontinuities,
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changes in participants, and between action and conversation (Dooley and Levinsohn 2001:39-
40), as well as topic change or difference in discourse. Any one of these characteristics can
indicate a new paragraph in Lezgi. However, as in other languages, these characteristics usually
intersect to signal a new paragraph (Hwang: 1987:27). Taken together, this situation can
effectively be referred to as ‘major reorientation” (Dooley and Levinsohn 2001:41) or what | call
‘scene changes.” This combination of characteristics for determining paragraphs definitely held
true for the Sea Princess folktale, but the largest factor seemed to be temporal. Many times a

variation of the temporal phrase sa yug ‘one day’ was used to indicate a new paragraph:

(96) Ca 1orp ¢ena , KbBe 10T'p (peHa , OXUp W JEpIUHIAi HIaH BHIEP
sa yug fena qQ’6 yug fena exhir 1  derdinlay idan viler
one day going. AOC two day going. AOC afterall this grief.off.of his eyes

OybpKbYbh XbaHa
birg’i  xana
blind happened-AOR

A couple of days passed, and finally he became blind from grief. (Princess 4.1)

This resulted in the story structure below in Table 14, which is summarized here by
paragraphs to note the surface and notional structure. The full story in parallel Lezgi-English can

be found in Appendix C.
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Surface

Notional

Summary

Aperture

Rosa will tell the folktale of the Sea Princess

Stage

Exposition

There was a rich king who had three sons.

Episode 1

Inciting moment

WIN (- |=

He went to the sea, saw a girl come out of the water and
wave at him, fell in love with her and couldn’t take his mind
off of her.

He became blind with grief because of her. He called his
three sons to help, asking them to obtain some special soil to
put on his eyes for healing. The first two sons were
unsuccessful. The last one left with this task.

Episode 2

Rising tension
(Beginning action)

The guy rode to the sea not knowing what to do. The horse
spoke and offered to fly him over the sea to look for the soil.
As they were traveling over, a hand came out with pearls.
Though the horse warned him not to, the guy took the pearls
and they passed over to another province. He rented a house
and hung the pearls on the wall.

A servant of the king passing by saw the pearls and reported
it to the king. The king summoned the guy and ordered him
to bring the pearls. He took them and sent the guy away.

The servant suggested to the king that the guy bring the king
the owner of the pearls. The king summoned the guy and
ordered him to this, or he would be beheaded.

Episode 3

Rising tension
(Partial resolution)

The guy returned to his horse sad, but the horse offered to
help him find the owner of the pearls: the Sea Princess. To
find her the horse needed to fight the Sea Steed. This was
done successfully.

The guy and horse went to the bottom of the sea, which was
like a city, with a spring. The horse explained to the guy a
plan to take the girl when she comes for water, and also get
the soil needed for his father’s eyes at the same time. The
guy successfully did this, taking the girl and the soil, and
they returned to the surface.

10

On the way back, the girl asks why the boy is upset, and he
is sad because he has to give her to the king. She tells him
not to worry, and explains a plan for the guy to hide in the
bathhouse, pour a potion on the king to turn him into a dog.
The guy did this, and the people chased away the dog. They
made the guy king and they began ruling there together.

Episode 4
(Pre-peak)

Transition

11

The guy suggested they go back to his province to heal his
father’s eyes. They told the people to choose a new king
and left.

12

On the way, the guy said that he doesn’t want to give her to
his father and suggested he hide her in the upper room. He
did this, and gave the soil to his father, healing his eyes, but
the father is still thinking about this girl.

Episode 5
(Peak)

Climax

13

After a couple of days, the king saw the girl, and told his
wife he planned to kill the son and girl. The mother warned
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them and they ran away to the sea. They met a boatman and
asked to be taken across, but the boatman fell in love with
her, deceived them, and took the girl. She escaped from the
boatman, but met forty robbers. They were fighting over
her, but she convinced them to drink tea, and when they did,
she slipped in sleeping medicine, allowing her to escape.
She ran to a village and stayed with a poor old grandmother.

14

She asked the grandmother if there was any news, and the
grandmother told her that they have no king. They
customarily release a falcon to choose the king, and the girl
thinks maybe she can be the one it will choose. She goes to
the market disguised as a bay, the falcon sits on her
shoulder, and she is made king.

Episode 6
(Post-peak)

Denouement
(Resolution)

15

When she was reigning there as king, she remembered all
her struggles, captors, and her beloved. She ordered and
artist to paint her picture and had it placed near the edge of
the kingdom with a plan to capture anyone who lingers,
looking longingly at it.

16

The boy’s father arrived and was captured, as well as the
forty robbers, the boatman, and finally, her beloved guy.
They placed them all in a house to await punishment.

17

Everyone was gathered at the town square and the girl
revealed herself and told her story. Then she punished each
one: the father was sent out on a horse burning. The forty
robbers were beheaded. The guy she loved was called, and
they were married, and he became king.

Episode 7

Final resolution

18

They lived for a while, but the guy suggested they should
return to his mother and brothers, so they did. They reigned
there and were all happy.

Closure

Conclusion

19

So the Sea Princess became the guy’s wife.

Finis

20

The End

Table 14: Discourse Structure of Sea Princess Folktale

The surface structure of the Sea Princess follows the normal (but longer) pattern of

aperture, stage, pre-peak episodes, peak episode, post-peak episodes, closure and finis. Every

paragraph has a signal of discontinuity (usually temporal), and all have mainline verbs (either

ENT or AOR) driving the action. Of course, it can be observed that many paragraphs have in

themselves a stage, pre-peak, peak, and post-peak elements, but it is more helpful for this study
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to keep observations at a higher level in order to observe generalities and the alternation of -da

and -na in the storyline.

6.4.2 Alternation of -da and -na on the mainline

We saw in 5.3.2, that -da and -na alternate on the mainline. However this alternation is

inconsistent, occurring in unexpected places (3.3-4.11, 4.13-4.17, 5.2-5.10, 9.7, 10.1, 14.4,

14.13, 17.7-8, 17.13-17.23, and 18.2). The ENT does resume at the beginning of a paragraph,

and many times after dialogue with lahana ‘he/she said.” These inconsistences cannot be fully

addressed without analyzing more folktales, but some progress can be made by addressing three

questions:

1.

2.

If ENT is a mainline verb, then what are the AOR verbs — a secondary mainline, background
actions, or something else? It seems that these AOR verbs are still on the mainline because
of the issues discussed in 5.3 — the nature of the ENT is a narrative tense that differentiates
mainline action (that the narrator believes is important) from preterit action in the story,
foregrounding it in order to move the story along, accomplishing the teller’s thematic and

pragmatic goal.

Why don’t we see more ENT verbs at the beginning of the story? If we see specific evidence
showing that the ENT is the mainline, and that it resumes at the appropriate time in the story
so as to clue the listener into important information, then we must be consistent and conclude
that the AOR action verbs in Episode 1 (paragraphs 3-4) are less important preterits (but still
in Band 1). Perhaps for the teller, the first episode is still orienting the listener, and the real
story starts with guy as he gets on his horse, and the ENT verbs start in earnest. There are a
few ENT verbs in Episode 1, clueing the listener into the most salient actions (for them to

interact with).
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3. Why does the ENT mainline alternate to AOR during extended dialogue, sometimes tapering
off to the end of an episode, in other places a stray AOR lahana ‘he/she said,” and in other
places many ENT luhudas ‘he/she said’? It’s possible to treat the AOR reported speech
signals as a reduced form indicating speech®® — lahana = Ina ‘saying,” thus relegating it to
Band 2 background. However, how would we account for all the luhuda ENT forms, with
the speech dialogue it indicates? It’s more probable that lahana is repeated so often that it
has become a simple grammaticalized marker (similar to the hearsay evidential -lda) for
direct/indirect speech. It may be a technique of the teller to start dialogue with luhuda ENT,
and then drop to a less foregrounded reduced Ina AOR in order to take attention off of how
many times the author is saying lda, Ina, Ina after each speech phrase. So this AOR form of
lahana probably indicates that the speech is continuing, without any other function than
indicating quoted speech. From a narrative perspective, this effectively puts less emphasis

on who said something, and more emphasis on the content of what they said.

6.4.3 Followability of the Sea Princess Folktale

Moving outward to larger units, we see that each paragraph certainly progresses the
notional plot, but patterns are difficult to discern at this level. One action drives the next, and
new characters in a new place or time are needed to resolve the problems that arise. Each
participant’s actions (king, boy, horse, servant, king, girl, etc.) effects the other. Thematic
elements are interwoven, both in physical form (soil, pearls, water) and abstract form (love,
kingship, happiness). All these poetic elements combined make the plot of such a long story

difficult to analyze paragraph by paragraph.

“® This is similar to the one reported by Maisak (2010:2) as “a pleonastically used speech verb” in the (Lezgic) Agul
language.
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However, if we allow larger notional episodes to emerge (refer again to Table 14), they

serve to thematically connect the overall structure of the story:

Episode 1 is the inciting action of the king falling in love with the Sea Princess and
becoming blind - this obstacle of blindness is resolved in episode 4, but the former
obstacle of being in love with the young Sea Princess remains until his death in episode
6. His first two sons try unsuccessfully to help, but the challenge is left for the third son.
Episode 2 is the beginning of the action in earnest (indicated by consistent ENT verbs),
and the theme of gaining and losing the pearls in a country across the sea is in the
forefront. A ‘nasty’ king demands the owner of the pearls.

Episode 3 raises the tension by the seeking, finding, and keeping of the Sea Princess —
first in the sea, then back in that country across the sea. The girl now becomes the main
theme, and all the other characters will seek to have her throughout the rest of the story.
A partial resolution has the girl and the boy reigning as royalty together there.

Episode 4 is transitional, resolving the father’s blindness, but setting the stage for another
struggle, as the father now seeks to kill both the girl and boy.

Episode 5 raises the tension to its highest, as the girl is completely on her own, running
from every danger she encounters, until finding some rest with the old grandmother. The
key event of the girl becoming a king ‘by fate’ makes this the climax of the story.

Episode 6 is denouement, since the king-girl is now in a position to resolve everything.
She captures all those who troubled her and punished them. She marries her beloved boy
and they reign together in this neighboring kingdom.

Episode 7 is a final resolution, mirroring episode one, where the boy and Sea Princess go

back to his family to live ‘happily ever after.’
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Figure 6: Notional Plot Profile of Sea Princess

Fig 6 shows the notional profile of the Sea Princess, correlating relative tension with
episodes using a line of plot continuity. After some exposition, the inciting moment starts in
Episode 1 (when the king saw the Sea Princess), and tension builds through Episode 2 and
reaches two mini peaks of partial resolution in Episode 3 when the girl is taken and the people
chase away the dog-king. After a transition, the stakes get even higher as the girl is running on
her own in Episode 5 until the most climactic moment is when she becomes king. Finally,
denouement occurs in Episode 6 as the Sea Princess captures and kills her enemies. In the final

resolution, they both return to the Guy’s home.

Peak marking features in the Sea Princess are not all too different than those in the Bug

Story, Two Men and a Stone, and other Lezgi oral narratives. Actually, there is a mini-peak in
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every episode (and even some paragraphs) with many of these same features. Three of the most
important of these peak marking features are worth mentioning. The first is shown in example
(97) below, and is from the second peak in paragraph 10. This is rhetorical underlining which
serves to simultaneously slow down the climax (raising tension), while communicating a chain
of successive events (several AOC verbs ending with an ENT verb) that the listener will perceive
of happening together quickly:

(97) Xemsarousuu rpamamaa — kuil akypau , BUpHJAa KyTyHa
jemyatdizni hamamda  kits’ akurdi virida kutuna
people.to.and bathhouse.in dog when.saw-TEMP  all putting-AOC

rbapai KaJITyr-rarpatr , caJja Tac  DIATrbHA , caja
haray kaltug-gahat sada tas  elyagna sada
screaming-AOP chasing-being.chased-MSD  one basin taking.off-AOC  one

A OJIArbHA , KaJITyrHa Bupuaa kunl XpHU3 YyKypaa uMa
yad elyagna kaltugna virida kits’ xiz ¢ukurda ima
water taking.off-AOC  driving.away-AOC all dog as  chased-ENT this.one

And when the people saw a dog in the bathhouse they all screamed, running here and there
- one threw a basin, another threw water - they all running after the dog, chased it away.
(Princess 10.19)

A second peak marking feature (one where the verb salience scheme is ‘violated’) is
presented below in (98) from one of the peaks of paragraph 13. The use of present IMPF
luhuzva ‘says’ to show immediacy is found next to a present IMPF authorial comment (Band 6)

verb k’anzava ‘need,” even amongst mainline ENT verbs (and several deliberative questions):
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(98) Wpanu wuBu3 artaHa XIU3 JIyThy3Ba , « 4YaH Oana », Jyrbyla , « PYyLIHU

idani  iviz atana xhtsiz luhuzva can bala luhuda rusni
she.and night coming-AOC son.to says dear baby  said-ENT girl.and
raja3 Kara uHpai », JYyIrbyJa « KbHI KbaKbyJHA , OyOamn3 KybH

with kata inray luhuda q’il g’ag’udna bubadiz kiin

galaz run-IMP here.from said-ENT  head removing-AOC father.to you
pEKbU3 klanzaBa  ».

req’iz k’anzava

to.kill-IMPV want-IMPF

So coming at night, she says to her son: “My child, run away from here with the girl!
Father wants to kill you.”

lamanu3nu Byu wapa xena ?

gadadizni vug¢ c¢ara jeda

guy.to.so  what means was-ENT

What choice did the son have?

Kpana U pYIHH , KbyHa YIHH mieie-KybJeHu Tlumun |,

g’ada 1 rusni q’una ¢pin sele-kiileni t’imil

took-ENT this girl.and taking-AOC their own stuff little

aKbaxHa oanklanman ¢una ulyp , ThYBJIYbH Kbepexau3 ¢eHa
ag’axhna balk’andal fida ibur  hiiliin g’erexhdiz fena
climbing.up-AOC horse.on  went-ENT these Sea side.to going. AOC
KaTu3 klanzaBa , reukl ¢uH , Thukl KaTUH , akBajga ca
katiz k’anzava hik’  fin hik>  katin akoda sa

to.run-INF need-IMPF how go-HORT how r1un-HORT saw-ENT one

JTYbTKBE Tbas3aBait ca JIybTKBEYH .
liitke halzavay sa liitkeci
boat driving-IMPF-PTP one boatman

He took the girl, some of their belongings, climbed on a horse, and they left. Coming to
the seaside, they need to run away - but how to go? How to run? Then they saw a boatman
driving a boat. (Princess 13.9-11)
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The third peak marking feature in the Sea Princess text worth mentioning is the crowded
stage in paragraph 17. Longacre (1996:40) says, “In using this device, the author moves from
few participants to more participants so that often the concentration of participants at peak
approximates the universal set.” This technique is useful in that it allows the story to resolve
everything at one time, since everyone is there. Because the Sea Princess was crowned king in a
previous pivotal episode, she now has the power to deal with her enemies justly. This makes the
post peak Episode 6 (paragraph 16 and 17) a denouement in that the original tension that was
built up through the entire story has previously climaxed, and now everything is being put back

right (with slight excitement in the capturing and execution of the enemies).

The main peak episode of the Sea Princess turns out to be more didactic (Longacre
1996:37-38) — the pivotal plot event of the girl becoming king ‘by fate’ in 14.12-13 is not
marked by extraordinary surface peak features. Nor would we say that the denouement has
many peak marking features either. Prosodics indicate nothing out of the ordinary — in fact the
storyteller speaks very fast and in a latching manner throughout most of the narrative, save at
some paragraph markers. The best indications of peak marking features are the rhetorical
underlining in Episode 3, suggesting that some of the most important action is the finding and
keeping of the Sea Princess — for whom the story is named. Knowing where the peak marking
features ‘violate’ the verb salience scheme help us to understand that this story was not about the
guy, or even the father (who started the story) — it was about the Sea Princess, who was smart,
made everything right, and got her guy. This points to a particular audience (a pragmatic issue)

— The Sea Princess is a role model for a young Lezgi girl!
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In conclusion, we see that verb salience and discourse structure have a particular
relationship with each other for longer oral Lezgi folktales as well. Though not completely
consistent, we clearly see that the affix -da ENT is being used primarily to indicate the mainline
(epic foregrounding), and there is an alternation with -na AOR for the less salient (preterit)
mainline actions. Scene changes serve to delineate paragraphs, which combine to make
episodes. There are several peaks in the notional structure, and the peak markings features clue
us into important points of the story. On the other hand, notional themes run throughout the
story, all resolving in the climax and denouement. These observations point to the central
character (Sea Princess), and the importance of fate making her king. From understanding the
interaction between discourse structure and verb salience, we are able to follow and better

understand the point and purpose of this long, interesting folktale.
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7 CONCLUSIONS AND QUESTIONS FOR FURTHER STUDY

7.1 What this study has done

This study investigated, for Lezgi oral narratives, the interaction between the very
important concept of verb salience scheme, discourse structure, and pragmatic issues in order to

better follow a story — to understand its point and purpose.

A verb salience scheme for Lezgi oral narratives was proposed in Chapter 5. AOR events
carry the storyline (Band 1), while IMPF actions and adverbial clauses (usually converbs) hold
the background events (Band 2). Evidence for other bands of salience (flashback, setting,
irrealis, authorial comments and cohesive material — Bands 3-7) was found as well. Promotion
to a pivotal event is accomplished by the adverb sad lahana ‘suddenly’ + AOR. Exceptions to
this general verb salience scheme are seen in some parables (which use the IMPF for the
mainline) and some folktales (which mainly use an Epic Narrative Tense (ENT) for the mainline,

and at times, alternates with the AOR on the mainline).

This salience scheme is integrated with the discourse structures of these narratives,
explored in Chapter 6. Storyline initiation occurs with an AOR action verb (or ENT, in the case
of some folktales that use this), and consistent mainline progression happens through pre-peak
episodes, with increasing tension. The peak is usually identified by the rhetorical underlining
features of repetition, promotion, deliberative questions, and/or higher pitched prosodics.
Further, present tense-shift, dramatized dialogue, and foregrounding with the ENT are used to

heighten vividness, depending upon the speaker. Finally, a change in pace often occurs at peak:
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Successive events connected by the affix -ni ‘and,” as well as frozen moments full of authorial
comments, short choppy (sometimes postposed) sentences, or a string of converbs piled up
before a final verb all in one climactic sentence. These surface features help to identify the plot
progression inherent in the narrative template of Lezgi oral narratives, contributing to

followability.

Chapter 3 discussed what a Lezgi oral narrative is, pragmatic issues, and how a suitable
text corpus was selected. This was done by first exploring Lezgi oral genres from both an insider
and text typology perspective. Followability of oral, short, informal narratives was the key study
motivation. All of this helped to set the minimum bounds of the text corpus to those texts that
were + temporal succession, + agent orientation. Confirming this was the local Lezgi concept
that these texts could all generally be called &’isa ‘stories.” The resulting text corpus included 24
texts from various Lezgi narrative genres (everyday true stories, folktales, legends, first-person
stories, third-person stories, parables, fiction, historical accounts, etc.). This corpus included a

few written texts, which were used to contrast oral Lezgi features.

Attention was given to the discourse methodology in Chapter 4. An early focus on oral
prosodics was important in order to capture intonation features at the beginning of the study that
may have a bearing on discourse analysis. Marking intonation units was very helpful in
determining sentences and clauses, and noting the quick, high-pitched, emphatic dialogue was

helpful in identifying the climax of the story.

The grammar of written Lezgi was summarized in Chapter 2, with special emphasis on

the morphological system of the verb. A few differences between written and Qusar oral Lezgi
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were identified in the process; oral Lezgi having many post-posed components after the main
verb, contracted verb forms, and frequent use of predicative participial constructions. None of
these variants seemed to interfere with the production of a decent interlinear text and the
subsequent development of a salience scheme. Also, a special use of the suffix -da was proposed

for some folktales, which was called Epic Narrative Tense (ENT).

The results of this study are based on this small corpus of Lezgi oral narratives as it was
defined, but should fairly represent the large body of other Lezgi oral narratives in the Qusari
dialect. Developing a salience scheme based on these texts results is a good hypothesis, but
more oral Lezgi narratives need to be studied to verify these findings. More work is needed,

especially to describe the use of the -da affix in Lezgi oral narratives.

7.2 Implications for ‘followability,” translation, and reproduction of Lezgi oral narratives

As was mentioned in the problem statement, to be able to translate a narrative, one must
first be able to follow it. Ricouer (1984:66) said, “To follow a story is to move forward in the
midst of contingencies and peripateia under the guidance of an expectation that finds its
fulfillment in the ‘conclusion’ of the story.” One of the keys to followability is verb salience and
mainline action — “the main structural feature of the story” (Longacre 1989:414). Together, the
verbs used for mainline action work alongside the verbs used for background activities, as well
as the other bands — all in their proper places in the story. If these verb patterns are used contrary

to convention, the narrative will sound strange and unnatural — difficult to follow. Once armed
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with a good verb ranking salience scheme, checking can be done to help determine the

naturalness of a story.

Further, to translate a text, we cannot impose narrative templates from another culture on
the text. “The characterization of plot into macrostructures and typologies depends upon an
understanding of cultural codes and their interplay with literary and artistic codes and codes of
ordinary life” (Chatman 1978:95). Stories are told differently in different languages, and it takes
a skilled interpreter to transform a story from one culture to another. Thankfully, there are
available to the translator natural typological discourse features common to all languages, or else
the conclusions of this study would not even be possible. Longacre (2006:8) said, “Discourse
templates are not daisy chains woven by imaginative linguists, but part and parcel of our
perceptions in social relations and hence arguably belong to our basic makeup as interacting
human beings.” Familiarity of how the verb salience, discourse structure, and pragmatic issues
are intertwined can help translators, checkers, and editors understand the main point and purpose

of a text, an important basic step toward natural translation (Longacre and Hwang 2012:13-14).

If one has the nontrivial task of translating texts into Lezgi from other languages like
Azerbaijani, Russian, and English, they must first understand the Lezgi worldview. Each
language has its own conventionalized aspects of narrative template, repetition, openings and
closings (Dooley and Levinsohn 2001:104-106). But Akimov (1999:32) reports that, “in the
early 20th century, during the establishment of the Soviet government and the accelerated
development of native languages and literatures in Daghestan, Lezgi literature was heavily

influenced by Russian, Azerbaijani, and other developed literatures of the peoples of the USSR,
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and through them, the world of literature; In Lezgi there appeared dozens of new products for her
genres: essays, short stories, novels, etc.” Today, the tendency for Russian literary conventions,
grammar, and style to affect a Lezgi translation is still perhaps as big as it was in the past.** And
who knows what oral Lezgi narratives have been forever transformed in the processes of being
written down, affected by Russian literary templates, verb salience, and pragmatics. It would
therefore be wise to preserve Lezgi oral narratives in their natural oral form for future

generations to enjoy.

To take this task a step further, if audio versions of Lezgi narratives are to be recorded
from written Lezgi sources, care is needed. We have seen that oral Lezgi tends to exhibit certain
conventions that are different from written Lezgi, and that will need to be considered before
someone even steps inside the recording studio. Written discourse is not the same as oral
discourse (Chafe 1994:42-44). Walter Ong (1982:34-40) said that knowledge that is transmitted
orally differs from that transmitted through written text. It is:

e Different in structure — repetition, balance, rhythm
e Formulaic — mnemonic, ‘aggregative’
e Simple — in syntax, additive
e Redundant
For producing oral Lezgi narratives, the following (at least) must be considered:
e Oral narrative conventions

e Awareness of usual focus on involvement vs. content™

% Haspelmath (1995a:423) give one example of this effect when he speaks about the conjuction va ‘but’ (an Arabic
loanword) “often found in bookish style (especially texts translated from Russian), but it does not occur in colloquial
language...”

* Tannen (1982:3-4) speaks about an oral-literate continuum for communities who have incorporated written
discourse in their everyday communication. Thus people groups who are ‘mostly oral’ may still use some literate
tradition strategies which vary the focus on involvement vs. content in their oral discourse. An awareness of these
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e Situation, setting, and audience of the narrative event

e Speaker “involvement,” including additive intonational units, prosodics, etc.

e How to handle an edited written Lezgi text that has probably been ‘corrected’

e The use of the suffix -da (Epic Narrative Tense) and the meaning it holds

e Any other stylistic idiosyncrasies of the oral storyteller
The question at hand is twofold: 1) Does the written text adequately express important
information through the discourse structure (formulaic elements, paragraph separation, peak
marking features), salience scheme (consistent use of the appropriate verb TAM for mainline,
and others for background, as well as conventional ‘violations’ at peak episodes), and written or
inferred pragmatic conventions which effect the main point and purpose of the text? 2) Are we
aware of the equivalent discourse features in oral Lezgi so we are able to encode meaning orally,
including taking advantage of all manner of situational, prosodical, and even visual and dramatic

(out of the scope of this study) techniques? In short, we must ask, what do we need to put back

into this text orally that has been lost because it was written down?>*

For example, since the Epic Narrative Tense (ENT) suffix -da form is often redacted out
of written folktales, and one desires to orally retell a story, then consideration needs to be made
to what has been lost in a simple recording of written text read out loud. What use of the Epic
Narrative Tense might need to be re-introduced into the oral version; and at what specific points;
and how might this reinforce the natural narrative template and followability of the folktale?

Sensitivity to the study of oral (and arguably ‘purer’) texts in the Lezgi culture is needed to

strategies for Lezgi would be important working with oral narratives.

> By doing this, one may accuse the orator of imposing himself on the text, possibly adding things that aren’t really
there — but this is no worse than the liberties taken by the person who wrote it down in the first place, as well as the
editor who regularized and ‘cleaned up’ the text in the name of some past movement led by intelligentsia. At least
the modern orator has considered these discourse dynamics in-depth and is aware of his bias.
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preserve Lezgi narratives. On the other hand, if the conclusions of this study are utilized, and a

Lezgi story is sufficiently internalized (not memorized word-for-written-word), and then re-told

in an informal setting — in an oral form without reference to a text — these stories could be

accessible again in a natural, current, authentic form.

7.3 Questions for Further Study

There are several worthwhile areas of study to embark on concerning Lezgi oral

narratives:

Further, deeper verification of this salience scheme and any exceptions. There are likely
other variations in sub-genres. The text corpus should be widened. For example, one
may find that like some parables, jokes (xket) can also told using the present IMPF.
Especially important would be to investigate some oral versions of the famous Kas Buba

stories in Lezgi.

More peak-profile plots for more narratives: Only a few typical narratives were done
here. Further charting of narrative profiles might reveal that many Lezgi oral narratives
share the same peak-profile structure. This should prove very useful in following,
translating, and checking Lezgi narratives to and from another language, especially if a

typical peak-profile structure was found for a certain sub-genre.

Verb salience schemes, discourse structure, and pragmatics should be investigated for

non-narrative genres if translation is to be done for these as well.
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A more systematized description of the differences between written and oral Lezgi is

needed. | have just noted a few differences in 2.3 for only the Qusari dialect.

Study in other dialects is needed, especially Axty dialect, in the mountains of Daghestan.

A complete study of the Epic Narrative Tense (ENT) is needed: Collection and analysis
of many Lezgi oral folktales, investigation of the alternation of -na/-da, and confirmation
of the Epic Narrative Tense (ENT) as a narrative tense for Lezgi folktales. This is
especially needed if translation of folktales is a goal. How frequent is the use of -da for
mainline information in other folktales and stories? What specific information does it

encode? Any difference among speakers and dialects?
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APPENDIX A: THE BUG STORY

The actual oral recording of the Bug Story was done in Baku, Azerbaijan in April 2012.
The speaker is Ofeliya Pirverdiyeva who is an employee of our translation company, a member
of the Lezgi project, and a native speaker from Nabran, Qusar Region, Azerbaijan. Upon my
request she told this story about herself and the encounter she had with this bug in her mother’s
home in Nabran sometime in the recent past. It is an informal true story, in the first person, told

to the investigator and another Lezgi in private.

The transcription of the Bug Story below is placed in separate columns. The first is with
marked oral prosodics (see p. xvi), which was done by the investigator. Column two has the
resulting written text (in Cyrillic) where certain cleaning, punctuation, and grammar decisions
(noted) have been made in order to analyze the text. This was done by a native speaker/writer of
Qusar dialect, and standard spelling and punctuation conventions were used to fit the spoken
words. The interlinear is based off this text with transliteration. Finally, column three is the
English free translation done in a more formal style so the English reader can feel the vernacular

better.
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Transcription of the Bug Story

1. Transliterated transcription with oral prosodics

2. Written text with punctuation

3. Free translation

1 | Saexhtilat iyiz k’anzava zaz koz,
... sadra zaq galaz sa ixtin sa kar xana.

Ca oxrtunar uiins klansasa 3a3 KBe3
cajpa 3ax’b rajia3 ca UXbTHH ca Kap
XbaHa.

I want to tell a story to you. Once,
such an incident happened to me.

2 | ... Ibakida seherda havayar para ¢imi tir,
... zazni k’an xana juvan didedin patav,

.. |hadan g’valav|

.. Nabrandiz qgifiz.

N Bakupa, wersepa, rbapasip napa
YHUMU THP 3a3HU klan xpaHa JKyBaH
JUICIMH I1aTaB, TbaJaH KbBAJIaB,
Habpanan3 xpudus.

It was very hot in Baku, in the city.
And | wanted to go to my mother, to
return to Nabran.

3 | ..K’vat’naza, KlIBarlna 3a )KyBaH mIiiIe-KybJe, I packed a few of my things and left
.. juvan sile kiile, xb(ena. 3a marbaHa kK, ca ca reedre, | -- | decided to go there for one or
... gfena -- KbBe The()Te 3a ThaHa (heHa TUHKBAI two weeks, in order to rest.
za lahana ki sa sa hefte q’6e hefte za hana fena, niuaa.
.. dinjvalda.

4 | Atana agaq’na zun haniz, ATtaHa arakbHa 3yH reann3. @y 3atl | arrived there, ate some food, | was
... fu zat’ t’lna, tlybHa, ranaTHaBail THp 3yH, HIHHH tired — it was evening — so | went to

.. galatnavay tir zun nyanin bere tir,
... g’atkana zun.

Oepe THp, KbaTKaHa 3yH.

bed.

5 | ..Fena g’atkana juvan ¢kadal,
... Vil axhvara fena zu.*

deHa KbaTKaHa KyBaH YKaIal BUI
axBapa QeHa 3y.

I went to lie down in my bed and |
fell asleep.

6 | Vil axhvara fena,
... yifen sa bereda,
.. zun g’aragna.

But axBapa dena, itnden ca Oepena 3yH
KbaparbHa.

I fell asleep... and in the middle of
the night, I woke up.

7 | ... Zaz yad qvaz k’anzavay tir,
.. tliter g’uru hanvay.

3a3 51 xbBa3 klaH3aBail TUp TybTEP
KbYpY XbaHBa.

| was wanting a drink of water; my
throat had become dry.

52 Since final nasals are sometimes dropped after vowels (Haspelmath 1993:35), this word was verified with the story teller.
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8 | Zaluhuzvay gila evig’da kinik, 3a siyrby3Baif, rua SBuUlaa KHHUK I was thinking: now I’ll go down -
... |q’6d lahay mertebedilay aguz man sad lahay mertebeda] KbBEJI JIarbait MepTedeanaii aroys3 from the second floor, you know to
hanani, MaH, caj Jarbait Mmeptedena rrananu ca | the first floor — there have a glass of
sa istikan yad qvana zun g’aval xhkdda. MCTHKAH 571 XbBaHa 3yH KbaBal XkBema. | water, and return to the upper floor.

9 | ...G’aragna zun juvan ckadilay, KwpaparbHa 3yH xyBaH ukanunaii kpamy | | got up from my bed, opened the
...... g’apu aqayna,/ axbaifHa 3yH allBaHAUK dKbeulHa. door, and | went to the balcony.

... ZUn .. ayvandik eg’e¢’na.

10 | ...Ayvandiq eg’e¢’ayla, AjiBanuk skbeulaiina, 3a3 akyHa KH, When | went out to the balcony, |

.. zaz akuna ki divandin vinel sa ¢’ulav sa sey atsuq’nava. JTMBaHIVH BUHEN ca ulynas ca miei saw that some black thing has sat on
[wow] allyKbHaBa. the sofa.

11 | .. <MRC Eke sa MRC> Exe ca! (Something) huge!

12 | ... Zaz duz i¢’e xana. 3a3 ayb3 kuule XxpaHa. | was so scared.

13 | Zalahana ya Allah im vug yat’a? 3a narbaHa, s Ajuiarb, UM Byd stla? I thought, “Oh God, what could it

be?”

14 | ... I¢’ulav sa seyni, W ulynaB ca nieiiHu ca Xybpe BaH And also (from inside) this black
... Bsa jiire van ag’udzavay tir. aKby/13aBaii THD. thing, a kind of strange sound was

coming out.

15 | .. Ik’a -- Ukla:Ieml, uleml,uleml, mleml Like this: ts, ts, ts, ts... kind of sound
. <Qts'its’.. ts’1ts’ ts’1ts’ ts’1ts” Q> ixtin sa jiire van MXBTHH Ca Kybpe BaH aKby/3aBail THp. | Was coming out.
ag’udzavay tir.

16 | .. Zani luhuzvay ki im pepe yani im vus yani -- 3aHu Myrby3Bail KU, UM IIENe STHU UM And I was wondering: “Is this a bug

BYII STHU? or what?”

17 | .. Zun sa t’imil muq’val fena. 3yH ca TlumMuI MyKbBaJl (heHa. | came a little closer.

18 | .. Mugq'val fena za kiligayt’a, MykbBan dena 3a kunuraiitla, Bay, ca | Coming closer so that | might look -
... <W va=y W> <MRC sa eke sa pepe MRC> €Ke ca Iere. Wow! A huge bug!

19 | ... Gilin g’en q’van avay. I"'bMIIMH KbEH KbBaH aBaii. It was the size of the palm of a hand.

20 | .. Zaz sadrani gogi ¢’avalay zun ik’an -- 3a3 cagpanu reBeun ulaBanaii 3yH Never — even going there so often

.. fiz xhtanani,
zaz sadragni axtin pepe akunvagir.

vklan ¢u3 XTaHaHH, 333 CaApaxbHU
axXbTHH MeTe aKyHBauHp.

from my childhood - | had never
seen a bug like that.

%3 While reviewing this text, the speaker reported that an implied idea of g’ene ‘from inside’ is here, which relates to the following PTP van ag udzavay ‘sound

coming out,” but it’s not necessary to add to the written text and interlinear.
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21 | ... Zazni diiz ki¢’e xana. 3a3Hu qyb3 Kuule XbaHa. And | was so scared.

22 | ... Vug iyin? Byu nitnn? What to do?

23 | .. Zun gila ag’6znava -- 3yH rujia akbBa3HaBa... I have now stopped...

24 | .. Zaz pepeyrikay diiz ki¢’ezvaydi ya man.> 3a3 neneiipukaii 1yb3 kuule3paiinm s | have a great fear of bugs, you
| pepeyrika=y a- MaH. M Ieneipukaii, BuHen ukla know. These bugs that jump like
.. vinel ik’a -- XKajap3aBai this — in Russian called “kuznechiki"
.. Xhkadarzavay pepeyar ava- e- rus ¢‘alal kuznegikar luhuda | memesp, pyc ulanan Ky3Heurkap —you know.
man. JIYTby/1a MaH.

25 | Haburikay zu zehle fizava yaman. I'babyprKaii 3y 3erbiie pusBa sMaH. I hate them so much.

26 | Abur akurla zun gahatzava. AOyp akypiia 3yH rarpar3asa, When I see them, | run away — big or
Gogidi, rbBeUNIM, Ylexuu. small. ...[STRESSFUL SIGH]
¢’exhidi,

...(Hx)

27 | Zani vug iyin 3anu By4 nitnn? KbBasHaBa 3yH... So what shall I do - | have stopped.
g’0znava zun --

28 | ... Zunni -- 3yHHU KbBa3HABa, THJIa MaMa 3a And I...have stopped and now [ am
...... g’0znava gila mama za giizlemiszava. ryb3niemMuIn3aBa. Mamanu munu kIBama | waiting for my mom -- And Mama in
Mamani mitsi -- KbaTKaHaBa, the other room has laid to sleep, and
.. k’vala g’atkanava zunni i patal alay k’vala g’atkanava. 3yHHH W naTaj anait kIBana | have laid to sleep in the room on

KbaTKaHaBa. this side.

29 | ... !Zani -- 3anu ukl sBamAMKa3 MaMaIn3 SBEpHA. And I...called mom like this slowly.
... 1k’ yavagdikaz mamadiz everna. 3a: "Mama, mama." Maanu 3a: "Mama!" | | was saying “Mama, Mama.” And
Za>® <LO mama= ... mama= LO> again: "Mama.”

... madni za <LO mama= LO>.
30 | Sa sumudraq <LO mama= LO> lahana za. Ca myMyapaxb Mama JlarbaHa 3a. I called mama several times.
...... ah.
31 | ..Idaz van xanag. Wnas Ban xpbaHau, W, neitecen, kleus | She didn't hear. It seemed like she

Im --
.. <L.2 deyesen® L2> k’eviz ks- ksanvay xtin tir.

KCaHBal XbTHUH THP.

was sleeping strongly.

> The discourse particle ma(n) can mean several things (Haspelmath 1993:241-242), including weak exhortation, question expecting a positive answer, or ‘after
all.” Several Qusar speakers have told me it means something like ‘€eh=/" in Azerbaijani or ‘you know’ in English (an appelative particle used by the speaker at
the end of a sentence to get feedback from the listener).
% This is a dropping of luhuzvay ‘was saying,” common in colloquial Lezgi quickly spoken. See also here at the end of 29 and in 37.
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32

...(4) <W Sad lahana zaz akuna ki I !pepe —
... I juvan ¢kadilay agvazva. W>

Can JlarbaHa 3a3 aKyHa KU, 1 IICTIE U
JKYBaH YKaJHJIai arbBa3Ba.

Suddenly, I saw that this bug is
moving from its place.

33 | ...(4) <W !Zunni, 3ynnu u kIBau BerbeHa kIBanuz reatu3 | And when | wanted to step into the
... 1 k’6¢ vehena, klan xpaiinna una caj nareana JyB raa | room... suddenly, it flew towards
.. kK’valiz hatiz k’an xayila, 3y me.
ida sad lahana <A luv gana zu vinel atana A>W> BHHEIT aTaHa.

34 | <W<A Luv gana zu vinel atayna, JlyB rana 3y BHHEIN aTaiina, 3aHu (aj As it flew towards me, | quickly
.. zani fad ik’a -- ukla manHakpany arajgaian um slammed the door closed like this,
.. <MRC sapna®’ MRC> g’apu agalaydi im g’apudin, A> KballyIiH U TIBap and this what’s-its-name stuck on the
.. [i t'var vug tir| By THp BuHen ukla anklana mawn, ukla, | door like this —bam [CLAP].
.. vinel ik’a alk’ana man ik’a (CLAP) <MRC sapna MRC> HIarHa.
Ww>

35 | ... <W Axhpani avatna gilal. W> AXIIaHH aBaTHA YHJIaL. And then (it)*® fell to the floor.

36 | .. <W Zunni gila hanta g’ene za harayzu.” 3yHHM T'Wiia ThaTHA KbeHe 3a rbapaiizy. | And | went in the room; | am
<Q<HI Mama! Mama! HI>Q> harayzu zani. "Mama, Mmama." -Thapaiizy 3anu. 1 screaming. "Mama! Mama!"” | am
I mamadizni ki¢’e xana g’aragna MaMau3HH screaming... Mom also was scared
<Q<A vus xana ya bala vun vusg xana tsi harayzava vuna knule XpaHa KbaparsHa. "Bym xpana s | and got up. “What happened? Oh
Q>A>W> Oata, ByH BYIII XbaHa, [Id rbapaiizaBa child, what happened? Why are you

.. ha. ByHa." screaming?”
37 | .. <W Za ki <Q<A ana pepe ava ¢’ulav pepe ava am yiq’ "3a ku, aHa miene aBa, ulynas nere aBa, | I was saying that “A bug is in there,

req’iq’

zaz adakay ki¢’ezava

zaz k’anzavag am hanal xuray
<MRC Req’iq” ama. MRC>A>QW>

aM MHKb, pEKbUKD, 333
anmakai knule3aBa. 3a3 xlanzaBau am
rpaHall Xbypai, peKbukb ama!"

a black bug — Squash it! It scares
me! | don't want it to be there! Kill
it!”

% This is an Azerbaijani word meaning ‘it seems.’
> This is an onomatopeic word from Azerbaijani sapalag “slap, smack” (the second time in 34 it is combined with a clap). In this moment of heightened tension,
the sound word sapna ‘slam’ acts like a verb, and combines with the AOP-SBST agalaydi ‘a shutting one’ to make the sentence understandable to the hearer,
even though it’s not grammatically correct.
%8 Referring back to the previous subject - the bug. The prosodics seem to indicate that the referent might be the speaker because there is a pause, and then next
sentence (36) follows closely. However, this is an instance of self-correction by the speaker, and is not helpful to the discourse (see also ‘well” in 36). This often
happens as speakers think real-time about what they will say next in their focus of consciousness (Chafe 1996:61-62).
% This is a shortend version of harayzava ‘screaming’ used in spoken Qusar Lezgi.
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38 | .. <A Zaz diiz ki¢’e xanvaytir man./ A> 3a3 1yb3 kudle XpbaHBaM THP MaH. Such a fear | had (at that time) you
know.
39 | ...<W Mamadini, Mawmanuau Byd Atla reune KbyHa aMm And when mother took something to

.. vug yat’a gile g’una,

.. am req’iz k’an xayila imani W>

<DIM gahatna hiniz yat’ani fena man

i pepe a --

.. t’6k avaytir balxhunda hanalay avatna --
.. sad lahay mertebadiz fena. DIM>

pekbu3 klaH Xpaiiniia, UMaHU rarbaTHa
TbUHU3

srlann ¢pena man, u nene. TIBek
aBadTHp OAXyH/Ia, ThaHAIall aBaTHA
caj narbait Mmeprebanu3 gpena.

kill it, the bug escaped somewhere.
This bug went down to the first floor
from a hole that was in the balcony
you know.

40

...... Zaz diiz ki¢’e xana.

3a3 ayp3 kuule xpaHa.

| was so afraid.

41

Hadalay <L2 sonra® L2> mad zun iviz,
.. <@ kinik sadrani evets’nasa. @>

I'vapainaii conpa Maj 3yH UBU3 KHHHUK
cagpanu sBenlHau.

From then on, | never went down at
night.

42

.. <(@ Za hamisa gila yad zat’ k’an xayila,
juvaq galaz sa istikan yad g’una,

g’aval fizava ki,

iviz agtin pepeyar zaz akun tavuray. @>

3a reamumia runa sa-3atl klan xpainna,
JKyBaxb rajia3 ca UICTUKaH A1 KbyHa
KbaBall (bmaBa KM, UBU3 aXbTHH HCHCAP
3a3 aKyH TaBypau.

Now I always, whenever | want
water or something, go to the upper
floor taking a glass of water with me,
so that | may not see bugs like that at
night.

43

Ha --

sag xuray. @I@I@)
[Avazni] [Ela. Supir.]

I'pa, cars xpypail.

Well, thank you.

Azeri word meaning ‘after’
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Interlinear of The Bug Story Key:
1.1 Ca oxTwmmar witm3 klaHzaBa  3a3  KBe3 Mainline events |lin double solid box|
one story  do-INF want-IMPF to.me to.you Background events and activity fin single solid box|
Sa exhtilat iyiz k'anzava  zaz koéz Prior events and activities (flashback) Ein hatched bOXE
I want to tell a story to you. Setting/exposition underlined R .
Events that don’t happen (irrealis) iin dotted box;
1.2 Caapa 3axp raja3 ca UXbTHH ca Kap XbaHa S

once me with one such one case be-AOR

Sadra zaq galaz sa ixtin sa kar xana
Once, such an incident happened to me.

21U bakuga miersepia ThaBasp Mapa YAMH THD
this Baku.in city.in weather very warm COP:PST

i bakida seherda  havayar para ¢imi tir
It was very hot in Baku, in the city.

2.2 3a3H1 klag xpana KyBaH IUIEIUH nataB rbajJiaH KbBaJiaB HaOpanmu3z xbudus
to.me-and want.be-AOR own mother-GEN to her side Nabran-DAT to.return-INF
zazni k'an xana juvan didedin patav hadan g'valav Nabrandiz  qifiz

And | wanted to go to my mother, to return to Nabran.

3.1|KIBarlna |3a xyBaH mmie-Kybie |[xbdheHa
gather. AOC|I own a-few-things |[freturn.AOR

k'vat'na za juvan sile-kiile gfena
Packing a few of my things, I left —
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Ku ca ca rbedTe KbBe reedTe 3a rpaHa (QeHa JUHXBaJ

ki sa sa hefte q'6e hefte za hana fena dinjval

umunna

that one one week two week 1 there go-AOC have.a.rest-PURP do-FUT

iyida

3yH HSHMH Oepe Tup

zun nyanin bere tir,

4 |Atana 3yH reanu3 ¢y  3arl |[rlybpHa rajgaruabai THD
com-AOC I there bread thing |ate. AOR || tired-PRF-PTC COP:PST 1 evening time COP:PST
atana zun haniz, fu  zat' il galatnavay tir

3yH

|

zun .
| arrived there, ate some food, | was tired — it was evening — so | went to bed.

5|dena JKyBaH ukagan ||Bunm axBapa (eHa 3y
20-AOC own place.on [leye dream.in g0-AOR || ™Y
fena juvan ckadal vil axhvara ; zu
| went to lie down in my bed and | fell asleep.
6 |Bun axBapa ¢QeHa Huden ca Oepena 3yH |[kpaparpHa
eye dream.in go-AOC | night-GEN one time I wake.up-AOR
vil axhvara fepg yifen sa bereda zun |l
I fell asleep... and in the middle of the night, I woke up.
73a3 samx  xbBBa3 klaH3aBaii TUD TybTEp gﬁfp}\ XbamBait
to me water drink-INF want-IMPF-PTP COP:PST throats dry  pecome-PRF-PST
zaz ad qvaz k'anzava tir tiiter uru
y q y \g\\\\\X@nYQ},\\\\\\\\\

I was wanting a drink of water; my throat had become dry.
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8 3a |1yrpy3Baii runa s3Buulna KHHUAK KbBEJl Iarbail Meprebenuinaidl arby3 MaH cajjiarbail Mepredelna TbaHAHW ca HCTHKAH

I |say.IMPF-PST |now go.down-FUT down second floor.from down PT first floor.on  there-and one a glass

mertebeda .00 o0 istikan

72 |[lyhuzvay gila evig'da kinik q'6d lahay = mertebedilay aguz man sad lahay

A0 XbBaHa 3yH KbaBall XKBEJa
water drink-AOC I  to.upper.floor return-FUT

yad qvana zun g'aval xhkdda
I was thinking: now I’ll go down you know- from the second floor, to the first floor — there have a glass of water, and return to the upper floor.

9 |[KpaparsHa 3yH yBaH 4YKaauWjail Kbamy |axpailHa | 3yH ailBaHIUK

stand.up-AOC |[I  own place.from door Jopen.AOC| 1  to.balcony 00.0ut-AOR

larasna zun juvan ckadilay g'apu [agayna zun ayvandik

I got up from my bed, opened the door, and | went to the balcony.

10 AiiBarmuk pxnedlaitna 3a3 AKYyHa KU [MBaHIWH BUHEN ca ulynaB ca 1ied amykbHaBa
to.balcony |go.out-AOP-TEMP | to.me |[see.AOR || that sofa-GEN on one black one thing sit-PRF
ayvandik |oo'ec'ayla zaz |lakuna ki divandin vinel sa ¢'ulav sa sey atsuq'nava

When | went out to the balcony, | saw that some black thing has sat on the sofa.

11 Exe ca
great one
eke sa

(something) huge!

123a3  nys3 kuule xpaHa
to me great fear be-AOR

zaz diiz kig'e xana
| was so scared.
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s Ammarb uM Byu sTla
oh Allah  this what COP-CND

ya Allah im wvuc¢ yat'a
I thought, “Oh God, what could it be?”

1411 ulynaB ca mmreiHM  ca JKybpe BaH aKbyI3aBail TUp
this black one thing-also one kind sound.going.out-IMPF-PTP COP:PST
i ¢'ulav sa seyni sa jire van ag'udzavay tir

And also (from inside) this black thing, a kind of strange sound was coming out.

15 Uxla el oleml uleml wleml uxeThH ca  Kybpe BaH aKbyZ3aBaid

TUpD

like this [tsits tsits  tsits tsits such  one kind sound.going.out-IMPF.PTP

ik'a tsts'  ts'its'  ts'its'  ts'its' ixtin @ sa jiire  van ag'udzavay
Like this: ts, ts, ts, ts... kind of sound was coming out.

16 3anu |1yrpy3Bait KH WM TIIelle SHA WM BYII SHU
I-and |say.IMPF-PST |that this bug is-Q it what is-Q
zani  |lyhuzvay ki im pepe yani im vus yani

And I was wondering: “Is this a bug or what?”

17 3yn ca Ttlumun myxsBan |[pena
I  one little near 50-AOR

zun sa t'imil muq'val

| came a little closer.

18.1 MyksBan |pena |[3a %Hnuraﬁﬂa
near 20-AOC|I llook-AOP.CND

muq'val |eena za ilicayt'a
Coming closer, | could see -
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18.2 Bay Ca exke ca mene o
INTRJ one great one bug COP-PST

vay sa cke sa pepe tir
Wow! A huge bug!

19T'smMH KbEH KbBaH  aBaid (tir)
hand's inside so much COP.in-PST
gilin g'en qg'van  avay

It was the size of the palm of a hand.

203a3  caapanu reBeun ulaBanmait 3yH uklan

to me never small time.from I so much

zaz sadrani gb6¢i  ¢'avalay zun ik'an

Never — even going there so often from my childhood - | had never seen a bug like that.

21 3a3un nyb3 kudle xpaHa
to.me-and right fear be-AOR
zazni diiz kig¢'e xana

And | was so scared.

22 Byu wmiinH
what ido-HORT
Vue liyin

What to do?

23 3yH ruia [akbBazHaBa

[ now [stop-PRF

zun gila |ao'sznava
I have now stopped...

bu3

XTaHaHHU

20.IMC make-AOC-FOC

fiz

xhtanani
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caijpaXbHU axXbTHUH IICTIC

to.me never

zaz

sadraqni

like that bug

axtin

pepe

AKyHBA4UP
see-PRF-PST-NEG

akunvacir




24.13a3 menelipukail nyb3 kuule3paiiu o MaH
to me bugs.from great fear-IMPF-PTP-SBST COP PT

zaz  pepeyrikay diiz kig'ezvaydi ya  man
I have a great fear of bugs, you know.

242 n neneMpukan BuHeN ukla XKaJap3aBau mnemnesp  pyc ylanman Ky3HEUYUKap JIyrbyJa MaH
these bugs.from on like this jump-IMPF-PTP bugs russian language.in grasshopers say-EVID PT

i pepeyrikay  vinel ik'a xhkadarzavay = pepeyar rus ¢'alal kuznegikar luhuda  man
These bugs that jump like this — in Russian are called “kuznechiki" — you know

25 I'pabypuikait 3y 3erbiie pu3aBa  sIMaH
them.from my hate.comes-IMPF so much

haburikay  zu zehle fizava yaman
| hate them so much.

26 AOyp [akypia 3yH rarbar3aBa I'bBEUNIH ylexumn
them |[see-TEMP|l  run.away-IMPF small-SUBST big-SUBST
abur  |akurla zun gahatzava gocidi ¢'exhidi

When | see them, | run away — big or small. [STRESSFUL SIGH]

27 3aHu ByY MHHH KbBa3HaBa | 3yH
I-and what ido-HORT i[stop-PRF |1
zani Vu¢ liyin '6znava |zun

So what shall 1 do - | have stopped.

28.13ynHn [kpBa3HaBa |ruia Mama 3a [Tyb3JIEMHII3aBa
me-also [stop.PRF |now mother I [wait.IMPF
zunni '0znava | gila mama za |giizlemiszava

And I...have stopped now. | am waiting for my mom --
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28.2 Mamanu

mother-and other room.in [lay.down-PRF

mui kIBajma |kbaTkaHaBa

. . : 1
mamani mitsi  k'vala 'atkanava

3yHHM W  [aTtail anau klBaa |KbaTKkaHaBa

me-also this side.on be.on-IMC room.in [lay.down.PRF

zuni i patal alay k'vala ‘atkanava

And Mama in the other room has laid to sleep, and | have laid to sleep in the room on this side.

29 3aan  wkl ABalllANKa3 MaMaau3 |[pBepHa 3a o Mama wmama Magaun  3a o]
I-and like this slowly to mother ||..11-AOR || say-IMPF-PST mother mother again-and I o
zani ik’ yavagdikaz mamadiz za (luhuzvay) mama mama madni za  (luhuzvay)
loverna |

And I...called mom like this slowly. I was sayin_g “Mama, Mama.” And again: "Mama.”

30 Ca mymyapaxp Mama arpana ||za
one several.times mother say-AOR I
sa  sumudraq mama za

I called mama several times.

31.1 Una3
her.to

BaH XbaHa4d
hear-AOR-NEG

idaz  ivan Xanac
She didn't hear.

31.2 Um npeitecen kleBu3 xcanBait
She it.seems strong sleep.PRF-PTP like

im deyesen k'eviz ksanvay
It seemed like she was sleeping strongly.

Xtin

XbTHUH THD

COP:PST

tir
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32 Can narpana 3a3  |fakyna KA W Tene W OKyBaH YKaauiail arpBas3Ba
suddenly to me |[see.AOR || that this bug this own place.from move.IMPF

sad lahana zaz ki 1 pepe i xuvan ckadilay agvazva

Suddenly, I saw that this bug is moving from its place.

333ynnn  u  kIBau [BerneHa klBanu3 [reaTu3 klaH xpaliuna |unga caj JarbaHa |1y rana |3y BuHen |laTana
me-also this leg  [throw-AOC| room.to [enter-IMC ||want.be-TEMP |it-ERG suddenly  |fly-AOC |my on come-AOR
zuni i k'd¢ |vehena k'valiz  |hatiz k'an xavila ida sad lahana  |jyy pana |Zzu  vinel

And when I wanted to step into the room... suddenly, it flew towards me.

34 UlyB rana |3y BuHen |aTaiina 3aam  (aj ukla anHa Kbany [arajgaiiau UM KballyIMH W  TIBap By4 TuUp
fly-AOC |my on come-TEMP| I-and quickly like this slam  door |close-AOP-SBST| [it door-GEN this name what COP:PST
luv gana |Zu vinel  |ytavla zani fad ik'a sapna  g'apy |lyoalaydi im glapudin 1 t'var vu¢ ftir

BuHen ukla anklana maH wukla IamnHa
on like this stick-AORI PT like this bam

vinel ik'a o man ik'a sapna
a ana

As it flew towards me, I quickly slammed the door closed like this, and this what’s-its-name stuck on the door like this, you know — bam [CLAP].

35 Axmanu |[|aBaTHa YHIIal
then-and ||e.11-A0OR || ground.on

axpani cilal
ayatna

And then (it) fell to the floor.

36.13ynnu rwia |[rbatHa || kbeHe 3a |rbapaiizy

me.also now 00-AOR inside I |scream-IMPF

zunni  gila gene za |harayzu
hatna

And | went in the room; | am screaming.
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36.2" Mama wmama [rbapaiizy 3aHU
mother mother |[scream-IMPF | I-FOC

mama mama |harayzu zani

"Mama! Mama!" [ am screaming. ..

36,31 mMamagusHH knule xpaHa
this mother.to-also fear be-AOC

1 mamadizni ki¢'e xana

KbaparbHa

stand.up-AOR

] -

Mom also was scared and got up.

36.4 Bym xpaHa s Oama ByH ByII XhaHa [M Tbapaii3aBa ByHa
what be-AOR oh child you what be-AOR why scream-IMPF you

vus xana ya bala vun vus xana tsi  harayzava vuna

“What happened? Oh child, what happened? Why are you screaming?”’

37 3a o} KM aHa mnene aBa 4lynaB meme aBa amM  MHMKb PEKbUKb 3a3  azjakail kuulesaBa 3a3
I say-IMPF-PST that there bug be.in black bug be.in it completely kill-IMPV to me it.from fear-IMPF to me
za (luhuzvay) ki ana pepe ava c¢'ulav pepe ava am yiq' req'iq' zaz adakay kic'ezava zaz

klaH3aBay aM rbpaHan xpypaili Pekbukp ama

want-IMPF-NEG it there be-OPT kill-IMPV it

k'anzavag am hanal xuray req'iq' ama

I was saying “A bug is in there, a black bug — Squash it! It scares me! I don't want it to be there! Kill it!”
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383a3  nyws3 kuule xpaHBaii TUD MaH
to.me right fear be-PRF-PTC COP:PST PT

zaz diiz ki¢'e xanvay tir man
Such a fear | had (at that moment), you know.

39.1 Mamanuau Byd satla  ThUIE  |[KbyHA aM pEeKbU3

mother-also [something hand.in |take-AOQC| it kill-INFV |want-TEMP

mamadini  vug yata  gile o'una am req'iz

klan xpainia

k'an xavila

HMaHUu

rarbaTHa

this-but lescape-AOC

imani

ahatna

And when mother wanted to take up something to kill it, (the bug) escaped somewhere, you know.

39.2u mene a TIBex aBaif THp OanxyHaa ThaHaNal
this bug that hole COP.in-PTP COP:PST balcony.at there.from

i pepe a tok avay tir balxhunda hanalay

This bug went down to the first floor from a hole that was in the balcony.

40 3a3  nyp3 kuule xpaHa
to me right fear be-AOR

zaz diz ki¢'e xana
| was so afraid.

ABaTHA
fall-AOC|

avatna

41 I'vagamaii coHpa MajJ 3yH WBH3 KHWHUK cajpaHU DdBerlHay

That.from after more I  night down never icome.down-AOR.NEG

hadalay sonra mad zun iviz kinik sadrani ievets'nac

From then on, | never went down at night.
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floor.to

IrepUHU3 ATlann
somewhere

hiniz yat'ani

cax narbail meptebaam3 ||[pera
first
sad lahay mertebadiz

g0-AOR

cHa
20.AOR

MaH
PT

man



42 3a rpamuina ruia sa-3atl klaH xpaiinna | ®KyBaxb Tajla3 ca UCTHKaH s KbyHa KbaBaj (uzaBa KU WBH3
I always now water.or.something [want-TEMP | [withme with one aglass water take-AOC]|upper.floor go-IMPF that night

za hamisa gila yad zat'

K'an xavila xuvaq  galaz sa istikan yad una g'aval fizava ki iviz
axpTUH Ienesp 3a3  aKyH TaBypaii
like that bugs  tome see NEG-do-OPT

aqtin  pepeyar zaz  akun tavuray

Now I always, whenever | want water or something, go to the upper floor taking a glass of water with me, so that | may not see bugs like that at
night.

43T'pa carb xpypait
Well thank you

ha  sag xuray
Well, thank you.
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APPENDIX B: PARABLE OF TWO MEN AND A STONE

This oral text is a parable told by an older man named Abir from Adjakhur, a
northern village in Azerbaijan. It was recorded in Baku, Azerbaijan, September 2011.
Upon my request, he shared this story, merely saying it was a k 'isa story (though he used
the Russian word prit¢a ‘parable’ in the text itself. He told the parable to me and two
other Lezgis in private. The interlinear was prepared by a native speaker from the
recording, who eliminated mistakes and non-words, and also ensured standard spelling

(even though some words are pronounced differently in his dialect).
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Interlinear of Two Men and a Stone
Key:
1.1 KeBe xBaHaxBo pexb ||[pussa , KbBe Kac pexb |[husBa . Mainline events |in double solid b0X|
two friend way oo VP two man way 00-IMPF Background events and activity fin single solid box|
q'6  xonaxhvo req q'0o  kas req
Two men, two friends, are going on the way.
1.2 Pexp ca «klagap deitmanaii KbyIIlyXh a0ypuH BWJIMK ca €Ke KbBaH |[axpaT3aBa , ulaxMaxouH KBBaH .

way one some go-AOP-SUBST-SREL after their ~ front one great stone
req sa k'adar feydalay q'ulug aburin vilik sa eke g'van

After having gone a little while on the way, a great stone appears before them — a flint stone.

1.3 UGypukait cana |[oamuamuiizasa || |paxa3

they.from one ||a ¢ IMPE speak-IMC

iburikay  cada . raxhaz
baslamiszava

One of them starts to speak.

14" Um Byd KbBaH 5 ?
this what stone COP

im vu¢ ('van ya

<<What is this stone?>>
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appear-IMPF

agatzava

flint.from stone

¢'axhmaxhdin g'van




1.5 Ima reunaii 31 BWIHMK aKbaTalau a1 ?
this where from my front appearing-AOP-SUBT  COP:PST
ima hinay zi vilik ag'ataydi ya

<<From where did it appear before me?>>

1.6 3a runa Bympma ?"
I now do-FUT
za gila vugda

<<What will | do now?>>

(He) turns.

1.8 DnkbBE3-3IKBbBE3 KbhBaHXKAIAl a naTaxb Hn3Ba nMa , UJla BUYMH HapasuBaJl ||Kballyp3aBa

turning-turning  stone.from that side 00-IMPF this he his displeasure |1 v IMPF

elg'oz - elg'oz g'vanjalay a  pataq ima ida vigin narazival

Going around from one side of this stone to the other, he shows his displeasure.

1.9 Um reastamnail pasu Tym , I KBbBaH axbarangmnan UM
he life.from  agree COP-NEG this stone appear-AOP-SBST-SREL he
im hayatdilay razi tus i g'van aqataidilay im

He is dissatisfied with life, he grumbles about the appearance of this stone.
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110 A wmwunwmpga kyeTlHH — WitH3Bay
that another nota word do-IMPF-NEG
a  mitsida kut'ni lyizvag

The other doesn’t say a word.

1.11||AksBa3aBa || ama .

He stops -

1.12 Ana Byu iiu3Ba .

he what d o-IMPF
ada vU¢

.
What does he do?

1.13 Ca xIsau xpBamxuH BuHen prmraa |, |ixxax xe3sa

one leg stone.of on put-AOC|  |lclimb-IMPF
ca Kk'vag g'vanjin = vinel [|otsiona

xhlkai 1ezva

He puts one foot on the stone and climbs.

1.14 |xkax xpaHa, |1  KBBAHXKUKAW TPAMIUIMH XbU3 |[EcTH(ane unusBa

climb-AOC |this stone.from  springboard as use make-IMPF
xhkaj hana |1~ gVvanjikay  tramplin xiz |[istifade

i‘7i7‘ a

Climbing, (he) uses this stone as a springboard.
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1.15 KeBe kaM aHUXBHU

two step further-and

q'6  kam aniqni

And jumps two steps further even.

1.16 3uaunt , cajga aeiimumuin |pxe3Ba

So, one grumble

znagit sada deyinmis

XKaJlap3aBa

jump-IMPF

rbakla , BUYMH Tbaky3Bal
just his weakness
hak'a  vigin hajuzval

So, one of them becomes ‘grumbly,” speaks like that, shows his weakness.

1.17 My Kacou M KbBaHKaJlal
another man this stone.from

mitsi  kasdi 1 g'vanjalay

nctudane aByHa ,
use make-AOC

istifade  4yuna

Another man, using the stone, raises himself higher from it.

1.18 reymapu3 MyKbBal
gods near

gutsariz  mugq'val

PKE3Ba

become-IMPF Allah near

lezva

Allahdin  muq'val

(He) becomes closer to the gods, closer to Allah.

1.19 TpamuinH |xpana
springboard [is-AQC
tramplin hana

q'o

two

kamni vilik

, Annmarpau3 MykbBanl |pxesBa

BHUY aBaliIMIaiiHN KbaKbaHAU3 |[XKaxK )Ke3Ba
himself existence.from high.to
vig avaydilayni  g'ag'andiz

become-IMPF

1ezva

, KbBe KaMHU  BWIUK ||bu3Ba

step.FOC forward 00-IMPF

fizva

(It) being a springboard, (he) goes two steps even further.
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1.20 Um pybHBIOWH TIpUTYA 5
This world's parable is
im dunyadin pritca ya

This is a parable of the world.

1.21 3HaunT , BWIMK aKkbaTail Thap ca I[ybHU3 MHCAHIM XbCaH MaTall KWINTHA KaH3aBa
So, before existed every one thing's person good side look-AOC need-IMPF
znagit  vilik ag'atay har sa tsuniz insndi qsan patay kiligna kanzava

It means when something appears before a person, looking at the good side is needed.

1.22 rpa KbBaHKWKall BUYM3 XbCAH II€h XbH3 HCTHU(AAC aByHA KaH3aBa
that stone.from him.to good thing as  use make-AOC need-IMPF
ha g'vanjikay viciz qgsan sey hiz istifade avuna kanzava

Making use of that stone as a good thing is needed.

1.23 Bunuk  ¢un naTakail , ca IIEbHU apTyXapuH rmatakaii , ca KaMHH  KbaKbaH XXEH natakau .
forward go-HORT for one thing make more-HORT for one step.FOC high be-HORT for
vilik fin patakay sa seyni artuxharin patakay sa kamni g'ag'an jen patakay

Use it for going forward, for increasing something, for stepping even higher.
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APPENDIX C: SEA PRINCESS FOLKTALE

Below is the Lezgi-English parallel text of the Sea Princess folktale. While
examples in the body of this thesis are interlinearized and use free translation, including
the interlinear, even in the appendix would have been too much detail. A very literal
English translation is presented here, in order to follow the verbs in the text and observe

the -na/-da alternation.

This folktale was told by an older woman Rosa, who lives in Qusar and is a high
school teacher. She was asked for a Lezgi folktale, and given a few days to prepare. She
recorded this folktale in front of two Lezgis in Qusar, Azerbaijan, June 2013 without any
use of the written text, though she said she consulted it in preparation. The written text
(Gasharov and Ganijeva 1989:50-56) was also added to the data corpus, for comparison.
It is clear from her use of the Epic Narrative Tense -da suffix that she did not read the

text while telling the story.
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Parallel Text of
Sea Princess Folktale

Key:

All mainline verbs marked in bold;
AOR verbs without box;

ENT verbs |bold with solid box;

IMPF verbs tbold with dotted box;

Lezgi

English literal translation

3a KBe3 ca XbCaH Ca Max axbaliMH rbybJlybH pyLUaKal.

1 Let me open to you a good folktale - The Sea Princess.

XbaHa KbBaH - XbaHay KbBaH Ca BUaATAa ca Nayarb XbaHa.

M nayarbguH TIBapHM [KarbaH nayars TMp.

M [»karbaH navarbAmM3sHKW aBali TMp ca nNab, cagHu nya xsa.

M [»karbaH navarbHM Napa Baaap-AeBaeT aBai, TIBap-BaH aBaW,
BMYM3 Ca Nayarb TUp.

2.1 'There was, there wasn't' In a country, there was a king.
2.2 And this king's name was King Jahan.

2.3 And to this king Jahan was a wife and three sons.

2.4 And this king Jahan was a very famous and rich king.

Mm ca toKby3 Igup,a cepams BUUMH 6anklaHaanHK aLyKbHa.

®eHa-deHa um aKaKbp,al Ca rbyb/lybH Kbepexams.

M rbybnybH Kbepexamns akbeulanna, naa Tamallins KbBasHa, caj,
NarbaHa rbyb/IA LMH BUHEN Ca pPyL 3KbeulHa Ba afa Mbua aArbHa,
navarbgm3 rbua arbypHa.

M nayarbHM mArbTen XbaHa, €M rbyb/ybH KbeHAN Apab», narbaHa, «u
nep pyLw roum aTla akbaTangm.»

MmHW 1 pylian napa awyKb XbaHa.

XtaHa KIBanu3, pukupapHa-puKMpapHa caklaHu n pyw roune
rbaTHau.

3.1 One day, he |went| out on business, sitting on his horse.

3.2 Going, going, he |reached| the edge of a sea.
3.3 When reaching the seaside, he stopped to look, (and) suddenly,
from the sea a girl came out and taking her hand waved at the king.

3.4 And this king was amazed. "From this sea, | wonder, who could
this girl be, who appeared?" he said.

3.5 And it happened he very much (fell) in love with this girl.

3.6 He returned home, continuously thinking (that) in no way didn't
get her hand.

Ca torb deHa, KbBe torb eHa, IX1p 1 AepanHIai naaH sunep
6YbpKbYb XbaHa.

Mm rbaTtHa mece.

3XMp MAaHM BUYMH raganpus aBepHa, «a YyaH 6banasp», narbaHa, bec
«3M KbU/IeN UXbTUH ca KIBanax aTaHBa, 6ec rbyb/lybH KbeHAN UXbTUH
Ca pyL 3KbellHa 3a3 rbua 31arbHa», NarbaHa, «caklaHn», narbaHa,

4.1 One day passing, two days passing, finally from grief on his eyes
blindness happened.

4.2 He fell on his bed.

4.3 And finally, calling his sons, he said, "Oh dear children, such a
matter has come on my head - from the sea such a girl coming out,
waved at me - and in no way is it being away from me off my
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«am 3aBall puklenai anya »ke3Bau», NarbaHa.

«®PeHa», narbaHa, «KybHe», narbaHa, «31 6anklaHaunH KIBay ranyko
TaBYHBAM Ca YKaA/ai» NarbaHa, «3a3 ca TUKe», larbaHa «HAKbB
MBaW» NarbaHa.

«A HaKbB 31 BUIepan auuMraitlay, narbaHa, «benke», narbaHa «3m
BMJIEP XbCaH Keaa», NarbaHa.

«XbaluTtla», narbaHa «aga xbcaH, TaxbanTla 3yH pekbnaa», NarbaHa.

«bal ybcTe», narbaHa raganpu.

«YaH byba», narbaHa, «4Ha», narbaHa, «b6anklaHgan akbaxHa ¢peHa
NCATAA Ba3 rba HaKbB Mbuaay, narbaHa.

«333, YaH XBanAp» larbaHa, «a HakbBY», 1arbaHa, «MHpPa aBan Tywy,
NarbaHa, «3u 6anklaHgMH KlBay ranykb TaByHBaM YKa XbaHa
KlaH3aBangm a.»

Ylexu ragaam narbaHa, «4aH byba», narbaHa, «3a nsaTHa ¢peHa»,
NarbaHa, «rbMaa», narbaHa.

®deHa v raga, peHa ca Kbepexaunam ca Kanalwaa aBal HakbB MbaHa,
aKkbaxHa 6anklaHgan xTaHa, «Ma YaH 6yba» narbaHa, «3a Ba3 HaKbB
rbaHa».

6yb6agu Bunepan, rbny ca TadpaaTHM XbaHau.

«Bab, YaH xBa», narbaHa, «MM» NarbaHa, «a HakbBaguKal Ty ».
KbBepg narbait ragaam narbaHa «3yH ¢maa 6yba», narbaHa, «McATAa
3a rpuAaay, narbaHa.

KbBeg narbaii ragaHu ¢peHa, rbagaHu deHa rbaklaH ca pykaH
Kbepexgan rbaHa ca KanawanH HakbB, MAAHW Ca XMAMPHM aBYHau.
M BaxTyHAa nyAa narbali ragafm NarbaHa, «4aH byba», narbaHa,
«TWna 3a romMga», narbaHa.

«HakbBap», NarbaHa, «3a rbaHa MybT/Ier BU BU/Iep carbapHa
KlaHga», narbaHa.

heart." he said.
4.4 "Go, you" he said, "from that place my horse's leg didn't hit
some soil bring me." he said.

4.5 "Maybe putting that soil on my eyes, they can be good." he
said.

4.6 "If so, good." he said. "If not, | will die." he said.

4.7 "It will be done!" said the boys.

4.8 "Dear father," they said, "we on horses climbing going now to
you that soil will bring." they said.

4.9 "Eeh, dear sons," he said, "that soil isn't here - it needs to be
from a place where my horse's leg has not hit."

4.10 The oldest boy said, "Dear father, | going, that thing will
bring." he said.

4.11 Went this boy, Going, from the outskirts a handful of soil
brought, climbing up on horse returned. "Here you go, dear
Father," he said, "I to you the soil brought."

4.12 The father (it) on his eyes - not one difference it wasn't.
4.13 "No, dear son." he said, "It wasn't that soil."

4.14 The second boy said, "I will go father - now | will bring (it)." he
said.

4.15 The second boy went. And he going simply, by the forest's
edge brought a handful of soil - it also a benefit didn't do.

4.16 At this time, the third boy said, "Dear father, now | will bring
(it)." he said.

4.17 “The soil, | absolutely bringing, your eyes healing, is needed."
he said.

MMHM ca 1oKby3 |¢u,qa|, KbBe IOKbY3 |¢Mp,a|, MMHM aTaHa arakb

MMHM rbyb/lybH Kbepexaan b6anklaHaan auyKbHa, axmp uaa

5.1 And he |went| one day, |went| two days, and |reached againl this

sea.
5.2 And (while) he sitting on his horse on the shore, continuously
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duKMpHa-PUKMpHa, n 6anklaHan NarbaHa, «4aH necu», NarbaHa,
«BYHa UKbBaH PpUKMpPap LN MMN3Ba», NarbaHa, «A Kberbeny,
narbaHa?

«Bas ByY xbaHBa», narbaHa?

«Mapa ByH GMKMpAN3 beHBa Xbn».

«bec 3a By4yMH», narbaHa, «3u 6ybagmH Bunep caklaHu xbcaH
Ke3Bay», NarbaHa.

«ApaH 6anklaHauH KIBay ranykb TaByp YKagal 3a rbaHa KlaH3aBa
XbUP HaKbB», NarbaHa.

«bec 3a By4uMH», narbaHa, «3yH rbMH Nataxb GMH», NarbaHa, «3yH
rbUHN3 GUH», NarbaHa?

W apaga 6anklaHay «ca pUKMpPapHU NIMMMMP» NarbaHa, «3a Bas
KybMeKaa» narbaHa.

«LLla», narbaHa, «BYH W rbybnenali», narbaHa, «anatHa 4yH ¢uaa
NCATAA, BYH aKbax 3a/1», IarbaHa, «Ca KbUPMaxKanB 3yH Arb»
NarbaHa, «LaBanan AyB raHa puaansan YyH.

dupaina, 3a Ba3 Nyrbyaa», arbaHa, «rbMHa aBaTla HakbB».

Akbaxpal u raga u 6anklaHpan, jarbagal KbMpmaxkaus naa u

6anklaH, nyB raHa 1 rbybsienait dougaiina, caf narbaHa v rbybaybH

IOKbBal ca rou/ [akbataal.

M renneHmn naaH reerbepamH XTapap Keaa KbBe XKybT.
M ragagmnHu roun BerbeHa ca XybT [Kbauyaal.

MM Kbauypna u 6anklaHam «ByHa Harbaxb KbadyHa» [nyrbyaal «a
resrbepap.

ABypy BM Kbun Tlapapaa», .

«Byuns», |nyrbyp,a|, «UKbBaH Mep reBrbepap KbauynadHu bec 3a»
|nyrbyp,a|?

NaaHu «Bab» |nyrby,qa|, «abyp ByHa KbayyHa KlaH3aBall Tylwmp»,
|nyrbyp,a|, «abyp rbybaybH NavarbAvH pywaHbyp TMp», |nyrby,qa|.

thinking, finally this horse said, "Dear owner, why do you make so
many thoughts, oh brave-one?" he said.

5.3 "What has happened to you?" he said.

5.4 “You go to thought very much."

5.5 "But what to do?" he said. "My father's eyes are in no way
being good." he said.

5.6 "From that place the horses leg didn't hit some soil | bringing is
needed." he said.

5.7 "But what (to do)?" he said "Which side should | go?" he said
"Where should | go?" he said.

5.8 At this moment the horse said, "Don't think - | with help you."
he said.

5.9 "Come," he said, "You (and) |, over this sea passing, we will go
now. You mount on me, with a whip strike me, (and) we flying in
the air, will go."

5.10 "Flying, | will say to you where it might be - the soil"

5.11 This guy this horse, he this horse with whip.

When flying going over this sea, suddenly from the middle of this

sea one hand .

5.12 And in this hand were two pairs of pearl necklaces.
5.13 And this guy, hand throwing, one pair .
5.14 He taking, this horse , "You took those pearls in vain."

5.15 "They will make your head ache." he .
5.16 "Why?" he . "So beautiful pearls, will | not take?" he

5.17 And he "No." "They taking, you didn't want." he .

"They were the Sea King's Daughter's." he |said|.
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NAaaHu «ca WernHW Kegam Tyw» |nyrbyp,a|.
KbauyHa |pugal nbyp |ana'rp.a| rbyb/lybH TIBa NaTas.
Anataiina, nbypHu aTaHa araKb,qal Maca BMNaaTams ca.

M BMnaaTamMB arekbaiiia UMaHKu ¢eHa ca KlBan [Kbagal Buum3, u

KlBane |aMVKbp,a|, WOAHU reBrbepapHu *KUbuHAam
|a|(by,q|-|a| us1an MUCMapauKai Kyb3apaa.

5.18 And he "It won't be being a thing." |said|.
5.19 Taking, they |went| and passeﬂ to the other side of the sea.

5.20 When passing, they |reached another province.

5.21 When approaching this province, and going here, he a
house for himself, he |remained|, and he, taking out the pearls from
his pocket, |hung| them from a nail on the wall.

Ca torb XbaHa, ca HAHWH bepe A, N Kybyeaa |¢M,qa| 1 navyarbauH
HybKep.

MayarbAMH HybKepAau3 akypTla xbu, u KlBane mudln 6epena ayb3
WLWINIMBAM A MaH, UMHUM aTaHa YMHeba neHxKepaan TamallHa akyprla,
u/1anali reerbepap KyaHa, xTapap, rbabypy Hyp S KbBaH ry3sai.

| "
MMmHu 3Bepu3-38epun3 peHa nayarbAu3 NIyrbysBal XbM, «A navarb»,

nyroyaal, «3a3 punaH Klsane ca resroepap akyHa», nyrbyp,al

«LU/1lanan KyaHasa, navarbpms nanmx TMp» |nyrby,qa].

Abypy «aBepa a raga» , «abyp Ba3 Kbauy» |nyrby,qa|, «abyp

a[as nannx Tyw».
M navarbgmHm |nyrby,qa| «9Bepa KBaH a raga romm Atlan».

|KbBep,a| M raga.

ATaiina, «s raga», |nyrbygal, «3a3 BaH aTaHa, farbaHa, BM KlBane
resrbepap asa» |narbaHal.
«AByp Ba3 nanmx Tyw, abyp 3a3 nanmxam ax», jayrbyaal.

«®eHa roBal abyp, TaxbalTla 3a BM KbWA aTly3 ryga ucataar.

lagaavHu «a navarb» jyrbyaal, «syH carbpait.

Bas Tarygai reerbepap aBaiam aHU», |nyrbyp,a|.

6.1 One day being, one evening time it is, the king's servant IM
in the street.

6.2 The king's servant could be seeing that, at this house at evening
a great light is, you know, and he coming secretly, from the window
looking, could be seeing, pearls hanging on the wall, the necklace's
light, giving so much. .

6.3 And he going with haste to the king Es_q\_/:si that, "O king!" he

, "at some house some pearls | saw," he , "hanging on a
wall - worthy of a king they were." he .

6.4 They "call that boy" , "You take them" they "they are

not worthy of him."
6.5 And this king |said| "Call please, that boy, whoever he is."

6.6 |Arrived|, this guy.

6.7 When coming, "Oh boy" he "word came to me, saying "at

your house are pearls" he .

6.8 "They (are) not worthy of you - they are worthy of me." he

6.9 "Go, bring them, or else | will give (the order) to cut your head

now.

6.10 And the guy "Oh king, may you be healthy!"
6.11 "Will the pearls not be given to you?" he |said|.
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«Mch,u,a MULWHK 3a Ba3», |nyrbyp,a|, «3aXb KTagMUP aHXKax».

dupal v ragaam 1 resrbepap rbaHa |ryaal navyarbAms, navarbHu

TaMallHa napa uep reerbepap KbaxyyHa [paxkyaal v raga.

6.12 "Will | bring them to you now? (Yes)" he |said| "Only don't
touch me."

6.13 This boy , the pearls bringing, (them) to the king,
and the king looking, the very beautiful pearls taking,

the boy.

Ca torb, KbBE 10T |anan,a| M Kayangmeai mag, X XbUin3 skedau.

Mucean ninns KlaHsaea xbUp ragagms.

deHa «f YaH nayvarby, , «a4a3 MKbBaH nep
reeBrbepap aBanam A, afaH Mecu HM3 Ynaa rbMKbBaH nepam a»
yroya]

«ByHa aBepa a ragaaus», , «TreBrbeppuH MECUHM IbU3 Ya
YKyBas».

|3Bepp,a| navarbay ragaams, «a raga» lnyroyaal, «u resroepap

WMKbBaH nep», |nyrby,qa|, «MOAH Mecu HU3 Ynaa rbMKbBaH nepam atla.
bMHan KlaHaaTlaHM 3a3 *KarbypHa naaH necu roeal», yroyAaal.

lapaannu lnyrbyaal «a nayarb, 3a rbMHal reMHY, lnyroyaal, «3a3

4YM3Bau XbMp, 3a Ba3 BYYUH, FrbUKI MNUH?»
«3a3 yngayy, jnyroypaal, «KbBe IOKby3 ByHa MbUH TaBypTla, BU Kbun

atlypsan a.
IbMHal KlaHTlaHM 333 XKarbypHa roBalu».

7.1 One day, two days |pas'£|, this bald-headed (servant) cannot do
again anymore patience.
7.2 He even wants to do evil to the guy.

7.3 Going, he , "Oh dear king" he "He had pearls so

beautiful was being, who knows how beautiful its owner is" he

7.4 "You call that guy" he "and the pearls' owner bringing, give
me."

7.5 The king |ca||ed| the guy: "Oh boy" he "these pearls (are) so
beautiful" he |said] "who knows how beautiful its owner might be"

7.6 From wherever you might want, finding its owner, bring to me."
he .

7.7 And the guy "Oh king, from where shall | bring (her)" he

"I don't even know, what shall | do for you - how?"

7.8 "l don't know." he "(If) in two days a brining you aren't

doing, your head is about to be cut off."
7.9 "From wherever you want, finding, bring (her) to me."

M rafaHn Kop-newmaH 3/1IKbBeHa [xkBeaa| 6anklaHguH naTas.
banklaHgu nyrbyp,alz «BYyY XbaHBa», lnyrbyaal, «MagHu Kbnn KyaHa

XbU», |nyrby,qa|, «BYY XbaHBa, By4Y GUKMpap3aBa?»

«3a By4uH», |nyrbyaal, 6ec, «aksazsauHu», |nyrbyp,a|, «nayvyarbams

8.1 This boy very sad turning around, |returned| to the horse.
8.2 The horse saidl, "What has happened?" he saidl "Again head (is)

hanging" he |said| "What has happened, what are you thinking
much (about)?"
8.3 "What to do?" he |said| "Was | not seeing?" he |said| "The king
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3aBail rMna reBrbeppUH necu KlaHsasa».

«lbaaa», jnyrbygal, «3a Ba3 narbaHaliHn», |nyrby,qa|, bec «a

reBrbepap Kbadyymmp, BU Kb Tlapapaa, uy KbadyHa bec» |nyrbyp,a|?

«Mna mapg yapa aBa4» |nyrbygal, «ca am aByHa KlaHaa MaH, YHa ca
KlBanax.»

«LWa kBaH», jnyrbypal, «rnna 3a sa3s romkl Kybmekaarla.
LLla ¢uH reybnybH Kbepexans» lnyrbyaal.
«Am» jnyrbyaal «resrbeppuH necu navarbamH pyw a» jnyrbyaal,

«Tbyb/lybH NavarbAvH BUYMH.
A TbybNlybH NaYyarbAyH PYLUIHW rMAa akbyAyH NaTakai rbybybH

KlaHy3 deHa KlaH3aBa», jiyrbyaal.
«I'byb/lybH KlaHy3 GUH naTakaMHM 3yH rbyb/lybH LUINBAMXD ranas

KKlaHa KlaH3aBa» pyrbyaal.

IbybNYbH LWMB rbyb/ybH 6anklaH.

«3ay, «XKafdapda UCATAA MbYbNyb3» , «rbybNybH
LWMBpEexb ranas Kklnga» .

«3repy, , «Ca apagnau rbyb/lybH BUHEN Nag, Apy XbaluTla,
Ba3 YMP XbyXb XbWN», , «3a rbybJ/IyH LIMB KbeHBA, 3YH rMbanunb
aTaHBa.

3a aTaHa» , «BYH TyXyAa rbyb/ybH KlaHy3.

Bab, rbyb/lybH BUHEN MBM aKkbaT TaBypTla, 3yH amau», jayrbyaal.

lagaanHu «xbyit ma, jnyrbyaal.

Xkagapaa| u 6anklaHav reybiyb3, ca apagnai MHa XKax huTap,
6ypy/rbaH, XKajap XbaHa LaBapw3 akbaTHa fienesap arbaHa, Kad
AKbaTHA Mbyb/ybH BUHES.

Ca apagnait Apy XbaHa rbyb/lybH BUHEN Maj, CAKUT XbaHa.

now wants from me the pearls' owner."

8.4 "Ahh" he "Wasn't | saying to you?" he "Don't take
those pearls (or) your head will ache. But why did you take
(them)?" he .

8.5 "There is not now anymore means" he "something making
is needed, you know, we one deed (need to do)"

8.6 "Come, please" he "Now how could | help you..."

8.7 "Come, let’s go to the seaside" he .

8.8 "That pearls' owner is the king's daughter." he "The Sea

King himself."
8.9 "And that Sea King's daughter to take out, to the bottom of the

sea going, is needed." he .

8.10 "And for a sea-bottom-going, | fighting with the Sea Steed, is

needed." he .

8.11 The Sea Steed (is) the Sea Horse.
8.12 "I will jump to the sea now" he "(1) will fight with the Sea

Steed" he .
8.13"If" he m "after a while, on the sea, red being may be, know

that" he "I have killed the Sea Steed, | have become
victorious."

8.14 "I coming" he "will take you to the bottom of the sea."
8.15 "(If) no on the sea blood appearance might not being, | don't
exist." he .

8.16 And the guy @ "Let it be."

8.17 This horse |'iumped| into the sea. After a while rising waters,

whirlpool, jumps happened, waves went into the air, hitting, (and)
foam went out on the sea.
8.18 After a while (there) was red, and the sea was calm.
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[a4aHu rbaBypAa aKbyHa XbW, Fbyb/lybH LUMB Kbeln Ylan.

MAaasHu xBewwu xbaHa.
XTaHa 6anklaH, «['baa», narbaHa «runa 4yaBai Gpu3 }Kega» narbaHa,
«navarbAuH pyLl rbms»,

8.19 And the guy understood that (this was) Sea-Steed-dying-
language.

8.20 And he was happy.

8.21 The house returning, "Yes" he said "Now we can be going" he
said "to get the king's daughter.”

|AKbax,qa| u raga 6anklangan, |¢M,qa| NBYp rbybaybH KlaHys.
I'bybNybH KlaHa aBal capasp, Ayb3 bynaxap, ca eke, Ayb3 XbCaH ca
YKa aBa MHa, rbesie 6un ca werbep A.

M BynaxganHu, Boo, Ayb3 akypTla XbW, XbCaH Kbaliu A4 aBal bynax A.

N 6anklaHanHu XbW, «aKy», , «Ba3 a pPyLU aKyHras
Ha N1arb XbU», , «A pyLU, 333 Ca KbaMuHa UBaHa A4 ue.
PylwaHu nyrbyaa xou,» , «3BeLa, XyBa Kbauy».

ByHaHM narb xbu,» , «3u nlysapap xep xbaHBa, ca KbannHa
aBa3 Le KBaH ByHa 3a3».

«PywaHu Ba3 KOBLW KyTyHa A4, aulypHa rbaHa ryaainna, rewankam
KbyHa», narbaHa, «auykbpa b6asklaHgan, ca Kanaw HakbBHM KbavyHa

rbybaybH KlaHal akbeLlHa xbouga uyH» jayrbyaal.

«lbarbamy», nyrby,qal, «KaK pa3 Bu bybaamH Bunepus KlaHsaeal

HaKbB a» |nyrbyaal.
«Xbyi» lnyroyaal ragaamHu.
|33eu,lp,a| nbyp, aseulHa XbW, ApPrbanal ca pyLl KbBe3Ba uep,

nep, nep, mag maca Kbmamar.

W pyw srekbaiina ragaam «a pyw», [nyrbyaal, «3a3

Kanawaa asak ag ue TlyH» lnyrbyaal.
«9BeylHa XKyBa Xbyxb A raga», nyrbyp,al, «He xbu Bynax».

9.1 This boy |mounted| the horse, they [went] to bottom of the sea.
9.2 Being at the sea bottom were castles, great springs - one great
good place it is, here - like a city would be.

9.3 And this spring - wow - right looking that, it is a good-cold-
water-being-spring.

9.4 This horse that, "Look" he "you seeing that girl, say

that" he "Oh girl, give me water put in ajar.”

9.5 "And the girl will say that" he "get down, yourself take."
9.6 "And you say that" he "there has become a wound on my
lips - (water) being in a jar to me (l) order you please."

9.7 "And when the girl is bringing the ladle having been made filled
with water to you, taking by the hand" he said "make (her) to sit
one horse, one handful of soil also taking, from the sea needing,

going out, we will leave." he .

9.8 "That" he "is this for-your-father's-eyes-needing-soil" he

9.9 "Let it be" |said] the guy.

9.10 These |went downl, going down they that, from afar a girl

is coming - beautiful, beautiful, beautiful, more than others -
amazing.

9.11 When this girl was approaching, the guy saidl "Oh girl" he said
"(1) order do to me a handful of water." he |said.

9.12 "Coming down, drink yourself, oh guy." she "Here (is) the
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«Bab», lnyrbyaal, «3u nlysappan xep xbaHBa» jnyrbyaal, «a Koswaa

aBas3 Cca A4 Ue KBaH 3a3».

PylwasHu yapa *Kegau.

KoBL LOHa A4, MbaHa M ragaams ryaanna, ragagmMHu KbyHa pyluaKka,
rbUINKaM |au,y|(bapp,a| 6anklaHgan, ca Kanaw/aa aBal HaKbBHU KbyHa

néyp akvew| Xbuﬁu,qal rbyb/YbH KbUnen.

spring."

9.13 "No" he "A wound has come on my lips" he "to me

water being in that ladle (I) order please."

9.14 And to the girl there were no means.

9.15 When bringing to this guy the ladle poured water and giving,
the guy taking the girl by the hand, |seated (her) on the horse, (and)
a handful of soil taking, these, a going |did againl, to the top of the
sea.

10

XTaHa nbyp v BUNaAaTam3.
XTanna v xKkBeZal pekbe 1 pyLlas akBassal XbW, rblY 1 raga Lwag,

TyL.
ZNERT «A raga», jyrbyaal, «syu xaHsa» jnyrbyaal, «syH

MKbBaH un beiked a» jnyrbyaal, «MKbBaH nep pyLl XbaHBa Basy,

nyrbyaal, «3yH XbTUH pyLU rbene-mene Karbmussai Tyw» jnyroyaal.

lafaanHU «3333rb, YaH PyLL, |nyrbyp,a|, «BYH XbTWH Wep pyLU XbyHan
3YH LUAA, A, aHXKax 333 }Ke3Bay XbUpy, |nyrby,qa|, «BYH MHan ca

Kbyb3yb Nayarb aBa», Iyrbyaaj, «ca mypaap, rbasas KlaH xoaHsaiiam
a», , «BYH.

3a ByH TyxBaHa rbazas raHa KlaHsasa.

31 rbuNepmB 3a BYH bMKI r'yH, MKbBaH Mep pyLu?»

«ByHa rbagaH ¢pukupapsasaHu», jiyroyaal, «a raga, pukupapmmp»,

nyrbyaal, «wa YyHa ucAtaa ca nnaH Kbypmuwaa», lnyreyaal.
«A navarbam3 ¢peHa ByHa farb Xbu», lnyroyaal, «aky, axulyp oKkby3

Mexbeppwm3 nxasa aBai TyLu.
Axulyp torb xbaimaunan cypa sByH dunaa reamamams, peHa ulnim
nekep anyklHa asp XxbaHa XKBea, rba bepesa YHa mexbepapaa.

10.1 These returned to this province.
10.2When returning, on the returning way, this girl was seeing that,
this boy is never happy.

10.3 And she "Oh boy" she m "What has happened?" she
"Why are you so upset?" sh "You have (gotten) such a
beautiful girl." she "A girl like me is not being found all the
time" she .

10.4 And the guy: "Ehh, dear girl" "I am happy on having a
beautiful girl like you. Only (you) won't even be mine." he "An

old unclean king is wanting you" he .

10.5 You brining, to him giving, | need (to do).
10.6 From my hand how shall | give such a beautiful girl?

10.7 “That's what you are thinking about?" she "Oh boy, don't

think" she "Come, we will now organize a plan" she .

10.8 "To that king going, you say that" she "Look, (there) is not
permission being for a wedding in forty days."

10.9 "After forty days you will go to the bathhouse, having gone,
new cloths wearing, nice being, (you) will return - at that time we
will wed."
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ByHaHW», lnyrbyaal, «rbam reamamams dpeiunna, peHa reamamzaa

WIUC XbYXb» .

«AKY Ma M JAapPMaHHUY, , ca Wyblle KbanuHa aBai
ryaal.

naas a4 XbTUH AapmaH

«Wm nulepHa rba nayarbAuH BUHENaAl Narb Xbu» nyrbyAal, «BaKau s
KUl XbypaM, s BaK Xbypan».

«A bepe», , «agakam s Kuul »kega nyrbyaa, A Bak.
lba bepepa», |nyrby,qa|, «aM YYKYpAa KeMATOAN», , «BYH

nadvarb XKAroaa» nyrbyp,al.

«T'ba BepeaaHu 3yH ByHa KbadyHa Typ», Jiyrbyaal

XBelu Keaa ragaansHu.

NmHN dpeHa reamamaa u axulyp oro Xxbanna |Kbeeaa

navarb rbaMamams BUYUH Be3npap, Bekunap, rrambanap, supu
ranas.

ATaHa axbBeHa KybTArb XbaHa, Nekep anyklmpna, n raga skbedlHa
ynHeba Kbynyxba sulupHa u gapmaH, «Bakan A Kuul xbypai, A Bak»

NYrbyH ranas, caj arbaHa 3/1IKbBeHa MAaKaVI ca Kuul.

HKemaTamsHu rbamamaa Kuul akypam, Bupraa KyTyHa rbapai Kantyr-
rarbaT, Cafa Tac 31arbHa, caga Aj, 31ArbHa, KanTyrHa Bupuaa Kuuyl

XbU3 nma.

MavarbAnMBaiHM Xe3Bay XbUP €a KybTIHW, KML| A MaH Buu.
Ixup akl Kkepa XbW, UM YyKypainaa U pyLwHM raga skbeulHa |XKBep,a|

10.10 "And you" she |said| "when he goes to the bathhouse, going in

the bathhouse - hide" she .

10.11 "See, here you go, this medicine" she m and |gave] - a
water-like medicine in a glass bottle, she Iﬂl'

10.12 "This pouring over that king, say that" she "may you be
a dog or may you be a pig!"

10.13 "At that time" she "He will be either a dog" she said "or
a pig."

10.14 "At that time" she "the people will chase it" she
"“(they) will choose you as king" she .

10.15 And at that time, You take me" she .

10.16 And the guy was happy.

10.17 And he going, in the bathhouse, and after forty days, the

king to the bathhouse, with all his viziers, lawyers, servants.

10.18 When coming, bathing, finishing, putting on clothes, this boy
going out, secretly from behind pouring this medicine, with a "may

you be a dog or a pig" saying, suddenly, turning around, he a
dog.

10.19 And when the people saw a dog in the bathhouse, they all,
putting, screaming, chasing-being chased, one a basin taking
(throwing), another water taking (throwing), driving away - all

chased (away)| this as-a-dog one.

10.20 And from the king not even one word-saying was - he himself
was a dog, you know.
10.21 When, after all that chasing, this girl and guy going out,

BHYK|Ha nadvyarb4AnH nNeKkep.
KemaTaAn3HU XBeLn Keaa nep *aBaH Nayarb XbaHa.

N6ypyHU nm aHan U BUYMH TaxTyHan [auyKbapaal.

|returned| wearing kings clothes.

10.22 And the people were happy, a beautiful young king having.
10.23 And they |put| and |seated| him and her on a throne
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Pywaxb ranasHu mexbepapHa nbypy |6a|.unaMV||.u,qa| MHa
navarbBasnus.

10.24 The girl with the guy being wed, they |started| a reign here.

11

Ca torb, KbBe 10rb, 3XMp U ragaau |nyrbyp,a| XbW, «Bab 933, MKI }Kepgau,
b6ybaaunH Bunep axbaiHa KlaH3aBa, rbybaybH KlaHarb U HaKbB

TyxBaHa 6ybaauH Bunepan TyHa KlaH3aBga, wa» «YYH XbOUH
4Yn BUNAATOM3I» nyrbyp,al.
«Xbyn», |nyrby,qa| pyuwa.

IKbeulHa nbypyHu Kematams lnyrbyaal xon, 6ec «KybHe KBe3 Linim
nayarb XKArba, YyH Xbdn3Ba Y BUNAATLN3Y.

11.1 One day, two day, after all, this boy |said| that "No, ehh, it
cannot be like this. The opening of father's eyes is needed - this
sea-bottom-soil brining, on father's eyes putting, is needed.

Come," he "let us go back to our province" he .
11.2 "May it be" the girl.

11.3 And they appearing to the people that "But for you
choose a new king - we go to our province."

12

NBYpHM aMHa,... FagaHun pyL |XKBep,a| MBYp YNUH BUNAATAMS.

XTaina v pyliakan ragagusHu napa aybs |xyu.| KbBep,al.

Nyrbypal xbu, pywas «b6ecy, |nyrby,q.a| «3a3 rbuu», |nyrbyp,a|, «BYH 31

6ybaam3Hu rys klaHsaBau.
MKbBaH nep pyL 3a3 KlaH3aBa XbW, 333 KyBa3 KbayyH.

LLla 32 BYH MANCPUH» nyrbyp,a|, «BYHa }KyBa-yB 31 6ybaans

kbanypmup» [nyreyaal.

«3u bybaams ByH Takypaiy, |nyrby,qa|.
«AKyHa Xby# BYH afa BMYM3 Kbauyganam ax.

W pyw Kbmnen klsane .

HakbBHW rbaHa 6ybaanH Bunepan tTaga, bybaguH sunep

xbuxkeaal.
BybaHu xbcaH xbaHa [Kbaparvaal, rvna pywaH ¢prknp amasma,

dHXXaX 4yn3Bay MmaH, pyul rbUKINH, rbMHaM UH, BYYUH.

12.1 And that happening...this boy and girl |returned| to their own
province.

12.2 When returning, the guy very much I@I this girl.

12.3 He to the girl "but" he Iﬂl "I never" he |said| "want to

give you to my father.”
12.4 "So beautiful of a girl | want that, | should take for me."

12.5 "Come, | shall hide you" he "You shall not show yourself

to my father" he .

12.6 "May my father not see you." he .
12.7 “If it happens, him seeing you, he is doing a taking.”

12.8 He (and) this girl on the top room.
12.9 And soil bringing, on father's eyes (he) , (and) father's eyes
opened again].

12.10 And father being good, - now (he) is still having
thought of the girl, but doesn't know, you know, how, where from

to bring the girl, what to do.
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13

Bo, ca KbBe oMb anaTHa MAas cagHu |aKBap,a| XbM, Kbien banxyHaan
ca vep pyL Tamalu3aBa.

Tamawarla, a Bu4un3 roun asyp pyuw, «baaa», jayrbyaal, «vum

rbUHBaTlaHWY, |nyrby,qa| «rajgagu reaHBanam A, akBasBaHUy,

|nyrbyp,a|, «3aKalt unncapHasa?

Kbe indu3 3a abypys Byd Tol KbagaTla aky».

BuunH nanas jnyrbyaal «nab», jnyrbyaal, «<kbe 3a a ragaHu pekbuaa,

CBaCHW, ama, aZa rbaHBal pyWwHW» jayrbyaal.
«3yH anuypapHa», |nyrbyp,a|, «abypy», |nyrbyaal «pyw rbaHa, Bu4n3

TyHBa» jnyrbyaal, «3akait uancapHasa» nyrbyp,ai.

«3a rnna abypys Kbe iMnodus Byyaatla aky».
Onpenn anpe 8 MaH.

BWYMH XBa peKbM3 KlaH KeHu?
| A
1
L

NAaHn 1BK3 aTaHa Xuw3 iNyrbyssa;, «4aH b6ana», , «PYLIHN
ranas Kata nHpam», «KbWN KbaKbyaHa, 6y6agmns KybH
pekbu3 KlaH3aBa».

lafaan3HM ByY Yapa xepa?

W PYLHU, KbyHa YNUH Wene-KybneHn TIMMKUA, akbaxHa

""""" A

-
b6anklanpan |¢Mp,a| nbéyp, reybaybH Kbepexam3 deHa Katus iKlaH3aBsai,

e ————— -

rbukl ¢MH, rbuKl KaTuH, |aKBap,a| Ca IybTKBE rban3asau ca NYbTKBEYMU.

DBepaal v nybTKBEUMANS [NyrbyAal XbM, «4aH CTXa, YyH» jyrbyaa

«TbybJ/lybH TIBa Kbepexans akbygHa KlaHaa ByHa».
JlybTKBEUMAN3HM U PYLL aKyHa MMHM [allyKb xKeaa| 1 pywann.

«WMKbBaH nep pyw» jnyroyaal dukmppai, «roukl narbaHa 3a»,

nyrbyaal, «v ragaave TaH uma?»
MNaaHn ragaams Hybmpe KbBes KlaHaa.

13.1 Well, one, two day passing, he Isa_wl that, from the top balcony
a beautiful girl is looking.

13.2 Looking (carefully), that hand-waving-to-him-girl (it was),
"Ahh" he "from where might have come? The boy has brought

her - you see?" he "he is hiding (her) from me."
13.3 "Look what wedding | might take to them this night."

13.4 To his wife he [said "Wife" he |saidll "Today that boy I will kill -

and the bride - the girl he brought." he |said|.

13.5 "They deceived me" he m "girl bringing, himself keeping" he
"hiding from me" he .

13.6 "Look, what | might do to them this night."

13.7 The mother is a mother, you know.

13.8 Would she want her son to be killed?

13.9 And she coming at night %_a\_\_/g,i to the son "Dear baby" she
"with girl run from here" she "head removing, father wants to
kill you."

13.10 What means did the son have?

13.11 He this girl, taking some of their own things, and

climbing up on their horse, they . Going to the seaside, they

==
-

:needi to run - (but) how to go, how to run? - they a boatman

driving a boat.

13.12 They this boatman, that "Dear brother, we" they

"taking out to the other side of the sea is needed from you."

13.13 And the boatman this girl seeing, also on the girl.

13.14 "Such a beautiful girl" he in thought "how saying" he

"shall | put this guy for her?"

13.15 And he wants to fraud the guy.
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[Anuypapaal.
«lbaa» |nyrbyp,a|, W 31 NlybTKBEAAY «aH»ax ca

Hedepamnsain dpus xessa» .

«f pyw pakbaHa KlaHaa» , «A ByH deHa KlaHaa» .

lfapgannHu , «Apab» «3yH denutla ssen pyw nHan

TyHa Xbyli 6y6aam aTaHa pyw YybHYybX XbUinAa.

Pyw pakbaunTla romkl kega?»
Axup napa duKMpaiiaanali coHpa pyw aluyKbapHa 1ybTKBeAa,

pakbyaal u pyw nybTkBeaBas TIBa naTaxb.
Pyw ¢pennna, axna sy pussangm A maH.
PywHu remkl kepa xom, duaait pekbe NybTKBEUYMHM allyKb XbaHBaAM

aXMp pywan, uaaHu jnyroyaal xom, «Baby», jayrbyaal, «v pyL rou

CanrbAa XbaluTlaHK, 3a »KyBa3 TyxsaHa KlaHaa.»
WpaHu aByaHA pyll asuypapHa BUYMH KIBanus Tyxypaa v pyw

naaH remMnan.

“Ma pyKapai, Banapai, Lauapan, NekepHu rya-ryj xbaHa
KaTaal pekbe naan axulyp Kbynayp.

U KbynaypprsHM akyHa 1 pyLu M6ypy W pyL, aKyHa nep pyu
f, Xy, naa 3as, aga 3as, Kbynaypap cag-cafiaxb ranas.

U pywa nyrby,qa XbM, «A CTxaHp, akl kepant Tyw» nyrby,qal, «KYbH
Axulyp Hedep A», nyrby,qa «3YH cag a», |nyrbyp,ai.
«AKI ey xon», jnyroyaal.

«LWa», lnyrbyaal «uHa» nyrbyaal «mecnatams MnmH.
3Ben ca Yanap XbBaH, ca A/ ArbaH, axna UcTuparbaTainganai coHpa

KBEKa caf, 3a XKarbga», |nyrby,qa|.

13.16 He |deceived| (them).

13.17 "Yes" he |said| "in my boat" he "only one person going is
being" he .

13.18 "Or girl sending is needed" he "or you going is needed"
he .

13.19 And the guy "I wonder" he "l going before,

putting the girl here - If | do (this), father coming, again will steal
the girl."

13.20 "How will it be (if) I might send the girl?"

13.21 In the end, after lots of thoughts, the girl boarding in the
boat, (her), this girl being in the boat, to the other side.
13.22 When the girl goes, then he himself is going, you know.
13.23 And for the girl it was that, in the going way, the boatman in

the end falling in love with the girl. He "No" he "This

girl, however it might be, | brining to me, is needed."
13.24 And when he taking down, deceiving the girl, (and) taking her

home, this girl from his arm.

13.25 She through forests, bushes, thorns, (and) clothes being
torn to pieces, running on her way, (she) |met forty robbers.
13.26 And these robbers seeing this girl, they this girl. Seeing

she is a beautiful girl, pleasant to them (was), the robbers
with each other.
13.27 This girl that "Oh brothers, it cannot be like that" she

"you are forty persons" she [said] "l am one" she .
13.28 "It cannot be like that" she |said|.
13.29 "Come" she "We" she m "let us advise.”

13.30 "Before, let us drink a little tea, let us take a breath, then
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«I'bMMm 3a3 xyWw xbannTla, rbagas ayH ¢pmaa.»

N6ypHu Mlanax xepa ngan.
|XbBap,a| nbypy Yyasp, xbBagainna u pylwa YnHeba nbypyH yanams
6urbyLL Keaan ca gapmaH |Berbu,qa|.

NBYpyHU Yasp XxbBaHa BUpW [axBapus ¢up,a|.

AxBapu3s ¢eimia u pyHu akbellHa nbypysaiHm |Ka1'p,a|.

KaTHa aTaHa nm ca Xybpyb3 |[arakbaal.

M xybpybH KbepexaaHu ca Kecub ca Kyma aBas XbaHa, Aaxma, Klsan.
Pak rataHa ¢ag axbaiiHa TamalwaiTla, ca Kbyb3yb Kbapu 6age aBa.

«YaH Kbapu 6age» nyrbyaal, «Bas pyw klaHgaHuy», lnyrbyaal, «Bas
ca 6ana klaHaaHwy, [nyrbyaal?

NaaHn «KlaHaa YaH pyw» nyrby,qa|, «wa» |nyrby,qa|, «3YHHW TEK A

nyroyaal.
MNAaaHu «3yH KbeHUH MUKbanan BU pyLU *Keaa, YaH bage» jnyrbyaal,
«3a Ba3 KybmMeKapAa, 3a Ba3 Kpapaa.»

Kbapu 6aseansHuM XBeLun Keaa, pyw naaH klsane.

after a rest, from you | will choose one" |she| said.
13.31 "That one might being pleasant to me, | will go to him."

13.32 And they |believed her.
13.33 They m tea. When drinking, this girl secretly to their tea,

unconscious-being-medicine |threw|.
13.34 And they drinking tea, all |s|eeping wentj.

13.35 When sleeping, and this girl going out, ranl from them

13.36 Running, coming, she |approached| a village.
13.37 At the village's edge, there was a poor hut - a shack house.

13.38 Door knocking, quickly opening, to look, (there) is an old
grandmother woman.
13.39 "Dear old woman grandmother" she |said "Do you need a

daughter" she "Do you need a baby" she saidl.
13.40 And she "needed, dear girl" |said| "Come" she |said| "and | am

alone" she .

13.41 And she "l will be your girl from today on, dear grandmother"

"I will give help to you, | will do work for you.”
13.42 And the old woman grandmother was happy. The girl

|remained| at her house.

14

Ca 10rb, KbBE H0Mb, 3XMP Ca IOKbY3 M pylua |nyrbyp,a| XbM, «4aH Kbapu

6ape» , «W Kyb BUNasATpa By4 xababap aBa» |nyrby,qa|?

«ByH 6a3appus ¢deHBarla, ca xabapap aBatla, 333 Narb KBaH.»

«YaH 6ana», jayrbyaal, «3yH GUH rbap OKbY3 MiMKM3Bay, |nyrbyaal,

«aHXax yas wymyn iuc a» jyrbypal «ca navarb aBaums.

Yas ca aget asaﬁp,m A» p1yrbyAaal, «nadarb XKAronH naTakam 4yHa ca

14.1 One day, two day, afterward, one day, this girl [said| that "dear
old woman grandmother" she "in your provinces, what news

is there?" she .

14.2 "(If) you might have gone to the market, some news might
there be, please tell me."

14.3 "Dear baby" she make a trip every day" she "but

for many years it is" she "a king we are not having.”
14.4 "We have a tradition" she |said| "for a king-choosing - we have
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KapA Kbyll aBaligm 5, 4a3 am axbain3aBanam A, YHa, rbaM HU KbybHen
auyKkbakTla» narbaHa, «rbagakan nayarb Kespanam a.

Lymyz iunc sa», narbaHa «a Kbyl axbaln3 YHA CagaH KbybHEHU
auyKb3aBay» narbaHa.

«OHa rybpe» farbaHa, «4a3 navarbHW aBay» narbaHa.

Mna uaaHu BYLUIUH BYY TUIAMH? «Bec» NarbaHa «benkey», narbaHa,
«3yH PUH KBaH», NarbaHa, «a basapgan» narbaHa, «benke 3u
KbybHEN auyKbAa a KbyLl.»

«Bay MaH YaH pyw», narbaHa, «Tamalla MaH.»

MNaaHu «aky», narbaHa, «3a ragaguH nekep anykbHa ¢upsan s»,
NarbaHa, «3yH YMp Taxbypali», narbaHa, «MHU3 aTaHBa Ylan.»

«3yH», NarbaHa, «peHa MHCAHPUH apaja rbataa, akBaH 6eske 3u
KbMCMETAA aBa.»

duaal v pyw anyklHa ragaguH nekepHu, Kisatl *kega mengaHgan

®emaT, [axpaiigal n Koyw.
AXbalOHMa3 NyB raHa aTaHa M Kbyw |auykbaal pywaH KbybHen.

MAoaH KbybHen au,yKbaVlna KemMmAaTamns supnga3 Xxsewn XbaHa, «*XaBaH
nayvyarb XxbaHa» farbaHa BUpnaa XKa*KHa TyXxsaHa UMma, raga, pywl A

MaH am rmna, rys raga s, ragaZuH nekep anam, um TaxTyHan
«rba, Ya3 Nayvarb XbaHBa.»

a falcon bird, we releasing it, (and) on whoever's shoulder it might
sit" she said "that one is becoming king."

14.5 "For many years it is" she said "we releasing that bird, and on
someone’s shoulder it isn't sitting" she said.

14.6 "Therefore" she said "we have no king" she said.

14.7 Now she what to do? and what not to do? She said "but
maybe" she said "I shall go, please" she said "at that market" she
said "maybe on my shoulder will sit, that bird."

14.8 "Go, you know, dear girl" she said "look, you know"

14.9 And she "look" said "I am about to go wearing boy's clothes"
she said "l cannot let be knowledge" she said "coming-here-
language"

14.10 “l going" she said "will enter between people. Let me look,
maybe it is my fate."

14.11 This girl , wearing boy's clothes, the group was in the
public town square, (and they) this bird.

14.12 As soon as released, flying, coming, this bird on the girl's
shoulder.

14.13 When (it) sitting on her shoulder, everybody was happy.
"The king is young" they said. All raising, bringing this boy - it's a
girl, you know, now as if a boy is, boy's clothes being on - they
her on a throne, "We (now) have a king.”

15

M pywHmM nayarb XxbaHa rmna 63LI.II13MVILI.IA3| BNYNH Nav4arbBanus.

Ca oKkby3 ngaH puklen [xkBegal Bu4 KlaH3aBall rafa, BUMMKAM KaTall
MUKBan Mbyp Kbavarbap, MybKyb, aaa IybTKBEYU.

NpasHu nBypy3s »Kasa ryH.

WpaHu aBepHa BUYMH Be3npaums nyreyaal xoum, «asepa ca peccam»
nyrbyp,a|, «3M WUKKUA Ylyrypai.»

3Bep,qa| peccamams.

15.1 And this girl being king, now startedl her own reign.

15.2 One day, on her heart |returned herself-wanting-boy, the
herself-running-day, these robbers, (and) the other one, boatman.
15.3 And she a punishment-giving for them.

15.4 And she calling her viziers, that "Call and artist" she
"Let him draw my picture.”

15.5 (They) an artist.
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PeccamguH npa |anyKI,qa| XbCaH pPyLUaH Mep BUYMH NeKep,
JaMaxapHa peccamamB BUUMH WKKKA ylyreas ryaal.

«TBax 1 31 Wk, lnyrbyaal, «a,» fnyroyaal «avasait sunastamn

KbWnen anan 6ynaxamH Kbuaen sumr» |nyrbyp,a|.
«bMMm Bynaxaan aTaHa», |nyrbyp,a|, W WMKWA aKyHa arb anagpamnrla,

aMm KbyHa» |nyrby,qa|, «rbBaLLy, |nyrby,qa|, «TlBa KlBane RyTyp.»

«Xbyn», |nyrby,q.a|.
N6ypyHM Tyxyp,al W WUKKUA |3u,u rp,al 6ynaxgpan.

15.6 For the artist she Jput on| her own good beautiful girl's clothes,

making proud, and |gave (the order)l for the artist to draw her
picture.

15.7 "Carry this picture of me" she "it" she "put at the
head of the spring being at the head of the province" she .
15.8 "He coming to the spring" she “this picture seeing, might
moaning-longing doing, taking that one" she "bring" she
"put in another house.”

15.9 "Let it be" they [said|.

15.10 And they Jtook| this picture, |put| it on the spring.

16

Ca torb, KbBe tor'b, cagHu 1 6y6a aBauMpHU ragagmH, rearba ragaauH
6y6a [kbBepa| KbBaH MHN3, 3KbBE3-3KbBE3 U PYLUAXbHM rafaanXb.

ATaHa 1 BUNaATAM3 arakbHa ama, 6ynaxp,an ananna ada3 |aKkBagal n
pyL.

Maas ump xvuxkeaal pyw.
«0o0v», |nyrbypal, «<Mm 1 3a3 KlaH3aBal pyLlaH WKKKUA, UM UHa TbUKI

XbaHa aBangm atla.»

MpaaHu romne rbaT TaBypAau arb anagpus lamykbgal nHan.

MmaHu BaH |K1:Be,qa| W BE3MpPpU3, M navarb, nma,
|3LI,MI‘Aa|, ca Klgane |Ky'rap,a|.

Ca 10Kby3, Maca loKby3 n AxXulyp Kbyngyp.

MNBYPY3HU U pyLUaH WMKWUA axKyHa MBypyHU .
«lbarb», «W PYL YM MbUAAM aKbaTHA MKbBaH Mep pyLu».

16.1 One, day, two day (after), was it not this boy's father? That
boy's father continuously searching so much after this girl

and boy.
16.2 When coming, this province reaching, still being at the spring,

he this girl.

16.3 Knowledge to him |did againl (of) the girl.

16.4 "Oooh" he Iﬂl "this wanting-girl's-picture - how might it be
being here?"

16.5 And (because) he didn't get her hand, he here,

moaning-longing.

16.6 And this voice |arrived| to these viziers, (they) this king,
this one, Jput]in a house, |kept|.

16.7 One day, another day, these forty robbers |arrived|.
16.8 They also this girl's picture seeing, they |moaning-|onged|.

16.9 "Yes" they "This girl went out from our arm - such a
beautiful girl"
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MNBypy 1 AXLlyp aMHU KbyHa KbyAgypHU, NBYpHM |Ky1'a,qa| ca Klgane.

Axna [kbBeaa| nybTKBe rbansaBai raga, Bo, naas akyptla, UMHM
BMYM3 KlaH3aBal pyLl TMP, rBa3 KaTai BUYM.

«WM romHBalia, U pyw reMHBanam A,» naaHu pyL
rbuae reaT TaBypam.

M NYybTKBEYMHM KbyHa |'ryxy,qa| noypy |KyTap,a| KlBane.
IXMPHU-3XUP HAHMH ca Bepe TUp, acyn 1 pyw KlaH3aBai raga
|K'bBep.a| WHK3, BOO, NAa3 akypTla, rba BUYKMH pyLu.

NpaHu nyrby,qal «aaa, v pyw», lnyrbypal «MHpu3 reunkl akbatHaTla»

nyrbyp,a|.

M apaga MMHH |'ryxyp,a| n Klsanus.

M6yp BMpPU KyTyHa KlBane, [xabap ry,qalxw BE3UpAM Nayarb pyLias,

«bec YHa abyp BUPU KbyHBA.»
«MaKa», |nyrbyaal, «aBepa meigaHgan nHcaHpus, 3a abypys
BMpuAaas» lnyrbypal, «ca »kasa rypsan a.»

16.10 And this forty robbers taking, they Ip_utI (them) at a house.

16.11 Then the boat driving guy- well, that he might look,
and he was wanting the girl, with his running.

16.12 "Where is she? Where is this girl?" He also

|moaning-longed| (because) he didn't get her hand.

16.13 This boatman also taking, they , in the house.

16.14 Finally, it was evening one time, actually this girl-wanting-boy
here - well, that he might look for his own girl.

16.15 He also |said| "ahh, this girl" he "how might appeared
here?" he |said

16.16 He |moaning;-|onging did, |"Ahh that this girl from my arm

I
el

16.17 At this moment, (they) |caught| and |took |him to this house.

16.18 These all putting at the house, the vizier [gave newsl to the
girl-king "But we have taken them all"
16.19 "In a while" she "call the people to the town square. |

to them all" she |said| "am about to give a punishment."

went out" he isaysi.

17

KlsaTlHa nHcaHap 3Bepp,a| BUpPU.

«YaH MHCaHapy, |nyrby,qa|, |XTy|-|p,a| BMYMH rafaZmMH NapmMakHu,
«3YHY, |nyrby,qa|, «acyn pyw s» jnyrbyaal, «3u Kbnaen UXoTUH

rbagmce atangm» |nyrbyp,a|.
BMUMH KbWen aTall rbaguceHu laxvaiigal.

«NBypHN», |nyrbypal, «3a aszanaHapipmuInMpBan 8 ucatTaa.
MbBalL», |nyrbyp,a|, «ragaguH byba, um», |nyrbyaal, «a aHuH

BUNAATAOWNH NMa4varb A», |nyrbyp,a|.

17.1 Gathering, the people were all caIIed|.
17.2 "Dear people" she |said|, (she) |took| off her boy's hat "I" she

"actually am a girl" she "coming on my head such a
happening (was)" she .

17.3 And this happening coming on her head she .

17.4 "And they" she "I am about to pronounce punishment
(on) now."

17.5 "Bring" she |said| "the boy's father. He" she "is the king of
that province" she saidl.
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«Mpa 3yH», |nyrbyp,a|, «¥KaBaH BMUYMH rafauH reunaii KbakbyaHa
BMUM3 Kbauy3Ball YKagas, YyH peKkbnaan Ykagan, YyH Katamam a»
oy

«Mm» narbaHa, «naas nadupannanHum vlexm »kasa raHa KlaHsaBa»
narbaHa.

«Akbagpa banklaHgan», narbaHa, «TepcuHa, Ars Ulai, axbaa»,
NarbaHa «MHan arbys».

|AK1:ap.a pp,al 1 navarb bypy nampan, 6anklangan ,

nampan aKba,qapp,a| A4a, ulaiHu [axbaingal, vm ron xybpeit arbys.

Ky3-Ky3 uma.
«rbBall rmna a axulyp Kvynayp», , «rbabypy3Hu XKasa
asanamn a.»

«MNBypHU», Nnyrbyaa «Kbun aTlyH nasmm s MbypyH», .

«MByp», narbaHa, «AXUlypHM», NarbaHa «rbanTHa», narbaHa, «ca
pyLw aAangan», narbaHa, «3yH», narbaHa, «MAaa 3a3, aZa 3a3»,
NarbaHa, «caklaHm», narbaHa, «3yH KaTHaBanam s MBYpPyH rbmunai
ry>Ha.

NBYpy3HU Kasza Le» narbaHa.

«ATlyTl MOYPYH KbWiep» narbaHa.

ATly3 raHa nbypyH KbuIepHU.

«[ba N NYbTKBEYNAMHWY, NAarbaHa, «MAaHN», NarbaHa «3yH»,
NarbaHa, «ragaamsai KbakbyAHa», narbaHa, «anuypapHa BUYUH
KIBanun3 Tyxy3eai Tmp.

MAaas3Hu ue »Kasa» narbaHa.

bafa3HuM ¥Kasa rys raHa.

dBepHa axna MybKyb ragazms «ba 1 raga», narbaHa «acyn 3a3
KlaH3aBali raga a», NarbaHa.

«Mm 31 apgaxny A» narbaHa.

17.6 "He, me" she Iﬂl "from his own young boy's arm removed,
ﬂim taking instead of, killing us instead of, we running are" she
said).

17.7 "He" she said "punishment of dying by the sword to him
giving, is needed." she said

17.8 "Mount (him) on horse" she said "backwards, strike fire, send
(him) down away from here."

17.9 They |mounted| this king on donkey, on horse , oron
donkey |mounted, and fire , out of this village he (went)

17.10 Burning he .

17.11 "Bring now those forty robbers" she "to them also is
being punishment."

17.12 "And they" she "a head-cutting must be for them" she
said.

17.13 "They" she said "forty, meeting" she said "one baby girl" she
said "me" she said "he to me, he to me" said "in no way" said "l am
hardly running from their arm.”

17.14 "(l) order punishment for them also" she said.

17.15 "Cut their heads" she said

17.16 And she gave (the order) to cut their heads.

17.17 "Yes, this boatman also" she said "he also" she said "me" she
said "removed me from the guy" she said "deceiving, was taking to
his home."

17.18 "(I) order punishment for him too" she said.

17.19 They gave punishment to him too.

17.20 Then calling the other guy "Yes, this boy" she said "is actually
my-wanting-boy" she said.

17.21"This is my betrothed." she said.
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«3yH naas ¢peHa KlaHsasan TMp», NarbaHa, «MBYpPYH rbUnAny,
NarbaHa, «YyH rbapaj, CaHU3 KbaKbaTHa», NarbaHa.

«dBepav, narbaHa, «M rafla KbeHWH Kbasal xefa navarb, 3yHHM
aflaH ceBac.»

mexbepap nbypy, axulyp tors, axulyp nnd.

AByHa mexbepap raga |Mi7mp,a| nbypy nayarb, pyLWwHU }Keaa naaH nab.

17.22 "l was going to him, was wanting" she said "from their arm"
she said "we because of everybody separated" she said.

17.23 "Call this guy.” she said “From today on he will be king, and
me, his wife."

17.24 They a wedding, forty days, forty nights.

17.25 Wedding making, the boy they king, the girl was his wife.

18 |ﬂLLIaMVILLIAa| nbyp ca rbasum ylyean. 18.1 These IMI a lot of time.
Axna v ragagm |nyrbyp,a| XbW, «Bec rmna BUpM XxbaHBa», , 18.2 Then, this boy that "But now all happened" he
«bybagMHM Ka3a KbavyHa, MybKybOYpPYHM ¥Kas3a KbadyHa, bec,» "Father punishment took, others punishment took, but" said "my
NarbaHa, «MybKyb BUAATAa 3U AMAEHW ama» larbaHa, «nyd ctxaHn | mother is still in the other province." he said "and three brothers
aMa, KbBe CTXaHM ama» NarbaHa. are still - and two brothers are still." he said.
«bec uyH rbabypyH naTaB xbdeHa KlaHaa, LWa KiBaTl xbaHa XbpUH 18.3 "But we returning to them is needed. Come, a group being,
YYH.» let’s go back."
KlgaTl xbaHa pywHW raga, skbeudlHa xubwp,al YnuH BuNaaTams, unmuH | 18.4 A group being, girl and guy, going out, they IE for their own
AvAeauH naTas, rbarbaHa |naqarbBan,qa|, CTXasipHU ANAEHM Wag, province, to their own mother's (place), there |reigned|. Brothers
Xybppem |muamuu1p,a|. and mother m happy-merry.

19 | MbybnyH pylwaKaMHW XbaHa U ragagms ca ceac. 19 And the girl from the sea became to this guy a wife.

20 | UKI XxbaHa KybTArb XbaHa YaH U MaXHM. 20 This folk-tale has a finishing like this, dear.
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