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WARM SPRINGS SAHAPTIN VERSE ANALYSIS

Virginia Hymes
with Hazel Suppah

This paper is in three parts. The first part is the text,
presented as verse on the basis of the analysis which is discussed
in the second part and presented in detail for this specific text in
the third part. The page numbering of the text is in lower case Roman
numerals; the final two parts are numbered consecutively in Arabic
numerals.

In the presentation of the text,stanzas are indicated by upper-
case letters of the alphabet and verses are indicated by numbers in
parentheses. In the table of contents which precedes the story proper
Stanzas are labelled with their appropriate letter but verses within
a stanza are not numbered; each is summarized in a line. At the beginning
of the table of contents each of the two acts is summarized. In the
table itself each scene is summarized before the individual stanzas are
presented. A table of contents such as this is helpful to readers who
are not familiar with the myths of the area, but more importantly
perhaps it serves as a check that the divisions into verses and stanzas,

made partly on the basis of linguistic features, do in fact fit the
story line of the myth.Being able to make such a table of contents is an
essential part of the method of analysis being used in this paper; being
able to state the linguistic and rhetorical jastifications for the division
into verses, stanzas, scenes and acts (part three of the paper) is an-=

other essential part of the method.
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. Act I
—i- act o
BASKET-WOMAN AND RAVEN'S CHILDREN*

Introduction
Stanza A - Raven and her children are living there,
ACT I.
avl - Scene 1 Five ti
Raven, returning each day from digging roots, asks her children to ! times she asks for water and is refused

Stanza B,- imbi i i i
feteh her water. After they have ignored her request for five days, nza B,- Raven goes ,climbing, to dig wild onions,
She returns and brings them to her dwelling.,

she flies away as a raven. Left alone, the children wander crying
She asks her daughter for water in vain

and are captured by Basket-Woman.
She asks her son for water in vain.

ACT II.
—_— She gets her own water,

Trapped in Basket-Woman's basket, the children make and put into
Stanza C, Raven goes next day for roots.

effect a plan. They escape as she is carrying them home to feed
She returns.

to her own children. Discovering they are gone, she pursues them
She asks for water and is refused,

to where Crane has helped them across the river. His advice to
Stanza D, Raven goes for roots, the third time,

her as to how to cross leads to her drowning.
She returns and is refused,
She threatens to leave her children,

Stanza E, Raven goes the fourth time,

*This myth was narrated for tape-recording by Hazel Suppah at
She returns.

Warm Springs, Oregon in July, 1979. It was transcribed and translated
She makes a vain threat to leave and is ignored by the vlaying

by Virginia Hymes with the assistance of Mrs. Suppah. Mrs. children,

Suppah gave no title to the story. The verse analysis was done by Stanza F, Raven goes the fifth time.

Virginia Hymes. Thanks are given to Mrs. Suppah for all she has done She returns and makes a reguest and a threat.

in the years that she has been my teacher of Warm Springs Sahaptin, She is refused “or tne fifth time.

linguistic collaborator and friend. Thanks are also due to my husband Scene 2 Rebuffed five times Raven turns into raven and flies awag. The
for valuable suggestions and for the method of analysis used here; and abandoned children wander crying and are found and captured by
to the members of my class in Native American languages and of Dan Ben Basket -Woman.

Amos' seminar on Oral Narrative who heard earlier versions of this analysis Stanza G, Faven flies off cawing.

and translation and offered helpful suggestions. Finally I thank my children offer to get water,

other teachers at Warm Springs. She flies off anyway, having become a raven out of thirst.




Stanza H.
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-iii-

The children, alone, don't know what to do.
With no one to care for them they wander off, crying.

Basket-Woman ,wandering nearby, hears them.

Stanza HH, Basket-Woman looks for the children.

She finds them.

She puts them in her basket and packs them on her back,

Act II

Scene I. The children try out five times a plan for escape from the basket.

Stanza I,

Stanza J.

Stanza K.

Stanza L.

Stanza M.

Basket-Woman packs the children uphill.

They cry on tne way.

Sister tells brother to make the bag heavy by dancing.
Basket-Woman climbs,

Sister says "let's try itl" (plan)

They imitate voice calling that B-W's childfen are burning.
B-W stops to listen.

She hurries on.

Sister tells brother to dance hard.

He dances.

They call out again.

B-W stops to listen.

She runs faster.

Sister tells brother to dance hard.

Same way for the third time.

B-W stops to li;ten.

B-W finishes climbing.

It's the fourth time.

They call out that her children have burned.

254
—iv-

Scene 2. B-W abandons basket amd-children escape from it. She runs Rome to

find children safe, promises them kids to eat,goes back and finds the

have escaped,
Stapza N. At the fifth time B-W sets her basket down.
She runs off crying that her children have burned,
Sister asks brother for flinte he has under his nails.
They cut their way out of basket.
They escape from basket and run off.
Stanza O. B-W arrives home to find children safe.
She makes her children dance and tells them about kids,
She chants as they dance, promising kids to eat.
Stanza P, B-W says she'll go to get kids.
She hurries off,
v She heads back to where she'd left basket,
Stanza Q, B-W comes to a brook.
She jumps across and gets a thrill,
She jumps again, and gets a nice thrill.
She jumps again.
Five times she jumps.
Stanza R, She goes on.
She arrives back at her basket.
Children have escaped and basket is empty.
Scene 3. The children, escaping, reach a river and are helped across by
Crane, B=W arrives just after them and is refused help by Crane
Until the fifth time when he gives her instructions which cause
her to drown. Crane predicts she'll be a harmless thing to scare
children with,
Stanza S, Children arrive at river,
Wonder how to go on.

Crane is there.
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He lets them cross on his leg,

.

B-W comes into sight and sees kids have crossed.

Stanza T.

TuaIPIIYD oMy esoyy

‘1:y 03 uaIsIY 1,up[nom Loyg
w'133em au Juiag
c193eM 2w Jutig j1ajySneq,
*Aes p,oys
‘pPoAl| A3yl a1aym

"de11ia oY1 01 sAuTyy esoyn Sutiq

H OB vAallav

S 1T B (P
‘suotuo pitm swous B1p p,oys
*Burylawos 103 quild p,ays

*Aep 9y3 103 JurBdrp 08 prnom uvwom ayj

*Aoq suo pue
PIIY> 11718 suo peuy ays
“udAPTTYD> Om3 peYy oyg
*SBM 313y3 upwom \
"SUDABY ‘UDABY SBM 213yl 019Y]
*BuT(19Ap 3uo sem a1ayy a19yl
‘strwtue ‘Buraty w1em oy

‘sem 11 @oun

B-W ,following Cranes instructions, stuffs dress with rocks.

At the fifth time he tells her how she can cross.

8he comes down to river,

She asks Crane how to cross,
He ignores her.,

8he starts to cross.

She falls into the water,
She drowns.

Crane "predicts" her,

Ending formula.

Stanza U,
Stanza V,

‘uttgeuefTW JUTTMY BUEXUXTRIed ne)

w'wejeltedyu gnnn

*uwejeliec U snn) jeS
-
.
(9) BUBXN
.
‘eujingmed BUMYBUE
. .
neL3Q1es (U UMYT BUEBXQTQEUT
) *eUBX TMBUBA]
TMAL L. 1Y
‘BUSBUNU BUN} BUBXTUX]

*nefn3 suextjreuedy

(7) *9q *3edly wuexsuew]

T 2u8dg ] 39V
‘uBASE SXBU T}
geueltw S37T,3d egeme sxey
*ndru gRUBALD BIEBMY
€) ‘BoEMT jel1y
*sutehAxnxny ‘eAxpxny goemed Bumy
) - © *geyningm SXeu EQBAY BUMY
“eW1EAyTY EuRgTRSTUE]

(1) "v 1Ry wQuMy

-

UOT3ONPOIIUT -1 3DV

—TA-

(9)

(%)

(4) °d

(€)

()

(1) °v
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(7) Kidxi dswainak4d hdi imétaxana,
“Nf{paitam Suus,
Eﬁut's§aa§."
Au dautya.
(8) Au pniinkni iddutaxana,

auku iéduxana .

Co (9) Au 4nd’a miisx iménaxana.
Au 3{1°°° 7" kw'i.
.
(10) Ané’a iydnawixana.
(11) ;nE'a ki8xi imftaxana,
"Amata& Zuus whpaitamtk."
Ku dau patdiknxana,
D. (12) ;né'a maisx,
4n%’a imdnaxana.
(13) Au &au, Eéut&a au.,
Iydnawixana.
Au Zdutya au patdnipaitaSa ZSuu$,
(14) "Au"°°"°", dumatad au wildlakwta.
C'a’dtpamatad au yi)flakwta.

Au winataa$ au Caat'atki."

-viii-
.
E. (15) Auku imdnana,
piinapamyau.
Iw{nana au,
ImAnana.
(16) Iwiyanawiya au,
(17) Hiitya au ’'fna.
" ;mataé au willakwta.
Winataas au &dut’atki."
Eéutya au patdiksa au;
pakq'{wiSa au miynadin.
F. (18) Au péaxam,
au maisx,
au pAaxatipa ikw’ipa imdnana,
(19) Au 4n&’a iyanawiya diyat &nast.
"Rmataé duus kwiyatamtk.
Kunad Zauwiyat wdinasa."
(20) Au Gau**°**°°°*
Eau"*"***‘tya auku,

Au hui au pagxam au,

Act T—Scene 2.

a, (22) Pua“""xgmyau auku kukuuk,
o
auku 1w§aiéa duku.,

Miat Tt P Kattttetttkgttetrec s

(8)

(10)

(11)

b, (12)

(13)

(14)

E. (15)

(16)
a7

F. (18)

(19)

(20)

G, (22)

In the same way, in vain she'd order the boy,
" Bring me water,
I'm thirsty.,"
Then, not at all.
Then she'd go for her water herself.

And then she'd drink.

Then again next day she'd go digging for the day,
Then ate-:;:11 aay.

Again she'd arrive back. -

Again in the same way she'd order,
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"You folks bring me water."

And they wouldn't listed-to her.

Again next day,
again she'd go digging for the day,
Then no, not at all then.
She'd arrive back,
then not at all then '‘do ~ they bring water,

"Now++*=* 1'"m gonna leave you.

Soon now 1'm gouna leave you.

Now 1'm gonna 80 because ot thirst,

And then she went digging for the day,
until the fourth.time;
She went then,
she went digging for the day,
She arrived back then,
In vain then she said,
"“Now I'm gonna leave you.
I'm zonna go because of thirst,®
Not at all do they listen to her.now;

those two children are playing.now,

IS
Then five times, B

Then next day, .y,

then on the fifth day she went iigging for the

day.
Ther again the woman arrived at sunset,

"You folks do my water for me,
I'm almost flying!"

CRRRRY

Then no ’

no"’ t at all then.
Then n vain then five times then,
v oy P T vy

’

. L et e
Until the 1°““Fth time and then that time,
and then she took off then!

Ma KAttt katttttt fkattereeetn
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(23) ;uku iwdinana, xdxux. (23) And then she flew, a raven.
iﬁku itxénana, . And then she became one,
"&”""'na ita ¢ “A""'h. mother!
Amntné éuud kwiyaisa." We're doing your water for you."
(24) ;uku iwdinana. (24)  And then she flew.
;uku xixux itxdnana. And then she became a raven,
iuku iat’atki . ‘ And then because of thirst.
H, (25) Au kwnd duku péctin. H, (25) And then there the brother and sister then.
;uku patxénana piiliksd au. And then they came to be alone then.
. [
Auku, And then, @
"Maanxinata duku?'" ‘"I don't know where we'll go!"
(26) Pawinana duku., (26) And they went.then,
CAukuSin kwna tumid miyditad duku. And no one there to do anything for them at all
then,
pPanaxt{ya duku. And they cried then,
(27) Au kwnid phiaxaita mna T'at’adiyaiyai (27) Then somewhere there that Basket-Woman
: swiyaninxana kwniin. would wandér around.‘
Pawiyaikna. She heard them,
" et AnakdStxai toman kti'{ktd’ima "Hey! Sounds maybe like some kids .
pandwa mnd. somewhere,
Au"'tya panwa ktk'ikt:’ima," Sure does sound like kidsi"
x—

HH (78) Au"""*" pawaq’itna. [
Ho (28)  The*""°* ““n she looked for them.
(29) Au plyanawivana,
(29)  Then she came upon them,
t'dt’a% Sdpani,
packing her basket,
(30) Au kwnd au pawnpa,
(30)  Then there then she grabbed them,
pat’aina au t’at’aspa kwni.
she put them then in her basket there,
paSapa duku .
and she put them on her back:.then,
Act II- Scene 1

I. (31) Auku pdkwnaitiya au, I, (31)  And then she packed them then,

pakwitxa au, she packed them uphill then.

(32) Auku pawiydnaxtiya Auku padtin. (32)  And then they cried on the way then, ...
(33) Auku pa’nxana patin, (33)  And then the older sistert:§u§;°::i; :?:‘515‘°P-
"WaaSak! " Dance! §
Qu txanita! Be heavy!
Waasak!" Dance!"
J. (34) Auku panaitiya au. J. (34)  And then she climbea then.
(35) Au kwniin,au (35)  Then to there then,

"Auna AwinawiZa'" " Let's try it!"

(36) "Luu®""""°“npam. (36) ceee

"Yau're bu ‘rning.

P P
Luu A luun, Bu'""““rn, the’ 0".°‘y burned,

P R
K1it3’asmi miydnasma." Alit}’as' children,"



—xi-

(37) " ’et" (37)
Ikamc{ixwana.
"AnakuStzai indi pawanitda."
(38) Au ktiktu duku itdlawaixtikika duku. (38)
.
K. (39) Auku 'fxana pt’iic paltpa, K. (39)
" ;maé waaSak!
Xtink!
Kwnd t'At’'aSpa ."
(40) ;waaéaxa duku fini Rawan Suku. (h0)
(41) AnE’axi, (1)
"Luu®®°°tmas miydnaSma.
;luun Alit:’asm{ miyinasma.,"
(42) Qatutixana &né’a T'at’adiyaiydi. (42)
" ;utyaaé indi pawanit3a."
(43) ;uku maikktd &né’axi dwila’wixaika duku. (43)
L, (44) ;u""'ku au 'nxdika pddtpa. L. (is4)
"Xtixi wéadak.
Xtui waasak,
duku qu kinki itxdnata
-xii-
(45) Au dné’a au mitamyau. (45)
Au kidxi au.
(46) iuku iwdgatutixana. (46)
Iwamc {ixwaxana.
";utya panawa,
‘Miydnasmas luun.'"

M. (47) Au ipanditinaq’iya au. M. (47)
(48) Au pifapamyau. (48)
(49)  Au , (49)

"Luu®® "’ ***mad miydnasSma,"
Act II- Scene 2

N, (50) Au®*"*°°""° pdaxam Auku, N. (50)

kuuk duku piwa3apitsa au kwnd.

(51) ;uku iwild’wiSa duku. (51)
"Miyana8mas luun,"

(52) "Ktdxi! (52)

Manmad wa sxaukas?"

(XAdtwai miimi Aswan sxdukas Akwiya

sXpaspa.)

"Heyl"
She': listened.
“It's as if someone's calling me by name."
And quickly. thep she-walked on at a brisk pacethen,
And then the girl would tell her younger brother,
"You dance!
Try hard}
In the basket,"
And that boy then dance& then,
Again,

"Your children bu®’"*‘rn. .. ..
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Alit#as' children have burned."
Basket-Woman again would stop.
"Really they are calling me by name."

And then harder again she atuztl‘running then.

A°°°nd then now she said to her younger brother,
"Dance hard.
Dance hard,

and then it will become heavy from that."

Then again then for the third time.
Then in the same way then.
And then she'd stop awhile.
She'd listen,
"Really they are saying,

'Your children have burned.'"

Then she finished climbing ‘hen,
Then for the fourth time.
Then,

esccces

"Your children have bu rned," ¥

oy

The®**°**°n five times and then,

and now then she sets them down there «

for a moment.

And then she runs away then.

"My children have burned!"
"Quick!

Where is you flint?"

(Already the boy had put flint under

his nails.)
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(53)

0. (5%)

(56)

(57)

P, (58)

(59)
(60)

Q. (61)

(62)

(63)

(64)
(65)

R. (66)
(66a)
(66b)

~-xiii-

Auku kinki duku pasidtkukSa duku fini, (53)  And then ghey're cutsing a hole with 4t then.

Au paBdxntkia kwnd t'at’aSna duku.
Paddpxnaitsa kwaani duku.
"Kidl
.
Auna winaninSal'
rd

Auku pawinaninsa. duku.

PayakditiSa Auku.

T2’anx au T’at’aiiyaiyai yu'" "k dwinaditSa.

Citya au kwni 5a’dat miydnasma dwa.
.

" Cau, cau palduna."

Au kwnd au i%apdwaaSasa au miydnaSma.
"Nipta$§ kti’ikt:’iim kina wauxinms.
T3'ié nadidta.
Awad nipatata.’
.
x ‘v
AwiSapawaasasa.
.
"Atkwdtdi®®*°°°tdndm imalimal,
.
Atkwatdi® ° " tdndm imalimaly

Atkwatdi téndm tiatiitiatiu,

.

Atkwdtdi®®"'*"ténam tiatditiatiu.”

. ~xiv-
AwiSapawaasaika miydnaBsin.

M} dwala napu.
"Aunas.,"
.
Auku ixtiSaik$,
.

Auku ixdwapanaitiSaiks,

anakwni iwd3apida,

Au iwinaSa au.
Waipxt.,
Au kwndta.
Au it}upwawailxaik$.
" ;ne! T3 £kas.
*Sta 4nd’axi. "
;néaxi itupwawailnxa.
" ;na! N{ixa3 ti'ska3,"
;nE'axi itdupwawaidnxa.
Hai ay,

paaxam au,

Au‘**** 4né&’axi iwinaxa.
PO )
1 yanawixa,

~ ¢ . ’ v ’
"Cau’‘""k’aa% au kwnd kt:'ikt:'ima,

Pawinaninxa3,

€i% au kwnd t’at’adsim iw84.

(54)

0. (55)

(56)

(57)

P. (58)

(59)
(60)

Q. (61)

(62)

(63)

(64)
(65)

R. (66)
(66a)
(66b)

Then they pe cut®ing ‘thet vasket then.
They 're crawling out of theme then.
"Quick!
Let's escape!"
And then they're escaping then.

They're starting to run then.

Meanwhile then Basgket-Woman is arriving fa’‘r away.
Those c@%}drgn of;herg theg a:e:safg_§§ere.
"No. They didn't burn."
Then there then she'a making her.children .dance. §
"I've laid those two kids there.
I'11 bring them.
I'11 go get them."
She's making them dance.
"You will eat his little penis. [chanted.]
You will eat his little penis.

You will eat her little vulva,

You will eat her little vulva,"

She made those two children of hers dance.
Two is how many she had.
"Now I'll go!"
And then she hurries off.
And then she starts to walk away fast,

to where she had put them down.

Now she's going now.
A brook.
Now right there.

Now she jumps across.
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"Aah! A thrill!
I should do it again."
Again she jumps across.
"Aah! A nice thrillt"
Again she jumps across,
Until then,

five times then,

No®“"°°w again she goes on.
She®"*°" arrives.
"My kids aren't there at a®°°°l1.

They must have escaped.

Just my basket is lying there..
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Act II- Scene 3.

S. (67) Aukutya 3uku pawinaninga. * 8. (67)  And just now then they're escaping.

Pawina3a au. They're going now.

Pawanw{Za au. They're going down now.

Winaiyau paydnawisa. They're arriving at the river.

(68) “A""°‘na. Mdanata t3’i?" (68)  "0°°""°h dear! Where we gonna go, or doR"
(69) Qw’aBqw’aBya xwsaat an{3a k’auk, (69) 014 man Crane is making a boat.

IZakni an{Sam8. On the other side he's making it.

(70) "A°°"‘na, piga. (70)  %0°°°**°h, grandfather.

Kwalalinmatad itwdpinxa. A dangerous one is following us.

M{8kinam nipatamtaxna?" Could you somehow come get us?"

o

(71) Auku piSuwaitSam$ uxa, (71) And then he puts his leg across, o

ku kwndpa pamiwnp8a, and they grab themselves onto it,

ku pddawawaitBaikd au. and he pulls them across then,

T, (72) Ca &uku mi¥ T’at’aifya &wiyalpnxams. T, (72)

Auku miimi au {3aknik’a pawd.

Just then Basket-Woman comes over the hill,

And then they'r already on the other side,

(73) Au iwdnwixaiks, (73) Then she comes down,

Au kwna au pakdwamd f{3akni, Then they're there on the other side,

cesee

(74) "A°°°°’nam, dnam au kwnd awit, (7%)  "You

, you my in-law there,

v . Y
miskinam wdidnxa?" how do you cross over?"

-xvi-

' (75) Céu"""‘mi¥ ps’nxana kwaan{’" "’ au, (75) No°*‘t at all would he tell her then —

Anf3a k'auk, He's making a boat.
(76) Au™"""" pda’"""xamtya au, (76)The""*°n just fi°***‘ve times then,
au hé’ai au, then until then,

"Ii. Kwnd au & yawééulglum. " Okay, just come stand in the water there,
Iwd ai t3'u’fup &1 whna. It's shallow ,this river.
Kwnd au ai maikkwnd au ai wiydwaidm. There,a little further on, cross over.
Pinxtanam t:’i pAwd, Put rocks inside your dress,
kunam t:’i kdnki &a au Suku 80 you won't float away then."
yawaindta."

N
<
U, (77) Au duku ipSdtaSa pswd auku. U. (77) Now, and mow shc stuffs herself with rocks. ”
(78) Au duku iwdit3a au. (78) Now, and now she crosses now.
(79) Au ixdtamanuuSa au kwnd au., (79) Now she falls into the water there now.
(80) Ii. bdmai duku itxdna3a T’at’aiiya. (80) Yes, and now “"he Basket-Woman drowns.
(81) "A°“*°", xwsaatin piin{ pa’n3a. (81) "0*°"*n", the old man tells her,
MA®°°°gdxanamata ku¥ wita, ‘ "0"°°°h where you gonna be,

dwitkwataSata tandnmaman? eating people?

Autyanam au kau ai wita Zapdwiyaidukt miydnaSmaman. You'll maybe just be something to scare kids,

Kinam &aumnd 4witkwatata {ku$ tandnmaman." And you'll never eat people this way,"

V. (82) Kw'’ai au kwaal.

V. (82) That's all ,
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The text presented here is one of three T'at'atiya (Basket Woman)
stories told to me by Mrs. Hazel Suppah at Warm Springs,Oregon in the
summer of 1979. Mrs.. Suppah,who has been my teacher and linguistic col=
laborator since 1973, assisted me in the transcription and tramnslation
not only of those three stories but of others narrated by Linton
Winishut, Susan Moses and Ellen Squiemphen of Warm Springs. It was
she also who, with her linguistic ability and supreme patience, made pos-—
sible the transcription and translation of the six-hour long Coyote cycle
narrated for tape-recording by Linton Winishut. The analysis and presentation
of this cycle as my dissertation is near completion. It is through work
on this cycle, on the other Warm Springs stories, and through retranslations
and verse analyses of some of the stories in Melville Jacobs' two Sahaptin
collections (Jacobs, 1929 and 1937) that I have become convinced that the
kind of analysis that Dell Hymes has been doing for Chinookan and a number
of other languages is fruitful for Sahaptin.

For increasing insight into this method of analysis I have had the
benefit, in addition to my own work on Sahaptin, of the labors of a number
of students in my course in Native American Languages at the University of
Pennsylvania. Together we have , over the past few years, been able to
discover verse patterns in the oral literatures of a variety of Native
American languages, most recently in Kalapuya, Teton Sioux, Southern Paiute
Seneca, and Navaho, and earlier in Nez Perce, Cree, Ojibwa, Zuni and
Kwakiutl. In each case the organizing principles are somewhat different and
the task is always to discover the principles operating in the particular
narrative tradition and , within traditions, for the particular narrator.
Experience with its application makes it increasingly apparent that the method
proposed by Hymeslis not to be thought of as a cookie-press or pasta-machine

into which one outs a prose transcription and translation and out of which
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a verse analysis automatically emerges. Rather, what is involved is an
experience of ever-increasing confidence as one works with the method
that verse patterns do exist in Native American oral traditions, and a
patience and persistence in teasing out those patterns for each tradition,
each narrator and even each story. Narrators within a single tradition
do have individual ways of realizing its rhetoric and in different stories
may emphasize certain narrative devices to the eclipse of others. It is
only through work on a large number of stories within a tradition that one
comes to recognize all the devises for organizing stories as verse that
are available to narrators in that tradition. The process of analyzing
each story is, to repeat a potnt-made:above, ome of ‘gradual discovery through
successive reworkings of the text, working back and forth between linguisitic
form and narrative content, until one is satisfied that one has found the
organization as verse that is really there. When I read Dell Hymes' first
verse analyses of Chinookan myths,I must confess that I did not wholly
believe in their reality: he was a poet and had made verse of prose.William
Bright hinted at some of the same feeling in his Georgetwon Roundtable talk
in March of this year, though he too is a practicing poet. I am not a poet,
and now,after much work by myself and with my students, I am convinced that
the poets in question are the Native American narrators and that, in
writing what they have spoken as prose we have been hiding their poetry.
In the collections of Native American narratives there is a vast world
of poetry waiting to be released from its prose prison by those of us with
some knowledge of the languages.

The first step in working out a verse analysis of a text is to discover
the organization into lines. For Sahaptin I have started always by assigning

a line to each verb. This has been the procedure followed by Hymes ,and by
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his students and mine for the languages on which we have worked. It

may not be productive for all narrative traditions but we have no evidence
that this is so. When one works directly from a tape-recording rather than

a previously transcribed text, one may find that pauses and line ends (as
arrived at by the above method) do not always coincide. In reading English
poetry aloud even the poet does not always pause at line ends. One finds
also, in working from a tape-recording, that certain verbless segments seem
to be set off as separate lines by the narrator. The kii" "' '"kw'i of the
first verse of Stanza B of this text is such a case. There are others in this
text and in several crucial cases it has been important to know that in my
original transcription from the tape I had written as lines segments with no
verb. Without the tape recording the analysis which depended on their being
separate units wpuld have been unlikely to have been made, or been on

shaky foundations. In one case material without a verb actually constituted

a verse, the final verse of a stanza and a scene. In my work on Sahaptin nar-
ratives from Warm Springs I have sometimes made my preliminary verse analysis
working from my prose transcription, only checking back with the tapes later.
The whole preliminary analysis of the Winishut Coyote cycle into lines, verses
and stanzas was done in this way last summer when I did not have the tapes
available. Checking this analysis against the tapes this fall produced sur-
prisingly few changes in the division into lines amd:grouping of lines into
verses and stanzas.

To the contrary, checking the tapes of Mr. Winishut's narration served
in the most surprising way to confirm an hypothesis about one of his devices for
marking stanzas. It had appeared that in a large number of cases the first
line of a new stanza was marked by a final occurence of the particle auku,
with stress shifted from the first to the last syllable. This particle is)

as line intial often a mark of new verses or stanzas. It is usually translated
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as 'and then'.However, it was not the case that all stanzas in which one
would ,on the basis of the overall pattern, bave:expected final auku did

in fact have it. In relistening to the tapes with my verse analysis before
me,I have been finding two things: in a large number of cases where missing
punctuation or capitalization had made the placement of the auku uncertain
I had put it at the beginning of the next line rather than at the end of
the line where listening to the tapes showed it belonged. In other cases

I was able to hear an auku that Mrs. Suppah had omitted in her bit-by-bit
retelling of the story for transcription. The correct placement or hearing
of these missing auku's served to confirm the hypothesized device for marking
stanza beginnings.

Mrs. Suppah's omission of some of the particles in the narration, even
crucial ones, points up an important fact about the devices that narrators
use. They are not necessarily at the conscious level at all. The narrator
of the first text I ever recorded in Sahaptin was appalled when she saw my
transcription of it that she had used so many au's and auku's. She thinks of
them as hesitation pauses and had been unaware that she ever used them very
much. At that time I was myself unaware of ther function and have not looked
back at that text to see if they were in fact playing a role similar to their
role in narrative texts . Her text was an ethnographic one, about naming a
child.

This unconsciousness of the narrative or other text segmenting devices
one. uses is,of course, not peculiar to Native Americans. How many lecturers
in English are aware of how they use such words as Okay to mark the start
of a new section!? Similarly, how many story tellers in American English are
aware of their use of the technique first pointed out by Wolfson (1976. 1979)
by which narrators segment their stories by switching into and out of the

historiacal present temse! Most middle class speakers of American English will
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feel certain they never use the historical present at all, much less use it
as an important device in their conversational narratives.

Having arrived at a segmentation of the text into lines ,one does the
same for the English translation one is working from and lines the two up
opposite each other on facing pages. This arrangement makes for ease in work-
back and forth between form and content in the next stage- that of grouping
lines into verses and verses into stanzas, and further perhaps into scenes
and acts. In some narrative traditions or with some stories of some narrators.
this job can seem almost done for you; so consistent is the use of particles
or, in some cases, evidentials to mark off verses and stanzas or even larger
segments. In a Southern Paiute text analyzed by one of my students last semes-
ter, every stanza except the introduction and the final summary began with
a verse with initial particle "so then'. Some stanzas also had the final one
of the uniformly three verses per stanza marked by an initial 'so then', so
the grouping of verses into stanzas was not wholly on the basis of this
particle. In a Teton Sioux myth analyzed by another student in the same semes-
ter, every stanza except one turned out to end in an evidential particle
"they say'. (In this case it would have been nice to have a tape to check back
to see if the particle had been lost in transcription!).In a Cree text done
the preceding year, the student and I found that the story fell logically,
from our point of view into two main sections, following the introduction.

We then noticed that each of these sections began with a particle "indeed'
occuring nowhere else in the text.

These organizing devices were so prominent and so consistent that they
came to the analysts attention rather easily. Further work ,of course, reveal-
ed other devices operatingas well. In most cases of analysing a text as
verse, however, the process is slower and involves a constant interaction be-

tween one's understanding of the content and one's increasing awareness
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of the linguistic devices that are used in that narrative tradition to
organize texts.If, as in Sahaptin and Chinookan, one knows that five is a
pattern number, and if indeed the narrator states plainly that things happen
five times, one is not surprised to find five verses in a stanza, or five:
stanzas in a scene, or five or ten lines in a speech. But one must also not be
surprised to find that, though no one announces things happening in threes,
three is also a pattern number for these narrative traditions. Repeatedly one
find sets of three verbs, each a line or each a verse depending on other
factors, showing the relationship to each other of onset. ongoing, outcome
that Dell Hymes shows to be so important in Chinookan rhetoric. Furthermore,
as in Chinookan, sets of three quite complex segments- verses, stanzas, even
scenes- may on analysis be seen to bear this relation to each other. Other
sets of three , however, may not be this neatly related . In Sahaptin story-
telling at least, there just seems to be a tendency to fill out this pattern of
using three verbs of parallel construction, even if one of the set of three

is just a repetition .For example, from an "experience" story of Hazel
Suppah's:

Kutas kwna winana. And we went there.

Kutas winana au. And we went then,

Kuta$ au panaitiya. And we then climbed.

These experience stories of Mrs. Suppah's, by the way, show the same
verse patterns as her myth narrations.

For Sahaptin as for Chinookan narratives, most often when one has arrived
at the analysis which seems most satisfactoryiin terms of having sections
each of which is a plot unit and can be described simply by a tag in a table of
contents, and in terms of being able to give a consistent set of linguisitic
reasons for each division of the text, one finds that the text is divided into

threes and fives. The text presented here for instance had earlier been divided
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into two Acts , one of one scene, and one of four. Stanza A stood apart as
introduction. Certain things about the analysis seemed not quite right, and
when my husband suggested that the break between acts might in fact be a bit
further on , the whole train of consequences of looking at this as a possibility
led to the version presented here which has two acts of three scenes eaeh.

In the process I discovered places where I had not followed my own rules for
new verses or stanzas totally consistently. By making changes that did involve
more consistency I achieved an analysis that reflected the pattern numbers

more fully and one that was tighter in terms of coherence of each unit as a

bit of plot. This experience eased the uneasy feeling one can have that one

may be fiddling with the text to make it come out in threes or fives, or

for other traditions twos and fours. Earlier experience of quickly dividing

a text into lines for a class and making breaks only in places that were either
strongly marked by particles, or obvious breaks in content, and then step-

ing back from the board to discover five lines between each pair of breaks

had given me a rather strong sense that these patterns were really there;

the experience with this text strongly reinforced this assurance.

Let me now discuss in some detail the limguistic bases of patterms that
group lines and distinguish sets of -them. There are four: morphological :
paratlelism in verbs; use of particles; ‘rhetorical lengthening of vowels;
ghifts in aspect, tense or directional markers in-verbs.

Warm Springs Sahaptin exhibits certain features which are of particular
relevance for verse analysis of its narratives. Many of these features are
shared by the other Sahaptin dialects. Like the other dialects of Sahaptin,
and distinct from Nez Perce, it marks the person and number of the subject
and object of the finite verb of each clause through the interaction of a
set of clitics,which distinguish first and second person, singular, plural

and inclusive and exclusive, and a small set of verb prefixes. The clitics

are: naS~a¥~3§ (lst pers. sg.), natad ~ataS~ tas (lst pers. excl.),

na (1lst pers. incl.), nam (2nd pers. sg.), pam (2nd pers. pl.). Two others,
ma$ and matad are set apart by the fact that they indicate the person and
number of the subject and object independently of the verb prefix.Mas
indicates first person sg. subject with 2nd person sg. object; mata$ indicates
that one or the other is plural. When the other clitics are used, however,
their case function depends on the presence or absence of a person marking
prefix on the verb. If there is a 3rd person subject prefix on the verb, then
the clitic refers to the object. These prefixes are: i- (3rd. sg. subject),
pa- (3rd. pl. subject). The prefixes pa- and pata- refer to third person
subjéct with, respectively, third person singular and third person plural ob-
ject. No clitic will co-occur with these , except nam. In that case the pé—
indicates first person object of the second person subject. The prefix a- N

if it co-occurs with one of the first set of clitics, refers to a third person
object of a subject whose person and number are indicated by the clitic. In
the absence of a clitic it is an alternant of i-, or ,in a possessive construc-
tion indicates a third person possessor. In a possessive construction , mas
and matas indicate second person possessors. First person possessors are in-
dicated by the first person clitics.

This.systew-of ‘perses marking,coupled with the fact that noun subjects
dud.objects ordisarily. follevw.the_verb, makes parallel construction of lines
possible in a number of ways. On page six I have gfven an example of the
attachment of the person-marking clitie to a particle, in this case ku, to
create a series of lines beginning with kdta¥. Since these clitics are always
placed at the end of the first word in the clause, except in dependent clauses
when they are proclitic to the first word, one has only to keep the first word
constant to create parallel patterning at the beginning of the line. Particles
2re the most frequently used first words for this purpose. Similarly, the third

P
person prefixes, i-, pa-, pa-, and,patél make paossible a series of lines that
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begin alike, with or without initial particles. Both these possibilities for
parallel patterning in a series of lines are pervasively used in all the narratives
I have recorded, as well as in those recorded by Jacobs.
The possibilities of extending parallel morphological patterning at

the front of the verb word go beyond the person-marking prefixes in Sahaptin.
Prefixes, in second position, like wi- 'distributive' and sapa- 'causative”

. as well as a large number of roots that come first in the verb stem-complex,
make possible parallel verb constructions that are alike at the front of

the word for quite a stretch. Sahaptin hs a very large number of these anterior
verb roots.Many have quite concrete meanings: 'with the hand' , 'on the head',
'while seated, eating, talking, going etc.' 'on horseback' and so on.While

they are sometimes found in lexicalized stems, e.g ganp (éa 'with the mouth',
-np- 'grasp') = 'bite', they can also be used productively to more finely
specify the verbal action. Xdsunaiti- is the ordinary stem for 'ride horseback'
but one can also compound xasu-with any root of motion that makes semse as
occuring on horseback. This makes it possible to create a series of verbs

with xasu- at the beginaing, perhaps following a person prefix and another
prefix such as wi- or §apa: . Others of these anterior roots are less concrete
in meaning, e.g 'after doing something else' . They offer even more pos-
sibility of creating series of verbs whose stems begin the same, because one is
less limited semantically. Linton Winishut in his Coyote cycle makes rich use
of not only the more concrete anterior roots, but also these rarer (in Modern
Warm Springs Sahaptin), more abtract roots. He will often use one of these
anterior roots of more abstract meaning on a series of verbs where it makes
very little sense semantically after the first verb. One expldmation of such
words was that "Linton really likes to make his words long." He is well

known as a skilled user of the language and people were said to be glad that

in his Coyote cycle he was 'bringing out' so many of the old words. Yet verse

analysis of the cycle so far has made it seem fairly certain that his use of
these anterior roots often serves to unite groups of lines in parallel pat-
terning, and consequently to segment the text as well.

The Sahaptin system of marking aspect, tense and direction palys
its own role in grouping lines by parallel patterning, and in segmenting the
narrative by shifts from one particular tense, aspect, direction combination
to another. Briefly, the linguistic basis is as follows. Sahaptin has three
aspects and three tenses, plus two directionals, cis-locative and trans-locative.
The marked aspects zpe habitual, marked by suffix -xa, and the progressive,
marked by suffix -Za. The unmarked aspect seems to be perfective when used
in the past tense; its semantic value in the upmarked tense is less clear to
me. The combination of unmarked aspect,unmarked tense seems sometimes to
function as an historical present, sometimes as denoting an event that has just
happened or is just about to happen. Perhaps the unmarked aspect is best
thought of simply as non-progressive,non-habitual taking its meaning from
the tense it is used with and from other factors of context.In the future tense
1t seems to-indicate arflutute stagle-event, in contrast to a continuing
future activity marked by progressive -sa or an habitual future activity marked
by the habitual -xa. The important thing about the unmarked aspect for
verse analysis of Sahaptin narratives is that it is in contrast with the
other two aspects , and that shifts into it from either of them or from it into
either can be and are used by narrators to signal new sections of the narrative.
The aspect suffixes precede the tense suffixes,and the directional suffixes
( -m 'cis-locative' and -(k)ik- 'trans-locative) come between aspect and tense.
The marked tenses are past (-nas-yaw-a ) and future (-ta). The present is
unmarked except when following either of the directionals. In that case it
has the form -5. The choice of past tense alternant is phonclogically rather

than morphologically determined.



In the same way that the person-marking system and the set of
verbal anterior roots,and the causative and distributive prefixes are
exploited by narrators to create parallel patterning at the beginnings of
lines and of verbs, the system of aspect, tense and directionals are used
to create sets of verbs alike at the end. What one finds, with all the
narrators whose stories I have analysed, are groups of verbs with the
same aspect, tense and sometimes also directional markers.,e.g. iwinaxamg,
ipanéitixamg,iwiyélpnxamg 'he goes, he climbs, he comes up over into view'.
Or note in stanzas §,€, anll D of the first scene of Act I of this myth,
the parallel patterning of verse after verse with verbs in -xana. Similarly,
stanzas E and F have all verbs in the unmarked aspect past tense. This ,
however does not result in as strong patterning because the choice of
past tense suffix depends on the phoneme preceding it. The past tense following
—%a or -xa, sn the~dthee hand; witl.always-be :>aa because they both end in a.
Stanza P is an example of the use of the directional -ik to create parallel
patterning and to segement the narrative. Stanza O had been in the past
progressive -Sana. In stanza P the verbs in verses 59 and 60 are quite
reasonably marked for trans-locative; she is leaving that scene, going off.
The first verb however, in verse 58, is also marked for translocative and
a semantic motivation for this is hard to find. By putting it also in
trans-locative Mrs. Suppah has marked the change of setting. One wonders 1if
the choice of progressive in -Sa for the verbs of 59 and 60 is influenced
by the Sa preceding the trans-locative -ik in the first verb. That Sa is not
the aspect suffix but part of the verb stem waasa-~ 'dance'. So in fact, in
this instance, parallel pattern is achieved by using Qnmarked aspect on one
verb and progressive aspect on the others.

Narrators in Sahaptin use the tense,aspect and directional system

not only to create groups of verbs in parallel pattern, but also to
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segemnt the narrative. A new segment, whether verse, stanza or scene will
often be marked by a shift of aspect, or of tense, or from cis- to trans-
locative or vice versa. These shifts quite often seem semantically unmoti-
vated, or when the shift seems motivated for the first verb in the new section
it may not seem so at all for subsequent verbs. This is especially true

for the directionals. Thus, Sahaptin narrators seem to be doing with shifts

in three categories what Wolfso&a?;und American narrators to be doing with
shift in tense, between past and historical present. It was my familiarity
with her work which led me to look for the possibility of shift in tense

and more specifically shift into and out of present tense as a text segmenting
device in Sahaptin narratives. I found it, but also found shift in aspect and
directional playing the same role.

Another linguistic feature used by Sahaptin narrotors to segment their
narratives is rhetorical vowel lengthening. I had been aware of this feature
as a characteristic of performed narratives, but had been unaware until recently
that at least in Hazel Suppah's stories the lengthening occurs chiefly at
the beginning of sections: verses, or stanzas. It occurs in this role ,of
course, at the beginnings of lines usually in the particle, the person
marking prefix or in a time word or numeral.

Particles play a large role in Sahaptin narratives, Rath in creating
parallel patterning and in marking off sections of the narrative.The most
common particles in these functions are au 'now, then', auku 'and then, and
now, so then', ku 'and,so', anc'a(xi) 'again', kus 'thus', kusxi 'in the same
way' Mr. Winishut in his Coyote cycle also uses ii 'yes, indeed' at the
beginnings of verses and stanzas. This use of ii is interesting because of
the fact that a response by listeners was traditionally required when myths

were told, and that response was ii . Only one of the myths I have recorded
has such a respondent , and I have not yet analysed the position of the

responses in terms of a verse analysis of the text.




Of all the particles used for rhetorical purposes au and auku are
the most frequent and most important both for creating parallel patterning
and for segmenting the narrative.They usually are used at the beginning of the
line but may serve either of these functions at the ends of lines as well.
Parallel patterning within a verse or a stanza may be achieved by placing
the same particle either at the beginning or at the end of lines. Three
lines may be grouped together as a verse by the au that ends each of them.
Three or five verses may be grouped as a stanza by the auku, or au auku
that begins each of them . Mrs. Suppah tends to use several particles at
the beginning of larger sections, or particles in combination with time
words like maisx 'mext day' . Mr. Winishut uses the single particle auku
at the ends of first lines of stanzas. Similarly, Mrs. Suppah often ends a :
stanza with an auku at the end of the last line. The clusters of particles Mrs.
Suppah uses to begin larger sections , as well as the final aukus, make dif-

ficult translations. Au auku au, or au auku kukuuk, which are literally

"then and then then' and 'then and then at that time' are important segment
markers in her texts and must somehow be reproduced in the translation.In
general ,in translations based on this kind of verse analysis one tries to
translate all the things which are important in that narrative tradition in
a way that preserves both identity and contrast.

To summarize this section then, the person-marking system and the system of
aspect,tense and direstional marking , along with the large number of anterior
roots available to delimit the meaning of the main verbal root, and the
causative and distributive prefixes, make possible extensive parallel
patterning both at the ends and beginnings of verb words, and at the begin-
nings of lines. The freedom of placement of particles, and the usual position
of ncun subjects and objects after the verb enhance these possibilities of

parallel patterning. Segmentation of the narrative, apart from that which arises

fror the setting off of groups of lines by parallel patterning, is accomplished
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chiefly by the use of particles either initially or finally, by rhetorical
vowel lengthening, and by shift of tense, aspect and/or directional.

The rhetorical pattern of 'five times' also serves to segment the
narrative. In these myths there will typically be an event or set of events
that will be related in a fairly detailed way. Stanza B is a good example.
Then it will happen again, usually,hut not necessarilysignalled by anl'a
or anc'axi 'again'. This second occurence may be less fully described or
slightly differently related. Subsequent ones may be less complete and perhaps
just mentioned by number. By the third time the narrator is likely to
mention that it is the third time, and almost always does so for the fourth
time. The fifth time is always mentioned by number, and perhaps only by number,
but almost always has a different out come than the other four. That outcome
is often related in a new section of the narrative. For the analyst it is
helpful to look at all five "times", decide what the parts of the five-fold
event are, and see which of the parts are recounted in each of the five
occurrences. This enables one to tentatively treat each part of the event
as a unit, or rather to see if the narrator has done so; to see if s/he
has treated each as a line, or a verse, or stanza, or perhaps even as a
scene. In the text analysed here there is an interesting interweaving of the
five essential parts of the five-fold event in Act I, Scene 1. These parts
are: the mother's going to dig for the day, her return home, her request fo
water, the childrens failure to respond, and her response to that failure.

It was only the later occurrences of the event, where her response is a threat
to leave the children, that made me realize that her getting her own water in
Stanza B , verse 8 is filling that slot. It is her first response to their
failure to honor her request.

In some stories one occurrence of a five times repeated event may be

a whole scene and have separate parts which are stanzas. In some of the stories
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in Mr. Winishut's Coyote cycle, this seems to be the case. In other cases, each
occurrence of the event may constitute just one verse. And, as happens in the
inal scene of the text presented here, it may be that only the first occurrence
is related and a simple 'five times and then' may stand for all the rest. In-
terestiggly, there is in one of Mrs. Suppah's stories a meta-narrative comment
that "everything has to happen five times", spoken in Sahaptin as part of the
story.

It should be clear by now that, as suggested at the beginning,the
verse analysis of these stories is not a mechanical procedure. The techniques
for parallel patterning and for segmentation of the text are used in different
ways by each narrator,. The techniques interact with each other and with the
rhetorical pattern of five-fold repetition of events, and with such aspects
of the narrative as change of scene, of characters, of speaker, to create
the particular organization into lines,verses, stanzas and larger units found
in each narrative.

Before proceeding to the detailed expalnation of my analysis of the
myth presented here, I would like to mention some features of Warm Springs
narratives that do not relate particularly to their segmentatiom into
verses and stanzas. One feature common to all the Warm Springs narratives 1
know , and absent in the myths of their neighbors the Chinookans, is the
frequent use of direct speech without any framing by 'he said' or any such
formula. Knowing who said what to whom is a major problem for an outsider.

In some of the texts in Jacob's collections this practice of failing to
frame direct speech seems to be much rarer than at Warm Springs.

Antoher feature of myths in Sahaptin, and not in Chinookan, is the use
of a special suffix for characters' myth names. For example xuxux is 'raven',

gn ordinary raven you might see flying around. Xuxuxya is Raven, the myth
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character. This feature makes possible a very subtle narrative device, found
in this myth. When Raven flies off, deserting her children, she flies as
xuxux, having dropped her -ya suffix. Similarly, at the very end of the Coyote
cycle one realizes that Spilyai has now become spilya, the ordinary word for

a coyote, and we have meoved into the time of the people whose imminent
arrival Spilyai has been preparing everyone for throughout the cycle.

Further special features of this particular story that should be
mentioned include the use of a personal name for the well-known myth
character T'at'atiyaiyai. The name Aliti'as used in Act II, Scene 1 is,
says Mrs. Suppah, her personal name. Also, the word she uses for the children
she captures, kti'ikti'ima, is her own word for children of this sort. In
addition, the words she uses for penis and vulva in the chant she sings to
her children as she makes them dance are her special words for these body
parts. Of interest also is the fact that this narrative does not have a
single time line of events unfolding as they happen in "real time". Instead
there is a setting up of parallel activities for Basket Woman and the children
once she has set her basket down. The focus is first on them as they cut their
way out and begin their escape, then back to her, then back to them . In each
case the shift in focus involves a stepping back in time.

Finally, a few comments about this story made by Mrs. Suppah. It is
a story told to children who were slow to get water for theor mothers or
grandmothers. A parent in dealing with such a child might just hint at the
story by saying "Cauwiyatna$ wainasa!" 'I'm almost flying!' As we worked on
this and the other two stories about T'at'atiya that she told me that summer,
Mrs. Suppah commented on how strange it was that this woman always did the
dumb things, the detrimental things that people suggested to her; how she

never seemed to suspect them of wishing her i11l. In another of the stories she
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lets Coyote pound her legs with rocks to make them sound as beautiful as

his magically transformed legs; after a few steps the legs collapse under
her. She is a frightening figure but always easily outwitted. This story,
presented here, is one for which Larry George, the Yakima artist has pre-
pared a beautiful set of slides to accompany his telling of the story. In
those paintings T'at'at'iya is indeed a frightening figure.

Finally, some comments about Mrs. Suppah as a narrator. The tight and
finely wrought organization of this story is typical of both her myth and
her experience story narrations. She will not tell a story until she has~had
time to think it through and feels really ready. Her style is spare; every
detail counts. This contrasts with the rich profuseness of many of the stories
in Mr. Winishut's Coyote cycle. The 'predictions" at the end of her myths are
concise, in contrast to Mr. Winishuts which are often interjected many times
as the myth progresses and repeated several times at the end.His emphasis on
the "predictions' made by Coyote is consonant with his stated view of the
history of the tribe as the working out of what Coyote had predicted in
the Coyote cycle. Mrs. Suppah seems to treat the myths just as good stories.
She is very inclined, in speaking of other people's stories to comment on
their style of narration , more than on the content. The stories she tells in
conversation riding in the car or during visits,even when they are new
stories being born as the result of some recent experience, have the same
spareness and use the same stylistic devices as the stories long known and told

for recording.
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Notes on the analysis.

As mentioned at the beginning of the paper, the detailed table
of contents preceding the verse presentation of the myth indicates the
coherence of each verse,stanza, scene and act as a unit of content. The
reader should not mistakenly assume that these units and their capsule
descriptions were the first part of the analysis arrived at. In fact
they were not written out until after I was satisfied that the segmentation
had linguistic consistency. Content was taken into account along the way
but only in conjunction with close attention to linguistic indications
of units. The division into two acts and the point at which the division
is made is dictated most strongly by content. On page six and seven I
have told how the present division was set into motion by my husband.
His suggestion was to consider the story as having two parts, in one of
which the children are with their mother, and in the other are with or fleeing
from Basket-Woman. In reviewing the text with this in mind it seemed to
me that the period in which the children find themselves alone, wander
crying and are heard by the Basket-Woman, found and put in her basket
formed a scene that should be part of the same act as the five times
repeated event which had resulted in their abandonment and capture. In
further support of this division is the fact that Act II then begins with
an event that will be repeated five times, just as Scene 1 of Act I had begun
ith an event that was to be repeated five times. That this revised analysis
involved revisions in the direction of more consistency in giving weight to
the linguistic features discussed in the previous section of this paper,
and that it resulted in a text that had scenes , except for the introcductory
scene, all involving either three or five stanzas strengthened confidence in

the new version.
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I will continue these notes on the details of the analysis by
considering each stanza in turn.

Stanza A is a typical introduction to a myth in Sahaptin (and
some other languages.) It tells who was living there. The past progressive
form of the verb living is also typical for Sahaptin myth introductions.

The division of Stanza A into three verses is not strongly motivated,
except that (2) seems nicely set off by the parallelism of its two

lines beginning with Kwna awala and Kwna pawaEé.(é) is then what is left
of the stanza after (2) is set off as a verse. It has a kind of unity of
content and a bit of parallel patterning in the three verb forms iwaEﬁ,
awala and awala, but not as much as one would like if that were the only
criter;oh'for making it a verse. Notice that no particles are involved in
any of the segmentation of Stanza A.

Stanza B is set off from A both linguistically and in terms of content
and the rhetorical pattern of "five times".First, there is a shift at this
point into the habitual aspect, past tense (-xana). This combination of
aspect and tense continues through Stanza D. Particles play no role in
the segmentation of B into its five verses. In terms of content B is the set—
ting out in full of the set of daily events in the lives of Raven and her
children which take place on five successive days in the five stanzas of
Scene 1. The segmentation of B into verses is almost entirely in terms of the
five parts of this five times repeated event. They are: (1) Raven's going
digging for the day ; (2) Her return home. (3) Her request for water.

(4) the children's ignoring her request. (5) Her response to their refusal

(in B by getting her own water, in D by threatening to leave, and in E threat-
ening to leave in place of requesting , or as a request.) Note that B is the
only stanza in which all five parts occur. Note also that part 3 and part 4

are arranged in verses (6) and (7) so that rather than one request followed

286

by one refusal, there is a request and refusal with one child (6) and
a request and refusal with the other (7). Other mergings and reorderings
of the essential five parts of the event occur in other stanzas as will be
seen.

Though the original division into stanzas of Act I Scene 1 was
in terms of this rhetorical pattern of five occurences of an event, i.e.
a stanza for each re-occurence, there are also strong linguistic clues
for the division. Stanza C ~ begins strongly marked by particles:
au an¥'a maisx 'now, again, next day.... . Each of the following two
verses of C begins with an&'a, giving a parallel pattern that ties the
three verses together as a unit. Furthermore each of these verses
parallels in content one of the verses of B: (9) going to dig, (10) re-
turning home, (11) requesting and being refused.

Stanza D again is strongly marked by particles: and'a maisx "again
next day". The first verse- going to dig for the day has and'a repeated
in each of its two lines, forming a unit set off from (13). This second verse
of the stanza is a fusion of the return and the refusal. No request is
expressed at all in this stanza. Since the refusal _au Eéutza au is
expressed both before and after the return it prevents the return from
being considered as a vers of its own. Verse 14, Ravens response to the
childrens refusal to get water, is in this case a threat to leave. The
rhetorically lengthened vowel seen in the first word of (14) 1is one of
Mrs. Suppah's devices for marking new segments. Thus treating (14) as
a unit has both linguistic and content motivation.

Stanza E is doubly marked as a new stanza. There is a shift of
aspect, from the habitual of the preceding three stanzas to the unmarked

aspect, imAnana instead of imanaxana. The particle auku adds evidence for

the division, as does the piinapamyau 'until the fourth time' which marks
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the fourth occurrence of the event. Verse (15) is a somewhat expanded version
of the going for the day to dig, and is a nice example of filling out a
pattern of three verbs, even if one 1s a repetition. (16) is set off as

a separate verse by the rhetorical pattern: this is the return. Interesting
to note however that the break is re—inforced by the purely morphophonemic
circumstance that the pattern of -na endings on the three verb of (15) is
broken. The final i of wiyanawi- calls for the -ya alternant of the past
tense suffix., (17) is also separated as a verse by being one part of the

fife times repeated event. It is the request, in the form of the threat

which is Raven's response to the children’'s refusal in Stanza D. And the last
two lines of the verse were placed there on the pattern of Stanza A where
request and refusal were in one verse. Looking at this verse again it seems
that there is very strong reason the consider the last two lines as a

new verse, despite the fact that E would then be the only stanza with

four verses. The evidence for treating these two lines as a verse is that
there is both a shift of tense and aspect (from past definite to present
progressive) and heavy use of particles: two au's and cautya. Furthermore ,
the beginning of the new verse would then apttern with the beginnings of

the previous two verses of the stanza.: iwiyanawiya au...., huitya au ...,
cautya au.... The arguments against this change are the previous pattern of
request and refusal in one verse (in B and C) and the rarity of Stanzas

with fouxr verses, in general and in this text in particular. Note that in

the next stanza I have followed similarly strong reasons for setting off the
refusal as a separate verse from the request. In fact these parts of the event
are re-assorted rather thoroughly in terms of which parts go together in

a verse, so the pattern of B and C in this regard is not a strong counter-argument

to separating off the last two lines of (17) as a verse.

Paaxam and maisx, which mean'five times' and'next day'respectively
in addition to the particle au signal that Stanza F_begins here. The first
three lines are united as a verse by the repetition of initial au. This
verse is a good example of the narrator treating as lines segments without
verbs. In terms of the rhetorical pattern of the five parts of the event
that 1s repeated five times, these three lines, with only one verb, represent
'the going digging for the day.
Verse (19) is marked by a double particle, and introduces a new part in the five
part event: the return home , in this case united in one verse with
a combined request and threat. The refusal is set off as verse (20) because
of the combination of au again with rhetorical vowel lengthening. The
resulting stanza has three verses, each starting with au and some other
indicator of a break. It is possible,however,that the last line of
(20) should constitute a verse of its own. That would give four verses
all starting with au and some other indicator, and would match the proposed
four verses of Stanza E discussed above. In fact it almost definitely
should be moved into a verse of its own, taking up the missing number (21).

Scene 2 is very heavily marked for a new section. Its first line has
a doubling up of particles, auku kukuuk as well as rhetorical vowel lengthen-
ing. The second line begins and ends in particle and the whole verse is the
denoument of all that has gone in the first scene.It sets up the situation
for the childrens capture by Basket Woman at the end of the scene and act.
In the Chinookan myths that D.Hymes has analysed the outcome of the "fifth time"
often begins a new major section of the story. My discovery of this
division came about in a strange way, and the absence of a (21) is the result
of a change made after the text had been carefully typed. It was clear from
the start that auku kukuuk and the two aukus of the next line, taken together
with the fact that the next two verses also were heavily marked with auku, were

strong indications of a new section at this point. Paa xam yau , which I
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had had as a line at the end of the previous verse seemed worrisome. It

had vowel lengthening which made it strange as a last line of a section,

and its meaning 'until the fifth time' seemed inappropriate there.

Checking back with my original transcription from the tape I found that
Paa’ " “xam in fact had been transcribed as the beginning of the line

that continues auku kukuuk. It had somehow in repeated recopyings and re-
workings gotten misplaced. Now if one looks ahead to Act II Scene 2 one finds
a very similar first verse of a new section; at the fifth time something hap-
pens which is the basis for what goes on in the new section. This move

of Paa" "' ’xamyau from its mistaken place helped in working out the basic

structure of the story as it now stands.

The three verses of Stanza G are quite easily and clearly set off
from each other. I assume that (22) ending in the cry of the raven is
clearly a unit. (23) and (24) have rather parallel stuctures. Their first two
lines are very similar, with only the placement of xux(ix distinguishing
them. The direct speech which occupies the final two lines imn (23) is
the long over due but futile positive response of the children to thelr
mother's fivefold request. The single third line of (24) repeats the cause of
the mother's flight which she had given in her threat in (17).

Stanza H is strongly marked as a new stanza by the particles and
demonstrativelau kwna auku. Within the stanza (26) is set off as a verse
from (25) and (27) by the final auku on each of its three lines and by the
parallei patterning of its first and third lines which envelop the rather
different middle line. In (27) there is a shift to the habitual, which then
is followed by an immediate shift back to unmarked aspect. The first,
rather long line of (27) is a kind of introductory explanation, and the

first mention of Basket Woman.

O
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Stanza HH (whose designation by a double letter has no significance
beyond the desire to avoid retyping all subsequent stanza designations
because of a late change in the analysis ) is doubly marked as a new unit, a
new stanza: by vowel lengthening and by the initial particle au.The vowel
lengthening alone might suggest only a new verse, as in (36) below. More
important ,however is the parallel patterning of three verbs in lines all
beginning with au, and the fact that the third of those lines clearly forms
the_opening line of a verse that has three lines with verbs in parallel
pattern. Since (30) must be a verse, then (28) and (29) must be verses. The
fact that (30) ends in a line final auku, and that the next lines begin with
auku rather than au both point to the end of (30) as a stanza break. It is,
in fact the end of a scene and of an act. It is the end of the children's
being either with their mother or alone. For the rest of the story they will
be either captives of Basket-Woman or fleeing from her toward ultimate escape.

The break between HH and Stanza I is certainly adequately marked for a
stanza break. The plot organization cited above provides support for the
division into a new Act. Scene 1 of Act II is divided into the five stanzas
1,J,K,L, and M and treated as a scene separate from eene 2 for reasons
similar to those that define Act I,Scene 1 as a unit. Stanzas I through M
are the four unsuccessful attempts of the children to escape from the
basket. The fifth and successful try forms the first stanza of Scene 2, and
its beginning is marked in a way very similar to that of Act I, Scene 2.

The separate parts of the "event" which is repeated five times are less
obvious in this scene,however, and working out the separation into stanzas has
been difficult. The "first attempt” is spread over stanzas I and J. The clue
to the fact that Btanza I ends at the break between (33) and (34), despite
the initial particle auku of (34) lies in my analysis of what the five

parts of the repeated event are. They are: Basket-Woman's packing the children
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uphill , the sister telling the brother to dance, their calling out as if In any case,_Stanza L is sufficiently marked by vowel lengthening,
someone is warning that Basket-Woman's children are burning, Basket-Woman's double particle and change of focus on participant to constitute a new

stopping to listen, Basket-Woman's hurrying on. The clue to this for me was stanza. Its second verse ( 45) indicates that this is the "third time".

that the"fourth time"is in a stanza (M in this organization of the text) Stanza M shifts back to simple past, has a first line marked by initial

that begins Au ipanaitinaq'iya au 'then she finished climbing then'. Now if and final au, and holds together as a unit of three verses all beginning

ome looksiat the first lines of I and J one sees that they are in parallel with au by virtue of the second oen stating that this is the "fourth time'.

pattern as to particles and verb morphology. J's first line does indeed Stanza N has been discussed earlier as heavily marked for scene break,

tell of Basket-Woman's climbing, I's tells instead of her packing the children Its first verse has vowel lengthening, a number indicating that this

on her back. But the second line of I,which must by all indications be in a is the fifth and different time (she sets down the basket and takes off),

verse with the first line, does refer to her climbing. Thus , if one were and five particles. There is also a shift into present progressive. Very

to try to pack all of I and J into ome stanza, the "first happening of the heavy marking indeed. If one looks at the rest of the stanza one notices

event" one would have to ignore this similarity of the two first verses, very heavy use of auku. Verses (51), (53) and (54) begin with auku but there

ignore the second mention of her climbing, and furthermore ignore the is also very heavy use of it at the ends of lines in (53) and (54). And as

fact that the two verses between (31) and (34),though beginning with noted before the stanza ends with auku. In a sense this stanza is thé

auku, do not end in au. It turns out however, that though they are clearly high point of the story, for the children at least. Their plan succeeds and

two stanzas, I and J do , despite the second mention of climbing, constitute they get free at least temporarily, and as it turns out, permanently. Perhaps

the first time. Thus only the first and fourth times begin with mention of this heavy use of auku, which is unusual for this narrator, gives it extra

climbing, and in the fourth it is the finish of the climb. The first and second weight.
times the event happens both end in her hurrying on (verses 38 and 43.), the Stanza 0, with ti'anx au 'meanwhile then' , with a change of locale and
second and third begin with the girl telling her brother to dance. (Verses 39 characters, emphasized by the vowel lengthening of yu'" "'k 'far away' is

and 44) . Linguistic clues to the stanza breaks s presented here are as strongly marked for a new stanza, I had in fact earlier treated it as the first

follows. Those for I and J have already been mentioned. In Stanza K we find stanza of a new scene. Instead I settled on this analysis which breaks the

initial auku going along with a shift into the habitual aspect. Within the scene when the children gre arriving at the river. The final scene then involves

stanza the verses are marked by particles and other features. Verse (40) interactions between the children and Crane and Basket-woman and Crane but

is set off by change of perticipant, and linguistically by the double not between the children and Basket-Woman.

auku. (41) and (42) ar both marked by anc'a , (41) also by the vowel- Stanza P is set of from stanzas O and Q by its use of the trans-locative

lengthening, and (42) by change of speaker. (43) is clearly set off by its in its thre main verbs, verbs that are in the progressive aspect. In

particles, and perhaps the final particle is ,as in HH and J a mark of the beginning of Q there is a shift to simple present progressive and then back

stanza end. into the trans-locative but now in the habitual aspect
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With Stanza S we find multiple indications of a new scene There is the
string par;icle marking at the very beginning, in addition to a switch out of
the habitual into the progressive. The progressive is sustained throughout the
stanza. Within S the verses are set off by vowel lengthening (verses 68 and 70 ),
and by particle auku in (71). Verses 69 and 71 also both involve change of
focus on participant. Noticie that this stanza also ends in a
particle, au rather thaﬂ auku.

Stanza T is marked as a new stanza by three particle at the beginning
of the first line , by a switch from the progressive aspect of the preceding
stanza, as well a change of character focus. Within T , (72) is set off
from (73) by a shift from cis- to trans-locative for the same subject of the
verbs (Basket-Woman). They are also set off from each other by the patterning

..auku ...
auku...au...

of the particles in their two lines. (72) has

whereas (73) has au:s4...au.. Verse (74) introduced by vowel lengthening is

set off as a separate verse that continues to the end of the direct speech.
Verses (75) and (76) again each have vowel lengthening. Furthermore, (76)

is a typical fifth time verse of agreeing to what one has refused the first
four times.

Stanza U is as crucial a stnza for Basket-Woman as N was for the children,
and, like N each of the four lines that are crucial is heavily makrded by
particles au and auku, enough to set each of these four lines off as a verse.
Verse (81) , is set off by vowel lengthening . As the final long verse of a
stanza it plays exactly the sme role as Cranes speech in the preceding
stanza. It is also a typical last part of a Sahaptin myth.; someone who has
been doing bad things is set straight about their behavior when the people
will be coming.

Stanza V is not properly a stanza at all, and is the most common formula

for ending a myth.
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Footnotes and References

Footnotes

1. The articles in which Dell Hymes has reported the development of this
method of verse analysis of oral narratives and its application to a
number of narrative traditions have appeared in a number of journals and
collections. Most of these papers have now been brought together and will
appear in the fall of 1981 as In Vain I Tried To Tell You published by
the University of Pennsylvania Press.

2. Wolfson's early work on the historical present went on the traditional
assumption that the tense had a meaning in and of itself. Collection
of hundreds of conversationl narratives and their analysis led her to
the discovery that this was a false assumption and that it was the
switch into and out of the historical present that was significant. The
function of the switch was shown to be the marking of sections of the
narrative. Particles also play some role in performed narratives in
English but their exact function has not been worked out by Wolfson.
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