THE OLD IADY'S SONC: A PORTIC ANALYSIS
Ieanne Hinton

Poetics and musicolosy are two fields which have remained
quite separate in the past, despite frequent references to the
similarities of the materiasl analyzed in both fields. Songa, the
genre which should unite the fields, have generally been them-
selves torn ssunder instead: musicolomists study the music only,
snd lin-uists and literary analysts inmnore the music and concen-
trate solely on the texts. The fact is that the technigues of
poetic esnelysis, as developed and practiced by scholars such as
Jekobson, Ievin, Halle and Keiser, are equally applicable to
mugic. T should like to illustrste this faet here by snalyzing
a short song takin-~ into consideration both the text and the musie.

The enalysis of this sonz will further function to illustrate
some of the poetic devices used in & tradition foriesn to our own.
The song selected here comes from the rich musical tradition of
the Havasupsi Indians of Northern Arizona, who speak a Yuman language.
Basically, Havasupai poetry differs only in details from other
poetry. The principles of sound euphony, meter, couplinnm, and
other devices explicated by poeticists are not culture-bound--
they are in fact what meke us define a linguistic entity as a
poem. Tt tokes, of course, only the additien of a welodic component
to make us call it & song instead. It should be added that it is
son~, not poetry, that is universal to mankind. The Havasupais,
for example, have no poetry per se: only prose stories, and songs.

The Flood Story, a great Havesupai myth, contains several songs,
of which this is the second or third in most versions. The old
lady's son wents to collect arrowweed to make arrcws, but the plant
grows only in a canyon where the walls clap together to kill all
comers. There also lives there the evil being Owl Man. This song
is the old lady's warnins 4o her sen not to make the trip. (Natur-
ally he does so anyway, snd comes out victcrious.) The song is
transcribed on the next threc payus.

The melody. Jakcbson, Klima and other poeticists stress in
various ways the notion that the functicn of poetic devices is to
intearate a proem. Twn lines of spoken poetry, necesesarily separated
in time, are integrated, brought together, by such features as
repetition of lexical items, rhyme or other types of sound euphony,
by metric principles, by parallel syntactic structures cr semantic
themes, and sc forth. In a song, the function of integration is
further fulfilled by the melody itself. The old lady's song is
strophie -- that is, it is sung to a tune that repeats itself
over and over. 'This is itself an integrating device -~ each group
of four lines of text is integrated with every other group by
virtue of having the same meleodic line and the same metric pattern.

_ A single strophe is an integrated whole in several ways.
(1) Tt can be divided into four sections; the first twe are identiecal
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VERSION AS SUNG ANATYSTS ENGLISH
L1l 9aGaWe°e kamole?e' eaw  kmol-a ° My only bsby

2. Oawe?e kamole?e baby only-vocative My only baby

3. fawe e kamole?e My only baby

4, kemoleom” My only one

2:1. °apa9a haniga?a o 9p§a hani -k3 A healthy man

2. ?apa?a ?ahaniga9a man good, =-affix A healthy man

3. gavo?o ﬁiyuga?a healthy How will you be that

4, ﬁiyuqa”m ; Will you be
ka -V
ind. dem.* -dem.5
(question)

H-yu—
dem.=-be-affix
3:1. Biwava ﬁlyijika?a fi-wa ﬁ-y{-E-k The ones who want that

2. ﬁiya’a ﬁiynjaka?m dem~dem dem-want- (i.e., to be healthy

3. Pakwee Jljamuga?a plural-affix men)

4, fiyujovede ) ) The ones who are like
ti-ya H-yu=-t-k-m that(i.e. want to be
dem-dem dem-be-plural- healthy men)

affix-affix Making mistakes

If that is how they are



A

U

i~

Bl o

. P ¢ s
., ‘Bl vrqo nlyuhuwa?a

nrwa?a t19opamo°e
Qaweﬂ kumolen
famolu°m

P s 2 o r ” F

k§9§°a 1 n1waka°m

"apa s ha’i Ua”a

~I ,

nnvoql nlugka?a
kaea niwa

’ ”
ke C=tam-k

gomething distributive

(reduplication)-

affix
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f=YU=C=vV=C

dem=-be-plural-dem-
nominal
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n-vu  fA-yu-h

dem:dem dem-be-irrealis

wa

If scmeone is like
that (i.c. makes
mistakes)

be in such e position,He is'nt thet way

such a state

S i ’
n-wa ti%op-m

dem-dem necative-affix

eaw  lmbl-c
baby only-vocative

s " '
%paa ?iyuh-o&
man owl-nominal

wii k-kép

rocks distbtwv
(redup)-
clap together

ka-yav

1ndnf dem. - specch
?2i-¥-me
sgy-plursl-affix

ka-9a-1

indcf;dem-there-in
A-wa-l-m
dem=-1live-aff-aff

. v
Ti-wa
?=1live

,
?paa-ha
man-dem

- o, ,~ ’
n=vua n-we-k
dem-dem dem-own-aff

ka-88 _
indef.dem-there
fi-wa
dem-1live

-5 N

(i.e. he isn't a
healthy man)

My only baby
My only one

Owl Man

Rocks Clappine To-
gether

This is what they

say
What threy say

He lives in there
That man lives there
Hc owns that place
He lives there



1 'uwae “1“1 ma”m
. mcte tlkayveka
3. A ena m1yamapa°a
4. mlyuaaba°a

2 _re
. ayu“u kelte°n L
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=S eawc e'k molc9o m,
3. kaya”a ma cvnka’a
4, miyuaahe”a

P
9:1. ?ayuQu ‘keima”a

-, Fd .t rd 6
Pg~wa ?1°1 ma -m
9-7 T sey you-aff

m-tgT . i
you-nevatlvo
tikayv-k
make a mistake-aff

ka- Qé
1ndnf.dem—ther“
m-yam-k
you-co-aff
mB-yﬁ-E-hé
distbtv-be-distbtv-
exhortative

f-ya-k 217t
7-be-aff T say-
completive

Baw kmél-é -m
baby only-vocatv-aff
rd #
ka-yav
indef;dem—spcnch
-ev-k
you-listen-aff

m-yﬁ-E-hé
distbtv-be-distbtv-
exhortative

ra-yu-k  “i7i-m
?-be-aff I say-aff

22 -

I'm telline you
Don't make &

mistake
pon't go there
Ever

This is what I say

My only baby
Listen to my words
Always

This is what I say



(labelled A), the third is ncw material, and the fourth is a
repetition of the last half of A (labelled 1/2 A). By this return
ta the ori~inal neclodic line, the end of the melody is tied to

the beginnins. (2) ILine 3, which is labelled as B, is different
from A in that it contains a different sct of tones. Nevertheless,
the relationships between those tones are very similar to those

of A. TIn other words, they have very similar contours, as shown
in the mraph below. The intervals are differcnt, and the tonality,
but the tune sscends and descends in exactly the same places.

H
Horizontal axis: 1 space = a time value of «°
Vertical axis: 1 space = ocne scmitone
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(3) The melody is further unified by the usc of what, for lack of
a hotter term, we can cgll the tonic tone. This tone is E in the
transcription; lines 1, 2 and 4 all end on thet tone; and if we
count up in eisth-note values the total occurance of E we come up
with a value of 30, as opposged to 8 for ¢, 6 for D. 7 for G and

6 for A. The meclody as a whole, then, can be scen &8 a series of
departurrs from end returns to this base, the tenic tonz.

Meter, Meter is an integrating device for both pocms and songs.
ILines 1, 2 end 3 congist of 8 beats each and are rhythmically
identicel, and line 4 consists of 4 boats end is rhythmically ident-
ical to the last half of any of the preccding lincs. In general,
the precise rhytimic pattern is as showm bolow.

d 447 \J J. 4
72 1 &)

LINES 1,2,3
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Metrically, cach full-len~th line (1, 2 or 3) can be divided
inte halves of equal lennsth, cach havine the abstract pattern below.
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A reinforcing motivation for the division is found in the fact that
line 4 reopresents the second half of a full-lensth line. It will be
scen that this division is reflected in other facéts of the song as
well, in particular vowel harmony.

Iexicel patterns. Going on to the textual waterial,; let us
first investigate it line by line. Rcpetition is an important
inte-ratine deviee in this son~. Many lines are absolutely identical
to each other, and others chanme only by a syllable or two. Below
is & chart of the textual material, with identical or close-to-
ideritical lines labelled by the same letter. The numbers at the
top represcnt the line number; the numbers alons the vertical axis
represent the verse number.

3 D D E1/2D

4 D F A1l/eA

5 B G HI1/eH
6 T B J1/e1
7 K L M N

8 0 A P N

Notice that the sonm cnds on the first line of the strophe.
Verse 8 and 9 together have & sort of mirror symmetry; thet is,
in both tune end text the last group of five lines ends with the
gsame linc it begen with.

The pattern of repetition in this sons is not resular. Nor, I
must stress, will it remain the same from performance to performance
of the same song, cven by the same singer. The repetition of text A
throuvhout the Pirst versc does not change from performance to
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performance, but the rest does. There arc many patterns thet remain
the same throush performances, but rather than go into them here, I
will simply deel with this one performence as a complete artistic
creation in itself., The fact that some of the patierns change
throush performances does not mean that the pstterns are accidental.
Variation is itself hirhly valued amons the Havasupais; it is more
realistic to think of wveriastion as & conscious choice between
possible alternative patterns rather then to think of the patterns
as randomly produced accidonts.

The text parallels the meledy in certain obvious ways. ILine 4,
which is half the lensth of the other lincs and is mclodically the
same as the last helf of lines 1 and 2, is usually a repetition of
half of one of the previous lincs. Only in verscs 7 and 8 is this
pattern broken. 1In the first 3 verses, the melodically identical
lines 1 and 2 nlso have identicel texts. Ilote that the amount of
repetition of lines decrcases as the song coes on. If the singer
desires to mazke the sons lon~er, he uses more repotition, but
the pattern of decreesing the amount of repetition as the song
rmoce on secms to be prevelent in most performances.

Syntactic patterns. I will not attcmpt tc wake a thorough
syntactic onalysis of this son+t, but will instead confine mysclf
to a few comments. One of the most basic and obvious ways in which
a text and a meclody relate is that melodic units and syntactic
units coincide. A synteectic unit misht be defincd as corresponding
to a node on a trec structure. A melodic unit would correspond to
a verse, or line, or half-line, in this song. (The form of & melody
nould of coursec elso be represented in tree-structure form.) An
obvicus exemple of the corrcspondence is that at no time in this
son” docs a word overlap a boundary between two melodic units.
Farthermore, the end of a sentence or clause always comes at the
end of a line, end often at the ond of a verse, Also, each line
in this songz correcsponds to either a noun phrase or a clausc; and
every line (with the exception of line 4 in certain verses) is
heeded by a noun phrase.

S0 an iscvlated verb phrasc as a line of text is nonexistent
in this sonz (with exceptions in linc 4, wherc sometimes the line
consists of an suxiliary verb). One way that isolated VP's are
avoided is by the use of demonstrative proncuns. A sample series
of these is found in verse 3 end 4, (sce transéription). The subtle
differences botweon [/f-wa/, /H-ya/ and /f-va/ are not casily
undergtaucd; further study must be done to elucidate the semantics
of the very rich Havosupai demonstrative system. This prolific
usc of demonstrative proncuns that take the place of earlier clauses
functions, amonz other thinss, to allow 2 line that would otherwise
be headed by & verb, to be headed by a noun phrase. instead.

Scmantic patterns. There is & kind of mirror imagery in the
semantic pattern of this sonz. The first and last person mentioned
overtly is SEIF (that is, thc old lady): the first syllable of the
gon~ is the possessive Tirst person prefix. /7-/ (se¢ sung version--
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this morpheme was not glossed in the analysis column), and the last
line cerrvies the first person subjcct profix /7-7. Frequently
overt mention of the self is deleted in the song, but of course

by & performative analysis the eddressor is present throuzhout in
the underlyin~ form.

The second character mentioned is also the sccond-to-last to
be mentioned, end that is the addressee, "my only baby". The
third and third-to-last theme (beginning in verse 2, ending in
verse 7) is that of "not makinzg a mistake'", not beinz foolish.
Note the chanse in tone as the old lady's song progresses: the
first mention of "not meking mistakes" is not a commend -- she
merely says that in general people who want to become healthy men
don't meke fatel errors. It is only at the end of the song that
she turns this theme into & command.

The final theme is the specific mention of the Rock Place and
Owl Man, besimmins in verse 5 and endinz in verse 7. These four
general themes, then, are imbedded in each other in the manner
illustrated below.

SELF
ADRESSEE
DON'T MAKE A MISTAKE
DON'T GO TO THE ROCK PIACE

|
y

The majority of Havasupal songs, stories and oretions end with
gsome formula such as "This is what I say", or "This is what they
say," or "Listen to my words." In this song, these statements are
sprinkled throushout verses 7-9. Given the Havesupai tradition,
this set of statements is what maekes the song complete. Without
it, the sonz could not be perceived as &n integrated wholc.

Phonolosical patterns: Vowel harmony. One of the most
interestinmg aspects of this song is the pattern of vowel harmony
or assonance. On the next page you will find a chart of the text
which secparates each line into its component eight beats. In the
chart, the space between each solid line represents a guarter-note
time value. Dotted lines have been drawn to semment the off-teat
syllables. The double linc down the middle of the page divides the
first half of each line from the second half. At the bottom of the
chart is a set of numbers indicating the totel number of occurances
of each vowel (a,e,i,o,u,®) in each column. At the bottom right adre
the number of occurances of each vowel in the song as & whole. Stressed
vowel totals are written without parentheses; unstressed vowel totals
arc written with parenthescs.
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The most noticcable chorecteoristic of the text thot comes out
in the chart is the strons predominance of the vowel /a/. Ignoring
the totals that occur in parentheses, we wece thet /a/ has by far
the greatest freguency of occursnce in every column; its dominance
is especially strikine on the first beat of the line and the last
three beats. The sccond most common vowel is /e/; /i/ is very
rare. /[o/ and /u/ ere elsc rare, but of the two /o/ is most
common. One gencral stotement we con make is that [-high] vowels
are strencly preferred over [+high] (141 total occurrences of
[-high] vowels as compared to only 19 occurrences of [+high]).

This is in contrast to a prefercence for peripheral vowcls (a,i,u)
in spcken Havesupai. In speaking, e and o ocecur relatively rarely.

If periphersl vowels are preferred in spoken Havasupai, how
is it that [-high] vowecls predominate in a sung text? Therc are
threc ways to obtain this result: (1) vowel insertion; (2) vowel
shift; and (3) choice of lexicel item. I will go over these
devices one by one.

(1) Vowel insertion: In spcken Havasupei, vowels are inserted
into most consonant clusters and at the end of a word after a
non-sonorent congsonant. The mid-vowels fo/ and /c/ arc almost
never inserted. Generally, /s/ is imserted word-finally, /u/
before a rounded scgment, /i/ both before end after palatals and
alveolars (e.g. /s/, /8/, /t/,/€/), and before [y/; end /ef
eclscwhere. These rules are violatoed in a number of places in
this sonm. Many of the 'viclations' fall under the heading of
vowel-shift, and so will be discussed under thet heading. 1In
some places vowels are inserted in the song where they are not
inserted in speech: for example, the first line: Gawe-e kemo-
le-¢  is in speech /@aw ksmole/. The choice of /e/ as the
inserted syllable after /eaw/ appecars to have been made because
it makes the first half of the line rhyme with the last half.

More often, /a/ is the vowel inserted in the sonz where there
would be no vowel in the spoken version. In line 5-3, for example,
we have an entire CV syllable inscrted: kayopa-2 (spoken version
/kayﬁ/ - /qf does not exist in spokcn Havasupei).

Another way in which speech vowcl-inscrtion rules are viclated
is that the expected /u/ insertion before rounded scgments does not
occur freguently. In fact, u-insertion occurs only in one place
in the song (the unstressed syllable in the 5th beat of line 4-1).
Tlscwherc, we find /i/ instead of /u/. For example, in line 3-1,
vwe get suncs [filwa] instead of the predicted [fiuwa]. The same
happens in lines 4-2, 6-1 and 6-3. We sce then thot while the
feature [-high] is not being selrcted for in this particular case,
another feature [-round] is being selected for. To gencrelize,

the choice in this song is for the more open vowels -- low, or
unrounded ~-- over the more closed vowels -- high, or rounded.

With only one exception -- the /ha/ in line 6-2, which is a
demonstrative affix -- the vowels in the off-beat syllables (the
ones to the risht of the dashed lines) are inserted vowels. In
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the off-beat syllebles, note thet there is a preference for /i/ --
Jjust the oppesite of the /a/ preference in the on-beat syllsbles.
The high occurance of i/ in thc off-beat syllables works to
create a contrast with the rest of the song.

(2) Vowel shift: In spoken Hovesupai, there is a reduction
rule that operates on unstressed vowels., I hove stated that /a/
is inserted at the ends of words; phonetically, this is zmctually
realized as [A] or sometimes [2]. Underlying /o/ is also rcduced
to [A] or [2] if it is unstressed. Thus we can postulate the
following reduction rule:

a-reduction: ao-3 [g}/ i'l:—st.“resrze]

In a song, stress patterns chonge comsiderably. Iet us define
8 syllable that occurs on the beat as being stressed. This means
that every syllable mey be stressed in any given word. Thus the
a-reduction rule docs not npply except in off-beat syllables,
where, we hove seen, it applies rugularly. (The occurance of the
demonstrative ~ha is the one exception.)

Beyond this there are a set of rules specifically for sonzs,
which appear to be optiocnsl. They are:

i=ec/ [;stross] in songs
u-=>0/ [;strcss] in songs

Or, more gencrally:
V- [-high] / {;stressj in songs

Examples of the vowel lowering rule arc:

line 2-3: spoken: [kuvu nlyukq]' »
sung: [kavo- fiynka-a~ ]

line 5-2: spoken: [?"Wii kakoapa]
aung: [7awe-c kSkqu“.j

linc 6-3: spoken: [Hiv é ,§ WiK* ) .,
sung: [fiecvo-o fiiwcko-a

The vowel-lewering rule works both for inscrted vowels and
underlying vowels.

(3) Lexical choice. Iooking primarily at the predominance of
/a/, how much of this can be explained as a natural consequence of
vowel-shift? And how ebout the predominance of /i/ in the off-
beat syllables? Wo have scen thot / / is especinlly common in the
first beat 2and last thrce beats of cach line (beats 1, 6, 7 and 8).
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This is ot least partly o natural consequenc of vowel shift: these
beats consist primorily of prefixes and suffixes, where vowel
insertion tokes place. Nevertheless, in beat 1 meny of the /a/
vowels are the conscquence of lexical choice rather than vowel
insertion. Underlying /a/'s arc found in beat 1 of lines 1-1,2,3,4;
2-3; 4-3; 5-3; 6-1; T=3; and 8—2,3. These underlying /a/'s account
for 11 out of the 19 occurrences of /a/ in the first beat -- over
holf. Furthermore, /o/ is faoirly predominent in beats 2,3,4 and 5
as well, where all the vowels are present in the underlying rep-
resentotions. Finally, despite the fact that /o/ is the most
common insertcd vowel in speech, we find that it is /i/ that
predominates in all the off-beat syllables. All of these facts
ghow that the cholece of lexicaol items plays some rolc in the

song's vowel harmony.

, Rhymec. TIn the first verse, the spoken version of the text is
[8aw kemolc]. Note the addition of /e/ to Gaw in the sung version;
if onything were to be added to the spoken version it would be /a/
or /a/, not [c/. We would expeet /a/ in the sune version if other
processes were not at work. The /c¢/ must have been inscrted for
the purpose of vhymincg with the final syllable of the line. So.
the two helves of the line, separated already by metrical means,
can now be divided on the bosis of rhyme as well., The same
happens in verse 2 (lines 1 and 2, and 4), and in fact throughout
the song. Below is o chart of the vowels ending cach half-linc.

1-1 ¢ o 5-1 o o
2 © e 2 @ a

3 e e 3 =& s}

A €] 4 @
2-1 =a a f-1 a a
2 n a 2 a a

3 ¢ o 3 u =n

4 a 4 a
3-1 a a T-1 a a
2 @8 a 2 e a

3 e a 3 = a

4 e 4 a
4-1 o a B-1 u e
2 a4 (o] 2 Q e

3 @ <] 3 a a

4 Q 4 o
9-1 u a



Dividing cach linc into halves, then, we sce a changing
rhymine pattern in the song. In the first versc, each half-line
cnds in /o/. 1In the sccond each holf-line of lincs 1 and 2 ond in
/o/; in line 3, the half-lincs cnd in /o/; line 4 goes back to [a/.
In verse 3, eonch half of the first two lines cnds in /a/; lines
3 ond 4 have an c-g-c pattern. Throughout the song, then, there
is a shifting rhyming rclation between the holf-lines, almost always
besed on /a/ .and /c/. Ag we saw in the first verse, the rhyme is
not accidental, but contrived. The disinclination to use high
vowels and rounded vowels is even more clear herc; /i/ does not
occur at nll in the half-line-final position; Yu/ and /o/ occur
only thrce times each (o rhymes in one pair of half-lines; u is
scattered and docs not appeasr to join in the rhyme scheme).

/a/ oceurs 31 timcs; /c/ occurs 23 times.

Glottnl stop inscrtion. One device specific to this song
is the strong usec of slottal stops. DMNotice thet in most half-lines,
the vowel occuring on the second beat of the half-line is followed
by o glottal stop and then a repetition of the same vowel. The
glottal stop, then, precedes the third beat of cach half-line,
which is also the one placc where the melody moves upward., This
correspondence between glottel-stop and upward movement of the
melody is just one more way in which text and melody interact.

Conclusion. In this paper, I have concentrated most on the
various aspects of sound cuphony cxhibited in the song. Melodic,
metric, syntactic and semantic poetic devices were also brought
out. As a conclusion, I would like to recview some of the ways
in which text ond melody interrelate and reinforece each other.

(1) In the study of poctry, metor is an importent component;
in music, meter is ecquelly important. In a song, then, meter is
an clement thet belongs to both the music and the text. Just as
meter can be related by correspendence rules to linguistic stress
petterns (Halle and Kaiser, 1966,1969), it can slso be rclated in
much the samc monner in songs. Wo can call a syllable of text
"strons" in this song if it is sung on a beat. There is no rule
that n strong syllable must corrcspond to one which is stressed
in spcken Hovasupai. It appears that any syllable moy be stressed
in sinping. For exomple, line 1 of verse 2 shows two strong
syllables por word (not counting the extra syllsbles added by the
vlottol stop and ccho vowel in cach word): [?apa] end [honige], )
thoush in speaking cach word hos only one stressed syllable [?spoal,
[honige]. The only restriction on the relation between streoss and
syllable strength in the sonz appears to be that a weak syllable
(i.e., ono that oceurs off the bent, such as the [ka-] in the first
line of verse 1) may not be a sylleble that would be stressed in
spoken Havasupni. Tt was noted carlier thot vowel-insertion rules
in this son7 are tied up with meter as well. /i/, which iz not
a preferred vowel in singing, is used primarily in metrically weak
8yllables. Metrieally strong syllables use the /=hizh/ vowels




/n/, le/ or /of.

We cen sec, in ony case, thot elthough moter is considercd
to be a musicel component in sonzs (or at least it is so considered
by musicologists), the text relates to and rcinforces it.

(2) As discussed carlicr, melodic divisions corrcspond to
syntactic divisions of the toxt.

(3) Vowel harmony is tied up intimately with melodic
divigions. Rhyming pntterns are sct up that corrcspond to the
half-line divisions of the melody. i

(*) Glottal-stop insertion corresponds with o rising contour
in the m=lody.

As is the case with any analysis of an acsthetic crecation, one
always fecls he misht be able to delve yot further. We only scratched
the surface of this sonz. It is to be hoped, however, that this
partial anclysis has scrved both to show some of the richncss of
the poetic devices utilized in Havesupail songs and to illustrate
the intimate conncetion between text and melody that one finds not
only in this sonm, bub in songs in general.
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FOOTNOTES

Eanch * shows the stresscd syllrble of o beat. If a vowel hos
two stress marks (¢ ), it meons thet it lasts for two beats.

The Hewvasupai words in this column are written phonemically,
while the sung version is written phonetically. Some differcnces
the transcriptions are due to regular phonetic rules, such as /k/
being - voiced ([g]) in certnin positions. Other differences

are due to rules that npply only in songs. Some of these will
be discussed below.

/-k/ and /-m/ arc difficult to assian meaning to. For discussions
of /-k/ end /-m/ in vericus Yuman languages, sce Iangdon 1970

(pp. 151-154), Kendoll (unpublished), and Winter (1970). 1In
singing, /-m/ is uscd more often thon in speaking, ond it appears
to be sementically wmore rmeneralized.

ind.dem. = indefinite demonstrative

dem. = demonstrative

The Hovasupai demonstrative system is very complex, and will

not be analyzed in detail herc. For some comments on the
Hovasupai demonstrative, scc Isngdon, 1970, Redden,1966(Walapai),
and Koslowski, 1972.

. Unusual construction. In speaking, cobject pronouns always

precede the verb, and the verbal affix /-m/ is never attached
to a noun or pronoun.

. Unusunl construetion. Negotive commands generally put /té/

after the verb being negotcd, ond the personal prefix is not
used with it. Sce Koslowski 1972 for o pertisl deseription of
negotion in Hovesupai. (Cowmands, however, are not dealt with
in his thesis.)

/m.. &/ is used with an auxiliary verb to denotc a habitual
aetion. In this case the habitual form means "don't ever
be like that", i.e. "make a hebit of not being like that”.
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