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Abstract

How to Build a "Folk" Song:
Socialist Bulgarian Song Texts and Folkloric Language in the South Slavic Context

by
Cammeron Harper Girvin
Doctor of Philosophy in Slavic Languages and Literatures
Designated Emphasis in Folklore
University of California, Berkeley

Professor Ronelle Alexander, Chair

This dissertation attempts to investigate the notion of folkloric language in
Bulgarian and other South Slavic languages by problematizing the position of newly
composed “folk” songs in the cultural imagination of socialist Bulgaria. Ostensibly sung by
Bulgaria’s new socialist “folk” and published alongside preindustrial texts in volumes of
national “folk songs,” these texts were presented as a new part of Bulgaria’s national folklore
canon. But although their content describes recent events of World War II and “modern”
socialist ways of life, their linguistic structures often seem to have been modeled on those
of more traditional texts. It is argued that the nonstandard linguistic features that
characterize these socialist-era works were employed in order to lend the texts the air of
“authenticity,” which marked them as legitimate representations of Bulgarian folk culture.

One finds a number of interesting linguistic features in these songs, including
nonstandard orthographic representations of phonology, marked morphological and
syntactic patterns, a distinct lexicon, and special poetic structures. Although folkloric texts
in Bulgarian are often said to contain “dialectal” language, one finds in these songs
relatively few representations of language representative of true regional dialects, that is,
linguistic traits of a limited geographic area. Instead, most marked features of the texts
seem to be archaic in nature: generally, either from Bulgarian as it was spoken in the
seventeenth and eighteenth centuries, or from older Slavic and even Indo-European poetic
traditions. It is supposed that these features are some of the salient markers of folkloric
language in Bulgarian.

To test this hypothesis, a survey was conducted with native speakers of Bulgarian
that asked informants to respond to prompts containing sample lines from folk songs both
with and without the linguistic devices in question. Speakers did, in fact, generally find the
marked prompts to sound folkloric, which supports the idea that the special linguistic
features carry folkloric stylistic marking. When similar features were tested with song lines
in Serbian, however, they seemed to have little effect on native speakers’ perceptions of
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folkloric qualities. This suggests that folkloric language is primarily conceptualized within
culturally specific national linguistic traditions.

As an additional point of comparison, two more song corpora were examined. One
consisted of actual folk songs of the nineteenth and early twentieth centuries (“folk” but
not socialist), and the other was a 1969 album from a popular Bulgarian singer (socialist
but not “folk”). The traits originally identified as folkloric were found in abundance in the
former corpus but were mostly absent from the latter, further confirming the theory that
these traits are primarily limited to folkloric genres.

It is proposed that the specific bundle of nonstandard traits identified in the socialist
songs form a linguistic register in Bulgarian that can be used to mark language as folkloric.
However, speakers often refer to this register (imprecisely) as “dialectal” language. One
consequence of this fact is that Bulgarians often have conflated perceptions of not only
“folkloric” and “dialectal” language, but also of Macedonian. Nonetheless, the evidence
suggests that this register has robust stylistic resonance, both in the socialist texts of the
previous century as well as in the contemporary language.
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List of Abbreviations
The following abbreviations are used in the text and in interlinear glosses:

* 1PL - first-person plural

* 1SG - first-person singular
* 2PL - second-person plural
* 25G - second-person singular
* 3PL - third-person plural

* 3G - third-person singular
* ACC - accusative

* ADJ - adjective

* AN - adjective-noun

* AOR - aorist

* AUX - auxiliary

* CL- clitic

* COND - conditional

* (COP - copula

* DAT - dative

* DEF - definite

* DIM - diminutive

* EXCL - exclamation

* IMPF - imperfective

* IMPT - imperfect

* IMPV - imperative

* INF - infinitive

* INST - instrumental

* INT - interrogative

* LPART - I-participle (past active participle)
* NA - noun-adjective

* NEG - negative

* NEUT - neuter

* OBJ - object

* OBL - oblique

* PF - perfective

* POSS - possessive

* PRES - present
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* VERB - verb
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Chapter 1

The Problem of “Folkloric Language”

Hoeo epeme — HOB8U necHuU
Hapo,zLHa IIOCJIOBHIIA

A new time — new songs
Folk proverb

— epigraph to Gencho Keremidchiev’s article
“HapopeH >XUBOT 1 HApOJHA TTeCeH”
(“Folk Life and the Folk Song”)’

This work arose out of an investigation into a matter that has received surprisingly
little scholarly problematization: the notion of “folkloric language” in Bulgarian. Both
philologists and laypersons in Bulgaria seem to have the distinct sense that certain texts
sound in some way like “traditional folklore,” but little rigorous analysis has been devoted
to identifying the specific linguistic and poetic mechanisms that create such an impression
in a speaker’s mind. For example, when talking about the various “linguistic resources”
(“pecypcu Ha e3uka”) on which authors can draw for stylistic purposes, one literary scholar
invokes the concept of the “folk-song lexicon” (“HapogHo-iecennara nekcuka”) (Stavreva
1988:90), but does not explain what specific qualities are typical of words in this genre.
Similarly, a musicologist may write that a song was composed “in a folk style” (“B Hapogen
crun’) without further explication (Zhivkov 1976:145). While it makes sense that scholars

1. The aphorism (Kermidchiev 1950a:51) is clearly not actually native to Bulgarian (there are only three unique
Google results for a search of the phrase), but instead reflects a borrowing from Russian. Unless otherwise
noted, all translations in this study are my own.



from other disciplines working with lyrical texts might casually use such a term without
elaboration, it is striking that little work by philologists has been devoted to the poetic
qualities of Bulgarian folk texts. Much research has focused on the rhythmic and musical
qualities of folk songs; for example, when a Bulgarian musicologist writes that a song has a
“vividly national-folk character” (“spko HapoaHocTen xapakrep”), he bases this assessment
on “both its metric-rhythmic structure, as well as the melody itself” (“kakTo ot
MEeTPOPUTMHYHATA ¥ CTPYKTYPa, TaKa ¥ OoT camarta mesoguka”’) (Kriistev1958:29). However,
to the best of my knowledge, no study has comprehensively addressed folkloric texts in
Bulgarian in terms of their linguistic structures, by which I mean the phonological,
morphological, syntactic, lexical, and other textual devices that characterize them.

While it is not always clear what philologists have in mind when they say that a text
sounds “folkloric,” one can seek hints at such an answer by looking at texts that are
compared to traditional folklore. A good example of this approach can be found by
examining a literary scholar’s analysis of the poetry of Elizaveta Bagriana:

Pepynia ctuxoBe OT Ha4yazoTO HAa HeWHHWS TBOPYECKW I'BT MOTAT Ja CAYXAaT KaTo
o6paser; 3a TBOPYECKO M3I0/I3yBaHe Ha M3pa3HUTe OOraTCTBA Ha HAPOJHATA MOEe3Hsl.
Eto egyin npumep:

[la BukHa ot Bpbx Enenun,
[la BUKHA, ]a MU OJIeKHe:
— YyiiTe Me, MypH BEKOBHH,
yyiiTe Me, 6e/T KAMBHH,
(9] « ”»
uyit Me i, [Tupus wianuHo... (“Tlupuncka necen”) (Ivanova 1982:48)

A series of verses from the beginning of her creative life can serve as a model of
creative employment of the expressive riches of folk poetry. Here is an example:

Let me cry out from the Elenin peak,

Let me cry out, that my burden might be relieved:
— Hear me, oh ancient firs,

hear me, oh white rocks,

hear me, you Pirin mountain... (“Pirin Song”)

Apparently expecting her audience to recognize what she has in mind, Ivanova does not go
into any detailed analysis of the stylistics of this text; presumably, a native speaker will
simply agree that it sounds like folk poetry. However, upon examination, a linguist may
recognize several devices that are marked or seen as atypical in the standard spoken
language, such as repetition in the phrase da suxHa ‘to cry out,” the vocative address of
inanimate objects, noun-adjective word order in mypu eexosnu ‘ancient firs’ (‘firs ancient’),
and, in the phrase ITupun naanuno ‘Pirin Mountain,” the apposition of a proper noun with



its common-noun referent.” One might assume, then, that Ivanova feels that these features
are reminiscent of “folk poetry.”

Moreover, it is clear that speakers not only share an understanding of what makes
texts folkloric, but they can also actively employ linguistic devices to lend them such
stylistic marking. A widely known song, “Makenoncko peBoitue” (“Macedonian Girl”), was
composed and recorded by the Macedonian singer Jonce Hristovski in 1964 and gained
popularity not only in Macedonia, but across much of the rest of the former Yugoslavia as
well as Bulgaria.> However, many Bulgarians today simply think of the song as a “folk song”
(“Hapopna mecen”) of anonymous origin; most citations of the song on Bulgarian websites
and Youtube, for example, will refer to it as such. Apparently, the linguistic structure of the
song (in addition to the processes involved in its circulation) was sufficient to convince
listeners that the song was created not by a single man in the twentieth century but by
members of a collective, temporally distant “folk.”

It is noteworthy that speakers of Bulgarian possess the metalinguistic knowledge to
recognize supposed “folk” songs based not on their musical qualities but on their linguistic
structure. However, it is perhaps more remarkable that no scholar has attempted to
undertake a methodical analysis of the specific linguistic traits that signal “This is folklore!”
to a Bulgarian audience. This dissertation, then, attempts to address a modest piece of this
question.

While it seems likely that there could be certain linguistic patterns that underlie
multiple genres of verbal folklore in Bulgarian and other South Slavic languages more
broadly, the enormity of this overarching topic has necessitated that the present study
engage most directly with the language of songs in Bulgarian. It attempts to investigate not
only what the most common linguistic features of folk songs actually are, but, in particular,
which traits seem to be most resonant of the concept of “folk songs,” which, for ordinary
speakers of Bulgarian, are the “traditional” texts created before industrialization and the
massive social changes implemented under state socialism in the second half of the
twentieth century. This study approaches these sociolinguistic questions with the
assumption that, beyond the musical qualities of folk songs, a particular set of linguistic
features that resonate with speakers is regularly employed in such texts, and that one can
concretely identify these features.

In order to pinpoint the specificities of these features, this study examines particularly
closely a body of texts produced during a distinct period in history: the early years of
Bulgarian socialism. The texts were published in national collections of folk songs in the
years following World War II and represent what could be seen as a new part of Bulgaria’s
folklore canon that was disseminated to audiences in song volumes alongside older texts.
The hypothesis with which the study proceeds is that the nonstandard linguistic features
that appear prominently in these newly created texts (i.e., those that would not otherwise
be used in the standard spoken language) are precisely those that sound “folkloric” to
speakers. That is, such traits would not have been an expected part of the everyday speech

2. These topics are discussed in §5.9.1, §5.1.1, §3.8, and §5.5.1, respectively, in this study.
3. For discussion of the problem of the Macedonian language and Bulgarians’ perception of it as “folkloric,”
see §1.7 and §8.7.



of Bulgarians of the mid-twentieth century, but they also did not appear at random; rather
they were employed in these songs specifically to reflect the poetic qualities of older folk
songs on the tradition of which they appear to draw. By investigating the linguistic
specificities of these texts, however, one can also see how questions of “authenticity” were
exploited and manipulated in the time period in which the songs circulated most actively.

As such, this work simultaneously addresses matters relevant to the fields of
linguistics, ethnography and folklore studies, and cultural history. While it looks closely at
the use of rhetoric marked as belonging to a specific social group in a specific time and
place, it emerges ultimately from an attempt to engage with basic structural questions
about Bulgarian and South Slavic linguistics. It examines the potential origins of some of
the most prominent features in folk texts, tests the extent to which they are truly seen as
“folkloric,” and ultimately points to the fact that “folkloric language” in Bulgarian is
represented by a specific combination of dialectal, archaic, and other peculiar linguistic
features, most of which represent a nationally specific, Bulgarian phenomenon.

1.1. Songs in Socialist Bulgaria

Indeed, the songs in question represent a particularly rich source of data because of
the specific time and place in which they emerged. During World War II, Partisan soldiers
in Bulgaria had fought against the foreign Axis powers, and, at its close, they succeeded in
overturning the Bulgarian monarchy and helped to re-establish Bulgaria as a socialist state.
Looking closely to the Soviet Union as a model, the new Bulgarian political leadership
directed massive transformations in the social order of the country. Until the second half
of the twentieth century, Bulgaria had been a primarily agrarian nation, with traditional
measures of “modernity,” such as rates of urbanization and literacy, far lower than those of
western Europe. Under the socialist government, traditional agricultural and rural ways of
life were seen as “outdated” and disparaged, and massive initiatives were undertaken to
“modernize” the new socialist state. Great social works projects were begun, and factories,
large apartment blocks, and entire cities were constructed, so that peasants could adjust to
urban lifestyles and begin work in industry. In part, these undertakings were accomplished
thanks to the efforts of volunteer youth brigade workers, who went to labor on projects
building up the national infrastructure around Bulgaria; several songs attributed to these
workers appear in the corpus of songs with which this study works most closely.

Particularly key to the understanding of cultural artifacts produced during this time
is the fact that socialist Bulgaria was a one-party state. Especially in the early decades of
Bulgarian socialism, propaganda in various forms played an extremely prominent role in
national culture. Newspapers promulgated optimistic messages about the successes of
socialism while highlighting the social ills that were inherent in capitalist society. For adult
citizens, official Party affiliation was key for social advancement, but even schoolchildren
learned songs, recited pledges, and took part in official activities designed to strengthen
their adherence to socialist ideology. One consequence of this, of course, is that
contemporary scholars generally view academic literature and other ostensibly non-fiction
works from this period with some skepticism: any individual publishing at this time would
surely have had in mind the necessity of adhering to the Party line in order to ensure his
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own social and personal well-being, and one T
cannot always assume that statements in texts |~ TpbrBam aube, na Gpura ) T

of the socialist era are entirely accurate and not Jlek BeTpeil Ha M3BOPa npunsga
simply constructed for political reasons. panka1a ALGPana miymoau,
.. . KaTo Ye BL3TOPKEHO BL3NIRa
Moreover, the political leadership at the TpYAOBHTE GPHIANNPCKH i,
time can be seen as having initiated a
. . .. . . B Tan Mmeka, cBeTAOKOCa Bewep,
Herderian nationalizing project of sorts as it cnpH KO MeHe, Myprana Pyusno
worked to build a more nationally uniform and HEKEM € 7€0€ COOroM na cu s3cua
. . R i . y1pe TpLrBaM, aube na Gpurana,
visible Bulgarian identity. In short, the soldiers i
and laborers involved in transforming the Snas, ApyiKe, TEKKO e T (hie
, . . Ad He IoNmel ¢ HAWNTE Apyrapp,
country’s social and physical landscape were MO WAAM KOTaTo PAGOTHUI Ycnpine
cast as a new kind of “folk,” and the cultural 1 W Ha CeAO YMAPHHK e Cranen!
artifacts associated with them were presented Kak Oux mokan yxapwik na crama
as a foundational part of modern Bulgaria’s Aa HANXBBPAS BCHUKH CTAPH HOpPMH,
. H Hapen c¢uc mosta Pymsina,
I’IatIOI’.lal culture. New S?Hg Feth were Ha CEAUCTO HM 1A GBAEM rOPAOCT.
consciously gathered and disseminated, and [} .
. . . X Ful ;
they could be found in all sorts of print media. 1 ERERSRAOCT Oyfuo pasunetan,
o CPen BBHITOPr M GPUraZHPCKH 1LY DN,
An everyday citizen would encounter battle i HAM3, HAMA PANOCT 1O roASMA
songs of Partisan soldiers, patriotic anthems OTTOBA na 6'b1a — numnTposeir Gpuranp.
extolling the glories of socialism, and work B ik na Hensnitee

songs describing the joys of labor and new Komananpka wa lll wera
technology. For example, the newspaper for IM BH CTYL. 0TPAA
brigade workers constructing the city of s
Dimitrovgrad regularly printed songs and
other texts created by these youths; an example of such a song appears in Figure 1.1.* Songs
were cited in ethnographic descriptions of historical figures, such as the song included in
Figure 1.2, a page from a volume detailing the struggles of a Partisan detachment in World
War II. It is curious that writers quite often quoted only brief excerpts of songs amid larger
texts. For example, in a historical volume describing a youth work brigade, a narrative
unfolds as follows:

——

Figure 1.1: Nedialkova 1948

I;IOP,Z[aHKa Kp"bCTeBa u BepKa ITomoBa c¢ PaAoCT ce€ BbpHdXa KbM MHUPHHUTE CU
MOMMHCKH 3aHUMaHHUsI — Be3MoTo. B3exa miarta u OTHJ0Xa B €IHa Kbld. Tam ru
nocpeniHaanu € pagoCT, HaMepuJin MM KOHIHW U pa60TaTa 3anovyHana. M AaBeTe
€IHOBPEMEHHO 3aIll0OYHa/IM [a Be€3aT a/JIEHOTO 3HaMe. Okoo 19X ce HaTpylain
JIIOOOMMUTHHU XXeHU U AJela. CKOpO MOAXBaHA/INU U MAPTU3AHCKUSA 6I/ICGP

4. This text, which continues the tradition of songs in which a man bids farewell to his lover before heading
to war, is particularly interesting. Not only does it have a female author but a masculine lyrical subject, it also
uses a line-medial vocative (see §5.1) with the marked word au6e ‘lover’ (see §4.1.3) in the title. It should be
noted that poetry and song were seen as particularly important in the culture of the brigadier movement.
These same newspapers often featured articles describing the songs sung by workers (e.g. Mihailov 1948), and
the labor that took place was often metaphorically compared to a song, as in the headline of Shumkov 1948,
“Hawwusr tpyz e BoaHa niecen” (“Our Labor is a Free-Flowing Song”). For more on the culture of youth brigade
camps, see Zlateva 2006 and Bozova 2006.



Ope]‘[ HO,U‘ O6HaK HeTeme’ Havanunk maGa Mean Punes—Craprak u xomucapaT Mapui ce npi-

CbeAHHABAT KDM TrpynaTta 4YeTHHUH [VIOBAMBYAHH, KOUTO MHCJEHO Ce INpeHa-

caT kbM moGumust [laosaus or npenu Boinara. ,Kpait naambuure u Muano-
qepBeHO 3HaMe HOocenie. . . HUTE MCKPH [PEeJHTalle HAlIaTa MeceH W Ce HOCelle Jajedye HAj CHEXHH

IIAHWHH ¥ TOPH K'bM JIPYrapHTe B rpaja -— KbM HeJeraJuuTe, KbM 3aTBOpe-
(Iordanov 1980:151) :

Yordanka Kriisteva and Vera Popova
joyfully returned to their peaceful
maidenly undertakings -
embroidery. They took the cloths
and went into a house. There they
were greeted with joy, thread was
found for them, and the work began.
And the two simultaneously began
to sew up the scarlet flag. Around

them gathered curious women and Otp, 63, Mocpeane o1 sosaa 1064 1. » -Cans Susuc, Momeriouscaper
. . camooTBepKeHata 6op6a Ha NapTH3aHuTE
children. Soon they started taking )
up the Partisan gem: HUTE 5@ BHCOKHTE CTE€HH Ha 32ITBOpa. C HAac neewue wu Mapmi ~ HAIUHAT

ai06umM Komucap. [ToxxBanaxme no6umata My neces:
Betpe, sipocTeH, Beit no mnosnero,
cBuBail JKuaecT BeKoBeH GyKak —

An eagle was flying under a cloud, K8 CPNRY CHDORN . K} AT

TH He Ule Npeyynuul nak.
Ponenu B GeHOCT, B YeépeH TPyJ,

it was carrying a red flag... KATCHH B GHTKH 58 HOB KHBOF,

R
Presumably, there was more to the song D 2 e D
than these first two lines, but the writer s S

cites only the beginning of the text and

expects the reader to be familiar with the
rest.” In addition to the sporadic appearance
of song texts in other media, there were also entire volumes of song collections, such as
that in Figure 1.3, a volume of songs gathered in youth brigade camps. It is clear that the
early socialists felt that lyrical works were important and wished to highlight the extent to

which citizens were engaged in song in the new socialist state.

99

Figure 1.2: Koev 1962:99

5. When such brief excerpts of songs are included in memoirs, novels, and the like, they are almost always
indented and often appear in bold text. Having observed similar formatting of song excerpts in Soviet texts,
I suspect that both the visual demarcation of these songs as well as the principle of regularly quoting only a
few lines of songs is a practice borrowed from Soviet print culture.

6. One particular theme that is prominent in these songs is that which I would refer to as “metasinging.”
Likely at least half of the songs in volumes of Bulgarian brigadier lore, for example, make some metalinguistic
reference to the act of singing. For example, one song described as originating in the brigadier camps talks
about young men and women singing on the way to a construction site:

Xeil, Hermo3HaTU Jpyrapy U BU XapMOHUCTH!

3acpamere peBoiikuTe, xaiige 1a neem! [...]

Ouute yrpe B XanH60a3 HUI 1iie 3aceTuM

ITbJIEH BJIAK, ITbJIEH B/IaK ¢ Opuragupw v necHu. (Radoev 1986:29)

Hey, stranger comrades and you musicians!



1.2. Dialects and Socialist Bulgarian
Language Policy

MARKA XOPOBA BUBANOTEKA. R

The desire to produce a culturally
unified and modern state also had
pronounced effects on Bulgaria’s national
language policies. Part of the agenda of the
Bulgarian Communist Party can be
expressed as “the development and perfect
refinement of the literary language”
(“pasBUTHETO M YyCHBBPLIEHCTBYBAaHETO Ha
kHKOBHUA e3uK’) (Rusinov 1984:347). A
large focus of this process involved the
“democratization”  (“memoxparusanusra’)
of language, which was to be accomplished
in part by a spelling reform that would make
the written language more accessible and
‘ch3majaT  MOAXOASIIA  YCJIOBHUSL  3a
JIMKBUMPaHe HA HErpaMOTHOCTTAa M 3a
M3UraHe TPOCBETHOTO U  KYJITYPHOTO
paBHHILE HAa UIMPOKATE HAPOJHU Macu’
(“create the necessary conditions for the
eradication of illiteracy and for the raising of
the educational and cultural standards of the broad masses of the people”) (ibid.). Using
the typical fiery rhetoric of the time, scholars made proclamations such as:

Figure 1.3: Boiadzhiev 1950

Bop6ara 3a uncroTaTa Ha e3uKa e 60p06a, e opbaue 3a Kyatypata. KoskoTo no-octpo
e TOBa Op’bJiH€e, TOJIKOBA € TO Mo-nobenoHocHo. E3mKa, 3a KoitTo ce 60puM, e3MKa Ha
HalllaTa HOBA JIMTEpPATypa M KY/ITYpa, €3MKa Ha HallaTa COLMATMCTHUYECKa Halus,
TO3U €3UK HUe CMe J/I'bXHHU He CaMO JIa TIa3MM, HO U []a TO YChbBBPLIEHCTBYBaMe, 3a
Jla CTaHe MOILIIHO OPBXHe Ha KyaTypaTa. (Stoianov 1952:46)

Show up those girls, come on, let’s sing! [...]
By tomorrow in Hainboaz we’ll settle in,
a full train, full of brigadiers and songs.

In a song such as this, the mention of singing emphasizes to the listener that the brigadiers were engaging in
their own spontaneous musical production; a reader encountering such references in volumes of collected
lore later on would understand them to be “authentic.” At the same time, however, one might argue that this
reflexivity produces something of a semantic void: if one only sings about singing itself rather than events
taking place in the wider world, it also creates the impression that there are no other more significant topics
worthy of song.
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The struggle for the purity of language is a struggle, it is an instrument of culture.
The sharper this instrument is, the more it is triumphant. The language for which
we are fighting, the language of our new literature and culture, the language of our
socialist nation, we are obliged not only to guard this language, but also to perfect
it, so that it can become a mighty weapon of culture.

The heavy emphasis on linguistic reform in the socialist era necessarily carried with it the
idea that certain types of language were inherently positive and others were negative.

The greatest tenet of the movement, in fact, was the principle that the Bulgarian
language needed to coalesce into a more unified standard norm. Scholars argued that such
a process had begun at the time of Bulgaria’s national liberation and that it was destined to
reach its culmination under socialism. Much value was placed on the idea that language

should represent the unification of the Bulgarian nation. For example, one sees assertions
like:

HawwmsT mureparypeH e3uK ce 060raTsiBa OT FTOBOPUMHUSI HAPOZAEH €3UK He Cropes
TOBa Ja/u nucatenst e or M3rouna mam or 3anagHa Bwaarapus, a cmopes toBa
IOKOJIKO TOM MOJKe [Ja HallPaBH1 XyJOXXeCTBEH OTGOP OT FOBOPHUMUST €3MK, KOUTO Ja
O'bJie OHSATEH 3a LS HAapoA. HammsT murepaTypeH e3uK JHEC e Ha TaKbB CTa/iuH,
KOTaTo TPsIOBA Jja ce M3y4YaBa HErOBaTa CTPYKTYPa, HETOBUAT rPAMATHYEH CTPOEXK U
PEYHUKOB ChCTAB C OIJIef, Ha MOHATATHUIHOTO My pa3BuTHe. Bopeiiku ce ¢ e3wKa,
BCEKM Hall MucaTen TPsibBa Ja YyBCTBYBa HeroBaTta (OHETHUYHA ABONMCTBEHOCT U
He3aBbpUIEHOCT. Bceky Haun mucares YyBCTBYBA, Y€ HALIMST €3WK € B MPoLeC Ha
ycpBBpuIeHCTBYBaHe. (ibid.)

Our literary language is enriched by the spoken language of the people not in
accordance with whether a writer is from eastern or western Bulgaria, but in
accordance with the extent to which he can make an artful selection from the spoken
language that will be understood by the entire nation. Our literary language today
is at a stage at which one must study its structure, its grammatical construction and
its lexical makeup with respect to its eventual development. Fighting with this
language, every one of our writers must sense its phonetic duality and
incompleteness. Every one of our writers senses that our language is in the process
of reaching perfection.

The implication of this, then, was that dialects were in complete opposition to this
unified, perfected national language. As one linguist explains:

Heka oile BegHBX MogYepTaeM — KHIDKOBHHUST €3UK € OOIIOHAIIMOHA/IHA,
HaJyaneKTHa, opuupanHa ¢popMa Ha OBATapCKUs €3UK U 3aTOBA KPAaifHO BpeMe e
[la TpecTaHeM [Ia T0 OTHKJeCTBsIBaMe WM IIPUPABHsIBaMe C KOUl U [ja € O'bJIrapcKu
[MAJIeKT, MaKap 4Ye OT TO3U AUAJIEKT TO OU MOTI'BJT “ZIa 3aeMe” UHTepecHa [yMa Uin
e3ukoBa popma. (Georgieva 1982:116)



Let us emphasize once more — the literary language belongs to the entire nation, is
super-dialectal, an official form of the Bulgarian language, and therefore it is time
to cease to identify with or give equal status to any Bulgarian dialect at all, even if
one could “borrow” from such a dialect an interesting word or linguistic form.

Accordingly, dialects were denounced as a hindrance to the development of a stylistically
unified, pure, national language. As another linguist writes:

Beue camuaT dakT, ye ce U3rpaXkga KHMKOBEH €3UK, KOUTO TpsAOBa Ja 00CIy)Ba
Le/IMS Hapo[, OTpaHW4YaBa YHKIHUATA HA AWA/IIEKTA. 3al0TO JUAJIEKTHT € TaKaBa
€3MKOBA CUCTEMA, KOATO € OrpaHUY€eHa TEPUTOPHA/IHO, TOBOPU CE OT ONpejesieHa
rpyra Xopa, XUBEeIy B eHO CeUIIEe WU B efuH paiioH. [To auanexkTa Moxel aa
MO3HAeIl OT KbJe € TBOAT ChbOeCeIHUK W HUIIO moBedve. JIUajekTshT ce TOBOPU B
e/IHO 3aTBOPEHO O0OLIECTBO, a HAM-TIABHOTO M3UCKBAHE B HETO € BCUYKH /Ia TOBOPSAT
enHakso. (Lilov 1981b:20)

The very fact that a literary language that must serve the entire nation is being
constructed limits the function of the dialect. Because a dialect is a linguistic system
which is territorially restricted, it is spoken by a particular group of people living in
a single settlement or single region. From a dialect you can tell from where your
interlocutor comes and nothing more. A dialect is spoken in a closed society, and
the most important requirement of it is for all to speak in an identical way.

He adds:

YcBOsIBAaHETO HAa KHIDKOBHHS €3UK C TaKa OYePTAaHUTE My PYHKIIMH U3UCKBA YOBEK
Zla ce OTZe/U OT OTPAaHUYEHUsI €3UKOB KOJIEKTHUB, Jia C€ OCBOGOIU OT YCBOEHUTE B
OeTCTBOTO JUANIEKTHU HABUIM M [la YCBOW JIPYTH, MPEACTAaBEeHU OT HOPMHUTE Ha
OO6IIIOHAPOIHUS KHIDKOBEH e3uK. (ibid.)

The acquisition of the literary language with the functions thus described requires
a person to separate himself from this restricted linguistic collective, to free himself
from the dialectal habits acquired in childhood and to acquire new ones,
represented by the norms of the nationally uniform literary language.

In fact, there seemed to be an understanding that a speaker of dialects would, consequently,
not also know the standard language:

AKO HMe pa3roBapsiMe C eJUH CeJITHUH OT IONCKUTE CeJjia, KOUTO HallpUMep BMECTO
KMeTa, KOHS TPOU3HACS KMETO, KOHO, BMECTO Il[e€ OTH/Ia — K€ 0/Ia, BMECTO MUC/IS —
CMaTpsiM, BMECTO IOpell, — JKEXXOK U [[p., HHe BeJHara Iie pasbepeMm, ye TO31 Y0BeK
rOBOPY Ha CBOS JIMAJIEKT U HE BJIajJiee T. HAp. HOPMM HA HAlllUsi KHUKOBEH €3HK.
(Kiuvlieva 1982:35)



If we converse with a peasant from the Shop’ villages, who, for example, instead of
saying kmeta (‘the mayor’) or konja (‘the horse’) says kmeto or kono, instead of sSte
otida (‘I will go’) — ke oda, instead of mislja (‘I think’) — smatrjam, instead of gorest
(‘hot’) — ZeZok etc., we will immediately understand that this person is speaking in
his dialect and does not possess the so-called norms of our literary language.

The unspoken implication of this sentiment is that a speaker of dialect would be unable to
function as an individual in modern society. Altogether, much rhetoric was devoted to this
topic, but perhaps nothing as heavy-handed as one linguist’s assertion:

BCI/I‘-IKO, KOETO IIp€YU Ha SACHOTAaTa Ha €3HMKa, KOE€TO Iro 3aTbMHABA W IMOKBApsBa,
Bp'bllla I'O K'bM ITJIEBE€/Ida U TPOCKOTAa Ha IMbPBUYHUTE 006/1acTHU HapOJAHU T'OBOPpHU —
d TOBa Ca BCEBB3MOXHUTE [AJUAJIEKTU3MH, MNPOBUHIWATIU3MH, dpPXaW3MH,

TaPpUKAaTCKHU HU3Ppa3U, — HsIMaA MACTO B JIUTEPATYPHUSA €3UK, KOUTO e U TpH6Ba Aa
Ob/le B UCTUHCKUSI CMHUCBHI HAa JyMaTa «CHKPOBHIIHHWIA» Ha e3uKa. (Stoianov
1959:45-46)

Everything that stands in the way of clarity in the language, that obscures and
corrupts it, returns it to the weeds and crabgrass of the elemental regional dialects
— and these are all the sorts of dialectisms, provincialisms, archaisms, and slang
phrases — has no place in the literary language, which is and must be in the truest
sense of the word the “treasury” of the language.

The language of newly composed and published folk songs, then, would seem to be
the product of a tension between two opposing principles. Traditionally, folk texts
published prior to the socialist era reflected the nonstandard variants found in the speech
of individual informants. Thus, folklorists, who had surely been trained to be sensitive to
the nuances of speech, nonetheless felt compelled in the socialist era to normalize the
language of the songs that they were publishing. While they had to produce texts that
would appear legitimately “folkloric” (as they would sound dull and unconvincing if
published in standard prose-like language), these works still needed to be comprehensible
to the masses. In short, songs could be “folk” but not too “folk.” And although it was
generally seen as appropriate to draw on the aesthetic sensibilities of the peasantry in
moderation, any newly created cultural forms should, on the whole, reflect the values of
educated, urban citizens.

One can see hints of this principle in the way that works of particular authors were
critiqued by scholars. The poet Elizaveta Bagriana, for example, was praised as a literary
figure who had been inspired by folklore, but still wrote in a modern, worldly style. She is
described as follows:

7. The Shop ethnic group lives in western Bulgaria; they are often viewed as the quintessentially rural peasants
of Bulgaria.
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[loeTecara e Taka MpPOHMKHATA OT JAyXa HA HApOJHATA IEeCEH, 4Ye TPeIUIhTa
bONKIIOPHY €3MKOBU U TTOETUYECKH CPeZCTBA U B MPOU3BeIeHHs], KOUTO IO IyX U
CTHII Ca, 0011je B3eTO, Jajsede OT HapOJHOTO TBopuecTBo. (Ivanova 1982:49)

The poetess is so inspired by the spirit of the folksong that she weaves together
folkloric linguistic and poetic resources even into works which are in spirit and style,
for the most part, quite removed from the folkloric tradition.

In essence, this scholar says that one of the poet’s talents was being able to employ hints of
folklore in an appropriate, “modern” way. Similar assessments were given of the most
beloved poet of the socialist regime, Nikola Vaptsarov:

M3BecTHO e, 4e B HapoJHaTa NeceH NOJOOHU M3Pa3U HABCIKbBJE Ce YIOTpeOsiBaT B
e/lHa eJUHCTBEHA, MOCTOSIHHA, JOPU KIHinrMpaHa ¢opma. Y Bamijapos obaye Te3u
M3pasM 3ama3BaT CBOsI HApOJHOIECEHEeH IyX, HO OOMKHOBEHO Ca M3MBKHATU OT
MOCTOSTHHATA UM KJIMLIMPaHa ¢popMa U ce U3MO/I3yBaT B CTHXa Ha I0eTa OOHOBEHU
Y U3IIbJIHEHU C HOBO chAbpKaHue. (Mutafchiev 1962:382)

It is well known that, in the folk song, similar expressions can be used everywhere
in one singular, unchanging, even clichéd form. In Vaptsarov’s work, however, these
expressions retain their folk-song spirit, but are usually snatched out of their
unchanging clichéd form and are used in the verse of the poet in an innovative
manner and filled with new content.

Similarly positive values were ascribed to the work of the writer Georgi Karaslavov:

KapaciaBoB 4eprnu OT e3MKa Ha HapoJa LIKMPOKO, 6e3 Aa MposiBsABa C1abOCT KbM
HernoTpeOHU IUaNeKTU3MHU. TOil MO3HaBa TOSI €3UK TaKa JoOpe, KAaKTO IMO3HaBa
0011[eCTBEHUTE OTHOIIEHUSI B CEJI0 M MCUXHUKATA Ha cesiHuTe. CHjlaTa Ha HETOBHUS
€3HK e B pea/in3Ma My, B HEroBaTa eCTeCTBEHOCT, B IIPOCTATA MOCTPOiiKa Ha ¢ppa3ara,
B II'B/THOTO YJ/IaBsIHE HA PUTHMA Ha Pa3roBOPHATA pey, BbB BHUMATEHUS MOJ00P Ha
IOyMUTE 33 TUMU3ALUS U MHAWBUAyanusanus Ha oopasure. (Dinekov 1951:181)

Karaslavov borrows from the language of the people widely, without betraying any
weakness for unnecessary dialectisms. He understands this language as well as he
understands the societal relations of the village and the psyche of the peasants. The
strength of his language is in its realism, in its naturalness, in the simple structure
of the phrase, in his full grasp of the rhythm of colloquial speech, in his attentive
selection of words for the typification and individualization of his characters.

In general, some of the most highly praised creators of popular literature were those who

were able to bridge the gap between the aesthetic culture of the “folk” and the linguistic
demands of contemporary, educated society.
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One might see the creators of folk songs, then, as caught in a similar position. As
this study attempts to show, these newly composed works seem to strike a balance between
“traditionality” and “modernity” in terms of both their language and their textual content.

1.3. Thematic Content and Origins of the Songs

Without a doubt, the contents of the songs in this study create a bridge between the
traditional themes of earlier folk works and novel content that more closely reflected the
realities (or aspirations) of socialism. The songs describe a number of situations and events,
but they typically fall into one of two major categories. On the one hand, several songs extol
the new socialist way of life, typically glorifying the enjoyment of labor. In one song, the
lyrical subject describes the construction of a new dam lake, and another remarks on the
beauty of a female tractor driver. Romantic relations feature in several of these songs, as in
one where a girl tells her mother that she will marry her lover, a miner, if he becomes
successful as a shock worker.

The rest of the songs generally relate to World War II or the idea of political
revolution. Several serve as a call to arms or glorify the soldiers struggling against Fascist
powers. A number of songs describe the deaths of soldiers, often naming specific
individuals who were lost. Interestingly, in accordance with the socialist movement’s stated
advocacy for equality between men and women, the norms of gender are often overturned
in these songs; for example, one lyrical subject suggests the inclusion of “Genka the
maiden” (“moma I'enka”) among the ranks of his military unit. In another, “Dragana” tells
her mother that she will join her male lover to fight “for truth and for freedom” (“3a mpaBza
1 3a cBo60aa”).

The contents of these songs are particularly interesting, however, because they raise
questions about their origins. For example, when a reader familiar with older Bulgarian
folkloric material encounters the above-mentioned song about Dragana the fighter, he will
immediately see resemblances between it and older songs of the national independence
movement in which young men bid farewell to their mothers before leaving for battle. In
fact, it seems that many socialist works borrowed heavily from older songs. For example,
the lyrical subject of one socialist song in this study describes how he will die in Hungary
(instead of returning to marry a woman back home, he will “be wedded to the Drava River”)
because the song borrows elements of a song composed about Bulgaria’s war for national
independence (Keremidchiev 1950a:155-156). Indeed, newly composed songs often draw
heavily on the plots of older texts. The Bulgarian folklorist Pettir Dinekov summarizes the
situation as follows:

KakBu HOBU siBeHUs1 ce 3a0esi3BaT B 00/IaCTTa HA MOETHUKATA MPU ChBPEMEHHUS
donkmop? B HacrosyMss MOMEHT OT HEroBOTO pa3BUTHE MPeo0/IafiaBaT OHWUS
e/leMeHTH, KOUTO MJAT OT MOeTUKAaTa Ha TPaJMLIMOHHATA HapoJHA IleceH. BbB
dbopmMasHO OTHOIIEHHEe ChBpeMeHHAaTa HApOAHAa IeCeH € U3BBHPeIHO TSICHO
CBBbp3aHa C TPaAULHMOHHATA. [...] [Ipeau BcHYKO cpewar ce cry4au, KOraTto HOBaTa
TeceH H3LsIO JisAra BBPXy CTapa IeceH, KaTo ce U3BBbpLIBAT IPOMEHU B
chappxanueTo. (Dinekov 1963:288-289)
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What new phenomena can be seen in the field of poetics in contemporary folklore?
At the present movement of its development, the elements that predominate are
those that come from the poetics of the traditional folk song. In a formal sense, the
contemporary folk song is unusually tightly connected with the traditional one. [...]
Above all, one sees instances in which the new song rests entirely upon an old song,
with changes being made to the content.

He goes on to compare a song about a socialist political prisoner to one describing a
revolutionary from the Ottoman era, and writes, “cuTyainusita B IBeTe MmeCcHU e efHa U
cbia” (“the situation in the two songs is exactly the same”) (ibid. 290).

It is clear that scholars of culture saw this as a natural process. The musicologist
Venelin Kristev, for example, writes:

He ce cbh3gaBaT JHeC v eCHU Ha Xal/ylliKa TeMaTHKa, TeCHHU 3a TYPKCOTO po6CTBO,
HO XM3HEHUTE UHTOHALIMM U Ha €JHUTE, U HA [PYTUTE MOTAT U T€ HAUCTHUHA CITY)KaT
32 OCHOBA Ha MECHM 3a TEIJIOTO HAa HApoAa mpe3 ¢alr3Ma UM Ha MaPTHU3AHCKU
PEBOJIIOLIMOHHM TIeCHU. He Ma/Iko reporyHU MeCHU 3a TAPTHU3aHUTE Ca Ch3Ja/leHU
OT HapOAHWTE MEBUHY B CTU/IA HA CTAPUTE, KPAJIMMAPKOBCKU T€POUYHU TlecHH. Y
TOBAa ChBCEM HE € HAKAKBa MEXaHUYHA MTPAKTHKA, a €IMH OT BEKOBE YCTAHOBEH CTHII,
mpeziaBall, ce OT MOKoJeHHe Ha mokoiHue [sic]. [...] BsapHo e, ye o6iecTBeHO-
MKOHOMMYECKUTE YCIoBUs B bbarapus ot Bpemero Ha Kpanu Mapko 10 PakoBcku
u Xamku JUMUTBP CHIIECTBEHO C€ Pa3/MYaBaT OT AHELIHUTE, HO HUMa U Kpanu
Mapko, u PakoBcku, v JIeBCKM, ¥ MapTU3aHUTE-KOMYHUCTH KaTO HOCUTENU Ha
PEBOJTIOLIMOHEH MOPaJl, Ha HApOJHATa MTPAaBAA, 3aIIUTHUI[A HA TOPOOEHUST HAPOJ, He
OXXMBSIBAT B CH3HAHMETO HA HAPOJHUsS TeBel] KaTo GIU3KU, CpoaHu o6pasw,
HOCUTE/NM Ha €JHM U CBIIA BUCOKM Hpeanu? A ToBa BOAM U A0 OGIU30CT B
MYCHKaJIHHS CTHI Ha BhIUThIaBaHe. (Kristev 1958:159)

Today no one creates songs on the theme of haiduks, or on songs of the Turkish
occupation, but the vital meanings of both one and the other can in fact serve as the
basis for songs about the suffering of the folk under fascism or for the Partisan
revolutionary songs. Quite a few heroic songs about the Partisans were created by
folk singers in the style of the old heroic songs of Prince Marko. And this was in no
way some sort of mechanical practice, but rather a style established for centuries,
passed on from generation to generation. [...] It is true that the socioeconomic
conditions in Bulgaria at the times of Prince Marko up to those of Rakovski and
Hadzhi Dimitar differed considerably from today’s, but do not Prince Marko, and
Rakovski, and Levski, and the Partisan Communists as carriers of the revolutionary
spirit, of the truth of the people, defenders of an enslaved folk, come alive in the
consciousness of the folk singer as familiar, kindred characters, carriers of the same
greater ideals? This leads as well to similarity in the musical style of such
reincarnations.
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It is clear, therefore, that newly composed folk songs were presented as an organic
continuation of older, established national traditions. Folklore scholars in the era of
socialism, thus, were not only keen on showing how earlier forms of folklore had conveyed
the same revolutionary spirit that inspired socialism, but they also explicitly granted
legitimacy to newer socialist creations as authentic works belonging to the “folk.” Stalin
famously established a mantra, promulgated throughout the Eastern Bloc, that socialist
culture should be “national in form and socialist in content.” While the contents of these
songs did, in fact, reflect newer sociopolitical attitudes, they could be seen by ordinary
citizens as a familiar part of their own culture.

1.4. Censorship and Political Uses of Bulgarian Folk Songs

The question of the individuals creating these songs, however, is somewhat more
shaky. New socialist songs were presented as having come straight from the “folk”; for
example, the folklorist Gencho Keremidchiev introduces the songs in his volume as follows:

[leeiiku mo-rossiMaTa 4YacT OT CBOUTe TPAJULMOHHU HAPOJAHU NEeCHU U B
ChBPEMEHHHUTE O0OLIeCTBEHO-TIOJIMTUYHHU U KY/ITyPHHU YC/IOBHS, HALIUAT HAPOJ, He
MpecTaBa /Ia TBOPU U HOBU MOETUYECKU BUIOBE ¥ 00PA3LIM — WU3Pa3sIBAMKH 10 TO3U
HQUUH HaCTBIWINTEe W3MEHHEeHUsI B CbIbPXXaHHETO Ha CBOS JKWBOT 4pes3
3HAQUMTE/THO U3MEeHEeHH XY 0XXeCTBeHH II0XBAaTH U CpeACTBa. Taka Toi onpoBeprasa
HaumTe Oyp>XoasHU (PONKIOPUCTH, KAaKTO U HSIKOM HEMOCBETeHW B Ta3u 00JacCT,
KOWUTO TBBPJSXa, 4Ye Ce HaMupaMe IpeJ, Kpas HAa HApOJHOTO IOETUYeCKO
TBOPYECTBO, Y€ BEK'bT Ha TOBA TBOPYECTBO e Bede 3aBbpini (Keremidchiev 1948:9).

In that they sing the greater part of their traditional folk songs under the
contemporary sociopolitical and cultural conditions as well, our folk do not cease to
create new poetic forms and models — reflecting in this way the changes that have
taken place in the substance of their lives through significantly changed artistic
devices and techniques. Thus, they refute the bourgeois folklorists among us, as well
as those who are uninitiated into the discipline, who have asserted that we are
nearing the end of folkloric poetic creativity, that the era of this folklore has already

ended.

He then goes on to add, “/lnec Hue cme cBuaeTenH, Ye HOBaTa U Hali-HOBA ObIrapcka
HapOJHA moe3usi ce TBOpH npe Haiiute o4n...” (“Today we are witness to the fact that the
newest Bulgarian folk poetry is being created right before our eyes...”) (ibid. 11) Similarly,
folklorist Tsvetana Romanska insists of Partisan songs: “Texuu TBOpIH [...] Ca HECHMHEHO
camute maprusanu’ (“Their creators [..] are undoubtedly the Partisans themselves”)
(Romanska 1964:148) and says that these songs are ““cTUHCKM MOETMYHH TBOPOU Ha
ceBpemenHust ¢ponxnop” (“real poetic creations of contemporary folklore”) (ibid.). Most
folklorists did describe a division of sorts between the pre-socialist tradition and newly
created works, but all took care to emphasize that these works were an important part of
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Bulgaria’s national folklore because they were cultural artifacts of the ordinary socialist
citizen.

Even taking into account the distrust that many contemporary scholars might feel
towards socialist academic writings, it seems only logical that these statements could be
mostly true. On the whole, one should indeed expect that many individuals who believed
passionately in the socialist cause were singing songs about the struggles they had been
through and the new way of life they were coming to experience. Obviously, socialism came
to take hold in Bulgaria because of the commitment of many men and women to political
revolution; surely these individuals would have actively carried on the process of creating
new works in the tradition in which they were brought up.

At the same time, one must in retrospect take into account the specific historical
conditions under which citizens were singing and folklorists were collecting and publishing
their work. There was clearly an awareness among political leaders that lyrical culture and
folklore in particular made for effective propaganda. For example, the folklorist Tsvetan
Minkov writes:

DoNKIOPBT € egHO OT CpeAcTBaTa 3a 60pba cpelly MOMUTUYECKUTE U Ky/ATypHU
yTHeTUTEe/H, IEeMOHCTpAlysi Ha HALMOHAa/HATa U KYJITYpHA 000COGEHOCT.
Pa3Butrero Ha (ONKIOPUCTHKATA CHBIAZA CHC 3aCHUJIBAHETO TMPOrPECHUBHO-
IE€MOKPATUYECKOTO TeYeHHe B HAIMOHAMHO-00IecTBeHuTe Gopbu. (Minkov

1950:13)

Folklore is one of the means for fighting against political and cultural oppressors, a
demonstration of national and cultural distinctiveness. The development of
folkloristics coincides with the strengthening of the progressive and democratic
movement in national social struggles.

This was the official line taken by members of the intellectual community: folklore and its
study could, and, in fact, should be used for political purposes. In his 1973 address to
scholars at the Second National Symposium of Folkloristics, for example, Veselin
Hadzhinikolov, Director of the Ethnographic Institute and Museum at the Bulgarian
Academy of Sciences, informed his audience:

Hamata cbBpeMeHHa QOMKIOPUCTHKA Ce€ OMUPAa HAa MApPKCUCTKO-JIEHUHCKATa
METO/I0JIOTUSI U CH CNIY)KU CbC CrielupHIIUHA METOAU Ha u3cjenBaHe. Ts yepnu
OINUT U MPUMEPH OT HAN-BUAHUTE CHBETCKU U JPYTH MPOrPeCUBHU GOTKIOPUCTH,
BKJIIOYMTETHO M OT TPAAMIIMUTE Ha G'brapcKaTa peBOJIIOIMOHHA U JeMOKpPAaTHYHA
QONKIOpUCTHKA, M C€ XapaKTepu3upa C HAKOJIKO OCHOBHU 4epT |...]
(Hadzhinikolov 1976:8)

Our [Bulgarian] contemporary folkloristics is grounded in Marxist-Leninist

methodology and makes use of specific methods of research. It draws on the
experience and examples of the most eminent Soviet and other progressive
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folklorists, including the traditions of Bulgarian revolutionary and democratic
folkloristics, and is characterized by several features |...]

Among the features Hadzhinikolov lists are the presumption that Bulgarian folklore is used
in a “struggle against oppression and exploitation” (“60p6a cpelly MTOTHCHUYECTBOTO U
excruroataumsaTa’) and that “folklore, as one of the important forms of expression of
national consciousness, strengthens national and socialist patriotism” (“HapogHOTO
M3KYCTBO KAaTO €JHO OT Ba)XHMUTe (OPMHU 3a M3sBa HA HALMOHAIHOTO CaMOCH3HAHUE
yKpeIliBa HapoJHUs U couuanucTudeckus nmarpuorusbsm’) (ibid.). It seems reasonable to
assume that neither the texts analyzed in this study (all of which were compiled by
folklorists, many of whom may have been present at this very same conference), nor those
found in other types of works, are direct transcriptions of songs collected straight from
ordinary citizens. In fact, while many published songs note a supposed place of origin, only
a handful name the individual from whom the song was collected, and none provide any
documentation of this process. Any collection of folklore published during this period
would have been created at least with an awareness of the type of folklore that was most
desired by the Communist Party and its functionaries, if not with the immediate goal of
producing propaganda.

Although no specific details on the background of the songs in this study were
uncovered, one can get insight into the way in which songs were gathered for political
purposes at this time by examining the dynamics between the young people participating
in youth brigade projects and party functionaries that were sent to work sites. Songs and
other types of texts composed by the —————
brigadiers were carefully collected K O H K y P C _
and published widely; calls for such :

texts, such as the announcement of a
contest shown in Figure 1.4, appeared
regularly in workers’ publications. In
the first years of the brigades, the
youth workers had already developed
their own practices of writing songs,
poems, stories, and other personal
accounts of their experiences, but in
1948, a decision of the Central
Committee of the Dimitrov Youth was
made that cultural production at
these sites should be shaped more
directly. “Cultural brigades,” made up
of official members of the Bulgarian
Writers’ Union (who would have toed
the Party line quite loyally), were sent
to various sites to oversee the cultural
production of the brigadeers and to

give them “methodical and material” Figure 1.4: Mlada Gvardiia, July 19, 1948, p.8

C uen na noatukHe MaanexmuTe K'bM TBOD-
HECTBO M XYNOXECTBeHa CaMONeHHOCT, OTpa3s-
BalllH N'BAHOKPBBHUS GDUragWPCKM KHBOT, Iua-
ObT Ha GpHrazaTa 0GSBSIBA CAeNHHTE KOHKYDCH:

1. 3a nait-noGpe cnucan u xymosxecTae-
HO 0(OpPMEH CTEHBECTHHK.

2. 3a Haii-no6po CTHXOTBOPEHHE, Pa3Kas,
PENOpPTaX H NHEBHUK W3 GPHrAMHPCKHMA JKHBOT,

- 3. 3a Hafl-noGpa kapTHHa WaH ckuia, oT-
PassBama xkuBOTa B HamaTa Gpurana.

TBopGure 3a koukypcute TpsGea na G-
ZaT NPeACTaBEHH B KYATYDHO-NPOCBETHHS OT-
Ze/ Ha Wwaba B CNeJHMTe CPOKOBE: CTeHBeCT-
HHUMTE — 10 31 oMW, nuTepaTypHuTe M xy-
AOWECTBEHH PAGOTH — 110 5 aBrycT, NHEBHH-
uute — no 10 asrycr,

Koukypesr He e awonumen. Harpanure
uwe GBAAT NONbLAHHTEAHO onpeneneHH.

XKenateano e KOHKYpCa na B3emaT yyac-
THHE KOJKOTO € B'B3MOXHO noBeye 6pHranupu.
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(Zlateva 2006:67) direction. Hints of this process can be found in a short interview with the
composer of the official “Brigadier March,” Ivan Burin. When asked about the origins of the
march, he first explains that he was one of the first to take part in the construction of the
Pass of the Republic, a road through the central Balkan mountains. He says that a
competition was announced for the creation of a brigadier march, and his song was
selected. Then, however, a composer from the Central Committee was sent to help with
the arrangement. Burin explains that, even though the song was originally his creation, the
professional composer “helped” him to change it:

KapacTostHOB ro nmpoyere CbCpeoATOYEHO U Ka3a, Ye TeKCTBT e MOAXOAL 32 MapliL.
[Tpennoxxu Mu a pa3meHuM Kyrutetute. Mckax ga usbsrHa ¢pandpapHOCTTA, KOSTO
MPUCHCTBYBallle B MHOT'O OT TOTaBalIHUTEe CTUXOTBOPEHMUSI, U 3alI0YHaX C KapTHUHa:
,2IIpenuBaT peyHnTe Koputa . ONMUTHUAT TBOpeEL, MMpenoyeTe 3a Ha4yaao KyIUIET,
KoWiTO 30Belue: ,Enare, xunsaau mnagexu’. AceH KapactosiHoB ce 060CHOBaBa Taka:
eIMH Maplll, 0COOEHO MJIaJIe)XKH, U TO 3a TAKOBA ABM)KEHHE KaTO OPUTraIMPCKOTO,
Tpsi6Ba Aa moyHe ygapHo u npususHo. (Klimentov 1986:15)

Karastoyanov read it attentively and said that the text was suitable for a march. He
suggested to me that we switch around the verses. | had wanted to avoid the whole
pomposity that characterized many of the poems of the time, and I had begun with
a scene: “The river banks are overflowing.” The experienced creator preferred for the
beginning a line that would ring out: “Come, thousands of youth.” Asen
Karastoyanov justified this on the grounds that a march, especially a youth one, and
at that, one for such a movement as the brigadiers’, had to begin forcefully and
stirringly.

The above is an example of how the regime controlled brigadier cultural expression; it is
clear that this work, attributed to an ordinary brigade worker, was no longer solely his own
creation.® I might similarly expect that, even if certain songs may have had their origins in
the mouths of ordinary citizens, editors of folk song volumes may have taken liberties with
their publication. Textual evidence, as described in §8.3, points to the fact that this clearly
occurred with orthographic details, but there is no way to be sure that it would not have
taken place on a larger scale with other elements of texts as well.

1.5. The Problem of “Authenticity”

These historical facts, then, highlight the concern with “authenticity” that invariably
comes into play when one works with folk texts of uncertain provenance. Various schools
of folkloristics in different periods have approached the study of anonymously created
representations of group identity in various ways. While earlier scholars often looked on
folkloric creations as ancient treasures of a declining, pre-modern “folk” class to be

8. In fact, this song was included in the March Corpus analyzed later in this study (see §1.8), and Burin later
became a celebrated national poet himself.
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preserved and treasured, scholars later came to explore the social processes that shaped
the development of folkloric works, and, finally, have begun to address more reflexively the
effect of their own involvement with cultural material. One might understand the songs
analyzed in this study differently within all of these frameworks. Scholars such as
Richard Dorson have devoted a great amount of attention to the social value of folklore,
particularly by attempting to develop criteria and definitions for what is “genuine” folklore
and what merely amounts to “fakelore.” According to Dorson, who coined this term,
fakelore “falsifies the raw data of folklore by invention, selection, fabrication, and similar
refining processes [..]” (Dorson 1959:4). He uses this term to refer to cultural
representations in a form suitable for popular consumption particularly when they have
been manipulated for “capitalistic gain” (ibid.), but he also clearly sees fakelore’s potential
for political exploitation. In fact, Dorson criticizes methods of folklore research and
publishing in the Soviet Union by describing a situation directly analogous to socialist
Bulgaria:

The Soviet government has encouraged the writing of legends and heroic songs by
the collective-farm workers, awarded them prizes, and honored them at the national
conventions for Soviet writers. For the Communist Party ideology, folklore is made
to order. (Dorson 1976:20)

He even cites Soviet songs about beautiful tractor drivers (ibid. 58-59), which resemble the
song “Kalina the Tractor Driver” described in §1.3. Dorson and others from his school of
analysis would likely view the songs included here with skepticism, disregarding them as
inauthentic, impure “fakelore.”

Similarly, the European historian Eric Hobsbawm put forth the idea of “invented
tradition,” defined as “a set of practices, normally governed by overtly or tacitly accepted
rules and of a ritual or symbolic nature, which seek to inculcate certain values and norms
of behaviour by repetition, which automatically implies continuity with the past. In fact,
where possible, they normally attempt to establish continuity with a suitable historical
past” (Hobsbawm 1983:1). Infusing newly developed practices with the idea of a long-
established tradition, Hobsbawm goes on to show, lends authenticity to such practices so
that they can be taken as legitimate representations of nationhood.

The newly created lore in socialist Bulgaria would seem to be a prime example of an
invented tradition. The works analyzed in the present study often employ older linguistic
and poetic styles, which give them a sense of timelessness. Theorists operating with
Hobsbawm’s theories in mind would find this material to be less legitimately “folkloric,”
however, because of its potential for propagandistic use and the immediacy with which it
arose in the new socialist era. Hobsbawm also states that the invention of tradition is most
common “when a rapid transformation of society weakens or destroys the social patterns
for which ‘old’ traditions had been designed, producing new ones to which they were not
applicable” (ibid. 4). This would seem to describe exactly the situation in Bulgaria and
Yugoslavia in the 1940s: socialism’s psychological break with the rural past rendered
traditional forms of folklore obsolete, so updated canons of folklore and ways of presenting
it had to be created for the new society. To be sure, one cannot with any certainty accept
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the texts in this study as creations of anonymous individuals that became well-known solely
as a result of organic circulation.

On the other hand, contemporary folklore theory might approach these texts with
more nuance. As folklorist Regina Bendix (1997) has convincingly argued, the construct of
“authenticity” is largely a superficial one, engendered in many ways by the discipline of
folkloristics itself. Any work has to find its origins in one person or another, and examining
the social import with which it is imbued in the present is a more precise and telling
endeavor than attempting to ascribe value to it based on a locatable point of origin in the
past. While it might now be impossible to track down a singular creator—be it a member
of the “folk” or the intelligentsia—of any of these texts, one can certainly see how the
authenticity of these works was constructed by their regular employment in
representations of socialist culture.

In fact, one might attempt to build on Bendix’s theory and assert that, regardless of
the uncertain origin of these songs, in a sense, they came to gain a type of authenticity over
time. Many of the songs seem to have been performed often enough in socialist Bulgaria
that members of the public ended up learning them by heart; whether or not every
individual citizen identified with the song itself, the knowledge of socialist folk songs
became something that joined together the citizens of Bulgaria and served as a symbol for
the socialist society. Authorities were surely aware of this fact; speaking of certain songs
that had been learned widely in socialist society, Venelin Kristev states that “thanks to a
simple formal construction, to the unusually accessible and familiar melodic language”
(“6maromapenue Ha mpocrara ¢popmaiHa MOCTPONKA, HA U3BBHPEIHO AOCTHITHUS U MO3HAT
MmenoguyeH e3uk’) these songs “become immediately fixed in the mind of the mass
audience” (“ce 3amameTsiBat BegHara ot MacoBus caymaren’ ) (Kristev 1958:44). Moreover,
the most telling evidence of the symbolic power these songs gained are the reactions of
individuals in Bulgaria upon hearing about the research that made up this project. While
almost everyone over the age of thirty or so could readily recall particular songs from the
socialist era, the strength of their reactions to the idea of research into socialist-era songs
varied from confusion to dismissive anger. For better or worse, it is clear that these songs
had an important role in representing the culture of socialist society.

In addition, there is evidence that some of these works were not only learned in
official social contexts like schools or public assemblies, but that they also circulated in a
more “organic” fashion. One well-known song, “Mmana maiika egro mu yemo” (“Mother
Had a Child”), originated in the Partisan era, but is now generally thought of as a “folk”
song; when popular artists record it today, they usually cite it as such. Moreover, it can be
found transcribed in various sources with, for example, either a western variant of the word
‘black’ (yspsero) or the standard one (uepsero). The title line of the popular song “The
Partisan Prepares to Go to War” can be found with standard word order (“ITapTu3sas 3a 6oii
ce cTsra”) in some renditions, or with marked word order (“ITapTusan 3a 6oii ce crsira,”
using nonstandard clitic detachment described in §3.6.2.2) in others.? Even the song in my
study that most vividly demonstrates socialist culture, “Kalina the Tractor Driver” (“Kanuna
TpakTopucTKara’), shows variations. While Makedonska (1988:199) explains that it was

9. am indebted to Borislav Georgiev for this observation.
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created in 1949 as part of an agricultural campaign for the sowing season, it was also
recorded in the villages of Resen, Rainino, Slomer, and Zhitnitsa with slight variations
(Mollov 2014). While these songs may have had relatively clear dates of creation and even,
occasionally, identifiable single authors, it would seem that they, and presumably other
songs used in this study, did have value as texts that circulated among the broader
population.

These facts, then, are what make the songs in question so valuable for the study of
folkloric language. They may well have been constructed or at least shaped by members of
the intelligentsia, far removed from the battlefields and construction sites from which the
songs were purported to have come. More significantly, though, they were seen as
resembling, at least to a passable extent, “real” folklore. Of course, socialist Bulgaria had
numerous disaffected citizens, and surely not all Bulgarians bought into the idea of these
songs or saw them as anything more than pathetic attempts at propaganda. On the whole,
however, it would seem that these works held a strong enough position in society that they
were ultimately considered to pass muster, as it were, as legitimate expressions of the
Bulgarian people.

1.6. Folkloric Language as a Register

Indeed, it is for this very reason that these songs were selected to form the backbone
of an inquiry that is, at its heart, grounded in the discipline of linguistics. They represent a
defined body of texts classified by socialist-era editors as “folkloric,” and therefore
constitute material upon which quantitative analyses can be based. Furthermore, the fact
that they are recent compositions allows for particularly pointed inquiry into the nature of
their language. One could attempt to investigate concepts of “folkloric language” by
working primarily with one of the classic collections of Bulgarian folklore gathered in the
nineteenth century. However, such “timeless” songs have far murkier points of origin:
although such songs were transcribed as early as the eighteenth century (Markov
2004:549), they were surely the product of a long period of prior cultivation. It would be
difficult to say in such a case whether many of the linguistic aberrations that would be
found in such texts were used relatively consciously as stylistic ornamentation, or whether
they were present simply because they reflected the ordinary spoken language at the time
of the song’s inception. In contrast, the songs in this study were clearly created in the
middle of the twentieth century, at a time when phonological, morphological, and syntactic
norms were more or less equivalent to today’s standards. Therefore, any linguistic features
seen as unusual today in songs composed under socialism would likely have been used not
because they were a part of ordinary speech at the time of their composition, but because
they carried some sort of emblematic stylistic marking. That is, the nonstandard linguistic
features that feature prominently in newly created “folklore” texts (i.e., those would
otherwise not be used in the contemporary standard language) are likely precisely those
that sound “folkloric” to speakers. They do not appear at random; rather, they were
employed to create a particular feel and lend the idea of authenticity to the texts in
question.
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This points to the idea that the nonstandard textual features identified in these
songs may form something of a linguistic register, a variety of language used in a defined
social context. Certain types of linguistic markers may have become linked with folk songs
as a genre, and creators of such works in the socialist era would have continued using this
familiar register even in new texts. The present study proposes that the specific features
identified in Chapters 2 through 5 are characteristic features of this register, one that carries
with it notions of timelessness, folksiness, and, indeed, authenticity.

This study is not the first to address the concept of register in South Slavic folk
works, even if only minimal attention seems to have been paid to the concept in Bulgarian
folklore specifically. Comparative folklorist John Miles Foley is perhaps the most prominent
scholar to have used the concept of register to describe the poetics of the “South Slavic”
(i.e. Bosnian/Croatian/Serbian) epic (see especially Foley 1996), but his analyses mostly
focus on larger structural phenomena—that is, the types of traits that are highlighted in
the present work in Chapter 5—rather than grammatical and lexical variation of the type
presented here in Chapters 2 to 4. But in fact, it seems arguable that at least the concept of
a special register for South Slavic folk songs has been in the consciousness of philologists
for decades. For example, Albert Lord was probably alluding to something similar in his
classic Singer of Tales when he wrote:

In the months and years of boyhood, not very long indeed after he has learned to
speak his own language, the future singer develops a realization that in sung stories
the order of words is often not the same as in everyday speech. Verbs may be placed
in unusual positions, auxiliaries may be omitted, cases may be used strangely. He is
impressed by the special effect which results, and he associates these syntactic
peculiarities with the singing of tales. (Lord 2000:32)

Although the most resonant stylistic features of folk songs in the Bulgarian tradition mostly
differ from those of Bosnian/Croatian/Serbian, as will be seen in following analyses, it
would seem that a similar process to that described by Lord may have taken place not only
as creators of Bulgarian verbal art learned their craft, but as ordinary speakers encountered
such works in performance. Over time, that is, a number of particular linguistic devices
gradually came to be associated with the idea of folk song texts such that they eventually
coalesced into a distinctive register.

Indeed, the existence of a particular register that is characteristic of Bulgarian folk
songs accords well with many of the contemporary concepts associated with the concept
of register. When T. B. W. Reid (1956:32) first used the term to describe the use of different
types of language in different “social situations,” he seemed mostly to have in mind the idea
of varying levels of formality. Today, however, the term has become a bit broader in its
reach, often referring to various situational and even generic contexts. Thus, it would seem
that the specific register of Bulgarian proposed here is employed when a speaker wishes to
convey the idea that he is performing in a folkloric mode. By using the particular linguistic
features described in the chapters that follow, a speaker can create a text that resembles
the older types of folk songs with which most competent Bulgarian speakers would be
familiar.
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1.7. Bulgarian in the Context of South Slavic

The question of the actual composition of this proposed register, however, is
complicated by the fact that many of the features described in subsequent chapters of this
study—those features that are unusual from the point of view of the standard language—
are nonetheless found in various Bulgarian dialects or neighboring standard languages.
Bulgarian has a tremendous amount of dialectical diversity considering the small size of
the state in which it is spoken, to the extent that speakers from one region might struggle
to understand fully the dialect of another area. Thus, an examination of the language of
texts that are ostensibly of folkloric origin must necessarily take into account not only the
standard language, but also the types of variation that can be found in different dialects.

Moreover, Bulgarian is only part of the larger South Slavic language group, which
also includes the Slovene, Croatian, Bosnian, Serbian, and Macedonian national languages.
While these standard languages may be distinct from one another, when one considers the
dialects that make them up, it is more accurate to envision the South Slavic languages as
one dialect continuum that spreads from Slovenia in the northwest to Bulgaria’s Black Sea
coast. A number of significant isoglosses divide up this territory, but there are no strong
linguistic boundaries between the dialectal speech of one region and that of its immediate
neighbors. Thus, for example, the variety of Slovene spoken near Slovenia’s southeastern
border is nearly identical to the language of northwestern Croatia. These South Slavic
languages all share a common genetic origin and they remain, for the most part, fairly
closely connected.

A particularly important consequence of this fact for the present study is the
relationship between Bulgarian and Macedonian. There are important distinctions
between the two languages, but there is also a great amount of mutual intelligibility. While
standard Bulgarian was codified based largely on the dialects of central and eastern
Bulgaria, Macedonian was codified based on its western dialects. Thus, while the standards
are almost maximally distant, the language of the intermediate areas occupies a transitional
space. This fact, which will be elaborated on more thoroughly in Chapter 8, has
implications for the way speakers of Bulgarian perceive Macedonian. Because the Slavs of
the area that makes up the present day state of Macedonia self-identified for the most part
as Bulgarians prior to the nineteenth century, and because Bulgaria has controlled that
territory over various periods in centuries past, Bulgarians often feel that contemporary
Macedonia is really part of a greater historical Bulgaria. On top of this, the Macedonian
language was fully standardized and implemented for official use only in the 1940’s
following the establishment of Macedonia as a republic of socialist Yugoslavia;
consequently, many Bulgarians claim that Macedonian is simply a dialect of Bulgarian, and
use this idea to attack not only the legitimacy of Macedonia’s national language, but,
sometimes, the state itself.” As I attempt to show throughout this work, many of the

10. [ would emphasize, however, that this sentiment is not as widespread as has often been claimed. Is my
impression that most young people in Bulgaria, especially now that the country is a member of the European
Union, pay little attention to the question of Macedonia or its language. Although Macedonian has often
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nonstandard features that are found in Bulgarian folklore are not characteristic of standard
Bulgarian, but are found in southwestern dialects and Macedonian. This affects many
Bulgarians’ perception of their own national folklore, their understanding of “dialects,” and
their view of the Macedonian language.

One additional goal of this study was to examine whether the traits of Bulgarian
folkloric language are resonant only within the national tradition or, on the contrary,
whether some might be shared with other closely related languages. While it would be
fascinating to carry out a full comparison between Bulgarian and Macedonian in this
regard, it would seem more straightforward to do so with a language that is more clearly
differentiated from Bulgarian. Therefore, in Chapters 6 and 7, this study also examines how
speakers of Serbian react to a number of devices that are saliently folkloric in Bulgarian.
The analysis is necessarily brief, but initial results show that what is seen as “folkloric” in
Bulgarian does not really seem to be transferrable to Serbian. Rather, it appears that ideas
of “folkloric language” are mostly circumscribed within nationally specific traditions.

1.8. The Traditional, Innovative, and March Corpora

With an understanding of the linguistic and social contexts of the songs used in this
study as well as the concerns that their analysis hopes to address, one can consider the
specifics of the actual data. In general, the massive amount of song material one encounters
in print media from socialist Bulgaria covers a wide range of styles and content. However,
in order to add an element of precision to what had the potential to be an unmanageably
expansive body of works, I assembled a small body of texts that contained what could be
seen as the most quintessential examples of new socialist “folk” songs, based on the
following qualifications.

First of all, songs selected for analysis were those published in national folk song or
folklore anthologies alongside established, canonical preindustrial songs. For example, the
table of contents of Kralevski’s Fesizapcku Hapoonu nectu (Bulgarian Folk Songs) contains
the following sections:

I. TpynoBu necuu

II. buTtoBu necHu

I11. OHawku mecHU

IV. Mcropuyecku necHu

V. Xaiaylky necHu

VI. INapruzancku mecuu (Kralevski 1961:143-146)

I. Work Songs

been treated as a “dialect” of Bulgarian within the discipline of linguistics in Bulgaria, this was not even the
only official line under socialism. For example, a 1955 textbook for students of Bulgarian language pedagogy
lists four South Slavic languages: Bulgarian, Macedonian, Serbo-Croatian, and Slovene (Andreichin et al.
1955:4); the authors show no hesitation in ascribing full linguistic status to Macedonian. I say this not to
overlook the disrespect with which Bulgarians have regarded the Macedonian language over the years, but
merely to emphasize that the intensity of these nationalist attitudes may have been overstated.
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II. Songs of Everyday Life
I1I. Songs of Heroes

IV. Historical Songs

V. Haiduk Songs

VI. Partisan Songs

The arrangement of songs in this manner contextualizes post-World-War-II lore as a
continuation of the folk song tradition from the earlier part of the twentieth century and
before. It is clear that these Partisan songs are to be understood as a new kind of song, but
one that was equally representative of Bulgarian culture as the texts of earlier days. The fact
that folklorist editors selected these songs for inclusion in these volumes indicates that they
felt these texts were some of the best examples of new, national folklore.

Of the songs in these volumes, I selected works that had clearly originated at the
time of World War I or in the years following. Some songs could be readily dated thanks
to the presence of specific names, such as Hitler, or a perspective clearly situated in a
socialist present. Others, such as songs about soldiers dying in war, may have had less
obvious temporal specificity, but when they were included in sections of books specifically
labeled as “Partisan” (“maprusancku”) or “contemporary” (“ceBpemennn’) songs, they were
also included in the corpus. Songs also had to have at least eight lines, and to be a unique
text: when two songs (either multiple versions within one volume or from separate
volumes) had mostly identical lines, the longest version or the one with the earliest date of
publication was included. In total, there were 35 unique songs in the six volumes of national
folklore to which I could secure long-term library access. Given the context in which these
texts were presented to readers, they could be seen as the most representative of new
socialist folklore.

Initial analysis of these texts proceeded with the supposition that, in terms of their

_ contextual presentation, all of the works were
MEHICESUCEE part of the same tradition and, thus, equally
“folkloric.” However, it soon became clear that
one type of song stood apart from the others, an
idea that is represented in a table as Figure 1.5.
Namely, the songs composed of unrhymed lines
of regular syllable counts (the section
highlighted in orange) had noticeably different
(thymed couplets) frequencies of certain linguistic features than
the rest of the songs. Indeed, the inherent
structure of this type of song is unique: the
Figure 1.5: Song Structures other three types of songs have an
organizational pattern that extends beyond the
single line. This can be a consequence of rhyme, which requires that the phonological
patterns of neighboring lines be coordinated with one another, or of a meter in which
multiple lines that have variant syllable counts are grouped into one larger cohesive verse
unit. In the unrhymed-line songs, however, the only relevant organizational unit is the
individual line. Therefore, in this latter group of songs, lines often function somewhat
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independently of each other, often reading like a list of short clauses or sentential
arguments, while songs of the other types more often continue a phrase or idea over several
lines. For example, a typical unrhymed song would read:

Eneno, mome xy6aBa,

CTHTA CH, CeCTPO, IJIAKAIA,
CTHUTA CH ChJI3U POHUIIA,
CTUTa CU Bede ITbIIKaIa,
HCTPHUU CH, CECTPO, ChII3UTE,
MOCPEIIHU MMTAPTU3AHUTE,
M3HEeCU MEeHIU CbC BoJa

U 3arei Ha cBoGoza!

Elena, beautiful maiden,

you have, sister, cried enough,
you have shed tears enough,

you have moaned enough,

wipe away, sister, your tears,

greet the Partisans,

bring them copper jugs with water
and sing out for freedom!

The lines of this song sound somewhat disjointed if read aloud as prose. In contrast, lines
from a march, such as the following, are more cohesive:

TBosI CHH e Be4 3arvHan

B 60sI IFOTHU C'hC Bpara;
TOM HU Gelire 106Bp Goery,
Y OT/IMYEH MapTHU3aH.
BmecTo Matika ga 3amnade,
ropJ0 BAWTHA TS TJIaBa,

Yye U3rjie[a TaKbB CHHA —
3a pPOAMHATA Jja Mpe.

Your son has perished

in the fierce war with the enemy;
he was a good soldier for us

and a wonderful Partisan.
Instead of crying, his mother
lifted her head proudly,

that she raised her son this way
to fight for the homeland.
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Here, one sees more fluent connection between lines and examples of more complex
syntactic structures.

This observation corroborated an initial suspicion that some of the smaller-scale
features that the study was prepared to address might pattern differently between the two
types of songs. For this reason, the original body of these “folk” texts was divided into two
separate corpora. The first, which consists of songs of unrhymed lines of uniform length, is
referred to as the “Traditional Corpus,” because this style of song seems to be most typical
of older Bulgarian songs. The other songs, whose structures were mostly composed of
either rhymed couplets (sometimes with refrains) or multiple-line verses (both rhymed and
unrhymed) all seem to reflect the influence of western-style verse songs, in particular
military marches. Although none of these songs were accompanied by musical
transcriptions in the volumes from which they were originally obtained, audio recordings
or musical transcriptions were eventually located elsewhere for several songs of both types.
In general, those from the Traditional Corpus had the fluid, ponderous phrasing typical of
many sung Bulgarian folk melodies, and those in the other group often sounded like
marches or hymns. This latter body of songs, then, is referred to as the “Innovative Corpus.”
Because it was important that no particularly long songs should provide an inordinate
amount of data, only the first 25 unique lines of songs that were longer than this were
included in these corpora. (Nonetheless, certain analyses in Chapters 2 through 5 look
beyond the first 25 lines in an attempt to track down characteristics of the songs as a whole.)
All in all, the Traditional Corpus consisted of 29 songs with 523 lines counted, and the
Innovative Corpus consisted of g9 songs with 192 lines counted.

It can be seen that this Innovative Corpus was not very large. The sum of the
Innovative and Traditional Corpora represented all of the socialist songs that could be
located in general national folklore anthologies, but I was nevertheless concerned that the
particularly small size of the Innovative Corpus would not provide a broad enough sample
of data to compare against the Traditional songs. In order to create another body of texts
against which the older type of songs found in the Traditional Corpus could be compared,
I assembled another collection of texts, referred to as the “March Corpus,” from a socialist
volume of war songs (Dimitrov & Boichev). This book, published in 1949, consists of
military-style marches and other songs to be sung at mass events. In contrast with the
Traditional and Innovative Corpora, however, the songs in this volume contain named
authors; in fact, many of the songs in it are musical settings of poems originally created as
non-musical poetry. I included in the March Corpus the first song encountered in this
volume by every unique lyricist, with one exception: two songs written by Ivan Burin, “/la
crpoum!” (“Let’s Build!”) and “Bpuragupcku mapur” (“March of the Brigadiers”) were
included, because one finds a number of references to these songs in socialist literature and
it seemed they were particularly popular in the era. Again, I included only the first 25 lines
were included of longer songs, for a total of 21 songs and 363 lines.

These three corpora altogether represented a diverse collection of songs, the
composition of which is presented in Appendix A. However, the songs might be
conceptualized in a particular way. Both the Traditional and Innovative songs were
presented as part of Bulgaria’s new “folklore,” because they were in volumes of “folk songs.”
However, because of the fact that the songs in the Traditional Corpus represented older
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styles of folk songs much more closely than did those in the Innovative Corpus, it seemed
potentially more useful to compare the Traditional songs against those of the other two
corpora. Thus, although the quantitative parts of this study compare all three corpora, its
primary concern is identifying the traits of folkloric language that are most characteristic
of the Traditional Corpus specifically.

1.9. Methodology

Once these bodies of songs were assembled, some of the most striking elements of
nonstandard language they contained immediately became apparent. This study set out
with the assumption that those linguistic features found most commonly in newly
composed “folk” songs—particularly in those of the Traditional Corpus—were the features
most clearly characteristic of “folkloric language.” If a trait was found in the other corpora,
however, especially in the March Corpus, I hypothesized that it would be more likely that
it was not representative of folkloric language per se, but rather was simply a stylistic device
typical in Bulgarian lyrical language in general. Quantitative analyses of these findings
along with background information on the various traits in question can be found in
Chapters 2 through 5, which look at some of the orthographic, morphosyntactic, and lexical
peculiarities of the texts, along with marked poetic devices that are mostly restricted to the
Traditional Corpus. These chapters represent the formation of a hypothesis of what the
component linguistic features of a proposed “folklore” register might be.

These initial findings were then tested by looking at the identified traits in other
contexts. A survey was created in which native speakers were presented with lines
containing some of the traits that seemed most intriguing and were asked to rate how
“folkloric” each line sounded. Two additional corpora were analyzed, one containing folk
songs gathered several decades prior to World War II, and the other consisting of songs
from a socialist pop music album, with the assumption that the devices identified earlier
as potentially folkloric would occur commonly in the former but not the latter. The results
of these findings are described in Chapter 6, and in Chapter 7 they are used to assess the
extent to which all of the traits analyzed in this study probably should or should not be
thought of as markers of folkloric language. Finally, Chapter 8 provides a synthesis of these
findings. All in all, the study arrives at the conclusion that “folkloric language,” often
referred to by speakers imprecisely as a non-geographically specific “dialect,” remains a
murky concept; nonetheless, one can characterize it as a bundle of linguistic traits, mostly
archaic in nature, that have become conventionalized as a register.

Needless to say, the production of language is infinitely open-ended, and it would
be imprecise to attempt to ascribe definitive boundaries to what “does” and “does not”
belong to any particular variety of language. Nonetheless, this study attempts to provide
insight not only into what forms of language carry a particular kind of poetic resonance for
speakers of Bulgarian, but also how these forms were exploited with the goal of creating
“authentic” folklore.
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Chapter 2

Phonology and Orthography

This chapter discusses peculiarities in the songs in the study that ultimately relate to
matters of phonology. Of course, because these texts are accessible only as written
transcriptions, such questions can only be discussed through the lens of orthography. The
forms in which the songs are presented may have been intended to best represent the way
in which a singer would have sung the texts, but they also necessarily reflect choices in
transcription that were made at various levels: by fieldworkers presumably transcribing the
texts in situ, editors assembling the texts from notes or archives, and/or publishers
concerned with producing a volume that was acceptable in the prevailing sociopolitical
climate. Part of this chapter is concerned with the problem of how faithfully the language
of these texts might correspond to that of their original singers and reflect the dialects of
the regions in which they originated.

In essence, the orthography of the songs in this study is fairly standard, but a few
exceptions are noteworthy. Spellings used to reflect dialectal variants of the vowel jat (see
§2.1) appear in many places, but seemingly for disparate reasons in songs of different
genres. Similarly, nonstandard stress marks appear in several songs, presumably to indicate
a particular regional pronunciation. Only a few other dialectal forms appear, and very
sporadically at that. It would seem that the language of the volumes in which these songs
appeared was edited in such a way as to be fairly standard, with only small, symbolic
elements of dialect present to give the appearance of minor variation within an otherwise
standard language. Various types of elision of consonants and vowels appear as well; the
role of this elision, it appears, was to mark the oral quality of speech that would have
characterized sung verse. On the whole, however, that the language of these songs seems
to have represented a unified, standard Bulgarian that included only a small category of
aberrant orthographic elements.
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2.1. Dialectal Jat Variants

This section examines the occurrence of a dialectal vowel reflex in Bulgarian songs,
namely, the reflex /e/ instead of standard /’a/ in words that historically contained the
Common Slavic jat vowel. The isogloss that separates these two major reflexes traditionally
divides the entirety of the Bulgarian language into western and eastern dialect groups, and
the two vowel variants have acquired tremendous power to symbolize the social geography
of the Bulgarian language; the appearance of a single nonstandard /e/ instead of /’a/ can
dramatically alter a listener’s perception of the register and stylistic nature of a text. In the
songs in this study, the choice between one jat reflex or the other is not consistent across
the data set or even within a particular song. This indicates that fluctuation between /e/
and /’a/ (that is, between the letters e (e) and 5 (ja) in orthographic representation) is, at
least to some extent, facultative, and that a text’s linguistic attributes may not be as faithful
to the native dialect of its singer as one might suppose.

2.1.1. Jat in Bulgarian

Common Slavic contained a vowel phoneme that came to be represented in old
Slavic texts by a letter referred to as jat. Appearing in Cyrillic as 5 and most commonly
transliterated as ¢, its original phonological value likely approximated /a/, although some
scholars (e.g. Sussex & Cubberley 2006:118-119) surmise that the phonetic specificities of jat
may never have been fully uniform in Common Slavic. In all of the modern standard Slavic
languages and most dialects, this vowel has merged with various other vowels and is not
retained as a separate phoneme.

As for Bulgarian, the standard language was established based on dialects from the
central and eastern part of the country. In these dialects, broadly speaking, the realization
of the old jat vowel depended on the phonological environment surrounding it. The
environments in today’s language in which etymological jat has become /’a/ are complex;
the vowel must be: 1) stressed; 2) not before a syllable containing /i/ or /e/; 3) not preceding
/j/ or a palatalized consonant; 4) not before /¢/, /$/, or /Z/ or a consonant combination
containing them. In most other cases, etymological jat is realized as /e/ (Hauge 1999:11).

In many western dialects, however, this variation does not occur, and all instances
of etymological jat simply appear as /e/." Thus, for example, while in standard Bulgarian
the paradigm for the word for ‘white’ contains a vowel alternation between feminine /b’ala/
and plural /beli/, western forms are simply /bela/ and /beli/. Thus, words like /bela/—
where a dialectal e (e) appears instead of s (ja)—represent dialectisms that would not be
expected in standard speech or written representations thereof.

This division within Bulgarian is quite clearly pronounced to speakers of the
language and has been discussed thoroughly in academic literature. On the one hand, the
isogloss between /e/ and /’a/ is considered to represent the most primary division within
Bulgarian dialects, as a great deal of other isoglosses pattern closely with it. However, the

11. There is, in fact, greater variation within Bulgarian as a whole, but the East-West division between uniform
and variant reflexes is the primary one. See Stoikov 1993:206-208 for more detailed information.
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use of /e/ in words that have /’a/ in the standard language is also a linguistic marker with
high semiotic potential. Angelov (1999:56-57) notes its presence in both what he refers to
as “high Sofia substandard” and “low Sofia substandard,” and Stoikov (1946:6) mentions it
as a feature of Sofian student speech. Fielder (2014) perhaps best describes the variable’s
resonance with contemporary speakers as sounding “hick.” Indeed, when speakers wish to
sound lowbrow or to portray characters in popular media and contemporary folklore as
working class or uneducated, they will often use this /e/ widely in their speech.

2.1.2. Jat and Genre Differences

In many of the songs in this study as well, one encounters e (e) in words where the
standard language would expect s (ja). In order to determine how prominent this marked
variable was, I looked within my corpora of songs for words containing a historical jat that
would appear as 5 in the standard language.” Within each song I tallied only one instance
of any particular root, but some words, such as Hema/Hama (nema/njama) ‘there isn’t’ and
mecmo/macmo (mesto/mjasto) ‘place,” appeared multiple times in the corpora as a whole.

On the whole, there appeared to be a small but noticeable amount of variation
between the Traditional, Innovative, and March songs. Among these three corpora, there
were 65 instances of words expected to contain the s (ja) reflex for jat: there were 28 in the
Traditional Corpus, 19 in the Innovative one, and 18 in the March Corpus. Close to half of
the words in the Traditional Corpus had the dialectal variant (e.g. sepHa (verna) ‘faithful’

for standard espHa (vjarna)), less than a quarter of
__ those in the Innovative Corpus had it, and only one
Traditional Corpus 13 15 such token appears in the March Corpus; Figure 2.1
shows these results. Unfortunately, the conditions
under which etymological jat appears as 5 (ja) in
the standard language are sufficiently restrictive
as to have yielded only this small number of test
cases. Thus, a chi-square test between the Traditional and Innovative corpora points only
to a figure of p = .07, which is usually not considered statistically significant, and the p = .16
figure between the Innovative and March Corpora is certainly not significant. When one
compares the Traditional Corpus with the March Corpus, however, one sees a strong
distinction, with p = .003. It appears, then, that songs in a more traditional style are allowed
greater deviation from the standard language.

Innovative Corpus 4 15

March Corpus 1 17

Fioure 2.1: Dialectal Tat Variants

2.1.3. Dialectal Inconsistencies with Jat

The dialectal forms found in the anonymously authored Traditional and Innovative
corpora would not, on the surface, be surprising. Many of the songs in the volumes

12. The vowel in the first syllable of forms derived from Hamam (njamam) ‘not have’ was historically /e/ and
not /&/, and only later became /’a/ due to analogy with other verbs (Velcheva 1962). However, because it
patterns with other words containing jat—appearing as nemam (nemam) in western dialects and Hamam
(njamam) in eastern dialects—it is traditionally included in synchronic analyses of jat and is included here as
well.
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examined were supposedly recorded in towns west of the jat isogloss, where speakers would
be expected to use /e/ for historical jat. If these songs really were recorded as spontaneous
folkloric pieces sung by individuals from a particular dialect region, it would make sense
that the language of the songs would reflect regional peculiarities of those singers’ speech.
In this case, the appearance of e would be a “natural” part of the folkloric origin of a song.
However, what is interesting is that reflexes of jat by no means pattern consistently
with the dialectal specificities of the regions in which the songs in which they appear were
recorded. I examined further the entirety of every song in the corpus (that is, beyond the
first 25 lines of longer songs) and noted whether a song had only e (e), only 5 (ja), or both
variables. Of these, 26 of 38 songs provided data; that is, they contained at least one word
in question with either e (e), s (ja), or both. For songs for which a place of recording was
listed, I then determined whether that location’s dialect would expect e (e) or s (ja) for the
form in question. Figure 2.2 indicates the number of songs that contained either e (e), 2
(ja), or both, classified by the reflex that would be expected based on the region in which
the song was recorded (if
identified in the volume). The
shaded cells indicate cases

Actual Reflex

both <e> and
<ja>

only <e>

only <ja>

Expected expected <e> 3 2 3
where the reflexes of jat that LCCI o ected <ja> 1 3 3
appear in a song would not be not given / unclear 3 2 1

expected if a song’s language
were truly based on a Figure 2.2: Reflexes of Etymological Jat

regional dialect; indeed,

there are several such instances.

First of all, of the eight songs recorded in regions where the local dialect uses non-
alternating /e/, five contained at least one instance of a standard 5 (ja) for this variable. For
example, one song, recorded in the village of Gorna Grashtitsa, far west of the jat isogloss,
contains the following line:

(21) mpax ce BAMIa U3 LISIJIOTO moJjie
prah se vdiga iz cjaloto pole
dust REFL raise around whole-DEF field
dust is kicked up across the whole field

This song, which contains other non-phonological features characteristic of western
dialects, uses a standard variant for the word ussiomo (cjaloto) ‘whole,” which would
presumably be realized as *yenomo (celoto) in the local dialect. Thus, even when other
dialectal features are present, the vowel jat sometimes appears in texts as it would in the
standard language. It is apparent that someone involved in the process of this song’s
publication—whether it be the original singer, folklorist, or editor—knew that the “correct”
version of the word for ‘whole’ was ysa (cjal), and selected this variant.

On the other hand, of the twelve songs recorded in areas east of the jat isogloss, four
contain at least one instance of /e/. In one longer song from Peshtera, a town slightly to
the east of the primary jat isogloss, a character says that he was nursed:
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(2.2) C©bC  YKUCTO MJIEKO  OBIATAPCKO
sis  cCisto mleko btilgarsko
with pure milk Bulgarian
with pure Bulgarian milk

This line includes the western variant of jat in the word for ‘milk,’ maexo (mleko), instead
of the standard masko (mljako). What is even more striking is that this example represents
the use of a nonstandard feature originating in a dialect outside of the singer’s own native
region; a parallel phenomenon would be, for example, if a country music singer from
Canada were to adopt emblematic features of Southern American English. Thus, transfer
of “non-native” reflexes of this vowel occurs in both directions.

It should also be emphasized, as is apparent from the table above, that a total of
seven songs out of the 26 containing a word in which # (ja) is the standard reflex contain
both variants of jat.® This is a striking piece of data, as, theoretically, no speaker of
Bulgarian would be expected to alternate between the two sounds. Nonetheless, the songs
contain lines such as:

(2.3) Hpge yera, Is/la HAMPbIIEHa
Ide Ceta cjala namrtstena
comes  detachment entire downcast

a c yerara MJIaJ, TO Kana HeMa
a s Cetata mlad go Kala nema
and with detachment young him Kalo-OBL isn’t.there

There comes a detachment, completely downcast / but with the detachment, young
Kalo is not to be found

In these lines, the word ysna (cjala) ‘whole’ shows the standard reflex for jat, but the word
Hema (nema) ‘is not’ contains a dialectal variant. The relatively high frequency with both
reflexes can appear in one song (again, considering that it would never be expected to
happen in speech) indicates that the potential for selection of one variable or the other is
quite flexible."

13. In fact, the potential for variation is probably even higher than this number would indicate, as many songs
contained only one instance of a variable jat and had to be classified as “consistently” containing either e or
2, when their singers might, in a longer song, end up using both.

14. Two songs also show instances of hypercorrection, where a form that would have e in the standard
language is spelled with s (ja) instead. This is a common phenomenon in contemporary Bulgarian, where
speakers, afraid of using nonstandard /e/ variants where they “shouldn’t” instead extend /’a/ to other forms
in a paradigm that would expect /e/. In one song, there is an instance of Hocsixa (nosjaha) ‘they were carrying’
(standard Hocexa (noseha)), and in another, cmosHe ‘standing around’ (standard cmoene (stoene)). The
standard forms would most likely be what a singer would have used, but it is possible that an editor
unknowingly replaced these forms with what seemed like a more “correct” version.
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One must be careful, of course, not to overstate these facts. Indeed, with such a
small set of data, the number of actual instances of any of the above phenomena is fairly
low. Even out of the 38 songs in the Traditional and Innovative Corpora, the number of
words with jat reflexes expected to appear as 5 is quite small, and songs could be classified
as containing both e and s even if they had only one instance of the variables. Nonetheless,
I believe that these figures are telling: the presence of just one instance of e (e) in a song
otherwise full of 5 (ja) variants shows that standard and dialectal variants can sometimes
both appear in these texts regardless of a song’s point of origin. I discuss potential reasons
for this in Chapter 8, but, in any case, it is clear that geography does not tell the whole story
of which jat variant a speaker might choose.

2.1.4. Formulae and Phraseologisms with Jat

To some extent, it is possible that words with a certain jat reflex may have felt more
natural to singers due to their presence in linguistic formulae. Just as lexical diffusion would
allow for standard forms with /’a/ to gradually enter the dialect of a speaker who would
otherwise uses /e/, fixed phraseologisms with words containing the /e/ reflex might be part
of the “bank” of folkloric formulae that a singer has to draw from. Kerewsky Halpern
(1977:128) notes that Bosnian/Croatian/Serbian (henceforth, “BCS”) epic singers sometimes
use regional reflexes for jat different from those of their native dialect, and it would not be
surprising to find such flexibility in Bulgarian lyric traditions as well. Given that
phraseologisms have the power to retain and transfer archaisms, dialectisms, and
stylistically variant forms of speech, their existence in the lexicon of folk songs has probably
contributed to the spread of /e/ and /’a/ for speakers who might otherwise use a different
form in their own speech.

Though the number of data points in this analysis were so few that no
phraseologisms containing words with jat appeared multiple times, there do indeed seem
to be hints that nonstandard forms may sometimes appear in formulae or marked figures
of speech. For example, in the line discussed above, “cbc yncro mmexo Guarapcko” (“with
pure Bulgarian milk”), the adjective ‘Bulgarian’ comes after the noun ‘milk.’ I suspect that
many phrases with this nonstandard word order are fixed poetic formulae (see §3.8); the
fact that nonstandard maeko (mleko) ‘milk’ occurs in such a phrase may not be a
coincidence. On the other hand, the text containing this line also has several instances of
words with the standard s (ja) reflex, but they all appear with ordinary word order. This
suggests that the singer of this song may have learned that the phrase ‘Bulgarian milk’ not
only occurs with a marked word order, but also that it uses the word maeko (mleko) instead
of masiko (mljako) for ‘milk.” Formulae, of which this phrase could be an example, may have
led to the spread of certain phonological variants, including of reflexes of jat.

2.1.5. Jat and Rhyme

In the case of songs supposedly gathered from the “folk,” the spread of alternative
jat reflexes might be attributed to dialects, lexical diffusion, and more “organic” processes
of language change. In the Innovative and March Corpora, however, it appears that it may
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be the desire to create rhyme that most commonly leads a singer to employ an otherwise
nonstandard jat reflex. Because the Traditional Corpus by definition consisted of songs of
unrhymed lines, rhyme was clearly not a trigger for nonstandard vowel reflexes there. An
examination of the places where nonstandard jat occurs in the other two corpora, however,
points strongly to the possibility that rhyme may be a conditioning factor.

Even though the counts involved were too small to yield statistically significant
results, the contexts in which e (e) and s (ja) variants were used within the Innovative
Corpus were also examined. Of the four instances of e in these songs, two were used in the
middle of lines, but the other two were used at the ends of lines to rhyme with other words.
This would explain, for example, why one song begins:

(2.4) LUap Bopuce, Hemckw Tiec,
10 Te XBaHa Tos bec,
Ta OCTAaBU HU HAPOJA
6e3 xy1s10 U cBO0OA.

Tsar Boris, you German cur,

what is this rage that has overtaken you
to leave us, the people,

without bread and freedom.

Here, the text shows the standard variant for ‘bread,” xn26 (hljab), but contains a western
variant 6ec (bes) of the standard 6sc (bjas) ‘rage’ in order to create a rhyme with nec (pes)
‘cur.” In this case, the singer was probably not attempting to switch dialect or register
between the second and fourth lines of the song, but rather felt that both jat variants were
equally valid, at least when rhyme was necessary.

The evidence that jat alternation in Innovative texts is conditioned by rhyme is even
stronger when one considers the data from the March Corpus. Throughout this entire body
of texts, only one instance of a nonstandard e (e) for jat is found, and it is in a song originally
authored as a non-melodic poem by Mladen Isaev:

(2.5) CBex BATBHpP LIMPOKO 3ayxa
ot JlyHas u HepHo mope —
CbC BUXBp npumwkaa TonbyxuH!
[Jen mbpBu B bankaHa usrpe!

A fresh wind blows all around

from the Danube to the Black Sea —
Tolbuhin comes bursting in!

The first sun [day] in the Balkans has risen!

The last word in this stanza, usepe (izgre) ‘arose,” would be expected to be uzeps (izgrja) in
the standard language. Given that no other song in this entire volume contains an instance
of a nonstandard jat realization or any deviation from standard orthography other than
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ellipsis, it is clear that this choice was “forced” onto the song in order to create a rhyme
with mope (more) ‘sea.” Speakers may use /e/ when necessary for rhyme without, it would
seem, attempting to impart dialectal stylistics to a text.

2.1.6. Dialectal Jat Variants: Conclusion

In summary, there are many reasons that singers or others involved in the
publication of these songs might choose to use one jat reflex over another, but the
frequency with which words with etymological jat occur in the texts was too low to yield
large quantities of data that might paint a definitive picture as to the specific motivations
and contexts in which a particular form is likely to be chosen. One can say with certainty,
however, that the western e (e) variant occurs with some regularity in these songs, even in
those texts from regions in which one would not expect to encounter it. Furthermore, it is
kept in (or possibly even added to) texts with otherwise fairly standard orthographic
representations of phonology. In other words, the e (e) variant appears to have been
“sanctioned” as appropriate for publication to an extent to which, as is shown later in §7.1.1,
other dialectal phonological forms were not. One might therefore consider the e (e) jat
variant to be a peculiarity that appeared in “modern” texts when necessary for rhyme, and
a ready component of the “dialect register” that composers of folk songs could retain or
even add to their songs as a marker of authenticity.

2.2. Stress Marking

In several of the songs in the corpora, grave accent marks appear over various words,
presumably to indicate prosodic word stress. While accent is phonemic in Bulgarian, it is
not typically marked orthographically in standard-language texts, save for in a few rare
cases.” Accent marks indicating nonstandard stress appear only in the Traditional Corpus,
in seven out of its 29 songs; however, the bulk of them are found in three longer songs.
Because of their relatively limited and inconsistent appearance, I believe that accent marks
mostly function symbolically to add occasional bits of dialectal “flavor” to texts, but that
they do not represent a primary feature of song language or any particular genre thereof.

2.2.1. Stress Marking on Dialectal Words

Stress marking can often be found on dialectal words, i.e., those that are found only
in certain regions of Bulgaria. Presumably, these marks are added to indicate to a potential
readership from elsewhere in Bulgaria how one pronounces such a word correctly. In some
cases, dialectal words are simply morphological variants of standard-language words. For
example, in the passage:

15. The short-form 3sg feminine indirect object pronoun i (i) is typically written with a grave accent in order
to differentiate it from the otherwise homonymous (and homophonous) conjunction u (i), ‘and.” Additionally,
accent marks are, in very rare circumstances, placed over words to specify which member of a homonymous
pair of words is intended. For example, one might write mot uéme (toj ¢éte) ‘he read’ to clarify to the reader
that the verb is in the aorist rather than the present tense, which would be moti uemé (toj ceté).
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(2.6) 3Bemena ropa— CIOMHHA

zelena  gora— spomina

green wood memorial.marker
pyza nossiHa —  rpOGHUHA
ruda poljana —  grobnina

soft meadow grave

the green woods — a spomina / the soft meadow — his grobnina

the two appositives—both dialectal words—are easily understood to mean ‘memorial
marker’ and ‘grave’ thanks to the familiar roots nom-/nam- (pom-/pam-) and epo6- (grob-
) found in the standard-language equivalents namemnuk (pametnik) and epo6 (grob).
Nonetheless, because of their atypical prefixes and suffixes, the pronunciations of the words
in this text would be uncertain to most readers, and the words are not found in most
standard-language Bulgarian dictionaries. Most likely, the editors of songs containing
words like these knew that most of their audience would not know the proper stress of
these lexemes and, thus, added orthographic marking for good measure.

Other dialectal words with roots not found in the standard language also appear
with stress marks. For example, in the line:

(2.7) seMm cM, CHUHKO, Ka3Mmara
zemi si sinko kazmata
take REFL son pickaxe-DEF

take, son, the pickaxe

the editor has marked the stress of the word kasma (kazma). In this text, one of two in the
corpus that contain this word, the editor also marks the word with an asterisk, directing
the reader to a glossary in the back, which identifies the word’s meaning as kupxa (kirka)
‘pickaxe.” Stress is still given in the text itself for ready pronunciation, however. There are
also, however, several words for which a meaning is not identifiable. For example, in the
passage:

(2.8) TlIpoxkmeru HEMIIU-TEPMAHIIH,
KaTo Jlarepa CTpouxa,
armapara CH 3aKpuxa
Y JTY)KYMEHTHU H3Komaxa!

The cursed Germans,

they built their camp,
covered up their apparatus
and dug out their luzumeénti!



it is unclear what the word ayscymenmu (luzumenti) refers to. Given the borrowed
technical term used in the previous line, one expects that this word might be a phonological
reinterpretation of the word uncmpymenmu (instrumenti) ‘instruments.’” But this word,
along with several others, does not appear in even the larger national dictionaries, nor does
it have any recognizable word roots. Nonetheless, if a reader wanted to sing this song in
the “authentic” way it was originally performed, she would know where the appropriate
stress would be—even if the meaning was unfamiliar to her.

2.2.2. Clarifying Stress Marks

Beyond identifying dialectal words, accent marks can also be used to clarify the
meaning or syntactic function of a particular word. For example, in passages such as:

(2.9) wumeara om, 1O e  CBeTHe
idejata oSt  po Ste  svetne
idea-DEF even more will shine
the idea will shine even more

(2.10) mox  Gavipauu — Ce€ MUYHUA  IOHAIU
pod  bajraci sé li¢ni junaci
under banners all great heroes

under the banners — all great heroes

the words no (po) ‘more’ and ce (se) ‘all’ are marked to indicate that they are stressed. In
this way, a reader knows that they are not the enclitic preposition or reflexive pronominal
clitic, respectively, with which they are otherwise homonymous. One also finds stress in
the phrase:

(2.11) Xurnep wu namara
Hitler i pasata
Hitler and pasha-DEF
Hitler and the pasha

where it serves to distinguish nawad (pasa) ‘pasha’ from ndawa (pasa) ‘pasture.” This is the
only appearance of a stress mark in a corpus other than that of the Traditional songs, and
it is clearly not used to indicate a dialectism. In cases like these, the accent mark functions,
as it does in the standard language, to disambiguate potentially confusing word pairs.

2.2.3. Stress Shifts

Accent marking is most interesting when it points to a prosodic phenomenon
greater than that of the stress of an individual lexeme. Certain dialect regions are defined
in part by the stress patterns of entire grammatical paradigms, and such accentual
phenomena often carry strong sociolinguistic associations with the places in which they
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can be found. In this corpus, two systematic trends related to the accentual paradigms of
specific word classes can be seen: end stress on aorist verb forms, and stress retraction onto
the first syllable of short feminine and neuter nouns. Notably, both of these stress patterns
are emblematic of southwestern Bulgarian speech in particular.

In standard Bulgarian, the stress patterns of aorist verbs vary greatly: sometimes
they pattern with other verbs in their class (see, for example, Alexander 2000:254), and
sometimes individual lexemes assign stress idiosyncratically. In the standard language,
many aorist verbs are stressed on the root, but others can be stressed on the desinence. In
the songs studied here, a number of aorist verbs (and forms derived from the aorist, such
as participles) that would have stress on the root in the standard language instead have
stress markings on the desinence. (The opposite situation—a typically end-stressed aorist
with stress marking instead on the root—is not attested in this corpus.) While these stress
patterns would sometimes be expected in the regions in which the songs displaying them
were recorded, the sporadicity with which the stresses of aorist verb forms are marked
would indicate that editors may have inconsistently marked non-standard stress solely in
order to highlight occasional instances of prosodic deviation from the standard language—
and not to give a careful transcription of dialectal language.

Three songs contain instances of nonstandard stress on the desinence of aorist-stem
verb forms. The first, recorded in Krasava in the Breznik region of western Bulgaria,
contains forms like Hamoutia (natocia) ‘poured’ and useesdHu (izvezani) ‘tied together’. In
these words, the stress occurs on the verbal ending; it would be expected to occur on the
root in the standard language. Another song, from the Chirpan region in central Bulgaria,
contains similarly stressed forms, such as nokazd (pokaza) ‘showed’, cmueHa (stigna) ‘was
enough,” and nanadnd (napadna) ‘attacked.” A third song contains one more example of
this phenomenon, this time on a participle: umdna (imala) ‘had.’” This song is said to have
been recorded in “Dimitrovo,” the specific location of which I have been unable to
determine.

Given the dialect of the locale (Krasava) in which the first text was recorded, one
would expect end stress to occur in almost every aorist verb form (Antonova-Vasileva et al.
2001:363-368). Thus, most forms that are marked in the text, such as otidoa (ojdoa) ‘they
went,” and npueometia (prigotvia) ‘they prepared,” are consistent with the norms of the
region. Some forms, such as Hapedua (naredia) ‘they ordered,” are not marked, presumably
because the form carries end stress in both the standard language and the local dialect, so
marking is not necessary. But the text also contains other unmarked aorist forms, such as
nykHa (pukna) ‘it burst,” and usnekoa (izpekoa) ‘they baked,” which are normally stressed
on the root in the standard language; in this region, one would probably expect to hear
nykHd (pukna) and usnexoa (izpekoa) instead, so it is curious that such marking is absent
here. Furthermore, there are two aorist forms in which root stress—not generally seen in
this region—is indicated: 8s3sécmu (viizvesti) ‘it announced,” and cédowe (sédose) ‘they
sat. This second form is particularly unusual morphologically,”® but even the first word

16. It uses the extremely western 3pl formant -we (-$e), which is at odds with other forms listed above. These
latter verbs appear to use a standard 3pl formant -xa (-ha) in which /h/ has apparently been elided
intervocalically (see §2.4.1).
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would not be expected here with root stress. Certainly, the stress patterns of aorist verbs
are subject to tremendous variation, and even a singer performing primarily in dialect
might at times use individual standard language words. However, the inconsistency with
which stress in the text matches the expected linguistic reality of the region indicates that
an editor may have quickly added marks after the fact to only a few words here and there,
simply to indicate visually that the song contained bits of dialect.

As for the words in the song from the Chirpan region (and the form in the song from
“Dimitrovo,” which cannot be located), the picture is murkier. In Chirpan proper, one
would expect root stress in most aorist verbs (Stoikov 1993:223), but a number of isoglosses
related to aorist stress patterns run very close to Chirpan (Antonova-Vasileva et al.
2001:363-368), and the original source of this song does not give any information about the
specific locality in which it was recorded. In short, it is difficult to know what forms would
be expected in the local dialect where these two songs were recorded. Nonetheless, it does
seem that stress marking may be inconsistent in the song from Chirpan. For example, the
3SG aorist forms nokasd (pokaza) ‘he showed’ and Hanadwd (napadna) ‘he attacked’—which
have stem stress in the standard language—are marked to show stress on the desinence,
but other 3G aorist verbs with standard stem stress, such as nogede (povede) ‘he led’ and
Hayuu (nauci) ‘he learned,” are not. It is unclear whether stem stress characterizes only
some verbs in this dialect, or whether an editor was inconsistent in marking nonstandard
forms.

Besides aorist verb forms, the other pattern that is marked with some regularity is
that in which stress is retracted from the second to the first syllable in bisyllabic feminine
and neuter nouns. This phenomenon can be found in four songs, with examples such as
60p6a (borba) ‘battle’ in a song from the Trlin region, nticmo (pismo) ‘letter,” from Batak in
the Peshtera region, opo (oro) (standard xopo (horo)) ‘circle dance, from Krasava, and
mozna (mogla) (standard meend (miigld)) ‘fog’ in a song of unidentified regional origin.
Unfortunately, the dialect atlases do not supply information about most of the specific
lexemes that are found in this corpus in songs from a clearly identifiable locality; for this
reason, it is difficult to say anything as to whether these forms would be expected in their
regions of origin. Nonetheless, it is important to note that there are no examples of a
typically root-stressed noun in which stress is instead marked on the ending. Rather, when
stress is marked on nominal forms, it is always to indicate retraction.

The fact that stress retraction seems to be marked, but advancement is generally
not, is likely significant. The stress patterns of Bulgarian dialects vary greatly; Stoikov
(1993:221) claims that this is the case in Bulgarian more than any other Slavic language.
Nonetheless, it is interesting that the two types of stress marking encountered here are
both specific to southwestern dialects. Whereas root stress is the norm for many aorist
forms in standard Bulgarian, southwestern and Rupic dialects are most likely to have forms
with stress always on the desinence (Stoikov 1993:223). Similarly, stress patterns on the first
syllable in bisyllabic feminine and neuter nouns are also typical of western dialects (ibid.
222). When stress marking in the text indicates dialectal shifts—and it is almost exclusively
on aorist-stem verb forms and bisyllabic nouns—it indicates features that are emblematic
of specifically western and southwestern speech.
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On the one hand, this fact is not necessarily surprising in that the Bulgarian literary
language was standardized based primarily on eastern dialects; it would follow that most
nonstandard stress patterns requiring specific marking would be from other areas, i.e., the
west. But even so, there are no major instances in this corpus of peculiar stress patterns of
dialects other than those of the southwest. Of the four songs with dialectal stress variation,
two are from west of the jat isogloss, and two are from the east (one just barely so). But in
general, when stress is marked, it is only to indicate western linguistic features. This, I
would argue, is part of the overall trend in which linguistic markers from this region have
a special place within Bulgarian poetics for conveying the folkloric nature of a text.

It bears repeating, however, that these stress marks are not consistent. They only
appear with any regularity in a few songs and, when they are found, other words of the
same verb or noun class that would probably expect similar markings do not have them. If
song transcriptions are indeed faithful to the linguistic variety in which a singer originally
sang, this would indicate that singers use mostly standard stress and only occasionally
employ words with dialectal shifts. Such a practice is certainly possible, but it would seem
unusual to have dialectally marked words occasionally “jumping out” in a song amid
otherwise standard prosody. At the same time, it should be emphasized again that these
features appear only in songs in the Traditional Corpus and not in Innovative or March
songs. Nonstandard stress, or, at least the marking of it, is only maintained in songs of a
more archaic style.

2.2.4. Stress Marking: Conclusion

Given the above evidence, it would appear that stress marking is used only
sporadically and almost solely for visual effect. A reader who encounters the written text of
a song in this corpus would see stress markings only occasionally on words, perhaps just
once or twice on a page. This differs greatly from folkloric transcriptions of narratives told
in dialect, in which almost every word has stress marking. Rather, the songs in this corpus
were published in order to represent the Bulgarian nation as a whole, and the language in
which they were written was, ultimately, fairly standard. Thus, infrequent stress marking
would seem to have been thrown in so that editors might show just a hint of “dialect” to
their audiences. Stress marking, then, is less a key feature of song language or a reliable
tool for linguistic analysis than a device for conveying the authenticity of a “folk” song.

2.3. Dialectal Phonology

Given the relative pervasiveness of dialectal jat variants and the occasional
appearance of nonstandard stress marking, the virtual absence of most other phonological
dialectisms is striking. Many major phenomena involving, for example, variant reflexes of
particular Common Slavic phonemes are used by dialectologists to characterize a particular
variety of regional speech. Just as the contemporary Slavic languages can be classified with
respect to their modern reflexes of, for example, Common Slavic nasal vowels or various
clusters of consonants before */j/, so too can various Bulgarian dialects. Although scores of
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phonological variables can be tracked in different parts of Bulgaria,” of interest in this
section is the minimal occurrence of such nonstandard reflexes in the songs in the corpus.
Across the entire corpus, I located eleven dialectal phonological and morphophonological
reflexes not described elsewhere in this chapter, but, except for two traits that involve
simple vowel shifts and one of syllable-initial simplification of /vii/ to /u/, each trait had
only one song that displayed it, usually only in one token. In short, one finds that these
miscellaneous dialectal features are, in the broader scope of the corpus, quite rare indeed.

2.3.1. Regional Dialectal Traits

Two types of vowel shifts appear multiple times in this corpus. The first is seen in
tokens where the vowel /e/ has evidently shifted to /s/ in accusative clitic pronouns. In
three songs this occurs once, and in one more song it occurs three times. One sees examples
such as:

(212) HEMCKM Ma  KyplIyM MpOHH3a
nemski ma  kurSum proniza
German me  bullet pierced
a German bullet pierced me

(213) mu HsIMa oa ca 3aBbpHE
i njama da sa zavurne
and willnot to REFL return
and will not return

In these two examples, the 1SG accusative pronoun ma (ma) and the reflexive accusative
pronoun ca (sa) would appear as me (me) and ce (se), respectively, in the standard language.
I assume, however, that these innovative spellings are in fact intended to reflect the
pronunciations /sa/ and /ma/. The centralizing of the vowel in these unstressed clitic forms
is widespread in many parts of Bulgaria (Alexander & Zhobov 2016), and is also the most
common of the small orthographic peculiarities found in these songs.

Another recurring dialectism involves a vowel shift accompanied by an additional
contraction. In three songs—once each in two songs, and twice in another—the vowel /e/,
always word-initially, contracts to a form spelled as i (/j/). That is, the vowel not only
reduces to /i/; it also no longer takes up the length of a full syllable. This can be seen, for
example, in the line:

(2.14) Caarsa mo UauH U 0 JIBa
Saatja po jdin i po dva
hours by one and by two

17. In Antonova-Vasileva et al. (2001), the generalizing volume of the dialect atlas of the Bulgarian Academy
of Sciences, there are 88 phonological variables mapped, not including the accentual phenomena that
comprise a separate section.
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at one and two o’clock

where the third word would ordinarily be spelled as edun (edin). It is noteworthy that there
are no instances in the text of unstressed e (/e/) being spelled as u (/i/) (nor any reflecting
the standard reduction of /a/ to /a/), particularly in that the reduction of unstressed /e/ to
/i/ is, in fact, the norm across about half of Bulgarian territory (Antonova-Vasileva et al.
2001:134). This indicates that editors were not interested in transcribing ordinary vowel
reduction; rather, they were mostly spelling words as they appear in the standard language,
and the /e/ to /i/ reduction is reflected in orthography only because of the additional
syllabic contraction (probably conditioned by metrical requirements) that takes place
simultaneously.

One song contains five very marked phonological and morphophonological
features, all of which are characteristic of far western dialects. This song, “/leBern
cenrremBpu’ (“September Ninth”), is something of an aberration, in that it contains a
noticeably disproportionate number of unusual features, both phonological and otherwise.
The first dialectal trait, whereby word-initial */vti/ and */vi/ became /u/, is found in Serbian
but not standard Bulgarian. It can be seen, however, in both this song and one more, as in
the line:

(215) mymka — myKHa, —Ta y ceno eKHa
puska pukna ta u selo ekna
gun popped and in village  resounded

a gun was shot, and it echoed through the village

In this example, the preposition y (u) would be & (v) in the standard language.”® Strangely
enough, however, in the preceding line of the same song, one sees the variant:

(216) mymka TyKHa B TOpa 3ejleHa
puska  pukna ju gora zelena
gun popped in wood green
a gun was shot in the green woods

While the form y (u) in 2.15 is found in a large part of Bulgaria (ibid. 179), nowhere does
one find the form o (ju), with an initial palatal glide. It is possible that this is an error in
transcription, or it might also be an attempt by an editor to employ a variant that looks
somehow even more unfamiliar and dialectal.

The four other dialectal features in this song are also markedly western. One, the
appearance of the vowel /u/ as a modern reflex for the Common Slavic back nasal */¢/, is
found in the phrase:

(217) Tpu mytH cy CUTHO  W3Be3aHU
tri puti  su sitno izvezani

18. Indeed, while standard Bulgarian does have a preposition y (u), it would not be expected in this context.
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three times are finely sewn.up
they are sewn up finely three times over

Although the words nymu (puti) ‘times’ and cy (su) ‘are’ would be spelled in the standard
language as nomu (piiti) and ca (sa) respectively, the vowels in these two words are
pronounced the same, and are reflexes of the same Common Slavic vowel. The use of /u/
in these words, however, is the norm in standard Serbian. There are also instances in the
song wherein word-initial */vs/ has metathesized to /sv/, just as in Serbian; this can be seen
in the line:

(218) c¢bc cBH  Cy ce OHM  PBKYBAIH
sis svi su se oni  rukuvali
with all  AUX REFL they shook.hands
they shook hands with all of them

In standard Bulgarian, and most of the rest of Slavic, the root for ‘all’ begins with /vs/;
consequently, this line, where the word for ‘all’ is ceéu (svi), looks decidedly Serbian, or at
least non-Bulgarian. One also sees the 3PL present ending -e (-e) for second-conjugation
verbs; it appears in the line:

(219) ma cu  gape HApPOAHHU TEpPOU
da si dare narodni geroi
to REFL give folk heroes
to give to the heroes of the nation

The verb dape (dare) would be realized as dapsm (darjat) in standard Bulgarian, but the
ending here is the standard Serbian form. One Macedonian-looking feature also appears in
this song, an instance of a modern reflex of Common Slavic */tj/ in the word ysexe (cveke):

(2.20) ma HaGepar 1BeKke Haili- xy6aBo
da naberat cveke naj- hubavo
to pick flower most beautiful
to pick the most beautiful flower

The Macedonian realization of this word is yseke (cveke), in contrast with the Bulgarian
ueeme (cvete), and one is perhaps supposed to assume that the /k/ is palatalized in this
word just as in Macedonian. Altogether, this combination of nonstandard features makes
the text look decidedly dialectal, far more so than any other song.

In addition, there are several other features that are scattered throughout the rest
of the corpus, but each of them also only occurs once. They include another nonstandard
reflex of Common Slavic */¢/, this time as /a/, in the line:

(2.21) mait  ga Bu paka 1eayHa
daj davi raka celuna
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give to you hand Kkiss
give me your hand to kiss

While the standard language would spell the third word, ‘hand,” as pesxa (riika), here it
appears with the vocalic realization that is found primarily in southwest Bulgaria and much
of Macedonia. One also sees a western reflex for the 1SG nominative personal pronoun, in
the line:

(2.22) I cu My  HHUIIO He peKox
Ja si mu  nisto neg rekoh
I REFL him nothing NEG said
I didn’t tell him anything

In the standard language, this form is a3 (az), but 5 (ja) appears in the western and Rupic
dialect regions (Stoikov 1993:250-251), as well as in Serbian. Similarly, some masculine
plural I-participles end in -ze (-le) in one song. For example, one sees this in the line:

(2.23) 3aegHO Ccme ce 6opue
zaedno sme se borile
together AUX REFL fought
together we have fought

While these forms end in -au (-li) in standard Bulgarian—in the above line one would
instead expect the form 6opuau (borili)—the -ne (-le) ending is the norm for Macedonian.

One final feature that can be found in Macedonian but not Bulgarian is the
palatalized -/n’e/ ending of deverbal nouns. It can be found once, in one song:

(2.24) xaiime, Mwie, BoOMOBEe Ha paHbe
hajde, Mile, volove  na ran’e
¢mon  Mila-vOoC oxen to plowing

c¢’'mon, Mila, (prepare) the oxen for plowing

Deverbal nouns like the word panve (ran’e) ‘plowing’ here end in -He (ne) in standard
Bulgarian; in fact, the letter » (‘) can ordinarily only appear before the letter o (o).

Taken together, these dialectal forms found in the songs comprise a variety of
reflexes that are generally more representative of standard Serbian and Macedonian. While
they all clearly point to speech patterns of western dialects, the fact that they occur one
time each in the corpus means that they might go almost unnoticed if one were not
specifically looking for them.

There are also about ten tokens from the corpus that display other random
phonological or orthographic deviations from the standard language, but which are not
indicative of any particular regional variety of speech. For example, there is the token
¢pnaseam (fliavat) ‘they enter’; however, this form simply reflects the devoicing of the initial
prefix and a change in the root morphology—variations not associated with any particular
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dialect. In another case, one finds dedexmus (dedektiv) instead of demexmuse (detektiv),
‘detective,” likely based on one informant’s idiolectal acquisition of an unfamiliar word.
Strangely enough, there were also three variations on the common name I'eopeu (Georgi):
in two songs, the form I'vopeu (G’orgi), and in one, I'opau (Gjurgi). But all in all, none of
these tokens betrays much about the regional background of a singer, only the mere fact
that his performance of the standard language is less than “perfect.”

2.3.2. Standard Vowel Reductions

Moreover, there are two texts whose orthography makes standard oral speech look
more dialectically marked than it really is. In one case, the standard verb form o6kpsaxcuxa
(obkrtiZiha), ‘they surrounded,’ is spelled as 06kpwsacuxs (obkrtizihii). This form, however,
merely reflects the standard pronunciation of this word, in which a is used to spell word-
final /o/; nearly all varieties of Bulgarian would pronounce the ending this way anyway.
Similarly, one song contains the letter i (j) before post-vocalic e in words like ycotie (usoje)
(standard ycoe (usoe)) ‘shady spot’ and uytie (¢uje) (standard uye (¢ue)) ‘hear.” In that
phonetic jotation regularly occurs between two such vowels (Boiadzhiev et al. 1999:42), one
wonders why the editor of this song decided to insert the palatal glide letter. It is likely that
in both texts described here, underlying phonological principles were spelled out in order
to craft a fully comprehensible text that otherwise looked regionally marked. That is, such
a process helped create a “visually dialectal” form of a text that, in fact, would not sound
any different if read aloud.

2.3.3. Inconsistencies within Songs

Further evidence also suggests that editors might have wanted “clean” texts that
looked only marginally dialectal. The dialectal tokens described in this section appear at
random points throughout long passages that contain otherwise mostly standard language.
In fact, they often occur in tandem with tokens that display the standard counterpart of
the very same dialectal variable, sometimes only a line or two away. Of the u traits
described above, only two occur in songs without a parallel non-dialectal form: there are
no instances of retained */vs/ in the song with ceu (svi), and no examples of an
unpalatalized verbal noun ending in the song that contains patse (ran’e). Otherwise, every
other dialectal token discussed here is found in a song that contains other tokens with the
standard-language reflex of the trait in question; this suggests that these traits are in free
variation in the song text. For example, one finds both of the following passages in the same
song:

(2.25) mari pma BU paka 1eayHa
daj da vi raka celuna
give to you hand kiss

give me your hand to kiss

(2.26) u TE cu pbKa IieayBaT
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i te si rika celuvat
and they REFL hand kiss
and they kiss their hands

The first displays the dialectal reflex of the vowel in the word ‘hand,’ paka (raka), while the
second contains the standard-language reflex of the Common Slavic */¢/ vowel in poska
(rtika). The song containing the 3PL verb dape (dare) ‘they give,” with the dialectal ending -
e (—e), also contains verb forms of the same conjugational class displaying the ending used
in the standard language, as in Hanpasam (napravjat) ‘they do.” And in the only song that
contains masculine plural I-participles ending in -se (-le), one also sees standard forms
ending in -au (-li), such as npedanu (predali) ‘given up.” Altogether, this is more support
for the likelihood that either singers were not singing in consistent dialect, folklorists were
not transcribing these forms accurately, or editors were inconsistent in their “corrections”
to texts. Even when dialectal forms do appear, they are mostly in the broader context of the
standard language, where one occasional dialectal variant will merely appear for “flavor”
and will not affect a reader’s ability to understand the text.

Nonetheless, it is important to affirm that the dialectal forms that do appear are, for
the most part, expected in the regions in which their songs were recorded. Figure 2.3 shows
all of the traits described in this section and the locale in which the song containing them
was recorded, followed by an indication of whether the feature would be expected in this
area. Only one feature, that found in the word usexe (cveke) ‘flower,” wherein */tj/ has
become /k/ (or possibly /k’/), does not map according to its location. Based on Antonova-
Vasileva et al. (2001:211), the form ysewue (cvesc¢e) would be expected here instead, but
variants with /k’/ are found very nearby. Other than this one word, the dialectal traits that
do appear are expected based on the regions of their singers.

‘Standard Equivalent ‘Location

‘Example in Text

Expected
e/ > [i/ 40 NanH 100 eanH Chirpan Yes
/e/ > [i/ \ooKaT my 1 \LOKaTo My e Stara Zagora Yes
/el > [i/ Maiika my ce i Maiika My ce e Batak Yes
v/ > Ju/ y ceno B CeNo Kjustendil Yes
/v/ > Ju/ y FopHa Mpawmua B FopHa Mpawmua Trin Yes
Common Slavic */9/ > /u/ [Tpu nyTn TPY NbTU Trlin Yes
Common Slavic */tj/ > /k'/ |useke uBsete Trlin No
/vs/ > [sv/ cBuTe BCUYKMN Trin Yes
—*/et/ > /e/ in 3pl verb \nape \napATt Trlin Yes
Common Slavic */g9/ > /a/ |paKa pbKa Batak Yes
/n'e/ paHbe opaHe Trin Yes
1sg /ja/ Gl a3 Batak Yes
—/le/ 6opune 6opuau Bajlovo Yes

Figure 2.3: Other Phonological Dialectisms in the Corpus
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2.3.4. The Marginal Position of Dialectisms

This fact is in direct contrast with the situation surrounding other, more widely
occurring nonstandard reflexes, such as that of etymological jat, of which both western and
eastern variants can be found in songs from across the country. I would suggest that a trait
like /e/ for jat occurs widely in folkloric language because it is part of the “dialect register”
and represents an emblematic variable that makes folk speech sound “folk.” The less
common features examined in this section, however, are probably not thought of as part of
this register. They would almost certainly be recognized by speakers as characterizing rural
speech, but, unlike /e/ for jat, they are almost entirely absent in these texts. This would
suggest that their appearance marks actual dialect rather than the “dialect register,” which
is made up of only a select group of features occurring in texts more regularly.

This of course, implies that at least one of two conditions characterized the
production of these songs: either singers were mostly leaving these other features out of
their language, or editors sanitized the texts of the songs to make them only marginally
dialectal. Certainly, the former is not unlikely, at least to a certain extent. These songs were
presumably sung by individuals involved with national socio-political movements; thus,
they likely had some exposure to other regional or standard-language forms of speech, and
may have been accommodating outside observers by using less regionally marked
language.

At the same time, however, it is reasonable to assume that those assembling the
collections of these songs must have been involved in standardizing the texts to produce a
“cleaner,” more nationally appropriate variety of language. These songs appear in song
books that were distributed throughout the whole of Bulgaria. Since the texts were
intended for a popular audience, editors wanted to ensure that they would be accessible
and easily comprehensible to citizens from all over the country. Small bits of dialectal
material remain, but they would never impede comprehension. This might be contrasted
with more specialized books intended for a scholarly audience, where transcriptions of
texts demonstrate that singers do, in fact, sing in highly dialectal language. For example, a
typical song in a specialized, multi-volume collection of Bulgarian national ballads opens:

(2.27) 3aBann, CTosH, 3aBaID,
3aBaIh 3aBAJIMATA,
3aBBAWJI CTAZ0 TOJISIMO,
ye riacu CTosiH, 4ye Tpymna
TPUCTA MU KHJIa T'b/1d0e,
MEeTCTOTUH KWJa e9YMHUK.
Panu ru CrosiH, 3068 ru
cpef, 3UMa, 10 TaHacoBJeH.
Hanwu ce 3ape cebpumnio,
yynu ce CTosiH, Mae ce
C'bC KaKBO CTAJI0 J]a XPaHH.
[MTounasno crazo ma ymupa. (Bogdanova et al. 1993:182)
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It started raining, Stoyan, it started raining,
the downpour started raining,

he bred a great herd,

and Stoyan prepared, he piled up
three hundred kilos of doves,

five hundred kilos of barley.
Stoyan got them up, fed them,

in the winter, until St. Atanas’ Day.
But didn’t the grain get finished,
Stoyan wonders, dawdles about,
with what can he feed the herd.
The herd started dying off.

To read such a song requires more focus for full comprehension than do the songs in the
corpora in this study. It has noticeably more stress marking, spells out several instances of
vowel reduction in this short number of lines, and even indicates a labialized /w/ sound in
the last word; no such nonstandard character is found anywhere in the socialist-era
corpora. In general, songs such as this one, recorded by folklorists and ethnographers and
published in scholarly volumes, contain much more visibly dialectal speech. Songs in
academic folklore collections also usually pay special attention to the region in which the
song was recorded; the volumes that contain the songs in the socialist corpora do not
highlight this information (it is often in an appendix), and sometimes they even exclude it
entirely. Their focus is not on the poetic features of songs from a particular region, but
rather on the potential for the song to demonstrate national unity.

This would suggest that the potential features mentioned in this section were mostly
excised for publication by those who wanted to display these songs as new folk texts for the
entire nation. Small bits of dialectal features remain occasionally, most likely just to add a
bit of folk “color” to the mostly standard-language texts. It is striking that these dialectal
features, so common in large regions of Bulgaria, are so rarely found in the corpus. It seems
most probable that they are not part of the register proposed in Chapter 1, and, therefore,
appear only minimally.

2.4. Elision

In colloquial varieties of spoken Bulgarian (just as in many languages), the elision of
phonemes in particular environments is a common phenomenon. In the texts in this study,
the elision of certain sounds—indicated orthographically with nonstandard spellings—is a
moderately common phenomenon, appearing in 29 of the 38 songs in the Traditional and
Innovative Corpora and 15 of the 21 March songs. However, there are two separate types of
elision that can be found in these texts. One type, occurring more rarely, is when particular
sounds, often including consonants, are dropped, which reflects the sounds of colloquial
oral language. This occurs almost exclusively in the most traditional songs, those of the
unrhymed line type. The other type of elision, which affects only vowels in specific contexts,
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appears to be modeled after the lyric styles of older periods of Bulgarian literature and is
used as a marker of higher poetic style. This type of elision appears throughout the songs
in this study, but with particular prominence in the March songs.

2.4.1. Elision and the Spoken Language

The first type of elision simply reflects the nuances of the spoken language. Most of
the instances of this type of elision involve the simplification of consonantal sounds. In two
songs, pre-vocalic /h/ (a voiceless velar fricative) is elided, resulting in forms like uu (ic),
‘at all,” instead of standard xuu (hi¢), opo (oro), ‘circle dance,” instead of xopo (horo), or
npuzomeua (prigotvia), ‘they prepared,” instead of standard npuzomeuxa (prigotviha). In
several other cases, consonant clusters are simplified, yielding the forms ce (se),
‘completely,” instead of ece (vse), and zeau (zeli), ‘taken,” instead of e3eau (vzeli). Individual
consonant sounds are dropped only in songs of the unrhymed line type, that is, in the
Traditional Corpus.

Another type of this “oral” elision is that in which syllables unstressed in the
standard language are lost entirely in the text. This can be seen in forms such as maxaama
(mahlata), ‘the neighborhood, instead of standard maxanama (mahalata), or ow (oSt),
‘still,” instead of standard owe (oste). One word, keo (kvo), ‘what,” instead of standard
(kakeo) (kakvo), appears in a song with rhymed couplets. The only other type of
phonological reduction of this “oral” type that appears outside of unrhymed line songs is
that in which the conjunction u (i) is contracted to i (j), as in the second line of:

(2.28) Xutnep wu mamara
Hitler i pasata
Hitler = and pasha-DEF

51 uap bopuc napysBatr —
j car  Boris caruvat
and tsar Boris reign

Hitler and the pasha / and Tsar Boris reign

In a case like this, contraction allows for the reduction of the syllable count of the line,
making each line six syllables in accordance with the parameters of the song. In general,
these types of strictly oral elision are not extremely common, but they can be found with
some regularity in songs of the various corpora, but primarily in the Traditional Corpus.

2.4.2. Poetic Elision

However, there is another type of elision that is surprisingly systematic, and it seems
that the songs in this study—March songs in particular—reify this type of elision as a poetic
device. This type of elision, referred to here as “poetic,” involves the dropping or
contraction of single unstressed vowels. It can occur in any type of song, and since it
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appears in the works of writers from the Bulgarian National Renaissance period, it seems
to be associated with high poetic style.

Within all types of songs, there are five particular contexts in which poetic elision
occurs with great frequency. The first is in the personal pronouns Hue (nie) ‘we’ and sue
(vie) ‘you all,” where the loss of word-final /e/ leads these forms to be written as Huti (nij)
and euti (vij). For example, this occurs in the lines:

(2.29) Cbc  ycunus 3qpaBU HAPOJHU
Stis  usilija zdravi  narodni
With efforts  healthy folk-ADJ

HUM  Ch3JaBaMe  4yJeH 3aKOH
nij  stzdavame cuden zakon
we establish wonderous law

With the hearty efforts of the people / we establish a wondrous law

where the first word of the second line would generally be written Hue (nie). These two
pronoun variants can be found throughout both song corpora.

A second recurring type of elision is that in which the vowels marking person and
number are dropped from the desinence of first- and second-person and reflexive
articulated possessive pronouns. This can be seen in a line such as:

(230) U MoMTa MaliKka Ie  4YakKa
I mojta majka  ste  caka
and my mother will wait

And my mother will be waiting

where the possessive pronoun motima (mojta) would ordinarily be spelling mosma
(mojata). In articulated possessive pronouns, both the unstressed ending of the pronoun
itself, mos- (moja-), and the attached definite article, -ma (-ta), convey gender and number;
such reduplication makes the pronominal ending redundant for conveying grammatical
concord. While quite common, it bears noting that this phenomenon is not universal. In
one song, for instance, the appearance of both the standard reflexive form ceosima (svojata)
and the contracted ceotima (svojta) shows that these forms are in free variation:

(2.31) [Jlait Mm  cBosita  Ccuia KpUJIaTa
Daj mi  svojata sila krilata
give me  REFL-POSS strength winged
Give me your winged strength

(2.32) Ye mpen CBOMTa  poAWHA paHeHa
Ce pred svojta rodina ranena
for before ~ REFL-POSS homeland = wounded
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For before my wounded homeland

Like nHuti (nij) and euti (vij), these forms are very common in all types of songs.

Another widespread type of elision is that in which the -e (-e) personal ending is
contracted to  (j) in the 35G present form of first-conjugation verbs whose roots ends in a
vowel. Thus, forms ending in —ee (-ee), for example, are spelled as -eti (-¢j), and so on.” In
these cases, the form is homophonous with imperative verb forms, but it is clear that a
present-tense meaning is intended. For example, in the verse:

(2.34) U cBoGOgaTa, B KOSTO
TOJIKOBAa KP'bB ajIeHeMH
HEeKa IUTIOIY B 3HaMeHara,
HEeKa B ChPIIATa XUBEH!

And the freedom in which
so much blood turns scarlet
let it wave in our flags,

let it live in our hearts.

the final words of the second and fourth lines demonstrate this phenomenon; they would
appear as aneHee (alenee) and xcusee (Zivee) in the standard language. It should be noted
that in this case the contraction does not appear for the purposes of forming rhyme; these
two words would rhyme in their full standard form as well. Instead, these forms appear to
be part of a stylized linguistic pattern.

A fourth common type of elision is that in which the final vowel of masculine
definite adjectives is dropped. For example, in:

(2.35) Huit wmmamara cMe  rBapaus
Nij  mladata sme gvardija
we  young-DEF are  guard

Ha TPYAOBUN Hapo/,
na  trudovij narod
of working-DEF folk

19. Russian shows a similar type of contraction wherein comparative forms ending in -ee (-ee) can appear as
—eti (-ej) in poetic language. For example, the final word of the Soviet-era lyrics:

(2.33) Becen HameB ropofioB U Moyl —
YKutb crano nydie, xuth crano Beceneit! (Lebedev-Kumach 1936)

The joyous tune of the cities and fields —
Living has become better, live has become happier!

in which eeceneii (veselej) appears in place of standard eecenee (veselee), demonstrates this same
phenomenon. It is possible that poetic Russian served as a model for this type of elision.
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We are the young guard / of the working people

the word mpydosuii (trudovij) reflects the absence of a final vowel, ordinarily realized as
mpydogusa (trudovija) in the standard language. Such forms are also extremely common,
occurring in most texts more often than do the standard, fully articulated forms.

One final type of poetic elision is that in which the -u (-i) ending is dropped from
the standard set of demonstrative pronouns. Instead of mosu (tozi) and masu (tazi), for
example, one finds forms like mos (toz) and mas (taz). An instance of this can be seen in
the line:

(2.36) cbc  Te3  mpokmeTd  PaAIIUCTH
sis tez  prokleti fasisti
with these cursed fascists
with these cursed fascists

Instead of mes (tez), one would expect here to see the standard word mesu (tezi), ‘these.’
The citation form mos (toz) is, in fact, identified in dictionaries as a “colloquial and poetic”
(“pasr. u moert.”) form of mosu (tozi) (Andreichin et al. 2008:973), and such shortened forms
of demonstrative pronouns are found in many types of songs in this study.

The particular types of elision discussed in the first part of this section appear to
represent cases in which the dropping of sounds simply mimics the phonology of everyday
spoken language. With the exception of the elided vowel in articulated possessive
pronouns, however, the five types of “poetic” vocalic elision mentioned here do not
generally occur with great frequency in standard spoken Bulgarian (and they are certainly
never written in standard prose).

However, examples of these five types of poetic elision are present in all types of
songs, but particularly so in March songs, which otherwise typically display more standard
forms of language. For example, while only two songs in the Traditional and three in the
Innovative Corpus contain at least one instance of guti (vij) or Huti (nij), 11 of the 21 songs
in the March Corpus have these forms.*® The same is true for the other types of poetic
elision: instances of the contracted form in the March songs generally outnumber those
displaying standard orthography.

This is most likely the case because these forms of poetic elision carry particular
semiotic value within the system of Bulgarian poetics. Indeed, all of these forms are
widespread in the works of beloved national poets from the National Revival era. For
example, Hristo Botev’s well-known poem “B mexanaTa” (“In the Tavern”), opens:

(2.37) Texko, Texxko! Buno maiire!
[Mustt maHO a3 3abpaBs

20. Of course, it is possible that this discrepancy in patterning may be due partially to the content of these
songs; indeed, the marches often comment on the actions and values ascribed to “you” and “we” while the
traditional songs are first- and third-person narratives.
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TYH, 10, TIYNLY, BUHA He 3HalTe
I030p JIY € UJIX C/1aBa!

[la 3ab6paBst Kpaii CBOi1 pojieH,
GalyHa CM MHJIA CTPsiXa

Y Te3, 110 B MeH JyX CBOGO/IEeH,
Iyx 3a 6op6a 3aBemiaxal

Oh, woe! Give me wine!

If drunk, hopefully I can forget

that which, idiots, you do not know
whether shame or glory!

To forget my native land

my dear father’s home

and those, who bequeathed unto me,
a free soul, a soul for fighting!

In this passage, one sees the personal pronoun euti (vij) in the third line and the
demonstrative pronoun me3s (tez) in the third line of the second stanza. The 2pPL form of
the verb ‘know’ is spelled as 3Hatime (znajte) instead of 3naeme (znaete); this form probably
represents an example of the same type of contraction described above for 3sG forms,
wherein the sequence -ee (-ee) in a verbal ending is contracted to -e (-e). An example of

the contraction of definite adjectives can be found in part of Ivan Vazov’s “Tux 651 Jynas”
(“The Quiet White Danube”):

(2.38) Kapait  6Bp3o  mapaxoza

Karaj btirzo parahoda
sail quickly  steamship
Ha O'bITapCKUi 6psir!
na btlgarskij brjag!
to Bulgarian-DEF  shore

Sail the steamship on quickly / to the Bulgarian shore!

where the adjective meaning ‘Bulgarian’ appears with the bare -uti (-ij) ending instead of
the standard -us (-jja). Finally, another poem by Vazov, “Ha Beazapus” (“To Bulgaria”),
displays elided vowels in possessive pronouns and a contracted 3SG present form:

(2.39) Ha Te6, bbarapuo cBemieHHa,
MOKJIQHSIM IIeCHU CH Cera.
Ha TBoliTe panu, KpbB Oe31jeHHa,
Ha TBOMTA XKaJIOCT U TBIQ,
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Ha TBOWTE CBJI3U U Bb3JUILIKH,
Ha TBOWTE CTPACTHU U TErJI0

Y Ha BeHella MbYeHUILKY,

KOI Irpey Ha TBOETO 4YeJIo.

To you, sacred Bulgaria,

I now dedicate my songs.

To your wounds, your priceless blood,
to your pity and sorrow,

to your tears and sighs,

to your passions and suffering

and to your martyr’s crown,

which shines on your forehead.

In these passages, the successive examples of contracted 2SG possessive pronouns (meotime,
etc.) along with the verb epeii (grej), normally appearing as epee (gree) in the standard
language, exhibit further the presence of these poetic elisions in national Revival Era
poetry.” Indeed, all such forms can be found throughout the works of Botev, Vazov, and
other major writers of the era. The content of these works is devoted above all to patriotic
praise for Bulgaria and declamation of the nation’s virtues. In that these forms are found
with such ubiquity in the works of the National Revival period, one can see how they have
come to be associated not only with solemn, high registers of lyric language, but with the
quality of “Bulgarian-ness” itself.

2.4.3. Elision: Conclusion

In conclusion, it seems crucial to differentiate the two types of elision and their
patterning in the works in the socialist corpora. In occasional instances, such as when
consonant clusters are simplified or the spelling of words otherwise reflects basic changes
that linguistic economy might induce, one can simply see these peculiarities as reflecting
the sounds of everyday speech. In many songs, editors have used various devices—such as
writing /e/ for an etymological jat or accenting the place of nonstandard stress—to convey
the specifics of a singer’s dialect; these types of elision, then, are simply part of the same
process. But poetic elisions occur in both the more standard-language March songs and in
the works of National Revival poets. Their purpose is clearly to convey a specific feeling of
patriotic solemnity and grandeur.

2.5. Phonology and Orthography: Conclusion

21. One also sees an elided form of me6e (tebe), ‘you,” an unarticulated definite in nectu (pesni), noun-
adjective word order, and the unarticulated relativizer kot (koj). Curiously, the possessive pronoun meoemo
(tvoeto), which could be contracted to meotimo (tvojto), is spelled in its full form here.
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As has been seen, the language of the songs in this study—even those of the most
traditional type—shows only a relatively minor amount of deviation in orthography from
the norms of the standard language. A small amount of elision of consonants and vowels
apparently functions to denote the oral nature of the songs. Otherwise, only two
nonstandard features occur with much frequency throughout the corpus: nonstandard /e/
reflexes of etymological jat, and the marking of nonstandard stress. It is important to note
that both of these features are characteristic specifically of western dialects of Bulgarian,
and it would appear that they mark “dialect” in a way that is fairly unobtrusive and fully
comprehensible to a reader familiar only with the standard language. As will be discussed
in Chapter 6, I suspect that these are the phonological traits that speakers feel most clearly
to mark “dialect,” and for this reason they have gained a special place in the register of folk
songs.
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Chapter 3

Morphology and Syntax

Within the songs in this study there abound numerous instances of linguistic
peculiarities at the word and phrase level. This chapter deals specifically with those
morphological and syntactic phenomena that would be prohibited or considered
ungrammatical in the standard language as it is spoken today; phenomena that simply
reflect marked usage or constitute otherwise interesting poetic phenomena are described
in Chapter 5. It is proposed that the features described here are some of the primary
markers of folkloric language that are permitted and regularly used within the genre of the
folk song. The bulk of these features are most readily described as archaisms; they reflect
obsolete morphological and syntactic patterns from older forms of Bulgarian, Common
Slavic, and even Indo-European. Several other features, however, reveal the influence of
dialectal language, albeit inconsistently and in a highly restricted form. Altogether, these
types of traits add variation to some of the basic structural properties of the standard
language and lend stylistic “flavor” to the songs in this study.

3.1. First-Person Plural Present-Tense Verbal Endings

This section addresses the presence of marked first-person plural present
conjugational endings in the songs in the corpora. Such forms have their origins in western
Bulgarian dialects, but they appear here in songs from regions throughout Bulgaria. In this
sense, they seem to be a dialectal marker that has spread more generally in the language of
song. However, the form’s ubiquity in non-lyrical language and songs less marked as being
of the “folk” indicates that it is likely of less emblematic value than most of the other
features described in this study.

3.1.1. Asymmetry and Dialect in First-Person Plural Verbal Endings



The first-person plural endings of present-tense verbs in standard Bulgarian are
asymmetrical across verbal paradigms. Bulgarian has three primary conjugational classes,
distinguished by the theme vowel that appears in the second- and third-person singular
and first- and second-person plural conjugational suffixes. Following this theme vowel,
second- and third-person singular and second-person plural verbs all have the same
personal endings regardless of conjugational class. For first-person plural verbs, however,
those of the /e/ and /i/ conjugational classes (generally called the “first” and “second”
conjugations) have the ending -m, while verbs of the /a/ (“third”) conjugation have the

ending -me. This can be seen in Figure 3.1, in
which the disparate endings are highlighted.

The -m ending is, diachronically, the
original ending of all three conjugational
classes; the -me ending appears to have

| Conjugation

Il Conjugation

11l Conjugation

—es

—as

—e

—a

1PL

—em

—ame

—ete

—ite

—ate

spread into verbs of the third conjugation | 2Pt
from what was in Common Slavic the
athematic  verb  class  (Haralampiev
2001:138).>* An important isogloss divides the entirety of South Slavic between West South
Slavic, in which all first-person plural present forms end in -mo, and East South Slavic,
where such forms end in -m or -me (Ivi¢ 1972:67).

However, western dialects of Bulgarian do not maintain this distinction between
conjugational classes, and instead, all first-person plural verbs end in -me or, more rarely,
-mo. An isogloss within Bulgarian separating consistent first-person plural endings from
the alternating type found in the standard language runs in a pattern similar to that of the
major jat isogloss (Stoikov 1993:91). This neutralization between paradigms characterizes
Macedonian and Serbian first-person plural verbs as well. Thus, with regard to
conjugational endings, western Bulgarian dialects pattern more closely with their linguistic
neighbors to the south and west. Accordingly, the presence of -me endings on first- and
second-conjugation verbs is recognized by many contemporary speakers as a marker of
substandard or dialect speech.

Figure 3.1: 1PL Verbal Endings

3.1.2. Appearance of First-Person Plural Forms in the Corpora

Western first- and second-conjugation first-person plural -me endings are found
throughout the primary corpora (i.e. the Traditional and Innovative Corpora) of songs.
When all instances of first- and second-conjugation first-person plural present verbs were
tallied, there were 39 total: there were 25 forms in the Traditional Corpus, of which five
(20%) had the -me ending, and 14 in the Innovative Corpus, of which three (21%) had this
ending. The numbers are clearly too small to be of any statistical significance; moreover,

22. Townsend and Janda (1996:206) note that, when Slavic languages have developed first-person plural
endings in which -m is followed by a vowel (e.g. BCS -mo, Polish -my), it is generally the case that 1sg forms
end in -m; this development helps to keep 1sg and first-person plural forms separate. Indeed, this is the case
for standard Bulgarian in the /a/ conjugation as well, where 1sg verbs end in -m.
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some texts had disproportionately large numbers of tokens, so the data aren’t
representative of the spectrum of songs as a whole. This sample is particularly modestly
sized because of the typical content of songs: most of the songs in this study, particularly
those of the Traditional type, constitute descriptions of events, either in the past tense or
in the third person—that is, in contexts that do not present first-person present tense
marking. Nonetheless, it is clear that singers do include these nonstandard forms in their
songs with some regularity.

3.1.3. Verbal Endings and Inconsistencies with Dialectal Norms

Of greater significance is the fact that, like other linguistic features discussed in this
study, a surprising amount of free variation seems to exist in the language of these songs,
allowing multiple reflexes to exist even within the same text. I examined the entirety of
every text within the corpora (that is, beyond the first 25 lines) and noted whether a text
contained only -m, only -me, or both endings. In total, 13 songs contained at least one
instance of a first-person plural verb. Seven of these songs (54%) had only standard -m
endings, one song had only -me endings, and five songs (38%) had both -m and -me.

It should be noted that the one song that had only -me endings is in many ways
something of an anomaly: it seems to reflect a much more faithful adherence to the
(western) dialect of its informant than do the other songs in the corpus; it is the only text
to have case marking on nouns, for example. This song aside, it seems that the standard -
m ending is indeed the default which most singers use in their songs.

Striking, then, are the five songs that include both variants. In natural speech, one
would expect to find only one variant used consistently, at least assuming a speaker
maintains his or her idiolect continuously and does not switch registers. However, passages
such as the following show that this is not a rule in the language of these songs. In this
example, verbs with standard endings are italicized, and those with dialectal endings are
underlined:

(3.1) Ha repmanckure damuctu
HUIAYKO He 11e dadem,
a ITbK TEXHUTE JIaKer
ChC KyPUIYM Ille Ha2paoum.
CbC KpUseTe Ha OpJIUTe
HUU JIeThMe cpeJ, HOllTa —
Hamazame u pyliiMe
u ce eybum 6e3 crefa...

‘To the German fascists

we won't give anything,

and those who follow them
we’ll bestow with a bullet.
With the wings of the eagles
we fly in the night —



we attack and we demolish
and disappear without a trace...

Such vacillation between endings would be unexpected in ordinary speech. In sung
language, however, it appears that such forms can be in free variation.

As is the case with jat reflexes, the choice as to whether a text uses -m, -me, or both
variants seems to be independent of the actual dialect area in which it was collected. 1
compared the reflexes found in texts with the reflexes one would expect given their location
of origin according to Stoikov (1993:91). 11 songs with first-person plural forms had
identifiable locations of origin, and, in fact, seven of these songs—in highlighted fields in
Figure 3.2
—had linguistic features that would be at odds with the actual dialect in which they were
collected. As is apparent, one finds songs with only standard reflexes even from regions
west of the isogloss, where consistent -me would be expected in “pure” dialectal speech.
This is not particularly surprising; it has already been seen that the songs in these corpora
are generally only “dialectal” in the sense that they allow for a limited set of regional
markers; otherwise, their language more or less reflects norms of the standard.

More noteworthy are the four songs with instances of -me that come from regions
in which -m would be the expected variant; all four of these songs, in fact, display both
variants. By using first-person plural forms ending in -me, the creators of these songs are
using a regionally marked linguistic feature foreign to their own dialect. Clearly, this
optional -me ending has a well established position within the language of folk songs in

Actual Reflex

only -me both -m and -me

Expected Reflex in expected -m
Dialect

expected -me

not given / unclear

Figure 3.2: Numbers of Songs in Traditional and Innovative Corpora
Sorted by Actual and Expected 1PL Endings
that many singers, even for whom it would theoretically not be native, use it so widely.

3.1.4. Variation and Spread of the -me Ending

There are several explanations as to why -me might be used by singers for whom the
ending is not a native part of their dialect. Given that western jat reflexes and other
linguistic traits of southwest Bulgaria appear to be emblematic of “folk” language, this is
possibly one more feature included in the same bundle of traits that speakers can employ
when they want their words to sound rural or folksy. Contemporary speakers often identify
-me endings with the rural Shop ethnic group that contributed western dialectal forms to
the Sofian vernacular; as such, it makes sense that -me endings are an easily borrowed
linguistic emblem of the “folk.”
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Nonetheless, the -me ending does not carry as much marking for colloquialness as
do other dialectal features, such as /e/ jat variants. In contemporary Sofian speech, for
example, using a nonstandard jat variant, such as saying nema for Hsama, ‘there isn’t’ or
gudex for sudsax, ‘1 saw,” would be more likely to elicit condescension on the part of an
educated speaker than would the use of forms such as sudume for sudum, ‘we saw’. First-
person plural -me forms are not those prescribed by literary Bulgarian, but they are
nonetheless fairly commonplace in everyday speech.

I attempted to quantify the frequency with which the contemporary written
language permits these two separate variables by performing a short experiment using the
Bulgarian National Corpus. I calculated the relative frequency of dialectal variants of
common first-person plural verb forms as opposed to their standard counterparts (e.g. how
often sideme ‘we eat’ can be found instead of sidem). I then compared these results with the
frequency of nonstandard variants of typical words containing etymological jat with their
standard counterparts (e.g. how often xse6 ‘bread’ occurs instead of xn56). Indeed, first-
person plural -me forms occurred, on the whole, more often than did dialectal jat forms.
The Bulgarian National Corpus is composed primarily of standard-language prose works,
so the higher frequency of first-person plural -me forms in it indicates that they are seen as
more appropriate for publication in the non-lyrical literary language than are marked jat
forms. The percentage of nonstandard forms out of the total counted, for both first-person
plural verbs and nonstandard jat words, is shown in Figure 3.3, where jat forms are shaded
and first-person plural forms are left white. The table, which is sorted from the lowest to
highest frequency of nonstandard forms, shows that while dialectal jat forms range from
.07%-1.54% of all realizations of a lexeme, first-person plural -me forms occur, overall, more

often—anywhere from .38% to 2.06% of the time.
Tokens Standard Nonstandard Percentage Nonstandard

TpbbBa 406892 283 0.07%
BbpBam 17898 23 0.13%
HbMmawe 163332 252 0.15%
Th/10 31931 66 0.21%
ThCcHO 4457 11 0.25%
MbCTO 121861 386 0.32%
Tbpcum/e 4658 18 0.38%
Hbma 374956 1481 0.39%
npasum/e 13522 77 0.57%
cegHem/e 1186 8 0.67%
urpaem/e 2143 16 0.74%
MTBEKO 8380 67 0.79%
cToum/e 1871 15 0.80%
nexum/e 239 2 0.83%
xXnb6 12422 108 0.86%
yetem/e 896 9 0.99%
cegum/e 1346 19 1.39%
6bram 1601 25 1.54%
agem/e 1460 30 2.01%
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| nuwem/e 667 14 2.06%
Table B: Standard and Nonstandard Variants of Jat and First-Person Plural Forms in the
Bulgarian National Corpus

Moreover, looking at the wider contexts in which these forms appear, one finds that
nonstandard jat words are common in texts that have prominently dialectal language used
throughout the text. For example, xne6 appears in the passage:

(3.2) Ara ce o6opHax, riesam rpej MeHe Ollie JBaMHHA C BAUTHATH TIOQEIH, CHII0 KaTO
nopBusi: 6apauunuia, pouaBu. — Kakere — BHMKaM mak — KakBo Hckare? Xieo,
CHUpeHe, Mapy — KaKBOTO MMaM, 1ie BU JaM, Ta CU Me ITyCHeTe Ja CU BOPBSIM.

When I turned around, I see in front of me a couple more with raised rifles, also like
the first: wild-haired, disheveled. — Tell me — I say again — what do you want?
Bread, cheese, money — everything [ have I will give you, but allow me to go on my
way.

In addition to /e/ for jat, this text has dialectal lexemes (e.g. aea ‘when,” miogeyu ‘rifles,’
etc) and a nonstandard reflex for Common Slavic syllabic /r/. The use of /e/ for jat also
seems to be common in fixed folk expressions, such as xne6 u con ‘bread and salt,” or in
longer tale-like narratives. It is true that first-person plural forms in -me do seem to be
found often in dialogues and representations of oral speech, but the language of most of
the contexts in which they occur is usually less dialectally marked. It would seem, then,
that while jat forms are particularly meaningful for representing highly marked dialect,
first-person plural forms ending in -me are simply markers of casual, colloquial speech. In
general, the contexts in which variant forms appear point to the fact that -me forms—at
least in the written language—are not as strong a marker of folk speech as are /e/ jat forms.

Indeed, first-person plural -me forms are prevalent in the speech of many Bulgarians
today, and linguists confirm this fact readily. Grammarians are careful to remind readers
that the literary language does not permit -me endings, and textbooks include “warnings”
for native-speaker students to avoid using these forms (e.g. Vlahova-Ruikova 2009:98).
However, linguists also admit that the forms are gaining ground in contemporary speech;
Kriistev, for example, writes with a note of premonition, “For now [3acera], the literary
norm considers these forms incorrect” (1992:97, my emphasis). Even the typically
prescriptivist Pettir Pashov writes:

[TpuetruTe OT OPUILIMANTHUSA TPABOIKC U MPABOrOBOP GOPMU OKOHYABAT HA -M, HO
nocra decto ce cpemat ¢opmu ¢ -me (kakrto e B III cmp.), Hamp. Hue moxcem U
Moxceme, Hue mucaum U mucaume. Tean GopMH ca IHUPOKO Pa3MPOCTPAHEHU B
HapOJHUTe TOBOPYU, U TO He CaMO B 3aMaJHUTe, KbJEeTO Ca PeJoBHU, HO U B
u3TOYHUTe. Peuiia aBTOpU npuemar 3a JOMYyCTHMU M MIPaBUJIHM BapUAaHTHUTE Ha -
Mme. Hskou faxka cMsTaT, Y€ Bb3MOXKHOCTTA 32 U300p Mexay GopMHUTE MBAYUM U
MoauMe MOXe 13 O'b/le U3II0/I3BaHa 3a Mo-rosisiMo 6/1aro3py4ue Ha peura. (Pashov

1999:141-142)
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The forms accepted in official orthography and spoken language norms end in -m,
but quite often one encounters forms with -me (like in the third conjugation), e.g.
“we mozem (can) and mozZeme,” “we mislim (think) and mislime.” These forms are
widespread in varieties of folk speech, and, at that, not only in western varieties,
where they are regular, but in the eastern ones as well. A number of authors find
acceptable and correct variants ending in -me. Some even feel that the possibility to
choose between the forms “mtil¢im (stay silent)” and “miil¢cime” can be used for
greater euphony in speech.

The ubiquity of -me forms has even led Videnov (2002) to speculate whether the practice
of using -me for all first-person plural verbs has become so entrenched that the alternation
between -m and -me has little chance of being retained in the speech of speakers within
one or two generations. Although these forms may have originated in western speech, they
have become well represented in varieties across the Bulgarian linguistic space.”®> While this
trend had likely not gained as much ground at the time my texts were composed, it is
nonetheless not unreasonable to suspect that even then -me forms had found a place in the
speech of those from regions well beyond where such forms could be found “naturally.”

3.1.5. The -me Verbal Ending and the Question of Meter

Nonetheless, it is possible that singers opted for these forms in songs not only
because they lend a colloquial flavor, but also because the forms can be used to maintain
particular metrical conditions. Whether their meter is organized around one or multiple
lines, all of the songs in the corpora have restrictions on the particular syllable count of
lines. It is likely that singers chose the -m or -me variants depending not on their dialect,
but on how many syllables they needed in a song. For example, in the song “Beiite mu,
Betpu u xanu” (“Blow, You Storms and Winds”) there are lines with both -m endings:

(3.3) 3aemHo OGopba  nma BOJUM
Zaedno borba da vodim
together battle to lead-1PL

HapojJa Ja 0CBOGOIUM
naroda da osvobodim

folk-DEF to free-1PL

Together let’s wage a war / to free the nation

23. Explanations vary for this phenomenon. Aleksova (2001:13) shows that the feature is one of the most
emblematic of Sofian speech, regardless of the social background or region of origin of speakers; this may
have led to it gaining social prestige. Murdarov (2000) argues that first-person plural -me forms have “entered
the speech of all levels and ages of speakers” because they are seen as prestigious among the political elite.
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and -me endings:

(3.4) HocroitHo  ga ce I'bPXKUMe
Dostojno da se durzime
worthily to REFL  hold-1pPL

Let us hold tight with dignity

Every line in this song has eight syllables; in both examples above, the choice to use -m or
-me ensures that the syllable count remains uniform. Because -me endings necessarily add
one syllable, variation between the two endings creates an easy way for singers to choose a
verb form that satisfies their metrical needs.

3.1.6. The -me Ending Across Various Genres

Further evidence that -me forms are less a marker of register than a metrical device
is the fact that their occurrence does not seem to be conditioned by genre. As noted in the
previous chapter, western jat reflexes appear only rarely in the Innovative and March
Corpora but are widespread in the Traditional Corpus. The quantity of data for first-person
plural forms is smaller, but this rule does not appear to pertain here: although only three
Innovative songs had any first-person plural forms at all, one song had only -m and two
had both, which indicates that -me is free to occur even in newer styles of song. Figure 3.4

presents a comparison of the patterning of these forms in the two primary corpora.
Moreover, an examination of the March Corpus shows that, unlike /e/ jat forms, the -me

1pl reflexes present in songs
both -m and -me

only -m only -me

Traditional

Song Style

Innovative
Figure 3.4: Number of Songs in Traditional and Innovative Corpora Sorted by
Actual and Expected 1PL Endings

ending can still occur in those songs. Of the 15 songs in which it appears, 12 have only -m,

one has only -me, and two have both; that is, -me is not particularly infrequent in this genre,

which generally adheres closely to the norms of the standard language. The choice between

-m and -me, then, appears to be flexible in the language of all types of songs.

Finally, it should be noted that first-person plural forms appear optionally in non-
musical poetry of the era as well. The poet Nikola Vaptsarov grew up in southwestern
Bulgaria and would have had universal -me forms and /e/ jat forms in his own dialect. While
he does not use the latter in his poetry, he does inconsistently include -me endings. For
example, his “llle ctpoum 3aBox” (“We Will Build a Factory”)—the title of which uses a
standard first-person plural ending—also includes the lines:

(3.5) A uue? - beagyurto
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IpeBMBaMe BpaT

1 M'BbITYVME,

MTO30PHO M'BTYHM.
IIpokapaxme Mpexu

Y B TSX YKPOTEeHa Teye |[...]

And as for us? — Soullessly

we lower our heads

and stay silent,

shamefully stay silent.

We've built our canals

and in them, subdued, flows [...]

While the third and fourth lines of this example reflect both possible conjugational endings
for monuum/e ‘(we) remain silent,’ it uses a standard personal pronoun with a standard
reflex of jat in max ‘them.” That is, despite his native western dialect, Vaptsarov generally
writes in a more or less standard variety of Bulgarian while still using -me forms. This is
evidence that, even in the World War II era, these forms were not seen as particularly
dialectal and were simply a more universal feature of Bulgarian poetic language.

3.1.7. The -me Ending as an Unremarkable Marker

To be sure, -me forms are found in written lyrical contexts more often then in
ordinary prose. Stoikov (1993:234) writes that they “are accepted” in the written language,
but notes that this is the case especially in poetry. While the counts of various first-person
plural -me forms in the Bulgarian National Corpus detailed above show that these forms
usually appear less than 1% of the time in prose (the Corpus does not include lyrical works),
their appearance in songs and poems—both those in the primary song corpora and in the
March Corpus—is much more common. It does seem, then, that the forms are marked with
regard to genre, but with much less distinction than those traits that are key features of the
“dialect register,” such as /e/ from etymological jat.

It bears noting as well that -me is not the only first-person plural ending that appears
in actual Bulgarian dialectal speech. The -mo ending, along with phonetically reduced-
vowel variants of both /me/ and /mo/, also appears in speech from within Bulgaria’s
national borders. These latter forms, however, are never found in the socialist corpora nor
in contemporary written prose.** Thus, the -me ending does have an established place
within standard varieties of the language: while not the only dialectal alternative to -m
forms, it is the only one permitted to appear in these volumes of national folklore. In the
sense that it is a sanctioned dialectism, it is similar to western jat forms, marked lexemes,
and other traits that make up the dialect register.

24. I verified this by searching the Bulgarian National Corpus for the same verbs used in Table X above with
-mo endings (e.g. mspcumo, npasumo, etc). Of all of the verbs, only one hit—nuwemo—was returned: it was
in a document describing the conjugational paradigms of a regional dialect.
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However, given their ubiquity in everyday spoken language and the fact that they
do not pattern according to genre of song in the same way that jat forms do, it would seem
that first-person plural -me forms are a semi-sanctioned colloquial alternative in the
modern language, but they are not a key part of the dialect register. The forms can be found
in the speech of Bulgarians from a wide variety of regions and social backgrounds, and do
not necessarily imply regionalism. They are undoubtedly a characteristic feature of these
songs, and one way in which songs are made “folk.” Overall, though, they are decidedly less
marked than are many of the other traits I analyze in these chapters.

3.2. Synthetic Dative Marking

Several forms appear in the songs in this study in which the indirect object function
of words is not explicitly marked. In contemporary Bulgarian, indirect objects are marked
with either a dative clitic personal pronoun:

(3.6) HaBam 1M KHUTaTa
Davam ti knigata
give-1SG  you-DAT book-DEF
I give you the book

or, for other nominals, with the preposition Ha:

(3.7) JaBamM  MJIIKO  Ha KOTKaTa
Davam mljako na kotkata
give-1SG  milk-DEF to cat-DEF
I give milk to the cat

Ha can also appear with long (i.e. non-clitic) direct object pronouns, as in:

(3.8) [HaBam  KHurata Ha Tebe
Davam knigata na tebe
give-1SG  book-DEF to you-OBJ
I give the book to you

This usage places somewhat more emphasis on the indirect object than would forms
illustrated in example 3.6 above.*

25. An additional construction is possible in which the na occurs with an object pronoun and a reduplicative
dative clitic pronoun:

(3.9) [HdaBam xuHurata Ha Tebe TH
Davam knigata na tebe ti
give-1SG book-DEF  to you-OBJ you-DAT
I give the book to you
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In the songs in this study, however, several forms appear in which dative marking is
not made explicit with a personal pronoun or the preposition Ha; rather, one infers the
indirect object function of the words in question from context. Such constructions occur
only in the Traditional Corpus, which generally maintains archaic linguistic structures
more faithfully. There is one instance in which the personal object pronoun mene occurs
without the preposition Ha:

(3.11) cropu MeHe BT Ja MMHA
stori mene put da mina
make-IMPV  me-OB] road to pass-iSG
make (for) me a road I can pass through on

Such a form can be explained by looking at the diachronic phonology of the word mere. In
Common Slavic, there were separate dative and accusative personal pronouns, mbHr and
meHe respectively. Following phonological developments, these two forms merged into
homophonous pronouns as mere, even when separate dative and accusative pronouns still
existed for other persons (Haralampiev 2001:113). Because of this homophony, the use of Ha
became necessary for marking indirect object function when mene was used as a dative (and
Ha was later extended to the other accusative personal pronouns, rendering long dative
pronoun forms obsolete). Thus, it would appear that the form mene in the example above
reflects an archaic form—one homophonous with its contemporary direct object
counterpart—which does not use Ha to explicitly signal indirect object function.*

The absence of the expected preposition Ha can also be found with nouns. §3.4
describes the presence of several forms in the corpus in which archaic case endings mark
the syntactic function of a word, as in:

(3.12) Hapomy cMe Kasamu
narodu sme kazali
folk-DAT AUX  said
we have said to the people

Alexander (2000:220) states that this type of construction, although longer, is somewhere between the neutral
dative form shown in example 3.6 above and the highly emphatic construction shown in 3.8.
26. Another form appears parallel to example 3.9, in the line:

(3.10) ye wmeH MU YKQJTHO IoXKase
¢e men mi zalno dozale
for me-OB] me-DAT sorrowfully sorrowed
for I became sorrowful

This line would reflect a construction described by Vakareliyska (1994, 2002), in which ra is dropped from
doubled forms like those illustrated in example 3.9 above. Such a construction, which is common in informal
varieties of the contemporary spoken language, is possible because the dative clitic pronoun explicitly
conveys the indirect object function of the nominal phrase.

66



However, there are also three instances in which noun phrases occur as indirect objects
with no morphological marking of this function. For example, one song (twice) contains
the line:

(3.13) Towo gpyrapu Jymaie
Toso drugari dumase

Tosho comrades  say-IMPT
Tosho was saying to his comrades

The contemporary language would ordinarily require the pronoun Ha before the indirect
object dpyeapu ‘comrades,’ but instead, one must glean this function here based on the fact
that the verb dymawe ‘was saying,’ is a verb of speech that regularly takes indirect objects.*”
In addition to another example with the verb dymam ‘to say,” one also encounters this with
the word dape ‘they give’ (standard dapsim). It is most likely that lines containing these
forms directly reflect a continuation of the syntax of an older form of Bulgarian, one in
which case endings still conveyed the dative function of such words and Ha was not
necessary. While these endings have now been lost, there are likely formulaic line types
with indirect objects that reflect these older syntactic patterns and can still occasionally be
used in song language.

Although there are only several instances in the corpus in which dative functions
are not explicitly marked, they certainly bear noting, as their syntax radically violates the
norms of the standard language. Given the relatively low frequency with which they occur,
they probably do not represent a particularly symbolic feature of Bulgarian folkloric
language as a whole. Still, these forms must be seen as reflecting features of an intermediate
stage of Bulgarian in which case loss was underway but the complementary analytic surface
marking of syntactic roles had not yet fully taken hold.

3.3. Lack of Morphological Definite Marking

An extremely common peculiarity of these texts is the lack of definite marking in
places where it would be expected. Bulgarian has a definite article that is generally attached
to the end of the first word of a noun phrase, marking the specificity of a noun that, for
example, has already been introduced or is already familiar to a listener. In such contexts
in these songs, however, the article in many phrases seems to be missing, essentially
violating the grammatical norms for semantically definite noun phrases. A possible reason
for this is that such phrases, referred to here as “unarticulated definites,” represent a
holdover from an earlier stage of South Slavic (parallel to the situation in most of the other
contemporary Slavic languages) in which the definite article had not yet been fully
grammaticalized.

27. As will be described in section §4.1.1, dymawm is itself a nonstandard lexeme. However, it ordinarily takes
arguments with the same marking as standard kaseam; that is, the lack of na here is not due to any peculiar
lexical properties of the word.
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3.3.1. The Evidence for Missing Definite Articles

The definite article in Bulgarian is used in essentially the same contexts in which
definite articles are found in other European languages, that is, to mark a particular noun
that is understood to be familiar to a listener.”® Among the standard Slavic languages, this
definite article is unique to Bulgarian and Macedonian; it represents a development within
Balkan Slavic wherein a postposed demonstrative pronoun was grammaticalized to become
a regularly occurring marker for nominal definiteness.

In many of these songs, however, one finds clear cases in which a definite article
would be expected but is absent; that is, a noun phrase has semantic definiteness but is
unarticulated. There are four types of situations in which it seems safe to say that a noun
phrase is clearly missing an expected definite article, which were counted for the purposes
of this study.

The first of these situations comprises possessive constructions formed with the
dative. In standard Bulgarian, a definite noun phrase can be used together with a dative
pronoun to indicate its possessor. For example, in the phrase:

(3.14) KoTKaTta MM
kotkata mi
cat-DEF 1SG-DAT
my cat

a first-person singular dative pronoun follows the definite article to convey what would be
rendered in English (and could also be rendered in Bulgarian) with a possessive pronoun.
There were many such constructions in the corpus where the definite article, however, was
lacking, as in:

(3.15) raaBaTap UM Gelre
glavatar im bese
chieftain 3PL-DAT was
their chieftain was

In this case, we would expect to see:

(3.16) raaBaTapAT UM Gewre
glavatarjat im bese
chieftain-DEF 3PL-DAT was
their chieftain was

28. In Bulgarian, it is generally attached to possessive pronouns in attributive position as well.
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The lack of a definite article here violates the rules of standard Bulgarian grammar, and I
included all such instances of possessive constructions without definites in my tally.*

In another instance, the semantic properties of a particular noun would mean that,
logically, that noun would have to be definite in a given context. For example, in the two
passages:

(3.17) B IOHAIIKO dYeJo y@Iydu
v junasko celo uluci

in heroic forehead struck
it struck (him) in (his) heroic forehead

(318) B meceH mxob cu HOCH MHUCMO  MAPTU3AHCKO
v desen dzob si nosi pismo  partizansko
in right pocket REFL carries letter Partisan

in (his) right pocket he carries / a Partisan letter
one would expect definite articles, as in:

(3.19) B rHAWKOTO [My] 4yeso yIIyqu
v junaskoto  [mu] Celo uludi
in heroic-DEF  [33G-DAT] forehead struck
it struck him in his heroic forehead

(3.20) B gecHust mKo6 CM  HOCM/ THCMO  TAPTHU3AHCKO
v desnija dzob si nosi / pismo  partizansko
in right-DEF pocket  REFL carries letter Partisan

in his right pocket he carries a Partisan letter

In 3.19, the specific victim (already introduced in previous lines) has, of course, only one
forehead; the specificity of the forehead, then, is understood and should be marked as such.
In 3.20, the soldier probably only has one right pocket to carry the letter in; it is in the right
pocket, not a right pocket. When an indefinite noun phrase would not make sense in the
context in which it appears, it was treated as an instance of a missing definite article.

In a third situation, indefinite noun phrases occur in a list together with other
definite noun phrases under the same syntactic conditions, and there would be no reason
to suspect that only that one noun phrase was intended to be seen as indefinite. For
example, one song describes an attack on a village:

(3.21) Maiikure CTPAIHO THCKaXxa,

29. As a caveat to the above rule, most kinship terms in standard Bulgarian do not take definite articles in
these constructions. For example, one says ‘his mother’ as matika my (with no definite article) as opposed to
*maiikama my (with a definite article). I did not count any instances of kinship terms in these types of
possessive constructions.
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Majkite strasno  piskaha,
mothers-DEF horribly screamed

KydyeTa TpO3HO Jiaexa, [...]
kuceta  grozno laeha, [...]
dogs uglily barked

6abure JIIOTO K'bJIHSIXA
babite ljuto kiilnjaha
grandmothers-DEF angrily = swore

the mothers were crying horribly, / [the] dogs were barking terribly, / [...] the old
women were swearing angrily

In such an event, there would be chaos, and surely not all of the mothers and the old women
would be acting in uniform, with only some dogs joining in; that is, the singer could have
very well used unarticulated forms to say ‘mothers were crying horribly,” ‘grandmothers
were swearing angrily,” etc. But since she applied definite articles to these two nouns in the
list, it would seem strange that the article would have been omitted from ‘(the) dogs.” This
is one of many instances in which parallel line types are repeated in a list (see §5.9.3). The
omission of the definite article in only this line, then, would seem to be a consequence of
the need to satisfy the metrical requirements of the song and arrive at a total of eight
syllables for the line.

A fourth indication that an unarticulated noun should be understood as definite is
when it functions as the “topic” of a sentence in the context of previously introduced
information in the song. For example, one song contains the lines:

(3.22) TpbMEeH  ce o6nak  3agaze [...]
tumen  se oblak zadade [...]
dark REFL cloud settled

noj, o6/ak  MuIe Jierellne
pod oblak pile letese
under cloud bird fly-IMPT

a dark cloud settled [...] under [the] cloud a bird was flying
We would expect to see a definite article attached to the second instance of o6aax, as the
‘cloud’ has already been introduced in the song and is now familiar. In this type of context
as well, it seems clear that a definite article is missing according to the parameters of the

standard language.

3.3.2. The Frequency of Unarticulated Definites in Songs
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To see how prevalent this peculiarity was across the corpus of songs, I counted clear
instances of noun phrases with demonstrable semantic definiteness that were
unarticulated. For a noun phrase to be counted, it had to meet any of the conditions
described above: 1) being used with a dative pronoun to show possession; 2) logically
requiring definiteness based on semantics; 3) occurring in the same syntactic environment
in a list of articulated phrases; or 4) having been introduced as a topic earlier in the song.
Indeed, some of these reasons overlap with each other, and I did not attempt to track which
rules were “broken” for each noun phrase that appeared without a definite article. But
certainly, in any of the above cases, | ‘

could be fairly sure that a definite - - -

article would be expected in the Traditional Corpus ol 162

standard spoken language. Innovative Corpus 11 181
A careful examination of all of | March Corpus 2 361

the song corpora proved that this Figure 3.5: Numbers of Lines with and without
phenomenon was indeed quite Unarticulated Definite Noun Phrases

widespread. Figure 3.5 shows the relative frequency of unarticulated definites

across all three corpora. It would have been an overwhelming task to count the number of
semantically definite noun phrases that did have definite articles, so, in order to provide
opposing figures for statistical purposes, the data are presented in terms of the number of
lines that do and do not have the phenomenon in question. The difference between the
Traditional and Innovative corpora is shown by a chi-square test to be statistically
significant to a degree of p = .032, and the difference between the other two pairs of corpora
rounds to p = .00. It is clear that songs of the unrhymed line type (those in the Traditional
Corpus) are the most likely to display this feature, that other “folk” songs do so less often,
and that the feature is quite rare in the Marches.

It should be emphasized as well that these counts included only entirely
unambiguous cases of a missing definite marker. There were many more instances where
it seemed that the meaning of definiteness was likely intended, but it couldn’t be known
conclusively. For example, in one song, a girl tells her mother:

(3.23) Cuomm cu MMHAX, 3aMHHax
Snosti si minah  zaminah
last.night REFL passed  passed

MOKpaii MHHBOPCKA Opuraja.
pokraj min’orska  brigade.
along mining brigade

Bcuyku MuHBOPU TaM  Osixa
Vsicki  min‘ori tam  bjaha

all miners there were
u MOMTO Mube TamMm Oeule
i mojto libe tam bese
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and my beloved there was

Last night I passed / by (the?) mining brigade. / All the miners were there / and my
beloved was there too

The lyrical subject in this song already knows that her beloved is a miner, and we would
expect that there is only one mining camp in question; thus, she likely passed by the mining
brigade that was already familiar to her. However, in instances like these, it was not possible
to affirm based on the rules enumerated above that a definite meaning was clearly
intended. It should be clear, though, that unarticulated definites are extremely numerous,
probably even more so than the quantitative figures given above indicate.

3.3.3. Syntactic and Semantic Conditioning of Unarticulated Definites

The syntactic patterning for uninflected definites was less regular than for the other
linguistic features described elsewhere in this chapter. Unmarked definites seemed to
pattern without regard to syntactic conditions, appearing as subjects, objects, in
prepositional phrases, and so on. Certainly, omitting the definite article seems to be widely
possible throughout the Bulgarian lyrical language.

The one possible trend that could be identified, however, was that uninflected
definites appeared most commonly with nouns that come from the core vocabulary of
Slavic, that is, words that would have been continuously used in Bulgarian for centuries.
For example, one often finds the lack of an article on words that describe the natural world
(e.g. csHue ‘sun’), body parts (e.g. pamo ‘shoulder’), animals (e.g. sos0ge ‘oxen’), and so
on. While the data weren't plentiful enough to show unequivocally regular formulae, there
were, for example, two instances of indefinite 2nasa ‘head,” and five of ceno ‘village.
Although there were several instances of clearly non-Slavic roots missing a definite marker,
such as menegon ‘telephone,” this phenomenon was largely restricted to lexical items that
would have been found in preindustrial folk songs as well.

3.3.4. Unarticulated Definites as a Potential Archaism

As the facts above might lead one to suspect, unarticulated definites can be
understood to be a type of archaism; that is, they may represent an atavistic syntactic
pattern that has persisted in Bulgarian poetic culture from an earlier period of the
language’s development, when the definite article was not yet fully grammaticalized. For
example, in Common Slavic (and in most other modern Slavic languages), the equivalent
of the unarticulated Bulgarian phrase “B ceso” could mean ‘in a village’ or ‘in the village’;
this is obviously the case in these songs as well. It is most likely, therefore, that this
unarticulated phrase is found in a Bulgarian song with a definite meaning, then, it has
simply retained an earlier syntactic form. As such, it would make sense that such forms
would appear most often in the older style songs that make up the Traditional Corpus, and
in the usage of nouns that have existed in the language for quite some time.
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One should note as well that Bulgarians themselves find unarticulated definites to
sound markedly poetic. For example, the Bulgarian philologist and writer Lyudmil
Stoyanov notes the potential of the article to supposedly detract from the euphony of a
poetic text, and he calls upon an examination of Hristo Botev’s work to legitimize avoiding
its use in poetic texts when it is not necessary:

TpsibBa ma oTGeneXXyM U Apyra BaKHA OCOOEHOCT Ha OBITapcKus e3WK,
Yy)KZA Ha OCTAHA/IUTE C/IABSTHCKY €3UIIM: TOBA € CJief, TOCTaBeHUT [sic] wien. Toi
€ TaKa OPraHWYHO CBBP3aH C e3MKa, Ye € CTAaHaJI HeroBa rjaBHa 0coOeHOCT. [...] To
NMpUJABa Ha e3UKa HU OHAsl TBBPJOCT, KOSTO OTOE/IsI3BaT 0COOEHO YYXXAEHIIUTE,
CTPaHHa 3a YXOTO MOPa/iX HEIIPECTAHHOTO MOBTapsiHE Ha CPUYKUTE Th-TA-TO. |...]

HyxHo 5nv e HaBcskbae ja ce uimeHyBa? Moxke M Ja ce OTrpaHUYHU
4JIeHyBaHeTO?

WMma ciayvau, korato moxxe. boreB yecto or6srea wienHara ¢popma. B «Ha
MpollaBaHe» HAlPUMeP OCBEH HA /IBe-TPU MeCTa TOM CH CJIY)KM C TaKUBa CTHUJIOBU
dopmMu, KbAeTO 4YaeHBT cTaBa usnuuieH: «Ta cspye, Maiiko, He Tpae/ma riaezaa
mypuuH Kak GecHeit Haza/6awuno Mu oruuuie.» [..] Tust mpumepu mokasear
IBI6GOKOTO GOTEBCKO YYBCTBO 3a €3MK U €3MKOBa pasnopezoa. |...]

YnenHara ¢opma e, pazbupa ce, OpraHUYHO CBBP3aHA C OCHOBHHS CTPOEX
Ha e3MKa HH, HO IMCcaTe/IMTe HU MOTaT 1o npuMepa Ha boTeB fa paboTsT ¢ Hes mo-
CcBOOOJHO, CTUra Ja CH M3paboTAT HaBHMKAa Ja s 3a00MKajAT, KbIETO He e
HeobOxoaumo. (Stoianov 1973:44-45, emphasis in original)

We have to note yet another important peculiarity of the Bulgarian language,
foreign to the other Slavic languages: that of the postposed article. It is so organically
connected with the language that it has become its most noticeable feature. [...] It
gives the language the hardness which foreigners in particular take note of, strange
to the ear because of the incessant repetition of the syllables tii-ta-to. [...]

Is it necessary to use the article everywhere? Can use of the article be limited?

There are instances where it can. Botev often avoids using the articulated
form. In ‘At Parting,’ for example, except for in two or three places, he makes use of
stylized forms in which the article would be superfluous: ‘For (the) heart, mother,
cannot endure / seeing (the) Turk running mad over / my [indefinite] paternal
home.” [...] These examples demonstrate a deep Botevian feeling for language and
its regulation. [...]

The articulated form is, of course, organically connected with the basic
structure of our language, but our writers can, following Botev’s example, work with
it more freely, as long as they develop the habit of avoiding it in places where it is
not necessary.

I believe this last point is critical: the instances in these songs in which the definite marker
is missing do not cause the phrase to be interpreted as indefinite. Just as how in other Slavic

30. Use of the unarticulated possessive pronoun makes this last phrase sound like “a paternal home of mine.”
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languages that lack a definite article, definiteness can generally be inferred from context.
While such unarticulated definites would be ungrammatical in the modern spoken
language, they have clearly retained poetic function in lyrical Bulgarian. I believe that the
clearest explanation for this is that unarticulated words and phrases have been retained
from older song traditions and reemployed here.

3.3.5. The Question of Dialectal Parallels to the Unarticulated Definite

It is possible that a small amount of this deviation from the norms of standard
Bulgarian may be due to dialectal variation with respect to which definites are marked.
Macedonian, for example, allows for some amount of free variation as to whether kinship
terms take a definite article when coordinated with a dative personal pronoun to show
possession (Koneski 1967:336-337), and variation probably occurs within the transitional
East South Slavic dialects as well. The variation with which certain kinship terms do or do
not take a definite marker in this type of construction in standard Bulgarian (Alexander
2000:196) would also indicate that there is likely a bit of irregularity in national dialects.

It is more likely, however, that unarticulated definites are, rather than a dialectal
phenomenon, a feature that is retained from an older stage of Bulgarian. The isogloss
marking the region where postposed definite articles are present runs well to the west of
the Bulgarian border (Belyavski-Frank 1983:225), and, aside from minor deviations in its
patterns of use, we should expect to see regular use of the article everywhere within the
territory of the contemporary Bulgarian language. Additionally, nowhere in these texts
does one find instances of tripartite article systems, which are used in some dialects of
Bulgarian; if those composing these texts had been drawing on dialectal linguistic features
to determine the use of articles in their songs, we might possibly expect to see these
morphological variants of articles as well. Consequently, it would seem that uninflected
definites have maintained their position in the system of Bulgarian lyrical language as relics
of older, unarticulated forms of words.

3.3.6. Lack of Morphological Definite Marking: Conclusion

It may seem fallacious to assert that a definite article is truly “absent” from a line;
because definite marking is mostly facultative, a listener or reader of a song text cannot
claim to know the way a song was “supposed” to be. As was detailed above, however, there
are various contexts in which a clear case can be made that unarticulated noun phrases
must nonetheless be interpreted as semantically definite. The lack of morphological
articulation of such phrases likely represents a syntactic archaism that is permitted in
poetic language, particularly that of a more conservative style. The widespread presence of
this feature in the texts in this study would indicate that it is a common marker of folkloric
language as well.

3.4. Case Marking on Nouns

74



Another aberration from the standard language that is found in these corpora are
nouns with morphological case marking. Such forms mostly occur, however, only in highly
restricted contexts: as oblique forms of male personal names, as simple dative forms, and,
in only one case of each, as an oblique feminine form and as an etymologically masculine
oblique form reanalyzed as a feminine noun. However, because of the inconsistency with
which they occur and their appearance in songs from dialect regions where they would not
be expected, it is probable that, rather than representing a full and productive underlying
system of case marking for nominal forms in certain singers’ dialects, the case endings that
do appear in these songs have been mostly bleached of grammatical function, and simply
serve as optional formulaic markers of “folksiness” in these texts.

3.4.1. Cases in Bulgarian

Bulgarian, like many of the other Balkan languages, is often said to have “lost case
marking on nouns.”" In fact, this straightforward characterization could be challenged on
the basis of several factors: First of all, occasional “frozen” word forms show remnants of
morphological case marking, such as exswu, ‘at home’ (cf. kswa, ‘house’) or nocpedcmeom
‘by means of (cf. cpedcmeo, ‘means’); however, the case endings found in these forms are
no longer productive. Bulgarian also morphologically marks vocative address forms for
many feminine and masculine nouns, as in the vocative form Cmoste of the male name
Cmosh; syntacticians (e.g. Nitsolova 2008:74) would point out, however, that this type of
nominal inflection does not reflect case per se, since it indicates a pragmatic rather than
syntactic role. Finally, the standard language prescribes the masculine definite article -tit/-
jat for nominative forms of nouns and adjectives and -a/-ja for oblique forms. This
alternation cannot be found in any dialects of Bulgarian, however (Mayer 1984:35), and
most linguists dismiss it as an artificial imposition of the literary language (ibid. 36). Thus,
the most accurate way of summarizing case marking in Bulgarian is to say that it does not
occur productively on unarticulated nouns in the contemporary standard language.

3.4.2. Oblique Case Marking on Masculine Nouns

As stated above, case forms of nouns appear in these songs in four contexts. Five
songs contain instances of the first context, in which a masculine noun, generally a male
personal name, is marked with an -a ending in an oblique case.*” For example, in one song,
a young woman tells her mother she wants to go:

(3.24) cec  moito  ube CrosiHa
sis mojto  libe Stojana

31. Note that personal pronouns still distinguish separate nominative, accusative, and dative cases.

32. These endings are homophonous with object forms of articulated masculine nouns; indeed, the latter
developed to some extent under the influence of the former (see, e.g., Mladenova 2007:74-75 and Mayer
1984:35-40). As such, arguments could be made that there are a couple more tokens (e.g. ot Pirina, ‘from
(the?) Pirin’) in the corpus that could be said to show case endings, but I believe the syntactic role of these
endings is ambiguous and, as such, they are not addressed here.
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with my lover Stoyan-OBL
with my lover Stoyan

or in another, it is said that soldiers:

(3.25) Ha Toua IyMaxa
na Tosa dumaha
to Tosho-OBL  said
said to Tosho

Of course, these oblique forms would not be expected in the standard language; instead,
the names above would appear in all non-vocative contexts as CmosaH and Towo.

In addition to these onomastic forms, one form appears that represents what would
have been a masculine noun, xoxs ‘horse’ (originally with a palatalized final consonant in
earlier varieties of Bulgarian) for which the original -a object ending has been reanalyzed
as part of the stem of a new nominative form, xons. Evidence for this is given in the
feminine adjective that apparently agrees with the form in question, as:

(3.26) BpaHs KOHS 3a Ibp)XaHe
vranja konja za dtrzane
black-FEM  horse for  holding
a black horse to hold onto

Georgiev (1985:290) notes that koHs, consistently reanalyzed in this way as a feminine noun
(he mentions, for example, the phrase cmapa kons ‘old horse’), appears as a “fossilized”
(“kamenenn”) form that recurs in many Bulgarian folk songs. Because its -a ending does
not mark case according to the syntax of the song in which it appears, it is of less relevance
to the present topic.

3.4.3. Dative Case Marking

Case marking can also be found on indirect objects in these songs; remnants of the
old dative case appear in three songs. For example, one sees:

(3.27) Mama Crosiny Jymaiie
Mama  Stojanu dumase
mama  Stoyan-DAT said
Mama said to Stoyan

in which the -u ending, a familiar marker of the dative case for masculine nouns in most
other Slavic languages, indicates that ‘Stoyan’ is the indirect object of the clause. However,
unlike the -a oblique forms, this ending is also found on inanimate nouns. One text
contains the line:
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(3.28) Hapomy cme «kasamu
Narodu sme kazali
folk-DAT AUX  said
We have told the people

Perhaps even more interesting is the example of a feminine form in which case is marked
not only with a vocalic desinence different from that of the nominative, but with consonant
mutation in the stem as well:

(3.29) /[lparanka  gyma Maiiu cu
Draganka  duma majci si
Draganka  said mother-DAT REFL
Draganka said to her mother

Here, the form matiyu reflects how the noun matika would have declined when Bulgarian
still had dative case endings on nouns. These forms contrast with the analytic construction
in contemporary Bulgarian, in which indirect noun objects are marked with the preposition
Ha ‘to’; in contemporary syntax, the examples above would be:

(3.30) Ha Hapoja CMe Kasaiu
na naroda sme kazali
to folk-DEF AUX said
We have told the people

(3.31) /[lparanka gyma Ha Madika  CH
Draganka  duma na majka  si
Draganka  said to mother REFL
Draganka said to her mother

In the songs in question, however, a simple case form devoid of any prepositions marks the
syntactic role of these indirect objects, so these synthetic dative forms are particularly
striking when compared to the contemporary language.

3.4.4. Feminine Accusative Case Marking

Beyond these slightly more widespread masculine animate oblique forms and dative
forms, one song contains a feminine oblique form, in the line:

(3.32) Hamoij, Mwune, BooBe Ha peKky
Napoj, Mile, volove  na reku
water-IMPV ~ Mila-vOC oxen at river-ACC

Water the oxen at the river, Mila
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The -u ending on the word pexy ‘river’ (ordinarily pexa) is the same ending found in
accusative forms of many other contemporary Slavic languages. Here, however, because it
conveys static location (‘at the river’), it appears on a word that, in a language with a fully
developed case system, would instead probably have been in the locative case. The process
of Bulgarian case loss occurred, overall, through a process whereby various other oblique
cases came to be replaced by the accusative, which then merged with the nominative
(Haralampiev 2001:183-198). This form, then, would come from a linguistic system showing
a late but incomplete stage of case loss, in which the locative had been absorbed into the
accusative but the latter had not yet merged with the nominative.

3.4.5. Frequency of Case Marking in the Corpora

Like several of the other linguistic features discussed in this study, case forms are
primarily associated with songs of the unrhymed line type. No case forms appear in the
March Corpus, and only one appears in the nine-song Innovative Corpus. In the Traditional
Corpus, however, seven out of 29 songs (24%) show at least one form unambiguously
demonstrating case marking. These statistics, of course, are too small to say much with
certainty, but, of course, such trends might be expected. The Innovative and March songs,
composed in a newer style, rely only minimally on most of the other archaisms examined
in this study. Again, it is the songs of the unrhymed line type that make up the Traditional
Corpus that show the highest rate of retention of archaic forms.

3.4.6. Literary Analogues with Case Marking

Despite their complete absence in contemporary standard Bulgarian, it should be
noted that case forms of unarticulated nouns are not completely foreign to Balkan Slavic.
The oblique -a ending for masculine names, inherited from the genitive-accusative ending
that is still found in most other Slavic languages, was originally present in the eastern
varieties of Bulgarian on which the literary language was based. Later on, the norms of
western dialects, which lacked such marking, came to be accepted more widely and
replaced case forms in everyday language; consequently, (and to avoid ambiguity between
male oblique forms and female names ending in -a), writers begin to drop these endings
even in the literary language. Their use began to wane by the end of the nineteenth century,
even though they were theoretically required until the linguistic reforms of 1945 (Pashov
1999:78). For this reason, the early classic literary works of the Bulgarian National Revival
era still have oblique -a endings on male names. For example, the second sentence of Aleko
Konstantinov’s classic series of feuilletons, Bati 'aHbo mpseHa no Eepona (Bai Ganio Set Off
for Europe), reads:

(3.33) Huit ¢ Gaiti Taus B/Isi3oXxMe B Orodera
Nij s baj  Ganja vljazohme v bjufeta
we  with Bai  Ganio-OBL entered in buffet-DEF

Bai Ganio and I went in to the buffet (Konstantinov 2002:127)
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As an object of the preposition ¢, ‘with,” the name Bati 'anbo in this example appears as
Bati I'ans. An oblique form such as Towa for the name Towo as in example 3.25 above, then,
calls to mind the sounds of works from the Revival Era, a time that many Bulgarians
recognize as a significant period of cultural production and a source of national pride. To
a more contemporary ear, the forms are not so striking as to interrupt fluent
comprehension. Rather, they convey the feel of an older but familiar type of text.*

3.4.7. Case Forms in Dialects

Furthermore, most of these case forms can still theoretically be found in dialect
regions of Bulgarian. However, like several other linguistic traits examined heretofore, case
forms do not necessarily appear in texts from areas where these forms would be expected.
For example, masculine -a oblique forms can be found in many eastern dialects of Bulgarian
(Stoikov 1993:228). Of the three songs in which these forms appear, however, one does not
have an identified region of origin, one is from Chirpan, where the dialect is indeed of this
eastern type, but one is from Razlog, where such a form would not be expected.
Geographical data from only two songs do not say much, but in that at least one of the
three songs containing these forms comes from a locale where such forms wouldn’t be
found in local speech, it appears that dialect norms are not the primary factor in a singer’s
decision to use case forms.

As far as the other case forms are concerned, the song containing the feminine -u
oblique form is from the Trlin region, where it would also be expected in the dialects. But
there is more inconsistency with songs containing dative forms. The region of only one of
the three songs can be identified with certainty, but it too (a different song) is from Triin;
dative forms, however, are not described as being found there (ibid. 229). Again, this is
curious: a highly regionally marked form of speech appears in a text from an area where it
may not be found.

3.4.8. Inconsistency of Case Marking within Texts

Moreover, one can even see inconsistency in case marking within songs. Most of the
songs that contain the forms in question are fairly short, and they display no instances of
other tokens in a similar syntactic position. But three of the songs do have other words in
a parallel position, and in all three instances, these similar tokens are unmarked for case.
For example, in the song that contains example 3.25 above, one can also find:

(3.34) me  movimem TI'eno Ja B3eMeM
ste  dojdem Geno da vzemem
FUT come-1PL Geno-NOM to take-1PL

33. In contrast, literary Macedonian still allows for the facultative marking of masculine proper and family
names, kinship terms, and several other masculine animate lexemes. Friedman (2001:22) notes that these
forms represent a dialectal feature of western Macedonian that has been incorporated into the literary
language.
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We will come to take Geno

where I'eno appears without case marking.** Similarly, in the song with feminine oblique -u
marking (example 3.32 above), one sees, for example:

(3.35) a C yerara
a S Cetata
and with detachment-DEF
but with the detachment

In a dialect that marks oblique forms of peka as peky, one would probably expect the form
uemymy above. These facts are curious, and would suggest that case forms are used
inconsistently not only across the language of song, but even within individual texts.

3.4.9. Case Marking on Nouns: Conclusion

Because of these inconsistencies, I would maintain that case forms are not a critical
part of the syntax underlying the language of any of these songs. As has been explained in
§2.3.4, almost all of the songs in my corpus are sung in a fairly standard variety of language,
with certain features used optionally and with varying frequency. If the language of these
songs faithfully reflected the idiosyncrasies of authentic dialectal speech from the regions
from which they emanate, we would potentially see much more case marking on nouns.
But, like features such as the marking of nonstandard stress, case marking appears only
rarely, as if thrown in here and there to lend a folkloric feel to the text.

Nonetheless, while there many instances of standard-language forms appearing
where dialectal norms might predict a case ending, it should be affirmed that, when case
endings do appear, they are always employed “correctly”; that is, they are used in the same
syntactic environments in which an older variety or dialect of the language would use them.
One might contrast this pattern with the way many speakers hypercorrectly use the ja
reflex of jat, discussed in §2.1, that is, in environments where etymology would not predict
it. This text contains no instances, for example, of male names with oblique case endings
used as subjects, or of dative forms used as direct objects. The case forms that do appear
represent accurate usage according to the norms of the nineteenth-century literary
language and more contemporary dialects.

Nonetheless, the randomness with which these forms are actually used leads to the
suggestion that they can be thought of as formulae that are employed when poetically

34. In this line, the character Geno has died, and the reference is to Geno’s body. In many texts from Old
Church Slavic, the names of deceased male individuals are given not the typical masculine animate accusative
-a ending, but instead the inanimate -@ ending that is syncretic with the nominative. However, this
morphological distinction is not, to the best of my knowledge, preserved in any contemporary Slavic
languages—for example, the words that mean ‘deceased person’ still receive animate endings in all Slavic
languages (Stefanovi¢ 2000:74)—and the Bulgarian declensional system is far removed from its OCS
antecedents. Therefore, I would not expect that whether or not a character is living would influence the
nominal declension his name could receive.
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appropriate. The correct production of dative forms such as matiyu for matika, would be
difficult for a contemporary speaker if such phrases were not learned in a fixed form;
nowhere else in Bulgarian does one see evidence of the k~c alternation in feminine noun
stems. Furthermore, this form can be found in other songs from this period; Koev (1962:194)
gives the example:

(3.36) Maiiiu cM  pbKa ILejayHa
majci si rika celuna
mother-DAT REFL hand kissed
he kissed his mother’s hand

from a song created by soldiers in the “Anton Ivanov” Partisan brigade. Moreover, when
Pashov explains how dative forms can be used to convey an “archaic” feeling, the word he
chooses as an example, Hapody, is the same as that in example 3.28:

(3.37) Toit ormage Maagus cu XUBOT  HapOmy
Toj otdade mladija si Zivot narodu
he gave young-DEF  REFL life folk-DAT

He gave up his young life for the people (Pashov 1999:78)

This may not be a coincidence; it is possible that the set of nominal forms occurring with
these case endings is limited, even in the poetic repertoire. The derivation of other forms,
such as oblique case endings on masculine personal names, is fairly straightforward, and in
that the contemporary language preserves the distinction between nominative, accusative,
and dative cases in personal pronouns, these distinctions are still salient to a contemporary
speaker. Thus, I would suggest that the possibilities for using case forms in folkloric
language might only involve a stock set of formulae and very simple rules for inflecting
personal names.

In this case, the inconsistency with which case forms are used might be explained
partially by the problem of metrical requirements, which has been shown to be a factor
influencing the appearance of other linguistic phenomena. Although it would not account
for the vacillation between forms like Towo and Towa, the choice of a dative case form such
as Hapody, ‘to the folk, yields one fewer syllable (as compared to Ha napoda), or, for a
personal name ending in a consonant in an oblique environment, such as 3amgupa,
‘Zamfir,” one more (as compared to 3am¢up). Because many of the songs in which these
forms appear require a particular number of syllables in each line, a writer can choose to
employ a case form to arrive at that number more easily. Kerewsky Halpern (1977a:144)
remarks that Serbian epic singers freely use non-grammatical declensional endings in order
to change the syllable count of a line, so it makes sense that in Bulgarian, where case is far
less significant for conveying syntactic relationships, singers would be able to resort to this
practice as well.

It seems that speakers do feel that case forms are in some regard still an important
part of the language. Lilov (1982:76) claims that dative forms make up part of a speaker’s
passive linguistic knowledge, even if they can no longer be used actively:
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Hsima ma moxxe obaue ga Kaxe paskasax cayykama matiye cu, kKato bores, 3amoro
mpe3 CTOTHMHATA FOJWHM, KOUTO HH JE/SAT OT HAMCBAHETO HA CTUXOTBOPEHUETO
“Maiiue cu’, Ta3u JatenHa ¢opMa e MHHaA OT CTUJIUCTUYHOTO KBbM €3MKOBOTO
60raTcBTO Ha €3WKa, T.e. OT OHOBA, KOETO HHU € [OCTBIIHO, KOETO MOXEeM Ja
n3bupamMe U Ja U3IO0JI3yBaMe, KbM OHOBa, KOeTO pa3bupame u HabioJaBame,
oCcb3HaBaMe, HO He U3MoJji3yBaMe. PaboraTa He e B TOBa, Ye HsIMA Ja HU pa3bepar, a
B TOBQ, 4e yrmoTpebara Ha TakaBa ¢popma Ie U3rjaexja HeoOOCHOBaHa, U300PBT U
— bGe3cMHCIIEH.

One wouldn’t be able to say, however, I told my mother (majce si) about the incident,
like Botev does, because, over the hundred years that separate us from the writing
of the poem “To My Mother” (“Majce si”), this dative form has been transferred from
the linguistic wealth of the language, i.e. from that which is accessible, which we can
select and use, to that which we understand and observe, and are aware of, but don’t
use. The problem isn’t that we wouldn’t be understood, but rather that the use of
such a form would appear unfounded, such a choice would be meaningless.

Rather, scholars explain, these forms are still relevant specifically because they are a part
Bulgaria’s folkloric heritage. Pashov (1999:77) comments:

Ja Bzemem 3a npumep Mama CmosHy dymawe — HA4YajOTO HA €IHA HAPOJHA
neceH. BB QosKIOpa € HAb/IHO €CTeCTBEHO Ja HaMHUpaMme MafieXXHu (GpopmH,
3aI0TO HAPOJHUTE MECHU Ca Ch3AAZEeHU TBhpAe oTAaBHa. [lo-kbcHO CmosHy ce
3amenst ¢ Ha CmosiHa, Kato umeTo CmosH ce TIOCTaBs BbB BUHUTEJIEH MaJie)K, U Ha-
HaKpasi, KaKTo e cera, craBa Mama Ha CmosaH dymawe, 6e3 HUKaKBa MPOMsIHA Ha
umero (caMo 4e B HapOJHATa MeCeH e CH OCTaHe, pa3bupa ce, Mama CmosaHy
dymauwe). (Emphasis in original.)

Let’s take as an example Mama said to Stoyan (Stojanu) — the beginning of a folk
song. In folklore it is completely natural to find case forms, because folk songs were
created a very long time ago. Later on to Stoyan (Stojanu) was replaced by to Stoyan
(na Stojana), when the name Stoyan was put in the accusative case and, finally, as it
is now, it became Mama said to Stoyan (na Stojan), with no change in the name
(except that in the folk song it will remain, of course, as Mama said to Stoyan
(Stojanu)).

Indeed, there seems to be a nostalgic feeling toward these forms. Stoianov (1959:44) even
quotes the lament of the National Revival poet Ivan Vazov that Bulgarian has lost its case
endings, and then goes on to say that they are not quite all gone:

,HOKO)'[KO OTIIadHETO Ha MNaJeXUTe€ MW Ha HeEOoIIpeae/IeHOTO HaKJIIOHEHHeE e
HeOJOCTAaTbK Ha €3MKa HH, TOBA MOradT [ad KaXXaT HAIIUTE ITOETH. BazoB He C]IY‘-IaIL/'IHO
IIpaBU Ta3n OeJIeXxKa. TPY,I[HOCTI/ITE B I1O€3UsiTa MOpaAr OTIIaJaHETO Ha IIaJeXKUTE B

82



KHIDKOBHMSI HM €3UK Ca JIeCHO 00sicHUMU. ToBa 6GOraTcTBO HarpvMep B PYCKHUS
€3UK, KbJEeTO eJHa AyMa MMa HSKOJIKO MAaZleXXHU CKIOHeHWs (/yHa, /yHy, JyHe,
JIYHBI, JIyHOH, JIyHaM | TIp.), IIOMara 3a My3UKaJIHOTO pa3HooOpaswe, 3a )XHUBOCTTA
Ha PYCKHUs e€3WK M CTHX. B Hammsi GonkIop ca 3ama3eHu olje HSIKOU MaJeXHU
dopmu, kato «Maiika CtosiHy gymaiue», «[lak ennvapuu Jparanu gyma», «Ts B3e
)KHMBa JXapaBHWHa, Ta NycHa CTaHM B masyxa» M JAPyrd, KOeTO IOKa3Ba, 4ye B
JINTEPATYPHUs €3UK OMXa MOTJIM JIa Ce U3IMO0JI3YBaT (I0-CKOPO Jja Ce 3arassT) HAKOU
OT TSIX.

Our poets can say to what extent the loss of cases and the indefinite declension is a
flaw in our language. It is not by chance that Vazov makes this observation. The
roughness in our poetry due to case loss in the literary language is easily explained.
The wealth in, for example, the Russian language, where one word has several case
forms (luna, lunu, lune, luny, lunoj, lunam, and so on), heightens lyrical variety and
the liveliness of the Russian language and verse. In our folklore a few case forms are
retained, such as “Mother said to Stoyan (Stojanu)”, “Again the janissaries said to
Dragana (Dragani),” “She grabbed a live coal and set it on Stana’s (Stani) bosom,”
etc, which shows that in our literary language writers could certainly employ (or,

more accurately, retain) some of them.

In fact, he even seems to suggest that these forms should be guarded and consciously used
more regularly when possible. To Stoianov, these forms have an undeniably positive
aesthetic value.

Given the presence of various case forms in Revival-era texts and the positive
assessments ascribed to them by scholars later on, it appears that many speakers find that
case forms in Bulgarian carry associations with the best of their national literary heritage.
It is likely that those creating the songs in this study would have had a similar evaluation
of the sound of case forms. It is possible that oblique case forms on personal names in
particular are strongly associated with the language of the National Revival era, and convey
the lofty feeling of the poetry from this era. Other occasional case forms may have been
retained as linguistic formulae, passed down in fixed expressions from a time when they
were still productively formed. Although they appear with relatively little frequency in
these texts overall, case forms are another archaism that singers have used to make the
texts of these songs reminiscent of earlier national lyrical works.

3.5. Archaic Future Forms

In this section, I analyze a variety of non-standard future forms that appear in the
songs. While some such forms have a basis in Bulgarian dialects, they are most interesting
from the standpoint of historical South Slavic linguistics. I posit that the constructions in
question—kept alive in the poetic language in particular due to the influence of post-
Ottoman national writers—are seen as old-fashioned by contemporary speakers. For this
reason, as well as for the flexibility they add to a song’s metrics, singers may choose to
employ them in their works.
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3.5.1. Historical Development of the Bulgarian Future

In contemporary standard Bulgarian, the affirmative future is formed by placing a
future particle (we) before a conjugated non-past verb.”® For example, present-tense forms
of the verb ‘to write’ are:

(3.38) muma,  mMment
pisa, pises
read-1SG read-2sG
I read, you read (etc.)

and future forms are:

(3.39) me  muma, e TUOIenn
Ste  pisa Ste  pises
FUT read-1SG FUT  read-2SG
I'will read, you will read (etc.)

Historically, this future particle is derived from the verb ‘want’ (xomamu in OCS); in this
regard, the Bulgarian future tense is structurally similar to that of other Balkan languages
that create future forms from verbs expressing volition. In older forms of the language, this
future tense would have been formed with a truncated form of xomamu and an infinitive:

(3.40) mTx MMUCATH, LITeIIH MMMCATH
Sto pisati, Stesi pisati
want-1SG write-INF want-2SG write-INF
I will write, you will write (etc.)

Further developments (outlined here based on Haralampiev 2001:148) led to the future
form as it currently exists in the modern language. First, as the infinitive began to lose
ground, it was replaced by a phrase with the subordinating particle da and a non-past form
of the verb. With today’s phonological reflexes, this stage would appear as:

(3.41) wa Ia MULLIA, 1Ie1l Ia TTALLIEIL
Sta da pisa, Stes da pises$
want-1SG SUB  write-1SG want-2SG SUB  write-2SG

Iwill write, you will write (etc.)

35. Some scholars have debated whether this “future tense” in Bulgaria should really be considered a tense,
arguing that the particle we sometimes performs various modal functions, such as marking hypotheticality
and iterativity rather than a purely temporal relation (see, for example, Ianakiev 1962). Nonetheless, the forms
in question in the texts I examine do appear to express basic temporal futurity, and I will treat them here
solely as expressions of tense.
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The 356G form of the auxiliary verb, however, became fixed as a particle used with all persons
and numbers, resulting in constructions such as:

(3.42) e Ia MULLIA, e Ia TTUALLIEIL
Ste da pisa, Ste da pises
FUT SUB  write-1SG FUT SUB  write-2SG

Iwill write, you will write (etc.)

In time, the subordinating particle was dropped, resulting in the contemporary structure
represented above in example 3.39. The negative future followed a similar course, but uses
a negative form of ‘have’ rather than ‘want,” and maintains the subordinating particle. The
first part of this section deals primarily with affirmative futures; nonstandard negative
future forms are addressed later.

3.5.2. Frequency of Archaic Future Forms in the Corpora
While they are not overwhelmingly common, two types of archaic affirmative future
constructions can be found in these texts. There were four instances of constructions

composed unambiguously of a fixed future particle with subordinating particle (such as
those in example 3.42 above), which I will refer to here as archaic future “type A,” e.g.:

(3.43) me ma 3areem

ste da zapeem
FUT SUB  sing-1PL
we will sing

There was also one unambiguous instance of a conjugated future verb with subordinating
particle (as in example 3.41 above), which I will refer to as “type B”:

(3.44) war Ia yakar
Stat da Cakat

FUT-3PL SUB  sing-3PL
they will wait

Additionally, there were two instances of third-person singular future constructions using
we and da. In that the non-alternating future particle found in type A constructions is
homophonous with the 3SG future verb in type B constructions, it is impossible to classify
these phrases as representing one or the other type of construction. For example, the first
word in:

(3.45) uie Aa  mMUTa
Ste da pita
FUT? / FUT-3SG? SUB  ask-3SG
she will ask
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could be interpreted as a later-stage fixed particle or the third-person singular form of a
conjugating future auxiliary verb. Type A constructions are more common in the corpus
and, being less archaic and found in nineteenth-century poetry, are probably more familiar
to contemporary speakers. Therefore, it seems reasonable to suspect that these two phrases
would likely belong to a broader paradigm of type A forms rather than type B forms.
Nonetheless, their structure is such that they could be classified as either of the two types.

Given this ambiguity and the relatively small sample size overall of future forms, it
would be impractical to complete a statistical analysis of all of the corpora in this study that
separated Type A, Type B, and standard future forms. A comparison of standard and archaic
forms, however, does point to a potential division between genres. Whereas the Traditional
Corpus displayed several instances of archaic futures, only one was found in the Innovative
Corpus, and none could be found in the March Corpus. The full summary appears in Figure
3.6. The distinctions between the Traditional and Innovative Corpora and the Innovative
and March Corpora are not statistically significant, but the difference between the
Traditional and March Corpora has a value of p = .02. These figures are small, but there is
clearly a trend toward a retention of the archaic type in the older types of songs.

Standard Archaic

Traditional Corpus 19 6
Innovative Corpus 10 1
March Corpus 19 0

Figure 3.6: Instances of Standard and Archaic
Future Forms

3.5.3. Inconsistencies in Future Marking within Songs

As has been the case with other features I have analyzed, however, many texts in my
corpora displayed various types of future constructions inconsistently. I examined the
entirety of songs (i.e. past the first 25 lines of longer songs) in the primary corpora and
counted the types of future forms they displayed. 19 songs had some form of the future
tense. In 11 of these songs (58%), only standard forms were found. In two songs (11%), only
irregular forms could be found: one song had an example of the type A archaic future form
(we da 3aneem, ‘we will sing’), and one had a type B archaic form (ne wam ueo da Hocsam,
‘they will not carry the yoke’). Six of these 19 songs (32%), however, had both standard and
nonstandard future constructions. This high degree of facultativity can be seen, for
example, in an excerpt from “Osxenen 3a JlpaBa pexa” (“Married to the Drava River”). In it,
a standard form is italicized, type A and typologically ambiguous third-person singular
nonstandard forms are underlined, and a type B form is bolded. The lines with future forms
are:

(3.46) Tyka me a3 Ja 3arusa |...]
tuka Ste az da zagina
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here FfruT 1 SUB  perish-1SG

MHOTO mar MalKu aa gakar [...]
mnogo Stat majki da  cakat
many FUT-3PL mothers SUB  wait-3PL
141 MOMTa MalKa we yaka. —

I mojta majka Ste  caka

and my mother FUT  wait-3SG

T LIe 3a MeHe Ja __ IuTa:

tjia  Ste za mene da  pita

she  FUT/FUT-3G for me  SUB ask-3SG

Here I will perish / [...] many mothers will be waiting / [...] My mother too will be
waiting. She will ask about me:

It is interesting that this singer uses standard forms together with both varieties of archaic
futures. Although type A futures are overall more common in the corpus, both types are
clearly present in the poetic repertoire of Bulgarian to an extent that singers can employ
them when they wish. The language of Bulgarian songs allows for facultative alternation
between standard and both types of archaic future forms.

3.5.4. Nonstandard Future Forms as Archaisms

As archaisms, these nonstandard future constructions call to mind older lyrical
traditions and, in doing so, give the songs in the corpus an element of authenticity. Because
of their use in earlier written traditions, nonstandard future forms are particularly
associated with texts and individuals important to Bulgaria’s national identity. Nitsolova
(2008:304) indicates that forms with we da (i.e., type A forms) were used in the language
of the nineteenth century, and conjugated wa da forms (type B forms) could be found in
poetry as late as the nineteenth and early twentieth century. More to the point, Pashov
(1999:149) writes that forms with conjugated wa can be found “in the works of our old
writers,” and cites the national poet Botev as an example. These forms have acquired the
ability to impart a lofty air due to their use in treasured national works, so it makes sense
that they would be employed in newer “folk” songs for similar effect.

It should also be emphasized that these forms do not have much ground in
contemporary dialects and are likely not a result of influence from a singer’s dialect. Stoikov
(1993:240-243) notes that a small number of dialects do make a formal distinction in future
marking according to grammatical subject, but it is only between 1SG forms and all other
conjugational forms. Constructions like those of archaic type B are, then, extinct in today’s
language. In several villages, the subordinating particle da is still used optionally in future
constructions, as in we da opew (ibid. 243); this is parallel to the type A archaic forms. But
this occurs in a limited area, and the songs here that contain such forms do not come from
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the regions in question. In short, attributing the specific appearance of either type A or type
B forms to dialectal influence seems unlikely; they are probably purely archaic in origin.

3.5.5. Archaic Future Forms and the Role of Metrics

This poetic nature of archaic future forms is surely significant, but the choice to opt
for forms like we da or wa da is likely based on metrics as well. Every line in the song excerpt
above has eight syllables. In the first line, adding we would yield an excess syllable;
similarly, if da were not in the last line, it would be deficient. While most singers probably
default to standard future constructions, it would seem that these archaic forms are
something of a formula for marking futurity. If a singer needs an extra syllable, she can
employ we da; if not, she will use the standard form. Of course, this does not explain the
competition between type A and type B archaic forms within a song; except for in 2PL,
where type B forms would have three syllables (weme da), all persons and numbers would
have two syllables in either type of construction. I suspect that, because neither type A nor
type B constructions are used actively in the contemporary spoken language, they are not
distinguished in a speaker’s linguistic repertoire. An individual singer might use conjugated
forms for some persons and unconjugated ones for others. While there seems to be no
straightforward reason why a singer would choose one form over another, it does seem
clear that choosing either type A or type B forms over the standard future allows for
metrical flexibility within a song.

3.5.6. Negative Future Forms

Thus far, analysis has focused primarily on affirmative futures, but the primary
corpora also have three examples of negative future forms that are inconsistent with the
parameters of the standard language; more such examples exist beyond the first 25 lines of
some songs as well. As explained above, the negative future is formed in the standard
language not with we (which, again, comes from a verb meaning ‘want), but with the
invariant form Hama (etymologically a third-person verb form meaning ‘not have’) and the
subordinating particle da:

(3.47) HaMa Ia MHIa,  HAMa Ia TTHIIIEII
njama da pisa njama da pises$
NEG-FUT SUB write-1SG NEG-FUT SUB write-2SG
I'will not write, you will not write

Because it retains the subordinating particle, it represents a less advanced stage of syntactic
development than the affirmative future, one parallel to the Type B affirmative future
discussed in §3.5.2. There are several examples of this type of future construction in the
corpus, such as:

(3.48) HsaMma Ia ca 3aBBpHE
njama  da sa zavlrne
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NEG-FUT SUB REFL RETURN
he will not return

However, there are also two examples where the negative particle is used together with we
instead, such as:

(3.49) HMIIMYKO  He e  Jazem
nisticko ne ste  dadem
nothing-DIM NEG fut  give-1PL
We won't give up a thing

and one example in which a negative particle is added to we and da:

(3.50) He e Ia HU  Trasu
ne Ste da  ni gazi
NEG  FUT? / FUT-3SG? SUB  us trample-3SG
it will not trample us

Forms like that in example 3.49 (parallel to archaic future type A) are certainly absent from
today’s standard language. Forms like that in example 3.50 are so marginal today that most
grammarians (e.g. Alexander 2000, Boiadzhiev et al. 1999, Kriisteva 2003, Vlahova-Ruikova
2009) do not mention them at all, giving only Hama da. Other scholars, while not
specifically proscribing them, state that forms with ne we occur “more rarely” (Kriistev
1992:102) or “very rarely” (Banova 2005:21), or that Hama da forms are used “much more
often” (Pashov 1999:149). Nitsolova (2008:304) briefly discusses the place of He we, saying
that it occurs “rarely, primarily in written language today, mostly in an artistic style. In
poetry the choice between one or the other type of negative form is tied in with metrical
requirements.” As an example, she gives lines from a poem by Vaptsarov: “He e
POK/IMHaM, HsiMa zia ce Batikam™ (“I will not curse, I will not wail”) (ibid.), which uses both
a ‘not have’ and a negative ‘want’ future. Indeed, like the archaic affirmative future forms
described above, singers may sometimes elect to use He we forms in order to alter the
number of syllables a phrase will contain. While not as common as archaic affirmative
futures, He we represents another metrical formula available to singers.

For the present purposes, He we is probably best viewed as a dialectism, by now
mostly excised from the standard language, but brought into these songs for stylistic
marking. I have found little discussion of the spatio-temporal limits of He we within
Bulgarian proper; Hauge (1999:101) simply describes it as “archaic,” as do Franks & King
(2000:59). A historical examination of South Slavic would tell a different story, however, as
there is no evidence that a negative future form with He we is older than a form with nama
da. Future forms composed with ‘have’ verbs (i.e. umamu) were the most common in OCS,
particularly for negative futures, whereas forms with xomamu arose later on (Mirchev
1963:201); this would imply that Hama da is diachronically a more archaic form than He we.
Kramer (1997:409-410) also explains how the standard Macedonian negative future, He Ke—
which is structurally identical to Bulgarian He we—reflects a more advanced stage of
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grammaticalization than the ‘not have’ future; for example, the latter retains the
subordinating particle that standard affirmative future forms with we have lost. Clearly,
this parallel form in Bulgarian did not arise independently; rather, like the Macedonian
futures, Bulgarian He we reflects a newer development within the long view of South Slavic
diachrony.

The synchronic picture, too, would indicate that these forms must be present in
western Bulgarian dialects. To the best of my knowledge, there is little scholarly discussion
of a distinction between He we and Hsama da forms in Bulgarian dialects. However, because
the Macedonian negative future is formed with a negative particle and future particle from
‘want’ and its Serbian counterpart is formed with an inflected negative ‘want’ verb, it is
realistic to expect that negative futures composed of a negative and ‘want’ form exist in
western Bulgarian dialects too. Kramer (1997:415) argues that the want future developed in
Macedonia and spread outward to other Slavic and Balkan languages; this would also
indicate that if these forms are encountered commonly in contemporary Bulgarian, they
would be more grammaticalized in areas closer to Macedonia, i.e. the southwest.

Thus, when grammarians describe these forms as “archaic,” they are likely referring
only to the literary language in the post-Ottoman era. Most probable is that the two types
of negative forms were in competition as Bulgarian became standardized, and nama da—
as the more eastern variant—ultimately won out. He we, then, would have occurred more
in older prose simply because it had not yet been stricken from normal standard language.
It is old-fashioned as a part of the modern literary language, but not obsolete from the
viewpoint of South Slavic areal linguistics. Even though it must have a place in many
dialects, its marginality in the standard language probably leads speakers to feel that it is a
remnant of older forms of the language, and, consequently, it adds the idea of authenticity
of “traditional language” to songs. Parallel to Macedonian e ke, however, it probably also
calls to mind the dialectal folklore of southwestern Bulgaria.

3.5.7. Archaic Future Forms: Conclusion

As the modern Bulgarian language has developed, there has been a great deal of
lexical, morphological, and prosodic variability in forms used to express both the negative
and affirmative future. While there is essentially only one form used for any particular such
construction in today’s language, historically variant forms have been retained in the poetic
register of Bulgarian, and they can be employed for stylistic purposes. Containing differing
numbers of syllables than their standard-language counterparts, these forms also provide
a way for singers to reach the desired metrics in any particular line. Thus, nonstandard
future forms can simultaneously demonstrate an old-fashioned poetic sensibility while
being of metrical use as well.

3.6. Clausal Clitics

The songs in this study show variation from the norms of standard Bulgarian with
respect to the position and ordering of clausal clitics. Throughout this section, the use of
the word “clitic” refers specifically to enclitics of this type, which, for Bulgarian, includes
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short accusative and short dative personal pronouns (including reflexives) and auxiliaries
and copulae; the negative, future, and interrogative particles also interact with the clitic
string. The order and placement of these short, typically unaccented words within the
clause varies across South Slavic, and, consequently, they have attracted a great deal of
scholarly attention. In this study, the larger question of clitics can be broken down into
several related issues: 1) nonstandard ordering within the string of verbal clitics, both of
negative particles and copulae; 2) nonstandard postposition of the reflexive clitic; 3) future
particles separated from their verbs; and 4) the appearance of verbal clitics in an
unexpected position separate from their verb.

3.6.1. Problems of Clitic Ordering

Before proceeding, one must address the order in which clausal clitics appear. Clitic
ordering is an important topic in South Slavic linguistics; all of the South Slavic languages
have particular rules that determine in what order their clitics come, and these rules are
generally very rigid in any one speech variety. In standard Bulgarian, one generally
encounters clitics, when they appear, in the following order: the negative or future particles
are proclitic, and they are followed by enclitic copulae (except third-personal singular e),
dative clitic pronouns, accusative clitic pronouns, and the third-person singular copula e
in that order. In the songs in this study, however, there are a number of songs that show
deviation from these rules. In general, the examples of nonstandard clitic ordering appear
to pattern as several types.>°

3.6.1.1. The Pre-Verbal Negative Particle

The first type of pattern one encounters involves the negative particle. When it is
present in the standard language, it must directly precede the clitic string. In two instances
within the corpus, however, it comes later:

(3.51) ama wme He e rproka
ala me ne e griza
but 1SG-ACC-CL NEG  3SG-COP-CL concern
but it doesn’t worry me

(3.52) aBXA ma ro He Ba/Iu
dizd da go ne  vali

rain  SUB  3SG-ACC-CL NEG  rain-VERB
may it not rain on him

In standard Bulgarian, we would instead expect to see:

(3.53) ama He Me e rproka

36. In this section, | have marked clitics in examples in bold type.

o1



ala ne me e griza
but NEG  1SG-ACC-CL  3SG-COP-CL concern
but it doesn’t worry me

(3.54) aBXA 1ma He ro Ba/Iu
dizd da ne go vali

rain  SUB NEG 3SG-ACC-CL rain-VERB
may it not rain on him

In the first example, 3.53, the negative particle precedes the copula; this looks strikingly
like BCS, in which the negative and third-person singular copula would appear in the same
position in this order in one combined form, nije. In the second example, the negative
particle also comes before the main verb, which, this time, is not a copula. This type of
word order—clitics, followed by the negative particle, followed by the verb—is prohibited
in standard Bulgarian, but it can, in fact be found in speech in various parts of Bulgaria,
and, indeed, appears even in eastern dialects (Alexander 1999). Example 3.52 above, in fact,
comes from the Kazanliik region in the central part of Bulgaria. But in that this directly
pre-verbal negative word order is the norm just across the border in Serbian, one would
expect that such a word order is particularly common in western Bulgarian as well.

Equally significant is the fact that this word order is perceived as “dialectal.” It is
quite common in Bulgarian proverbs, as in:

(3.55) Moksp oT IBXKI Cce He 6ou
Mokur ot duzd se ne boi
wet from rain REFL-CL NEG fears

He who is wet does not fear the rain

Moreover, it would seem that speakers feel this clitic order marks the language of
“backwards” or “rural” speakers. For example, one commenter on an online news article
uses it in a mocking post, along with misspellings that reflect vowel reduction and the
dialectal word $to ‘what’ to respond to the Eurovision win of an Austrian drag queen:

(3.56) M3BuHETH, HO MOXe /T Ha O'B/ITAPCKU /Ia TO HATTHIIUTH aKO YOUYaTH
Kbze e Konuura, 1o e Byper u kbje ce He Buau JITBT-1y? (Dnevnik 2014)

Excuse me, but can you please write that in Bulgarian if you please
Where is Conchita, what is a Wurst, and where can’t the LGBT be seen?

It would seem that this speaker feels that reflexive ce before negative re is part of the
particular register that marks rural dialects and employs the device to convey this
impression. The examples in my songs too probably have their basis in word order rules of
a particular dialect, but they also may be felt to represent a particular variety of rural
speech.
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3.6.1.2. Irregular Third-Person Plural Copulae

Another type of aberration from the standard language involves third-person plural
copulae. In the standard language, copulae other than that of the third-person singular
usually precede personal pronouns within the clitic string. Two songs, however, have
instances of the opposite word order:

(3.57) Kbme TH ca JIEBEHTH oBYapu
kiude ti sa leventi ovcari
where 2SG-DAT-CL  3PL-COP-CL strapping  shepherds
where are your handsome young shepherds

Kbe TH ca MOAEeBKU IeBOUKU
kude ti sa podevki devojki
where 2SG-DAT-CL  3PL-COP-CL  maidens maidens

where are your young maidens

(3.58) He  mm ca Typuu I[1neBen pas6uin
Ne mi sa turci Pleven razbili
NEG  1SG-DAT-CL  AUX-3PL-CL  Turks Pleven shattered

the Turks have not taken Pleven

In a construction like 3.57, dative personal pronouns are used with noun phrases to mark
possession.?” In standard Bulgarian, such pronouns generally appear in the noun phrase
they modify, but they have the option of occupying the slot for dative pronouns within the
clitic string of the entire clause, as they do here. In standard word order, however, we would
expect the clitics in this example to appear as:

(3.59) KbIe ca ™ JIEBEHTH oBYapu
kiide sa ti leventi ovcari
where 3PL-COP-CL  2SG-DAT-CL strapping  shepherds
where are your handsome young shepherds

KbAe ca ™ MOJEeBKU IIeBOUKU
kide sa ti podevki devojki
where 3PL-COP-CL  2SG-DAT-CL maidens maidens

where are your young maidens

37. In most cases, noun phrases in such constructions must be definite. In this particular example, however,
the phrases nesenmu oswapu and nodesku degotiku (actually a string of two nouns, see §5.5) do not have
definite articles; this is a consequence of a tendency to drop definite marking in songs, which I describe in
§3.3.
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In contrast, the copula in the song come after the personal pronoun. Hauge (1976:196)
mentions that third-person plural copulae can go at the end of the clitic string when
coordinated with a predicative; these lines, then, could be demonstrating the syntactic
extension of such a rule. Nonetheless, this rule is mentioned only by Hauge out of the
several contemporary grammars of Bulgarian, and it seems to be somewhat inconsistently
applied in the standard language. These examples, then, while not necessarily representing
a sharp deviation from the norms of contemporary Bulgarian, still represent marked clitic
patterns. Given that auxiliaries and copulae are homophonous, one might expect that in
some varieties of Bulgarian, the third-person plural auxiliary could, like the copula, go to
the end of the clitic string as well. In any case, the place of the third-person plural verb ca
appears to be flexible within these songs.

3.6.1.3. Post-Verbal Reflexives

One other minor aberration with regard to clitics are instances where the reflexive
clitic appears after the main verb. In standard Bulgarian, the clitic string precedes the main
verb in the clause, unless the verb is the first constituent of the clause. In two songs,
however, a reflexive clitic appears immediately following a verb that is not at the beginning
of the clause:

(3.60) pasirera ce, U3 ceno pasThya ce
razSeta  se, 1z selo raztica se
bustle  REFL-CL, around village run.around REFL-CL
there is bustling about, there is running around the village

(3.61) Hagu Menna Bomuiaa ce 60p6a
Nadi Melna  vodila se borba
on Melna led REFL battle
in Melna there was a battle

In the first example, the nonstandard position of the second reflexive is possibly due to a
singer’s desire to create parallelism with the first part of the line, and in the second, the
clitic may be prevented from appearing before the verb because of a pause that probably
occurs between the fourth and fifth syllables of line. Nonetheless, the syntax in both of
these examples would be ungrammatical in standard, spoken Bulgarian. I do not believe
that this verb + reflexive pattern is derived from any particular dialectal or historical poetic
tradition, but it is recorded here as another type of clitic ordering deviation from the norm.

3.6.2. Clitics in Nonstandard Positions

In addition to the violations of clitic ordering rules of standard Bulgarian, there are
important ways in which clitics and clitic strings themselves appear outside of the typical
position in the wider clause. In the standard language, clausal clitics must be directly
adjacent to the verb—after the verb if it is in first position, or before the verb if there are
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other words to occupy the first position. In two ways, one particularly pervasive, there are
deviations from this norm in the songs in my study.

3.6.2.1. Future Particle Irregularities

One irregularity found in these songs involves the future particle. While
morphosyntactic problems of the future tense were discussed in the previous section, the
aberrations in question here violate standard prosodic rules. In contemporary Bulgarian,
the future particle we is a proclitic that immediately precedes the string of other verbal
clitics (Franks & King 2000:58-59). As such, it should never be separated from the verb
except for by personal pronouns and auxiliary and copula verbs. However, in eight
instances across five songs, all of which are from the Traditional Corpus, we is detached
from the verb or the clitic string. In two cases, it is separated by a vocative address, as in:

(3.62) Ta me  ce, TaTKO,  CpelIHeMe
ta Ste se, tatko, sreStneme
and FUT REFL-CL Dad meet-1PL

and we will meet there, Dad

This is best understood as part of a broader phenomenon of line-medial vocatives, which
is discussed in §5.1.
In six other instances, though, one finds direct objects betwen we and its verb:

(3.63) Te me  3arBopa paséusit
te Ste  zatvora razbijat
they FUT  prison-DEF  break
they will break open the prison

or adjuncts:

(3.64) me T ¢ O6OWUY XOpTyBam
Ste ti s obi¢ hortuvam
FUT you with love speak
I'will speak to you with love

In any case, it is clear that we is not required in songs of the unrhymed line type to be
prosodically connected with a verbal clitic string. I suspect that, because a song’s rhythm
takes priority over the natural prosody of spoken language, sung language might remove
particular restrictions on normal clitic rules. From a diachronic viewpoint, however, it is
important to note that this word ordering would be completely acceptable at an earlier
stage of the development of the Bulgarian future, in which we was not yet fully cliticized;
appearing in this detached position, it has the prosodic nature of a tonic word. This is
another example of an archaic syntactic structure preserved in the more conservative
variety of songs.
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3.6.2.2. The Clitic + Tonic Word + Verb Line Type

A phenomenon that is both more regular and significant, however, is a recurring
pattern in which the clitic string is separated from the main verb in a clause; this
phenomenon too occurs only in the Traditional Corpus. Again, the general rule for clitics
in Buglarian is that they must be verb-adjacent and must precede the verb directly if the
verb is not already in first position. There are many instances in the texts where clitics
appear in this standard position, such as:

(3.65) ye Me Yaka HOBa Yera
Ce me Caka nova Ceta
that 1SG-ACC-CL.  waits new detachment
for a new detachment is waiting for me

In these songs, however, another pervasive word pattern is that of a clitic string,
followed by an adjunct or argument consisting of one tonic word, followed by the verb. For
the sake of clarity, I will delineate all of the elements of this pattern separately in the
following section. First, in terms of basic word order, one sees:

(3.66) clitic(s) + other word(s) + verb

This pattern occurs with both simplex (present, imperfect, and aorist) and periphrastic
(past indefinite) verb forms. Out of a corpus of 38 songs and 715 total lines, there are 35
instances of clitics separated from their verbs. Given the complexity of verbal clitic rules
for Bulgarian (particularly when future, negative, and interrogative particles are present)
and the specific nature of the pattern described here, I did not attempt to identify and
count a “control” group of phrases with clitics in a standard position for comparison. But it
should be noted that clitic strings overall are probably not as common in these songs as
they would be in a prototypical piece of standard prose; therefore, this clitic pattern should
be understood to be surprisingly common given the frequency with which clitics appear at
all, and the fact that, again, it is prohibited in the standard language.

Syntactically, the clitics in question here can be of any type, including auxiliaries,
short accusative pronouns, and short dative pronouns. The intervening word can be the
subject or object of the clause, an adverb modifying the verb,3® or another type of adjunct.
There are also three instances of multiple constituents separating the clitics and the verb.
The counts of all of these forms with examples thereof are in Figure 3.7. It is clear that clitics

38. Boskovi¢ (2002:330) notes, citing several other scholars, that in contemporary Bulgarian, “for some
speakers a few short adverbs can actually occur between the clitic cluster and the following verb,” but goes
on to state that these adverbs are also clitics themselves. I believe this could be applied to one interrupting
adverb in my findings, seue ‘already,’ but in the other two cases (uespscmo ‘nimbly,” and pano ‘early’) it
certainly does not. More examples that point to irregularities with eeue and the clitic string can be found in
Billings (2002:82-85).
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in these songs can be separated from the verb without regard to the type of clitic, syntactic
function of the interrupting word, or type of verb form.

Intervening
Word Type Simplex Verbs — Counts and Examples Periphrastic Verbs — Counts and Examples
Subject 9 7
HeMCKU Ma Kypwym npoHu3a Ko2a e CmedghaH noznedHan
German 1sg-acc-cl bullet pierced when 3sg.aux.cl Stefan looked
'a German bullet pierced me' 'when Stefan looked'
Object 5 4
KMema um MACmMo nokasa CHOWwU cbm Oyma 3a4yna
mayor-def 3sg-dat-cl place showed last.night 1sg-aux-cl word heard
'when the mayor show them a place' 'last night | heard it said'
Adverb 1 3
u 8 3emA ce YegpbCcmo 3abusam W0 MU e paHo paHuna
and in land refl-cl nimbly beat.in which 1sg-dat-cl aux-cl early arose.early
'and they are skillfully beaten into the land' 'which arose early'
Adjunct 4 0
msa cu Ha mpakmop cedewe
she refl-cl on tractor sat
'she would sit on her tractor’ -
Multiple Types 0 3
- (see below)

Figure 3.7: Types of Verbs and Intervening Words with
Clitics

One important note is that the counts presented above do not include another type
of intervening word, that of the line-medial vocative. As will be seen in §5.1, vocative
phrases have a tendency to appear in the middle of a line; often, this interrupts would-be
clitic + verb phrases as well. | have not counted the numerous instances of these vocative
interruptors here because they fill a pragmatic rather than syntactic role and because they
seem to be replicating a particular poetically conditioned line type rather than only
representing a syntactic peculiarity. Certainly, if such forms were counted, the number of
clitics separated from verbs would be substantially higher.

Ignoring these vocative forms, one sees even more specificity with regard to the
types of words that can come between a clitic and verb. It turns out that the three instances
in which multiple types of consitutents interrupting the clitic-verb construction—in each
case, a subject with object or adjunct—are actually found in three lines of one song that all
happen to repeat a similar pattern:
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(3.67) manmmu ca Typuu [1eBen  pas6umy,
dali sa turci Pleven  razbili,
whether AUX-3PL-CL  Turks Pleven  shattered

v MockoBuu B EBpoma  ¢nemm?

ili moskovci v Evropa fleli?

or Musovites in Europe entered

He wmm ca Typuu [1neBen pa36wy,
Ne mi sa turci Pleven  razbili,

NEG  1SG-DAT-CL  AUX-3PL-CL Turks Pleven  shattered

a ca MockoBuM B EBpoma  ¢renu
a sa moskovci v Evropa fleli
and AUX-3PL-CL Muscovites in Europe entered

Have the Turks taken Pleven / or have the Russians entered Europe? / The Turks have
not taken Pleven / but the Russians have entered Europe.

As such, it might seem that clitics separated from a verb by multiple syntactic elements are
a somewhat idiosyncratic phenomenon. Rather, what one encounters in these texts
consistently is a pattern wherein the intervening words between the clitic and verb are part
of only one verbal argument (subject, object) or adjunct (adverb or other). That is,
modifying the initial characterization of this pattern, repeated here:

(3.68) clitic(s) + other word(s) + verb
one might instead describe the characteristic formula more specifically as:
(3.69) clitic(s) + one argument or adjunct + verb

In no cases other than the above four-line example, however, does one find more
than one tonic word coming between the clitic(s) and the verb. The subjects or objects that
intervene are only one word, as in:
(3.70) ma MU YKUTO TOpacTe

da mi Zito  poraste

that 1SG-DAT-CL wheat grow

that the wheat will grow for me

and the adjunct phrases consist of either one word or of a preposition (which are
prosodically proclitic) with one word, as in:

(3.71) ma ce Ha poOCTBO Tpenmaje



da se na robstvo predade
that REFL-CL to slavery give.up
to give themselves up to enslavement

Thus, only one tonic word can come between the clitics and the verb; the restrictions on
this pattern are apparently prosodic as well. The 32 examples that, most precisely stated,
consist of:

(3.72) clitic(s) + argument or adjunct containing one tonic word + verb

actually serve as evidence that a very consistent phrasal type—again, one prohibited in the
standard language—seems to be well established in Bulgarian folk songs.

There is reason to suspect that this marked pattern of a clitic separated from the
verb by one tonic word is something of an archaism. Certainly, the problem of clitic
placement across Slavic with respect to space and time is extremely complex, but it does
seem that clitics in Common Slavic were most commonly found after the first stressed
element of a sentence (Rappaport 1988:319). This pattern, a Slavic example of
Wackernagel’s Law, would have historical precedents in Indo-European. As Franks and
King (2000:216) explain, modern Slavic languages generally have rules that require clausal
clitics to be either in second (“Wackernagel”) position, as in BCS, for example, or adjacent
to the verb, which is the case for standard Bulgarian. The latter situation in Bulgarian
appears to be an innovation, whereas the former is likely older and more reflective of Indo-
European; Alexander (1994:4) posits that the clitic placement rules in Bulgarian could be
due to influence from other languages of the Balkan sprachbund. Unlike the clitics of
standard Bulgarian, however, many of those found in these songs are in second position
within their clause and, as such, they make up another feature of these texts that ultimately
reflects a “pre-Balkan” Slavic syntax and the legacy of Indo-European.

It is critical to note, however, that the definition of “second position” in these
examples is, at its core, conditioned by prosody rather than syntax. In BCS, which maintains
strict clitic-second rules, the first constituent of the clause can be either prosodically or
syntactically determined; that is, clitics can either follow the first tonic word of the clause
or the first syntactic element (Browne 1975m2-u3, and elaborated on especially in
Alexander 2009).>° For example, the copula clitic in the following BCS examples can appear
in two different places within the clause:

(3.73) ova je macka  crna
this COP-3SG-CL cat black
This cat is black (clitic after first tonic word)

(3.74) ova macka je crna
this cat COP-38G-CL  black

39. There is also the possibility for clitics to occur after what Alexander calls a “resumptive rhythmic structure
constituent” (Alexander 2008:6), but this is not relevant to the present discussion.
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This cat is black (clitic after first syntactic element)

In the case of the texts in the corpora, in almost every instance in which clitics are
displaced from their verbs, the clitics follow the first accented word of the line, as is
exemplified in example 3.73 above. In one example, however, the conjuction u ‘and,’
appears before a tonic word that is a prepositional phrase:

(3.75) u B 3eMs1  ce 4YeBPHCTO 3a6MBaT
i v zemja se Cevriisto zabivat
and in land REFL-CL nimbly beat.in

and they are skillfully beaten into the land

While in standard Bulgarian this conjunction can host a clitic, in BCS it is not a tonic word
and cannot. The u in this example could simply be functioning as it does in BCS, though,
as a proclitic, and the clitic ce in this line, then, would still only follow one tonic word.

It would appear, then, that detached clitics (clitics separated from their verb) can
sometimes break up syntactic elements consisting of more than one tonic word. This is the
case in seven of the 35 examples of clitics separated from verbs; in each of these instances,
the clitic breaks up a noun phrase.** For example, one sees:

(3.76) HeMcku Ma KypIIyM TIPOHHM3A
nemski ma kurSum proniza
German 1SG-ACC-CL  bullet pierced
a German bullet pierced me

(3.77) rbCTa e MBra  TaJHAJIA
glsta e mugla  padnala
thick AUxX-3sG-CcL fog fallen
a thick fog fell

While clitics separated from their verbs are already ungrammatical in standard Bulgarian,
these disjointed noun phrases sound particularly unusual. Even in BCS, where the above
clitic placement is fully grammatical, it sounds marked to many speakers (Alexander
2008:9-11). Browne (1975:114) notes as well that these clitics that interrupt noun phrases in
BCS sound “old-fashioned and literary”; certainly, they sound far more archaic in Bulgarian,
which would ordinarily prohibit them entirely.

Regardless of this pattern of clitic detachment, its distribution throughout the texts
points to a significant division between song genres. Only one instance of this pattern can
be found in a song that is not composed in unrhymed lines.* Figure 3.8, which details the

40. Each time, the clitic comes after an attributive adjective and before a noun; it is possible that only
adjective-noun phrases—and not the marked noun-adjective phrases described in §3.8—can occur in this
position.

41. Furthermore, the version of this march-like song in my corpus, which contains the word order in question
in the line:
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number of songs that do and don’t contain at least one instance of this pattern, shows a
strong correlation of the pattern in question with songs composed of unrhymed lines. A
chi-square test shows that this correlation is statistically highly significant, with a value of
p = .008. The correlation of this particular archaic prosodic pattern with songs of a more
conservative type is not surprising. The separation of a clitic from the main verb is likely
felt by speakers to be old-fashioned, and is therefore a feature that can mark “traditionality”
in texts.

Instance of Clitic Separated From Verb Traditional Corpus Innovative Corpus
Yes 18 songs 1song
No 11 songs 8 songs

Figure 3.8: Numbers of Songs in Corpora with and without Clitic + Tonic Word + Verb
Pattern

3.6.3. Clausal Clitics: Conclusion

Clausal clitics are well known for highlighting important divisions within the
prosodic and syntactic structures of the South Slavic languages, and it is clear that, even
within these songs, they have the potential to deviate greatly from the norms of standard
Bulgarian. Several features concerning both the ordering of clitics and their position within
a clause, which originate in regional dialects and earlier stages of the language, are strongly
correlated with Traditional songs of the unrhymed line type. This fact indicates that such
syntactic and prosodic peculiarities have the potential to be highly marked features of
Bulgarian song language.

3.7. Evidential-Like Forms
The Balkan Slavic languages are well known for their ability to encode evidentiality

in verbs, a feature not present at the level of morphosyntax in other Slavic languages. In
Macedonian and Bulgarian, different verbal forms are used to indicate the extent to which

(3.78) maprusan ce 3a 6ou crara
partizan  se za boj stjaga
Partisan ~ REFL-CL for battle prepare
The Partisan readies himself for battle

can also be found recorded or performed elsewhere with the variant word order:

(3.79) mapruszan 3a Ooi ce cTsra
partizan  za boj se stjaga
Partisan ~ for battle REFL-CL prepare
The Partisan readies himself for battle

where the reflexive clitic is in the expected verb-adjacent position. Thus, if [ were to discount this instance of
the marked clitic word order, it would otherwise be found exclusively in songs of the unrhymed line type.
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a speaker is willing to vouch for the factuality of a statement. For example, one might say
in Bulgarian:

(3.80) Toit «kymu xJ10.
Toj  kupi hljab.
He  bought-AOR bread
He bought bread.

The verb xynu here is in the aorist tense in the indicative mood. However, if the speaker
wishes to express doubts as to whether the person in question did buy the bread, or if he
doesn’t feel he can vouch for the veracity of this statement, he would use a form considered
to be the aorist tense in the “renarrated” mood:*

(3.81) Toit kymun x1510.
Toj  kupil hljab.
He  bought-LPART  bread
He bought bread (supposedly).

The renarrated mood is said to be common in preindustrial folk songs, and it is apparently
something of a source of ethnolinguistic pride for many native scholars. In the songs in this
study, however, very few forms of any kind seem to reflect evidentiality in the purest sense
of the term. To be sure, renarrated forms occur in Bulgarian primarily in past tense forms,
of which there are fewer in the corpus than one might expect. However, even when past-
tense forms appear, few are unambiguously renarrated. Only one example of a renarrated
form appears in the Innovative Corpus; the few others are only found in the Traditional
songs. Instead, one sees a pattern in which formal distinctions in periphrastic verbs that
are considered to be significant in the standard language appear to be instead in free
variation. One also sees that some renarrated forms, often appearing alongside indicative
aorists and imperfects, seem to function not to contrast levels of evidentiality but rather to
mark narrative functions.

3.7.1. Stylistics and Resonance of Evidential-Like Forms

Evidential forms are often described as a common feature of many Bulgarian folk
songs, and the exoticism that is often ascribed to them as a rare feature of European
languages seems to be a matter of pride for many who are aware of this fact. Pashov tells
readers that “[t]hese forms are not found in any other Slavic language” (“TakuBa ¢popmu
HsIMAa B HUATO eJuH Apyr ciaBssHcku e3uk’) (Pashov 1999:185), and Kristev states, “The
renarrated mood is a mood specific to the Bulgarian language. It is not found in the other

42. “Renarrated” is an imprecise label because it is not sufficiently comprehensive for all its uses; for example,
speakers often use this mood to express emotions such as disbelief and surprise and, as will be discussed later,
to structure a narrative. Moreover, not all instances of renarrated speech would necessarily occur in this
mood. I use it simply as a direct translation of the Bulgarian term.
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Slavic languages” (“TIpenskasHOTO HaK/IOHEHUE € CrelUuPpUYHO 3a OBIATAPCKUS €3UK
HaksoHeHue. To He ce cpenia B gpyrute ciaBsHcku esuiu’) (Kriistev 1992:120).% In fact,
some feel that the renarrated mood is an important part of what makes a text “folkloric.”
Kriisteva writes, for example, “Authentic Bulgarian folk tales are in the renarrated mood”
(“bpATapCcKUTE ABTEHTHYHW HAPOJHW TPUKA3KKM Ca B MPEU3KAa3HO HaKIOHeHue)
(Krtsteva 2003:135, my emphasis).** Georgieva even seems to imply that the renarrated
mood is somehow a more “authentic” part of the Bulgarian language because of its origins
in the mouths of the “folk”:

3akm04yeHOTO B raroHuTe (GOpMU 3HAYEeHHE € eJIHO OT OCHOBHHUTe 3a
MPen3Ka3HOTO HAKJIOHeHUe B OBJITapCKUsl e3UK, [0 KOeTO TOHM ce pas3indvaBa OT
BCHUYKH C/IaBIHCKU e3uliu. [10-0co6eH0TO pa3BuTHe Ha O'bIAarapCKUsI €3UK JOBeX1a
[0 TPOHMKBAHETO HA TOBA HaKJIOHEHHE B O'b/IrapCKaTa rjarojiHa CUCTeEMa He IO
KHIDKOBEH IThT, a IO YCTeH, M0 HapoAeH IbT. ToBa MOXe OU e OOYCIOBHIO
OOWYAMHUAT U Hali-eCTBECTBEH Te€PeH HAa TOBA HaK/IOHeHHe A3 Obe GponKIopsT, a
He KHIDKOBHOE3MKOBATA MPAKTHKA, MAKap Y€ U B HesI TO UMa JJOCTa YCTAaHOBEHU U
peasHu nmo3uuMU. Ha ToBa Hak/IOHEHHMeE TOHSIKOTa JI0 TOJISIMA CTEIEeH Ce IB/DKU U
O4YapoBaHUETO Ha HapojHUs receHeH ¢ponknop. (Georgieva 1981:118)

The meaning contained in its verbal forms is one of the primary ones of the
renarrated mood in the Bulgarian language by which it differs from all other Slavic
languages. The peculiar development of the Bulgarian language has led to the
emergence of this mood in the Bulgarian verbal system not by literary means, but
by oral means, that of the folk. This perhaps led to the fact that the typical and most
natural site of this mood is in folklore, and not in the practice of the literary
language, even though there are established and practicable roles for it there as well.
This mood is often the thing that, to a large extent, lends folk singing its charm.

Vlahova-Rujhova (2009:117) also mentions that these forms are characteristic of “genres like
folk tales and legends, or in stylized language that reflects their peculiarities” (“>xanpoBe
KaTo MPUKA3KH U JIETeH/IH VJIH TIPU CTUIA3ALIHS, KOSITO IIOYMBA Ha TeXHUTEe 0cobeHocTH”),
and cites an example from Yovkov’s 1927 “Craporuianuncku nereraun’ (“Legends of the
Balkan Mountains”), a well-known work intended to mimic oral forms of storytelling. It
seems clear that renarrated forms are not only tacitly understood as symbolizing folk
language, but also acknowledged as forming an important part of these genres of texts.

3.7.2. Renarrated Forms in the Corpus

43. Of course, these writers are unwilling to recognize Macedonian as a separate language, where evidentiality
is also found. For more on the question of Macedonian in Bulgaria and linguistic nationalism, see section §1.7
and §8.7.

44. Ironically, as an example of such “authentically Bulgarian” folklore, Kriisteva cites an excerpt from the
folk tale “Mapa menensiuka” (133), a version of the Cinderella tale, which, of course, is found in many
traditions outside of Bulgaria.
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However, renarrated forms are not found with much frequency in the songs in this
study. This is partially due to the content of the songs themselves rather than a stylistic
aberration from the convention of the genre, however. In Bulgarian, renarrated forms
appear primarily in past-tense constructions, and the “traditional” folk songs that use these
forms describe people and events that happened “long ago and far away”; using renarrated
forms creates the feeling of temporal distance. The songs in this study, however, were
recorded almost immediately after the events that they describe. Additionally, they tell of
occurrences that many singers themselves witnessed; for example, rather than reporting a
war story that they had heard vague accounts of, singers might have actually taken part in
the battle or been present for the destruction of a town themselves. Because many of the
events they are describing have in fact often been very vividly witnessed, it would be
inappropriate to use renarrated forms. This fact also means that many singers of the songs
in the corpus describe events in the first person, in which renarrated forms are not formally
distinct from those of the indicative past indefinite (see below). Finally, many of these
songs do not even sing about past events at all: in accordance with the socialist message,
singers are often concerned with describing the wonders of the new socialist state they are
building (for which they use future tense constructions) and directing citizens to unite and
be inspired by the recent political changes (which leads them to use imperatives and other
optative constructions). Singers employ many linguistic techniques to convey a sense of
classic “timelessness” in these songs, but they apparently do not often feel that the temporal
distance created by the literary renarrated mood is appropriate given the content of the
songs.

3.7.3. Free Variation in Auxiliary Verbs

The question of evidentiality is relevant in these songs, however, with regard to two
points. The first concerns the matter of form. In standard Bulgarian as described by most
contemporary grammarians, the forms of the renarrated aorist tense (the most common
past tense, and the only tense found in these songs in the renarrated mood)* are nearly
identical to those of the indicative “past indefinite” (“muHano Heonpexenero,” sometimes
also referred to as the “present perfect.”) In the first and second persons, the two forms are
the same; they contain an auxiliary ‘be’ verb and a form generally referred to in English as
an “L-participle” (a present active participle formed from the aorist stem). In the third
person (both singular and plural), however, the renarrated aorist differs from the past
indefinite indicative solely in the absence of the auxiliary verb; it is formed with a bare L-
participle. Thus, the aorist renarrated form shown in example 3.81 above differs from the
indicative present perfect form:

(3.82) Toit e KyTIHJT x1510.
Toj e kupil hljab.

45. In addition, one song contains a renarrated form of the “future-in-the-past” tense (“0bgele B MuHanoro”),
wmenu da dotidam, ‘would come (supposedly).” This is of little relevance to the current discussion, however:
the lyrical subject of the song is specifically addressing her lover in direct speech.
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He  AUX bought-LPART  bread
He has bought bread.

solely in the former’s lack of the simple auxiliary verb e.

Indeed, the similarity between these two forms has engendered one of the most
contentious debates in Balkan Slavic linguistics, as various scholars over the past century
have attempted to define the forms and parameters of the Bulgarian verbal system.
Although most linguists from Andreichin (1942) onwards have agreed on the clear existence
of a separate set of evidential forms, usually treating them as forming a distinct verbal
mood, there is also the recognition among scholars that forms resembling the past
indefinite indicative (those forms with auxiliary verbs and L-participles, henceforth “+Aux”
forms) can serve a function related to that of the renarrated mood: they are often used for
actions that a speaker has not personally witnessed, but of which he has no reason to
explicitly doubt the factuality. A classic structuralist description by Aronson characterizes
+AUX forms as marked neither as “confirmative” nor “reported” (i.e., neutral with respect to
evidentiality), and aorist renarrated forms (i.e. those without auxiliary verbs, henceforth “-
AUX”) as marked as “reported” (Aronson 1967:96). Friedman (1982), however, gives a
radically different analysis. He claims that aorist and imperfect forms make up a
“confirmative” category, which functions in a binary opposition to a nonconfirmative past
indefinite tense in which the presence or absence of an auxiliary verb is simply a stylistic
option (Friedman 1982:159-160). That is, for him, the +AUX and -AUX forms really carry
identical grammatical meanings.

With regard to the contemporary spoken language, Friedman'’s description of these
forms seems to be inaccurate, as most native speakers do generally feel a strong difference
in meaning between +AUX and -AUX forms. However, it would seem that, in the case of
these songs, Friedman’s description of the verbal system may hold some validity. For one
thing, similar forms in songs may vary with regard to the presence or absence of an auxiliary
verb. For example, one song reads:

(3.83) IpucTUrIyU ca CK'bITKA TAPTU3AHH,
C'bC CBU CY Ce OHU P'BKYBAJIH,
C MOMH, MOMIIH OPATCKU MPerpbLIAIH,
cTapiy, 6abu OT pasioc ca ce pasIUiaKay,

There arrived [+AUX] dear Partisans,

they shook hands [+AUx] with everyone,

they embraced [-AUX] lasses and lads in a brotherly way,
old men and grannies began crying [+AUX] from happiness

This part of the song describes what happened as Partisan soldiers returned home, and
presumably the narrator could attest to all of the simultaneous events with equal certainty.
Even though the verb form for ‘embraced’ in the third line contains no auxiliary verb, there
is no reason to see it as somehow more doubtful in the mind of the singer. That is, the +AUX
and -AUX forms would seem to be in free variation.
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As an additional example, one might also compare the opening lines of two songs:

(3.84) TMagnana ciaHa eceHHa
There fell [-AUX] a great frost

and:

(3.85) I'bcTa e Mora magHana
A thick fog fell [+AUX]

These lines are both essentially unrelated to the primary content of the rest of the songs in
which they are found; they merely serve as a kind of opening before the main actions of the
songs commence, and they can probably be considered identical in their narrative
functions. The fact that they seem to be able to occur either with or without auxiliary verbs,
however, indicates that this formal distinction may not be so important in this opening
structure. Instead, the presence or absence of the auxiliary verb in such a context may
indeed be a stylistic choice.

A combination of historical and metrical factors may account for this variability.
First of all, diachronic studies have shown that both the +AUX and renarrated -AUX forms
in question developed historically from older perfect forms. In a nutshell, the Common
Slavic present perfect (i.e. that which became the “past indefinite” in contemporary
Bulgarian) was used to mark events of which the effect in the present was more significant
than the specific past time at which they occurred. (For the latter, the aorist tense was
normally used.) In turn, the focus of these perfect forms could be more on the action itself
or more on the result of the action. Over time, however, the position of the third-person
auxiliary verb came to be weakened. In forms of the older perfect in which it had been
elided (i.e. verb forms with a bare l-participle), came to be associated with a focus on the
action itself; when it was retained, more emphasis was seen to be on the statal results of
the action (Fielder 2000:81-82). This process has yet to be fully grammaticalized even in the
present day; however, it would seem that the virtually free variation between some of the
+AUX and -AUX forms in my corpora would be reminiscent of this earlier stage in the
language when auxiliary variation was a much more fluid process.

If the difference in evidentiality expressed in —~AUX and +AUX forms in these songs is
minimal, then, the presence or absence of the auxiliary verb might depend instead on other
conditions, such as meter. In the two lines above, for example, the auxiliary might be
present in the second example only to give the line a total yield of eight syllables. Evidence
supporting this possibility can be found in BCS, where the presence of the auxiliary verb
sometimes depends on metrical conditions. The presence or absence of the auxiliary verb
in these songs may seem in some cases to be essentially bereft of grammatical significance,
and this may be parallel to the situation in older forms of Bulgarian.

3.7.4. Backgrounding and Foregrounding in Evidential-Like Forms
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As was explained above, it seems that neither -AUX nor +AUX forms are very
correlated with the idea of evidentiality as it is thought of in the standard language, i.e.,
marking the extent to which a speaker can vouch for the factuality of a statement. However,
there are hints that both of these forms seem to be coordinated with indicative forms to
structure the narrative. In many cases, +AUX or —AUX forms will precede an indicative form.
The +AUX and -AUX forms seem to introduce a historically prior and perhaps less dynamic
event, and the indicative forms seem to indicate an action of importance to the
development of the plot of the song. For example, in the opening of one song:

(3.86) Kakso e uygo craHaio
BBB cTapo ceno Cracoso!
B ceno repmaHy porigoxa
Y Ha OOIIMHATA OTH0XA,

What a wonder took place [+AUX]

in the old village of Spasovo!

Into the village came [AOR] Germans

and they went [AOR] to the municipality building

The first two lines contain a +AUX form and the last two use simplex indicative forms.
Because the coming of the Germans is a specific part of the “wonder” that took place, one
would probably expect that all three actions could be expressed with the same type of verb:
if the second two actions were witnessed, the first should have been as well. Instead, the
initial two lines seem to “set the stage” for the rest of the song.

A different example can be seen with a —~AUX verb and followed by an indicative form:

(3.87) Mimana, mama, nmasa
envH cuH CTOSTH Ha MaMa,
TOU 3a CHH, TOU 3a JbLIEPS.
Mawma Crosiny mymaiie:

Mama had [-AUX], oh, Mama had [-AUX]
only one dear son Stoyan,

as a son and as a daughter.

Mama said [IMPT] to Stoyan

The lyrical subject uses an indicative verb*® to mark the fact that Mama ‘said’ something to
her son Stoyan; if this fact is therefore asserted as true, it would necessarily follow that the

46. The verb dymawe here is actually in the imperfect tense, and not the aorist as in the previous example. In
this instance and one or two others in the corpus, imperfect forms seem to characterize what would really be
expected to be seen as a punctuated, not durative action—i.e., the kind of action that would be expressed by
an aorist verb. My familiarity with preindustrial Bulgarian folk songs leads me to believe that a broader use
of imperfects where aorists would otherwise be expected in the standard language may be an important
linguistic property of many folk songs; this assertion is also tested in the survey I carried out (see §6.1).
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narrator would also know with certainty that Mama ‘had’ this son as well, and there should
be no reason that the verb ‘had’ would be in a renarrated form. Instead, it seems that both
+AUX and -AUX forms mark not evidentiality, but rather backgrounding.

One might see this transition from background to foregrounding on a larger scale
in the opening of a longer song that gradually draws the listener into the action:

(3.88) I'bcTa e Moria magHana
Haz, BoxoBckaTa mlaHuHa,
Ha EHuvoBa paBHUHA.
THKMO € YyeTa CTUrHajIA
Ha Ty OBYaPCKO IMJIAJHHUIIIE,
OyeH e OI'bH HAKJIANA,
IpexuTe a CM U3CYIIar.
Kora e Credan nornenHarn,
MIOJIUIIUS € ChIyIe/Ialt.

Yera komaHza Jo4YyBa

1 6'bP30 MeCTO 3aema.
Curie ce CMBO 0JIOBO,
Bozu ce 6opba cyposa...
B®B Tast 6uTKa KbpBaBa
Credan u Benbo magHaxa.

A thick fog fell [+AUX]

over the Bohovska Mountain

onto the Enichova Plain.

The detachment had just reached [+AUX]
the shepherd’s grazing ground,

had started a roaring fire, [+AUX]

to dry out their clothes.

When Stefan checked [+AUX]

the police spotted them. [+AUX]

The detachment hear the command [PRES]
and quickly take their place. [PRES]

Lead rains down, [PRES]

a fierce battle ensues... [PRES]

In this bloody fight

Stefan and Velyo fell. [AOR]

There are three separate blocks in this passage in which verbal forms are all of the same
type. The setting is established with +AUX forms, in which actions leading up to the battle
occur. Once more dynamic action begins, the narrator switches to historical present forms,

However, due to insufficient data in the songs in my study, I have been unable to address this question in
detail in the present work.
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temporarily merging the cognitive worlds of the listener and the story.*” When the narrator
arrives at the results of the battle, he uses the indicative aorist. The changes in the type of
the verbal forms here do not seem to be tied to the extent to which the narrator can vouch
for the accuracy of the events; surely if he actually witnessed the deaths of these soldiers,
he would have been present to witness the battle itself taking place as well. Instead, this
progression of verbal forms can be seen as building up the dynamism and emotional
intensity of the entire sequence of events.

Such a situation has parallels in the standard language. Fielder has argued
convincingly that the difference between +AUX and -AUX forms in the contemporary
standard language is not strictly one of evidentiality, but rather of discourse. She claims
that “[i]n the third person, where the auxiliary may be omitted to distinguish the evidential
from the non-evidential form, the use of the auxiliary for BACKGROUNDING and its
omission for FOREGROUNDING occurs in a context which has already been established as
evidential” (Fielder 1995:597). Of more relevance for the situation here, however, she has
observed shifts in Old Bulgarian texts between indicative forms on the one hand and +AUX
and -AUX forms on the other. In the story of Ivan Rilski in the seventeenth-century
Tihonvravov damaskin, for example, she describes an early stage in the development of
grammaticalized evidentiality: “The l-participle does not consistently signal reported
events, but rather serves to background events with respect to the definite past” (Fielder
1998:359). Although the forms in Fielder’s study are contrasted with indicative past forms
and those in this example are opposed to the indicative present, it looks like these forms
may be following a similar principle. It is not so much evidential distinctions that are
conveyed, but rather changes in the progression of the narrative.

3.7.5. Conclusion: Evidential-Like Forms

Both the fact of vacillation in the presence of the auxiliary verb and the discourse
functions that +AUX and -AUX L-participle forms seem to convey point to the fact that
renarrated forms in these texts often do not concord with the way they are described in
normative grammars. To be sure, the texts, which describe events of the recent past and
also discuss the future, do not always include many past-tense forms, and when they do,
many are simply in the indicative mood. However, when +AUX and -AUX forms appear, it
would seem that the presence or absence of the auxiliary verb is of little significance.
Instead, these forms work alongside forms of the indicative to structure the narrative.

3.8. Noun-Adjective Word Order

This section addresses the ordering of nouns and their modifiers within noun
phrases. With few exceptions, attributive adjectives and other nominal modifiers in
standard Bulgarian can appear only before the nouns they modify. In the songs in my study,
however, the high frequency with which noun phrases appear with a postposed adjective

47. The shift to historical present is a well studied phenomenon: it has been shown to structure the narrative
rather than to ascribe any changes in temporal meaning.
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would indicate that this rule does not apply in song texts. Indeed, the wide presence of
these noun-adjective phrases is one of the most visible syntactic peculiarities of the songs.

3.8.1. Word Order in Standard-Language Noun Phrases

The ordinary position of attributive adjectives in standard Bulgarian, immediately
before their head nouns, is the one most commonly found in these songs. For example, in
the phrase:

(3.89) Cume ce CHBO 0JIOBO
Sipe se sivo  olovo
pours REFL grey lead
Grey lead pours down

the adjective cuso ‘grey,’ comes before the noun; the adjective-noun phrase cugo 021060
‘grey lead,” would sound natural in standard-language prose or speech. However, noun-
adjective word order is also regularly encountered in these songs, as in a phrase like the
following:

(3.90) MOMBK C/1aBeH ce SIBUJT
momitk slaven se javil
young.man glorious REFL  appeared

an honorable young man appeared

Here, the modifier cnasen ‘glorious’ comes after the noun it modifies, momsk ‘young man.’
Such inversion is widespread in these songs, and the ubiquity of this device would indicate
that noun-adjective word order is an emblematic feature of Bulgarian song language.

3.8.2. Historical Background of Noun-Adjective Word Order

The possibility for noun-adjective word order in song texts is almost certainly
inherited from an earlier Indo-European tradition. Although the evidence is not fully
conclusive, many linguists believe that the basic word order in Indo-European noun
phrases was adjective-noun (Lehmann 1974:69). Delbriick (1900, v.5:94-95), citing
examples from Sanskrit, Ancient Greek, Latin, and other early Indo-European languages,
demonstrates this convincingly. At the same time, however, he posits that when an
adjective comes after its noun, it places emphasis on the special quality of that adjective.
For example, the Sanskrit noun-adjective phrase:

(3.91) dsvah svetdh
horse white

really carries the meaning of “a horse, and, indeed, a white one” (“ein Pferd, und zwar ein
weisses”) (96). More to the point of the present study, Clackson (2007:166) remarks that
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noun-adjective word order is found in Indo-European “particularly in poetic or highly
stylised texts.” Because noun-adjective word order appears in similar contexts in Slavic, it
seems reasonable to assume that it is a feature of Indo-European that has been retained for
use as a poetic device.

Indeed, when this inherited syntactic pattern appears in South Slavic contexts, it
almost always carries some sort of specialized stylistic marking. It is likely that, once
adjective-noun word order became fixed in Slavic, the only contexts in which noun-
adjective word order could be found were performative genres, such as tales and epic songs,
that had their origins in an earlier Indo-European tradition. As such, this word order
became emblematic of folkloric language. A noun-adjective phrase would be marked in any
case because of its nonstandard word order, but I suspect that it conveys this particular
type of folkloric marking precisely because of its origin in Indo-European lyrical contexts
and retention in traditional poetic language.

Relevant here also is the notion of the formula. Parry (1930) explains how singers of
epic songs make use of repeated instances of the same phrase in order to be able to compose
lines of a complex song in the moment of singing: He explains that singers make use of
“formulas,” which he defines as “a group of words which is regularly employed under the
same metrical conditions to express a given essential idea” (Parry 1930:80). Essentially, as
Lord (2000:30-67) explains in more detail, particular noun phrases would come to be used
in the fixed form, and singers could use not just random words but especially these set
phrases to readily compose lines of a certain length or meter. Since these formulae, which
included many noun-adjective phrases, were used repeatedly, the structures eventually
became fixed and began to circulate throughout South Slavic linguistic culture in this form.

Clackson (2007:181) also notes that while many scholars have embraced Parry’s idea
of the formula, they do not always feel that the “metrical conditions” he mentions are
critical for the establishment of a particular formula across genres, since the same formulas
recur throughout texts of different meters and, indeed, different genres. As he explains,
“We are therefore left with the formula defined as the fixed expression of an essential idea”
(ibid.). This, I expect, explains how particular noun-adjective phrases come to reappear
throughout the different songs in this corpus. While the songs vary in their metrical
structures and musical styles, this more generalized definition of the “formula” offers an
explanation for why particular noun phrases—including those with noun-adjective order—
can be found multiple times throughout the different types of songs in this study.

3.8.3. Frequencies of Noun-Adjective Word Order and Methodology

While noun-adjective word order seems ubiquitous upon even a quick perusal of the
songs in these corpora, I wanted to ascertain precisely how characteristic this syntactic
pattern is in comparison with unmarked noun-adjective word order and what exactly
triggers its appearance. Suspecting that other types of noun modifiers might have similar
word order patterns, I also created separate lists of nouns with attributive possessive
pronouns, pronominal adjectives, ordinal numbers, and passive participles. I intended to
track active participles as well, but none were found as attributive modifiers in any of the
texts.
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In order to ensure that my lists reflected an accurate representation of the linguistic
material that made up the texts, [ imposed several limitations on the word pairs I recorded.
These songs contain many repeated lines and phrases, and there are many instances where
the same noun-modifier phrase appears several times. Therefore, I recorded only the first
instance of each unique combination of noun and modifier. Secondly, when a noun was
modified by more than one word, I counted only the one closest to the noun. For example,
in:

(3.92) Cnex Tass  cypoBa  BOiHa
Sled taja surova vojna
after this harsh war
After this harsh war

I recorded the phrase cyposa sotina, without the pronominal adjective mas. Some nouns
contained modifiers both before and after the noun, as in:

(3.93) Jait Mm  cBoATa cuIa KpHjaTa
Daj mi  svojata sila krilata
give me  your strength winged

Give me your winged strength

In such a case, I recorded the modifier-noun and noun-modifier pairs separately; this
example would be recorded as both ceosama cuna and cuna xpunama.*® Expecting that
proper nouns could have relatively inflexible word order rules, I did not record instances
of phrases that were proper nouns. Geographical names, such as the Bulgarian Cmapa
naanuHa (‘Balkan Mountain,’ literally ‘Old Mountain’), were excluded. I also did not record
phrases where the noun was a proper name, skipping, for example, maadu Jenuo and maad
Cnasuo from the line:

(3.94) Mnagu  [lenyo wu MUIag, CnaB4o
Mladi Denco i mlad Slavco
young  Dencho and young  Slavcho
the young Dencho and young Slavcho

Similarly, I skipped phrases containing possessive adjectives formed from personal names,
such as Anerosa matika ‘Alen’s mother.” Adjectives describing qualities of a proper noun,
such as yapubpodcka ‘of Tsaribrod, however, were included. Any noun phrases
syntactically interrupted by another word, such as a clitic, were excluded; I only recorded

48. One might suspect that noun-adjective-noun phrases behave in a special manner. There were 16 such
phrases altogether across the Innovative and Traditional Corpora. For the most part, they resembled the
qualities of most other noun-adjective phrases. However, it was apparent that the postposed adjective in
these phrases was more likely to be a derived adjective or one reflecting the qualities of a proper noun, as in
phrases like nawma eapa causercka ‘our Sliven railroad station’ or Hosu dpexu xatidywku ‘new hajduk clothes.’
Nine such phrases contained this structure.
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instances where modifiers were directly adjacent to their head nouns.*® Interrogative
pronouns were also skipped, as I suspected their potential for word order variation would
be more limited. Therefore, in the lines:

(3.95) TMapTusanu crosapsixa
Partizani sgovarjaha
Partisans plotted

KOU  JIPyMH Ia yoapsT
koi  drumi da udarjat
which roads to strike

The Partisans were plotting / which roads to strike

the phrase kou dpymu was skipped because it constituted part of an embedded question.””
Even barring all of these types of phrases that were excluded, a total of 414 noun phrases
were counted, which was quite enough to note both qualitative and quantitative trends.

3.8.4. Semantic Characteristics of Noun-Adjective Word Order

The resulting lists of noun-modifier and modifier-noun phrases revealed no firm
rules, but they did point to some tendencies in word order patterning for noun phrases.
The presence of both specific formulae and general semantic patterns for noun-adjective
and adjective-noun phrases were uncovered, as were certain factors that condition the
appearance of marked noun-modifier phrases.

Overall, phrases appearing in marked noun-adjective word order tended to be
associated with more emotively marked concepts. Nouns and adjectives from such phrases
were often associated with domestic life and romantic spheres of lexicon, such as the
natural world, family, and country. Typical phrases of this type include: dpymu 6esxpatiHu
‘endless roads,” 6pamcmeo senuko ‘great brotherhood,” 6opey Hapoden ‘people’s fighter,’
nosisma podru ‘native fields,” and napmuo [sic] caasHo ‘glorious party.” These phrases also

49. For more on noun phrases that are split by intervening clitics, see §3.6.2.2.

50. Note that there were also several instances of reduced relatives; in these cases, a word may appear to be a
postposed attributive adjective, but it actually functions as the predicative adjective for a reduced relative.
For example, in the lines:

(3.96) [la ce 4yaka Jpyro Bpeme, [/ o- nobpo 3a 6ou
Da se ¢aka  drugo vreme, po- dobro za boj
to REFL  wait  other time, more- good for fight

To wait until another time, / better for fighting

a quick glance may give the impression that no-do6po is the attributive modifier of epeme, but in fact it
modifies an underlying relativizer, (i.e. koemo ‘which’); the syntax would be more explicitly translated as
‘another time, which would be better for fighting.” Because they do not represent single noun phrases, they
were not included in this study.
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seemed to be more commonly about abstract rather than concrete ideas. More objective,
straightforward, and non-emotively marked phrases usually appeared in standard
adjective-noun word order. Examples of such phrases include 651 opus ‘white rice,’” decen
dxco6 ‘right-side pocket,” dpe6Hu kypwymu ‘little bullets,” 1080xcuticka konmupa ‘hunter’s
shanty,” cueo onoso ‘grey lead, cpebspen npawey ‘silver dust, and mpydoe npasHuk
‘worker’s holiday.” Certainly, given the romantic nature of these songs, along with the fact
that standard adjective-noun word order was still more common, there were many vividly
poetic phrases in standard word order, such as HapodHu cuHoge ‘native sons,” cuHu esepa
‘blue lakes,” and so on. However, very few phrases referring to the mundane or
unremarkable could be found in marked word order; almost all appeared as standard
adjective-noun phrases.

Accordingly, this trend of describing personal and sentimental concepts in noun-
adjective order means that, in songs describing both the Bulgarian people and an adversary
of some kind, noun-adjective phrases were also often more positively marked, and tended
to describe concepts related to a specifically Bulgarian experience. Only a few noun-
adjective phrases, such as npedamen mosn ‘dumb traitor,” relate to an ostensible fascist
enemy, and several others, such as ckps6 consama ‘great anguish,” represent a negative but
still intimately Bulgarian wartime experience. Phrases relating to an enemy, such as
6pymanHa eopdocm ‘brutal pride’ or eepmarckume opdu ‘the German hordes,” generally
appear in standard word order. As such, all three instances of the adjective ‘Bulgarian’
(depacasa 6oncapcka ‘Bulgarian state,” sotinuyu 6enzapcku ‘Bulgarian soldiers,” maeko
6vs2apcko ‘Bulgarian milk’) appear in noun-adjective order, while all eight instances of
‘fascist’ (e.g. pawucmkama namsa ‘fascist dragon,” pawucmku epae ‘fascist enemy’) are in
standard word order. Thus, the romantic sentiment conveyed by noun-adjective word
order to some extent leads it to be employed pragmatically to signal “Bulgarian-ness” as
well.

I see these general semantic trends as perhaps the strongest conditioning factor for
noun-adjective word order. Although they only describe tendencies rather than rules, there
does seem to be a general principle in place for marking the local, familiar, and nationally
cherished with noun-adjective word order.

3.8.5. Noun-Adjective Word Order and the Question of Formulas

Additionally, the possibility of the existence of several formulaic phrases emerged
from the data. Three noun-adjective phrases appeared multiple times: 2opa/zopo 3enena
‘green forest’ (four times), mome xy6asa ‘pretty girl’ (two times), nose wupoko ‘wide field’
(three times). Because I recorded only one instance of a set phrase per song, this means
that multiple texts had instances of these phrases. Moreover, simple internet searches for
these phrases reveal hundreds of hits from what appear to be numerous unique texts, and
they can be spotted among many preindustrial songs as well. Because noun-adjective word
order does not occur in the standard language, the fact that many instances of these phrases
can be found in other songs from before and after the socialist era indicates that they are
likely set formulae that have circulated in Bulgarian poetic contexts.

114



3.8.6. Noun-Adjective Word Order and Vocative Function

I also tested the noun phrases in the corpus to see whether vocative function had
any influence on their word order. Slavic epithets, curses, and other formulae of address
can, at times, appear with modifiers following their head noun. Indeed, some phrases can
be fixed this way. For example, the Bulgarian phrase:

(3.97) ram  TakaBa!
gad takava!
pest such
what a pest!

regularly occurs with this noun-modifier position, which, again, would be prohibited for
the most part in the standard language. A Google search shows 213 results for “makasa 2ad”
and 218 for “cad makasa,” but a cursory examination of the results shows that those from
the former set are used syntactically within a sentence, whereas those of the latter type are
used as vocatives or phrasal interjections.” Since noun-modifier phrases often take on these
roles in modern spoken Bulgarian, I suspected this pattern might also characterize the
phrases in my songs that are used as vocatives.”

Indeed, such a pattern was shown to be the case; vocative phrases in the songs in
the Traditional, Innovative, and March Corpora collectively occurred more often with
marked noun-adjective word order than did non-vocative phrases. The results of this
examination can be seen in Figure 3.9. While both vocative and non-vocative phrases can
readily occur with both word order patterns, a chi-square test shows that noun-adjective
patterning for vocatives is, with statistical significance to a degree of p =.025, more likely.
Thus, the pragmatic function of a noun phrase—specifically, that of vocative function—
can also determine its word order in songs.

Function Word Order

Unmarked Marked % Marked

Vocative 22 17 44%

Non-Vocative 215 77 26%

Figure 3.9: Counts of Vocative and Non-Vocative Noun Phrases Occurring in Unmarked and
Marked Word Order

3.8.7. The Relevance of Rhyme and Genre to Noun-Adjective Word Order

I also considered the possibility, however, that the linguistic structure of a song itself
could affect noun phrase word ordering. Some songs in this study have strict rhyme

51. Search conducted April 1, 2014.

52. Other Indo-European languages permit special word order variation for vocative phrases as well. For
example, Clackson (2007:168), citing Hale, explains that in Avestan left-detachment is only possible for
vocatives.
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schemes, while others lack rhyme entirely. I hypothesized that rhyme might influence the
word order of nouns and adjectives: a composer putting effort into creating a rhymed text
might be more likely to employ syntactically variant—that is, noun-adjective—phrases in
order to increase his possibilities of finding an appropriate word to complete a rhyme.
Therefore, texts in which rhyme is an organizing factor might have a greater proportion of
noun-adjective pairs than would a text comprised of unrhymed lines.

To test this hypothesis, I grouped unrhymed texts from the Innovative Corpus with
the songs in the Traditional Corpus (all of which were unrhymed), and compared these
songs with the remaining rhymed songs from the Innovative Corpus. Surprisingly, the
presence of rhyme did not seem to affect the order of noun phrases in the way I expected.
In fact, noun-modifier word order occurred more often in unrhymed texts (in 27% of noun
phrases) than in rhymed texts (in 12% of such phrases). Rhyme alone clearly did not
influence how likely a composer was to use nonstandard word order.

I then considered the possibility that syntactic patterns might be more readily
influenced by genre. In that noun-adjective phrases likely continue older Indo-European
poetic structures, it seemed possible that they might be correlated more consistently with
older types of songs, in this case, those that make up the Traditional Corpus. In fact, to
some extent, this appeared to be the case. Figure 3.10 shows the percentage of noun phrases
in the three corpora, sorted by modifier type, occurring in unmarked (UM) and marked
(M) word order, with the total percentage of the latter. Overall, the Traditional Corpus has
the highest frequency of noun phrases occuring with marked noun-modifier word order;
this is particularly evident when one examines phrases of just nouns and attributive
adjectives. Curiously, the March Corpus had a great deal more phrases in marked word
order than did the Innovative Corpus; for most linguistic features analyzed in this study, it
is the least marked of the three. Although there was no statistical difference between the
March and Innovative Corpora or the March and Traditional Corpora, one does see a
stastically significant difference between the Traditional and Innovative Corpora with a
degree of p = .041.

Ord. Number Pass. Participle
% % % % % %
UM M M UM | M| M UM | M | M UM | M | M UM | M| M um | M M

Traditional 93 | 47 | 34% 18 0 0% 8 0| 0% 1 0| 0% 2 0 0% | 122 | 47 | 28%

Innovative 36 7 | 16% 6 1| 14% 4 0| 0% 0 0| 0% 2 0 0% 48 8 | 14%

March 108 | 40 | 27% 21 2 9% 10 0| 0% 1 0| 0% 3 4 | 57% | 143 | 46 | 24%

Figure 3.10: Counts of Noun Phrases in Corpora with Unmarked and Marked Word Order Sorted by
Modifier Types

These results are more readily accounted for than are those that considered the
potential effects of rhyme. It is logical that word ordering tendencies might vary in some
way according to the style of song, while there would be no reason to suspect that rhyme
itself would trigger fewer noun-adjective phrases. It is possible that adherence to an older
style of unrhymed song might lead authors to employ the more markedly poetic noun-
adjective word order pattern.
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However, it is also worth noting in the above tables that noun-possessive pronoun
phrases and noun-passive participle phrases occurred only in the Innovative and March
Corpora, that is, only in songs of a newer style; moreover, they only occur in those songs
that have rhyme. While these results are not statistically significant, they do point to a
pattern that makes sense. In an effort to create rhymed pairs of words, composers may have
stretched the limits of traditional grammatical rules for songs, putting not only adjectives,
but also possessive pronouns and passive participles after their head nouns as well. Both of
these latter categories have a great deal of rhyming potential due to similar inflectional
endings across person (e.g. Mot ‘my, meoti ‘your,’ ceoti ‘one’s own’) for possessive pronouns
and the common -en and -an endings for passive participles. Thus, they lend themselves
readily to being rhymed and, when rhyming was a priority for a composer, they could have
provided a ready source of euphonious phonological material for him to employ.

3.8.8. Noun-Adjective Word Order: Conclusion

Overall, it can be seen that noun-adjective word order, a syntactic pattern not
permitted in standard South Slavic languages, appears widely as a folkloric marker in song
texts. Noun-adjective phrases are particularly common for describing ideas that carry a
sense of national intimacy and romantic sentimentality, and several such phrases seem to
be fossilized remnants of traditional lyrical formulae. These noun phrases are found more
commonly in songs composed of individual unrhymed lines with a regular number of
syllables than in newer styles of songs, and they are used particularly often for marking
vocative expressions. It seems that this word order pattern, a relic of Indo-European
poetics, still carries strong marking in modern South Slavic lyrical culture.

3.9. Morphology and Syntax: Conclusion

Although it is not possible to discuss every instance of an unusual linguistic form in
the songs in this study, the eight features described in this chapter recur with enough
frequency that they can be seen as part of a pattern: they are probably the morphological
and syntactic traits most likely to resonate with speakers as markers of the language of folk
songs. Although several the traits, in particular “western” first-person plural verbal endings
and noun-adjective word order, can be found in decent numbers in all types of songs, the
other features appear most readily in songs of the unrhymed line type, i.e. those that make
up the Traditional Corpus. Perhaps one of the most interesting facts about several of the
features in this section is the inconsistency with which they appear, often even within one
individual song. As will be discussed in more detail in Chapter 5, this variation could be
attributed to the actions of an editor or publisher, but it could also point to the idea that
these features comprise a set of devices that can be optionally added to folkloric texts.
Certainly, it seems that the various features described in this section are important markers
of the language of folk songs.
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Chapter 4

Lexicon

This chapter addresses the presence of nonstandard lexemes within the primary
corpora in this study. It concerns what are conceived of here as two somewhat distinct
groups of words. The first includes several key words that appear fairly regularly
throughout the songs. Five of these words—dymam ‘to say,” moma ‘young woman,” momosk
‘young man,’ aube ‘lover,” and, to a lesser extent, uda ‘go/come’—all occur throughout the
Traditional and Innovative Corpora and appear to be regular markers of folkloric language.
Two more—ue, ‘because/for,” and wo, which has a variety of meanings—seem to serve as
short, one-syllable stand-ins for other words and allow for greater brevity within a line. The
other group includes a number of nonstandard words that occur only one or two times
throughout the corpus. Because they are marked as dialectal or otherwise poetically
resonant, they lend an archaic or rural quality to songs otherwise composed of mostly
standard words. Both of these groups of words function on the lexical level to enhance the
folkloric quality of a song.

4.1. Key Folkloric Words

This section looks at a set of words that occur commonly throughout the songs in
this study; these words regularly appear in place of other, more standard words with the
same meaning. Although the processes that caused them to become identified with lyrical
texts are of various natures and are not always entirely clear, their repeated appearance in
those songs that are most identified with the “folk” indicates that they should be considered
strong markers of folkloric language. In the following sections, these words are addressed
one by one.

4.1.1. AyMam
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The verb dymam and its perfective counterpart produmam appear often in place of
the standard word for ‘say,” kazeam (pf. kaxca). Various dictionaries describe the word
dymam as “folk” (“mapomuo”) (dictionaries B and D), or “dialectal” (“mmanextHo”)
(dictionary C). Certainly, the word does not appear in neutral contexts in the standard
language. All of the examples from literature given in dictionary C, for example, appear in
excerpts of dialogue presumably representing “folk” speech rather than neutral third-
person literary narration. Indeed, even in dictionary A, originally published in 1895 when
the modern literary language was in a more fluid stage of standardization, one example
given of usage is the sentence Mama CmosiHy dymawe ‘Mama was saying to Stoyan,” in
which the indirect object has an obsolete dative case marker (see section §3.4.3); another
example is a succession of lines from a folk song. In short, the contexts in which dymam
appears are highly marked and not representative of contemporary standard verbal culture.

In the songs in this study, however, dymam and its perfective counterpart npodymam
appear nine times, exclusively in the Traditional Corpus. In contrast, its counterpart in the
literary language, kazeam/xadxca, appears only five times: three in Traditional songs, once
in an Innovative song, and once in a March. While again, these numbers are too small to
make strong assertions, dymam occurs only in folk songs of an older style and not at all in
songs of a more contemporary type.

At the same time, dymam does not completely subsume kazeam as the word for ‘say,’
even in Traditional songs. In one such song, for example, one encounters both verbal roots,
in the lines:

(41) TIek cHaxara HA  mpoayma
Puk snahata ni produma
but  daughter.in.law us said

But our daughter-in-law said to us
and:

(42) I u Gabara Ka3axme
Ja i babata kazahme
I and grandmother-DEF said
The grandmother and I said

53. This chapter refers to dictionaries using the following abbreviations (“dictionary A,” etc):

A — Gerov 1895/1975 (a six-volume dictionary)

B — Romanski et al. 1954 (a three volume dictionary)

C — Cholakova et al. 1977 (the dictionary of the Bulgarian Academy of Sciences, thus far consisting of 14
volumes of the letters A through IT)

D — Andreichin et al. 2008 (a contemporary single-volume dictionary)

E — Mladenov 1941 (a single-volume etymological dictionary)

F — Georgiev et al. 1971 (the etymological dictionary of the Bulgarian Academy of Sciences, thus far consisting
of 7 volumes of the letters A through the beginning of T)
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In the imperfective, conjugated forms of both dymam and kazeam would have the same
number of syllables, but the perfective variant npodymam would have one more syllable
than perfective kaxca in all grammatical forms. Thus, it may be that npodymawm is selected
instead of kaxca precisely when a singer needs to add an extra syllable to her line.

It is also possible that dymam permits an unusual pattern of syntactic agreement that
kazeam does not. Indirect objects of Bulgarian verbs of communication (‘say, ‘speak,” ‘talk,’
etc.) take dative agreement, and for non-pronominal objects, this relationship is indicated
with the preposition Ha. For example, the typical way to say ‘Mama was saying to Stoyan’
would be:

(4.3) Mama kasBawe Ha CrosiH
Mama  kazvase na Stojan
Mama  say-IMPT to Stoyan
Mama was saying to Stoyan

where the preposition na identifies CmosH as the indirect object of kazsawe. However,
there are two instances of dymam in separate songs in which the indirect object is not
morphologically marked:>*

(4.4) Towo ppyrapm Ioymaire
Toso drugari dumase
Toso comrades  say-IMPT
Toso was saying to the comrades

and:

(4.5) [Jdumursp  myma MOMYeTa
Dimittr duma momceta
Dimittir say-AOR  boys

Dimitiir said to the boys

These sentences would not be grammatically possible in the standard language with the
verb kazeam/kaxca. There are instances in which the case of indirect objects is marked not
with Ha but rather obsolete case endings, with both dymam:

(4.6) [lparanka  m;yma Maiuu cu
Draganka  duma majci si
Draganka  said-AOR mother-DAT REFL
Draganka said to her mother

54. For more elaboration on this phenomenon, see section §3.2.
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and standard xaxca:”

(47) Hapomy cme «kasamu
Narodu sme kazali
folk-DAT AUX  say-LPART
We have said to the people

However, in the phrases in examples 4.4 and 4.5 above, found only with the marked word
dymam, syntactic relations can be understood only from context. As discussed earlier, the
dropping of Ha in dative constructions is found in other places as well, and it may be
coincidence that the only examples of this phenomenon with verbs of communication are
found with dymam. Nonetheless, based on this modest amount of evidence, it would seem
that dymam may optionally appear with something closer to an archaic syntactic pattern,
one that more closely reflects a stage before the development of analytic Ha for datives.

The word dymawm, it would seem, is a prototypical feature of the dialect register.
Standard Bulgarian dictionaries all contain the word, but they generally classify it as “folk”
or “dialectal.” On the one hand, there does appear to be a regional nature of dymawn; it
appears in small clusters throughout southwestern Bulgaria (Stoikov 1975 v. 3) but does not
appear in the Bulgarian Academy of Science’s dialect atlases of the other three quadrants
of Bulgaria (ibid. v. 1, 2, 4). However, a more recent dictionary shows verbs of this form
attested in many areas throughout Bulgaria, including Veliko Ttrnovo, Dobrich, Ruse,
Montana, and Haskovo (Boiadzhiev et al. 2012:756-757).>° It may be that the word is
encountered more as a typical lexeme in the southwest of Bulgaria but appears in some
registers of speech in much of the rest of the country. lymam also seems to enjoy a
privileged status in the national language, as it is included in a national “dialect dictionary”
(Antonova-Vasileva & Keremidchieva 2001:71-72). This is a reference work that lists a large
number of words perceived to be “dialectal”, but does not ascribe to these words any
information about the specific regions in which they are used. In fact, the dictionary cites
dymam in a passage by national poet Hristo Botev; the implication would seem to be that
the word is significant for the literary culture of all Bulgaria. Although not the only verb
used to mean “say” in these songs, dymam appears with such frequency and only in texts of
the Traditional Corpus, so it appears to be closely linked with folkloric language.”’

4.1.2. MoMa and MOMBK

The word moma refers to a young, unmarried woman, especially one considered to
be of “suitable” age for marriage. It might be translated best as ‘maiden’ or, especially, ‘lass,’

55. These examples with case endings are discussed in §3.4.

56. Schallert and Greenberg (2007:26) indicate that unspecified “other sources” show that words with the
duma- root also occur in eastern Macedonian, Bulgarian dialects of Romania and Ukraine, and in certain
eighteenth-century damaskini.

57. Note as well that another dialectal word with this meaning, xopmysam, appears twice in this corpus. Its
frequency is therefore much less than that of dymam, but it points to the idea that perhaps this sememe is
one for which dialectal substitutions are particularly commonly used or considered acceptable for printing.
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in that this latter term for a young unmarried woman in most varieties of English is
generally restricted to older poetic contexts. In contemporary (and, in particular, urban)
Bulgarian, the word moma is not generally used, possibly because the “marriageability” of a
woman is no longer a category one explicitly identifies.® Momuue, which shares the same
root and is the most typical word for ‘girl,’” is probably the closest contemporary synonym.
Jesotixa, another word for ‘girl,” is also relatively common; otherwise, one might simply
refer to a person of this age as a maada xcena ‘young woman.’

Dictionaries generally do not characterize the word moma as “folk” or “dialectal”
(although dictionary C does classify the vocative form mome specifically as “folk,”
“Hapogno”).>® Possibly, it is assumed that explicitly characterizing a woman by her marital
status would be unusual in contemporary society anyway, but that this word would still be
neutral if someone cared to convey this information. Even so, it would seem that there is a
good basis for treating moma as a “folk” word. Rusek (1984:114) mentions that moma is
mostly characteristic of “women’s” folk songs (“zasadniczo do piesni ludowej i [...] tylko w
piesniach zenskich”); he also says that the word was “avoided” (“unikany”) in most early
literary texts despite appearing somewhat regularly in the damaskins (ibid.). While he does
not explain the reasons for this stylistic division, it does seem to have long-standing roots
in the history of the language. A more contemporary hint of recognition of the register of
moma is one of the definitions found in dictionary A, who says that a moma is “a village girl
— as opposed to a city lady” (“cencka desotika — 3a pazauxka om epadcka 2ocnoxncuya’).
Because he emphasizes that this word describes “rural” individuals, it would seem that
moma probably has a stronger association with the language of the “folk” than standard
dictionaries would indicate.

Correspondingly, moma is extremely widespread in the “folk” songs in the corpus. It
occurs in 21 unique lines, altogether in nine Traditional songs and two Innovative songs,
but never in Marches. Of possible synonyms for this word, only desotixa appears at all, and
in two of the three lines that contain desotika, it is in the figura etymologica nodesxu
desotiku. | expect that this is a regularly occurring formula, like those discussed in §3.8.5.
Except for this phrase, whenever young women appear in these songs, they are almost
always referred to as a moma.

A less quantitatively significant but parallel relationship can be seen with the word
Mmomok, of the same etymological root as moma. Momsk could probably be translated as
‘boy’ or ‘lad,’” like moma, and many definitions of this word mention the fact that a momsk
is a male who is old enough to be married but is not yet. While no contemporary standard-
language speaker would unironically refer to anyone as a momsk, dictionaries do not
generally attribute stylistic descriptors to the word. Nonetheless, Rusek (1984:114) writes
that, historically, momosk came to be associated with “folk lexicon” (“stownictwa ludowego”),
although he offers no explanation for this process. Indeed, this word appears six times, in
five separate songs, all of which are in the Traditional Corpus; the most semantically

58. Similar to English “Ms.” and “Mrs.,” there is a distinction made between eocnoxcuya and 2ocnoxca, but
these words are used mostly as terms of address and are based more upon the age of the referent than her
marital status.

59. For more on the stylistic associations with vocative forms ending in -e, see Girvin 2013.
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equivalent word, momue, the unmarked word for ‘boy,” appears only two times. Thus, this
word appears to be a regular marker of folkloric language.

It should be noted as well that, in three of the four instances in which momosx appears
in an adjective phrase, the adjective is postposed; that is, the noun phrase appears in noun-
adjective word order.® As discussed in §3.8.5, noun-adjective word order may indicate that
the noun phrase is a regular formula learned as a fixed phrase by singers. Moreover, Rusek
(1984:113) cites an early occurrence of this word in Wallachian Bulgarian legal documents
of the fifteenth century, where it appears in the phrase maadu momwvyu; this same phrase is
seen in one of the instances found in the corpus. While the genres of the songs in this study
and the Wallachian documents are entirely different, and ‘young’ would not be an
unexpected modifier for this noun anyway, it is possible that momsx might be regularly
coordinated with maadu. Both of these points would support the idea that momsk has been
retained in folkloric language partially because singers know it as part of a ready-made
formula.

Given the frequencies with which momwsx and, in particular, moma appear in
comparison with more standard-language equivalents, it would seem that both words are
highly emblematic of folkloric language.

4.1.3. 1uGe

The word nube appears to be a regional realization of a Common Slavic root that
later gained national currency as a folkloric word. A noun of neuter gender that can refer
both to men and women, au6e would generally be translated as “lover,” “love” (in the
personified sense), or “beloved.”

Jlube seems to have strong associations with folk texts in Bulgarian, although
dictionaries do not always indicate this. Dictionary D gives no stylistic information, but
does provide two definitions of the word: the first is “a person, whom someone male or
female loves,” and the sole example given is from a folk song; the second definition reads
“Primarily in songs: husband, wife.” Dictionary B describes the word as “folk” (“Hapogen”),
and gives four examples: the first comes from a poetic work by Petko Slaveikov that has
unrhymed lines and eight syllables per line, and appears to be metrically identical to the
songs in the Traditional Corpus;” the third and fourth examples are from a folk song and a
proverb. Whether or not dictionaries state so explicitly, nu6e appears to be restricted
almost entirely to folkloric texts.

60. In one of these three instances, c momu, momyu 6pamcxu npezpswanu ‘they embraced lasses and brotherly
lads,’ it is quite possible that the modifier 6pamcxku is not an adjective modifying momyu, but rather an adverb
modifying the verb npeepswanu, which would instead render this phrase ‘they embraced lasses and lads in a
brotherly way.’ In this case, only two out of four noun phrases with momsx would show unambiguous noun-
adjective word order.

61. The folk song citation is “UepHeii, ropo, depHeii, fy1ro, ABaMa Jja YepHeeM; / TH 3a TBOITe JIUCTE, TOPO, a3
3a mppBo nube.” These lines are a variant of the Macedonian song on which Aleksandar Sarievski’s “3ajou,
3ajou, jacHo conye,” a newly composed folk song generally assumed to be “traditional” in Bulgaria, was based.
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Indeed, nube is found quite commonly in the songs in this study: it appears a total
of eight times across five songs (four Traditional and one Innovative) in the corpus, such
as in the line:

(4.8) mpum TeGe, nube, me  JoMaa
pri tebe, libe, Ste dojda
before you love FUT come
I'will come to you, my love

The word does not appear in March songs.” While a total of eight instances is not
overwhelming in and of itself, a comparison with more literary words with similar
meanings is telling. The corpora contain no instances of any of the following words: nt0o608
(‘love’), no6osHuk (‘lover, male), nto60eHuya (‘lover,” female), conpye (‘husband’), conpyza
(‘wife’), eadxuce (‘boyfriend/girlfriend,” colloquial), 106um (‘beloved’), msxc (as ‘husband’
rather than generic ‘man’), scena (as ‘wife’ rather than generic ‘woman’). There are only
two instances of words in the entire corpus containing the ljub- root: 3anto6u, ‘fall in love,’
and st061, ‘to love,” and two more containing the more specifically Bulgarian obi¢- root:
obuuam, ‘I love,” and o6uy, ‘love.” The fact that there are eight instances of the word au6e
and only four other words of any part of speech related to the concept of love indicates that
when singers need to speak of love, they generally do so by having a character or the lyrical
subject address another as .au6e. This markedly dialectal word is the primary word
associated with love in folk songs.

The word aube is of particular interest in this study because, while it appears to be
widespread in Bulgarian texts, the underlying phonology of its root points to an origin
within a fairly restricted area. An etymological dictionary (F) indicates that the word au6e
reflects a dialectal phonological realization wherein the vowel in the Common Slavic /I'ub/
‘love’ root was delabialized and went from /u/ to /i/. While I have been unable to uncover
any dialectological data on this root specifically, similar vocalic transformations of two
other roots, those in xatou ‘key’ and arom ‘spicy,” occur primarily in two clusters in eastern
Bulgaria along with several other very small regions (Antonova-Vasileva et al. 2001:123, 124).
On the whole, the areas where this transformation occurs in the two roots do not make up
a very large area of Bulgaria, probably 10-15% at the most.

Crucially, however, these regions in which /’'u/ was delabialized appear around
Koprivshtitsa, part of the area in which the literary elite were most active at the time of
Bulgaria’s National Revival. It appears that, while speakers maintained orthographic norms
(likely influenced by Russian and Church Slavic) for words already a widespread part of the
national language (such as s110608), they allowed for more regional words to be spelled in a
way that reflected local norms of pronunciation. In the folk songs and poems gathered in
Karavelov’s 1878 New Songbook (Hoea nectonotika), for example, there are many instances
of the noun s110608, ‘love,’ the verb 10631, ‘love,” and derivations thereof. For nouns meaning
‘lover,” however, the volume contains only au6e. It would appear that the l'ub- root was

62. (Given the typical content of marches, however, this is hardly surprising.)
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used in literary and more formal styles, but the lib- spelling and pronunciation was allowed
to take hold in this word because it was found mostly in texts of a folkloric nature.®

It seems that 1u6e has ultimately circulated as a folkloric word across East South
Slavic territory. In the older dictionary A, the lexeme is listed, but it directs the user to a
variant that more directly reflects its etymological origin, nt06a. /luba appears in its current
form in all standard dictionaries by the middle of the twentieth century, and has apparently
made its way into Macedonian as well; even there, it is described as occurring “particularly
in folk poetry” (“narocito u narodnoj poeziji’) (Koneski 1961). Moreover, the locations of
origin for two of the songs in this study in which au6e appears can be identified; both
locations appear to be outside the region in which the /'u/>/i/ change takes place in
dialects.

Thus, aube is clearly no longer a local dialect word, but rather one that has spread
and gained an important place in the national language. The word has strong folkloric
significance as the primary lexeme associated with ‘love’ in folk texts.

4.1.4. Uga

The verb uda reflects a direct continuation of the Common Slavic verb udmu,
meaning ‘go, that is found in most contemporary Slavic languages. In standard Bulgarian,
however, this verb is not commonly used in its basic meaning; while it still appears in
expressions such as ude mu ompoku ‘I'm handy/skilled at it’ (literally ‘it comes to me from
my hands’), the derived verbs udeam/dotida are generally used to express ‘come, and
omusam/omuda are used to express ‘go. In the songs in this study, though, uda occurs
noticeably often—probably because of both its archaic status and its brevity—and therefore
seems to be a marker of folkloric language.

Dictionaries typically treat uda as two separate lexemes. The first is considered to
occur only as an imperfective, with the meaning of ‘come, equivalent to udsam. In
dictionaries C and D, it is not described with any stylistic markers. The second uda occurs
only as a perfective, meaning ‘go, like standard omuda. This latter lexeme is said to be
“colloquial” (“pasroBopHo”) in dictionary D, and “dialectal” (“muanextno”) in dictionary C.%*

In any case, the status of uda in the contemporary spoken language seems to be
somewhat marginal. Based on frequency lists from Nikolova 1987 and her own analysis of
literary texts, Lindsey’s data show that uda —with both meanings of the lexeme treated as
one—is relatively infrequently used. It appears 52 times in Nikolova’s corpus of 100,000
words, compared with 345 instances of udeam/dotida and 317 of omusam/omuda.
Additionally, both instances of uda together comprise only 1.2% of motion verbs in a corpus
of literary texts (Lindsey 2011:57). Since both of these tabulations probably include instances

63. Note that the first name of Karavelov himself is /lio6en and not /lu6ex. The name Jluben, presumably a
dialectal variant of /lto6eH, seems to carry connotations of a “village” identity for contemporary Bulgarians; it
is not generally given to babies today but does grace the name of a dairy company, “Isizo /Tuben” (“Uncle
Liben”), that features a jolly cartoon man in traditional folk costume as its mascot.

64. It is possible, though, that, for many speakers, the supposed difference between the two lexemes—to the
extent that they are used at all—is not always this distinct, both because of their homophony and because
the meanings of the two verbs are so close.
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of uda that form fixed expressions, such as the one described above, and may also include
data where a speaker or writer was attempting to use non-standard language for a particular
effect, there was likely fairly restricted use of uda as an ordinary motion verb. Evidence from
the Bulgarian National Corpus also points to this conclusion. There are 25 results for udexme,
the imperfect first-person plural form of uda, but eight times as many, 199, for udsaxme, the
standard imperfect counterpart. Significantly, there were no results for *udox, *udoxme,
*udoxme, or *udoxa, the aorist forms of uda that would be orthographically distinct from
those of the present. As such, this verb appears to be defective; if it had a regular position in
the lexicon, one would expect that it would certainly appear in the aorist. I emphasize these
points to indicate that, even though uda is not marked as such, it is clearly not often used in
everyday language.

Nonetheless, there are ten instances of uda in the Traditional Corpus. Of these, three
seem to be describing the idea of “coming” (that is, the “first” uda, not explicitly identified
as “colloquial”), as in:

(4.9) Wpe vera, usi/1a HaMpPbILEHA,
a cyeraTa msazg ro Kana nema.

There comes a detachment, completely downcast,
but among the detachment young Kalo is not there.

and seven describe a “going” motion (the “second” uda, described as “colloquial”), as in:

(4.10) Aswu B Bankana we uza
c¢be MoiTo nbe CrosiHa,
3a mpaBza a ce Gopume

[ will go into the Balkan Mountain
with my lover Stoyan
to fight for truth.

One might question whether the supposed distinction between two separate lexemes is
necessarily maintained, however. In most cases of uda, those instances probably meaning
‘come’ could be imperfectives, and those meaning ‘go’ could be perfective, but the
distinction does not always seem to be unambiguous. Rather than trying to analyze
separately the supposedly opposing meanings of uda, I would propose that it can be thought
of as one lexeme that makes regular appearances in the language of these songs.

It seems that uda appears more regularly in folkloric language because it is something
of a linguistic archaism. As a direct continuation of Common Slavic *idti, this verb is
etymologically older than now standard verbs like omuda that have been derived from it. A
number of phonological and morphological archaisms appear in these texts, and it would
make sense that a lexeme that no longer appears with much regularity in the contemporary
language might still be more present in the songs of folklore.
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This is likely also another case where the need for brevity has probably conditioned
the retention and employment of a lexeme. While various paradigmatic forms of ida would
not be any shorter than equivalent forms of “come” (udeam/dotida), they would necessarily
be a syllable shorter than standard forms of “go” (omueam/omuda). Even if uda were not
used actively in the spoken language, singers might still be aware of its existence, and would
use it as a substitute for omuda in order to rid lines containing motion verbs of an
unnecessary syllable.

Unlike words like au6e and dymam, however, uda is probably not as strongly
identified with specifically folkloric language, and it does not replace its standard-language
counterparts in these songs as commonly as the other key words have been shown to. There
are still five instances of omuda, the standard perfective ‘go’ verb (and four more of its
imperfective form, omusam), and one instance of udeam (along with 13 of perfective dotida).
Hda merely seems to be an optional variant that a singer can employ instead of standard
equivalents, for stylistic effect or metrical design. It should be noted as well that one instance
of uda occurs in the March Corpus, where it probably functions as a perfective verb with the
meaning ‘go. There are no instances of standard omusam/omuda in this corpus, and only
one of udsam, so it is hard to say whether uda would occur with a similar frequency in
marches as it does in “folk” songs. Thus, I would hesitate to classify the word as strictly
“folkloric,” but I do believe that it should be considered to be poetically marked.

4.1.5. IO

The word wo can have a variety of meanings in Bulgarian, and it seems to occur with
all of these meanings in the songs in this study. Although dictionaries do not always mark
wo as characteristic of any particular register (dictionary D, for example, marks one use as
“colloquial,” “pasroBopuo”) and another with no stylistic descriptor), for each possible use
of wo there is a standard literary word that is used more commonly. IIJo does appear in the
literary language in a few set expressions, and in informal contexts it can serve as a stand-in
for a number of other words. In certain cases, it replaces kakeo and konko as the
interrogative pronouns ‘what’ or ‘how much’ respectively, and it can also appear as a
truncated version of zawo ‘why’ Additionally, it can serve as a non-declining relative
pronoun instead of words like kotimo ‘which.” However, the regularity with which wo
appears in these texts—in all of these types of functions—indicates it is best analyzed as a
single, folkloric word form.

In four instances—three in Traditional songs and one in an Innovative song, wo
appears as a truncated version of 3awo ‘why’ For example, it functions this way in the line:

(4m) o wHe cu crouls, [lparano
Sto ne si stois, Dragano
why NEG REFL stand Dragana-voc
Why won't you stay, Dragana

In comparison, the more standard 3awo appears three times. In two such instances of zawo,
itis unclear whether the intended meaning of 3awo is ‘why’ or an unarticulated wo ‘because.
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Although these counts are too low to make any strong assertions, it would seem that wo
occurs at least as often as its standard counterpart 3awo, and perhaps more so.

I]o can also mean be an interrogative pronoun meaning ‘what, and it appears with
this meaning once in the corpus, in a Traditional song:

(412) mo wmu ce lac  JodyBalle
sto mi se glas docuvase
what me  REFL voice heard
What is this voice I was hearing

This sentence would appear to have an ambiguous grammatical subject; there may be an
elided 3a ‘for, in a sentence that would read:

(413) mo wmu ce 3a JIac  /IovyBalle
sto mi se za glas docuvase
what me  REFL for  voice heard
What (kind) is this voice [ was hearing

In any case, the word seems to mean ‘what’ (or possibly ‘what kind’). The standard variant
for this, kakeo, appears once in the corpus with this function as well. Thus, wo seems at least
as likely to appear as kakso.

Additionally, wo appears four times as a relative pronoun, i.e., a non-declining
equivalent of the xotimo series, as in:

(414) c HalllaTa CTapa Mal4MIA,
] nasata  stara majcica
with our old mother-DiM
o HU € Ha3W POAMIIA,
sto  ni e nazi rodila

REL  us AUX us bore
with our old dear mother, / who gave birth to us

Clearly this use is substandard; it would not be used in the literary language in formal
contexts today. Dictionaries A, B, and D do not supply stylistic indicators for the word with
this use.> Hauge (1999:60) on the other hand, describes it as “archaic,” and in the open-
source, online dictionary “Wiktionary” it is considered “dated.” There are three instances of

65. Dictionary B does, however, describe in different ways two seemingly parallel expressions that use the
word: Buno wo 6uno ‘the past is the past’ is said to be “colloquial” (“pasrosopno”), and Ilpass wo npases
‘despite everything’ is supposedly “folk” (“b4aposno”). This not only indicates that the word may have some
association with substandard varieties of the language, but also provides evidence that the distinction
between “colloquial” and “folk” is not necessarily clear-cut.
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the stylistically more standard equivalent kotimo ‘which, so this substandard phrase actually
appears as an equally common variant.

Of these nine instances of wo, eight are in Traditional songs, and one is in an
Innovative song. The word wo does not appear at all in the March songs, other than as part
of the standard phrase myii wo, just, only now. Nonetheless, I would be hesitant to describe
it as necessarily “folkloric.” While it is a more colloquial way to express ‘what, ‘why, and so
on, the word appears in many types of Bulgarian texts from various periods. I suspect that
its absence in the March Corpus is due more to the nature of this genre: quite simply,
marches issue commands, proclamations, and declarations; there are few questions of any
kind. The more traditional folk lyric, on the other hand, displays a large number of rhetorical
questions addressed to people and natural phenomena, and therefore, interrogative
pronouns appear more in these texts.

Like ue, described below, the monosyllabic quality of the word might also explain its
prevalence in these texts. When wo appears in place of 3awo, kakeo, and the like, it frees up
a syllable that can be used for more semantically rich parts of a clause, such as nouns and
verbs. This, in turn, allows for songs—many of which feature lines of only eight syllables—
to contain more vivid words of poetic significance rather than being burdened by complex
syntactic constructions. II]o, then, is simply a short variant that can stand in for other words,
and I suspect this is why it is employed commonly in lyrical texts.

4.1.6. 9e

The word ue has a number of related meanings and functions, but its patterning in
song texts appears to be different from in non-lyrical language. In the standard language, ue
functions primarily as the basic subordinating conjunction. For example, it would be
required in a sentence like:

(4.15) Bmxmam, ye KHHUIaTa € TroJjisiMa.
Vizdam, ce knigata e goljama.
see-1SG  that book-DEF is big
I see that the book is big.

Standard dictionaries often list several other uses beyond that of pure grammatical
subordination. It can also be used as a coordinating conjunction, with various dictionaries
giving words such as na, ma, and u as synonyms, all of which might be translated as ‘so’ or
‘and. For example:

(416) Snsixa  panu ot TJTAHUHCKUTE MIOTOIIH.
Jadjaha raci ot planinskite potoci
ate crabs from mountain-ADJ-DEF streams
Ye wu Meziel;,  HamMHpaxa — TYK-TaM.

Ce i medec  namirah tuk-  tam.
and and honey  found here there
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They ate crayfish from the mountain streams. And they also found some honey here
and there. (dictionary B)

Additionally, it is said that it can be used as a particle “for emphasis” (ibid.), as in:

(4.17) bBpe, ue TO rojisiM  OI'bH, Oe!
Bre, ce to goljam  ogtn, be!
VOC  so this  big fire  voC

Hey, wow, that’s a big fire! (ibid.)

Essential for the following argument, however, is the fact that ue can be used to introduce a
clause that explains the reasons behind the information given in the main clause, where it
would best be translated into English as “because” or “for.” This function can be found in a
folk expression, for example:

(418) Twpronuaa ce TEH/PKepaTa, 4e CM  HaMepua  MOXJIyIakKa.
Turkolila se tendZerata, Ce si namerila pohlupaka.
clattered REFL  pot because REFL found cover

The pot clattered, for it had found its lid. (ibid.)

In many instances of e other than those of a basic subordinating conjunction, I would
argue, there is a certain amount of ambiguity as to how the word would be best analyzed:
whether it indicates consequentiality, sequentiality, and so on, and whether it would best be
rendered in English as ‘so,’ ‘and, ‘for, or something else.

However, in the songs in this study, ue hardly ever occurs in its standard-language
function as a subordinating conjunction. Among all three corpora, ue appears a total of 27
times: 17 times in the Traditional Corpus, 7 times in the Innovative Corpus, and 3 times in
the March Corpus. These frequencies do not appear to reflect any disparity between genres
of statistical interest, but the ways in which ue is used are striking. There are only four
instances of ue in which its function would probably best be described as a subordinating
conjunction, such as:

(4.19) TIpomiaBaii, crapa CBEKBPBO,

Prostavaj, stara svekurvo,

forgive old motherin.law

ye CBM TH  TprKa ch3pana
Ce sim ti griza stizdala

that AUX you concern created

Forgive me, old mother-in-law, for having caused you concern

Most of the time, ue seems to coordinate two clauses. Sometimes it seems to indicate a
subsequent proposition, as in:
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(4.20) Tyk  Teno me cu OCTaBUM,
tuk  Geno Ste si ostavim,
here Geno FUT REFL leave

ye KO 6M  MOMEHT HaMepHM,
Ce ko bi moment namerim,
ée if COND moment find

me  govgem IeHo [a B3eMeM.
ste  dojem  Geno da vzemem.
FUT  come Geno to take

We will leave Geno here, and if we find a moment, we will come to take Geno.

Several times, it seems to be a more or less empty “filler” word, as in:

(4.21) Ye BB TE6 ca Mpenv / TApPTU3aHU CMeTH
Ceviv teb sa mreli /  partizani smeli
Ce in you AUX died partisans brave

In you [a forest], brave partisans have died.

But most of the time, ue seems to indicate the reason behind the information given in the
preceding clause; that is, it functions like ‘because’ or ‘for, as in:

(4.22) lu  Hepeit ma  ce JBKETe, [ Ye  1e  BUgUTe OBArapuH
I¢ nedej da se luzete, /| Cce ste  vidite btilgarin
atall don't that REFL lie ce FUT  see Bulgarian

Don't even try to fool yourself '/ for you will see a Bulgarian

Certainly, there is no clear division between the various functions of this most basic of
words, and I suspect that in some examples there would even be disagreement among
syntacticians about the best way to analyze it. However, in that almost all instances of the
word appear to be acting as something other than a basic subordinating conjunction, its
function in folkloric texts is markedly different from its standard canonical role.

A more categorical way of seeing the marked role of ue in sung language has to do
with its position within the line. In all but two instances of e throughout the three corpora
(one in an Innovative song and one in a March song), the word appears line-initially. Of the
two instances in which it appears elsewhere within the line, it is unambiguously a
subordinating conjunction, as in:

(4.23) CentemBpwy, a CSIKAII ye Maii e
Septemvri, a sjkas ce maj e
September but as.if Ce May is
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It is September, but it’s as if it were May.

Of the 25 line-initial instances of ue, however, 23 seem to be coordinating, rather than
subordinating conjunctions. That is, the position within the line and the syntactic function
of ue appear to be closely linked. Likely, there is a standard, subordinating ue that appears
as it would in standard speech, like in the example above, and a quintessentially “lyrical” ue
that is line-initial and mostly coordinates clauses.

I suspect that the strong tendency for ue to appear as the first word in a line may be
based on a particular metrical formula, whereby singers know that ue “likes” to occupy this
first syllable slot. Because ue is necessarily followed by any verbal clitics that may appear in
a clause, the clitic cluster would appear first, and be followed by other tonic words, as in:

(4.24) cTopu MeHe BT [Ja MHHa,/ Ye HE MU e 3a CTOsIHe
stori mene plut da mina,/ ¢e ne mi e za stojane
make me road to pass ¢e NEG me COP for standing

Make me a road I can pass by on, for I don’t want to stand around

Given the strong influence that metrical prosody exerts over clitic placement, it would make
sense that ue, which precedes verbal clitics, would be linked to a particular part of the
metrical phrase. However, since the subordinating ue does not appear in this position as
readily as does coordinating ue, it seems there are more poetic or formulaic factors involved.

Additionally, it should be noted that ue seems to be the only way in songs to introduce
clauses that supply reasons. The standard word for ‘because, 3awomo, appears nowhere in
the corpora.®® Singers may opt for the one-syllable word ue simply because it leaves two

66. There are, however, two successive lines in one song that have an ambiguous interpretation:

(4.25) A BUit cre Haum  OBArapw,
A vij ste nasi  bilgari,
and you cop our Bulgarians
HO cre or TYpPLHU TIO- ouru!
no ste ot turci  po- losi!

but COP than Turks more bad

3amo Hapoga TOHHUTE,
Zasto naroda gonite,
Zasto folk-DEF chase

3all0  Je4yurlia mramure!
za§to dedica plasite!
zasto children-DIM  scare

Here the word 3awo may be the standard-language interrogative pronoun ‘why,” which would render the
translation:

And you are our Bulgarians, but you are worse than the Turks! Why do you chase out the people, why
do you scare the children?
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more syllables for the rest of the clause than would 3awomo, but its consistency indicates
that it has a regular place in sung language. Overall, because ue is described with a fair
amount of variability even in dictionaries of the standard language, it cannot be said that it
behaves in these texts in a way that would not be encountered at all outside of folklore. But
certainly, the consistency with which it appears with a function atypical for the standard
langauge and with such regularity at the beginning of lines likely makes the line-initial, non-
subordinating we a marker of lyrical speech.

4.1.7. The Role of Key Folkloric Words

The words described in this section occur repeatedly and would seem to make up a
miniature vocabulary of “folklorically” marked lexemes. The reasons why these words in
particular came to be recognized as iconically folkloric are largely murky; for a word like
dymam, with its origins in Bulgarian dialects, it may be that it stood as a well-known
counterpart to the standard word kazeam. As kazeam gained ground as the default word in
the standard language, dymam came to acquire the marking of a substandard variant that
was retained most stringently in the conservative language of folklore. For a word like uda,
the archaic nature of the verb was probably more significant. Short words like ue and wo
probably came to appear with such regularity because of their brevity. Regardless of their
origins, however, these words (possibly with the exception of uda) seem to be closely
coordinated with texts of a specifically folkloric nature.

The semantic categories into which the verbs and nouns mentioned here fall are
particularly striking. /lymam and uda carry the meanings of two of the most common verbs
in any language: ‘say’ and ‘go. Probably the constant need to describe these basic concepts
ensured their retention in folkloric texts while other, less frequent actions that also might
have once been described with a dialectal lexeme became replaced by more standard verbs.
But the three nouns in this study, moma, momsk, and aube clearly occupy a particular sphere
of lexicon related to romantic life. This would seem surprising in songs that, on their face,
are about traditionally “masculine” pursuits such as going into battle and working in heavy
labor. The fact that words relating to romantic love appear so commonly even in songs about
unrelated topics would point to the heavy strength and focus with which South Slavic lyric
culture glorifies traditional, heterosexual relationships and the procreative imperative
toward which it directs its audience. Certainly, these values were important to the nascent
socialist society as well, and it would make sense that such themes would continue to be
highlighted in newly composed texts of this era.

In short, the lexemes identified in this section seem to have gained poetically iconic
status for various reasons, but their regular appearance in these texts allows them to be
identified as key markers of folkloric language.

On the other hand, it is possible that these words reflect an instance of sauyomo ‘because’ in which the definite
article was dropped, and the passage would read:

And you are our Bulgarians, but you are worse than the Turks! Because you chase out the people,
because you scare the children!
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4.2. Other Dialectal Words

The words described in the previous section occur with such regularity that they
would seem to be iconic markers of folkloric lexicon. However, numerous other marked
words appear in the songs in my study. Almost all, however, are restricted to the Traditional
and Innovative folk songs. While Marches occasionally contain words with more “lofty”
coloring, their lexicon is usually made up of straightforward, clear, standard language. Thus,
the presence of nonstandard words in “folk” style songs creates an immediate, highly visible
contrast in style.

4.2.1. Variations in Roots

Marked lexemes in these songs differ from their standard counterparts in a number
of ways. First of all, there are a number of instances in the songs in which otherwise standard
lexemes appear in a slightly different form, most commonly with a nonstandard suffix or
ending. While a number of variants of standard words can be attributed to the regularly
occurring phonological and morphological changes discussed in the preceding chapter,
others are more idiosyncratic. Examples of this include forms like Hati-nanpexc ‘first of all,”
instead of standard Hati-nanped, or enasHaxa ‘they entered, instead of standard enssoxa.
There are two particular such changes, however, that appear to occur regularly throughout
the corpus. The first of these is the voicing of the final consonant and addition of an -i or -
e desinence to the 1PL and 2PL personal pronouns Hac and sac, resulting in Ha3u, Ha3e, 8a3u,
and sase. Such forms appear throughout six songs, and seem be the result of a regular
process, probably when an extra syllable was needed to complete a line.”” Additionally, one
encounters the form moezas, ‘then, instead of standard moeasa in three separate songs.
Dictionary D describes this form as “colloquial” (“pasroBopuo”) and “poetic”
(“moernyecku”); however, in that in one song mozasa and moea3s appear together, it is likely
that this form appears also in order to save a syllable, as standard moeasa is apparently still
an active part of the singer’s lexicon.

4.2.2. Standard Variants

Of course, most words of lexicological interest have entirely different roots from their
standard counterparts. There are a number of words throughout the corpus that have a
strong poetic marking compared to more ordinary literary words. For example, one
encounters the words dpym ‘road’ and dpymnuue ‘traveler, which are etymologically Greek
variants of the more standard Slavic nem and nemnuk; Dictionary D describes these words
as both “folkloric” and “poetic” (“Hapoguo” and “moermuecku”). Similarly, there appear
alternate words for ‘moon’: mecuuna (sic) and mecey, which are older Slavic words for the
contemporary standard s1yHa. Interestingly, while these meanings are not marked with any

67. Additionally, one more song contains the 1sg form asu instead of standard as. This form may also have
been created in order to yield an extra syllable, possibly based on analogy with nasu and sasu.
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special stylistic classifiers in dictionary D, Antonova-Vasileva & Keremidchieva (2001) do
include meceuuna in their “dialectal” dictionary. Some of the other such words that are
probably best seen as poetic variants rather than truly “dialectisms,” and can still be found
in a standard contemporary dictionary (i.e., dictionary D) include:

* dopde ‘while, instead of dokamo

* 3apaH ‘morning, instead of cympun

* kumka ‘bouquet, instead of standard 6yxem

* naHu ‘last year, instead of munanama zoduna

* meedan ‘square, instead of standard naowad

* myps ‘put, instead of standard cnooxca

* xabep ‘piece of news, instead of secm or HosuHa

In general, these words are stylistically marked because they are based on either archaic
Slavic roots or borrowings from another Balkan (i.e. non-western) language.

Of course, there are other words without a more standard synonym that appear in a
standard dictionary but may be thought of as marked as well. For example, menyu ‘copper
kettles, is classified in dictionary D as “folk” (“Hapoauo”); damap, which refers to a seam in
a rock or piece of wood that can easily be split, is called “colloquial” (“pasroBopno”).
Certainly, some of these words might not be part of a contemporary urban speaker’s
everyday lexicon. They might still be familiar to some, but the concept to which they refer is
so specific or of a specialized nature that they are still felt to be outside the realm of ordinary
language; in a sense, many almost make up a rural jargon of sorts. This is probably the reason
that many such words have disparate identifications as “dialectal” or “folk”—or nothing at
all—depending on which dictionary they are found in.

4.2.3. Regionally Marked Words

A great deal more words, however, are unequivocally dialectal; that is, they are not
actively known by speakers of the language from all regions. Some such words, like kowyns
‘shirt, are well known in dialectology as being characteristic of a specific region (Antonova-
Vasileva et al. 2001:471). Several words are identified in the volumes themselves as
dialectisms by editors who provide explanations or “translations” in standard Bulgarian,
such as the word kasma, explained with the synonym ‘kupka’ ‘pickaxe.®® Other such words
include:

* 6eaus - ‘white wheat’
* keHapeHu - decorated with kenapu, special threads or yarn sewn into homemade cloths
* xopmyeam - ‘speak’

68. In some cases, these explicitly identified dialectisms are also given stress marking; for more information,
see §2.2.1.
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On the whole, however, editors simply include dialectal words with no explanation. A couple
such words are not in standard dictionaries, but can be found in special dialectal
dictionaries such as Antonova-Vasileva & Keremidchieva (2001) or Ilchev et al (1974).
Examples of these words include:

* epobHuUHa - ‘grave’

* kaypka - a non-Muslim woman

* nodotiHuya - the mother of a suckling animal
* caam - a variant of caxam, ‘hour’

More words, however, cannot be found in any readily accessible repository of dialectal
lexemes. A sense of the meanings of these words can often be gleaned from context and
familiar roots that may appear in them; however, these words could not be identified with
any certainty:

* 6enewumu - an adjective or possibly a past participle, possibly meaning ‘embroidered’

* 6opyHosa - an adjective probably meaning either ‘hilly, from the dialectal word 6opyH or
6ypyH, meaning ‘a small rise in the land’; or meaning ‘protective, fortified, from the dialectal
word 6opyHa, meaning ‘armor’

* Hacawam - a verb, possibly meaning ‘find out’ or ‘overhear’

* nodesku - appears to be synonymous with desotika ‘girl’

* nocaaHu - either a third-person singular aorist verb or a plural noun that indicates
something bad that happens to crops, possibly in tandem with or as a synonym of nonaps
‘blight’

* cnomuHa - apppears to be a variant of namemnuk ‘memorial’
4.2.4. The Place of Other Dialectal Words

As such, it can be seen that a wide variety of colorful words can be found throughout
these songs. However, even in the most “folkloric” of texts, almost all words that appear are
fairly standard; they could be found in any dictionary and would be an active part of the
vocabulary of all contemporary speakers. Nonstandard and dialectal words appear only
occasionally and simply add a bit of “local flavor” to songs otherwise composed of fairly
unremarkable lexemes. Longer narrative songs of unrhymed lines contain more of these
words, and shorter songs—which probably circulated among a large group of people before
being recorded, and may have been more intentionally composed and disseminated—have
relatively few. The special vocabulary described in this section, then, should be seen as only
an inventory of the types of dialectal words that occasionally made their way into texts of
primarily standard language.

4-3. Lexicon: Conclusion

Even in songs with various plots, character types, and narrative styles, several
generalizations can be made about the types of words that appear in songs. Marches
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generally contain almost entirely standard lexicons, and even those songs that make up the
Traditional and Innovative Corpora do to a large extent as well. This latter group, however,
contains not only dialectal and nonstandard words at a greater frequency, but is also
characterized by the particularly regular appearance of several key words. It does bear noting
that these particular words are not related to any markedly “folk” concepts, however; the
words that recur the most commonly are are lexical substitutions made for everyday words.

The nonstandard words that appear here, however, are particularly indicative of how
lexical choices on the part of a singer can color an audience’s perception of a text. These
nonstandard words point to the value that “folk” texts place on archaisms and dialectisms,
and they illustrate how words can come to be selected on the basis of linguistic economy.
While the stylistic classifications of such words might not always be consistent among
various dictionaries, it is clear that nonstandard lexemes are a large part of what makes a
text sound “folkloric.”
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Chapter 5

Stylistic & Poetic Structures

It should be clear from the preceding chapters that a number of factors seem to be
closely coordinated with the language of many newly composed folk songs. I have proposed
that the specific phonological, morphological, and syntactic features that appear in the
songs in this study make up the “grammar” of what Bulgarian speakers think of as “folkloric
language.” However, there are additional ways in which the songs in question convey to their
audiences that they are to be conceived of as successors to those of the preindustrial folklore
tradition. Beyond the level of grammar, one finds larger-scale structural traits that mimic
similar patterns in preindustrial songs. This chapter looks at specific types of line patterns,
rhetorical figures, and other narrative structures that recur throughout the texts. While the
the features described in previous chapters are grammatical abnormalities, i.e. elements of
language that would be prohibited or deemed ungrammatical according to the standard,
the features in this chapter represent broader-scale devices that are poetically marked due
to the way they affect the larger narrative structure.

5.1. Vocatives and the Line-Medial Position

This section addresses the large number of vocative forms found in many songs in
this study. It is clear that vocatives—nominal forms that indicate to whom a speaker’s words
are addressed—have a stylistic purpose in these songs beyond that of their most canonical
pragmatic function. That is, rather than simply calling for the attention of a supposed
listener, many vocative forms seem to be genre-specific elements regularly inserted for the
purpose of lending a poetic quality to the texts. This is particularly the case in songs in the
Traditional Corpus, where vocative addressees are often grammatically singular non-
humans or individually named characters within the world of the song. These semantic
characteristics, along with a marked metrical structure affecting the placement of vocative
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forms within a line, are those that seem to make such forms of address particularly
emblematic of “folk” style music.

5.1.1. Types of Vocatives

Morphologically, the vocative forms in these songs generally appear as the rules of
the standard language would prescribe. In Bulgarian, only some feminine and masculine
singular nouns can mark the vocative morphologically; for example, the -a ending of most
feminine nouns will be replaced by -o or -e, and most masculine consonantal nouns add an
-e ending. Neuter nouns and plural nouns of all genders do not have special vocative
endings. Today, morphological marking of the vocative is in many contexts often not
considered obligatory; both the inflectional endings of vocative endings and their
associated pragmatic nuances are rapidly evolving (Girvin 2013). With the exception of
several minor orthographic peculiarities, there were no instances of forms in the text that
would violate generally accepted morphological rules.

Vocative forms in these songs refer to various types of referents. As is common in the
standard language, vocative forms can be used to address named individuals, as in:

(51) = xamge, CraHke, Ha OJIOKa
ja hajde, Stanke, na bloka
IMPV  IMPV Stanka-voc to housing.block-DEF

Come on, Stanka, to the housing block

They can also refer to generic persons as well, as in:

(5.2) Gopuu, apyrapu, Gpars
borci, drugari, bratja
fighters comrades brothers
Fighters, comrades, brothers

However, many vocative forms in these songs refer to non-humans. The lyrical subject can
address animals:

(5.3) Oii, opre, oprie, MUPHUHCKO  THJIe
Oj, orle, orle, pirinsko pile
oh  eagle-voc  eagle-voc  Pirin-ADJ chicken
Oh, eagle, eagle, you bird of the Pirin

inanimate objects:

(5.4) Hame 3Hame, pasBsiBait ce C rece”
Nase zname, razvjavaj se ] pesen
our flag wave-IMPV ~ REFL with song

Our flag, flourish with a song
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and even elements of the landscape:

(5.5) O#t T1e, rOpO e C XJIAZIHU  YCOU
Oj te, goro le s hladni  usoi
oh  you wood-voc oh  with cool dark.recesses

Oh you, wood, with cool shady spots

Certainly, the presence of these non-human referents makes the language of these songs
distinct from the everyday spoken language, in which most addressees of speech are
human.® Indeed, a full 27% (49 out of 179 total) of vocatives across the corpora are found
with non-human nouns. Moreover, a few more forms, such as matiko xatidywxka in:

(5.6) Topo e,  MaiKo XauyIKa
Goro le, majko hajduska
wood-vOC  oh mother-voCc haiduk-ADJ
Oh, wood, you haiduk mother

metaphorically refer to non-humans; in this example, the ‘wood’ is called a ‘haiduk mother’
All three corpora contain references to both human and non-human beings.

5.1.2. Frequency of Vocatives in Song Genres

Among all three corpora, a total of 179 vocative forms were found. This figure
includes counts for separate instances of the same form in different lines, but only one count
for forms in whole lines that were repeated multiple times. Clearly, vocative forms are
extremely plentiful in these songs.

However, there are distinct differences in the frequency of vocatives among the
different song types: in general, vocatives are found more often in songs of the Traditional
unrhymed line type. Figure 4.1 shows the number of forms in expanded versions of the three
corpora: that is, the texts of entire songs were counted beyond the first 25 lines. Dividing
the number of lines in each corpus by the number of forms found therein shows that
vocatives occur on average notably more often in the Traditional Corpus than in the other
two corpora. This patterning is not statistically significant in all regards: if one operates with
the premise that a vocative form will only occur once per line,”* a comparison of lines with
and without vocative forms shows that the breakdown between each of the three corpora is

69. While many grammarians (e.g. Hauge 1999:32) write that inflected vocative forms are theoretically
possible for all masculine and feminine nouns that contain the right type of casus generalis endings, others
(e.g. Boiadzhiev et al. 1999:481) emphasize that most non-human nouns do not typically appear as vocatives.
I would claim, however, that this latter statement is true not because of grammatical restrictions on these
nouns, but rather the reality of everyday life: most speakers do not regularly address entities that cannot
understand them.

70. This is an admittedly imprecise premise, as a few lines contain multiple vocatives, but it is the most
accessible way to analyze this trait in binary terms for statistical purposes.
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less categorical. Relative frequencies given in Figure 4.2 show a statistically significant
difference between the Traditional and the Innovative Corpora, but not between the other
two pairs of corpora. Nonetheless, these figures do point to a picture in which the
Traditional songs are more frequently characterized by the appearance of vocative forms.

Traditional Innovative March

905 lines in corpus 202 lines in corpus 377 lines in corpus
123 forms 17 forms 39 forms
7.4 lines/form 11.9 lines/form 9.7 lines/form
Figure 4.1: Numbers and Frequency of Vocative Forms in the
Corpora

Traditional Innovative March
123 lines w/ vocative 17 lines w/ vocative 39 lines w/ vocative

782 lines w/o vocative | 185 lines w/o vocative | 338 w/o vocative

Figure 4.2: Relative Frequency of Vocative Forms
5.1.3. Frequency of Inflected Vocative Forms

Additional differentiation between song genres can be seen when one compares the
number of vocative forms that show marked morphological inflection. In the line:

(5.7) Kanuno, MOMe xybaBa
Kalino, mome  hubava
Kalina-voc  girl-voc beautiful
Kalina, you beautiful girl

the words Kanuna and moma appear with vocative -o and -e endings respectively. In a line
like:

(5.8) Tam pma ce, TaTKO, BUAVIME
tam da se, tatko, vidime
there SUB REFL dad see-1PL
that we should meet there, Dad

however, there is no separate form for the word ‘dad, which appears in both the casus
generalis and the vocative as mamko. There are also sporadic instances in the corpora in
which a vocative inflection would be possible but does not appear, as in the second phrase
in:

(5.9) Kanuno, CTpOiiHa TOMoOMa
Kalino, strojna  topola
Kalina-voc sturdy  poplar
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Kalina, you sturdy poplar

Here, the casus generalis form of ‘poplar, mononaa, would appear as monoao if the singer
had opted to mark the word morphologically.

When looking specifically at the vocative forms that show marked inflection, one
sees that songs of the Traditional and Innovative Corpora show a greater proportion of
inflected address forms than do March songs. Figure 4.3 shows that the distinction between
all three corpora is statistically significant to a degree of p = .03 between the Traditional and
Innovative Corpus and p = .01 between the other two combinations of corpora. Comparing
their frequency in the Traditional and March Corpora, it seems that these inflected vocative
forms appear to be more closely linked with songs presented as coming from the “folk” (i.e.,
Traditional and Innovative songs) than with March songs.” Inflected vocative forms in
Bulgarian, particularly for feminine nouns that take an -o suffix, can be felt at times to sound
somewhat “archaic” (e.g. Nitsolova 1984:49), and, therefore, it is not surprising that songs
composed in a traditional vein would employ a greater frequency of them.”

Traditional Innovative L\ ETe
60 inflected 13 inflected 10 inflected
63 uninflected 4 uninflected 29 uninflected

Figure 4.3: Relative Frequency of Inflected Vocative Forms
5.1.4. Semantic Types and Pragmatic Functions of Vocative Forms

However, a large factor behind the disparity in the frequencies of inflected vocative
forms is actually the type of nouns that different kinds of songs employ. Most commonly,
Traditional songs feature the address of individual (i.e. grammatically singular) entities and
specific, named characters. These are exactly the types of words that more readily take
morphologically distinct vocative endings. Marches, however, most commonly address a
supposed audience of many; these forms, usually in the plural, do not inflect. Although both
types of songs contain plenty of vocative forms, their patterning indicates that the types of
vocatives that typify Traditional songs as opposed to Innovative and March songs might best
be regarded as separate phenomena entirely.

The distinction between the vocatives of these two sets of songs can be seen first of
all with feminine singular nouns. While the few feminine nouns that appear in the

71. It is strange, however, that songs from the Innovative Corpus display an even greater proportion of these
forms, as they are often more formally similar to songs in the March Corpus. Six of these forms are all from
one somewhat atypical song; if its results were excluded, the results would be somewhat less disparate.

72. It bears noting that flexibility between vocative and nominative forms is well documented in South Slavic.
Not only did many masculine personal names in Macedonian evolve from older vocative forms, but examples
of variation between the nominative and vocative for metrical reasons is well attested in
Bosnian/Croatian/Serbian epic song. For example, the vocative form of ‘Prince Marko,” Kraljeviéu Marko is
regularly employed in place of the grammatically expected nominative, as it contains a ready set of six
syllables to occupy the second part of a deseterac (Lord 2000:34). These facts point to an established potential
for fluidity between vocative and nominative forms, particularly in South Slavic poetics.
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Innovative Corpus are of an assortment of types, there is a clear distinction between the
nouns that appear in Marches and Traditional songs. 42 feminine singular nouns appear in
the Traditional Corpus. A large number of these nouns refer both to named and generic
people, as in Kanuno ‘Kalina, or mome ‘girl’; notably, there are also 13 instances of words for
‘mother’ (matixo, affectionate mamo, and diminutive matiuuye). This points to the fact that
these songs, even when composed in the context of and topically centered around war or
industrial labor, make common reference to domestic relationships. For example, in one
song, a worker’s mother instructs him to gather his tools and set out for work; he repeatedly
addresses her as ‘mother, such as in the lines:

(5.10) As me  Ja CcTaHa KOMOaitHep
Az sSte  da stana kombajner
I FUT SUB become-1SG combine.operator
KOMOaiiHep, Mamo, YAQPHUK
kombajner, momo, udarnik

combine.operator mom-vOC  shock.worker
I will become a combine operator / a combine operator, mother, a shock worker

Women are quite present in traditional songs, even when their primary topics revolve
around what is often thought of as the “masculine” world.

Additionally, this corpus contains many references to inanimate feminine objects,
including six instances of ‘mountain’ (copo and diminutive zopuye). In the March Corpus,
however, there are only nine feminine singular vocative forms, and all but one refer to
abstract patriotic concepts: there are four counts of napmuo [sic] ‘party, two of Peny6auko
‘republic, and four of poduro ‘motherland. Clearly the types of nouns a lyrical subject might
commonly address in these songs are extremely limited. While the address of human and
non-human feminine entities is typical in the Traditional songs, it is much more restricted
outside of the “folk” mode.

The patterning of masculine nouns too points to a distinct difference between the
kinds of words that appear in different types of songs. The corpora contained 49 total
instances of masculine singular forms, but 44—that is, almost all—were from the
Traditional Corpus; the Innovative Corpus contained three such forms and the March
Corpus contained only two. Most of the forms found in the Traditional songs were either
personal names, as in:

(5.1) ™ene, Bosme, Ia XBaHaT
mene, Bojane, da hvanat
me  Bojan-vOC  SUB  catch-3pL

to catch me, Bojan

kinship terms, as in:
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(512) = B/Ie3M, CHUHKO, B MaseTo
ja vlezi, sinko, v mazeto
IMPV  go-IMPV son-DIM in cellar-DEF
go, son, into the cellar

or other names used to designate male humans:

(513) 4 CTaHH, CTaHH, KaluTaH
Ja stani, stani, kapitan
IMPV  get.up-IMPV get.up-IMPV captain
Get up, get up, captain

The common factor among these groups of nouns is that they all refer to individual
characters in the world of the songs. In example 5.11, the lyrical subject addresses her lover,
in 5.12 a mother instructs her son, and in 5.13, one soldier summons another.

Plural masculine forms, on the other hand, are found in large supply in both the
Traditional and March Corpora; there are 20 such forms in the former and 18 in the latter.
In fact, the March Corpus is smaller in length, so it has an even greater relative frequency of
plural masculine forms. In general, in both corpora these words refer almost only to groups
of people, such as dpyzapu, ‘comrades, or 6pams, ‘brothers.” This is the one major common
lexical sphere of vocatives in the two types of songs.

However, this apparent semantic overlap between the vocatives of Traditional and
Innovative songs is actually shown to be less substantive when one considers the pragmatic
roles of the forms in the separate corpora. In March songs, vocatives almost always seem to
address a theoretical listener. Often followed by explicit imperatives or descriptions of
matters to which a listener should pay attention (and commonly punctuated in texts with
exclamation marks), these forms mostly serve as a “call to arms” of sorts. For example,
Polianov’s march “In the Path of Levski” (“ITo mbrs Ha JleBcku”) contains the stanzas:

(5.14) [pyrapwu, ceTeH 4yac yzapw!
Ha mocr ¢ moryies mpukoBaH!

Ha kpak! bop6ara ce pasraps
HaBpe[, B pa3mupHus bankas. |...]
Bopiiu, apyrapu, Gpartsi ¢ 4eCTHO,
KaJIeHO B OUTKHUTE CHPLIE,

Ha LIS17T HApog, cbbaTa AHecC e

BbB HAllIUTE PbIIE.

Comrades, the final hour has struck!
To your posts with a iron gaze!
Arise! The battle has blazed up

73. The only three exceptions to this are epadose, ‘cities,” Hapodu, ‘peoples,” and sempu, ‘winds,” and the first
two of these nouns still arguably refer to populations of people, if only abstractly.
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all over the tumultuous Balkans. [...]

Fighters, comrades, brothers with an honest heart,
tempered in battles,

the fate of the entire people today is

in your hands.

Here, the audience is implicitly included among the ‘comrades’ being called into action. In
that a primary function of marches is to generate excitement and coordinate the actions of
a group of people, it is not surprising that they would mostly contain such direct forms of
address.

The lyrical subjects of the Traditional songs, on the other hand, almost never speak
directly to a supposed actual listener. Sometimes, as mentioned earlier, singers address
natural phenomena, as in nose wupoko, ‘wide field, or 2opo 3enena, ‘green wood. I would
surmise that this practice in poetic texts could draw from a much earlier tradition, perhaps
one influenced by an animistic belief system, in which non-human entities could be
summoned to intervene for the benefit of the singer. It bears noting that vocative phrases of
non-humans are often marked with noun-adjective word order, which hints at their possible
origin as Indo-European formulae.”* Pashov offers another take on this phenomenon: “In
poetry, sometimes a form of address refers not so much to an interlocutor, even an imaginary
one, but rather it is a way to indicate from the start the subject being discussed, which is the
basis of strong feeling” (“B moe3smusita moHsikora oOpbILEHHETO He M3Pa3siBa TOIKOBA
cbbeceJHUK, MaKap W BBOOpaKaeM, a TOBeYe e HAYMH [a Ce IMOCOYM B CaMOTO HAYasIo
IpeJMeTHT, 32 KOMTO ce TOBOPH, KOWTO e MPUYMHA 3a CHIHO 4yBcTBO”) (Pashov 1999:394).
In any case, the address of plants, animals, and other elements seems to be a feature
restricted mostly to traditional genres.

Moreover, traditional songs also contain a large inventory of characters identified by
a first name. While named individuals are never addressed in the March Corpus, there are
many instances of forms like ZIpaearo, ‘Dragana, and CmosHe, ‘Stoyan’ in the Traditional
Corpus. These characters—generally a speaker’s family members, fellow soldiers, or lovers—
are never introduced to the listener, however. Rather, lyrical subjects address them as
familiar, often in the first line of the song; this generates something of an in medias res effect
for a listener. Certainly, the ubiquity of these named, but otherwise generic characters
(“Dragana,” for example, could easily be replaced by any three-syllable feminine name) is a
common feature of the traditional style of song.

5.1.5. The Formulaic Line-Medial Position

Important differences can be found in the frequencies, semantic spheres, and
pragmatic functions of vocatives in Traditional and Innovative songs, but perhaps the most
interesting difference concerns where vocative forms are used in the texts themselves.
Vocatives in marches typically occur in a position that would seem fairly natural in the
spoken language, but a great number of vocative forms in the Traditional Corpus occur in

74. For more on noun-adjective word order, see section §3.8.
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the middle of lines, even when this would sometimes interrupt normal syntax. For example,
in the line:

(5.15) mornemaii,  TaTKO, Hapoza
pogledaj, tatko, naroda
look.at-iIMPV  dad people-DEF

Look, father, at the people

the verb is separated from its object by the vocative form. While the flow of this line simply
sounds disjointed, it is not ungrammatical per se; however, other forms discussed later, in
which clitic phrases are broken, would be considered impossible in the standard spoken
language. An analysis of placement rules for vocatives indicates that the strict line-medial
position of vocatives is quite emblematic of songs of the unrhymed line type.

In order to assess the factors conditioning line-medial vocatives, a tally was made of
lines in which vocatives occupied an unambiguously middle position: these lines all
contained vocative forms bounded on both ends by non-vocative elements. Thus, a line such
as:

(5.16) O6uuam, MaiiKo, )esast
Obicam, majko, Zelaja
love-1SG mother-vOoC desire-1SG

I love, mother, I desire
would be counted, whereas a line like:

(517) ¢ Tebe, PenyGmuko Hamia
S tebe, Republiko nasa
with you republic-voC our
with you, our Republic

would not, as the vocative phrase Peny6auko Hawa was not followed by a non-vocative
element. This line-medial position proved to be extremely characteristic of traditional style
songs. Out of the 123 vocative forms in the Traditional Corpus, 41 were found in this position.
This should be viewed as a significant number in that most lines contained only one long
vocative phrase or a succession of vocative phrases or, more commonly, a vocative phrase
and a non-vocative element on only one side or the other. That is, when there was room for
three distinct “slots” in a line (not a common occurrence in texts mostly containing lines of
only eight syllables), the vocative almost always occurred in the second. Only two lines in
March songs displayed this word order, however; the position seems to typify only texts of a
more conservative style.

It seems that this tendency may be grounded in a particular structure that is
determined not by syntax, however, but by metrical patterns. Most of the songs in the
Traditional Corpus are composed of lines of eight syllables. Of the 41 forms found in medial
position, 37 were in eight-syllable lines; of these 37 medial vocatives in eight-syllable lines,
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34 occurred in lines surrounded on both sides by three-syllable non-vocatives; that is, the
vocative forms occupied the fourth and fifth syllables. Both lines with simplex non-vocative
constituents, such as:

(5.18) KombGaiiuep, MaMmo, YAQPHUK
kombajner, mamo, udarnik
combine.operator mom-vOC  shock.worker
a combine operator, mother, a shock worker

and ones with multiple words, such as:

(5.19) mycHu Me,  MaMo, He criipai
pusni me, mamo, ne spiraj
release-IMPV me mom-VOC NEG stop-IMPV
Let me go, Mother, don’t stop me

typified this structure, which appears to be a standard rhythmic pattern in Bulgarian folk
songs.

In fact, the weight of this specific metrical structure appears to be corroborated by
aberrations in syntax that it leads to; it would seem that the tendency to place vocatives in
the fourth and fifth syllables is apparently so strong as to allow for the violation of standard
clitic rules. As was discussed in §3.6.2.2, many songs with unrhymed lines display archaic
clitic-second word order patterns that produce surface structures considered
ungrammatical in today’s language. Here, however, there seems to be an additional violation
of normal clitic rules permitted, whereby vocatives are placed between a clitic and its would-
be prosodic host. For example, in the line:

(5.20) Ta me  ce, TaTKoO, cpeniHeme
ta Ste se, tatko, sreStneme
and FUT REFL dad meet-1PL

and we will, Dad, meet

the verbal clitics—which are generally required to be verb-adjacent (Franks & King
2000:216)—would be expected to appear directly before the verb cpewreme. This very
striking—and, again, otherwise ungrammatical—type of structure resembles the unusual
clitic patterns discussed in §3.6.2.2, but it appears to be triggered specifically by the fixed
metrical position of vocative phrases.

The rules that apparently influence the placement of vocative forms in traditional
songs should be contrasted with the much more general context in which such forms appear
in texts of a less traditional style. Here too, their position does not seem to be random, but
it seems to be determined by pragmatic rather than metrical factors. In most march songs,
vocatives appear early in a phrase: if not line-initial, they are almost always at the beginning
of a stanza. As explained above, vocatives in march songs generally have a pragmatic link
with the real world. As such, a song might first call out for an audience’s attention at the
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beginning of a stanza, and then go on to relay a message to the supposed listener. For
example, the unattributed “March of the Youth” (“Mnazexku mapir”) opens:

(5.21) Hampeg, apyrapu miamy,
npes IIAMBIIU U TUM,
npes KPbB U GapuKau
Kar BUXBD [Ia IeTUM!

Onward, young comrades,
through flames and smoke,
through blood and barricades
let us fly like a whirlwind!

In what would be a logical progression, the lyrical subject here first summons the attention
of his fellow ‘comrades’ and then goes on to issue them directives. These tendencies toward
line-initial vocative position in marches are obviously quite different from those that affect
the placement of vocative forms in traditional songs.

5.1.6. Vocatives and the Line-Medial Position: Conclusion

As has been shown, vocatives in traditional songs appear often in specifically poetic
contexts; this should be contrasted with the function of the vocative in the spoken language.
Generally, linguists describe only the straightforward, pragmatic function of these forms.
Nitsolova (1984:42), for example, writes that the vocative is used “to secure contact with the
addressee by indicating that the speaker is addressing a particular appeal precisely to him.”
However, [ would argue that the examples shown in this study indicate that in traditional
song texts the vocative is more than anything a stylistic device. On the one hand, as
mentioned above, many instances of vocatives, such as ‘wide field’ (nose wupoko), do not
actually invoke the attention of an entity that could respond. But even in cases where a
hypothetical addressee is a human with the ability of linguistic comprehension, many
vocative forms could be considered to be nothing but superfluous. In the 22-line song
“Cranke nmu, no6pymxanka ne” (“Oh, Stanka, Woman of Dobrudza”), the supposed listener,
Stanka, is called out to seven times, including six by name, and three times in successive
lines:

(5.22) — Cranke e, JOGPYIHKAHKE Jie,
g xaiige, CraHke, Ha G/IOKa
xurtorto, CTaHKe, Jja TJIEBUM, |...]
ITocne we, Crauke, ga uzgem |...]
Cera ce, Cranke, 1yayBa, [...]
b we ce, CTaHKe, HaBeQ, |...]

Oh, Stanka, woman of Dobrudza,
come on, Stanka, to the housing block
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to weed out, Stanka, the wheat, [...]
Afterwards, Stanka, we will go [...]

Now is the time, Stanka, to revel [...]

that is how, Stanke, I will bend down, [...]

Surely, this emphatic repetition of Stanka’s name is not meant to ensure that the character’s
attention does not wane; rather, it should be seen to function as a dramatic stylistic device
that indicates that the singer is performing in this particular traditional mode.

[ mention this point only to emphasize my theory that the vocative forms that appear
in songs composed in the traditional, unrhymed style have a primarily stylistic function.
March songs contain a large number of vocatives, but they mostly serve to directly call to
attention and action a supposed audience in the real world. Vocatives in traditional texts,
on the other hand, are spoken by one individual in the world of the song to another.
Occurring often in metrically regular positions and describing both non-human beings and
individual human characters, these forms are typical of songs of the unrhymed line type.
Given the numerous ways in which such forms are distinguished from the simple vocatives
of Innovative songs, | would describe the vocative forms of Traditional texts as highly
emblematic of sung poetic language.

5.2. Phrases with Owe

A particular type of line is so pervasive in the texts in this study that it deserves to be
analyzed here on its own. In such lines, the word owe ‘still, coordinates two parallel
constituents of a phrase or sentence, such as:

(5.23) pomuna, olie  KbpPMHIIA
rodila, oste kurmila
gave.birth  still nursed
gave birth and nursed

These forms can be found only in the Traditional Corpus. Because the word owe appears
with a nonstandard meaning consistently in the middle of a line and is restricted to this
genre of songs, I would argue that this line type containing owe is a set structural formula
that singers know they can employ in folk songs.

In standard Bulgarian, owe functions an adverb, indicating, for example, the
continuation of an action or state (as in English ‘still’):

(5.24) ome cme B Codus
oSte sme v Sofija
still  cop-1PL  in Sofia

we're still in Sofia

or the strengthening of its validity or truthfulness (like English ‘even’ or ‘more’):
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(5.25) a3 CbM OIlle [0- CHUTypeH
az sim oSte po- siguren
I am  even more- sure
I am even more sure

In folk songs, however, owe can instead take on the function of a coordinating conjunction.
Andreichin et al. (2008) list this as a separate meaning under the same primary headword
in their dictionary, which is classified as an adverb. However, its definition reads: “Csc
3HaYeHWEe HAa CheJUHHUTENeH Cbi03: U, Ta, ma, 4e, cbuo (“With the meaning of a
coordinating conjunction: and, so, well, for, also”). Similarly, Cholakova et al. (1979) give
under the same headword the definition: “Karo cbto3 3a npucwseaunsisane u” (“Like the
conjunction and for coordination”), and Romanski et al. (1954) say this meaning is “karto
cbi03” (‘like a conjunction’). It is noteworthy that, even though the syntactic function of this
marked use of owe appears to have shifted, dictionary writers continue to describe it
formally as the same part of speech as the primary meaning. It would seem that owe in this
marked use might best be translated as an emphatic ‘and. For example, the lines:

(5.26) csiBaiiTe ceMe eCeHHO, / eCeHHO, olje IPOJIETHO
sjavajte seme esenno, / esenno, oSte proletno
SOW-IMPV seed fall-ADV fall-aDv and spring-ADV

would best be rendered in English as ‘sow the seeds in the fall, in the fall and even in the
spring’ or ‘sow the seeds in the fall, in the fall and on into the spring. It is striking that the
language has innovated what appears to be a novel conjunction from an adverb. Although I
have found no discussion about the diachronic processes involved in this transformation,
this use of owe is highly nonstandard.

However, the markedness of lines containing owe in folk songs extends beyond
lexical and syntactic peculiarities. In these types of texts, owe occurs only in line-medial
position. In the songs in this study, it is found only in lines of eight syllables: one word
occupies the first three syllables, then the word owe takes syllables four and five, and
another word that is the same part of speech as the first follows over the remaining three
syllables. The same meter characterizes all ten examples given in the four dictionaries
consulted (Cholakova et al. 1979, Andrechin et al., Gerov 1975, Romanski et al. 1954), with
only one containing a slight metrical deviation:

(5.27) Taka ca ce JBaMa  CrOBOPHIIH,
Taka sa se dvama  sgovorili
thus AUX REFL two agreed

CrOBOPW/IM  Ollle  3a/TI00VIN

sgovorili oSte  zaljubili
agreed still ~ fell.in.love
Maricrop Manon u 6s1a ATiKyHa
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majstor Manol i bjala Ajkuna
master Manol and white Ajkuna

Thus the two came to agree / came to agree and fell in love / the tradesman Manol and
the beautiful Ajkuna (Cholakova et al. 1979)

In the song given in this example, lines are ten syllables long, and owe occupies the fifth and
sixth syllables. Again, however, this is the absolute medial position for the line.

Particularly striking about this structure is the fact that the position occupied by oste
within the line is identical to that of the line-medial vocatives described in §5.1. Both owe
and these two-syllable address forms occur on syllables four and five of an eight-syllable
line. Similarly, the word owe appears to interrupt the flow of the line; it always appears in
transcription following a comma, just as do the vocative forms. This is yet another piece of
evidence for the supposition that second or middle positions in lines continue to be
prosodically significant in accordance with principles that dictate other Wackernagelian
phenomena.

Often, lines with owe also structure the larger narrative of the song by repeating
words from the previous line. Generally, the first word of the line with owe will be a
repetition of the final word of the previous line. In the two previous examples, one sees that
the words ecenHo ‘spring’ and ceosopunu ‘agreed’ are both repeated. In five of the ten
examples cited in the four dictionaries, and in four of the five examples in the corpus, the
line containing owe repeats the final word of the preceding line. In the one remaining
example from the corpus, the initial, rather than final, word is repeated from the previous
line:

(5.28) areHTH 1IeJTA Ia moupar / areHTH, olle  CTpaKapu
agenti Seli da dojdat / agenti, oSte  strazari
agents were-LPART  to come agents still  guards

special agents would come / special agents and guards

While this type of repetition is apparently not obligatory, it seems that that most canonical
lines with owe occur in repetitive patterns similar to that in 5.26.

It can be ascertained as well that this special use of owe is restricted solely to songs
of a more archaic type; again, it is only in the Traditional Corpus. Five times it has the
marked lexical meaning and prosodic position described above, but it occurs twice more
with the standard meaning (‘yet’ or ‘still’), both times elsewhere in the line.” This indicates
that the marked conjunctive meaning of owe is probably only possible in restricted line-
medial position. Although they make no specific claims about its prosodic requirements,
dictionaries do describe this marked meaning of owe as occuring only in nonstandard

75. In fact, in these two cases, the word is actually spelled ow and therefore occupies only one syllable. I do
not believe that the elision of the final unstressed vowel is a necessary feature of owe in songs when it is used
with its most common standard meaning, but rather that its truncated form in both of these instances is
simply coincidental.
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contexts. Both Cholakova et al. (1979) and Andreichin et al. (2008) designate the word as
“dialectal” (“mmanmexTHo”), and Romanski et al. (1954) state that the non-standard use is
usually found in folk songs. As an example, they cite the lines:

(5.29) Cegnana mama ga sge,
Sednala mama da jade,
sat mama to eat

Ja sige, olie /1a Tue
da jade, oste da pie
to eat still to drink

CbC  /IeBET CHMHA POXIEHU
sius devet sina rozdeni
with nine sons born

‘Mother sat down to eat / to eat, and also to drink / with the nine sons she had born.’

All three of these dictionaries, along with Gerov (1975), cite examples of conjunctive owe
from folk songs and/or National Revival poets such as Botev and Vazov, who often mimicked
folk patterns in their work. No examples appear of this use of owe in prose. As is the case
with several other phenomena described earlier, descriptive linguistic works—in this case,
both Andreichin et al. (2008) and Cholakova et al. (1979), the two most authoritative
contemporary Bulgarian dictionaries—use a stylistic descriptor (“dialectal”) to describe a
marked pattern from folk songs, when, in fact, it would seem that this conjunctive use of
oste is restricted not so much stylistically but rather generically.

Thus, there are several specific characteristics of this marked structure, which
appears to occur only in songs of the traditional, unrhymed-line type. The word owe appears
with a nonstandard meaning, where it functions as a coordinating conjunction, and links
together two words of the same part of speech. It always appears in line-medial position,
and the line containing it often begins with the final word of the preceding line. While it
would seem that linguists have already described the lexical properties of a marked stylistic
use of owe, the further conditions that engender its use suggest that this feature is not simply
a “dialectal” way of using a particular lexeme, but rather an entire poetic structure that
contains it.

5.3. The Negative Antithesis

One of the most well-known poetic devices in Slavic verbal folklore is the negative
antithesis. Commonly known especially in earlier scholarship as the “Slavic antithesis,” this
device is also referred to by various scholars as the “negative comparison,” “negative analogy,”
or “negative simile.” The negative antithesis appears in its most canonical form in three
passages in the songs in this study, and there are several more instances of similar rhetorical
devices involving negated propositions.
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5.3.1. Elements of the Negative Antithesis

The negative antithesis is a poetic device wherein a speaker identifies a phenomenon
or entity (often the sight or sound associated with a particular character) in contrast to what
that phenomenon is not. For example, in this fragment of a Russian bylina:

(5.30) He 6ypsi 1’ B mosie mogpiMaeTcst, —
A no6psiit MOogen, aa ormnpasisietcs (Sokolov 1948:487)

It is not a storm rising up in the field, —
But rather a fine young man setting off

it is implied that the “young man” character—or at least some qualities that he possesses—
could be mistaken for a storm. Some of the most classic instances of the device are more
complex, such as the well-known passage quoted by Vuk Karadzic¢:

(5.31) Stase bjjeli u gori zelenoj?
Al je snijeg, ali’ su labudovi?
Da je snijeg, ve¢ bi okopnio;
Labudovi vec bi poletjeli.
Nit’ je snijeg, nit’ su labudovi,
Nego Sator age Hasan-age; (KaradZic 1954, v. 3:548-539)

What shines white there in the green wood?

Is it snow, or is it swans?

If it were snow, it would have already melted away;
The swans would have already flown off.

It is neither snow, nor is it swans,

But rather the tent of Hasan Aga.

Here, the lyrical subject puts forth a set of rhetorical questions: first, the whiteness of Hasan
Aga’s tent is mentioned, and only after saying what this color is not associated with is its
ultimate source identified.

Kraf¢ik (1976:20) states that the negative antithesis is often (simplistically, according
to her) characterized by a formula such as “A is not B, A is C.” The richest and most canonical
examples of the negative antithesis are also those which are most complex: a sight or sound
is observed, and initial suggestions are offered as to what that cause of that sight or sound
could be. These suggestions are then denied, and a new, correct identification is made.
However, perusing Maticki’s (1970) thorough overview of the possible types of negative
antithesis structures, it is clear that a number of factors can vary within the device, such as
the number of false identifications made, whether a question is included (as in the second
of the two examples above), and whether the correct identification is included as an initial
suggestion. The critical component of the negative antithesis, however, would be that a
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positive, correct identification of a particular phenomenon is offered alongside at least one
false identification.

5.3.2. Rhetorical Effects of the Negative Antithesis

In effect, the negative antithesis functions as a roundabout way of expressing
metaphor in a way structurally distinct from that of, for example, a simile (Bowra 1961:271).
For example, a poet can express the same meaning of a straightforward sentence like “Marko
flew like a falcon,” with the stylistically more interesting negative antithesis equivalent, “It
was not a falcon flying, but rather Marko”; this construction implies that a falcon and Marko
could be mistaken for each other, so Marko is like a falcon. Kraf¢ik emphasizes that, because
of the metaphorical implications of the negative antithesis, it is what the identified
phenomenon is said not to be that is its critical component: “The accumulation of
impressions channeled in to one final image suggested by the tenor is indeed a synthesis of
impressions, perhaps comparable to the synthesis in the Hegelian dialectic of thesis,
antithesis, and synthesis. The vehicle image, although negated, reinforces the effect of the
tenor image” (Kraf¢ik 1976:22). She summarizes her argument as such: “It is the power of
this total interplay of images, actors, and actions which affords the device its stunning poetic
effect” (ibid. 20).

Moving to the realm of the folk song, the negative antithesis has properties that make
it particularly appealing for singers trying to capture an audience’s attention. It allows for a
singer “to give a fuller significance to what he describes by creating expectation and surprise”
(Bowra 1961:270); an audience will be kept entranced and excited if they are waiting to find
out who or what is behind the thundering noise or cloud of dust gathering in the
background. This type of narrative device might be considered analogous to the way in
which epic singers employ “ornaments” (Lord 2000:88) in their songs, amplifying and
extending complex descriptions of various parts of the story in order to produce a lengthier
and more dramatic narrative. Another critical piece of the listener’s reception of this device
is that the negative antithesis “reflects a natural experience” (Bowra 1961:270): a real-life
witness to an unfamiliar phenomenon might first be confused as to its identity or cause, and
would only subsequently arrive at a clear, positive identification. Thus, while the negative
simile violates basic norms of direct language, its effects lend it strong rhetorical power.

5.3.3. The Negative Antithesis in the Corpora

For these reasons, it is understandable that singers trying to tell dramatic stories of
revolutionary change might invoke the traditional negative antithesis. And indeed, there are
three clear instances in which this device is employed in these texts. The first resembles
example 5.30 cited above, wherein the fury created by the movement of individuals is
compared to disruptive natural phenomena:

(5.32) Hdanu repmu, wir ce 3eMs Tpece,
nun ce pou Kamenna mormna?
Hwuro repmu, Hu ce 3eMs Tpece,
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HU Cce POBM KaMeHHA MOTHIIA...
Co6op ce coupar BbB [opHa ['pauuna,
cbop ce cOUpar, I30BUP 1A TPABSIT.

Is it thundering, or is the earth quaking,

or is Kamen Hill being dug up?

It’s not thundering, nor is the earth quaking,
nor is Kamen Hill being dug up...

A gathering has gathered in Gorna Grastica,
a gathering has gathered to build a dam lake.

The thundering and quaking earth are characteristic effects of the force behind the actions
of Prince Marko and other brave heroes of Slavic lore; in this song, therefore, the youth
brigade workers that have gathered are intertextually depicted as heroes as well.

In two other examples, the negative antithesis functions to emphasize not
(presumably “masculine”) virility, but rather feminine beauty and delicateness. In the
passage:

(5.33) Lo mu ce riac Jouysaiie
OT PaBHO I0JIe 3aTOPCKO,
JlaJI KaBaJIU CBUPeXa,
WIM c/1aBeM neexa? [...]
Hwuro kaBanu cBupexa,
HUTO CJIaBeU Ieexa,
Haii 6wna crpoitHa Kanuna,
KanuHa TpakTopucTKara.

What was this voice resounding
from the level Zagora field,

were kavals”® playing,

or nightingales singing? [...]
Neither were kavals playing,

nor were nightingales singing,

but rather it was the slender Kalina,
Kalina the tractor driver.

it is not only stated directly that Kalina possesses physical womanly beauty (the
intermediary lines call her a “beautiful maiden,” “mome xy6aBa”), but metaphor in the
negative antithesis implies that her voice is high-pitched and melodious, characteristics
generally considered to be marked as feminine. The association with kavals also brings in

positive associations of the pastoral and the traditional, authentic “folk.” Such a depiction is

76. Often associated with shepherds, the kaval is an end-blown flute and one of the primary instruments of
Balkan folk music.
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in sharp contrast with her traditionally masculine vocation, and concords with the emerging
socialist ideal of a woman who maintains her femininity while taking on all the strength and
industriousness of a man.

A third example also depicts the delicate qualities of a female character:

(5.34) Hertuo mu ce uyiie
B 3eJIeHO ycolie,
Hello MU ce 4yyiie, HaHe,
B 3€JIeHO ycolie —
laJii MOMa Tieiie,
ey ar’e Gnerie?
Huto moma mieiie,
HUTO arHe Osielie,
s1 Hall MU e OWIo
AJteHOoBa MaliKa,
AJteHOoBa MaliKa
3a AJieHa 11ave

Something is sounding
from the green shady spot,
oh, something is sounding,
from the green shady spot —
is it a maiden singing,

ora lamb bleating?

Neither is a maiden singing,
nor is a lamb bleating,

but rather it was

Alen’s mother,

Alen’s mother

crying for Alen

Here, however, the associated qualities of the maiden and lamb that are compared with
Alen’s mother matter more than the direct sensory phenomena experienced by the lyrical
subject. That is, the sound of a woman crying would likely not be mistaken for that of a
singing girl, and certainly not that of a bleating lamb (a sound which would probably strike
few listeners as “feminine”). Rather, this passage conveys the idea that Alen’s mother is like
a lamb and a maiden in her gentleness and innocence. It makes her grief in the wake of her
son’s death all the more poignant by contrasting these qualities she possesses with the
circumstances under which her son was killed.

In all three of these examples, metaphor functions within the text, but there are
intertextual associations with “traditional” South Slavic folklore as well. Many of the sights
and sounds with which individuals are compared appear elsewhere in Slavic folklore; for
example, the comparison between the singing of nightingales and beautiful maidens seen
in the example with “Kalina the Tractor Driver” above is attested in stories from all over
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Bulgaria and surrounding countries (Mollov 2014)”’. A very similar example to the story
about Alen’s mother can be found in another song of the era:

(5.35) I'mac mu ce usvyBa
Helie B Jo/MHaTa —
JlaJIM MOMa Hee,
WIU aKHe 0osee?
He e 6uio, Mamo
HM MOMa JIa Hee,
HU arHe ja 6osee,
a Hali Me e 6uIa
PaiiyoBara maiika
Ha rpo6a My ga riave... (Dinekov 1963: 294)

A voice sounds out to me
somewhere in the valley —
is it a maiden

oralamb in pain?

It was not, mother

neither a maiden

nor a lamb in pain,

but rather it was

Raycho’s mother

crying at his grave...

This example would indicate that the trope of a mother crying like a singing girl and a lamb
was probably a theme with regular circulation in oral verse.”® Perhaps most striking,
however, is a preindustrial song that opens with the exact same line (right down to the same
elided vowel) as example 5.32 above:

(5.36) Hdamu repmu, Wi ce 3eMsi Tpece,
e/I1 CTaJ0 3a arHeHLA OJiee,
eJId BeTep I0 IJIAHWHA T10e,
eI 3MMsI HU3 TpaMajia CBUPe,
e/ BoZla OT BUCOKO Teye?
Hwuro repmu, Hu ce 3eMs Tpece,
HUTO CTA/I0 33 arHeHLA OJiee,
HMTO BeTep IO IUIaHWHaA T10e,
HUTO 3MUsI HU3 I'PaMajia CBUpe,
HUTO BOZIA OT BUCOKO Teyve -

77. List of texts available at: http://liternet.bg/folklor/motivi-3/moma-slavey-nadpiavane/content.htm.
78. Certainly, the theme of a woman crying after discovering the bodies of men fallen in battle is a familiar
trope in South Slavic folklore; the Serbian song of the Kosovo Maiden is probably the best example.
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Mapxko 6ue HeroBoTo n06He!

Is it thundering, or is the earth quaking,

or is a flock of lambs bleating,

or is the wind picking up along the mountain,
or is a snake hissing along its pile of earth?

or is water flowing from above?

It is neither thundering, nor is the earth quaking,
nor is a flock of lambs bleating,

nor is the wind picking up along the mountain,
nor is a snake hissing along its pile of earth,
nor is watering flowing from above -

Marko is beating his lover! (Mollov 2014)”°

In this example, originally from Macedonia, the thundering and quaking of the earth is
likened to the force behind Marko’s beating of his lover; one might understand that the
original audience of this song was to interpret the intensity of Marko’s violence as an
expression of might and virility. It appears this formula is very firmly established as a South
Slavic poetic formula, as a variation can even be found in the Serbian Erlangen Manuscript,
which was compiled in the early eighteenth century:

(5.37) Ili grmi il’ se zemlja trese,
ili more bije o bregove,
ili bije more o mramorje?
Niti grmi nit se zemlja trese,
niti bije more o mramorje,
ve¢ pucaju na Zadru lubarde.

Either it is thundering or the earth is quaking

or the sea is beating against the banks,

or is the sea beating against the marble?

It is neither thundering nor is the earth quaking,

nor is the sea beating against the marble,

but rather they’re shooting cannons at Zadar (Medenica & Aranitovi¢ 1987:242)

Given the broad spans in time and place from which these examples come, it would appear
that comparison to thundering and the quaking of the earth is a well-established formula
that singers know they can borrow when they intend to demonstrate the physical force with
which a person or group of people are endowed. The familiarity that twentieth-century
listeners would have had with the metaphors in these songs surely helped call to their minds
the folkloric texts which composers of these socialist songs were referencing: the sound of

79. Original citation: beneapcku Hapodnu neciu om Maxedonus. Cvbpan Ilanuo Muxaitnos. Codust, 1924.
No. 355.
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the earth quaking is not produced only by Prince Marko, but by strong modern heroes as
well.

5.3.4. The Negative Antithesis as an Unstable Device

At the same time, it is clear that the status of the negative antithesis is only that of an
ornamental device; it is rarely if ever crucial to the plot of a song itself. Evidence for this can
be found in two variants of a particular song from the socialist era. When constructing the
corpus of texts for analysis, if there were multiple variants available for any one song, I chose
only the first in a volume. The variant in the socialist song corpus, from the village of
Kalotina, opens with a straightforward description of elements of a natural landscape:

(5.38) TbMeH ce 06aK 3amaje
otkbze Crapa NIaHWHa,
OT MAPTU3aHCKA PAaBHUHA.
Moz o6aK mue jerele,
YepBeHO 3HaMe HOCellle...

A dark cloud settled

from on the Balkan Mountain
from the Partisan plain.

Under the cloud a bird was flying,
carrying a red flag...

However, in the second variant of the song in the same volume, from RiiZevo Konare, the
dark cloud is said to be the soldiers themselves:

(5.39) TbMeH ce 06maK 3amaze
oT BpbX OT Prsia mianuHa,
OT XaHyLIKaTa paBHUHA.
He mu e 6uo o61aue,
a Ha¥l My OWJIO YeTarTa
Ha /leMrpeBCKU BOMBOJA.

A dark cloud settled

from the peak of the Rila Mountain
from the hajduk plain.

It wasn’t a little cloud,

but rather it was the detachment
of Demirevski the fighter.

Quite interesting is that, even within what appears to be an otherwise mostly uniform song
pattern, the negative antithesis can be entirely “optional.” While the critical component of
the negative antithesis, the dark cloud, is found in both songs, the comparative aspect of its
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function is missing in the first example. This points to a fluid and perhaps unstable property
of the negative antithesis. Singers can use it for the purpose of ornamentation, but it might
not remain in a song in a subsequent performance or in the version of a different singer. This
makes it all the more remarkable that it does appear in the three examples in my relatively
small corpus; it might also have been found in some versions of many of the other songs as
well.

5.3.5. The Negative Antithesis and Similar Constructions

Moreover, one could propose that the resonance of the negative antithesis as a
rhetorical device in South Slavic is strong enough to have influenced the creation of another
similar structure in which positive and negative propositions are contrasted, even though
the metaphorical quality linking them is absent. Several other passages found in the song
texts are composed of structures essentially expressing the idea “not X, but rather Y.” In this
case, however, the constituents X and Y are not likened to each other, but are rather mutually
exclusive or even opposites. Nonetheless, the conjunctions and clausal connectors
introducing propositions, such as danu, ‘whether, He, ‘not, and Hati, and a, ‘but rather, are
often the same as in the negative thesis. For example, in one passage, the lyrical subject asks
an eagle passing by:

(5.40) manu ca Typiu IlneBen pas6uy,
vy MockoBy B EBpona ¢penmn?

have the Turks ravished Pleven,
or have the Muscovites entered Europe?

and receives the response:

(5.41) He mu ca typuu ITneBen pas6uimy,
a ca MmockoBuM B EBpona ¢nenn

The Turks have not ravished Pleven,
but the Muscovites have entered Europe.

Here, the relationship between the two propositions is not one of similarity: that is, the fact
that Muscovites have, in fact, entered Europe is not compared to the possibility that the
Turks have ravished Pleven. Rather, the situation is one of contrast, wherein the truth values
of the various propositions are independent of each other. Another example in which one
proposition is denied but another is given in its place is the passage:

(5.42) Cremwn Xutiep, croiun XATiep
Ha pycKara 3eMs
Ja CH LIeJIH, A CH Lie/In
Ha Kpemsbi 3Be3nara.
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He nenu, He yuenu

Ha Kpemsbi 3Be3nara,
HaW yueau, Hal yuenu
KJIETOTO CH CBpLE...

Hitler stepped, Hitler stepped
onto Russian soil

in order to aim, in order to aim
at the star of the Kremlin.

But he didn’t aim, didn’t aim
at the star of the Kremlin,

but rather aimed, rather aimed
at his cursed heart...

Strictly speaking, these are not examples of the classic negative antithesis, in that their
meaning is not one of simile. Still, their structures, along with those of several other
passages, are similar to that of the negative antithesis: propositions are presented, but they
are then negated and another proposition is offered instead. Certainly, passages such as
these could arise independently of the negative antithesis tradition, and similar structures
surely exist in many world traditions that lack the negative antithesis; it would seem to be a
simple fact of rhetoric that one can heighten focus on the positive truth value of a statement
by emphasizing the false value of its opposite. Nonetheless, it is possible that structures like
these might be more common because of the poetic tradition of the negative antithesis.
Singers may be aware that the suggestion and then denial of a proposition is a common way
to state an idea in folk songs. It is thus possible that the frequency with which these
counterfactual statements appear may be due to an established habit on the part of singers
for including negative and positive propositions in succession.

5.3.6. The Negative Antithesis in Slavic Folk Traditions

Thus far, I have attempted to demonstrate the strength of the negative antithesis as a
poetic device in the songs in the corpus, both by showing examples of its explicit appearance
as a metaphorical device, but also by presenting other structures that the negative antithesis
may have influenced. Certainly, however, the negative antithesis is already one of the best
established and most thoroughly researched features of Slavic folk poetics. Oinas (1976:379)
notes that Jakob Grimm, in 1823, and Nikolaj Gnedi¢, in 1825, were the first to describe the
device,* but many other scholars have remarked on its seeming ubiquity in Slavic folk texts.
Bowra (1961:270), for example, writes that the device can be found in “all branches of
Slavonic poetry,” and Talvj (1850:324), who regards Slavic poetry as non-western and exotic,
describes the phenomenon in Russian and Serbian texts as “peculiar.” Sokolov (1938:236)

80. Original citations: Jakob Grimm, in Géttingsche gelehrte Anzeigen, unter der Aufsicht der Konigl.
Gesellschaft der Wissenschaften, 177-78 Stiick, Den 5. November, 1823; N. I. Gnedi¢, Prostonarodnye pesni
nynesnix grekov (SPb., 1825), xxxiii-xxxiv.
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notes its particular prominence in the Russian bylina tradition. Clearly, it is not only a feature
of Bulgarian or South Slavic songs, but rather is characteristic of Slavic folklore as a whole.

Indeed, when the negative antithesis appears in almost any context in a Slavic text, it
seems to be somehow tied to the idea of the “folk.” Examples of the negative antithesis can
be found in verse in many Slavic languages from many time periods, but it almost always
seems to be linked to folklore. Early instances of the device can be found in the Erlangen
Manuscript and in Vuk’s collections of Serbian songs, illustrated above in examples 5.37 and
5.31, respectively. Kraf¢ik (1976:18) gives examples of how the negative antithesis contributed
to “literary folk stylizations” in the poetry of both Pushkin and Nekrasov. Although these
nineteenth-century Russian poets are generally thought of as belonging to the elite literary
establishment, their works in which the negative antithesis appears are still related to a
folkloric tradition: it is well known that Pushkin borrowed extensively from folk language
and folktale themes, and the instance cited by Kraf¢ik in the “verse tale” (ibid.), “The Robber
Brothers” (“bBparbst pazbonuku’) appears to be characterized by an epic-style plot. The other
instance she cites, Nekrasov’s Red-Nosed Frost, (“Mopo3, kpacHsriit HOC”), tells the story of a
personified “Grandfather Frost” character who torments Russian peasants; Ransome
(1998:576) states that “[a] great love of the peasantry and respect for its virtue and fortitude
undoubtedly pervade the whole poem.” These authors were likely attempting to employ a
rhetorical device linked with the idea of “folk speech” in order to make the language of their
texts match that of the narod that appears in them.

Additionally, Mitrev (1966:367) describes the use of the negative antithesis in texts
created by the Macedonian folklorist and poet Konstantin Miladinov. Noting that Miladinov
“wrote his poetry in the language spoken by the people of Struga, and often used elements
of folk poetry,” the text Mitrev cites as an example, which presumably contains a negative
antithesis in the last two lines, “could easily be included in a collection of folk poetry without
being distinguished as the product of an individual poet” (ibid.):

(5.43) Pearl girl, Pearl girl,
For whom is that string of pearls?
For whom are you making presents ready?
I do not want pearls as a present,
But I want the young girl Bisera.® (ibid., Mitrev’s translation)

81. It would seem that Mitrev felt that this song included an instance of the “Slavic antithesis” (ibid.) in the
final two lines. This passage is arguably structurally closer to the non-metaphorical contrastive structures
described above, but it clearly illustrates how the negative antithesis is linked with other “not X but rather Y”
devices. Curiously, the passage resembles very closely one such example found in the socialist song corpus:

(5.44) 1o He cu cTouu, [IparaHo, |[...]
[la TOTBUIU THHKH Japose |...]
Jparanka gyma Maliuu cu:

— IlycHu Mme, MmaMo, He criupay,
MeHe He TpebBar Aapose |...]
Asu B Bankana we uga |[...]

Why don’t you stay, Dragana, [...]
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In the Macedonian case as well, it would seem that the negative antithesis was consciously
used to create a work reminiscent of a more “organic” folk text.

Even more interesting for the present study is the fact that folklorists have mentioned
the use of this device in socialist poetry. Dinekov (1979:7) remarks that the negative
antithesis is among the many folkloric devices used by Nikola Vaptsarov. It is unclear to me
to what specifically he may be referring as as negative antitheses, but he references the poem
“Maiika” (“Mother”), which contains passages such as the following:

(5.45) He ciymai,
He /ieJlai,
a HaHKa¥l cera. (Vaptsarov 2009/1946:125)

Do not listen,
do not look,
but rather sleep now.

This passage does not function metaphorically in the way that the classic negative antithesis
does, but it would seem to be an example of “affirmation through negation”
(“ymespacdasanemo upes ompuyanue”’) that Dinekov (1979:7) offers as an additional
characterization of the negative antithesis. In any case, it is significant that a folklorist would
use a marker of a rhetorical device tied to folklore to describe the works of a poet who was
depicted under socialism as a poet of the “folk” (see §1.2). Such a statement not only
reaffirms the fact that the negative antithesis is a device intimately associated with folk
poetry, but it is another instance in which a scholar takes care to identify a socialist hero
with the culture of the “folk.”

5.3.7. The Negative Antithesis in World Traditions

Certainly, the plethora of examples of the negative antithesis in Slavic texts cited by
scholars, of which the above are only a small sample, point to the visible role this device has
in Slavic folk poetics, and might well justify use of the term “Slavic antithesis” used by many
scholars. However, evidence from other poetic traditions points to the fact that the device is
by no means limited to Slavic tradition, and may well have a point of origin far earlier than
the origin of the Slavs as a distinct group of people. Nezirovi¢ (2007:35) makes this argument
most directly:

It is also surprising that one stylistic figure is given a ‘one-race’ qualifier, indicating that it is
in the ‘race’s’ possession. Fortunately, towards the end of the nineteenth century, such an

to make fine presents [...]

Draganka said to her mother:

- Let me go, mother, don’t stop me,
[ don’t need presents |[...]

I will go into the Balkans [...]
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illogical appropriation was recognized by A.N. Veselovskij, who proposed the name negative
parallelism, followed by others who called it the negative analogy or negative comparison.
After all the examples we have given, and it was only a few, we are of the opinion that calling
this stylistic figure the Slavic Antithesis has no place [...] We should opt for another term,
many of them being already in use. It would exclude any racial reference, for artistic creation
is universal, as much as thought is, belonging to all, regardless of time and space.

While my immediate concern is more philological than political, I would agree that it is
clear that the negative antithesis belongs to more poetic traditions beyond that of the Slavs.
Indeed, it can be found in almost all modern branches of Indo-European: Romance (Ladino,
Catalan, Spanish, and Portuguese, per Nezirovi¢ 2007:8-29; Romanian, per Oinas 1976:379;
Albanian; Germanic; Hellenic (ibid.); Celtic; Baltic; and even Indo-Iranian, per Sims-
Williams 2011:79-94). Oinas also notes that this device is used widely in Finnic folk texts,
and proposes that it is likely the result of Russian influence (1976:382-385). Of particular
interest is the fact that Lonnrott employed such devices in the Kalevala, even though their
equivalents cannot be located in the folk songs on which the text was based (ibid. 380). This
could mean that the device is emblematically poetic in Finnic linguistic culture as well, and
was therefore employed to make this national epic sound even more “folkloric.”

The negative antithesis also appears in texts from other traditions that were written
down before the device was documented in Slavic. There are examples from as early as
Homer (Kakridis 1949:108-120)%?, and it “was encountered very early in almost all Romance
folk literatures, starting from the twelfth and thirteenth centuries, a few centuries before it
appeared in Croatian bugarsticas” (Nezirovi¢ 2007:34). Consequently, it would seem that
scholars are hesitant to pinpoint a clear time and location of origin of the negative
antithesis. Amid his overview of the phenomenon in Celtic texts, Sims-Williams (2011:79-
94) arrives somewhat ambivalently at the suggestion that the negative antithesis may have
had a polygenetic origin in Europe (88).” Still, I would argue that the wide variety of
examples from throughout Europe, along with its attestation in texts preceding the earliest
Slavic examples by several centuries, likely points to an old, generally European origin.
While it is impossible to say whether the device is a relic of a common Indo-European
tradition per se, the device is clearly an archaism with its roots deep in folkloric tradition.

5.3.8. The Negative Antithesis: Conclusion

The negative antithesis, then, might well be regarded as an archaism that has
survived for quite a long time. As such, it is remarkable that it continues to be used in the
twentieth-century texts in this study. Some of the song text examples cited above, such as
that which likens brigade workers to thunder or the earth quaking, appear to have been

82. Sims-Williams (2011:88) describes these examples as “unclear,” but I find several of them to be quite clearly
analogous to examples of the device in Slavic texts.

83. Although possible, he claims, the spread of the negative antithesis from Celtic to Slavic via contact is
unlikely in that it is not found in areas between these two groups (i.e. central and western Europe). He also
doubts the possibility that this device was originally used more broadly in Europe but ended up remaining
only at the periphery because of a “lack of clear examples in ancient poetry” (88).
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borrowed fairly directly from other poems, but the appearance of other rhetorical structures
with negative contrasts affirming a positive may also reflect the influence of the negative
antithesis. The use by singers under socialism of the device in their works can be seen as yet
one more example of effort to create the sense of authentic, timeless texts.

5.4. The Ethical Dative

This section deals with the regular appearance of the first-person singular dative
personal pronoun mu in what are frequently referred to as “ethical dative” constructions. In
standard Bulgarian, possession can be expressed with short-form clitic pronouns attached
to definite noun phrases, as in:

(5.46) Toit cuymnu oymJIaTa MH.
Toj  sCupi ocilata mi.
He  broke glasses-DEF  1SG-DAT
He broke my glasses.

In some contexts, however, this dative pronoun can appear instead in the ordinary pre-
verbal spot for verbal clitics, as in:

(5.47) Toit wmu CUyTH o4usiara.
Toj mi scupi ocilata.
he  1SG-DAT broke glasses-DEF
He broke my glasses.

This word order is particularly common when the possessed is closely linked to or
inalienable from the possessor (as might be a body part or piece of clothing), and structures
like it, in which an effect is felt on the pronominal referent itself as well as the direct object,
are sometimes called “ethical datives.” Similar phenomena occur in BCS as well, and the use
of dative clitics to mark possession is often regarded by scholars as a phenomenon of the
Balkan sprachbund.

However, the phenomenon addressed in this section is a somewhat more restricted
variation on the construction shown in the second example above. In the songs in this study,
one can note the widespread appearance of phrases in which the first-person singular
pronoun mu forms an ethical dative construction. However, it seems to serve mostly as a
pragmatic marker and does not refer to actual possession or inalienability on the part of the
speaker. For example, in a line like:

(5.48) He  mu ca Typuu  [lneBeH pa36bunn
Ne mi sa turci Pleven  razbili
NEG 1SG-DAT AUX  Turks Pleven  destroyed
The Turks have not destroyed Pleven
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the speaker presumably knows that the Turks have not destroyed Pleven, but she has not
played any role in saving the town from destruction. The first-person singular pronoun is
not an indirect object of the verb, and it plays no syntactic role in the sentence.

This section will refer to constructions such as the one above with the term “ethical
dative,” although this term is often applied to slightly variant phenomena, and the specific
type of phenomenon described here is also referred to with a variety of labels by scholars
from different philological traditions (Kendall 1980:385). Kénig and Haspelmath (1997:529)
list a number of descriptors for constructions like this, including dativus ethicus, dativus
(in)commodi, and dativus sympathicus. To be clear, I am concerned here only with those
constructions in which dative pronouns appear with no syntactic meaning, but rather
demonstrate interest or affect on the part of the speaker.

The ethical dative is another feature that appears to be an important characteristic of
South Slavic folk texts. It appears more commonly in the socialist song texts than one would
expect in the standard spoken language, and possesses both poetic and metrical properties
that make it a handy device for singers to employ. It is probably best described as neither a
dialectism nor an archaism, but rather as a device that has become a regular part of folkloric
language because of its own innate properties.

5.4.1. Overview of Ethical Dative Phenomena

Admittedly, the distinction between ethical datives and other constructions in which
dative clitics do mark some kind of possession is not always so stark. In a line such as:

(5.49) KakBo  mMm npaBu  Togopuo
Kakvo  mi pravi Todorco
what 1SG-DAT  does Todor-DIM

What is (my) little Todor doing?

the dative clitic does convey the sense that the speaker, a mother inquiring about the infant
son she has left behind, has personal concern about her child. While it does not necessarily
mark explicit possession in the same way the possessive pronoun moti would, it does indicate
an intimate connection. One could consider this a somewhat “grey” example in which the
ethical dative approaches a possessive meaning. In other examples, it may seem that a
possessive interpretation is possible, but upon closer examination, the appearance of the mu
pronoun could only be considered an ethical dative. For example, in the line:

(5.50) u Ia MM YXUTO TOpacTe
i da mi Zito  poraste
and that 1SG-DAT wheat grows
so that the wheat will grow
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one might initially interpret the mu as marking possession of the speaker’s own individual
wheat.®* However, in context, this interpretation would not make sense:

(5.51) s xaitge, CraHke, Ha 6/10Ka
xuToTO, CTaHKe, [1a I/IEBUM,
xJ1s16a2 HapOJeH Jja CrlacuM
OT Te3H MyCTH TUIEBETN
Y [Ja MU JKUATO MTOPACTe,
MO-KpacHB O/IOKET Ja cTaHe!

C’'mon, Stanka, to the apartment block,

to weed, Stanka, the wheat,

to save the people’s bread

from these damned weeds

so that the wheat will grow

and the apartment block will become more beautiful!

Because the speaker is addressing his lover, Stanka, and (as a good socialist) is thinking of
the wheat as communal property, the first-person mu pronoun would not make sense as a
possessive; rather, the singer is emphasizing his own interest in and commitment to the
growth of the wheat.

Of course, there are also clear-cut cases in which, like example 5.48 above, there is
no way the ethical mu could be interpreted as a possessive marker. For example, the line:

(5.52) mo IBa MU YyepHH  opejia
do dva mi ¢erni orela
until two 1SG-DAT  black eagles

two black eagles™
occurs in the wider context:

(5.53) Kora cu Tomwo mornena
KBbM /IUMUTpPOBTA KOpUS,
K'BM Ta3H pyZa MOJSHA,
neTto ca ['erno ocraBuim:
Hag I'eno ca Busixa
[IO IBA MU Y€PHU Opesia

84. Note that in this line, ‘wheat’ is indefinite. In the standard language, with a few exceptions (all kinship
terms), the possessed element necessarily appears with a definite article. However, there is a widespread lack
of definite markers in these songs (see §3.3) and one regularly encounters possessive constructions with
unarticulated possessed nouns.

85. It is unclear to me how the word do functions in this line; I suspect it may be used primarily to occupy a
syllable for metrical purposes.
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When Toso looked
toward Dimitrov’s grove
toward that ore field,
where they had left Geno:
Above Geno were circling
two black eagles

Here, the lyrical subject is describing something that Toso—and, presumably, not she
herself—witnessed. There is no way that the two black eagles somehow belong to or were
directed toward the speaker; rather, the only logical interpretation is that this pronoun
forms an ethical dative.

Because the division between possessive and ethical datives is not always so distinct,
it is difficult to provide a definitive count of occurrences of the ethical dative in the corpus,
but there are twelve such phrases in eight songs total that one could probably say are fairly
unambiguous examples. It seems safe to say that this frequency is much greater than would
be expected in spoken prose.

5.4.2. The Ethical Dative in Slavic and World Languages

In fact, across Slavic, the ethical dative is generally quite restricted in its appearance.
DuFeu 1998 provides an overview of the discussion of ethical datives in the major Slavic
languages; she notes that it is generally a feature of colloquial, and not standard, varieties,
and many authors of standard-language grammars either overlook the phenomenon
entirely or explicitly proscribe its use.

Grammarians of South Slavic languages typically agree that there is an element of
colloquialness in the ethical dative. In Bulgarian, Nitsolova (2008:156) claims that the ethical
dative occurs “in everyday colloquial language” (“B 6uToBo-pasroBopHuara peu”’) and marks
an “emotional reaction” (“emonmonanna peakius’). Even in his 1933 grammar, Beaulieux
offers no comment on the register of the ethical dative, but states that it functions by
“marking the interest that one shows toward the action” (“marquant lintérét quon peut
prendre a laction”) (Beaulieux 1933:82). BCS grammarians offer similar explanations:
Stanoj¢i¢ and Popovi¢ (2011:290) refer to the device as the “dative of interest” (“dativ
interesovanja”) and say that it occurs “in conversation” (“u razgovoru”) and “shows
interestedness or some other personal stance toward that which is presented in the
sentence” (“pokaZe zainteresovanost ili neki drugi licni stav prema onome Sto se iznosi
re¢enicom”). Similarly, Mrazovi¢ (2009:528) describes the device as expressing “personal
involvement in some action or event or sympathy toward the interlocutor” (“licno
ucestvovanje u nekoj radnji ili zbivanju ili simpatija prema sagovorniku”). Scholars have also
found instances of the device in OCS (e.g. Lunt 2001:149, Vaillant 1950, vol. 5:86).

What is clear in all of these cases, however, is that the pronouns appearing in ethical
dative constructions do not have a syntactic function. The descriptor Shibatani (1994:465)
uses to describe similar phenomena across a variety of world languages, “extra-thematic,”
would seem to describe well the way these forms work. Shibatani elucidates this, explaining:
“By ‘extra-thematic, I mean a situation where an argument exists that is not part of the case
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frame of the verb with which it occurs, or that does not bear a theta role specified by the
verbal head” (ibid.). Although there may be slight disparities in the kinds of constructions
that occur from language to language, the ethical dative is certainly not a phenomenon
unique to South Slavic.

5.4.3. Cognitive Explanations for the Ethical Dative

Indeed, the most relevant feature of the ethical dative, its pragmatic value, is
understood best from the vantage point of cognitive linguistics. Kendall provides a simple
but elegant explanation as to why datives specifically can convey the idea of affect on the
part of the speaker: “What the dative case signals in all these instances is direction toward a
person, either literally or metaphorically. In other words, the dative can mean direction
toward in an inner sense, direction toward cognitive or emotional states” (Kendall 1980:385).
Several scholars, such as Haspelmath (1999:113) and Sari¢ (2002:15), note that, because the
ethical dative marks some kind of emotive response, it is generally seen as indicating either
a positive or negative—but not neutral—evaluation of the action. There also seems to be an
understanding on the part of many scholars that the use of the ethical dative marks a
connectedness between the real world in which the speech act takes place and the world of
the story. For example, Tsivian (1999:92), addressing the use of the ethical dative in folk texts
specifically, offers such an assessment:

...MNPABOMEPHO TOBOPHUTH HA CTOJIBKO 00 3MOI[MOHAIBHOCTH, CKOJIBKO O TIOMEeI[eHUH
TOBOPSILIETO «BHYTPh TEKCTa», O €r0 eC/Ik He yYaCTUH, TO XOTSI Obl IPUCTYTCTBUU B
MUpe JIAHHOTO TeKCTa (u 2 mam 6bl1). B 3TOM C/lydae MPOUCXOAUT HEUTPATU3ALIHS
MPOCTPAaHCTBEHHOM  ONMO3ULIUM  B8HYMpeHHUll/éHewHull, = ee  BapUaHTOB
6auskuii/danekutl, HQW Mup/uHOlU Mup M ee COOTBETCTBUS B APYroM KOZe MOJeu
mupa (MM) — ceoti/uyxcoti.

...it is reasonable to speak not so much about emotionality, but rather about the
insertion of the speaker “inside the text”, about, if not participation, then at least his
presence inside the world of the given text (“I was there too”). In this case a
neutralization occurs of the spatial opposition between internal/external, and its
variants close/far, our world/another world, and its equivalent in another
representation of the model of the world (MM) — one’s own/not one’s own.

In a performative situation, in which singers have the task of making a tale as vivid to a
listener as possible, the demonstration of emotion and the creation of cognitive connections
between a listener and the world of the song is critical. For such purposes, the ethical dative
could be an important device.

5.4.4. The Ethical Dative as Folkloric

Although, as mentioned above, the ethical dative is most commonly found in
colloquial speech and would appear to be a naturally effective rhetorical device, the critical
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question for the present study is whether it is, in fact, regarded as “folkloric.” Although they
do not explicitly address the question of genre in their discussions of ethical datives,
scholars do sometimes mention folk genres as a context in which ethical datives can appear.
Andreichin (1949:354), for example, without explicitly limiting it to this context, states that
“in folk language (“B HapozxHoM si3bike”) the short dative case of personal pronouns of the
first and second person is used to convey the expression of a note of intimacy
(“uaTumHOCTH”) Or emotionality (“myumeBHocTr”).” Similarly, Vaillant (1950, vol. 5:86) notes
the use of the “double ethical dative” (described below) in BCS in “the old folk song” (“la
chanson populaire ancienne”). And when Tsivian (1999:94) offers a thorough list of
examples of the ethical dative in Balkan languages, she explicitly uses items from a “cross-
generic selection of examples of Balkan folklore,” including epic songs, ballad songs (“necau
G6asnagHoro xapakrepa’), laments (“mpuumranus’), carols (“xonsimer’), and folk tales
“ckaszkn’).” While none of these scholars comments further on the problem of register, it
would seem that there is some understanding that it may mark folk language in particular.
One can find other such hints from scholars of literary texts as well. For example, in
discussing the problems of translation of a similar ethical dative from Czech in Hasek’s The
Good Soldier Svejk, Georgiev (1998) turns to the use of this construction in Bulgarian folk
songs:

3HaeM ro OT MHOIO HEroBM IPOSIBU, Hai-BIEYAT/ISBAIIUTE OT KOUTO HOCH
O'b/IrapcKaTa HapOJHA MeCeH: “de MU e MPOJIeT MyKHaJjla, BCe MU U3JIs13/I0 Ha TPeBa,
“ge Mu cegHa Mapko Ha Tpamesa’, “mo cu MM 4epeH mouepHs1. CMHCIOBUTE
CTOMHOCTH Ha TOBa ‘MM’ Ca TOYHO TOJIKOBA 3ara/lbiHH, KOJIKOTO Y Ha3BaHUETO MY-
erndeH gareseH (dativus ethicus). KakBoTo u za e, He 3aBIXKZAM Ha MPeBOAAYA HA
O'B/ITApCKU HApOJHU IECHU, KOUTO ce 3aeMe Ja My ThpcH ajekBaru. Kak e ce
npezajie ToBa MapKUPaHO CPOZsIBAaHE Ha TOBOPUTEISI C IIPeMeTa Ha M3Ka3a, eAuH
6or 3Hae.

We know it from many of its appearances, the most striking of which can be found
in the Bulgarian folk song: “that spring has sprung (to me), everything has come out
grass (to me)”, “that Marko sat (to me) at the dinner table”, “why have you turned
black (to me)”. The notional values of this “to me” are as enigmatic as is its term, the
ethical dative (dativus ethicus). In any case, I do not envy the translator of Bulgarian
folk songs, who has to engage with finding adequate analogues. How one can convey

that marked joining of the speaker with the object of discourse, God only knows.

Although I would not describe these constructions in quite the mystical way that Georgiev
seems to view them, it is clear that he finds them to be an inseparable element of folk songs.
Not surprisingly, it appears that the stylistic properties of the ethical dative are similar in
Macedonian as well. Kitanov (2001) mentions the ethical dative in the works of the
Macedonian poet Mateja Matevski, which, he says, have “a balladic tone (‘6anaguyuen Tox’)
and specific linguistic expression, poetry that corresponds with the sounds and rhythm of
the folk song (‘Hapoanara mecen’), with the lexicon and syntax of our oral poetic tradition”
(Kitanov 2001:144); he goes on to include the ethical dative as one of several “expressive

170



devices characteristic of the folk song” (ibid. 146). Again, these scholars are not specifically
concerned with the genre in which the ethical dative appears, but by mentioning it as a
rhetorical device linked to folklore, it would seem that they are at least aware that register
is a relevant conditioning factor for its appearance.

5.4.5. Historical Development of the Ethical Dative

The point of origin for the ethical dative as a folkloric device, however, is somewhat
murky. While there certainly seem to be no dialectal factors conditioning its use, I do not
feel either that the ethical dative can be thought of as an “archaism,” which is the best way
to classify most of the other poetic devices | have catalogued thus far. Kénig and Haspelmath
(1997) view external dative possession, of which the ethical dative is a variant, as a
Europeanism. They claim that the dative external possessor apparently already existed in
Proto-Indo-European (ibid. 551), and note that it has developed in Basque and Maltese as
well (ibid. 555-556), presumably under the influence of contact with neighboring languages.
At the same time, Luraghi (forthcoming:21) convincingly cites examples from a number of
ancient and modern Indo-European languages, and notes that the dative external possessor
has not always been a consistent part of many European languages throughout their attested
histories. Referring to the construction as “quite unstable,” she instead suggests that it could
have been borrowed in and out of languages over the centuries, disappearing and
reemerging later on. Thus, she argues that dative external possession might not be a Proto-
Indo-Europeanism per se, but rather a feature that is easily borrowed. Moreover, while the
underlying grammar might be slightly different in some cases, similar types of external
possession are found in a variety of world languages, including Haya (Niger-Congo) and
Chukchi (Chukotko-Kamchatkan) (Shibatani 1994:475, 476). As such, I would be hesitant
to accept Konig and Haspelmath’s assertion, and would not necessarily classify dative
external possession—Ilet al.one the specific pragmatic type of ethical dative that appears in
my corpus—as an archaism that has been maintained in poetic tradition.*

5.4.6. Rhetorical Ethical Datives as a Balkanism

One might consider the idea, however, that the ethical dative in South Slavic is similar
to the device in other Balkan languages, both in the ways in which it patterns and with
regard to its potential as a marker of folkloric language. Tarpomanova (2014:512) suggests
that there are similarities in the ways in which the ethical dative functions in the Balkan
languages that differentiate it from the ethical datives of other Slavic or European languages.

” «

86. Coincidentally, one might note that an analogous phenomenon, the English “personal dative” “(on) me”
has emerged as a marker of “folksiness” in American songs. One can see this in a line from Joni Mitchell’s
“Urge for Going,” for example:

x) I had me a man in the summertime (Horn 2008:170)

Presumably because it is perceived of as characteristic of dialects in which American folk music emerged, this
construction is particularly prominent in “traditional country and mountain ballads” (ibid. 169).
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Some of the similarities she mentions, such as affective marking (ibid. 514) are not restricted
to the Balkan languages (see above), but others are, such as the fact that the ethical dative
often appears in sentences with admirative evidentiality in both Albanian and Bulgarian
(ibid. 515), or that it regularly occurs with deictic particles in Bulgarian, Greek, and
Romanian (ibid. 517-518). A particularly strong piece of evidence that points to sprachbund
influence on this device is the fact that Romanian (Graur et al. 1966:150), BCS (Vaillant 1950,
vol. 5:86), Albanian (Tarpomanova 2014:516) and Bulgarian (Nitsolova 2008:156) can all
include a “double” ethical dative, wherein both first-person singular and second-person
singular pronouns appear in succession, as in the BCS line:

(5.54) poce ti mi hrubar [sic] junak staroj majci govoriti
began 2G-DAT  1G-DAT  brave hero old-DAT mother-DAT speak-INF
The brave young hero began to speak to his old mother (Vaillant 1950:86)

Although in the texts in the corpus one finds only examples with the first-person singular
pronoun mu, the fact that there are several points of similarity in the use of ethical datives
among the Balkan languages might indicate that it has emerged in South Slavic folklore
specifically in part due to sprachbund effects. And in fact, there may be cross-linguistic
parallels in the stylistic marking of the device as well. In Romanian, for example, the ethical
dative is said to be used “especially in folk literature (‘literatura populard’) and in writers
influenced by it...” (Graur et al. 150), again, ostensibly for the purpose of showing narratorial
interest or affect. While the ethical dative might not be thought of as an Indo-Europeanism,
it may well be, at least in part, a Balkanism.

5.4.7. The Ethical Dative and Meter

As is the case with several other phenomena described in this study, one should not
overlook the relevance of meter as a conditioning factor for the appearance of these
constructions. Because it necessarily occupies only one syllable, the ethical dative mu
pronoun can be used whenever a single syllable is needed in a line. It would seem to be a
particularly flexible device in this regard, because the ethical dative is syntactically always
“optional,” not affecting the logical meaning but only the emotive coloring of the text. A line
containing the ethical dative, such as:

(5.55) 3Be3ma  30pHHUIIA, 0 MU e paHO paHWIa
Zvezda  zornica, Sto mi e rano ranila
star morning.star which 1SG-DAT  AUX early rose.early

The morning star, which rose early

could very well appear without the pronoun mu, and would have exactly the same
grammatical meaning. Thus, I suspect that mu may form a polysyllabic metrical unit
together with other words (such as, possibly, the pronoun wo and the auxiliary clitic e in the
above example), or simply be inserted on its own. In this way, it is not so much pragmatics
that affects the appearance of mu, but simply a reliance on established metrical formulae.
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5.4.8. The Ethical Dative: Conclusion

In any case, the regularity with which the ethical dative appears in these songs
indicates that it should be considered a marker of folkloric language. Neither retained as an
archaism nor appearing as a dialectism used to mimic rural “folk” language, the ethical
dative instead has poetic functions due to its rhetorical potential and may be a useful
metrical device as well. Certainly, it would seem to be one of the primary poetic devices that
characterize South Slavic folk songs.

5.5. Binomial Compounds

A particular syntactic pecularity present in several of the songs in this study is that in
which two semantically related nouns appear in apposition with what would seem to be a
marked poetic meaning. Such words are not linked by any conjunction, but in transcription
they often appear linked with a dash. Similar constructions can also be found in other Slavic
and European traditions, most notably in Russian, and seem to be a relic of a much older
poetic pattern. Approximately 16 unique forms were found in five songs total, all of which
were in the Traditional Corpus.

5.5.1. Two Types of Binomial Compounds
These phrases, which are referred to here as “binomial compounds,” can be roughly

grouped into two types. On the one hand, many compounds contain two synonyms with
different roots. For example, one line appears as:

(5.56) IlpokieT  HeMIU- repMaHIu
Prokleti nemci- germanci
cursed Germans Germans

Cursed Germans

in which the first word in the phrase, Hemyu, reflects the native Slavic root, and the second,
eepmanyu, is the Latin-derived noun more common in standard Bulgarian. Similarly, the
line:

(5.57) Oir, Te Tebe, MbTHUYE- IPYMHUYE
Oj, te tebe, pitni¢e- drumnice
oh  you you traveler traveler
Oh, you, traveler

uses both a Slavic and a Greek word meaning ‘traveler” There is also one instance of a line
containing two variant words of the same root dev- ‘girl"

(5.58) mpombAMXa TOAEBKU IEBOUKH
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chased.away girls girls
they chased away the girls

Duplication of the nouns in these cases does not carry any syntactic meaning; rather, such
phrases seem to be stylistically marked tautologies.

On the other hand, some phrases are composed of a general noun and a more specific
noun that would be a subset of the first. For example, in:

(5.59) cbOyaqu THme (iaBeitde
sibudi pile slavejce
awoke  bird nightingale
the nightingale awoke

the second word in the phrase, ‘nightingale, is a type of ‘bird’*’ Likewise, in:

(5.60) 3a egHa MoMa yHTapKa
za edna moma  ungarka
to one maiden Hungarian.woman
to a young Hungarian woman

the ‘Hungarian woman’ is a more specific type of ‘maiden. One could also consider in this
category phrases such as:

(5.61) BBB cCTapo cejo CmacoBo
viiv  staro selo Spasovo
in old village Spasovo

in the old village of Spasovo
and:

(5.62) ma raemair  3Be3Ja  30PHHUIA
da gleda§  zvezda  zornica
to see star Morning.Star
to see the Morning Star

While both phrases, particularly the first, could be normal constructions in the spoken
language, they are also necessarily tautological: the listener presumably knows that Cnacoso
refers to a village, and that 3opruua is the name of a specific star.*® These types of binomial

87. Note that nune generally means ‘chicken’ in the standard language, but often carries this more general
meaning of ‘bird’ in folk texts.

88. Scholars of other Slavic languages have examined similar phrases in their discussion of binomial
compounds. Keller (64), for example, includes in his exhaustive list of such forms the “Serbocroatian” parallel
zvijezdu danicu, ‘North Star,” and Potebnia (1968:127) treats the Russian phrase peka JyHati, ‘Danube River’
similarly.
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compounds are probably not completely discrete, but they do point to some variety in the
types of compounds that characterize these songs.*

5.5.2. Binomial Compounds as a Type of Reduplication

Although I have not been able to find any discussion of the nature of these binomial
compounds in literature specifically on South Slavic, it appears that many parallel forms are
generally seen as being marked as folkloric in other languages. Kiparsky (1975) examines
Russian copulative “dvandva” compounds, in which a form composed of two roots refers to
a greater whole. He says that such compounds, such as eycune6edu®® ‘waterfowl, composed
of eycu ‘geese’ and ne6edu ‘swans, are found in the modern language only in “folk
expressions” (“in den volkstiimlichen Ausdriicken”) (Kiparsky 1975:344), and other scholars
also use similar descriptors of forms like these. With regard to English, one might consider
possibly parallel diminutive constructions such as kitty cat and bunny rabbit. Although
these forms do not necessarily resonate as “folkloric,” they do belong to a more colloquial
register.

In general, however, most linguists look at these binomial compounds as part of a
broader phenomenon wherein other parts of speech are reduplicated in compounds; often,
this general reduplication is described as characteristic of folk speech. For example,
Borowska discusses a type of reduplication in Russian folk poetry (“poésie populaire”) she
calls “synonymic gemination” (“gémination sémantique”), where “the semantic element of
the word” (“I'element semantique du mot”) is reduplicated (Borowska 1951:272). She gives
examples such as sowadvky-koHvka ‘horse-horse’ and pasbotinuku-noneHuyu ‘brigands-
warriors, (279), which are very similar to the above examples. However, she also mentions
instances of reduplicated adjectives like cmpozuti-eposmwiti ‘severe-menacing’ (ibid. 280),
pronouns, as in ¢ amum-muim ‘with this-that’ (ibid. 281), and even prepositions, as in das-
padu o6opotbi ‘for-because of defense’ (ibid. 282). Although only nominal compounds seem
to feature in the Bulgarian songs in my study, Borowska’s assessment would include them as
part of this greater pattern of semantic reduplication.

In fact, most analysis of semantic reduplication in folk speech has been devoted to
verbal compound-like constructions. Weiss (1993) examines what he refers to as the “serial
verb” (“deotinoti 2nazon”) in which two verbs occur in direct succession without a
conjunction and express one conceptually bounded process, such as:

(5.63) crky MOJTaY
sizu molcu
sit-1SG-PRES ~ keep.silent-1SG-PRES
‘I sit and keep silent’ (Weiss 1993:74)

89. Note that these compounds are a phenomenon entirely different from the noun-noun compounds that
have begun to emerge in Slavic in which the first noun modifies the second, such as Bulgarian exwsH 2epou
‘action heroes.” These are a relatively recent development, generally influenced by English and German, and
bear little relation to the forms addressed in the present study. For more information, see Vakareliyska &
Kapatsinski 2014 and Kapatsinski & Vakareliyska 2013.

90. (Often, this compound is spelled as two separate words.)
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His study references binomial forms, such as nmuuysi-3eepu, ‘birds-beasts, as a similar type
of construction (ibid. 74). Although Weiss does not go into the same level of analysis of
noun-noun compounds, he does mention that pairs of semantically similar verbs, such as
Hanunca-Haencs ‘got drunk-got stuffed on food, are of a “marked folkloric character”
(“noduepkrymo ¢ponvknopruim xapakmepom”) (ibid.), and those in which both verbs are of
one root, as in xcdem-noxcudaem ‘waits-waits a while’ also “carry the smell of folklore”
(“naxnem gponvknopom”) (ibid. 75).° Walchli (2005:204) also notes that reduplicated forms
like these “evoke associations with the sphere of folklore.” He cites a passage from the
Russian novelist Erofeev’s Mockea-ITemywxku (Moscow to Petushki), written from 1969 to
1970, in which verbal compounds such as ysHasamv-gbissznams’ [sic] ‘know-find out” and
coiwem-omobliwem ‘seek-search’ create the feeling of a “folkloristic style” (ibid. 205). Although
these scholars are primarily focused on verbal phenomena, they do consider binomial
constructions to be part of a broader trend involving reduplication.

5.5.3. The Question of Formulaicity in Binomial Compounds

Like other structures examined heretofore, such as noun-adjective phrases, many
binomial compounds would probably seem to be fixed forms that are learned and circulated
as whole units. For example, Keller (1922:9) cites examples from several Indo-European
languages in which the equivalent of ‘father-mother’ is a phrase meaning ‘parents.’ The same
phrase is widely documented in Russian (omey-mams), and may be somewhat formulaic in
BCS, albeit linked with the conjuction i, ‘and, in the latter (otac i majka). However, it appears
that the reportoire of binomial phrases is not restricted to older inherited forms, but rather
that the noun-noun compound structure itself is felt to be a folklorism. At least two such
phrases from my corpus contain words that would reflect political and technological
developments of the mid-twentieth century:

(5.64) 60p6a BOASIT chbC  HeMIU-  amucTU
borba vodjat  stis nemci- faSisti
fight lead-3pL with Germans fascists
They engage in battle with fascist Germans

and:

(5.65) B3eMmaiiTe MyuUIKH- May3epHu
vzemajte puski-  mauzeri
take-IMPV guns Mauser.guns
take up your Mauser guns

o1 Included in this former category is possibly the most most emblematic marker of folk tales in Russian, the
opening verbal sequence xcun-6bin (‘lived-was,’ or, ‘there once lived...’).
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Because these forms use words (¢pawucmu and mayzepu) that would presumably not have
been in circulation in preindustrial Bulgaria, the structure in question would seem to be a
productive one, ready to be adapted to new content.

5.5.4. Origins of Binomial Compounds

Historical and comparative evidence points to the idea that these forms do reflect a
common Slavic tradition. As has been described, numerous parallel forms in Russian folk
texts involve appositive noun compounds. Although he claims that in BCS there are fewer
instances of the asyndeton, a phrase in which conjunctions are omitted, Keller (1922:63-64)
notes a number of such forms, such as desnica ruka ‘right-hand, hand.” A particularly visible
example comes as well in the name of the character from one of the most important Serbian
epic songs, the Kosovka devojka ‘Kosovan-girl maiden. Keller also provides evidence of
reduplicated forms in West Slavic and marginal evidence from Old Church Slavic, such as
epadu suxcds ‘come see’ in the Codex Marianus, which would be expected to appear as epadu
u euxdv ‘come and see’ otherwise. Tkachenko (1979) provides a broad catalogue of
asyndeton forms from various Slavic languages as well. Most of the forms he lists for
Bulgarian, such as cun-3zenen ‘blue-green, are less syntactically interesting, but it does seem
that such compounding can occur to at least a modest extent throughout Slavic.

More diachronic evidence, however, points to the use of binomial compounds as a
common feature of Indo-European poetic texts. Delbriick (1900, v.5:181-190) compares
asyndeton phrases in Slavic with examples from other Indo-European languages, including
Sanskrit, Ancient Greek, and Lithuanian, pointing to them as a shared feature derived from
a common source. Watkins (1995) goes so far as to trace the appearance in several Indo-
European languages of a specific merism (see also §5.6 in this study): he notes phrases
composed of the words for ‘barley’ and ‘wheat’ or ‘spelt, such as Hittite halki ZIZ-tar ‘barley
wheat, which stand in for “a global indication of all cereals” (ibid. 45), and points out similar
phrases in English and Sanskrit, indicating that they probably arose an Indo-Europeanism
(ibid. 47-49).

It does seem, however, that areal phenomena may be at play in the creation of these
phrases. Tkachenko (1979:144) argues that the widespread appearance of many such
compounds in Russian folk texts are the result of a possible Finno-Ugric substratum, and
even points to the iconic Russian xcun-6bi1 construction (see footnote g1 above) as a
borrowing from Mordvinic languages. Stepanova (2011:133) shows how such “semantic
parallelism” is a feature shared between Karelian and Baltic laments, presumably because of
contact. Walchli (2005:205) argues that, because these compounds are “marginal” in Indo-
European as a whole, are generally restricted today to Russian, Tokharian, and some Indo-
Aryan languages, and have parallels in non-Indo-European languages with which they have
contact, their continued use in these languages is probably not conditioned solely by genetic
ancestry but rather by areal influence as well. Still, he admits, “Even if the areal factor cannot
be denied, Indo-European languages have co-compounds of their own, rather than just
borrowed Turkic, Uralic, Caucasian, or Dravidian co-compounds” (206). All in all, it is
difficult to make a categorical assessment about the origin of the binomial forms in the
corpus. It would seem that there may have been an Indo-European origin for many such
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compounds and the possibility of their productive formation, but that they were then lost
in most areas where influences from another language family did not contribute to their
survival. Certainly, the Bulgarian forms here appear to be parallel to the noun-noun
compounds found in many Russian folk texts. However, whether this is because they share
an original Indo-European or Common Slavic point of origin is difficult to say.

5.5.5. Binomial Compounds and Rhetorical Factors

In any case, there would appear to be reasons for the persistence of this type of
structure beyond that of direct ancestry, particularly in texts of an oral or folkloric nature;
certainly, many seemingly tautological forms are used in folk texts for a variety of rhetorical
effects. Reduplication can occur for emphasis, that is, to make sure a listener doesn’t miss a
particular point in a passage. As has been seen with other linguistic features of the texts,
singers also sometimes include an extra syllable or word in order to complete the expected
syllable count of a line. These basic factors should, of course, never be overlooked when
assessing the impetus behind the inclusion of a marked stylistic device in an oral text.

One possible consideration is that creators of a text may wish to add stylistic richness
by including a more varied vocabulary: rather than using one word to convey a simple piece
of information, they can use multiple synonyms to add dimensionality. Such a practice has
been demonstrated, for example, in Latin poetry, where, as Roberts (1985:149) claims,
students were taught to memorize long lists of synoynyms and to employ multiple words for
the same idea within a text. Thus, constructions similar to those in the corpus, such as
radicum fila, ‘threads of roots, appear in the fourth-century poetry of Juvencus (ibid. 150).
Although in this example, the successive nouns form a syntactically logical genitive phrase
rather than a simple binomial compound, it is still a tautology: the two nouns refer to one
and the same thing; that is, the ‘threads’ are the ‘roots. Obviously, this is a somewhat
different phenomenon from that which characterizes the forms in the socialist texts, but it
is an example of how the desire for elaborate language might lead to a succession of nouns
referring to a singular entity.

However, the specific conditions of oral performances of a text may also lead to
seemingly pleonastic reduplication. Walchli (2005:264) claims that binomial compounds
are particularly present in oral texts in part because of the “low information rate—
information rate is the amount of new information per time” that characterizes the oral
performance. When creating a song text in the moment of its performance, singers need to
rely on ready-made formulae and other rhetorical devices (see, for example, Lord 2000:13-
29). As greater focus is placed on affective development, the elaborate descriptions,
repetition of words and phrases, and other stylistic markers characteristic of the genre mean
that the plot itself advances relatively slowly in such songs. Therefore, binomial
compounds—which use two words for one concept—might have become a particular
rhetorical device that singers could use to “buy time” when mentally constructing a
subsequent line; the fact that this device occurs only in songs of the unrhymed type, which
most closely resemble the old South Slavic epic style, would support this theory. As a
consequence of its use in performance, then, the “accumulation of favorable contexts for co-
compounds entailing a higher frequency of co-compounds [...] in turn has the consequence
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that co-compounds in certain domains can be conventionalized, and that the average
textual markedness of co-compounds is lowered generally” (ibid. 264). Essentially, that is, a
“snowball” process occurred in which, because of an earlier more frequent pattern of
binomial compound use in epic-style songs, this device came to be seen as characteristic of
the genre, and it ultimately assumed its position as a characteristic of the genre.

5.5.6. Binomial Compounds: Conclusion

In any case, it seems that the ultimate origins of these forms are hard to pin down.
Scholars have linked binomial compounds with various other phrasal phenomena, such as
the asyndeton and serial verbs, which themselves, however, are quite different from each
other. The fact that similar but not identical forms appear in other Slavic and European
languages in some ways makes the picture all the murkier. Nonetheless, the fact that these
syntactically atypical forms can be found regularly but only in the Traditional Corpus for my
study would indicate that those constructing these folk songs find them to be a resonant
structure of folkloric texts.

5.6. Merisms

Another type of binomial expression in these texts is that of the merism, which
Watkins (1995:45) describes as a phrase in which two nouns “index the whole of a higher
taxon.” There are only several such examples in the corpus, but they merit a separate
examination because they reflection the continuation of a well-documented feature of
broader Indo-European poetics. In four instances, a pair of two neuter adjectives appears
coordinated with a singular verb to create a collective meaning of ‘everyone. This occurs
once with adjectives meaning ‘old’ and ‘young), and three times with adjectives literally
meaning ‘small’ and ‘big’ (but also expressing the idea of ‘old’ and ‘young’ in this context).
For example, one line reads:

(5.66) Mauo, rojeMo IuUlayelle
Malo, golemo placese
small-NEUT  old-NEUT cried-3SG
young and old were crying

Similarly, one sees:

(5.67) HaBaya ce u cTapo, u MJIafI0
navaca  se i staro, i mlado
grab-3sG REFL and old-NEUT and young-NEUT
young and old joined in

These phrases are striking because not only are they apparently not found in the
contemporary standard language, but also because they do not take expected verb
agreement. When two nominalized adjectives form the subject of a Bulgarian verb, that verb

179



must ordinarily be plural; the verbs in all of these cases are singular. It is clear that these are
marked, formulaic phrases in the texts.

Merisms are a well-studied feature of Indo-European poetics; Watkins (1995) cites
numerous examples from antiquity (see, for example, p. 45). It would seem that these
phrases—which, of course, appear in English with the same meaning—are a long-surviving
remnant of Indo-European still employed in Bulgarian folkloric language.®”

5.7. The Figura Etymologica

As will be explained in §5.9, the repetition of various elements of the text is a
common poetic device in these songs (along with those of many other world traditions).
However, a special kind of repetition in these songs bears noting, as it represents a feature
that is particularly emblematic of Slavic folk language but possibly continues an Indo-
European prototype. The feature in question could be described using the classic
philological term figura etymologica, but the reduplicated parts of speech that occur in the
devices analyzed here indicate that the Slavic case is a broader phenomenon than what is
generally described under this label.

In these texts, a small but noteworthy number of phrases appear in which one lexical
root appears in two words of different parts of speech.” For example, in the line:

(5.68) T M MU IyMa mpomyma
tja  si mi duma produma
she REFL me-DAT word said
She said a word to me (‘She said a say to me’ or ‘She worded a word to me’)

the root dyma is used as both the direct object of the sentence and in the verb npodymam.
This kind of reduplicative device would be considered a type of figura etymologica, an
“etymological figure,” of which similar examples in English would be “live a life,” “dream a
dream,” “die a death,” and so on. This Latin term was coined in mid-19"-century Germany
as a translation of Eustathius’s own original Greek term (Clary 2009:2); as such, the figura
etymologica has been identified as a concrete poetic device for nearly a millenium. Most
canonically, and when originally used to describe figures in Ancient Greek, the term figura
etymolgica refers to devices in which the verb and the direct object share a common root, as
in the example above. Such devices can present interesting dilemmas for syntactic analysis,
as many examples can be found in which ordinarily intranstive verbs nonetheless have this
type of reduplicative object (see, for example, O Huiginn 1983:124, and example 5.70 below).
In English, for example, the verb die is usually intransitive but can occur in phrases with
death as an object. Such a phenomenon, also now commonly called the “cognate object
construction” is relatively well researched in world languages.

92. Note, however, that in English, this merism conforms to standard syntax. For example, one says, “Young
and old read this book” and not “Young and old *reads this book.”

93. One might consider this as an “inverse” of the binomial compounds addressed in §5.5, in which two word
roots are used to describe one constituent of the clause.
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The general scholarly consensus seems to be that the figura etymologica was an
important poetic device in Indo-European. Ivanov notes phrases meaning ‘to word a word’
and ‘to think a thought’ in languages as diverse as Sanskrit, Homeric Greek, and Hittite
(Gamkrelidze & Ivanov 1984:835). The figura etymologica was also a feature of Old Irish,
poetically important enough to be imitated in Hiberno-Latin (Stifter 2006:246). Within
Slavic, the device has been commented on as a folkloric device of the language group as a
whole and in specifically Bulgarian contexts. In his 1949 grammar, Andreichin writes that
“in folk songs in particular” (“oco6enHo B HapogHbIx ecHsix”) a direct object will sometimes
contain the same roots as its verb, as in the syntactically logical:

(5.69) Tpoura Oparst rpaja rpajsxa
Troica bratja grada gradjaha
threesome  brothers city-DEF built
Three brothers were building the city

but also in:

(5.70) meH  meHyBam
den denuvam
day spend.day
I spend the day

This latter sentence, according to Andreichin, demonstrates, seemingly paradoxically, that
“intransitive verbs can take a direct object” (“mpsiMmoe momoONHEHHWE MOTYT WUMETH U
Henepexoaubie rmaronasr’) (Andreichin 1949:352), because denysam ‘to spend a day’ is not
usually considered to be able to take object arguments. This is a classic example of the figura
etymologica that is parallel to those cited heretofore.

However, in both my texts and in other Slavic traditions, similar reduplicative
phenomena link other entities of a sentence as well. One sees in these songs verbs modified
by adverbs of the same root, as in:

(5.71) mo  Mu e paHO paHWIa
Sto  mi e rano ranila
which me-DAT AUX early arose.early
which arose early’ (‘which arose early earlily’)

a verb linked with a noun in a prepositional phrase:

(5.72) 3apobuxa cbc  GaAMIMCTKO  POBCTBO
zarobiha stus  fasistko robstvo
enslaved with fascist slavery
They enslaved with fascist slavery

and a noun and adjective pair:
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(5.73) ABe HUBH C Osita  Oemus
dve nivi s bjala belija
two fields with white white.wheat
two fields with white white wheat

among other types of constructions. Although such reduplication in Bulgarian has been less
thoroughly analyzed than has the classic figura etymologica in other languages, it would
seem that Bulgarian folk language includes various devices characterized by multiple words
of the same root, not just the more restrictive verb-direct object pairs shown first in this
section.

As is the case with poetic devices described in other sections, it is also possible that
many of these phrases have become fixed as set formulae. Certainly, it appears that the
adverb pano, ‘early, is regularly coordinated with verbs of the same root. Mechkova-
Atanasova (1995:15) cites the line:

(5.74) panHo paHMIa [Terxkana
rano ranila Petkana
early-ADV arose.early  Petkana
Petkana arose early (Petkana arose early earlily)

from a Bulgarian folk text; this adverb-verb pair is, of course, the same found in example 5.71
above. But beyond Bulgarian, the phrase “ypanuna pano,” ‘arose early’ also appears as a
figure of note in BCS epic songs (Bradas 2013:147-148). This indicates not only that this figure
probably has a common South Slavic origin, but also that it contains some amount of
formulaic stability. Similarly, one might look at another phrase from a song in my study:

(5.75) Te ca JBaMKa JIMKa u IPUTHKA
te sa dvamka lika i prilika
they are two-DIM likeness and similarity
the two are one and the same

In this case, the auka root is reduplicated, but auka is not generally found in the standard
language when not coordinated with npunuka. Moreover, the word also appears in the same
set phrase in Macedonian, as in:

(5.76) TMe mBajua  cu ce JINKa- IPUTHKA
tie  dvajca  si se lika- prilika
they twosome REFL are likeness similarity
those two are one and the same (Koneski 1961)

It would seem, then, that at least some of these phrases may not be new productive
formations, but rather that many phrases may be learned and reemployed as set
constructions.
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Of course, this also raises the question of how specific these types of figures are to
Bulgarian, South Slavic, or the Slavic language group more broadly. Certainly, similar
phenomena have been documented in other Slavic languages. Tolstoi notes a type of figure
in which verbs are linked with instrumental constructions of the same root, as in the BCS:

(5.77) begom  begati
Tun-INST run-INF
to run at a run (Tolstoi 1971:350)

He points out that such forms can be found in Old Church Slavic, as in:

(5.78) CBMPBTBER  OYMBPETH
sumritijo umiret
death-INST  die-3SG
dies a death (ibid. 352)

from the Codex Marianus, and they are in Russian as well. Critical to the stylistic argument
presented here, Tolstoi writes that such forms should be considered “an important formal
poetic device of Slavic folklore” (“BakHbIM pOpPMANBHBIM MMOITUYECKUM CPELCTBOM
cnaBstHckoro ¢osbkmopa”’) (ibid. 354). What is more, however, he notes that, in Russian,
such constructions often form novel nominal forms from verbal roots, as in:

(5.79) TUIBIBOM IUJIBITh
plyvom plyt’
Swim-INST ~ swim-INF
to swim at a swim (ibid. 351)

where the underlying form of the first word, *plyv, is not otherwise a standard noun. Serbo-
Croatian, on the other hand, instead forms new verbs from existing nouns:

(5.80) srcem srdisati
heart-INSTR  heart-INF
love with my heart (heart with all my heart) (ibid. 351)

The verb srdisati, ‘to take to heart, to love’ is unattested outside of this construction. This
contrast in the rules of the formation of cognate constructions in Russian and BCS points to
the fact that, although the two languages share the same basic device, intralinguistic
developments have clearly taken place among the various Slavic languages, all of which may
have their own characteristic ways of using repeated roots in formulae.*

94. Many forms of instrumental origin in the Slavic languages have become fixed and are now considered by
many linguists to be better described as adverbs. Thus, although etymologically distinct, these instrumental
forms in BCS and Russian are essentially syntactically identical to the Bulgarian example [rano ranila] with a
verb and an adverb above.
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Indeed, it would seem that Bulgarian may have its own idiosyncratic patterns of
reduplication. Mechkova-Atanasova (1995:16) compares Bulgarian examples linked to
“folklore” (“HapodHomo meopuecmeo”) with the classic figura etymologica found in
German, as in einen gerechten Kampf kimpfen ‘to fight a righteous fight.! She notes that
Bulgarian has extended its permitted patterns of reduplication. Thus, one encounters
subject-verb etymological figures, as in:

(5.81) KmeT KMeTyBa
kmet kmetuva
mayor mayor-3SG
the mayor mayors (ibid. 15)

Like the Russian and BCS examples above, Bulgarian can also innovate words:

(5.82) Bor  Gorysa
bog boguva
God god-3sG
God gods (ibid.)

and contains forms with old instrumental case endings parallel to the Russian and BCS
examples:

(5.83) Baba My ce qyZOoM Gy U
baba mu se ¢udom ¢udi
grandmother him-DAT REFL wonder-INST wonder-3SG
His grandmother wondered wonderingly (ibid.)

Clearly, the varieties of constructions involving lexical reduplication in Bulgarian are
significantly greater than the basic verb-direct object construction found more broadly in
Indo-European.

It looks likely, then, that Indo-European had a type of figura etymologica composed
of verbs and direct objects, but that Slavic, and maybe Bulgarian especially, may have
expanded on the types of reduplicative figures that could occur, extending verb and direct
object coordination to verb and subject coordination, verb and adverb coordination, and so
on. Nonetheless, types of figurae etymogolicae are “widespread outside the Indo-European
world” (Watkins 1995:169), with similar types of cognate objects occuring in, for example,
Korean, Arabic, and Igboid (Csuri 1998). Repetition in and of itself is not a feature peculiar
to Slavic, of course; many folk traditions employ it as a poetic device. Therefore, it is possible
that the types of figurae etymologicae discussed here are innovations based on an Indo-
European verb-direct object prototype, but they may also simply be repetitive patterns that
emerged on their own.

5.8. Verb-Final Word Order
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Another phenomenon that appears in these songs is that of marked word order at
the clause or sentence level. As was shown in Chapter 3, there occur in the texts various
aberrations in word order that would be considered more or less ungrammatical in the
standard spoken language, such as noun-adjective word order or nonstandard clitic
ordering. There is, however, another trend in the texts whereby constituents of a clause do
not appear in their most typical order for the standard language. While not ungrammatical,
deviations from the standard subject-verb-object (“SVO”) word order are decidedly marked.
On the one hand, they may be attributed to the intentional placement of focus on certain
parts of a clause or to effects of the process of song composition, but they could also reflect
the sentence structure of older Indo-European texts.

In Bulgarian, the basic word order for full clausal constituents (i.e. nouns and fully
lexical verbs—not clitics) is SVO. To be sure, this word order can be found in the corpora, as
in:

(5.84) Jumursp  ayma MoM4YeTa
Dimittr duma momceta
Dimittir said boys
Dimitiir said to the boys

The bulk of lines in the corpus, in fact, contain clauses with clitic verbs and objects, or only
part of a clause; for example, lines might contain just the subject of a clause:

(5.85) TBoeTO MOMYe  KamuTaH
Tvoeto momce kapitan
your boy captain
Your boy, the captain

or a prepositional phrase:

(5.86) moKpaii MHUHBOpPCKA Opuraga
pokraj  min'orska  brigada
along miner-AD]  brigade
by the miners’ brigade

However, when one does encounter a line that contains a full subject, verb, and object, the
verb is overwhelmingly more commonly found at the end of a line, as in:

(5.87) Kmera MM  MSCTO IOKasa
Kmeta im  mjastopokaza
mayor-DEF  them place showed
The mayor showed them a place
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Moreover, in lines in which a verb is present with only a subject or an object, or when there
are other types of clausal constituents such as adverbial clauses, the verb still tends to appear

at the end of a line, as in:

(5.88) Ka meM BBB TOpa /A XOOUM
Ka sStem viv gora da hodim
how FUT in forest to go
How will we go into the forest

or:

(5.89) meTo ca TeHo ocraBuIU
deto sa Geno ostavili
where AUX  Geno left
where they had left Geno

In fact, the placement of non-AuUxXiliary verbs at the end of a line seems to be the
overwhelmingly most common position in the Traditional Corpus. A number of factors
determine word order in Bulgarian, and in that verb-final word order is not prohibited in
Bulgarian anyway, it would not be fruitful to try to quantify the extent to which this
phenomenon occurs. Even a quick skim through most of the song texts, however,

demonstrates that this marked word order permeates the corpus.

Certainly, there are important factors related to information structure that might
trigger verb-final word order. Slavic languages tend to put new information (the “comment”)
at the end of a sentence. Placing verbs at the end of a line might be a way of focusing more
attention on the action of a plot line rather than the characters. For example, the line-final

imperatives in a passage like:

(5.90) st cu ca Mapu Typ4ere,
ja si sa mari turcete,

IMPV REFL REFL EXCL become.Turkish-iMmpv

HAaLIU TYPKUHU CTaHeTe,
nasi turkini stanete,
our Turkish.women become-IMPV

Obarapcka  Bspa MaxHere!
btilgarska  vjara mahnete!
Bulgarian  faith remove-iMPV

become Turks, become our Turkish women, get rid of your Bulgarian faith!

place emphasis on the repeated commands being given to the addressees in the song. This

also accords with the tendency towards grammatical parallelism described in §5.9.3.
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However, I do not believe that principles of information structure explain the
phenomenon fully. There are many lines where the verb is seemingly less meaningful than
other parts of the clause. For example, in:

(5.01) Barak Ha memesn e  craHe!
Batak na pepel Ste  stane!
Batak to ash FUT  become
Batak will turn to ash!

the speaker is already describing the negative consequences if his actions are disobeyed.
That is, the lexically simple word cmane ‘become’ simply conveys the idea of futurity; the
most striking information in the line is that the town will be turned “to ash.” In the ordinary
spoken language, one would probably say:

(5.92) barak me  crane Ha rnene!
Batak Ste  stane na pepel!
Batak FUT become to ash
Batak will turn to ash!

It is clear from this and countless other examples that other factors are at play in triggering
verb-final word order beyond those tied to information structure.

On the one hand, it is possible that the process of composition in the moment of
performance leads singers to create lines that do not follow ordinary syntax. Lord (2000:52-
67) shows how epic singers of BCS compose songs by placing set formulae at the beginnings
and ends of lines; there are certain places where a particular group of words might fit best
metrically. That is, composition depends less on syntax than on the way words of different
syllables fit together. If such factors were equally relevant for the creation of these texts,
verbs might often end up in a place other than their usual position.

However, it is also reasonable to suppose that, in part, this word order might reflect
older Indo-European traditions. Although there appear to be suggestions that verb-initial
word order marked narratives or texts with special poetic function (Herring 2001:205), most
scholars agree that the basic word order in Indo-European was sov (Shields 1992:108).
Needless to say, this is an extremely dense topic with many factors at play, but it is
conceivable that, like several other linguistic features discussed heretofore, the texts in the
Traditional Corpus continue a form of syntax that has been retained in poetic texts even in
the face of changes in the standard spoken language.

In short, it is difficult to say what conditions verb-final word order in the texts in my
study; most likely, there are a number of factors involved. Given the extreme prevalency of
the pattern, however, it seems likely that it should be viewed as a common feature of
Bulgarian folk songs.

5.9. Structural Repetition
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Throughout this chapter, there have already been mentions of various instances of
repeated words or phrases. One could also consider the binomial compounds described in
section §5.5 above as a kind of semantic repetition, wherein the same idea is presented twice
with different words. This section, however, concerns the idea of structural repetition,
wherein whole or partial lines of text or types of grammatical frames are repeated.
Altogether, such repetitions are characteristic of the structures of preindustrial folk songs.
Although they are by no means a unique feature of South Slavic verse, they should be given
attention here as identifiable features of older forms of the tradition that are mirrored in
these contemporary texts.

5.9.1. Repetition of Lines

The repetition of entire lines is not extremely common in the songs in the corpus. Of
course, many of these texts are relatively short; in a song of, say, twelve lines, repeated lines
could sound overly ponderous or uninteresting. Two songs, however, feature regular
repetition of phrases structured into verses of a consistent form. For example, the latter song
begins:

(5.93) YK®bTBap XBTBA K'bHEXA, MHIJIA MAaMO,
YXBTBAPH XX'BTBA JKbHEXA
Ha EjloBckara rlaHnHa, Muia Mamo,
Ha EsloBckara rtaHuHa.
[TapTusanu 6op6a Bozgexa, MrIa MaMo,
napTusaHu 6op6a Bozexa |...]

The harvesters were harvesting the harvest, mother dear,
the harvesters were harvesting the harvest

on the Elovska Mountain, mother dear,

on the Elovska Mountain.

The Partisans were engaging in battle, mother, dear,

The Partisans were engaging in battle [...]

and the song continues in such a manner with every phrase repeated following an
interjected muna mamo ‘mother dear.” There are only one or two other places in the corpus
where lines are repeated in immediate succession, as in the following:

(5.94) BukHa MOMa, BUKHA, Ta 3aIIaKa;
aJia WIeTOT IIeIHe U3 IyMaKa,
aJia IIeTOT IeITHe U3 IyMaKa,
CSIKaLI Ye e IVIAChT Ha FOHAKa:
“3anro6u cu, KOMTO TH Xapeca
v 6'bZI1 My BSIPHA TH, APYTapKo,
1 6'bZI My BSIPHA TH, APYTapKo,
11Mbe MUJIO, YUCTA I'bIBOUILIE. ..
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A maiden cried out, and began crying;

but then a whisper whispered from the foliage,
but then a whisper whispered from the foliage,
as if it were the voice of the soldier:

“Love whomever you like

and be faithful to him, comrade,

and be faithful to him, comrade,

dear lover, pure dove...

In this song (which otherwise mostly contains rhymed couplets and has been analyzed as
part of the Innovative Corpus), only a fraction of lines are repeated in the printed text.
Traditional songs of the unrhymed line type, it would seem, do not repeat entire lines in
immediate succession; such a device is apparently more typical of Innovative rhymed
couplet or verse songs. It is possible, of course, that other songs in the corpus would have
been sung with multiple iterations of lines, but editors concerned with conveying only the
sum of raw textual material did not publish songs with every repetition spelled out. From
the best evidence available, however, regular repetition of lines in immediate succession
does not appear to be a feature of unrhymed-line songs.

In longer songs, however, one does occasionally see identical lines appearing much
later on in the same text. For example, one song introduces blocks of quoted speech with
the line “Towro gpyrapu gymaure” (“Tosho said to his comrades”) three times throughout the
song. This would seem to be a ready-made, eight-syllable line that the singer had on hand
as a formula for introducing long quotations. One song even contains a block of three lines
that are repeated again 52 lines later: “npu BoraroBuTe noxape / mpu rosremure U3BopH /
npu crygeHata Boauna’ (“by the Bogdjuvi fires / by the big springs / by the cold stream”).
Lord (2000:58) notes that singers of BCS epic songs often rely on “larger groups of lines
which the singer is accustomed to use often, and through habit they are always found
together” It would seem that this is an example of such a ready-made group of lines
employed by the singer.

5.9.2. Terracing and Anadiplosis

A more common phenomenon, however, is when only a word or phrase is repeated
from one line to the next. Foley, who has studied this rhetorical pattern in both South Slavic
and Greek texts, employs the term “terracing” to refer to “repetition in the following line of
a word or words employed in an intial line” (Foley 1990:163), apparently without specific
regard to the position of such words.”® On the one hand, this can occur where two or more
lines share the same opening. For example, one song contains the passage:

95. Although Foley uses this term more generally, it was coined by Austerlitz in 1958 specifically to describe
instances in which one word or phrase from the end of one line was repeated in the beginning of the next
line. Austerlitz explains that he created the term “terracing” to describe a more restricted instance of the
German concept of “Kettenbau,” which refers to passages in which the final word in one line begins the
following line, and this continues over multiple lines to string together a passage of “chains” (Austerlitz
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(5.95) Cera mMe rpmxa XxBaHaja,
cera ce Cbplie HaXXaJ |...]

Now worry has grabbed me,
Now the heart despairs [...]

The word ceea ‘now’ coordinates these two successive lines. Similarly, a phrase can be
repeated:

(5.96) Ilyiika myKHa 10 ropa 3eJeHa,
MYIIKA MYKHA, Ta y CeJI0 €KHa,

A gun burst in the green wood,
a gun burst, and in the village it resounded.

Repetitions of fully accented initial words over multiple lines are not particularly common
in these songs, although they do occur periodically.

More common and more stylistically distinctive, however, are instances of
anadiplosis, the repetition of a word or phrase from the end of one line at the beginning of
the next. Anadiplosis seems to be a resonant pattern of South Slavic epic songs that is found
in many of the texts. It is found in its simplest form in successive lines such as:

(5.97) #a ce ropaes cbe Tebe,
CbC TeOe, CUHKO, B MaxaJiaTa

to be proud of you,
of you, son, in the neighborhood

where the phrase cec mebe ‘with (of) you' appears at the end of the first line and the
beginning of the second. Occasionally, phrases can be found with what might be termed
“imperfect” anadiplosis, where the repeated phrase uses a similar construction but not an
exact duplicate of material form the previous line, as in:

(5.98) ma enare 6opbara sa BoAUM,
Iia s BOAUM, JIa C€ 0CBOOOAUM

so come to fight the battle
to fight it, to free ourselves

1958:65). Austerlitz’ notion of “terracing” refers only to two lines joined in such a way—that which is described
here as “anadiplosis”; clearly, however, there is variation and overlap in the way these terms are employed.
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In the first line, the object, 6op6ama ‘battle, is explicit, but in the second line it appears as
a clitic pronoun, 5 ‘it There are also several instances in which the repeated phrase is
inverted, as in:

(5.99) IMagHana caHa eceHHa
eceHHa (JIaHa rojisiMa

There fell an autumnal frost,
a great autumnal frost
(There fell a frost autumnal
an autumnal frost great)

In the first line, the noun caana ‘frost’ appears before its adjective, ecenna ‘autumnal.’ In the
second line, however, it occurs after the adjective, with an additional adjective describing it
afterwards. There are only a handful of similar instances in the text, however. For the most
part, anadiplosis occurs with an exact word or phrase repeated in exactly the same form, as
in example 5.97 above. In addition to the specific owe clauses described in §5.2, there are
dozens of other occurences of basic anadiplosis in the text.

Both terracing (as Foley uses the term, i.e. line-initial repetition) and anadiplosis are
well established as features of traditional South Slavic lyrical works. It is generally
acknowledged that the former occurs because of the inherent “thrift” of South Slavic epic
works: in that singers rely on a limited number of formulae to express any one particular
idea (Parry 1971:83-84), it is inevitable that many of the same words and phrases will recur—
especially in the same position—across multiple lines (Foley 1990:164). Anadiaplosis, on the
other hand, is a natural consequence of the principle of South Slavic poetics wherein the
line is generally “a self-contained unit” (Foley 1990:164).°° When singers wish to express a
thought or sentence that requires more syllables than a line allots, then, they can establish
continuity between these lines by linking some of the words from one line to the next. This
helps prevent the “interruption of syntactic order” (“att avbryta den syntaktiska ordningen”)
(Bjelobaba 2014:140). In effect, the second line is merely “an optional enrichment of the
main thought” (Foley 1996:21) or “a sort of sequel of its first half” (Jakobson 1987a:159).

Indeed, when it occurs in these texts, anadiplosis generally builds on a statement
made earlier, adding an additional adjective to a describe a previously introduced noun, for
example, or introducing a verb to a list of actions already mentioned. For example, it typifies
many of the phrases with owe described in §5.2, as in:

(5.100)1m0  HU € Ha3u pOAMIA
Sto ni e nazi rodila
which us AUX us gave.birth

96. However, this alone is not a feature unique to South Slavic. Watkins (1995:39) writes that “a widespread
Indo-European convention or rule of poetic grammar, which surely goes back to the proto-language, is the

”

convention ‘verse line=sentence,” and that this rule is possibly cross-linguistically universal.
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pozua, olie  KbpPMHIIA
rodila, oste  kurmila
gave.birth  still nursed

who to us gave birth / gave birth and nursed

Moreover, anadiplosis in particular seems to be a resonant feature of South Slavic lyrical
language. Bjelobaba (2014:140) notes that the effect is common in “Central South Slavic”
(“centralsydslavisk,” i.e. BCS), and that the pattern is emblematic enough of South Slavic
epics that translators have used it to mimic the style even in phrases where it is not present
in the original. Pollok (1964:83-84) also notes the construction’s wide use in South Slavic
and includes both Macedonian and Croatian examples to illustrate this. Certainly, it would
seem that the creators of the songs in this study found anadiplosis to be a resonant feature
that they employed widely.

5.9.3. Parallelism

There are also many passages in my songs in which identical grammatical structures
are repeated through blocks of multiple lines. The term “parallelism” was created in 1779 by
Roberth Lowth to describe such a poetic phenomenon (Jakobson 1987a:146), and was
elaborated on by Sapir, who was interested in the expression of “identical relational concepts
in an identical manner” (Sapir 1921:89). As was stated above, the basic line of South Slavic
verse contains one bounded syntactic unit; songs generally have minimal enjambment.
Therefore, when a singer wishes to express an idea of some complexity (i.e. one which would
require several lines of worth of syllables to express), he employs multiple iterations of
simple lines rather than deferring to more syntactically complex grammatical
subordination. Therefore, parallelism, this repetition of short lines in succession, occurs
with some frequency in these songs.

Various types of structures can appear in parallel lines. For example, the passage:

(5.101) mopyurrxa GenuTe rpazioBe,
3alla/iixa KUTHUTE CeTUIIA,
MPOIThMXa JIEBEHTH FOHAIIH,
MPOIThIMXA ITO/IEBKU JEBOUKHU.

they destroyed the white cities,

they lit on fire the quaint villages,

they chased away the sturdy young men
they chased away the maiden girls.

consists of four lines all composed of third-person plural aorist verbs, plural adjectives, and

direct object plural nouns. Passages of parallel lines, such as the one above, often read like
lists or “catalogues.” The example above describes offenses committed by Fascist soldiers
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against Bulgarian villagers, and the following passage (from a different song) describes
events taking place at the time of such an attack:

(5.102) MaifkuTe CTpAIIHO MKUCKaxa,
KydeTa rpO3HO /laexa,
IOOUTBK B 060p Myuellle,
GabuTe JIOTO K'b/IHAXA

The mothers were screaming terribly,
dogs were barking horribly,

the cattle were struggling in the barn,
the grandmothers were cursing sharply.

The lines in this example consist of an initial subject, an adverb or adjunct, and an
imperfect-tense verb; each line is an individual, syntactically independent clause. This is not
the case for all sequences of parallel lines, however. The following passage not only contains
a good example of terracing, it also shows that dependent clauses may be strung together in
long succession:

(5.103) KmeTa nm MsicTo mokasa:
BB CIIACOBCKHUTE OAUPH,
no HatimeHoBTO K1Mme,
1o CupakoBTto 6oa3ue,
10 PalikoBOTO K/1ajieH4e,
3371, IOBHKUIHCKATa KOTITHUPA,
3ag Hest OcTpa Morua.

The mayor showed them a place:
in the Spasovo hills,

by Nayden’s fallow,

by Sirak’s pass,

by Raykov’s well,

beyond the hunter’s shanty,
beyond it, the Ostra Hill.

Even though they are not independent clauses, these lines of individual prepositional
phrases are easily parsed as discrete units. Moreover, they are all additive in nature:
removing one line would not destroy the syntax of the song; it would merely make it less
impressive in terms of narrative detail.

Parallelism like that in the examples shown here plays a significant role in South
Slavic folk poetry. However, there is general agreement that it is a cross-linguistically
common phenomenon, and possibly a linguistic universal. Jakobson (1987a:146), for
example, cites studies of the phenomenon in Finno-Ugric, Turkic, and Mongolian. Hopkins
(1959) felt that grammatical parallelism was one of the most quintessential devices that

193



makes verse what it is, and writes that parallelism leads a text “to be heard over its own sake
and interest over and above its interest of meaning.” Accordingly, these successive parallel
lines should be seen as an important structural feature of the texts in question, but not
necessarily one that makes them distinctively South Slavic.

5.9.4. Structural Repetition: Conclusion

While repetition in general is likely a feature of poetic traditions worldwide, it is clear
that the types of repetition that occur in texts are often dependent on genre. In the
Innovative and March texts, repetition occurs at the line level with lines in immediate
succession or at regular intervals, seemingly functioning as a chorus or refrain. In Traditional
songs of the unrhymed line type, however, repetition of whole lines may occur occasionally
at distant points in a text, presumably because these lines represent the regular
combinations of particular formulaic devices. More common in this type of texts, however,
is the repetition of single words or phrases, or repeated syntactic structures. Thus, while
repetition of any kind imposes a feeling of order on texts, it is clear that the type of order
inherent in texts of different genres can be quite dissimilar.

5.10. Stylistic & Poetic Structures: Conclusion

As has been shown, a number of “traditional” poetic features characterize the songs
in this study. While not necessarily ungrammatical, these features nonetheless structure the
narrative in a marked way that no doubt reminds both singers and their audiences of
preindustrial songs. Several of these features appear to be quite old, in that they reflect
elements of Indo-European poetic tradition. Several also consist of specific formulaic line
types whose metrical patterns mirror those of texts that were composed in the moment of
performance. When the grammar and lexicon of “folkloric language” that was described in
the previous three chapters occurs in tandem with the structures described here, one can
imagine that such texts sound to speakers very folkloric indeed.
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Chapter 6

Comparative Data

The previous four chapters identified the unusual grammatical, lexical, and structural
features that appeared most prominently in the corpora composed of national “folk” songs
from the early socialist era. While some of these features also appeared in march songs and,
therefore, did not show as much promise as specifically folkloric devices, it was my
hypothesis that most of these features were exactly those which convey to Bulgarians the
notion that a text is composed in a folkloric mode.

In order to test this hypothesis, | decided to look at how these different types of traits
appear in other contexts. First of all, I conducted a survey with native speakers asking for
their assessments of passages marked by some of the traits. I also worked with two
additional corpora—one a collection of folk songs recorded before World War II and the
advent of Bulgarian socialism, and one a recording of popular music from the socialist era.
All in all, the data from both methods of analysis suggested that most of the traits that
appeared among the socialist “folk” songs did, in fact, seem to convey the idea of folkloricity
to speakers. This chapter discuss the general findings of both of these undertakings.

6.1. Survey
6.1.1. Survey: Introduction

In order to assess the stylistic force of some of the various linguistic traits identified
in the corpora of folk songs, a survey was conducted with native speakers of Bulgarian and
Serbian. The survey attempted to measure the extent to which the features in question were
actually salient markers of folkloric language in Bulgarian, and it also provided insight into
whether certain analogous markers of folkloric language were nationally specific to the
Bulgarian tradition or might also be shared with Serbian, a closely related South Slavic

195



language. In short, consultants were asked to rate how “folkloric” they felt various snippets
of text to be; some of these phrases contained various grammatical permutations and lexical
markers of those identified in the preceding chapters, and others contained similar material
in an umarked form. Respondents were told that the prompts “might be part of a folk song”
and were asked to indicate whether each prompt sounded to them “not folkloric,” “possibly
folkloric,” or “very folkloric.” At the conclusion of the survey, they were given the option of
describing “what makes a folk song sound folkloric.” Examples of the surveys conducted in
Sofia, Belgrade, and Banja Luka, localized according to the linguistic norms of each city, can
be found in Appendix C.*”

Of course, grammatical variables could only be analyzed when mapped onto specific
words and phrases. For example, in order to see whether noun-adjective word order was
indeed felt to be a marker of folkloric language, it was necessary to create a line that
contained at least a noun and an adjective. A primary concern was that the lexical material
in each prompt should affect to the least extent possible the reaction of speakers to the trait
being assessed. To this end, phrases were used that contained words that could probably be
seen as neutral in both folkloric contexts and the contemporary language. For example, to
test the Bulgarian poetic structure consisting of a line-medial vocative, the survey used
equivalents of the phrases ‘look, Dad, at the water’ and ‘we see, Mom, the river. The verbs
‘see’ and ‘look’ and the nouns ‘dad, ‘mom, ‘water, and ‘river’ could certainly occur readily in
both folkloric texts and the contemporary spoken language.

Moreover, the study was designed in such a way that the linguistic factors in
question—orthographic differences that reflected nonstandard phonology, unusual
morphological patterns, nonstandard word order, and key lexical markers—could be
analyzed irrespectively of the broader lines that contained them. For each factor, there were
two separate prompts created, and in each testing site, there were two versions of the survey.
On one survey, consultants encountered the material of one prompt in its experimental
form, and the other prompt in an unmarked, control form. For example, in order to test
whether the line-medial vocative signals “folklore” to speakers, version A of the Bulgarian
survey contained the experimental version of one prompt:

(6.1) mornegHu,  TaTKO, BOJaTa
pogledni, tatko, vodata
look-IMPV dad-voC water-DEF
Look, Dad, at the water

and a presumably less marked, control version of the complementary prompt:
(6.2) BWwKZaMe pekara, Mamo

vizdame rekata, mamo
see-1PL  river-DEF mom-VOC

97. I am enormously grateful to Vlado Zhobov and Nikola Petakovi¢, who both took the time to understand
the goals of this study and to help me craft Bulgarian and Serbian prompts that would likely be meaningful
for speakers. Milutin Janji¢ kindly assisted with the localization of the version for Banja Luka.
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We see the river, Mom
Version B, on the other hand, contained the control form:
(6.3) momremHWM ~ BOmara, TaTKO

pogledni vodata, tatko

look-IMPV ~ water-DEF dad-vOcC

Look at the water, Dad

and the experimental form of the second prompt:

(6.4) BwKIame,  MaMo, pekara
vizdame, mamo, rekata
see-1PL mom-VOC river-DEF

We see, Mom, the river

In this way, consultants never encountered the same lexical material twice on one survey,
but it was still possible to compare results for each marked feature with the same material
in an unmarked form across the two sets of surveys. In this way, even if the semantics of a
prompt did color consultants’ assement of its folkloricity, this effect could be controlled for
when comparing results from the experimental and control forms of the prompt.

The survey also attempted to assess speakers’ reactions to dialectal material that was
otherwise not found in the present study’s corpora of newly composed songs. That is, such
prompts reflected actual dialect rather than those traits that speakers might simply think of
as “dialectal.” The Bulgarian prompt used in the indicative present tense a verbal form, kasce
‘says, that is perfective in the standard language but imperfective in some dialects; such a
construction would not be possible in the standard language. The Serbian prompt contained
a word with a nonstandard stress marking along with an aorist verb with a less typical prefix.

Finally, the survey included a “dummy prompt” that included phrases containing
contemporary slang (Bulgarian comutnu nuuoge and Serbian kul frajeri, both the equivalent
of English ‘cool dudes’). Most native speakers are well aware that these lexical items are
recent innovations, and a willingness to accept them as coming from a “folk” song (at least
in the traditional sense of the word—as most non-specialists understand the concept of
“folklore”) would generally indicate that an informant was inattentive in filling out the
survey; thus, those surveys on which these slang phrases were marked as “maybe folkloric”
or “very folkloric” (about 10% of the total collected) were discarded from my sample results.

Since it was intended that respondents could complete the survey in five minutes or
less, it was not possible to include on it all of the traits discussed heretofore, but I attempted
to select a variety of phonological, morphological, lexical, and syntactic features that
seemed likely to be particularly salient to speakers. The content of the Bulgarian and Serbian
surveys varied, of course. Several traits could appear in parallel form in both Bulgarian and
Serbian, such as the line-medial vocative. Other traits did not have a direct correspondence,
so I attempted to find the closest Serbian analogue, as in the less common Serbian verb for
‘to say, reci, to compare with nonstandard dymam ‘to say’ in Bulgarian. Certain traits were
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only relevant in Bulgarian, such as the lack of a definite article (as Serbian has no definite
article in the first place). The survey also tested several uniquely Serbian traits that I
hypothesized might be part of its “folkloric language.” The traits tested, along with the
abbreviations that refer to them in this section, are seen in Figure 6.1.%°

Number on Bulgarian Number on Serbian
Shorthand Survey (Control, Survey (Control,
Experimental) Experimental)
Belgrade: 15, 7
Phonology nonstandard reflex for jat JAT 19,8 Banja Luka: 7, 15
Morphology first-person plural -me ending 1PL 13,5 —
lack of expected definite marking DEF 17,29 —
case marking on nouns CASE 16, 4 —
nominative case for expected accusative NOM ACC — 13,4
vocative case for expected nominative VOC NOM — 12,21
future tense with subordinating
conjunction FUT 3,23 3,18
dative form without preposition DAT 10, 30 —
Syntax/Word
Order noun-adjective word order NA 26,9 24,8
subject-object-verb word order sov 14,7 10, 6
line-medial position of vocative VvOoC 6,18 5,14
nonstandard clitic order with negative
verb NEG V 20,11 —
strict second position for clitics CLPOS 22,12 17,9
Poetics line with imperfect tense IMPT 27,15 22,11
Lexicon use of dumam for 'to say' DUMAM 24,1 —
use of aorist reknuti for 'to say' REK — 19,1
use of moma, 'maiden’ MOMA 28,21 —
use of momak, 'lad' MOMAK — 23,16
(Authentic Dialect)  dialectal material not found in corpora DIAL 25 20
("Dummy"
Question) contemporary slang DUMMY 2 2
Figure 6.1

6.1.2. Survey: Methodology and Observations

[ originally attempted to obtain results from a general swath of the population in four
sites: Sofia (Bulgaria), Belgrade (Serbia), Banja Luka (Republika Srpska within Bosnia and
Herzegovina), and Zagreb (Croatia). Carrying clipboards, pens, and paper copies of my
survey, | approached adults relaxing in parks and public squares and asked whether they
would be willing to participate in a brief survey about “folkloric language”; I also asked

98. On the Serbian surveys, ekavian forms—those standard in Belgrade—are item 15, and ijekavian forms—
the norm in Banja Luka—are item 7. Reactions to ekavian and ijekavian are compared in §7.1.2.
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several friends and acquaintances (who did not know the details of my research) to take
part. Of course, because I was working in larger, metropolitan areas, consultants’ values and
backgrounds mostly represented those of an urban population. Those individuals who
consented to participate often seemed to do so out of intellectual curiosity; I would expect
that my sample group in each area was perhaps somewhat more educated than the average
population. I avoided approaching people who appeared to be intoxicated, mentally
disabled, or extremely elderly, as I had found in previous work that such persons often
struggled to understand or complete the task at hand. In general, given the environments in
which [ was conducting my survey, the bulk of my informants were young men and women
out socializing with friends, or parents and younger grandparents (primarily women)
supervising children at play. However, because I was concerned primarily with testing
responses to the two versions of the survey against each other, and because versions A and
B were given randomly, I did not ask for consultants’ demographic information. The makeup
of both pools of informants for each local survey should considered to be equivalent for all
intents and purposes.

Even before analyzing the data that I gathered, I began to notice interesting patterns
during the process of its collection. The reactions of respondents when I was explaining the
task for the survey and the comments they made to me after I debriefed them made it quite
clear that citizens of Bulgaria and the various Yugoslav successor states had different
understandings of “folkloric language” and even “folklore” from one another.

I had the easiest time conducting my survey in Sofia. On the whole, my Bulgarian
consultants spoke with pride about their national musical heritage, and there was less
general surprise that a foreigner who had studied Bulgarian would have come to the country
for such a study. Many assumed at first that I was a musicologist, perhaps because of the
large number of scholars from other parts of the world who are interested in Bulgarian music
and dance and come not only to study the practice of these traditions but to participate in
them directly. I got the sense that Bulgarians expected foreigners to be interested in their
musical culture, and that they have a clear sense of what a “folk song” is and why it would
be of scholarly concern.

In Belgrade and Banja Luka—where most citizens identify as Serbs—consultants
were also interested in my work, but they seemed to have a greater expectation that my study
of “folk songs” would be focused primarily on epic singing. Serbs were very aware of this
tradition, and after completing the survey quite a few respondents were eager to tell me
what they knew about Vuk KaradZzi¢. It was clear that Vuk embodies national folk culture in
a more vivid way than does any other individual personage in a South Slavic culture. I also
told these respondents that [ was carrying out a comparative study of Bulgarian and Serbian,
trying to find out what markers of folkloric language are shared and which are nationally
specific. As an example, I told them that Bulgarian folk singing does not have a strong
tradition of the deseterac. The fact that all of the Belgrade and Banja Luka respondents knew
what this term referred to indicates the strength of their awareness of their epic tradition.
Consultants were also clearly conscious of matters regarding the linguistic standards of BCS:
when I told them that [ was doing a comparison between Bulgarian and Serbian, several
respondents suggested that I should carry out my survey in Ni$ or another area with
transitional dialects. I also observed that quite a few of the consultants in this area solemnly
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read each line out loud, emphasizing dramatically (sometimes accompanied by a slight
motion of the hand) the accentual and prosodic contours of each prompt. This would seem
to underscore the importance of metrics and intonation as major characteristics of “folk”
songs for these speakers. Overall, it was clear that residents of Belgrade and Banja Luka had
a definite impression that the epic singing tradition is their most important and defining
type of lyrical folk tradition.

I attempted to conduct my survey in Zagreb as well, using a version localized for
Croatian. There, however, I had more limited success convincing consultants to take part in
my project. In general, there were fewer locals gathered for leisure in public spaces during
the day, so simply identifying potential consultants took more patience. Furthermore, many
of those individuals I approached insisted that they could not take part in my study because
they didn’t have a clear sense of what “folkloric language” was. Even those who began the
survey asked me several times to clarify “what kind of folklore” or which region’s folklore I
had in mind. Croatians generally seemed to be well aware of the disparate geographic,
cultural, and linguistic regions that make up the country, and it was apparent that the
consultants in Zagreb had a less defined notion of a unified national style of folklore. In fact,
I even mentioned this impression to several interviewees after the survey and they were
inclined to agree, affirming that they did not have a strong sense of a type of folklore that
would represent the entire state as a whole. Because [ was unable to gather a large amount
of data in Zagreb, and because notions of “folklore” were clearly so different there, I decided
not to include these results in my set of data.

Place Set 1 Code Count Set 2 Code Count Total for Region

Sofia A 23 B 24 47

Belgrade C 20 D 19 39

Banja Luka E 9 F 8 17

Combined Serbian C/E 29 D/F 27 56
Figure 6.2

6.1.3. General Results of the Survey

The total number of responses I was able to gather was modest, but it was
nonetheless sufficient to produce discernable results. Figure 6.2 shows the number of
surveys remaining once those surveys were discarded on which the DUMMY prompt was
marked as either “maybe folkloric” or “very folkloric.” The survey versions from Banja Luka
(E and F) were relatively few in number, but, other than the fact that they were in ijekavian
instead of ekavian, they were identical to the versions from Belgrade (C and D, respectively).
I was not able to discern any major differences between the Banja Luka and Belgrade
responses. For this reason, the Belgrade and Banja Luka surveys are analyzed together as an
amalgamation that I refer to in this section as “Serbian.”® Most surveys were completed in

99. I realize that this term is somewhat problematic as a label for the speech of citizens of Bosnia, but because
most residents of Banja Luka identify as Serbs and consider their speech to be “Serbian,” I feel that this is the
most precise and straightforward way of referring collectively to the speech of Belgrade and Banja Luka. I
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their entirety, but several had one or two prompts that respondents had left blank; these
blank responses, along with those in which two answers had been marked, were not counted
among the total results. For the most part, however, I had a full set of responses to all of the
prompts on the survey.

Overall, the survey did point to some clear trends. In particular, it verified that many
of the traits selected for testing in the Bulgarian survey did in fact seem to resonate with
speakers as folkloric. In this part of the study, there was even a discernable gradation of
various traits, such that some apparently triggered more consistently strong evaluations
than others. On the whole, it seems that Bulgarians respond most readily to the presence of
nonstandard individual words rather than other types of features. With regard to Serbian,
however, almost all of the traits selected for testing had only marginal effects on speakers’
perceptions of the prompts. This indicates that, despite a shared South Slavic linguistic
heritage and many cultural ties, Bulgarian and Serbian have significantly different ways of
marking folkloric language.

6.1.4. Bulgarian Results of the Survey

All in all, speakers did consistently assess phrases containing experimental forms of
prompts as more folkloric than their standard, control counterparts. Figure 6.3 shows a list
of all of the trait variables assessed in the surveys. Each row shows the percentage of
respondents who rated the control (C) or experimental (E) versions of a particular trait (as
well as the dialectal trait, D) as “not folkloric,” “maybe folkloric,” or “very folkloric”; these
factors are sorted in increasing order of “folkloricity,” an index obtained by averaging the
“maybe folkloric” and “very folkloric” ratings.”” For all of the factors, the experimental
versions (with gray backgrounds) had percentages higher than their control counterparts of
both “very folkloric” ratings and of the combination of “very folkloric” and “maybe folkloric”
ratings.”” Moreover, almost the entire set of experimental prompts were rated as more
“folkloric” than almost any of the control prompts. Clearly, all of the experimental variables
stood out to a large enough extent that many speakers recognized them as nonstandard and
assigned them folkloric ratings. A visual representation of the average ratings that the
experimental versions of each factor received can be seen in Figure 6.4.

fully recognize the importance of affirming Bosnian’s existence as a national language and only use the
descriptor here that I expect most of my consultants use.

100. These figures represent the average of the two percentages from survey A and survey B. For example,
68% of respondents to survey A and 58% of respondents to survey B (an average of 63%) rated the MOMA
prompt in its experimental form as highly folkloric.

101. The experimental and control versions of the 1PL trait had the same percentage of “very folkloric” ratings,
but the former had more “maybe folkloric” ratings.
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Factor Condition \[e]3 Maybe Very

NEG V C 89% 8% 2%
1PL C 87% 11% 2%
DEF C 83% 17% 0%
FUT C 81% 19% 0%
JAT C 79% 21% 0%
1PL E 70% 28% 2%
MOMA C 68% 21% 11%
CASE C 68% 26% 6%
NA C 66% 23% 11%
DAT C 66% 23% 11%
DUMAM C 62% 25% 13%
SOV C 61% 28% 11%
IMPT C 57% 26% 17%
VOC C 53% 34% 13%
DEF E 49% 42% 9%
IMPT E 43% 34% 23%
CLPOS C 40% 45% 15%
DAT E 35% 46% 20%
CASE E 34% 34% 32%
NA E 28% 44% 28%
CL POS E 26% 22% 52%
SOV E 23% 41% 36%
JAT E 20% 39% 41%
NEG V E 19% 46% 35%
VvoC E 15% 50% 35%
FUT E 13% 41% 46%
DUMAM E 8% 38% 53%
DIAL D 8% 23% 68%
MOMA E 6% 30% 63%
Figure 6.3
Average Ratings for Experimental Versions of Each Factor
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Figure 6.4

It is clear, however, that there was significant variability in respondents’ intuitions.
The instructions on the survey mentioned that the lines “could be part of a folk song,” and
it would seem that some individuals took this description to heart, seeing folkloric potential
even in the control prompts—all of which could also be fairly ordinary phrases in the
everyday spoken language. There were quite a few surveys on which individuals had rated
almost all prompts at least “maybe folkloric.” Significantly, there was no control prompt not
rated by at least a handful of respondents as “maybe folkloric,” and all but three control
prompts received at least one “very folkloric” rating. Among this latter category are even
basic phrases such as ‘one doesn’t do it that way’ (maxa He ce npasu, the NEG V control
prompt showing standard clitic ordering) and ‘beautiful girl’ (xy6aso momuue, a standard-
lexeme version of the MOMA variable). Similarly, even those prompts that received the most
“highly folkloric” responses still received a number of detractors assigning “not folkloric”
ratings. In short, results were variable and far from absolute; there was nothing that served
as an unambiguously folkloric marker for all speakers.

Perhaps the broadest statement that can be made based on these data is that markers
at the word level are those most likely to be salient for speakers as folkloric. The
experimental factors most highly rated as “folkloric” were DUMAM and MOMA. As was
argued in §4.1.7, words like these that make up the “folklore lexicon” are simple but powerful
markers of “folkloric language,” in part because of the readiness with which they can be
substituted for their more standard-language counterparts. The DIAL prompt, which also
received high marks, also employs a nonstandard lexeme. And in fact, even the high ratings
given to the FUT prompt were telling. Since this trait represents not a nonstandard nominal
or verbal lexeme but rather reflects an archaic grammatical form, it might seem to be an
outlier. However, the experimental versions of FUT phrases contain an extra subordinating
particle (da) as compared to contemporary control versions. Thus, one could say that it was
the appearance of marked, freestanding words—and not parts of words or the order in
which words occur—that consultants were most likely to view as folkloric.

Version A Percentage ‘ Version B Percentage

1PL 4% | 1PL 0%
IMPT 4% | DEF 4%
DAT 13% | SOV 17%
DEF 14% | CASE 25%
CL POS 17% | DAT 26%
NA 18% | NA 38%
VvVOoC 22% | NEGV 38%
JAT 30% | FUT 42%
NEG V 32% | DUMAM 42%
CASE 39% | IMPT 42%
FUT 50% | vOC 48%
SOV 55% | JAT 52%
DUMAM 65% | MOMA 58%
MOMA 68% | CLPOS 87%
Figure 6.5
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Further evidence for the importance of lexicon and, concomitantly, semantics, can
be seen when one compares the results from survey A and survey B. Figure 6.5 shows the
percentage of “very folkloric” ratings each experimental prompt received for the two
versions of the survey. If speakers had been somehow able to look at grammatical variables
out of the context of particular phrases, one would expect that each factor would have
received similar ratings across the two sets of data. But, of course, this was not possible, and
in some cases the semantic differences between two prompts apparently led to quite
different results. It is possible that, with a larger number of surveys, the differences between
certain variables might be diminished, but some disparities were so great that it is clear that
a larger sample size would not obscure them. For the IMPT prompt, for example, survey A
contained the phrase ‘Stoyan was watering the sheep’ (CmosH noewe osueme) and survey B
had ‘Mila was feeding the chicken’ (Muna xpanewe nunemo). These phrases are quite
parallel in structure: both the personal names, verbs, and animal direct objects would seem
to be fairly unremarkable, and both phrases describe mundane duties of animal husbandry.
But for one reason or another, roughly ten times as many respondents rated ‘Mila was
feeding the chicken’ as “very folkloric” as they did ‘Stoyan was watering the sheep. The
reason for this disparity may simply be that, because folk songs often describe maidens
engaged in domestic tasks, the former version was more readily accepted as a line from a
folk song. I had attempted to minimize semantic influence by creating two versions of the
surveys of which results could be averaged, but it is clear that, if new versions of the survey
were created with different phrases, there would probably still be some variability in the
results.

1)B 2)A
1)A Experimen 1)% 2)B Experimen 2)% Mean
Control tal Increase Control tal Increase Increase

13%
14%
17%
31%
33%
34%
37%
38%
38%
54%
59%
62%
68%
70%

Figure 6.6
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For this reason, it was useful to compare the differences in rankings not only among
the categories of individual linguistic variables, but also with regard to the two specific
prompts that were used to test each trait. For example, one could compare the ratings of
group A’s control version of a prompt with group B’s experimental version of the same
prompt, and vice versa. Figure 6.6 and Figure 6.7 display this information directly. Figure
6.6 shows the combined total of “maybe folkloric” and “very folkloric” ratings that each
version of each prompt received. For example, for the JAT factor, the left side of the table
shows the ratings for one prompt, ‘this summer, in the control version from survey A (moea
namo) and the experimental version from survey B (moea snemo). The third column shows
the difference between these two figures, which can be conceived of as the amount by which
the use of a nonstandard marker (in this case, a dialectal e vowel letter) increased the
percentage of speakers who found the material to sound folkloric. The right side of the table
shows the ratings for the second prompt, ‘that snow. It compares the control form (on3u
cHse) from survey B with the experimental form (on3u cHee) from survey A, and again shows
the difference in ratings. Finally, the percentage in the blue column shows the average of the
differences of the two sets of prompts.

1)B 2)A
1)A Experimen 2)B Experimen
Factor Control tal Content 1 Control tal Content 2 Mean

Figure 6.7

Figure 6.7, the essence of which is presented more graphically in Figure 6.8, attempts
to represent an attempt to add nuance to these data by creating a “folkloric score” for each
variable. The folkloric score gives more weight to the “very folkloric” responses than to the
“maybe folkloric” responses, consisting of the sum of the “maybe folkloric” percentage and
twice the “very folkloric” percentage, expressed as a single number. One can see that the
relative folkloricity of the factors varies somewhat when assessed with this formula as
compared to the simple comparison given in Figure 6.6. On the whole, though, there is a
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fair amount of consistency. A group of five factors—MOMA, FUT, NEG V, JAT, and
DUMAM—have the highest scores according to both tests, SOV, VOC, CASE, and NA appear
in the middle, and CL POS, DEF, DAT, IMPT, and 1PL all have the lowest scores. While it
would be impossible to derive a consistent quantitative measure for the relative stylistic
weight that various linguistic variables carry, this folkloric score would seem to be the best
way of isolating the influence of the linguistic markers in question from the semantic
contexts in which they appeared on the surveys. The results of these rankings for each
individual trait are discussed in Chapter 7, but it is clear that the presence of almost all of
the experimental traits selected for study did, in fact, lead speakers to find phrases to sound
more “folkloric.”

"Folkloric Score" for Each Bulgarian Factor

140.0

113.8 114.4
120.0

943 1003 102.9

100.0
80.0
60.0

40.0

20.0

0.0

Content 1 Content2 emmmss|\lean

Figure 6.8
6.1.5. Serbian Results of the Survey

The primary goal of conducting a Serbian version of the survey was to compare
Bulgarian and Serbian. If speakers of Bulgarian found a particular linguistic trait to be a
salient marker of folkloric language, would speakers of Serbian react similarly? At the same
time, however, it was hoped that a clearer sense could be gathered of what “folkloric
language” might mean to speakers of Serbian in their own terms. While the quantitative part
of the survey did not produce as clear results with regard to this latter matter, it did point to
the fact that that the linguistic traits that mark a shift to folkloric language in Bulgarian
didn’t work the same way in Serbian.

Figures 6.9 and 6.10, which are counterparts to the Bulgarian Figures 6.3 and 6.4,
show something of a similar, albeit less defined pattern in Serbian. Most experimental
prompts tended to be ranked as more “folkloric” than the control prompts. However, in this
case, the FUT control form and NOM ACC forms were actually ranked higher in their control
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forms. This is understandable for the FUT variable (see §7.2.5), but somewhat surprising for
the NOM ACC one (see §7.2.4), which shows nonstandard case marking in its experimental
form. The juxtaposition of Figure 6.10 with Bulgarian Figure 6.4 also makes visually apparent
the fact that most of the Serbian prompts had lower folkloric rankings than did those on the
Bulgarian survey.

17%
24%
26%

18%

19%
18%

15%
36%
34%
23%
80% 90%

Factor Condition Not Maybe Very
VOC NOM C 57% 29% 14%
VOC NOM E 56% 27% 17%
REC C 54% 37% 9%
Sov C 52% 30% 18%
JAT C 50% 43% 8%
MOMAK C 47% 33% 20%
CL POS C 46% 32% 22%
voC E 46% 30% 24%
IMPT C 46% 33% 21%
VOC C 44% 34% 22%
MOMAK E 43% 32% 26%
FUT E 39% 42% 18%
NA C 38% 34% 28%
JAT E 36% 45% 19%
DIAL D 36% 33% 31%
FUT C 30% 45% 25%
NOM ACC E 30% 52% 18%
CL POS E 30% 55% 15%
NA E 27% 37% 36%
NOM ACC C 27% 51% 22%
sov E 22% 44% 34%
REC E 22% 55% 23%
IMPT E 9% 30% 61%
Figure 6.9
Average Ratings for Experimental Versions of Each
Factor
VOCNOM 56% 27%
VOC 46% 30%
MOMAK 43% 32%
FUT 39% 42%
JAT 36% 45%
NOM ACC 30% 52%
CLPOS 30% 55%
NA 27% 37%
SOV 22% 44%
REC 22% 55%
IMPT 9% 30% 61%
10% 20% 30% 40% 50% 60% 70%
Maybe H Very

100%
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Figure 6.10

Again, one can see some disparity between the two versions of the Serbian prompts
in Figure 6.11. Some versions of similar prompts simply ended up sounding closer to the
“folklore” with which speakers were familiar. For example, the VOC experimental version
‘we see the clouds, mother’ (vidimo, majko, oblake) was found by 45% of respondents to
sound “very folkloric,” but the similar ‘look at the fox, dad’ (pogledaj, tata, lisicu) received
this score from only 4% of respondents. Figures 6.12, 6.13, and 6.14, which show data
similarly to Figures 6.6, 6.7, and 6.8 from Bulgarian, make this fact just as obvious. In many
cases, there was a great disparity between the two prompts used to test each linguistic
variable in Serbian. Presumably, with a larger number of prompts, one might be able to
derive a more consistent average ranking for each variable.

Versions C&E Percentage Versions D&F Percentage

CLPOS 7% | voc 4%
NOM ACC 17% | JAT 7%
VOC NOM 18% | FUT 12%
FUT 25% | VOC NOM 15%
REC 28% | NOM ACC 19%
MOMAK 29% | REC 19%
JAT 31% | SOV 19%
voC 45% | CLPOS 22%
NA 46% | MOMAK 23%
SOV 48% | NA 26%
IMPT 56% | IMPT 67%
Figure 6.11

1) C&E 1) D&F 1) % 2) D&F 2) C&E 2) % Mean
Factor Control Experimental Increase  Control Experimental Increase Increase

FUT -9%
NOM ACC -3%
vVOoC -2%
VOC NOM 1%
MOMAK 5%
NA 10%
13%
16%
30%
32%
36%

Figure 6.12
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1) C&E 1) D&F Content 2) D&F 2) C&E Content Mean

Factor Control Experimental 1 Control Experimental 2 Increase
FUT -52.3
NOM ACC -6.9
VOoC 0.9
VOC NOM 3.2
CL POS 8.8
MOMAK 10.8
NA 18.3
24.8
46.0
46.5
76.1
Figure 6.13
n . n .
Folkloric Score" for Each Serbian Factor
100.0 76.1
80.0
60.0
40.0
8.8
32
20.0 69 0.9
0.0
-20.0 FUT ACC  VOC  VOCNOM CLPOS MOMAK NA JAT SOV REC IMPT
400 23
-60.0
-80.0
-100.0
Content 1 Content2  e====|ean Increase
Figure 6.14

Nonetheless, these data are useful in that they show that the grammatical variations
that sound folkloric to Bulgarians simply do not operate the same way in Serbian. Figure 6.13
shows that, not only do a couple of similar factors actually decrease the likelihood that the
line will be perceived as folkloric, but the other factors have much more modest effects.
Whereas the average increase between control and experimental prompts for Bulgarian
linguistic traits was 41%, the average Serbian score increased by only 13%. Comparing the
Serbian folklore scores from Figure 6.13 with the Bulgarian ones in Figure 6.7 points to a
similar pattern: the bulk of Bulgarian variables have a folkloric score above 50, and the
average Bulgarian score is 66.6, but only the IMPT variable in Serbian scores this highly, and

the avera

ge Serbian score is only 17.5.
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To be sure, several of the traits that were analyzed did show at least a marginally
positive increase in their folkloric score. However, it is likely that nonstandard language of
just about any type would probably lead at least a few more speakers to the idea that such a
phrase was folkloric than would ordinary phrases of standard language, simply because they
would recognize the former as marked. Given this possibility, it would seem that the modest
folklore scores that the variables on the Serbian surveys received show that these traits are,
for the most part, far less significant for Serbian “folkloric language” as they are for
Bulgarian.

It should be emphasized that not all of the Bulgarian traits corresponded neatly to
an analogous phenomenon in Serbian. Even features with the same shorthand that were
tested in both languages sometimes describe phenomena that function differently in
Bulgarian and Serbian. For example, the imperfect tense is an archaism in Serbian (and was
compared on the survey to the ordinary past tense), whereas the Bulgarian imperfect is a
perfectly productive tense (tested in the survey against the aorist). And in fact, many of the
traits in Bulgarian didn’t correspond to Serbian at all. To the best I was able, I simply selected
devices to test in Serbian that were formally as close as possible to their Bulgarian
counterparts—even though 1 expected that, given the differences between the two
languages, many Serbian prompts would not have the same resonance with speakers. The
disparate results between the Bulgarian and Serbian surveys, then, only emphasize the
extent to which folkloric language seems to be marked in fairly nationally specific ways.

6.1.6. Qualitative Responses to the Survey

Beyond the various levels of quantitative analysis described thus far, the survey also
allowed for more qualitative assessments. At the bottom of the survey, speakers were
presented with the question: “In your opinion, what makes a song sound ‘folkloric’
(‘narodna/o’) or folkloric (‘folklorna/o’)” The majority of respondents skipped this
question—many, it would seem, did not see it, and others likely wanted to get back to their
own activities—but the responses that were given proved to be very telling about how
speakers of Bulgarian and Serbian conceive of “folkloric language.” 14 out of 47 Bulgarian
surveys and 7 out of 56 Serbian surveys had some response to this question; the minor
disparity in the rates of response to this question is, in fact, of statistical significance (p =
.03), and may serve as evidence for the trends described in §6.1.2. It seems that some
Bulgarians had a more clearly defined understanding of “folkloric language” and for this
reason were more likely to respond.

Bulgarian respondents listed a number of factors that they found characterized
folkloric language. Five respondents mentioned the presence of archaisms, referring to
“obsolete words” (“ocrapenu mymu”) and “an older Bulgarian language” (“mo-crap
6barapcku e3uk’). Three mentioned word order, claiming that “inversion” (“unBepcusta”)
and “reversed word order” (“o6bpHar cioBopen’) were characteristic of this register of
language. Two other respondents mentioned prosodic factors, such as “intonation in the
words” (“unTonanus B gymure”) and the “specific rhythmics” (“crierudpurunara purmuka”)
of songs. Only two respondents mentioned content: one said, “there’s some history to the
song” (“uma ucropus B mecenTa’) and the other mentioned the presence of “mystical beings
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- nymphs, samodivas, etc. Aspects of the daily life of a village person” (“mucruunuTe
Cb37aHUS — HUMH, CAMOJWBH, U Ip. BUTOBU e/1eMeHTH OT JKMBOTA HA CEJICKHS YOBeK ).

One particularly striking result was the number of respondents who mentioned
“dialects.” In addition to the above comment referring to a “village person,” seven (exactly
half) of respondents referred to “dialects” or something described as “dialectal.” One
speaker, for example, mentioned “phrases and dialects, which creates uniqueness and
originality” (“¢ppasu, duanexmu, koemo [sic] co3dasa yHukanHocm u camobumHocm”). It
would seem that, for this speaker, “dialect” serves as an abstract shorthand for “dialectal
forms.” Several of the respondents, however, invoked the concept of dialect by mentioning
“dialectal words” (“muanexTHu nymu’). In some cases, responses to this question, such as
those mentioning word order, may have been influenced by the nonstandard traits that
respondents had just encountered on the survey. It should be noted, however, that only one
actual dialectal word appears on the survey: kaxce ‘says, which was found in the DIAL
prompt and actually represents a nonstandard grammatical aspect of an otherwise standard
root. In short, only the two instances of the lexemes dymam ‘say’ and moma ‘maiden’—which
are not actually regionally specific (see §4.1)—would have reminded speakers of the
importance of lexicon. Instead, it would seem that many had their own preconceptions that
“folkloric language” is marked by “dialectal” forms.

The Serbian responses to this question were noticeably different. Although there
were only seven responses, five mentioned archaisms, describing, for example, “older
expressions, old words, descriptions of old-fashioned names” (“stariji izraZaji, stare reci,
opisi starinskih imena”) and “if it sounds a little archaic and expressive but less oral” (“ako
zvudi po malo arhai¢no i zvuc¢no a manje govorno”). Interestingly, two comments specifically
mentioned archaic tenses: “the use of the aorist” (“upotreba aorista”) and “special tenses
(e.g. pluperfect, aorist)” (“odredena vremena (npr. pluskamperfekt, aorist)”), even though the
imperfect was the only nonstandard tense to actually appear in the survey.” Three
mentioned content, specifically naming “rituals, traditions, etc.” (“obicaja, tradicije, itd.”),
saying that songs “mark and represent the nation and its origins, as well as its philosophy,”
(“obelezavaju i predstavljaju zemlju i poreklo, kao i filosofiju”), and indicating that “what’s
most important is what’s being sung about” (“ali je najvaznije o ¢emu peva”). Only one
speaker alluded to the idea of dialect, simply including within his longer response the word
“jjekavian” (“jjekavica”). Overall, Serbs seemed to have more of a sense that folklore’s
authenticity is found in its timeless wisdom and reflection of older linguistic and cultural
norms, but, unlike Bulgarians, did not seem to equate “folklore” with an (imagined)
ruralism.

These comments come from a fairly small set of surveys and, of course, do not
necessarily reflect the beliefs and impressions of all speakers of Bulgarian and Serbian. But
they do point to an apparent difference in the qualities both groups feel to be most
characteristic of what makes the language of their folklore special.

6.1.7. Survey: Conclusions

102. It is worth noting, however, that this variable on the survey was the only one to receive a fairly high
folklore score, and it is, in fact, the most straightforwardly archaic one as well.
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The results of the survey were undoubtedly telling. The data show that speakers of
Bulgarian found prompts marked with experimental variables to sound more folkloric than
their unmarked counterparts. Results were significantly less distinct in Serbian; this points
to a disparity in the way Bulgarian and Serbian mark a shift into folkloric speech. Written
comments from respondents also pointed to some different ways in which Bulgarian and
Serbs conceptualize folkloric language in an abstract sense.

However, the particular survey carried out was sufficient only for making general
observations rather than precise, large-scale statements. Indeed, it would be virtually
impossible to assess the stylistic impact of grammatical variables on speakers without
allowing respondents to be influenced by the semantic contexts in which these variables
were found. This is clear from the wide disparity between the results of some individual
prompts containing identical grammatical variables shown in Table 2 and Chart 2 for
Bulgarian, and, in particular, Table 6 and Chart 4 for Serbian. Comments from consultants
painted a similar picture. For example, one consultant in Banja Luka did not have her
reading glasses but still expressed a strong desire to participate, and I agreed to read the
prompts out loud and mark the answers for her.” When I read her the line ‘Mila was
carrying the milk, she asked, “Who was carrying the milk?” I repeated, ‘Mila was carrying
the milk, and she said “Aha, Mila. Very folkloric.” Similarly, one young man in Sofia was
commenting to himself as he completed the survey and read the line, ‘Stoyan watered the
sheep. He remarked out loud, ‘Well, if it’s about sheep, that means it’s folkloric.

Indeed, it would seem that some lines simply sound more folkloric than others, and
the grammatical specificities that make them up are only a minor factor. As mentioned
above, certain prompts were more likely to garner high folkloric ratings than other similar
forms. But many linguistic traits themselves seemed to have a strong stylistic effect only in
certain lines. This can be seen in the wide disparity between the folkloric scores between the
two prompts in the Serbian data in Table 8 and Chart 4. For example, looking at the data for
the SOV trait, one prompt, ‘Jovan reads a letter, had almost the same responses regardless
of the order in which the words appeared. However, the other prompt, ‘Nikola sings a song,
received a significantly higher folklore score when it appeared in experimental word order
than in its control form. The reasons underlying the differences in these responses would be
impossible to tease out entirely, and could only be minimized with a much larger-scale study
consisting of a large number of unique prompts.

Certainly, a study of such a size would have been ideal, and other modifications could
have made the results more telling. Because many consultants avoided extremes, marking
many prompts simply as “maybe folkloric,” either a more granular rating system or a simple
binary of “probably not folkloric” and “probably folkloric” ratings might have led to more
distinct results. It is also possible, of course, that the particular order in which prompts
appeared on the survey affected scores. Ideally, prompts could appear in a random order on

103. Admittedly, my oral delivery of the prompts, which I attempted to do with maximally neutral inflection,
could have influenced the consultant’s responses. This was the only survey given where consultants did not
read the prompts to themselves, and I do not believe that its results differed from the rest of the pool as a
consequence.
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each survey; with paper-based surveys, however, this would have made scoring an
impossibly arduous task. And certainly, there were many more traits I had hoped to test;
perhaps a larger-scale version of this study might be conducted to assess the effects of
factors such as the appearance of stress marks, marked use of the word oste, the negative
antithesis, and so on. Clearly, there is more one could discover with the appropriate
resources.

At the same time, this survey helped to form an important part of my understanding
of the “folklore register.” Although its results were more impressionistic than definitive, it
supports the idea that many of the nonstandard features found in the songs in my study do,
in fact, function for speakers of Bulgarian as markers of folkloricity, and that, on the other
hand, analogues in Serbian for the most part do not.

6.2. Comparative Corpora

The information provided in the survey by native speakers was incredibly valuable
and pointed to the readiness with which particular linguistic features can trigger the feeling
that a song belongs to the “folk.” Even though the passages in the study were created by a
non-native speaker working in the twenty-first century (i.e. me), the presence of some of
the particular linguistic markers identified earlier was sufficient to convince many speakers
that the passages could have come from a folk song. It would seem that the appearance of
particular linguistic features in a text is as important for creating a particular stylistic
assessment in a speaker’s mind as are the actual origins of a text.

However, [ was also interested in seeing how closely my findings would correspond
with data from older folk songs with a more thorough history of documentation (i.e., those
generally considered to be “traditional” and “authentic”)—that is, whether the features that
speakers identified as sounding folkloric in my survey were also those that most distinctly
characterized texts of the existing national canon. In other words, were speakers’
perceptions of the language of folk songs grounded in actual awareness of the linguistic
nature of these texts? In order to address this matter, I analyzed two corpora of songs,
referred to here as the “Comparative Corpora.” One, which I have called the “Preindustrial
Corpus,” was made up of texts that were gathered prior to World War II from various sites
around Bulgaria; they comprised a readily accessible body of texts transcribed from
anonymous individuals in rural settings—that is, exactly the type of singers that Bulgarians
feel represent the “folk.” I also examined the texts of a 1969 album from singer Lili [vanova,
a Bulgarian artist especially popular in the era of socialism. Balladic and lyrical, Ivanova’s
songs were generally modeled on Western musical structures, and, as a major national artist,
her stardom contrasted with the humble circumstances of most rural Bulgarians. This small
corpus, then, represented another type of control group of songs, which I refer to as the
“Popular Corpus.”

My assumption was that these two groups of songs would reflect markedly different
varieties of language. Presumably, the Preindustrial Corpus would contain most of the same
marked features that typified the socialist “folk” songs in my study. It was expected that the
songs in the Popular Corpus might contain some linguistic devices as well, but that they
could simply be attributed to the flexibility inherent in sung speech. More to the point, it
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would seem logical that the linguistic features that appeared in both the preindustrial and
socialist “folk” songs, but not in the works of popular music from the era, would be the
specific features that were not just poetic or lyrical, but decidedly “folkloric.”

6.2.1. The Preindustrial Corpus

At the outset of this study, it was my expectation that the unusual linguistic traits
identified heretofore appeared in the socialist songs because they were reminiscent of
features of pre-existing folk songs. To test this, I decided to find songs that were gathered
before the start of state socialism in Bulgaria, and which would be seen as prime examples
of Bulgaria’s folk song heritage to compare with these more newly composed works. I
assembled a Preindustrial Corpus consisting of works from BekogHo Haciedcmeo (“Age-Old
Heritage”), a collection of various folk texts edited by the great Bulgarian folklorist Mikhail
Arnaudov (1976). The entire series contains other types of material such as proverbs and
riddles, but the first two volumes contain hundreds of songs, none of which have anything
to do with World War II or the socialist era. In other words, their content can be seen as
representative of the “traditional” type of lyrical verse that Bulgarians generally find to be
representative of their national culture. Moreover, all of the songs in Arnaudov’s volumes
had been published previously in other collections, mostly in the C6opHuk 3a HapodHu
ymomeopeHus, Hayka u kHuxcuHa (Collection of Folk Lore, Wisdom, and Literature)
published annually by the Bulgarian Academy of Sciences. Because of this, | was able to
compare the original texts of the songs, many of which were published at the end of the
nineteenth century, with the versions that appeared in Arnaudov’s edition.

Overall, the Preindustrial Corpus was of modest size, but of but sufficient length to
supply a representative sample of texts from across Bulgaria that varied as to their location
of origin and theme. I assembled the corpus by selecting one song every 75 pages, given that
it was at least eight lines long. I also only used songs that were recorded inside the
boundaries of the present-day Bulgarian state (i.e. not from Serbia, Romania, or elsewhere),
and that had been originally published prior to 1941. In total, the Preindustrial Corpus
consisted of 20 songs of 437 lines total; the details of its contents can be seen in Appendix
B.

Indeed, the songs in the Preindustrial Corpus resembled in many ways the socialist
“folk” songs in the Traditional Corpus surprisingly closely. Almost all of the traits identified
in Chapters 2 to 5 appeared in this corpus as well, mostly at about the same frequency, and
there were even identical lines shared between the two corpora. It was quite clear that the
the types of songs of this earlier canon of folk songs had served as a model for the works
that made up the Traditional Corpus.

6.2.2. The Popular Corpus

While it was gratifying to see the same set of features identified in the socialist songs
recurring throughout the Preindustrial Corpus, [ wanted to be sure that these features were,
in fact, those of folk songs, and not just those that characterized sung language in Bulgarian
in general. To this end, I decided to compare my data with a group of songs from the same
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time period that would be as removed from the idea of “folkloric” as possible. Given
restrictions on time, and the scarcity of audio recordings of popular music from the early
socialist era in Bulgaria, I was unable to compile an extensive corpus of multiple artists and
albums, but because they were readily available online, I decided to work with the songs
that made up the 1969 album “Kamuuo” (“Camino”) by Lili Ivanova. Often referred to
jokingly as “the Bulgarian Cher” because of her aesthetic sensibilities and decades-long
celebrity status, Ivanova represents possibly the most successful and nationally recognized
recording artist in Bulgarian history. Although she originally hailed from the small
northeastern town of Kubrat, the celebrity that Ivanova has attained and the close
associations Bulgarians have between Ivanova’s songs and her persona as an individual
performer are sufficient evidence that her works should clearly not be considered folk
songs.*

This album represented a small but sufficient body of textual material in which to
search for marked linguistic features. The title track, one of Ivanova’s signature songs, is
sung in Spanish (“Camino,” ‘Road’) and was not included in the corpus, but the rest of the
album is in Bulgarian. All in all, the corpus was made up of 304 lines total (some of which,
however, are repeated choruses and refrains). As the work of one performer from only one
album, “Kamuuo” (“Camino”) can certainly not be said to represent the entirety of popular
music during the socialist era; however, it did provide a ready corpus for comparison.

More to the point, the album was large enough to display several specific linguistic
features, many of which I had already begun to suspect were more generally “lyrical” than
“folkloric.” Most common were instances of noun-adjective word order. There were fourteen
such phrases, such as:

(6.5) cBHSA I'bIGOK
stinja dulbok
sleep-DEF deep
deep sleep

which were found throughout eight of the ten songs that made up the corpus. There were
also a number of times in which verbs came at the end of the line without the apparent
motivation of rhyme or focus, as in:

(6.6) Tos TUIaMBK CEHKUTE IUIETe
Toz plamik senkite plete
this flame shadows weaves

104. Of course, many of the songs Ivanova recorded were written as collaborations with others; the names of
these individuals would generally not be familiar to the wider public. Thus, in a way, the works are those of
a semi-anonymous, collective authorship. One might also consider the fact that many of Ivanova’s songs are
likely as familiar to the Bulgarian public today as any “traditional” folk song might be. These facts point to
the idea that the line between “folk” and “popular” is not always so distinct. Nonetheless, these songs do
ultimately have a documented point of origin and, more importantly, are not thought of by the public as
“folklore.” As this study focuses on the perceptions of speakers, the defining point for my work is whether
speakers think of something as “folkloric,” and Lili Ivanova’s works, for them, would definitely not be.
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u OpeBHa HWCTHHA Ppa3KpUBa
i drevna  istina razkriva
and ancient truth uncovers

This flame weaves shadows / and uncovers ancient truths.

Both of these word order patterns seem to be acceptable and common in lyrical verse.
Additionally, instances of the “poetic elision” described in §2.4.2 appear, as in mos (in place
of mosu), ‘this’ and motima (in place of mosama), ‘my. All of these traits appeared regularly
in the March Corpus and even in poetry of the National Revival period. This should serve as
even stronger evidence that the traits are not particularly folkloric but rather types of general
poetic ornamentation.

Otherwise, there were only a few other phrases that contained traits similar to those
described in the the previous chapters. In one song, the lyrical subject address an inanimate
object, the wind, as in:

(6.7) Betpe MOH, MOM CaMOTHHUKO
Vetra moj, moj samotniko
wind-vOC my my loner-voc
Oh, my wind, my recluse

As was explained in §5.1.1, the marking of inanimate nouns is sometimes said to be “archaic,’
but more likely is that it is not used in everyday contemporary speech simply because one
rarely has the need to address inanimate objects and abstract phenomena. Moreover, the
vocative forms here are not of the line-medial type that seems most visibly to distinguish
folk songs. One song also uses evidential forms, but in a context where they emphasize
unwitnessed actions that took place long ago; that is, their function is much closer to the
prototypical use of such forms in the standard language. Neither of these features seems to
be used in the same way that they appear in folk songs.

While the corpus was not very large, it was entirely bereft of almost any of the
features identified in Chapters 2 to 5. Thus, it seems to have served its purpose well as a body
of texts for comparison.
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Chapter 7

Assessments of Specific Linguistic Factors

This chapter deals with the extent to which the features described in Chapters 2-5 are
in fact emblematic markers of folkloric language. It seemed possible that some of these
features would have been found in the texts for reasons other than those of stylistics, and
others could have simply been features of Bulgarian lyrical language in general. Reactions
to a number of these traits were tested in the survey described in the previous chapter, and
their patterning was also tracked in preindustrial (“folk” but not socialist-era) and popular
(socialist-era but not “folk”) songs. The synthesis of these various approaches produced a
clearer picture of exactly which traits seemed to be most typical of folk songs specifically
and how emblematic of folklore each one was.

The following section discusses the orthographic, morphological, syntactic, and
structural features that were presented in Chapters 2 to 5 and included in the survey for
Bulgarian and, where relevant, Serbian. Of course it would be simplistic and imprecise to
state categorically that certain traits are or are not part of the typical linguistic register of
folk songs. Rather, this section attempts to present an impressionistic analysis of what
devices seem to be most closely tied to the the idea of the language of Bulgarian folk songs.

7.1. Phonology
7.1.1. Dialectal Phonemes and Stress Marking

As was discussed earlier, it is difficult to comment on the underlying phonology of
songs that are available only in written form. More legitimately, one can make statements
about the orthography of a text and attempt to evaluate the extent to which it permits the
reflection of nonstandard phonological traits that may have been present in an original oral
performance. With respect to the socialist texts, one regularly encounters dialectal variants
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of Common Slavic jat; otherwise, there are only sporadic instances of other dialectal traits,
stress marking, and the elision of letters representing individual phonological segments.

Of course, without access to original audio recordings of these songs (except for those
of the Popular Corpus), one cannot know the extent to which editors shaped the
representation of the phonology of songs with their orthographic decisions. In fact, it would
seem that this process might have been quite extensive. The songs in the socialist corpora
use, for the most part, fairly standard orthography, with the occasional exceptions
mentioned above; thus, one cannot tell whether singers themselves would have been singing
in standard language and employing dialectal traits seemingly at random, or whether
editors had standardized the language, but to an incomplete extent.

Evidence from the Preindustrial Corpus, however, suggests that the songs in the
socialist corpora were, in fact, likely fairly heavily edited. As was described in §6.2.1, the
Preindustrial Corpus consists of texts randomly selected from two volumes of folk songs
assembled and republished by the prominent folklorist Mikhail Arnaudov (1976). Overall,
the orthography of these songs is relatively standard.” Essentially, one sees nonstandard
/e/ variants of jat in five songs (all in texts collected in areas where such a variant would be
expected), and there are a limited number of other dialectal phonological realizations.
Figure 7.1 lists these traits and the number of texts in which they are found; all such traits
appear in texts collected in regions where the trait would be expected in local dialects.
Otherwise, the orthography mostly follows the norms of standard Bulgarian.

/e/ > /a/

/ol >/e/

inserted jer > /a/

/v/>/of

v/ > [uf

/ol > [a/

/ve/ > /N'e/, [ne/ > [n'e/

tif > /k'/

4l > 13/

ftil > /¢/

/n'/>/n/

/ka/ > /k'a/

o/ >[4/

/di/ > /zd/

lel/>[if

/el >/['o/

N> /el/
Figure 7.1
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However, when one examines the original volumes from which Arnaudov selected
texts for republication, it is clear that the texts had undergone a thorough reworking of the

105. To be sure, they contain noticeably more dialectal lexemes, especially those of non-Slavic origin, than
the socialist songs; consequently, some texts are rather difficult to understand on a first reading.
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orthography. The spellings of many words from the original volumes were changed to reflect
orthographic norms following the 1945 reform; thus, for example, do6bina ‘received’ was
changed to do6una, dvweprx ‘daughter’ to dsweps, 6% ‘in’ to 8, and so on. Moreover, pre-
reform spellings in the original publications still used the traditional jat letter (), which in
Arnaudov’s version had been changed to s or e depending on the expected realization of jat
in the dialect of the song.

All of these changes would have been made in the republication of any older text
following the reform, with the exception that, for a standard-language text, one would spell
reflexes of jat in accordance with the standard language. However, the editorship also
apparently made other changes that resulted in the texts assuming a more “normal”
appearance. Reduced vowels from the original texts were spelled as they would be in the
standard language, such that dymawu ‘he was thinking’ was rewritten as dymawe, ymkak
‘since’ as omkak, and so on. Similarly, spellings used to represent underlying voicing
assimilation and palatalization were standardized, such that wed6a ‘walk’ became wemo6a
and mypaxme ‘we were putting’ became mypsaxme. In addition, stress markings were
removed entirely, even from songs that in their original version featured it over nearly every
word—often in nonstandard positions.”® But moreover, almost all of the interesting
dialectal reflexes were removed. Thus, what appeared as paka ‘hand’ in the original
transcription was normalized to poka, obliterating the visibly southwestern reflex of the
first vowel in the word. As a result of these changes, the texts in Arnaudov’s volume end up
looking decidedly less distinctive.

Thus, it would seem, the editorial process involved in the publication of folk songs at
this time was clearly one of purification: it is likely that editors of the socialist texts, like
Arnaudov, were intentionally taking at least some dialectal features out of song texts. One
cannot know exactly how the songs in the socialist corpora originally sounded in the
moment of their ostensible performance, but assuming that the process of their publication
was similar to that of the older songs that were republished under socialism, the songs in
their original forms would likely have contained more dialectal sounds than were ultimately
printed.

The inconsistency with which the editing process was undertaken, then, is most
curious. Both the Preindustrial Corpus and the socialist corpora contain similar dialectisms
with comparable frequencies. Essentially, it seems, only certain nonstandard features were
“permitted” in these songs. Dialectal forms of jat were apparently completely acceptable.
The texts that Arnaudov republished originally used the phonologically ambiguous jat
character: for example, the word empHa ‘faithful’ in an original text could have been
pronounced as eepna or espHa depending on a speaker’s dialect. When Arnaudov
republished these texts using only post-reform letters e and 5, he and his editors consciously
made the choice to use nonstandard e in all texts where this reflex would be expected. Thus,
western e jat variants were apparently a feature that did not need to be excised and, in fact,
were embraced, even when standardizing a dialectal text for a national audience.

At the same time, other dialectal features occasionally slipped through the cracks.
Just about every song in the Preindustrial Corpus contains one or two instances of a

106. It remains over words in two instances solely for the purpose of disambiguation of homonyms.

219



dialectally distinctive phonological reflex. It would seem that these forms were retained only
when they would not lead to confusion. For example, the dialectal form 6a4Ba is unclear on
its own, but when one sees it in the phrase “6auBa BuHo yepBeno” (“a barrel of red wine”) it
is clear that it is simply a dialectal variant of 6susa ‘barrel’ These forms are present to a large
enough extent that is obvious that their retention was conscious, but, given the way in which
the texts are otherwise cleaned up, it seems that such variants were allowed to remain only
as a bit of “safe” stylistic decoration. In both the socialist corpora and the Preindustrial
Corpus, with the exception of alternate jat forms, dialectal reflexes and stress marking are
minimized to produce a relatively orthographically standard set of texts.

».1.2. Dialectal Jat Variants

Given the regular appearance of nonstandard reflexes of the jat vowel in the texts in
this study, it seemed that they might be thought of as an emblematic part a folkloric
language. Therefore, the Bulgarian versions of the survey included prompts, shown in the
chart below, containing standard and nonstandard reflexes of this variable. The survey
showed that the nonstandard /e/ reflex of etymological jat is an important sociolinguistic
marker.

Control Experimental

Prompt 1 TOBA JIATO TOBA JIETO
this summer this summer
Prompt 2 OH3W CHAr OH3MU cHer
that snow that snow
JAT

Bulgarian Folklore Score: 100.3

Nonstandard forms of jat received one of the highest folkloric scores on the Bulgarian
survey. As has been stated earlier, these forms are extremely common in spoken Bulgarian,
and ekanje (the use of /e/ in place of standard /’a/) is denounced by prescriptive
grammarians; many people are highly aware that such forms are nonstandard. Individuals
from Sofia, where this survey was conducted, are probably particularly conscious of the
nonstandard quality of these forms, in that they are more common in Sofian speech
(Angelov 1999:127).

Ekanje is an important sociolinguistic marker in Bulgarian. The presence of such
forms in an individual’s speech is often taken to be an indicator that he is uneducated or
blue-collar. Such characters in television shows and movies generally use these forms, but
they can appear in writing too. For example, a farcical book that is presented as a collection
of narratives by Bulgarian Prime Minister Boiko Borisov uses forms with ekanje to
characterize the politican as a gruff and unintelligent boor. This can be seen in one chapter,
which contains an epigraph with a translated quotation from Aristotle and a response by
“Boiko Borisov™:
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(71) BsipBaM B HEBB3MOXXHOTO, KOETO MU 3By4Yd YOEJUTEHO, U TO MPESIOYUTAM Ipes,
BB3MOXKHOCTTA, KOSTO He Me yoexaBa!
- Apucroren

Hema HeBB3MOXHM Hellla, ApuctoTese!
- boiiko b.

I believe in the impossible, which to me sounds convincing, and I prefer it to the
possibility, which doesn’t convince me!
— Aristotle

There ain’t no impossible things, Artistotle!
- Boiko B. (Mitev et al. 2011:37)

In the first quotation, the word espsam ‘I believe’ contains the standard reflex of
etymological jat, but the response from “Boiko B.” uses a dialectal form in the word Hema
‘there isn't. Ekanje is undoubtedly a linguistic feature that stands out to Bulgarians.

Because of the visibility of ekanje, speakers were probably particularly attuned to the
prompts on the survey that contained nonstandard jat forms. Given the expectations
speakers have that folkloric language is “dialectal” (see §6.1.6), they probably saw these
nonstandard forms as representative of rural or “folk” speech. This is why the forms had
such a high folkloric score.

Indeed, these forms do appear widely in folk songs. They are the one dialectal feature
that appears consistently, even in the texts edited and republished by Arnaudov. Ekanje
seems to be the prototypical feature of dialectal speech, and is both highly visible to speakers
and a regular part of Bulgaria’s published folk song heritage.

Prompt 1 ovog leta ovog ljeta
this summer this summer
Prompt 2 onog snega onog snijega
that snow that snow
JAT

Serbian Folklore Score: 24.8

The historical vowel jat also poses a major issue for the sociolinguistics of BCS, in
that BCS dialects are generally classified according to the reflexes of jat in the modern
linguistic system: in ekavian dialects, which are the standard in Serbia, one finds the vowel
/e/ in place of what was once jat, and in ijekavian dialects, the norm of Bosnian, Croatian,
and Montenegrin—as well as Serbian as spoken in Bosnia—one finds /je/ or /ije/. BCS epic
singers sometimes use different reflexes of jat within their songs, however (Kerewsky
Halpern 1977:128), so it seemed that variation these forms might be an interesting
phenomenon to test with the survey.
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It bears emphasizing that this matter is entirely different from the Bulgarian case,
however, where the use of dialectal forms of jat represents a deviation from the standard
language. In the Serbian case, testing ekavian and ijekavian forms meant, instead,
comparing the standard forms of two different regional variants: ekavian, the norm in
Belgrade, and ijekavian, the norm in Banja Luka. The folkloric score for this variable in
Serbian indicates the extent to which ijekavian forms were rated as more folkloric than
ekavian forms. This number is not exceedingly large, but it does indicate that, at least in
general terms, speakers felt ijekavian forms were more likely to have come from folk songs.

However, when one analyzes the responses of speakers from Belgrade and Banja Luka
separately, one can see that this disparity is mostly due to the reaction of speakers from
Belgrade, where ekavian forms are the norm. Figure 7.1 shows that, while Banja Luka
residents gave mostly similar assessments to ekavian and ijekavian forms, Belgrade residents
were noticeably more likely to rate ijekavian forms as “very folkloric” and less likely to
consider them “not folkloric.” Although residents of Banja Luka speak ijekavian, most
identify as Serbs and usually refer to their language as “Serbian.” They see themselves as
participants in Serbian culture and look to Belgrade as a cultural center; consequently, they
are regularly exposed to ekavian Serbian such that it sounds quite natural to them.

Ekavian ljekavian

Belgrade

Banja Luka
Figure 7.1

Citizens of Belgrade, however, are surrounded by ekavian speech and, in the post-
Yugoslav context, have relatively little everyday exposure to ijekavian speech; it is probably
most familiar to them from older epics and other ijekavian folk texts. Thus, for Serbs in
Belgrade, ijekavian has a greater marking as unfamiliar. Space precludes a more detailed
investigation here of how speakers of Serbian and BCS overall interpret the various reflexes
of etymological jat; however, given the potential for ekavian and ijekavian alternation in
Serbian folk texts and the fact that Serbs are more likely to rate ijekavian forms as “folkloric,”
it can be seen that variation in reflexes of jat potentially represents a significant marker of
folk language in Serbian as well.

7.1.3. Elision

It was suggested in §2.4 that two different types of elision characterize Bulgarian lyric
texts. The first is when particular vowels are dropped or consonant clusters simplified in
order to reflect the sounds of actual oral language. These forms appear in the Traditional
and Innovative Corpora, and they occur in the Preindustrial Corpus as well—in other words,
only in texts presented as having a “folk” origin. Presumably they are not a marker of
folkloric language specifically, but they simply represent an attempt to transcribe songs in a
way that conveys the phonetics of actual oral performances.
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The other type of elision is found in both folkloric and non-folkloric varieties of song
language. In section §2.4.2 this was described as “poetic elision,” in which certain vowels
and consonants are dropped from specific paradigmatic forms. In addition to the March
Corpus and Revival-era poetry, this type of elision was present in the Popular Corpus. It
could be seen in lines like mo3 naamosk cenkume naeme ‘this flame entwines the shadows’
(standard mosu ‘this’) and ue e 3emHa motima o6uu ‘that my love is of this world’ (standard
mosama ‘my’). Poetic elision is clearly an established stylistic device, but obviously not one
that characterizes “folklore” per se.

7.1.4. Phonology: Conclusion

Overall, it does not seem that phonology and orthography in printed texts play a large
role in conveying the idea of folkloricity to a national audience. The elision of letters from
complex syllables presumably occurs to represent the details of oral speech, and some
dialectal features are allowed, but only to a limited extent. The one major exception is that
of /e/ for jat, which is not only common in printed folk texts but a highly visible feature to
speakers. Otherwise, folk texts published for national, popular consumption are presented
in a relatively “clean” and easily comprehensible form; phonology and orthography would
not seem to play a large role in the types of devices used to make a text sound “folkloric.”

7.2. Morphology and Syntax

Whereas the place of phonological and orthographic features in the stylistic makeup
of folk texts is fairly weak, morphosyntactic features are much more visible and regularly
encountered. Several such traits characterized both the socialist folk corpora and the
comparative Preindustrial Corpus; data from survey respondents also show that many of
these features are particularly salient to speakers as features of folkloric language.

7.2.1. First-Person Plural Verbal Endings

Control Experimental

Prompt 1 HWe yeTem HWe yeteme
we read we read
Prompt 2 HUe TbpCcuUm HUe Tbpcume
we seek we seek
1PL

Folklore Score: 17.0

The first-person plural present -me ending, which appeared in a number of the
socialist texts, would seem not to be closely linked with the idea of folkloric language.
Although still considered nonstandard, the -me ending on first-person plural verbs has
spread widely in today’s language. Although they are often reminded by prescriptivists that
such forms are nonstandard, most speakers apparently do not find them to be folkloric
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either. These verbal endings were tested on the Bulgarian version of the survey, but they
received the lowest overall ratings of folkloricity and the lowest folkloric score of any trait
tested.

Moreover, the patterning of these forms in the various corpora shows that they occur
outside of strictly folkloric texts. They appear in all corpora besides the Popular Corpus,
including the individually authored march texts. These forms seem to be a substandard
variant that is nonetheless freely permitted within the relatively flexible framework of lyrical
language.

7.2.2. Synthetic Dative Forms

Control Experimental

Prompt 1 nage Ha Cawo wuweTto TA gage Cawo wuweTto
gave to Sasho the bottle she gave Sasho the bottle
Prompt 2 AaBa Ha TaHA KpasaTa TOM paBa TaHA KpasaTa
gives to Tanya the cow he gives Tanya the cow
DAT

Folklore Score: 39.7

In §3.2 I described the appearance in the corpus of several forms in which indirect
objects had no case marking and no preposition, but I was uncertain how contemporary
speakers would respond to these phrases, which reflected the syntactic (but not attendant
morphological) patterns of older Bulgarian. Therefore, I decided to test similar forms on my
survey. Experimental phrases contained indirect objects not marked with the usual
preposition Ha ‘to’ (and with an extra subject pronoun so that both versions of the prompt
contained the same number of syllables). These forms received a fairly low folklore score,
and it may be that they simply confused my informants. One would-be respondent,
frustrated with the nonstandard language in several of the prompts, crossed out several
forms that he declared were “garbage” (“6oxyx”) and declined to complete the survey; the
experimental prompt of this trait was one of the ones he objected to. Another speaker had
marked several forms, including the experimental dative form, as “incorrect” (“rpemrso”)
The survey results indicated fairly clearly that this is not a device that many speakers are
familiar with.

Moreover, corpus results show that these forms appear to be truly anomalous, since
there were no instances of them in the comparative corpora. They are certainly curious from
the viewpoint of the contemporary language, but they are obviously not key elements of
folkloric language.
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7.2.3. Lack of Morphological Definite Marking

Control Experimental

Prompt 1 Mmame xybaBa Kblua / B KblaTa MMa TP CTau Mmame xybaBa Kblua / a B Kbla MMa Tpu CTamn
We have a nice house / and in (the) house are three
We have a nice house / in the house are three rooms rooms
Prompt 2 HaBbH MMa CTapo AbpBO / Ha AbPBOTO MMA NTMLA HaBbH MMa cTapo AbpBo / a Ha AbPBO MMa NTUUA
Outside there's an old tree / and on (the) tree thereis a
Outside there's an old tree / on the tree there is a bird bird
DEF

Folklore Score: 42.3

The lack of a definite article on semantically definite nouns seems to be a widespread
pattern in folk songs, even if it is apparently not one of the most visible to speakers. This
trait was tested in the survey with prompts containing two lines: one introduced a noun as
a topic, and the second contained an articulated form of the noun in control versions and
an unarticulated form in the experimental prompts (with an extra conjunction a ‘and’ to
keep the syllable counts the same). Overall, the experimental forms of these prompts
received the second lowest total percentage of “folkloric” ratings from speakers, and the
feature had the fourth lowest folkloric score. To some extent, this may have been affected by
the thematic content of the prompts, especially the first: since it describes rooms in a
house—not a common topic of folk songs—speakers may have had trouble finding even the
marked version convincingly folkloric. More significantly, however, the experimental forms
are not unambiguously ungrammatical if the ‘house’ and ‘tree’ in the second lines are
understood to be newly introduced topics. In short, the survey failed to elicit reactions
showing that definite forms without articles are clear markers of folk songs.

Nonetheless, this feature was common in the Traditional Corpus, and it was found to
occur with similar frequency in the Preindustrial Corpus; 17 unique forms in nine songs in
the latter corpus met the definition of an unarticulated definite form as defined in §3.3. In
fact, this number was quite significant: most songs are characterized by a relatively fast pace
in which new subjects and themes are constantly being introduced. Consequently, there are
fewer nouns appearing as recurring topics (and, therefore, semantically definite) than one
might expect; in fact, there are very few articulated semantically definite nouns with which
they could be contrasted. Nevertheless, while this feature might be hard to test on a survey
and difficult to quantify in terms of a precise frequency, it does appear to be a characteristic
feature of traditional verse in Bulgarian, likely one that reflects the way lines of a text
appeared before the grammaticalization of the definite article.

7.2.4. Archaic Case Marking
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Control Experimental

Prompt 1 4anun ca ro Ha Mutbo 4anun ca ro Ha Mura
they gave it to Mityo they gave it to Mityo
Prompt 2 NoKas3a/ ro e Ha lNeHyo NnoKasan ro e Ha lNeHya
he showed it to Pencho he showed it to Pencho
CASE

Folklore Score: 59.9

In Bulgarian, case marking (primarily on personal names) seems to be a genuine
feature of folk songs as well as one that is recognized by speakers as emblematic of the genre.
Respondents on the Bulgarian survey found case marking on nouns to be moderately
folkloric. In assessing this trait, | used unmarked control prompts with noun objects
without case endings, and experimental prompts in which objects had endings. For both
prompts, [ used personal names as the objects because, throughout the development of the
Bulgarian literary language, these nouns retained this marking longer than other nouns. It
is possible, of course, that some educated respondents may have been aware of this fact and
seen the forms more as relics of older literary texts than those of folk songs, but in any case,
the forms still appeared to be resonant for many respondents and received a moderate
folkloric score.

Case forms had appeared in the Traditional Corpus, and they were found in wide use
in the Preindustrial Corpus as well. Nine out of 20 songs featured personal names with case
endings, and one more had the dative form of an inanimate noun, 6ocuaxy ‘basil. In fact,
there were minimal instances of personal names without case marking; clearly, case
marking was the norm for personal names appearing in oblique position in this corpus.
Curiously, for indirect objects, there were several instances of both old dative forms as well
as names with oblique (etymologically accusative) endings appearing after the preposition
Ha ‘to, both of which were valid constructions for indirect objects during the development
of the language.

Case marking on nouns, particularly on personal names, is not limited to the
language of folklore; it also appears in Revival-era texts with which many educated
Bulgarians would be familiar. However, it seems to be a characteristic grammatical device in
folk songs and is also apparently well recognized by speakers.

Prompt 1 Vidim tamo mladog Branka Vidim tamo mladi Branko
| see there young Branko | see there young Branko
Prompt 2 Ubili su starog Marka Ubili su stari Marko
They killed old Marko They killed old Marko
NOM ACC

Folkore Score -6.9
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Prompt 1 Moj brat Ivan mi je rekao Brate lvan mi je rekao

My brother Ivan told me (Oh) brother Ivan told me
Prompt 2 Moj brat Milos tako kaze Brate Milos tako kaze
My brother Milos says so (Oh) brother Milos says so

VOC NOM
Folklore Score 3.2

It is of course not possible to test an analogous trait in Serbian, as nominal case
marking is not an aberration but rather an ordinary fact of Serbian morphosyntax. As other
phenomena related to case marking, however, I decided to test on the survey two
nonstandard morphological substitutions that occur in Serbian epic songs. One concerns
the matter of the substitution of nominative for accusative forms, which is sometimes used
when a singer needs to use a masculine form with one fewer syllable (Skendi 1953:343). The
control forms of this prompt showed ordinary accusative marking on direct objects, but the
experimental forms used nominative marking; in order to ensure that the metrics would be
identical between control and experimental prompts, [ used masculine names ending in -o,
which would have two syllables in both nominative and accusative prompts. The other trait
tested involved the substitution of vocative for nominative forms, which occurs in epic
poetry (Alexander 2006:304) in instances where singers need an extra syllable. To test this
feature on the survey, I used experimental prompts in which vocative forms occurred as
subjects, and control forms with nominative subjects (and an extra word ‘my’ so that
prompts had equal numbers of syllables).

As it turned out, both of these traits received more or less null folkloric scores.
Although both could certainly be found in actual folk texts, it seemed that contemporary
speakers encountering these forms in isolation simply found them to be nonsensical,
“wrong” Serbian. Thus, while archaic case marking is a resonant feature of Bulgarian folk
language, nonstandard morphologically marked forms in Serbian—at least, out of context
on a survey—do not evoke the same reaction.

7.2.5. Archaic Future Tenses

Control Experimental

Prompt 1 e suguTe e aa sugute
you will see you will see
Prompt 2 e Tbpcute e Aa Tbpcute
you will look for you will look for
FUT
Folklore Score 113.8
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The archaic future tenses present something of an interesting problem in that their
resonance with speakers as folkloric is apparently very high, but the actual rates of their
appearance in song texts is relatively low.

On the survey, speakers were presented with prompts in which control forms used
standard future constructions with the typical uninflecting particle we, and experimental
forms used archaic constructions with the same particle we but with an additional
subordinating particle da. Clearly, speakers recognized these archaic experimental forms as
marked; they had the second highest folkloric score of any trait.

However, the archaic forms are fairly rare in actual folk texts. Archaic future forms
appeared in a number of texts in the Traditional Corpus, but no archaic variants of any type
(see §3.5.2) appeared in the Preindustrial Corpus. There were, in fact, a number of standard
future constructions in this latter corpus (sometimes with dialectal variants ue or we instead
of we), so the absence of these marked forms was not a question of minimal need to use
future constructions in general. Looking through lines beyond the first 25 of the songs that
made up this corpus, it was possible eventually to locate nonstandard future forms with we
da, often appearing in tandem with standard forms with just we. Archaic and standard
future forms also occurred in apparently free variation in the socialist songs. This indicates
that, at the time these songs were composed, singers were surely using the contemporary
construction in their own speech, but nonetheless were aware of the optional we da
construction. This archaic future was clearly not the norm, however.

It is quite possible, then, that the respondents on the survey simply responded to this
device because they were familiar with it as a marked archaic form. As noted above, it occurs
relatively rarely in actual folk texts, which suggests that it may have actually been
reemployed in the socialist corpora more frequently than is typical of traditional songs
because of stylistic reasons. Because this construction is found in many older written works
of Bulgarian literature, it not only captures something of the marked language of folk songs
but also conveys the sense of antiquated grandeur inherent in Revival-Era texts. This is
probably why speakers reacted so positively to these forms, and why, even if they were not
the most characteristic forms of folk texts, these forms continued to appear in the newly
composed works.

Prompt 1 ¢e da trazi e traziti
will look for will look for
Prompt 2 ¢e da slusa ¢e slusati
will listen will listen
FUT Serbian

Folklore Score -52.3

While in Bulgarian song texts, one can mark the future tense either using a standard
form or one of two types of archaic constructions, there are also two ways to form the future
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tense in Serbian, but both are used in the standard language.”” Both use an inflected form
of the verb hteti (htjeti in ijekavian) ‘to want/will, accompanied by either an infinitive or by
a clause with subordinating particle da and a conjugated form of the main verb. In Serbian,
forms with the infinitive are generally marked as more literary, and those with da-clauses
are more common in the everyday spoken language. Thus, unlike the alternate forms in
Bulgarian, both constructions in Serbian are valid and widespread in the contemporary
language. Nonetheless, I was curious to see whether they might have different stylistic
markings for speakers as concerns the concept of folklore.

Future constructions with infinitives occur regularly in BCS epic songs, and, in that
such constructions differ from the da-clauses that characterize the everyday spoken
language, it was originally expected that speakers might rate future forms with infinitives as
more folkloric than those with da-clauses. As such, the survey treated forms with da-clauses
as control forms and those with infinitives as experimental. In fact, the results were
completely contrary to these expectations: on the whole, speakers overwhelmingly rated da-
clause constructions as more folkloric, which resulted in a substantial negative folkloric
score. It is possible that prompts with infinitives simply reminded speakers of the higher-
style, non-folkloric literary texts that they encounter every day. The infinitive is formally the
more conservative construction, and in this case, its use probably awakened the idea of a
literary rather than folkloric text. It is possible as well, however, that the prompts confused
respondents: because they began with enclitic forms (ée ‘will) which cannot ordinarily be
clause-initial, some speakers may have discounted the validity of the prompts. The initial
impression here, however, is that future constructions with the da-clause are seen by the
average speaker as more likely to be found in folklore.

7.2.6. Clausal Clitics

As was described in §3.6, the question of nonstandard clitic phenomena is twofold:
it concerns both the position of clitics in a line and the effects on clitics when the negative
particle is required to precede the verb directly. Both of these phenomena seem to be
resonant with speakers as devices linked with folklore.

Control Experimental

Prompt 1 CU/IEH BATBHP O OTKBPLUM CUJ/IEH FO BATHP OTKBbPLUM
a strong wind broke it off a strong wind broke it off
Prompt 2 TWA XOpa ca OT TyKa TWA ca Xopa OT TyKa
these people are from here these people are from here
CL POS Bulgarian

Folkloric Score: 50.9

107. There also exists another type of construction, the “exact future,” but it occurs in much more restricted
contexts and is irrelevant to the discussion at hand.
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Prompt 1 jak vetar ga lomi jak ga vetar lomi

a strong wind broke it a strong wind broke it
Prompt 2 ovi ljudi su odavde ovi su ljudi odavde
this people are from here these people are from here
CL POS Serbian

Folkloric Score: 8.8

One trait tested in the Bulgarian survey was the marked word order found in lines
with so-called “clitic detachment,” where clitics occur in prosodic second position in the
line, separated from their verbs. This word order violates the rules of standard Bulgarian,
but it is extremely common in folk texts; indeed, in such contexts it seems almost to be more
the rule rather than the exception. It occurred widely in the Traditional Corpus and it was
found extensively in the Preindustrial Corpus as well. In the latter case, it was found in 51
lines within 15 of the 20 songs. This is a tremendously large number of examples in a
relatively small corpus.

Participants in the survey did find these types of lines to sound folkloric, although to
a less overwhelming extent than I had expected given the form’s ubiquity in song texts. On
the survey, control forms contained a clitic after a noun-adjective phrase and before a
predicate, and in experimental forms the clitic interrupted the noun-adjective phrase.
Overall, speakers did rank these forms as more folkloric, although the other trait involving
clitics had a much higher folklore score. It is possible that, as with other prompts, the
language of the experimental forms so violated speakers’ senses of the basic rules of the
language that they simply didn’'t know how to react to such forms.

I tested the same phenomenon in Belgrade and Banja Luka as well. In Serbian, these
clitics also usually appear in the standard language following the noun phrase—i.e., in a
syntactically (but not necessarily prosodic) second position; their appearance in second
prosodic position in the middle of the noun phrase would be more expected in Croatian. In
my survey, however, this factor had a negligible impact on speakers’ interpretations of the
lines. In fact, in one of the two prompts the marked position actually garnered a negative
folkloric score, meaning that, altogether, speakers found the control prompt to sound more
folkloric. Of course, because this word order is possible throughout the BCS linguistic
sphere, and is the preferred form in Croatian, it is perhaps not surprising that it did not
receive strong folkloric scores in Serbian. However, it certainly does seem to be an important
characteristic of folk songs in Bulgarian.
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Control Experimental

Prompt 1 TaKa He ce npasu TaKa ce He rnpasu
it's not done that way it's not done that way
Prompt 2 He My AaBaM HULLO He gaBam My HULLO
| don't give him anything | don't give him anything
NEG V

Folkloric Score: 102.9

Another major matter related to clitic phenomena concerns the the prosodic
requirements of the negative particle ne and its effects on the placement of clitics in the
line. This trait was tested in the survey as well. In control prompts, the negative particle
appeared in a standard position separated from the verb by another clitic, but the
experimental prompts featured a more typically western clitic order (in fact, the one
required in Serbian) in which the negative particle occurs immediately before the verb. For
one experimental prompt this meant that the clitic my came after the verb, and in the other,
the reflexive particle ce and the negative particle He occurred in the order opposite of that
which is standard.

Basic scores for the experimental versions of this prompt alone were only moderately
high, perhaps because the content of the phrases themselves sounded too much like
mundane topics from everyday conversation and not part of poetic narratives. The dramatic
increase between control and experimental forms for the NEG V factor, however, resulted in
the highest folkloric score of any of the traits involving word order. Many proverbs use this
word order; for example, negative gnomic statements or prohibitions in proverbs more often
than not have the ce ne word order (see §3.6.1.1). Most likely, speakers were familiar with this
word order from the proverb genre and have come to recognize it as a marker of folkloric
speech.

This word order was found a number of times in the Traditional Corpus, and it
appeared in the Preindustrial Corpus as well, as in lines like:

(7.2) Ye my  kepecte He CTUTHA
Ce mu kereste ne stigna
for him material NEG reached
but the building material wasn’t enough for him

Standard word order here would require:
(73) Ye  kapecre He My  CTHUTHA
Ce kareste ne mu  stigna

for  material NEG him reached
but the building material wasn’t enough for him
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This word order is noticeably nonstandard in the contemporary language, and, judging by
the response of my informants to prompts that used it as well as its widespread appearance
in both of these folkloric corpora, it would clearly seem to be a robust marker of folkloric
language.

The rules for clitic placement in the contemporary standard South Slavic languages
are generally seen as relatively invariable. However, the data from the survey and the various
corpora of songs demonstrate that such rules are not only somewhat fluid in folk texts, but
that the nonstandard patterns they produce can be salient markers of folkloric language.

7.2.7. Evidentiality and Evidential-Like Forms

The question of the role of evidential forms in song texts seems to be rather thorny.
Certainly, evidentiality does not function in these texts as it is said to in the standard
language, and it is probably true, as was proposed in §3.7, that the opposition in meaning
between +AUX and -AUX forms may be essentially neutralized in these texts. Beyond this,
however, it is difficult to make definitive assessments as to the role of evidential forms in
folk songs.

Although I did not test evidential forms on the survey, there were several instances
of them in the comparative corpora I later examined. One song in the Popular Corpus,
“Bostrckust Marictop” (“The Boyana Craftsman”), uses renarrated forms in one of the typical
contexts described in standard grammars: to create the feeling of temporal distance. First,
the song opens:

(7.4) B®BB paHHaTa yTpHUH MpoIisiBa KambaHa
1 OyiU CTapUTe CIIOMEHU
HMmano matictop BB bosiHa
HMMaJIo MaCTOP Ha UKOHU

In the early morning the bells begin [PRES] to sing out
and awaken [PRES] old memories.

There was [-AUX] once a craftsman in Boyana

there was [-AUX] once a maker of icons.

This song directly invokes the trope of “old memories” before switching into renarrated
forms for most of the rest of the song. The shift to the renarrated form appears clearly to
refer to memories of distant events and to underscore the fact that the lyrical subject of the
song did not witness these events directly.

In the Preindustrial Corpus, however, renarrated forms were found in four songs with
far less clear functions. In several instances, ~AUX forms or a cluster of ~AUX and +AUX forms
seem to present a background for the song. For instance, one song opens:

(7.5) Hmana mama, umaina,
IO IBaMa CHMHa O/IM3HaKa,
Crosin 1 Hukona gBamara.
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XpaHH ' MaMa, Masu I'y,
pacTHaxa, Ta mopacTHaxa |[...]

Mother had [-AUX], had [-AUX]

two twin sons,

the two Stoyan and Nikola.

Mama fed [AOR] them, kept them safe [AOR],
they grew [AOR], and grew up [AOR] [...]

The first line, which also appears in the Traditional Corpus, is a formulaic opening of many
folk songs (in fact, a quick perusal of almost any Bulgarian folk song volume will reveal a
song or two with this opening line). More importantly, however, it seems to present a general
background before the song introduces more dynamic and lexically specific verbs in the
indicative.

To the extent that there is any significance at all in the alternation between +AUX and
-AUX forms on the one hand, and indicative forms on the other, it seems that the former
introduce general background information while indicative forms describe dynamic action.
Although this usage has been described in the standard language, there has been little
attention paid to the phenomenon in folk songs specifically, and with so few examples from
the various corpora in my study, [ may well be seeing a pattern in a chaotic system that really
presents linguistic noise. Andreichin et al. (1977:271), for instance, simply say that, in folk
texts, “forms of the indicative and renarrated tenses are used interchangeably, without being
differentiated according to their meaning” (“bopmure Ha U3sIBUTETHUTE U TPEU3KA3ZHUTE
BpeMeHa ce yrnoTpe6siBaT cMeceHo, 6e3 [ja ce pa3rpaHU4aBar 1o cMucha’). In any case, the
distinction between renarrated and indicative forms in songs is not one of evidentiality in
the classical sense.

On the other hand, the alternation between +AUX and —AUX forms really does seem
to be one of essentially free variation. Andreichin et al. (ibid.) also note: “In addition to the
indicative and renarrated form of the aorist tense, one encounters in folk songs forms of the
past indefinite tense [+AUX forms], used in the manner of storytelling” (“Hapen c
M3sIBUTE/THATA U MTper3Ka3Hara ¢popMa Ha MUHAJIO CBBPILEHO BpeMe B HAPOJHHUTE MTeCHU Ce
cpeuiat ¥ GOpMHU OT MUHAJIO HEOTIPeIe/IEHO BpeMe, yroTpebeHu paskasBareHo”) and cites
the passage:

(7.6) Bnsizna e B Masia rpaJiviHKa,
HabpaJia LBeTe BCSKAKBO,
HAKUTH KUTKA IIapeHa.

She went [+AUX] into a small garden,
picked [-Aux] all kinds of flowers,
and bouqueted [AOR] a colorful bouquet.

This passage looks like many of the ones encountered in both my Preindustrial and
Traditional Corpora, in which +AUX and —AUX forms co-occur with seemingly no difference
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in meaning. Because the presence or absence of auxiliary verbs can change the metrics of a
line, and because the style of these songs may have been developed when the evidential
system was less systematically developed (see §3.7.3), it would seem that free variation in
the appearance or absence of auxiliary verbs in these forms is certainly a quality of folk song
language.

Scholars regularly mention evidential forms as a characteristic feature of folk
narratives, and it does seem that they can occur with some regularity in traditional styles of
folk songs. Because [ was unable to fit them into my survey, I do not feel justified in asserting
that the average speaker necessarily feels that they strongly convey the idea of folkloric
language, although I suspect that it is the case. Nonetheless, the parallels in the way
evidential forms are used between the Traditional and Preindustrial Corpora do indicate
that those composing folk songs in both periods seem to have had a sense of the relatively
free way in which evidential forms can be used in folk songs.

7.2.8. Noun-Adjective Word Order

Noun-adjective word order was found to be a surprisingly common phenomenon in
all of the socialist corpora I examined, including that of the march songs. For this reason, I
hypothesized that it was not necessarily restricted only to “folk” songs per se, but—given its
ubiquity in the Traditional Corpus—that it was at least a common feature of songs of such a
nature.

The comparative corpora confirmed with startingly similar statistics not only how
widespread noun-adjective word order is in songs but also how little the frequency varies
according to genre. As with the other corpora as described in §3.8.3, I counted adjective-
noun and noun-adjective phrases in the Popular and Traditional Corpora, and found that 16
out of 55 phrases with nouns and adjectives in the Popular Corpus and 22 out of 9o such
phrases in the Preindustrial Corpus occurred with marked noun-adjective word order.® As
can be seen in Chart $, this means that the Traditional and Preindustrial Corpora—which,
as songs of unrhymed lines of uniform syllable counts, are of the same style, and are
highlighted on the chart—do not pattern in a distinct way from songs of other styles. This
indicates that this syntactic phenomenon is not genre-dependent and, rather, seems to be a
feature of lyrical language in general.

Control Experimental

Prompt 1 3e/ieHaTa TpeBa TpeBaTa 3e/ieHa
the green grass the grass green
Prompt 2 CUHbOTO Hebe HebeTo CMHbO
the blue sky the sky blue
NA Bulgarian

Folklore Score: 54.9

108. To simplify the results, I did not count totals of nouns with various other types of modifiers.
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Prompt 1 zelena trava trava zelena

green grass grass green
Prompt 2 plavo nebo nebo plavo
blue sky sky blue

NA Serbian
Folklore Score: 18.3

When I tested this feature with native speakers, responses did show that Bulgarians
found this word order to remind them of folk song language. Noun-adjective word order
had a moderate folklore score, enough to indicate that the marked word order does indeed
carry stylistic marking. Given its ubiquity, I had expected this feature to be ranked somewhat
higher than it was, but it is clear that the placement of a mundane noun and adjective in
that order is enough to create folkloric associations for many speakers.

I was also surprised to find that the same was not the case with Serbian speakers,
particularly because this word order as a poetic feature is shared not only among Slavic
languages but seems to be derived from an Indo-European tradition. Together, the two
prompts on the Serbian survey received a much more modest folklore score than did the
Bulgarian prompts. But what was particularly interesting was that while one prompt, ‘blue
sky’ generated a modestly noteworthy folklore score of 40.1, the other, ‘green grass’ actually
received a negative folklore score of -3.4, which is statistically negligible. This means that,
on the whole, such speakers found ‘green grass’ with inverted word order to be just about as
folkloric as the phrase in standard order. It may be that this word order is more common in
folk songs with only certain noun phrases, and ‘blue sky’ happens to be one of them. In any
case, this feature does not seem to stand out in Serbian to the extent that it does in
Bulgarian.

7.2.9. The Imperfect Tense

Control Experimental

Prompt 1 CToAH Hanowu oBueTe CToAH noewe oBueTe
Stoyan watered the sheep Stoyan was watering the sheep
Prompt 2 Mwuna HaxpaHu NnuneTo Mwuna xpaHelwe nuneTo
Mila fed the chicken Mila was feeding the chicken
IMPT

Bulgarian Folklore Score: 19.2

The problem of imperfect verbs in Bulgarian describing seemingly punctuated
actions was mentioned only as a footnote in section 3.7.4, but at the time this survey was
created, it was foreseen as a potentially signficant trait that merited greater attention in the
study. Bulgarian folk songs frequently include lines in which an imperfect verb is used to
describe an action that, logically, would be seen not as durative or iterative (the basic
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meanings conveyed by the imperfect), but rather as punctuated (the basic meaning of the
aorist). For example, the very first song of the Traditional Corpus opens with the line:

(7.77 Mawma [parana crivipaiie /  criMpaiie % ST U TALIe
Mama Dragana spirase / spirase i ja pitase
Mama Dragana stop-IMPT  stop-IMPT  and her  ask-IMPT

Mama was stopping Dragana / was stopping her and was asking
and then proceeds into direct speech from Dragana’s mother. Later on, there is one line:

(7.8) [lparanka  myma Maiuu cu
Draganka  duma majci si
Draganka  said-AOR mother-DAT REFL
Draganka said to her mother

and then a long narrative from Dragana. Imperfect verbs in the former line would ordinarily
imply that the stopping and asking was repeated a number of times when, later on, Dragana
responded only once. But since the narrative seems to describe a conversation, it seems
likely that one would expect aorist verbs in the first passage. However, there were few other
equally clear examples of this phenomenon in the socialist songs.

A comparison with the Preindustrial Corpus, then, proved quite interesting. There
were five examples across four songs of phrases with imperfect verbs marking what would
seem to be a punctuated event; however, all of them used the word dymawe ‘was saying’ at
the end of lines that could be divided metrically into 3, 2, and 3, syllables. For example, one
line reads:

(7.9) HBanuo Ilenku Jymatie
Ivanco  Penki dumase
Ivancho Penka-DAT  say-IMPT
Ivancho was saying to Penka

Not only does the verb dymam seem to be a folklorically marked lexeme (see §4.1.1and §7.3),
but the 3-2-3 line meter (found in the line-medial vocatives and owe phrases described in
§5.1 and §5.2) and verb-final word order (see §5.8) also seem to be major folkloric devices.
This unusual use of the imperfect in such contexts, then, suggests that it might be tied to a
formulaic type of line.

It was decided to test this phenomenon on the survey, although it was not really
possible to show in a single-line prompt that a particular action should be seen as
punctuated. Nonetheless, prompts were created in which control forms had aorist verbs and
experimental forms had imperfect verbs. In fact, the overall folkloric score for this prompt
was relatively low; it was the second-lowest scoring trait, meaning that, in isolation,
Bulgarian speakers found imperfect forms to sound only slightly more folkloric than
equivalent aorist forms.
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This is probably not surprising, since there is nothing unusual about imperfect verbs
in Bulgarian; they are used widely in the contemporary language to mark durative or
iterative actions. It is probably for this reason that speakers did not feel that experimental
forms on the survey such as ‘Mila was feeding the chicken’ were particularly folkloric.
However, it is possible that imperfects for punctuated actions occur mostly with dymawe
‘was saying, or that a line-final imperfect verb might more closely match what seems to be a
specific formula, and that such forms would have yielded higher folkloric scores on the
survey. There does seem to be something unusual about the way imperfect verbs are used in
Bulgarian folk songs, but as of now, the specifics of such a formula are not entirely clear.

Prompt 1 Stojan je iSao kroz Sumu Stojan idase kroz Sumu
Stojan walked through the woods Stojan was walking through the woods
Prompt 2 Mila je nosila ml(ij)eko Mila nosase ml(ij)eko
Mila carried the milk Mila was carrying the milk
IMPT

Serbian Folklore Score: 76.1

Because it had been anticipated that imperfect verbs would have some folkloric
resonance in Bulgarian, it was decided that similar prompts might make for an interesting
test on the Serbian survey as well. In Serbian, however, the imperfect holds an entirely
different position within the language: it is distinctly archaic, having essentially fallen out
of productive use in the contemporary language. Therefore, while the Serbian survey used
prompts that were formally very similar to those on the Bulgarian survey, their meanings
and associations with speakers would have been entirely different; the Serbian imperfect
forms should not be seen as readily comparable with the Bulgarian ones. On the Serbian
survey, experimental prompts with imperfect forms were compared to control prompts with
ordinary past-tense verbs (and not aorist forms, because the Serbian aorist—unlike in
Bulgarian—is also highly marked).

The imperfect forms on the Serbian survey scored very high: they ended up receiving
the highest folklore score of any trait. Speakers are still aware of these forms even if they no
longer use them, so the prompts on the survey were probably seen as very visibly marked.
Surprisingly, the survey revealed that some speakers even had a sense of how to form
imperfects: although the survey had used the prescribed form nosase ‘was carrying, a couple
of speakers told me that [ had made an error and supplied me with the form that follows the
rules for derivation of another class of verbs, nosase. These forms can be found in older folk
texts, and apparently speakers recognized their archaic nature and attributed this stylistic
marking to them.

Thus, it can be seen that the use of the imperfect has very different meanings in the
two linguistic traditions. In Bulgarian, as a regular part of the contemporary language, the
imperfect may only be resonant as folkloric in limited contexts. In Serbian, however, where
it represents a distinct archaism, speakers are more likely to respond to forms of the tense
as representative of folklore.
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7.3. Lexicon

Control Experimental

Prompt 1 xy6aBo momuue xybaBa moma
pretty girl pretty maiden
Prompt 2 M/1aZl0 MOMUYE Mnaga Moma
young girl young maiden
MOMA

Folkloric Score: 114.4

Control Experimental

Prompt 1 [3a TV KaXKa Hew,o [a TM AyMmam Hew,o
to tell you something to tell (dumam) you something
Prompt 2 Mapko mu Kasa Mapko mu ayma
Marko told me Marko told (duma) me
DUMAM

Folkloric Score: 94.3

Lexical items clearly seem to be some of the most distinctive markers of the linguistic
register of Bulgarian folk songs. Those words described as key in Chapter 4 appear regularly
in the Traditional and Preindustrial Corpora but not often in the other corpora in my study.
Dictionaries give different assessments of these words, variously marking them as
“dialectal,” “colloquial,” and occasionally “poetic.” However, it seems clear that, as far as
published works of literature go, these words are encountered almost exclusively in folk
songs.

The Bulgarian survey showed that these terms are highly resonant with speakers. In
it, marked lexemes moma ‘maiden’ and dymam ‘say’ appeared in experimental prompts, and
momuue and kaxca appeared in respective control prompts. Consultants responded to the
marked lexical items with some of the highest “folkloric” ratings in the study. It is clear that
their use almost immediately leads speakers to see a text as folkloric.

Control Experimental

Prompt 1 lep mladié lep momak
handsome young guy handsome lad
Prompt 2 visok mladi¢ visok momak
tall young guy tall lad
MOMAK

Folkloric Score: 10.8



Prompt 1 da ti kazem nesto da ti re¢em nesto

to tell you something to tell you something
Prompt 2 Jelena mi kaze Jelena mi rece
Jelena tells me Jelena tells me

REC
Folkloric Score: 46.5

I attempted as well to test parallels to these words in Serbian, using the word momak
‘lad’ instead of an equivalent female term for Bulgarian moma ‘maiden, on the advice of a
native speaker, who felt it was of a more similar stylistic register than any equivalent female
terms would be. I also used the word reci ‘to say’ as a counterpart to Bulgarian dymam ‘to
say’; while it, unlike dyman, is used in the standard language, it is much more common in
past-tense and imperative forms, and on the survey it was in the present tense. As it turns
out, the word rec¢i did have a moderately significant folklore score, showing that Serbian
speakers found it to sound more folkloric than the more standard lexeme kazati, but the
word momak was regarded as hardly different from what was taken as the non-folkloric
equivalent, mladi¢ ‘young guy.

In the case of Bulgarian, both the restrictions on the types of texts in which these
marked words can appear and speakers’ reactions to them indicates that they should be seen
as one of the most direct ways to signal the register of folkloric language. While there are no
doubt particular lexemes that speakers of Serbian feel are characteristic of their national
folklore, the overall weaker response to equivalents in Serbian affirms that there is no
general cross-linguistic tendency in South Slavic for words of the same semantic nature to
carry the same resonance in different national traditions.

7.4. Structural Phenomena

It is clear that most of the unusual structural phenomena identified in Chapter 5—
almost all of which were entirely or mostly restricted to the Traditional Corpus—have a
regular place in the poetics of folk songs. Because these structural patterns appear in that
corpus as well as the Preindustrial Corpus, and not elsewhere, it is fairly obvious that these
special traits are used as patterns only within traditional, unrhymed-line songs. (The one
exception to this is verb-final word order, which certainly marks the language of folk songs
but is not exclusive to the genre.) Respondents to the survey recognized both of the
structural features that were tested, yielding results with relatively substantial folklore
scores. Although I was only able to test two such traits in the survey, evidence from the texts
shows that the larger line- and phrase-length structural features are some of the most
generically exclusive types of features in my study.

7.4.1. Line-Medial Vocatives
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Control Experimental

Prompt 1 norneaHn Boaarta, TaTKo nornegHw, TaTko, BogaTta
look at the water, Dad look at, Dad, the water
Prompt 2 BUXKAAMe peKkaTa, Mamo BMXOAMe, Mamo, peKaTa
we see the chicken, Mom we see, Mom, the chicken
VOC

Bulgarian Folklore Score: 60.1

Prompt 1 pogledaj lisicu, tata pogledaj, tata, lisicu
look at the fox, Dad look, Dad, at the fox
Prompt 2 vidimo oblake, majko vidimo, majko, oblake
we see the clouds, Mother we see, Mother, the clouds
VOC

Serbian Folklore Score: 0.9

As was seen in §5.1, there seems to be a particular line type that appears regularly in
folk songs wherein vocative forms appear line-medially. While it is clear that vocative forms
of both inanimate objects and named individuals are a common element of traditional
verse, it was suspected that the medial syllables of a line—that is, syllables four and five of
an eight-syllable line—was a particularly marked position for such forms.

Both the Bulgarian and the Serbian surveys attempted to assess whether the
appearance of vocative forms in specifically this position was of stylistic significance.
Control prompts used two-syllable vocative forms at the ends of eight-syllable lines, and
experimental prompts used the same lines, but with the vocative occupying the medial
(fourth and fifth) syllables. A relatively significant folkloric score from the Bulgarian survey
indicates that, in fact, speakers did find forms with line-medial vocatives to be noticeably
more folkloric than those in a less marked position at the end of lines. For Serbian, though,
the folklore score was essentially null. With as much resonance as this line type has in
Bulgarian, it seems to be meaningless in Serbian. This may be due to the importance of the
deseterac meter in Serbian folklore, in which ten-syllable lines contain a caesura after the
fourth syllable. A line of only eight syllables, which is divided into three-, two-, and three-
syllable segments, does not fit within this system, and would not have been a metrical
pattern that was salient to speakers.

Data from the comparative corpora did, however, underscore the connection between
line-medial vocatives and folk songs in Bulgarian. While line-medial vocatives appeared
regularly in the Traditional Corpus, they also appeared in nine lines total across six songs of
the Preindustrial Corpus, as in:

(7.10) TTomHwm mu, Ilenke, 3Haelw  JIA
Pomnis li, Penke, znae$ li

remember-2SG  INT Penka-voCc  know-2SG INT
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Do you remember, Penka, do you know

The feature was not found in other corpora, however. Thus, both the assessments of
speakers on the survey as well as the data from the corpora confirm that line-medial
vocatives are marked as folkloric in Bulgarian.

7.4.2. Lines with Owe

In §5.2, it was described how a number of songs in the Traditional Corpus contained
lines in which the word owe occupied the fourth and fifth syllables of a line and coordinated
two words of the same part of speech. This position in a line clearly seems to be metrically
significant, in that, as described above, bisyllabic vocative forms regularly occupy it as well.

Similar forms appeared in the Preindustrial Corpus in three songs. For example, one
song contains the lines:

(7.11) mama wmy ro e ChIWIa,
mama mu go e sudila
mom him-DAT him-ACC AUX reproached

CHIUIIA, olle MUTasIA
sudila, oSte pitala
reproached still asked

his mother reproached him / reproached and asked

Because this type of line appears in the Traditional and Preindustrial Corpora only, it can be
seen as characteristic specifically of this style of folk song.

However, it might be more apt to describe such lines as simply a common form of the
broader phenomenon of terracing in which owe carries an unusual meaning. An abundance
of similar passages in the Preindustrial Corpus made it clear that other words with different
numbers of syllables can take on the same linking function, as in:

(712) nube ormpu  MeEH CTaHAJIO,
libe otpri men stanalo,
lover before me  stood

CTaHAJIO W e 6eraso
stanalo i e begalo
stood and AUX run

my lover stood up in front of me / stood up and ran

The reaction of speakers to such forms with owe was not tested, but its lexical use in the
function of a coordinating conjunction word is restricted to folk songs, and since it was
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employed in both the Traditional and Preindustrial Corpora, it would seem that such lines
do have stylistic significance as a folkloric device.

7.4.3. The Negative Antithesis

Given its close association not only with Bulgarian and Serbian folklore but also that
of Slavic as a whole, the negative antithesis has been well established as an important
rhetorical device. The several examples of its use in the Traditional Corpus are striking, and
one appearance of the device in the Preindustrial Corpus illustrates how directly these
devices could be reemployed in the socialist songs. It reads:

(7.13) TlpumnagHama TeMHa Maria
0 TUTAHWHA, 110 PYJHHA;
Ty MPUTAJA, TY CE INTa.
He e 6uio TemHa maria,
Ha e 6uio Holikbo yoban
cac CBOETO CTaJo.

A dark fog fell

on the mountain, on the mountain pasture;
it both falls and rises.

It wasn'’t a dark fog

but rather it was Noikio the shepherd

with his flock.

A very similar device can be found in an alternate version of one of the songs in the socialist
corpus:'”?

(7.14) TbMeH ce o6aaK 3amae
OT Bp'bX OT Pujia niaHnHa
OT XalJyllIKaTa paBHMHa.
He mu e 6uo o61aue,
a Haif My OMJIO YeTara
Ha [lemupeBcku BoiiBoza. (Romanska 1964:151).

A dark cloud fell

on the peak of the Rila Mountain
on the plain of the haiduks.

It wasn’t a cloud

but rather it was the detachment
of Demirevski the warrior.

109. The song was listed in the same volume with same title, and has the same overall plot; however, the
variant in the corpus was chosen because it contained more lines.
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There can be no doubt that the other examples of the negative antithesis that are in the
Traditional Corpus are not coincidental; rather, the device is closely connected with the
narrative structures of Bulgarian folk songs.

7.4.4. The Ethical Dative

The ethical dative is another device that clearly marks folkloric texts. It was not tested
in the survey of native speakers, but the appearance of several forms in both the
Preindustrial and Traditional corpora (and not the others) indicate that it is another device
restricted to this type of song in particular. An example from the Preindustrial Corpus reads:

(715) Ye ro 3aBe/M, 3aBesu
Ce go zaveli,  zaveli
and him led-3pL led-3pL

B eJHO MM bi(6Y) (SR 45 (+10) {C6}
v edno mi dole dulboko
in one me-DAT valley deep

and they led him, led him / into (to me) a deep valley

The narration tells the story of a third party and there are no other hints in the song of even
the existence of a lyrical subject involved in the world of the song; the dative mu form clearly
has no grammatical meaning. Such is also the case in the songs in the Traditional Corpus,
where such forms appear to mimic the lines of older styles of verse.

7.4.5. Binomial Compounds

A number of binomial compounds were identified in the socialist corpora in my
study, and a number more can be found in the Preindustrial Corpus. Several forms with two
common nouns appeared in the latter, as in:

(716) 6GpaTue- 61M3Ha4e
bratce- bliznace
brother-DIM twin-DIM
brother-twin

but particularly noticeable were forms in which a proper noun was in apposition with a
common noun referent, as in:

(717) Conyna rpaza
Soluna grada
Solun-OBL  city-DEF
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the city of Solun
or:

(718) menvoxk I'voprioBmeH
dencok  Glorgjuvden
day-DIM  St.George’s.Day
the day of St. George’s Day

This latter type appears to be part of the same phenomenon as the simple binomial
compounds; both types occur frequently in the Preindustrial and Traditional Corpora, and
not elsewhere. This seemingly tautological feature seems to be a regular device in South
Slavic verse.

7.4.6. Merisms

Section §5.6 described a particular merism from the primary corpora in my study
wherein several forms meaning “big and small” refer to “everyone.” This particular merism
is the only structural device identified in Chapter 5 not found in the Preindustrial Corpus as
well. I assume that its preponderance in the primary corpora is not simply a coincidence,
but, nonetheless, it is clearly not among the most common of rhetorical devices in the
language of Bulgarian folklore.

7.4.7. The Figura Etymologica

The figura etymologica appears to be widespread in Bulgarian lyrical verse. It occurs
a number of times in the Traditional Corpus, not only with nouns and verbs, but also
adjectives, adverbs, and the like. In the Preindustrial Corpus as well, eight songs contain a

total of twelve such forms, again with variant parts of speech, as in:

(719) Gomen  pas6onu

bolen razboli
sick fell.sick
fell sick

or:

(7.20) xuTKHM 1A Me KUTST
kitki da me  kitjat
bouquets to me  make.bouquet
to make me into a bouquet™

1o. The lyrical subject of the song is a flower.
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A few such figures seem to be fixed formulae, as in the verb-adverb combination paro pans
‘to get up early earlily, variants of which appear in the Preindustrial Corpus and the
Traditional Corpus and are described in scholarly literature as well. However, most forms
encountered in the corpora are unique, which would indicate that the creation of these
forms may be productive and not restricted to particular lexical items. In any case, it seems
to be a widespread pattern in Bulgarian lyrical verse.

=.4.8. Verb-Final Word Order

Control Experimental

Prompt 1 MuTKO npoyeTe NUCMOTO MuTKO NnucmoTo npoyete
Mitko read the letter Mitko the letter read
Prompt 2 Mapua 3anABa neceH Mapua neceH 3anAsa
Maria begins to sing a song Maria a song begins to sing
SOV

Bulgarian Folklore Score: 62.1

Prompt 1 Jovan ¢ita pismo Jovan pismo Cita
Jovan reads a letter Jovan a letter reads
Prompt 2 Nikola p(j)eva p(j)esmu Nikola p(j)esmu p(j)eva
Nikola sings a song Nikola a song sings
SOV

Serbian Folklore Score: 46.0

Although §5.8 briefly discussed what appears to be a propensity for verbs to appear
at the end of lines, it was difficult to affirm that this word order was inherently folkloric and
not simply used for parallelism or to convey nuances in information structure. [ was curious
to explore this pattern further on both Serbian and Bulgarian versions of the survey, where
I used subject-verb-object (SVO) word order in control forms and subject-object-verb (SOV)
word order in experimental forms.

In both Bulgarian and Serbian, SOV word order was clearly seen by speakers as more
folkloric. In the Bulgarian case, this trait received a moderately high folkloric score. In
Serbian it was somewhat lower, but was still the third highest scoring trait overall. Other
things being equal, therefore, speakers of both languages more readily recognize a line as
sounding folkloric when its verb comes at the end.

The pattern was most common in the Traditional Corpus, and it is frequent in the
Preindustrial Corpus as well; nearly every song contains an example where the verb comes
at the end of the line for no apparent reason. But because this trait was found in the Popular
Corpus and it can also be found in the March Corpus, it seems that verb-final word order
may, in fact, be of stylistic significance not only for folkloric texts, but may simply be a
characteristic of the relatively free word order of poetic verse. Thus, while it may sound more
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folkloric to speakers than lines with ordinary subject-object-verb word order and be a typical
feature of folk songs, it might be understood most precisely to be a poetic device with
broader use.

7.4.9. Structural Repetition

As seen above, there are different types of structural repetition that can occur in folk
songs, whether in parts of lines, whole lines, entire verses, or of grammatical patterns. In
songs of a more contemporary style, one often sees lines or groups of lines repeated in such
a way as to divide the song into verses of identical length, or reappearing as a refrain. This
type of repetition was common in the Innovative Corpus, and in every one of the eleven
songs in the Popular Corpus, phrases of at least two lines are repeated multiple times
throughout the song.

In traditional folk songs, however, whole lines occasionally appear multiple times,
but only at random intervals. Such lines seem to consist of learned by rote. More commonly,
one encounters a great deal of anadiplosis, terracing, and grammatical parallelism. These
types of repetition were found in both the Traditional and the Preindustrial Corpora in
abundance. This is another way in which the socialist songs of the Traditional Corpus
employ structural features of older types of folk songs.

7.4.10. Structural Phenomena: Conclusion

It would seem that most of the structural features seen in the songs of the Traditional
Corpus are closely linked with songs of the unrhymed line type, for they appear widely in
songs of the Preindustrial Corpus as well, but not in other types of songs. While it is at least
possible for morphological, orthographic, and lexical features to be transferred among
different types of songs, larger structural patterns seem to be more closely tied to this
particular style. Indeed, all but one of the patterns identified in Chapter 5 do appear
regularly in the Preindustrial Corpus as well. It would seem that verb-final word order
(which is treated as a structural rather than a syntactic phenomenon because it is not
explicitly prohibited by the rules of standard grammar) may be in a different category, in
that it seems to be a poetic feature of many styles of lyrical texts. Otherwise, the special
kinds of structural features present in the Traditional Corpus of socialist songs do seem to
be the same ones found in those of the era preceding the advent of socialism.
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Chapter 8

What is Folkloric Language?

The previous chapters have addressed a number of linguistic devices and tropes that
appear in various types of Bulgarian songs, with the goal of identifying those features most
common in texts that are representative of “traditional” folklore. In general terms, we may
say that the language of these folk songs consists primarily of archaisms and a limited
amount of dialectal forms along with a number of conventionalized poetic devices, many of
which are conditioned by meter and the specifics of composition at the moment of
performance. These features seem to have come together to form a stylistically meaningful
register, which, in that they reflect the language of older folk songs, lends the idea of
authenticity to the socialist works. What is particularly interesting about this group of
features is that they are also seen as characteristic of the speech of an imagined, rural “folk,”
which appears to have led many Bulgarians to think of them as forming a type of “dialect.”
This view, of course, runs counter to the accepted scholarly definition of a dialect. The
strength with which this fallacious perception has taken hold affects popular perceptions of
actual dialects, nonstandard lexicon, and even Macedonian. What we appear to be dealing
with is instead a specific register of language, and the goal of this final chapter is to describe
the contexts in which this register can be employed and its sociolinguistic import.

8.1. The Place of Archaisms

A great many of the traits that have been shown to be characteristic of folk songs
would be best described as archaisms, a term that designates features that were present in
an older stage of the language but are no longer regularly used. In fact, “archaism,’
particularly in this context, presents something of a vague term: not only do the various
archaisms in the songs in this study represent remnants of widely divergent periods in the
development of Bulgarian, but their characterization as archaisms rests as much on a
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perception that they are old as much as it does on the actual historical facts of their
development. Altogether, the various archaisms give these texts an air of authenticity by
creating the impression that they are a continuation of the tradition of folkloric texts created
by older generations.

Generally speaking, the archaic features present in the texts stem from two markedly
different historical periods; in turn, these two groups of features are both characteristic of
different spheres of language. Two of the most striking syntactic features, noun-adjective
word order and verb-final word order, appear to be stylistic devices that have survived from
the time of Indo-European. Both of them occur not only in Bulgarian and other South Slavic
languages but in other contemporary Indo- European languages and even, to some extent,
in English.” They may have been '
retained continuously from Indo-
European, or they may have been
reintroduced or become more
frequent in Bulgarian as a result of the
influence of translations of the Bible
and other religious texts. Because
noun-adjective word order could be
used to add a rhetorical flourish to
special noun phrases in classical
Greek and Latin, and because both
involve on their surface only a simple
inversion of words or phrases, these
devices could be easily calqued and
transferred from language to language
in the same way that so many
rhetorical patterns found their way

TRADE MARX

NKFURTERS

beTender
i suwtgﬁw/l/ﬂ SHhins,

FRA

There’s no comparison! See why—next
time you buy frankfurters. Try your
favorite brand made the all-taste, no-waste
SKINLESS way—and discover for yourself
the delicious difference.

‘\'\Ow‘merankf&pc;. lost; its Skin)

Your packer stuffs us—not
in skins—

into Old Church Slavic via Greek.
These historical facts may
explain why the features in question
seem to be less restricted to folklore
proper and instead represent a more
general feature of poetic Bulgarian. As
was seen above, noun-adjective and

In Visking casings pure.

He knows they keep our
tenderness

And flavor most secure.

Your packer takes the

3 casings off

When we are cooked to
taste—

I\ﬂ All tender and delicious,

No juices go astray. f‘o skins, no peel, no waste.
SAYM WHEN YOU SAY FRANKFURTERS

THE VISKING CORPORATION, 6733 W, 65th St., Chicago 38, IlL

While smoking in these
casings clear

The modern SKINLESS way,

Our meat its own good

surface forms—

marked verb-final word order occur
in a variety of lyrical genres, and are
just as present in the non-folkloric

Figure 8.1: Visking 2005 displaying marked
word order

1. While the syntax of English prevents much play with word order, these same features are evidently still
possible in the more flexible language of poetry and song. See, for example, the mid-twentieth-century
advertisement for frankfurters in Figure 8.1 (Visking 2005). In the text accompanying an image of hot dogs
singing, phrases such as “casings pure” and “casings clear” demonstrate inverted word order in noun phrases,
and the clause “Our meat its own good surface forms” shows highly marked verb-final word order. I would
not consider these forms to sound “folkloric” in English, but rather they seem to be used in order to generate
a particular rhythm and rhyme scheme.
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March and Popular Corpora of this study as in the other, more folkloric ones. The composers
of songs in the former might not have been mimicking older texts as directly as the creators
of socialist folklore appear to have done, but rather, they may have found noun-adjective
word order to be a simple device that lent them more lyrical flexibility and also created an
air of somewhat old-fashioned loftiness by calling to mind the works of Revival-Era national
poets. Overall, these word order patterns seem to impart a kind of grand, poetic style.

The other archaic traits, however, represent characteristics of Bulgarian from the
post-Common Slavic period, when it had already developed into a language distinct from
the rest of South Slavic (or at least West South Slavic—Slovene and
Bosnian/Croatian/Serbian). It is probably not coincidental that these traits are also mostly
restricted to “folk” texts. For example, dative and masculine oblique case endings (see §3.4)
can be found in the Traditional and Preindustrial Corpora; they reflect the morphosyntax
of Bulgarian at a time before these cases had been mostly lost, namely, the seventeenth or
eighteenth centuries.” Similarly, variation in the appearance of the auxiliary verb in
renarrated-like forms (see §3.7.3) is found in these same corpora. This variation was present
in some of the earliest of Slavic texts, and while it still represents something of a
phenomenon of much complexity, one can speak of a kind of grammaticalization of the
appearance of the auxiliary verb around the time of the Bulgarian Renaissance (Fielder
2000:81). The free variation that appears in the texts in this study, then, would seem to date
to some time before the mid-1800’s. The situation with respect to clitics is similar; while
rules regarding the placement of clitics vary in different South Slavic dialects, the second-
position clitics that are characteristic of many lines in the Traditional and Preindustrial
Corpora would be most typical of Bulgarian up until about the seventeenth or eighteenth
centuries (Pancheva 2005).

In short, several of these marked morphosyntactic traits reflect the grammar of
Bulgarian as it was spoken several centuries ago. I would propose that it was around this
time that the eight- or ten-syllable line type of song came to coalesce into a distinct national
genre, one that retained some of the linguistic features of the era that are now obsolete
elsewhere. Perhaps not coincidentally, it has been shown that increased patterns of
migration across Bulgaria took place at this same time and would have contributed to the
spread of such folk songs and led to their growth in more urban locales (Markov 2004:249).
Thus, one might suspect that, as this type of song grew into a distinct genre, some of the
characteristic linguistic patterns of the day came to be associated with the genre as well.

It is noteworthy, however, that not all of these archaic forms appear consistently
throughout any of the texts; instead, they seem to be optionally employed at the whim of
singers. Bulgarian songs from several centuries ago might have used morphological case
marking on nouns consistently, as this would have been the sole way of marking syntactic
relationships, but they are no longer the only way such relationships are marked in the
Traditional Corpus or even the Preindustrial Corpus. Obviously, even in these more
conservative types of songs, the language has mostly adapted to modern syntax. It has

112. Note that no instrumental or locative forms appear, however, which would place such texts from well into
the second half of the last millennium.
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retained obsolete traits that the standard language has not, but they become over time only
optional features used for stylistic marking.

Instead, it would seem that such forms are retained passively in the poetic memory
of the language, and speakers employ them when they are rhetorically useful. Just as an
English-language singer might use an archaic pronunciation of the word “again” to rhyme
with “pain” or “cane,” Bulgarian composers may also have employed archaic forms when it
would help them more easily meet the requirements of a song’s structure. For example, in
the line discussed in §3.2:

(8.1) cropu MeHe BT  Jla MMHA
stori mene put da mina
make-IMPV me-DAT road to pass-1SG
Make (for) me a road I can pass through on

the singer used an archaic dative pronoun homophonous with the accusative form instead
of using a syntactically standard form like:

(8.2) cropu Ha MeHe BT  Jla MMHA
stori na mene put da mina
make-IMPV  to me-OB] road to pass-iSG
Make for me a road I can pass through on

because the latter line would have had too many syllables. The syntax in the rest of the song
is fairly ordinary, but this form better fit the desired metrics of the line.

Thus, archaisms are features that singers find familiar and reemploy because they
know them to be characteristic of a particular way of singing. However, the rhetorical effect
of these forms in newly composed folk works was probably consciously desired and
intended. Almost certainly, neither singers nor listeners have any concrete knowledge about
the history of archaic forms; their view is simply that they sound “old” Among English
speakers, for example, forms like “thou” and “thee” might be retained in one’s passive
knowledge, and someone trying to create a song that sounded “old-fashioned” might use
one of these words in place of “you” (even if not in a historically correct way, such as using
“thee” as a grammatical subject). I would argue that a similar process was taking place when
the creators of newly composed folk songs used forms that were by then long obsolete: they
were intentionally trying to create the sounds of older types of texts in order to lend these
new works authenticity. In fact, one description of Bulgarian stylistics invokes this very
concept when explaining why contemporary writers might use older forms in their works:
“Te mpuiaBaT KOJOPUT M aBTEHTHYHOCT HA OTMMCBAHHUTE CHOUTHSI U TePOM OT IMO-CTapH
eI0XM M Ha TSAXHATa pedv C XapaKTepHHUTE 32 BPEMeTO M TOTaBALIHOTO OOILECTBO peanuu’
(“They lend coloring and authenticity to described events and heroes from older epochs and
to their language with realia characteristic of the era and society at that time”) (Marovska
1998:111). Another discusses the use specifically of markedly archaic words, claiming: “U
HOBHTEe ChbBPEMEHHH ITHUCATEe/IH, KOUTO UCKAT JIa OCTAaHAT BEPHM Ha iyxa U 06CTaHOBKATA Ha
M0-CTApOTO BpeMme |[...] u36upaT THKMO Te3u CHHOHHUMH, CBBP3aHH C M0-CTapaTa e3MKOBa
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npaxkTuka’ (“Even new contemporary writers who wish to remain faithful to the spirit and
situation of an older era [...] select exactly those synonyms which are connected with older
linguistic practice”) (Popov & Popova 1975:106). Although these latter scholars have in mind
authors of prose works, their idea could be applied to the use of archaisms more broadly. In
general, the point is that speakers have strong associations with forms of the language that
they no longer use but still recognize as characteristic of older texts. These scholars point to
the fact that archaisms can be used in a somewhat superficial way: simply scattered
throughout an otherwise standard-language text to add a bit of color.

Official artistic culture during the early years of socialism was largely focused on
heralding the new, revolutionary socialist way of life and embracing modernity. As such, it
might seem counterintuitive that songs were composed using forms of language seen as old
or outdated. At the same time, one could argue that this practice helped allow newly
composed songs to be recognized as a continuation of older folk traditions. When singers
and composers used some of the typical linguistic features of older songs that ordinary
citizens already recognized as their own, it was easier for these new songs to be accepted as
familiar and embraced by the people.

8.2. Dialects and “Dialects”

As the results from the survey of native speakers showed, Bulgarians are very attuned
to the idea of “dialect” as a characteristic feature of folkloric language. However, the
appearance of regionally restricted forms in Bulgaria’s national folk-song tradition would
actually seem to be rather limited. Instead, it appears that speakers use the term “dialect” to
refer to any linguistic variety that is substandard or markedly different from the standard
language, particularly when it is associated with the idea of an abstract “folk.” Moreover,
there seems to be a specific bundle of linguistic traits comprising a register that speakers
think of as “dialectal,” but which is actually characteristic of a stylistic register associated
with folklore and not with a specific place. This confusion of terms and labels not only
affects the way that Bulgarians think about their folklore, but it also is reflected in
lexicographers’ characterizations of particular styles of language and even public attitudes
towards forms of regional speech and the Macedonian language. The following sections
attempt to untangle some of these factors.

It is important to emphasize that, in their accepted scholarly meanings, the terms
“dialect” and “dialectal” refer specifically to patterns or forms of language that are found only
in geographically limited parts of Bulgaria. In the songs in all of the corpora in this study;,
one finds orthographic representations of spoken language, albeit of a non-geographically
specific variety. For the most part, this is reflected in the elision of unaccented vowels or
consonants in complex clusters, which would often be dropped in fluid speech.” While
certain types of elision are common even in the March and Popular Corpora, possibly due to
the influence of older forms in high poetic literature, the other such instances of elision are

113. Many Bulgarians might well still think of these types of features as “dialectal,” because their only ordinary
appearance in the written language would be in representations of colloquial or unintellectual speech.
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simply intended to mark more naturally the rhythmic patterns of ordinary spoken language.
This should not be considered “dialect.”

Otherwise, one sees very little textual representation of regionally specific features
in these songs. The one exception to this, however, are western /e/ reflexes of etymological
jat, which actually occur with notable regularity. As was demonstrated in §7.1.1, Arnaudov
(1976) intentionally selected orthographic representations of this feature when he
republished older texts that had originally used an ambiguous jat letter. Clearly, this feature
is seen as characteristic of folklore, as speakers on the survey responded highly to it, and it
isaregular feature in printed folk songs. The -me ending for certain first-person plural verbs,
which originated in Western dialects, appears as well, but it was shown in §3.1.4 that it has
essentially become a colloquial feature of the national language as a whole. Only
infrequently does one encounter other orthographic dialectal features, however, in both the
socialist and preindustrial folkloric corpora. Quite simply put, one would have very little to
go on if trying to locate the region of origin of any particular text simply on the basis of
dialectal linguistic features.

This fact is particularly striking when one considers some of the other major dialectal
features of Bulgarian that are not found it all in such songs. For example, in addition to first
person plural -me endings, verb forms with -mo endings can be found in Bulgarian dialects
as well, but such forms are nowhere to be found in any of the corpora. Similarly, one never
sees third-person accusative ux pronouns, only standard eu, and no first-person plural
nominative mu pronouns, only standard Hue or Huti—just to list a few of the iconic variants
well known to South Slavic dialectologists. Based on the transcriptions of these texts, it
would seem that those creating these songs mostly avoided using actual dialectal language.

8.3. Dialectal Inconsistencies and the Role of Editors

As has been mentioned in previous sections, however, a particularly interesting fact
about dialectal features in these works is that, when they do appear, they often pattern
somewhat inconsistently. One may encounter within the same text both e and sa forms for
etymological jat, for example, and occasionally one sees other forms that would not be
expected in the dialect of the region in which a song was recorded.

There are several reasons that the discrepancy between the variants employed in a
song and the dialect of the song’s place of origin might occur. Perhaps the most obvious
would be the possibility of human travel. Certainly, individuals move from one dialect region
to another; in these cases, they can retain certain features of their native speech system even
while adopting others. Obviously, just because a song comes from a particular region does
not mean that its singer originally does. But while this would be a ready explanation for the
consistent use of one variant in a song from an area that has the other, it is a less suitable
explanation for why a song might display both variants simultaneously. Instead, one could
consider potential factors such as lexical diffusion via dialect mixing, editing and
censorship, and intentional choices on the part of the singer.

Regarding the first of these factors, it is certainly possible for individual words to
develop new forms within a speaker’s idiolect over time. A person might, over time, learn a
new pronunciation for a word that she originally learned to say a different way. One may
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envision in particular a speaker who grew up speaking a nonstandard dialect and then
gradually learned that some words were to be pronounced differently according to the
standard language. This scenario is particularly plausible for the early socialist period, as
large numbers of Bulgarians experienced the transition from agricultural to industrial ways
of life and were exposed to national media for the first time. A speaker might have learned,
for example, that he was supposed to say the common word Hama ‘there is not/will not’
instead of mHema in order to sound educated, but would have retained his native
pronunciation of xne6 rather than xn56 for ‘bread. The Bulgarian sociolinguist Mikhail
Videnov states that individuals from rural locales with less education may attempt to adapt
their speech to the standard of the nearby urban area, but generally do not manage to do so
fully. He states that this group “[gets] rid of just the most conspicuous phonetic and lexical
dialectal markers, and then considers its adaptation to the demands of the town as
completed” (Videnov 1999:21). For those who are more successful at adaptation, however, he
says that “their rural background ‘shows through’ in just some insignificant details” (ibid.).
This type of situation could explain why particular dialectal reflexes appear inconsistently
in the language in the songs. That is, singers could have been making an attempt to adapt
their language to standard norms but, like the speakers Videnov discusses here, not have
been fully successful.

However, it does seem that, to some extent, there was a moderate amount of
“cleaning up” of dialectal text on the part
of editors. In §7.1.1 it was explained how
Arnaudov  (1976) normalized the
orthography of some of the eighteenth-
and early nineteenth-century texts in his
edited volume, and it appears that this
process occurred in the socialist period as
well. After having analyzed my linguistic
data from the socialist corpora, I
happened to come across two songs from
the Traditional Corpus published
elsewhere in less “refined” versions.
Although no attribution was given in the
national folklore volumes from which I
gathered the songs for the corpus, these
songs were described in a special volume
as having been originally created by the
“folk singer” (“mapomen meser;’) Diado
(“Grandfather”) Vicho Bonchev.
Photographed as a grizzled old man (see
Figure 8.2), Diado Vicho Bonchev was

JI5110 BUMO BOHYEB

ostensibly a source of a wide variety of (Connwca wa neseua or 1951 romnsa)
songs, both those describing traditional
historical personages and mythological
heroes as well as contemporary events

Figure 8.2: Diado Vicho Bonchev
(Keremidchiev 1954)
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that he himself had witnessed. In a volume of songs originally attributed to him, these songs
appear without the heavy editing that had apparently been undergone by the versions in the
Traditional Corpus. For example, the first four lines of the song titled “Ilaptusann —
Hapoxuu oTtmberurenu’ (“Partisans — Avengers of the People”), which had been
normalized in the version used in this study as:

(8.3) Kakgo e uyzmo cranaio
BBB cTapo ceno Cracoso!
B ceno repmanny goiigoxa
1 Ha o6mmHaTa otuzoxa (Keremidchiev 1948:190)

What a wonder occurred

in the old village of Spasovo!

Into the village came Germans

and they went to the municipality building

appeared in the other volume as:

(8.4) KwbKO v uyzsy cTpHATY
BBB cTapy ceno Cracysy!
B ceny rupMaHIM Aynoxs
v b YouruHats yrussT (Keremidchiev 1954:244)

One can see that in the national volume (actually published earlier, but by the same editor),
the consonant cluster that had been simplified in Diado Vicho Bonchev’s original kskd
‘what’ has been written as standard kakeo, nonstandard stress markings have been removed,
and reduced and contracted vowels (s, u, and y) have been spelled as they are in the standard
language (i.e. g, e, 0). Later on in the original version, one can find entire lines that have
been removed from the more closely edited version. In several instances, this may have been
done to reduce what the editor saw as redundancy; for example, the line “IIpyxneTu Hemuu-
repmanin’ (“Cursed Germans-Germans”) appeared in the original once and then again five
lines later; one might suspect that Diado Vicho Bonchev had used this repeated line as a
device of retardation, that is to allow him mentally to prepare the next section of the song.
Another line that was removed from the original contained a nonstandard form, nywsm, of
nyckam ‘they allow, and in another line, a word that appears possibly to be a variant of
Turkish oglum ‘my son, in:

(8.5) U TBa MM, XOJIbM, HH CTUTHD!
And this, holiim, was not enough for them!

was replaced by seue ‘still/already”:

(8.6) W TO UM Beye He CTUTHA, —
And even this was not enough for them
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It would appear that, when a singer’s works became part of a folklore collection chosen to
represent the entire nation, they had to be rendered in a way that was linguistically more
acceptable.

Most likely, similar processes took place when songs were prepared for publication in
national folklore volumes. One folklorist, in fact, essentially admits to this in the
introduction to her volume:

C orie Ha U3IOJI3yBaHETO M KaTO y4eGHO ITOMarasio ¥ opajii 06CTOATENICTBOTO, Ye
B OT/IE/THUTE U3JaHUs HAa HAPOJAHU YMOTBOPEHHUSI 0COGEHOCTUTE Ha JUAIEKTUTE He
ca oT6esisI3aHN HABCSAKBJE MOC/IEA0BATETHO U MPABUIHO, POHETUYHO 3aMTUCAHUTE
TEKCTOBE Ca [0 M3BEeCTHA CTENeH HOpMaau3yBaHu. K300mo ¢oHeTnyHUTE
0COGEHOCTH Ca 3alaseHy CaMo 70 TaKaBa CTEIeH, JOKOJKOTO MpeJaBaT MeCTeH
KOJIODUT Ha TPOU3BeseHUEeTo. Mop(POJOrHYHUTE U JIEKCUKATHUTE JIWATIeKTHH
0c06eHOCTH Ha 06GpasLUTe Ca 3ala3eHy CIopes KaKTO ca OTOe/NsA3aHu OT CaMUTe
3anmcBavyu. (Romanska 1964:4)

In consideration of its use as an educational handbook, and because of the fact that
in individual editions of folkloric verbal art the peculiar elements of dialects are not
always indicated consistently or correctly, the phonetically transcribed texts are to a
great deal normalized. In general, the phonetic peculiarities are retained only in so
far as they lend local coloring to the work. Morphological and lexical dialectal
features of the transcripts are retained according to the way in which they were
recorded by the transcribers themselves.

While one should not view the motivations of folklorists at this time as disingenuous, one
can see that their aspirations for preparing accessible texts for national consumption
probably led to a distortion of the dialectal features that may have been characteristic of
songs when they were first performed.

On the whole, then, there is no reason to believe that dialectal forms abounded even
in unedited transcriptions of these texts, but whatever forms may have been present in an
original performance would have been mostly removed for the national volumes from which
the corpora in this study were prepared. Hints of dialectal speech, in particular, western /e/
reflexes of jat, ensured that texts had some “character,” but these songs were ultimately
shaped into a more nationally representative form. The overall assumption was apparently
that dialects were seen as ultimately a source of contamination, which is why dialectal forms
were highly limited in publication.

8.4. “Dialect” as a Register

The fact remains, however, that Bulgarians generally consider “dialect” to be a
primary feature of folklore. Given the rather general way that this label is used, it seems
instead to describe a particular linguistic register that is characterized by many of the traits
described in Chapters 2 through 5. These features were most commonly found in the
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Preindustrial and Traditional Corpora, which would indicate that the register is used mostly
in songs of the unrhymed line type. This “dialectal” register of language allows for occasional
dialectal forms, but it is characterized much more by archaisms and other poetic features
that have become conventionalized over time. I would propose that speakers employ this
“dialect” register when they wish to create a text that sounds like traditional and authentic
folklore.

Indeed, this register could well be what the scholars cited in Chapter 1 were tacitly
referring to when describing “folkloric” elements of the works of national poets: a type of
language that unconsciously calls to mind the idea of traditional folklore. Viewing this as a
specific register would could be used to explain how individuals so readily came to recognize
the texts included in socialist volumes as authentic folklore, and it can also explain
otherwise seemingly cryptic statements such as the following:

[ToeTukaTta Ha HApPOJAHOTO TBOPYECTBO oOTAeNAs onkiopHata TBOp6a OT
UTeparypHarta. E3MKBT CBIIO XapaKTepU3Wpa HAPOJHOTO TBOPYECTBO ChC
cBoeoGpasuero cH. JluajieKTeH B OCHOBAaTa CH, TOM HE € TUIUYHO [JUAaJIEKTEH,
3al0TO MOKa3Ba TEHAEHIMsI 32 U3IO0/I3yBaHe HA TMOBeYe OGIOHAPOJHU €/IEMEHTH.
(Makedonska 1975:10)

The poetics of folk art separates works of folklore from works of literature. Language
also characterizes folk art with its peculiar nature. Dialectal at its core, it is not
dialectal in the typical sense, because it demonstrates a tendency to use more
generally national elements.

On its face, this statement would seem to be paradoxical. A dialect is a type of speech
characteristic of a specific region: how can something that is “dialectal” use “generally
national elements”? Moreover, how can something be “dialectal at its core” but “not dialectal
in the typical sense”? Instead, the author seems to be referring to something that is only
pseudo-dialectal, or written in the “spirit” of a dialect. But more importantly, what seems to
be oxymoronic here may actually explain the heart of the problem that this study has
attempted to address: it seems that Bulgarians have a sense of “dialect” as a characteristic
feature of folkloric language, but those familiar with academic scholarship understand that
their use of the term clashes with its accepted scholarly meaning.

What is happening, I believe, is that a type of register, thought of as “dialect” by many
speakers, is employed when a speaker wishes to convey the idea that he is performing a
folkloric text. He knows that by using features such as /e/ forms for jat, a special set of words,
verb-final word order, and so on, the text will sound in such a way that it will resemble the
older types of texts from Bulgaria’s national folklore tradition with which he is familiar. As
was explained in Chapter 1, the use of these stylistic features in newly composed texts—
possibly by members of the folk, but also possibly on the part of professional folklorists who
shaped the texts—seemed to have granted these songs the appearance of authenticity as
legitimate representations of Bulgarian folk culture. In Asif Agha’s (2004:35) formulation,
the use of a particular register in a text, even in novel contexts, “may confer some legitimacy
— a peppering of prestige — upon its speaker/author”. He cites examples such as that of a
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layman attempting to convey a sense of authority by using “legal and military terminology”
(ibid.), but one could easily see individual singers (or perhaps folklorists) using this register
to make their works sound just as “timeless” as those of a century earlier.

To be sure, this is not the only case in which a lyrical work from one era draws upon
the poetics of an earlier tradition for stylistic reasons. Richard Bauman introduced the term
“traditionalization” to describe the way a twentieth-century Icelandic folk poet shifts his
language rhetorically (by means of grammar, meter, prosody, and so on) in order to reflect
the language of an older narrative. Observing that the poet is “[...] directly and explicitly
engaged in an act of symbolic construction, drawing the links of continuity by which he may
tie his story to past discourses as part of his own recounting of it. This is the act of
traditionalization, and it is part of the process of endowing the story with situated meaning”
(Bauman 1992:136), he then goes on to add:

Specifically, traditionalization here is an act of authentication, akin to the art or
antique dealer’s authentication of an object by tracing its provenance. [The poet]
establishes both the genuineness of his story as a reliable account and the legitimacy
and strength of his claim to it by locating himself in a direct line of transmission [...]
that reaches back to [...] the original speaker of those reportable words that constitute
the point of the narrative. (ibid. 137)

One might see the situation with the texts in this study as a parallel example of
traditionalization. When used in these twentieth-century texts, the folkloric “dialect”
register helped convey the authority of the authentic and traditional.

Moreover, it seems that these socialist texts are not only making use of this register
but also reifying its existence and significance as a marker of authentic, national texts. In
Agha’s terms, the original creators of songs and editors of the volumes in which they
appeared would be “producers” or “senders,” and those who encountered the works and
came to recognize the features in them would be “communicative participants” (Agha
2007:203). While these producers certainly borrowed from older types of linguistic
traditions, upon reception of these texts, ordinary citizens would have seen how the register
was typical of “folk songs.” In such a way, the idea of this register would have only been
sharpened.

It therefore seems apt to envision the bundle of linguistic traits that characterize
these songs as a register. Not only typified by a number of commonly co-occurring features,
they are clearly linked with a particular genre (the unrhymed-line folk song) and a specific
social class (the “folk”). As has been shown, this register not only conveys the idea of a
particular mode of performance but also the vivid emotional and connotative associations
with the idea of authentic, national folklore.

8.5. The Dual Poetics of Socialist Texts

While this “dialect” register does seem to be a fairly well established phenomenon
within Bulgarian linguistic culture, one must consider the differences between the language
of the socialist texts examined in Chapters 2 through 5 and the language of preindustrial
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“traditional” folklore. Various examples in previous chapters have suggested that linguistic
tropes from the poetry of the Bulgarian Renaissance era seemed to have been borrowed in
the socialist texts. For the most part, this was the case in texts of the March Corpus. Many
of the songs in that volume actually originated as non-melodic poetry, and there is no doubt
that the writers of those texts continued creating works in poetic styles similar to those of
writers like Hristo Botev and Ivan Vazov.

However, it seems that some of these devices made their way into some of the “folk”
songs from national volumes. §2.4.2 described the appearance of “poetic elision”; it occurs
mostly in the March and Innovative Corpora, but is also found in lines in the Traditional
Corpus like:

(8.7) Huii wie Te Beye ocTaBUM
‘We will now leave you’

and:

(8.8) TIpoabmKeTe HAIIHMA BT
‘Continue on our road’

in which Hut ‘we’ (standard Hue) and Hawuti ‘our’ (standard Hawus) represent shorter forms
of standard words. Forms like these are extremely common in Revival-Era poetry. The
dictionary of the Bulgarian Academy of Sciences, for example, describes the form Huti as
“poetic” (“noernuecku”) (Cholakova et al. 1979); the -uti masculine article, common for
some writers in the 1860s and 1870s, was later abandoned in favor of full -ua forms in the
orthographic reform of 1899 but remained in poetry even afterwards (Rusinov 1980:175-176).
Similarly, it was noted in §7.2.8 that noun-adjective word order, a feature of Bulgarian poetry
more generally, was actually most common in the Traditional Corpus and patterned
differently from the Preindustrial Corpus to a statistically significant degree.

Thus, even in the socialist texts that seem to be most closely modeled on
preindustrial folk songs (i.e. the Traditional Corpus), some features were actually more
characteristic of written poetry than sung works. Tsvetana Romanska, the editor of a volume
of songs from the Partisan movement, hints at this fact:

[TapTH3aHCKUTE TECHU MMAT BaYKHO 3HaYeHUe 3a POTKIOPUCTHKATA KaTO MCTUHCKU
MOETUYHHU TBOPOM Ha ChbBpeMeHHUs (POJIKIIOP, PHU KOUTO Ceé HAaOMI0gaBaT BIAUSHUS
KaKTO OT TPAZIMIIMOHHOTO HAPOJHO MOETUYHO TBOPYECTBO, TaKa U OT JIMTepPATypaTa.
(Romanska 1964)

The Partisan songs have great significance for folkloristics as real poetic works of
contemporary folklore in which one can observe the influences of both traditional
poetic folklore as well as of literature.

For the most part, one can understand this as a reference to the variety of song types that
appear in her volume; Romanska is likely describing the same stylistic difference among
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songs as that which prompted me to separate the socialist works into the Traditional and
Innovative Corpora.

At the same time, however, one can see why it would have been desirable for the
creators of these songs to include forms that resembled works from the National Revival era.
The works of major national poets from that period were an important source of national
pride, even in the socialist era. The boundaries of registers are constantly changing (Agha
2004:37), and one certainly would not expect the language of songs created in the 1940s to
pattern exactly as those from the previous century. One could see, then, how the occasional
employment of these more literary poetic traits could have been an addition to the more
generally established register of traditional folk songs.

8.6. “Dialectal” Lexemes in the National Language

What, then, are the differences between “folkloric language” and the register
proposed above? In general, this type of expression, often referred to as “dialectal,” seems to
be associated with texts that Bulgarians see as having been created by the “folk.” However,
use of the term “dialect” as a catchall way of describing nonstandard language of a vaguely
folkloric nature can also be seen as particularly pertinent in the way Bulgarians think about
and describe words. Chapter 4 showed that there is a particular set of lexemes that seem to
occur in folk songs commonly as synonyms for some of the most basic Bulgarian words, and
§7.3 demonstrated that these items were some of the most resonant with speakers on the
survey. It would seem that speakers are particularly attuned to the nuances of individual
words, and that the average Bulgarian thinks of regional speech as marked more by peculiar
lexemes than phonological or morphosyntactic phenomena.

Consequently, the popular understanding of “dialect” seems to reflect above all the
idea of nonstandard lexemes. This matter was alluded to in §6.1.6, but it bears repeating
here. One might see as an example the following post (originally interspersed with
emoticons) from a popular Bulgarian web forum:

JlaTto e. Bceku xonu HaHsSKBJE..Ha MOYMBKA, Ha roctu..Cpellame ce C MHOrO
xopa...BruHaru mu e 6110 UHTEPECHO MO-KOJIKO PA3/IMYeH HAYMH Ce TOBOPHU B HALIIATA
MHa4e MaJika ctapHa [1lo HsIKou MecTa HarmpaBo He UM ce Pa3bUpa KaKBO FOBOPSIT
Ka)keTe KaKBM AHMa/IeKTH CTe CPellaan...u M0 Bb3MOXHOCT OT Kol Kpai ca. e
MU O'bJle UHTEPECHO, a HaJisIBaM ce U 3a Apyrure. FMiMa HaucTtrHa 6e3yMHHU Hellla

€TO HaO'bP30 OT MeH:

B lllymeHcKo xaBnusiTa 3a 6aHs HApU4aT ..O0ypHY3 /aKo He ce TbXa/,
-KaCcTpOHYeE -KyIH4YKa /ToBa Mai Helo oT ppeHCKu/

TYMaHH -BbJIHEHH YOPAITH

Hsixbae u3 roxHa 6birapust Maii CBueHrpaz, Oerre:

KapImy3-I1Hs;

KayH-II'bIIell;

¢ BpKyIMIA-BUINIA ...HO T€3U Mail ca MO-U3BECTHU
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MOXXe 1a M€ IIOIIpaBsATeE...

vMMallle U APYrd, aMa MO-HATAaThK MakK Iie ce Bimova (Venera 2008) (punctuation,
orthography, and bold text as in the original)

It’s summer. Everyone is headed somewhere... on vacation, on visits... We're meeting
with lots of people... It’s always been interesting to me in what various ways people
speak in our otherwise little country. In some places you can’t even understand what
it is they’re saying.

Share what dialects you have encountered... and, if possible, what area they come
from. It will be interesting to me and I hope to others too. There are some truly crazy
things:

Here are a few quickly from me:

In the Shumen region they call a bathrobe ... burnuz (if 'm not mistaken)
kastronce - cup (this is, I guess, something from French)

tumani - wool socks

Somewhere in southern Bulgarian, I think it was in Svilengrad:

karpuz - watermelon

kaun - honeydew melon

furkulica - fork ...but these are probably better known

You can correct me...
There were others, but later on I'll join back in.

This post clearly attracted some attention in that it received 191 responses; it seems obvious
that this is a matter Bulgarians find particularly interesting. However, the question in the
post and the responses it generated are curious: while respondents were surprisingly aware
of the wide diversity of lexemes across Bulgaria, matters of pronunciation or morphological
variation within word forms are hardly even mentioned throughout the entire thread.

In some ways, attitudes about what is “dialectal” may even be reflected in the ways
that Bulgarian lexicographers have elected to categorize certain words. Namely, one has the
feeling that this term is often used not so much to describe markedly regional words, but
rather to mark words which are associated with rural life or an imagined “folk.” The 1954
dictionary of the Bulgarian Academy of Sciences classifies words as “auanexkTHa”
(“dialectal”’) when they are “cBoiicTBeHM Ha egWH W/IM HSIKOJIKO HApOAHU TOBOPU’
(“characteristic of one or several varieties of local speech”), or it labels them as “Hapoana”
(“folk”) when they “ce cpelar B moBe4eTo HapZOHW rOBOPH WM O3HAYABAT MOHSTUS OT
HapOAHUs GUT, 32 KOUTO B KHIDKOBHUS €3UK HaAMa fpyra ayma’ (“are encountered in most
varieties of local speech or they name concepts from daily folk life for which the literary
language has no other word”) (Romanski et al. 1954:xiii). One might question the specifics
of what really makes a variety of speech “local” (“Hapogen,” also commonly translated as
“folk”), but this dictionary at least nominally restricts use of the term “dialectal” to words
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found in a limited area. The 1979 dictionary, however, contains only the label “dialectal”
i (“zmanextHn”); it is used for words:

KOUTO HSMAT CHOTBETCTBUS B KHIDKOBHMS
€3UK M O3HA4YaBaT peasiH, CBBbP3aHU CbC
cesicKusi OUT [...], KOUTO Ca OMOHUMHM HA AyMH
OT KHW)KOBHUSA €3MK [...], a CBbILO ¥ JUaeKTHH
IyMH, KOUTO 10 BpeMe Ha GOPMHPAHETO HA
KHIDKOBEHUsSI HHM €3WK ca OWIM LIMPOKO
pasmlpOCTpaHEHH B KHWKHMHATA  OT
Bb3pakzaHeTo, a AHEC ca CaMO TUATEKTHH |...]
(Cholakova et al. 1979:13)

that do not have equivalents in the literary
language and refer to real objects connected
with village life [...] that are homonyms of
words in the literary language [...] and also
dialectal words which at the time of the
formation of our literary language were in wide
circulation in the literature of the Bulgarian
Renaissance, but today are only dialectal [...]

Figure 8.3: Antonova-Vasileva &

Keremidchieva 20 The editors say that they have selected words in

this dictionary from both “xymokecTBena
nureparypad’ (“belletristic literature”) and “ny6nukyBato HapoaHo TBopyecTBo” (“published
folklore”) (ibid.), but it seems as though they are concerned with labeling words as
“dialectal” when they are characteristic of a particular social sphere rather than a specific
geographical area.”

Perhaps even more striking are “dialect dictionaries” of Bulgarian that seem to be
more about a particular register of language than a limited region. Certainly, resources exist
for specialists (such as Boiadzhiev et al. 2012) which give information about the specific
locales in which regionally marked words can be found. However, there are also volumes
intended for more popular consumption, such as that depicted in Figure 8.3 (Antonova-
Vasileva & Keremidcheva 2001). Its editors say that their volume describes the “dialectal
lexicon” (“auanextHa mexkcuka”) “with which the contemporary reader is most commonly
confronted” (“c KOATO CHBPEMEHHUSIT YMTATEN Hail-4ecTo ce cOmrbckBa’) and go on to say
that these words are encountered “B Xymo)xecTBeHaTa JUTepaTypa 3a JeLid, YYeHULIH U
CTYyZeHTH; [...] oT 6barapckust GoIKIOP, ITUPOKO 3aCTHIIEH B ChBPEMEHHOTO 00y4YeHHe I10
JIATEPATYPA; [...] AUaneKkTHN Ha3BaHUSI HAa OCHOBHHU NpeAMeTH U peanuu ot 6urta [...]” (“in
belletristic literature for children and school-age and university students; [...] from

114. There also seems to be a discrepancy in that the dictionary is said to describe the “literary” (“kHmkoBeH”)
(5) language, but the editors’ description of dialectal words would seem to imply that such words are no
longer “literary.”
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Bulgarian folklore, widely included in contemporary literary education; [...] dialectal terms
for basic objects and realia of daily life”) (9). Essentially, the “dialectal” words in this volume
are those with which “modern” readers might not be familiar. More striking, however, is the
fact that no actual geographical information is given for any of the words in the dictionary.
The implication, of course, is that the words in this volume are of significance for all of
Bulgarian national literary culture, and examples of excerpts that contain the words in this
volume are given from national writers such as Botev and Yavorov. Thus, while these words
are considered to be “dialectal,” they are nonetheless treated here as an “official” part of the
broader national language.

Overall, the idea of “dialects” in the minds of both ordinary individuals (and even
some scholars) seems to be tied in with the idea of marginal, nonstandard, and abstractly
rural speech.

8.7. Bulgarian “Dialects” and Macedonian

An additional consequence of this imprecise concept of “dialect” is that it plays into
how Bulgarians perceive the Macedonian language. As was described in §1.7, many
Bulgarians are reluctant to recognize Macedonian as a separate language, and instead refer
toitasjusta “dialect” of Bulgarian. There is an unarguably high level of mutual intelligibility
between the two languages, largely due to the facts of their historical development and
structural similarities, but one could propose that this perception is conditioned in part by
Bulgarians’ encounters with the language of national folklore.

The crux of this idea centers around the fact that, in general, speakers of Bulgarian
consider those features of folklore that to them are unfamiliar or nonstandard to be
representations of their vaguely conceived ideas of “dialect.” Because sevearl of the primary
features with which Macedonian differs from Bulgarian are also characteristic of Bulgarian
folkloric language, when Bulgarians hear spoken Macedonian, many of these features jump
out at them and sound to them as “folkloric.” The folklore tradition of Pirin Macedonia (a
region that makes up southwestern Bulgaria), particularly its songs, is generally treated as
an important part of Bulgaria’s folklore heritage, and indeed, the language of that region is
particularly well represented among the folk songs that Bulgarians grow up learning.
Because “Macedonian” sounds like “folklore” and “folklore” is “dialectal,” the resulting
picture in Bulgarians’ minds is one in which all three of these concepts overlap.

As an example, one might cite the way Macedonian verbal culture was depicted in a
June 2010 “Evening of Macedonian Songs” television special hosted by the well-known
musician and late-night entertainment personality Slavi Trifonov (Shouto 2010). Texts
appears on screen as the show opens (see Figure 8.4), which, put together, read:

Ot Tue AHH, B KO HH € o110 Haﬁ-pr,Z[Ho " KOT'a HE CM€ 3Ha€eJ/IN YTpe KaKBO Ke 6I/I,U,e
M HaC K€ HY MMa JIk, 3Ha€ll I KO€ OCTaBa Aa C€ TIOMHHN Hai-mHoro? Ot TPyoHUTE
AHU C€ He TTIOMHHU KaKBO U KadK Ca IMIPpHUKa3BaJIN THUS, IO ' UMaMe€ HHE 3a BparoBe. A
Cce MIOMHM Hali-MHOTO KaK ca Mbidaje THE, IO CM€ I'l UMaJIU 3a IIPpUSATEN...
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Of those days in which it was hardest
for us, and when we hadn’t known
what was to come the next day and
OT THE AHH, B KOH HH E BHJO whether we would still exist, do you
HAA-TPYAHO H KOIR HE CME know what remains the most to be
BHRENH YTPE KAKBO KE GHAE remembered? Of those hard days, it is

H HAC KE HH HMA JH, 3HAEW JH not remembered how those who we
KOE OCYRDR A& (P HONNE had as enemies spoke. But rather, it is

HRA-MHOrO? remembered how those who we had
as friends remained silent...

Btv

Figure 8.4: A “Macedonian” Text Although the content of this text is
dramatic (albeit not entirely clear in its message), the details of its linguistic structure merit
particular attention. Several characteristic features of Macedonian are present, but they are
not always used in a way that is consistent with the standard language. For example, the
Macedonian plural I-participle ending -e appears, but only on one of four such forms in the
passage; the future particle is spelled as ke instead of Bulgarian ue, but without the diacritic
that appears on the Macedonian letter x; and the third-person demonstrative/personal
pronoun is alternately spelled as Bulgarian mus or Macedonian mue. Essentially, this text is
a quasi-Macedonianized version of Bulgarian, still using Bulgarian orthography and only
inserting Macedonian features in a relatively superficial and haphazard way.

However, a few features of this text are also like those folkloric features identified in
the songs earlier in this study. The relative pronoun kou is usually articulated with the suffix
-mo in Bulgarian but not in Macedonian; in the form in this text it is reminiscent of the
unarticulated definite forms described in §3.3. The uninflecting relative pronoun ujo is used
here as it would be in standard Macedonian, but, as was argued in §4.1.5, it is also a
characteristic word of Bulgarian folklore. In other words, the actual Macedonian that
appears here shares some of the basic features of Bulgarian folkloric language. Particularly
interesting, however, is the ce ne word order that appears to follow clitic ordering rules
common neither to standard Bulgarian nor Macedonian, but which does appear in various
dialects. In §3.6.1 it was explained that this form seems for Bulgarians to be emblematic of
folklore, and it appears to be used in this passage in an effort to make the “Macedonian” text
sound like a folkloric narrative from
“Bulgaria’s” distant past.

Later on in the same show, following
a series of musical performances and
sketches, the popular contemporary actor
Kalin Vrachanski recites a story about a
voivode who is taught a lesson by a witch
about the supposedly dual good and evil
natures of women (see Figure 8.5). The
narrative is recited in the renarrated mood,;
this fact, along with Vrachanski’s playfully
dynamic delivery of the text, indicates that

Figure 8.5: A “Macedonian” Tale
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the audience is clearly supposed to view it as a sort of “folk tale” from distant ages past.
However, Vrachanski’s tale, like the opening text, would seem to be a kind of cross between
Bulgarian and Macedonian, as he indiscriminately uses many forms that Bulgarians
probably simply see as “dialectal” While he does manage to use many features of
Macedonian speech correctly, he nonetheless employs, for example, the markedly
Macedonian lexeme cakam ‘want, interchangeably with the Bulgarian equivalent uckam.
Other traits of his language, however, include the Bulgarian dialect form mno0ey in place of
standard Bulgarian and Macedonian mHoeo ‘many, and the end-stressed aorist-derived
forms such as nocaywdn found in Bulgarian dialects, compared to standard Bulgarian
nocaywan and standard Macedonian nocaywan). I have been unable to locate the ultimate
source of Vrachanski’s text, and it is possible that it did originate as a dialectal text from
somewhere within Macedonia proper. Nonetheless, it is certainly not standard Macedonian,
and the impression that the recitation of a “Macedonian” text of this sort conveys to a
Bulgarian audience is that Macedonian is a language more suited for Bulgaria’s folkloric past
than a modern present, and that, as Vrachanski performed it, Macedonian is really just
Bulgarian with a number of generally “dialectal” traits thrown in.

These examples illustrate the lack of nuance that Bulgarians have when imagining
the Macedonian language. In fact, it may be that the overlap between popular conceptions
of “Macedonian” and “folkloric language” have led to the reluctance of Bulgarians to accept
Macedonian as a valid language. Sometimes, this perception is relatively benign. For
example, Figure 8.6 shows a Facebook user’s post in which he says Macedonian sounds
‘cute” Some of the
Macedonian words he cites _
sound like substandard

Bulgarian words or are Cnoxux cv BUBanauTo Na e Ha MakeaoHCKU U ce BIoGUX (&

made up of recognizable Set my Vivaldi browser to Macedonian and fell in love, as it looks like a cute
game with Bulgarian (&

. X anatku = tools

novel combination. nporpamepcku anartku = developer tools

However, the more sinister jasuue = tab

side of this perception is 3a4yBai kako =save as
that it can lead to intense ¢4 =communty
nationalistic claims. Based
on their perception that
Macedonian is a dialect of Bulgarian, Bulgarian nationalists often claim that the language
was “made up” during its codification in the 1940s; by extension, they would say, the nation
itself is imaginary, and Macedonians are really just “confused” Bulgarians. This,
unfortunately, can lead to ugly debates. One can take as examples the comments posted
below a clip on Youtube. The song of the clip in question, “MaxkeznoHcko zaeBoitye”
(“Macedonian Girl”), is sung throughout the Balkans in somewhat more Bulgarian,
Macedonian, and Serbian variants, even though, as was mentioned at the beginning of this
study, it was created by a Macedonian composer in the 1960s. Nonetheless, members of all
three Balkan Slavic nations now think of it as “their” folk song, and it serves as an immediate
trigger for viewers to weigh in on the question of Macedonian nationhood. Some of the
moderate comments include:

Bulgarian morphemes in a

Figure 8.6: “Macedonian” on Facebook
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KakBu MakefOHIIM KaKBa Haums MakemoHcKa!? TakoBa 4yso HAMa W3MMC/IEHA
Halus... , Heka a cvi CTOSIT B U3MUC/IEHATA CU IbPXKaBa |...]

What Macedonians, what Macedonian nation?! Such a thing does not exist, a made-
up nation... Let them sit in their little made-up country [...]

and:

“Cenu cu “makenonenOt1” u riena JlyHara. Kakto cu riesa v Bb3abXHAM C MBKA:
“Eeeex , JlyHo , /lyHo , 3eMb0 MakezsoHcKa!”. Ta Taka ce meryBame c Tsx. To u JlyHara
O1JIa MaKeJoHCKa.

The Macedonian sits and looks up at the Moon. As he watches it he sighs with
distress: “Ehh, Moon, Moon, you Macedonian land!” That’s how we joke with them.
That the moon was supposedly Macedonian.

but others are more violent. Clearly, the confusion between “Macedonian” and “dialect” can
take on a wide variety of implications for speakers.

Given the close historical relationship between Macedonian and Bulgarian, it is
perhaps not surprising that the two nations might lay claim to the language and culture of
the other. This confusion may be heightened, however, by the fact that standard Bulgarian
was codified based on the norms of eastern dialects, as Grace Fielder puts it, “effectively
excluding [southwestern] Balkan (= Macedonian) speakers” (Fielder 2014). Consequently,
western dialects took on a subordinate position within Bulgarian educated culture. When
speakers of the standard language imagine or attempt to depict the language of the “other”
within Bulgaria, they most often use features of these western dialects, many of which are
indeed shared with Macedonian. The consequences of these geographical and historical
realities are another reason that “Macedonian” and “dialect” are conflated in the everyday
Bulgarian’s mind.

It is clear that the way folklore has been canonized in Bulgaria has played a role in
this perception. Several of the features that distinguish Macedonian from Bulgarian are also
some of the characteristic markers of folkloric language: the /e/ reflex for jat, the lack of the
definite-like marker on relative pronouns, and words like wo all stand out to a Bulgarian ear
in both folklore and Macedonian. Moreover, when Bulgarian folkloric texts are less
thoroughly normalized, other features characteristic of Macedonian can appear, such as ke
instead of the future marker we, which was found in the Preindustrial Corpus. The
inevitable consequence of this, however, is that for many Bulgarians, the concepts of
“folklore,” “dialect,” and “Macedonian” all overlap significantly, and they often end up with
the idea that Macedonian is a familiar sounding language that uses a number of

115. The mocking language in this latter comment emphasizes the Macedonian form of the masculine definite
article, -om, but it also contains adjective-noun inversion and an inanimate feminine vocative form in the
phrase zemnvo makedoncka ‘Macedonian land,’ folkloric traits describe in §3.8 and 5.1.1.
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indistinguishably “dialectal” traits. This faulty perception has led to a variety of social and
political consequences, and it is no doubt also a factor in the politicization of both language
and folklore in the Balkan Slavic countries.

8.8. Folkloric Language: Songs and Beyond?

The language of folk songs, which this study suggests is a register also thought of in
vague terms as “dialect,” appears in a number of contexts, often with strong emotional
associations. As was stated at its outset, however, the original intent of this work was to
explore a phenomenon, “folkloric language,” that does not necessarily seem to be restricted
to a particular genre. Those who are generally familiar with Bulgarian folklore will have likely
noticed that many of the features identified as characteristic of folk songs in the previous
chapters are also associated with the idea of folklore more broadly, and that they can
regularly appear in other genres. A number of these features are found in written poetry. In
Vaptsarov’s poem “Kpanu Mapko” (“Prince Marko”) for example, the lyrical subject
summons the titular hero of South Slavic folklore to help fight Bulgaria’s fascist enemies.
While the textual content of this poem obviously makes a rich topic for analysis, one might
also consider its language. For example, in the line:

(8.9) Illect cme Beka Yakaad  HaMpasHO
six ~ AUX centuries waited in.vain
For six centuries, we have waited in vain. (Vaptsarov 2009/1941:146)

one sees clitics following the same rule described in §3.6.2.2, appearing in nonstandard,
phonologically determined second position. A number of features described throughout
Chapters 2 to 5 are found in proverbs as well. For example, the inverted ce He word order
described in §3.6.1.1 can be seen in a proverb such as:

(8.10) Moksp oT OB ce He oou.
Mokir ot duzd se ne boi.
wet from rain REFL NEG fears
A wet person does not fear rain.

where one might also consider the initial adjective to be an unarticulated semantic definite.
One also sees verb-final word order, as in:

(8.1) Muoro amymu napu He CTpyBar.
Mnogo  dumi pari ne struvat.
many words  money NEG be.worth

A bunch of words is not worth any money.

In fact, verb-final word order is closely linked with the idea of gnomicity in proverbs (Girvin
2010). One also commonly finds noun-adjective word order and marked words like moma
‘maiden, as in proverbs like:

266



(8.12) Mowma rvsjgaBa, IlaBa THUABA.
Moma  gizdava, glava gnidava.
maiden pretty  head nitty
A pretty maiden, a foolish head.

Moreover, one might also take into account the assertion made in a study of cognate
reduplicative patterns (figurae etymologicae) that such devices are common to “HapogHOTO
tBopuectBO’ (“folklore”) in general; its author specifically identifies “necuu, moroBopkw,
nociouiy’ (“songs, sayings, proverbs”) (Mechkova-Atanasova 1995:16). Clearly, many of
the features described in this study are by no means specific to sung language.

Of course, there are numerous types of works of verbal art that are felt to be folkloric
in Bulgarian. This fact, along with the lack of any formal boundaries for these various genres,
makes it clear that a holistic analysis of folkloric language in Bulgarian, let al.one in the
whole of South Slavic, is beyond the scope of this project. It is certain, however, that an
investigation into the concept of “folkloric language” in a broader sense would reveal
interesting ways in which various folkloric genres share linguistic traits, and how such
features have come to be salient to speakers. However it may have come into being, and
while its boundaries may be vague and ever shifting, there is no doubt that “folkloric
language” has tremendous stylistic power in Bulgarian and, indeed, that it is a living force.
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Appendix A: Socialist Song Corpora

Found in

Traditional Corpus

Version

Used in Total Lines in

Lines

Region Recorded (if

Singer/Author (if

Title/First Line

Volume(s)

Corpus Corpus

Given)

Given)

JlparaHa mapTusaHKa a a 18 18
Oi1 TH, 1I0JIe PaBHO, Ta ITUPOKO a a 25 25
INagnana craHa eceHHa a a 21 21
IMpoxneT fa cte, pammcTu a a 58 25
BorgaH,
3ameii 3a cBo6oza a,b,cf a 8 8 | JleBCKUTPaACKO
Oij, ropulie ropyHoBa a,cdef a 13 13 | TppHCKO
JKBTBapu XbTBa )XbHEXA b, f b 9 9 | Bpesnumko
3a Hapoga u 3a cBo6oza b b 14 14 | TpwHCKO
Mowma I'eHKa - Gaiipakrapka b b 12 12 | Kaproscko
O>xeHeH 3a [lpaBa peka b b 27 25 | Yupnancko
[NapTuzanu - HapogHU
OTMBCTUTENN b b 25 25 | Yupnancko
INecen Ha J/IuBaHEBCKM b b 39 25 | Kapmoscko
I'bcTa e Mora nagHaza b,c,d, f d 21 21 CnaByo TpbpHCKH
Xeli, IoJ1e LIMPOKO c, d d 19 19
KanuHa TpakTopucTKara d d 20 20 | Crapa 3aropa ITerkana 3axapueBa
Kpacasa,
JleBeTH cenTeMBpH e e 36 25 | bpesnumko Paiina 'paoBcka
LIBetanka CrostHOBa
HWwmana, mama, nmana e e 18 18 | JumuTposo - ? MuuiaHoBa
CaBsiHOBO,
Kax ca ce Bcruku cp6panu e e 12 12 | XapMaHIUHCKO
LIBeranka CTostHOBa
MuHbOpCKH e e 14 14 | Jumurposo (?) MwuuanoBa
[Tecen 3a MUKpOSI30BHpa B CeJI0 T'opua I'pamua,
l'opna 'pamuna e e 20 20 | Kwocrenauacko
Cpema ¢ BaMa CHHa U CHaxa
MapTU3aHU e e 158 25 | barak, [lemepcko
Kpymrape,
TonGyxuHcko
CraHke Jie, 10OPYyPKaHKe J1e e e 22 22 | (Jo6puy)
Baitnoso,
BeiiTe MU, BeTpU U Xanu d e 85 25 | EnmHnenwHCcKO
Maiika miave 3a CMHA CH d,e 15 15 | Pasnor
Or [MuprHa cusaT MIagu
MapTU3aHU b,d, e e 13 13 | Bpans, Canpancko
ToMeH ce 06n1aK 3aaae b,d e 14 14 | Kanoruna, l'ogeuko
Jpxyryposo,
Bosine, tn6e Bosue e, f f 20 20 | CangaHcko
l'opara u maprusaHu f 12 12 | Pasnoxxo
[JorneH,

Mockosuu B EBpona Biesnmn f f 8 8 | TouepemyeBcKo
29 songs 523 lines in corpus
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Title/First Line

Found in

Innovative Corpus

Version
Used in
Corpus

Lines in
Corpus

Total
Lines

Region Recorded (if
Given)

Singer/Author (if
Given)

9 songs

IMapTusan 3a 6o¥ ce cTsra b, d b 20 20 | Kompusiencko
ITo jonMvHY U PHTINHU b b 24 24 | Kapnoscko
IMoGexHo Huii ce Guxme b b 16 16 | TpbHCKO
[TonuT3aTBOPHUILIKA IIeCeH b b 32 25 | Kazanmpimko
CpenHOrOpCKY IapTH3aHU b b 19 19 | Kapmoscko
Crura BapBapCTBO M pOGCTBO b b 24 24 | TpwHCKO
Crenmn Xuriep b b 19 19 | Bpe3nmuiko
Tuxa Epma ce BbIHYBa b b 20 20 | TpwHCKO

MowmmHoO cejo,
51 uanes, l'opre mome 25 | [InoBauBCcKO

192 lines in corpus

March Corpus

Version
Found in Usedin  Total Linesin  Region Recorded (if Singer/Author (if

Title/First Line Volume(s) Corpus Lines Corpus Given) Given)
CenremBpHu g g 22 22 Marees, [TanTeneit
ITo meTs Ha JleBcku g g 12 12 [MonsHos, [1. K.
INapTuzanu g g 20 20 3upapos, Kamen
INapTusanu g g 12 12 l'eoprues, Becemnn
IIpuser g g 12 12 Hcaes, Mmagen
Oii e, Topo e g g 12 12 Papescku, Xp.
CraBstHCKO GpaTCcTBO g g 12 12 Magones, I'. T.
3zpaBeii, poAUHO g g 10 10 l'eopruesa, Kars
K®M apMusiTa g g 16 16 PaitroB, borommn
buii Bpara! g g 13 13 Kpbcres, Benennn
Beii ce, mbpBOMalCKO 3HaMe g g 16 16 IMunkos, Jlro6omup
IT'epBOMaiicKa ImeceH g g 14 14 Boxxunos, boxxuaap
Haure 3Hame, pa3BsiBaii ce cMesio g g 20 20 ITenes, Kpym
CraBa Ha repouTe g g 20 20 l'epos, AnekcaHgbp
Bennko nme g g 32 25 INanues, Becenun
buii, cepue! g g 28 25 Kronaskos, Kpym
MazseXKu MapiI g g 29 25 Jwuvurpos, I'.
Jla ctponm! g g 16 16 bypwun, Hs.
bpuragupcku Mapin g g 21 21 bypwun, Hs.
bpuragupu g g 24 24 boces, Kpym

Sources:

a: Burin 1964

b: Keremidchiev 1948
c: Kralevski 1961

d: Makedonska 1988
e: Romanska 1964

f: Vakarelski 1961

Hamara maprus 16 16 Macnapcku, K.
21 songs 363 lines in corpus
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g: Dimitrov and
Boichev 1949

Appendix B: Preindustrial Corpus

Pre-Industrial Corpus

Lines in
Title/First Line Corpus Region Recorded
CripHue u ['po3maHka 25 | KoTrneHcko
CopHsaT Ha Urpun 25 | Enencko
l'ocrion, apxaHren 1 yyma 25 | Konpusuuna
Hoiixko 406aH 1 6emuKInU 25 | Codwuiicko
MBXKO feTe B KyJia 18 | Codwmiicko
ITpoBuKHa ce U3 ropa 3ejeHa 1 | Konmpusuiuna
[leTnTe meSIT Ha CAMUHSLIO 10 | benocnaTruHcko
MuxaiiioBrpazcko
OTHAOX B POCHU TUBAZU 24 | (MoHTaHa)
I'opa ce c ropa craBuia 10 | Codwmiicko
Kapaur me, masnie e, Kapair me 18 | Muuypuscko (LlapeBo)
Kaxkso ca i1 xopo 3aBuio 21 | CeBepHa JJo6pymka
[len6a Ha gBamMa 6paTs 25 | TopHOBCKO
[TeHka M3meHs1 Ha TMOETO CH 25 | T'o)pHOBCKO
Kpanu Mapko nory6sa YXbarta Basuprsna u
criacsiba CBeta ropa 25 | Codwuiicko
[ete ronomenie nmory6Ba IybpHa apanyHa Mpu
cBaTOaTa Ha TUMHUILBAPUH TIOPO 25 | Coduiicko
Henuo BoiiBoga ocBo6oeH ot Pagan BoiiBosa 25 | TepHOBCKO
FOHauHa fIlHKa ocBo6OXAaBa 6para cu 25 | C1MBeHCKO
bonen BoiiBoga 25 | TepHOBCKO
Marpa HeBecTa IJIeHeHA OT TaTapyu 25 | Coduiicko
AxpyenebuiicKko

HOI‘£6BaHeTO Ha Canux ara 25 | (CMosiH)
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Appendix C: Surveys

The following six pages contain of all of the versions of the surveys distributed (see §6.1).
In order, they are:

* Bulgarian (version A) — distributed in Sofia, Bulgaria

* Bulgarian (version B) — distributed in Sofia, Bulgaria

« Serbian (version C) — distributed in Belgrade, Serbia

« Serbian (version D) — distributed in Belgrade, Serbia

* Serbian (version E) — distributed in Banja Luka, Bosnia and Herzegovina

* Serbian (version F) — distributed in Banja Luka, Bosnia and Herzegovina

The instructions on all versions read:

Below you will see phrases and lines that may be part of a folk song. We request that you read
through each phrase and indicate how “folkloric” it sounds. Select:

* not folkloric — if it doesn’t sound especially folkloric
* maybe folkloric — if it could be part of a folk song or if you are not sure
* very folkloric — if it sounds like part of a folk song

You may skip any phrases that give you difficulty. When you are answering, rely on your

intuition. On the whole, the survey should not take more than five minutes. Thank you very
much for your participation!
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To-mony we BuguTe Gppasu U CTUXOBE, KOUTO MOXKE A €a YaCT OT HapozaHa meceH. Llle Bu momonum ga nmpovererte
Besika ¢pasa u Ja mocourTe Koako “¢ponxnopHo” Ts 3Byun. Mizbepere:

* He POJIKJIOPHO — AKO He 3By4YH 0CO0eHO PONKIOPHO

* MOKe 0¥ POIKIOPHO — aKO MOXe Jie O'b/ie OT HapOJHA [IeCeH MIIM aKO He CTe CUI'ypeH/a
* MHOTO OJIKIIOPHO — aKO 3BY4H KaTO YaCT OT HAPOZHA MeceH

Moskere na npomnycHere ¢ppasure, Kouto Bu saTpygussat. Koraro orrosapsite, pazunraiite Ha uHTynnusTa cu. Karo

L5110, aHKeTaTa He TPsiOBa Jja OTHEMe IToBeye OT MmeT MUHYTH. MHoro Bu 61arogapum 3a yuactueTo!

1) Mapko mu gyma

O He donxmopHO O moxe 6u ponkIOpHO

2) TOTMHU NUY0BE
O ne donxnopHo O moxxe 61 GonxIopHO
3) We BUAUTE

O ne donxnopHo O moxxe 61 GponKIOpHO

4) mokasan ro e Ha [Tenga

O ne dponxnopHo O moxe 61 ponxIopHO

5) HHE TbpcUMe
O ne dponxropro O moxe 61 GponKIopHO
6) morjaeJHHU BoJaTa, TaTKO

O He ¢onKI0pHO O moxe 61 GponKI0pHO

7) Mapus neceH 3ansBa

O ne dponxropro O moxe 61 GponKI0pHO

8) oH3M cHer
O He donxopHO O moxe 61 ponkropHO
9) HeGeTOo CMHBO

O ne dponxropHO O moxe 61 ponxnopHO

10) gage Ha Cauo WHLIeTo
O He donxropHo O moxe 6u ponKIOpHO
11) He JaBaM My HHILO

O He donkiopHO O mosxe 61 ponkiopHO
12) TSI Ca XOPa OT TyKa

O ne donxnopHo O moxxe 61 GponKIOpHO
13) HMe YeTeM
O He donxnopHo O moxxe 61 GponKIOpHO
14) MHMTKO npoYere nucMOTO

O ne dponxmopHo O moxxe 61 GponKIOpHO

15) Muia XpaHelue nujieTo

O ne dponxnopao O moxe 6u ponxopHO

O MHOTO (OTKIOPHO

O MHOTO HONKIOPHO

O MHOTO0 $OIKIOPHO

O MHOTO HONKIOPHO

O muoro $ponkropHO

O muoro $poxropHO

O mHoro ponxaopHo

O mHOro $poaKIOPHO

O mHOro PoNaKIOPHO

O mHoro $honKIopHO

O MHOro GoNKIOPHO

O MHOTO GOIKIOPHO

O MHOro $poAKIOPHO

O MHOTO $OIKIOPHO

O MHOTO HONKIOPHO

16) Jaau ca ro Ha MUTBHO

O He $ponKIOpHO O moxxe 6u GonKIOpHO

O MHOTO HOTKIOPHO

17) Umame xy6aBa Kbla / B KbLLaTa MMa TPU CTaH

O He ponaxnopHO O moxxe 61 GonKIOpHO
18) BIDKZIaMe, MaMO, peKaTa

O He ponxnopHO O moxxe 6u GonKIOpHO

19) TOBa AATO

O He ponxnopHO O moxxe 61 GonKIOpHO

2.0) TaKa He Ce MpaBHu
O He ponKI0pHO O moxe 61 GponknopHO
21) MJIaja MOMa

O He ponknI0pHO O mosxe 61 GponknIopHO

2.2) CHJIE€H BATHP Io OTKbpIIHA

O ne ponxnopHo O moxe 61 GponknIopHO

23) We Ja ThbpcUTe
O He ponxIopHO O moxe 61 ponknopHO
24) Aa TH Ka)kKa Heuo

O ne ponxnopHO O moxe 61 ponknopHO

25) OH Ka)xe Ha Bepa
O He $poaKIopHO O moxxe 6u GonKIOpHO
26) 3€JIeHaTa TpeBa

O He donxnopHo O mosxe 61 ponknIopHO
27) CTOAH HANIOM OBLETE

O He poaxIopHO O moxe 61 GoIKIOPHO
28) xybaBo MOMHYe

O He poaxnopHO O moxe 61 GonKIOPHO

29) HaBbH MMa cTapo ABPBO / a HAa ABPBO UMa NTULA

O He ponxnopHo O moxke 6u GonKIOpHO

30) Toi1 gaBa Tans KpaBaTa

O He ponxIopHO O mosxe 61 GonKIOpHO

Cnopeod Bac, kakeo npasu edHa necen da 38yuu “Hapodna” unu "goaxnopra”?

O mHoro $poaKI0pHO

O mHOro PoIKIOPHO

O MHOro $GoaKIOpHO

O mHoro $porKIopHO

O muoro $porkIopHO

O mHoro $ponKIOopHO

O mHOro PoIKIOPHO

O mHOro ponaKIOpHO

O mHOro $ponKIOpHO

O mHOro GpoaKIOpHO

O mHOro GpoIKIOPHO

O mHOro GpoIKIOPHO

O mHOrO0 POIKIOPHO

O MHOro $GoaKI0pHO
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* MHOTO OJIKIIOPHO — aKO 3BY4H KaTO YaCT OT HAPOZHA MeceH

Moskere na npomnycHere ¢ppasure, Kouto Bu saTpygussat. Koraro orrosapsite, pazunraiite Ha uHTynnusTa cu. Karo
L5110, aHKeTaTa He TPsiOBa Jja OTHEMe IToBeye OT MmeT MUHYTH. MHoro Bu 61arogapum 3a yuactueTo!

1) 1A TH JyMaM HeLo

O He donxmopHO O moxe 6u ponkIOpHO

2) TOTMHU NUY0BE
O ne donxnopHo O moxxe 61 GonxIopHO
3) Wie ThpCcHUTe

O ne donxnopHo O moxxe 61 GponKIOpHO

4) manm ca ro Ha Muts

O ne dponxnopHo O moxe 61 ponxIopHO

5) HUE JYeTeMe
O ne dponxropro O moxe 61 GponKIopHO
6) BIOKJaMe peKara, MamMmo

O He ¢onKI0pHO O moxe 61 GponKI0pHO

7) MHUTKO MTACMOTO nmpodere

O ne dponxropro O moxe 61 GponKI0pHO

8) ToBa 1ero
O He donxopHO O moxe 61 ponkropHO
9) TpeBara 3eeHa

O ne dponxropHO O moxe 61 ponxnopHO

10) zaBa Ha Taus kpaBaTa
O He donxropHo O moxe 6u ponKIOpHO
11) TaKa Cce He IIpaBu

O He donkiopHO O mosxe 61 ponkiopHO
12) CHJI€H I'0 BATHP OTKbpPIIU

O ne donxnopHo O moxxe 61 GponKIOpHO
13) HME ThPCUM
O He donxnopHo O moxxe 61 GponKIOpHO
14) Mapus 3ansiBa meceH

O ne dponxmopHo O moxxe 61 GponKIOpHO

15) CTOsIH moenie oBLeTE

O ne dponxnopao O moxe 6u ponxopHO

O MHOTO (OTKIOPHO

O MHOTO HONKIOPHO

O MHOTO0 $OIKIOPHO

O MHOTO HONKIOPHO

O muoro $ponkropHO

O muoro $poxropHO

O mHoro ponxaopHo

O mHOro $poaKIOPHO

O mHOro PoNaKIOPHO

O mHoro $honKIopHO

O MHOro GoNKIOPHO

O MHOTO GOIKIOPHO

O MHOro $poAKIOPHO

O MHOTO $OIKIOPHO

O MHOTO HONKIOPHO

16) moka3azn ro e Ha [lenuo

O He ¢ponknopHO O mosxe 61 ponknopHO O mHOrO $posKIOpHO

17) HaBbH uMa cTapo AbpPBO / Ha /BPBOTO MMa NTULA

O He ponaxnopHO O moxxe 61 GonKIOpHO O mHOrO0 POIKIOPHO

18) moryieHM, TaTKO, BojaTa

O He ponxnopHO O Mosxe 61 GponKIOpHO O mHOro PoIKIOPHO
19) OH3M CHAT
O He ponxnopHO O moxxe 61 GonKIOpHO O mHOro $oIKIOPHO

20) He My JaBaM HUILLO

O He ponKI0pHO O moxe 61 ponxnopHO O MHOro $GOIKIOPHO
21) xy6aBa Mmoma
O He ponknI0pHO O mosxe 61 GponknIopHO O MHOro $GoIKI0pHO

22) THS XOPpa €a OT TyKa

O ne ponxnopHo O moxe 61 GponknIopHO O MHOro $GoIKIOpPHO

23) mie Ja BUZHATE
O He ponxIopHO O moxe 61 ponknopHO O mHOro PoIKIOPHO
24) Mapko mu Kasa

O ne ponxnopHO O moxe 61 ponknopHO O mHOro ponaKIOpHO

25) OH Ka)xe Ha Bepa
O He ¢ponknopHO O mosxe 61 ponkniopHO O mHOro $ponKIOpHO
26) CHHBOTO Hebe

O e donkaopHO O Moxe 61 ponknIopHO O mHOro GpoaKIOpHO
27) Mua HAaXpaH¥ IUJIETO

O He poaxIopHO O moxe 61 GponKIopHO O mHOro GpoIKIOPHO
28) Maago MmomMuye

O He poaxnopHO O Moxe 61 GponknIopHO O mHOro GpoIKIOPHO
29) UmMame xy6aBa Kblia / a B KbIlla UMa TPH CTan

O He ponxnopHo O moxke 6u GonKIOpHO O mHOrO0 POIKIOPHO

30) T gage Camro mumeTo

O He ponxIopHO O mosxe 61 GonKIOpHO O mHOro $poaKIOPHO

Cnopeod Bac, kakeo npasu edHa necen da 38yuu “Hapodna” unu "goaxnopra”?
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U nastavku sledi spisak ponudenih fraza i stihova, koji mogu biti deo narodne pesme. Molimo Vas

procitajte svaku frazu i izaberite u kojoj meri ona “folklorno” zvudi. Izaberite:

¢ ne folklorno — ako ne zvudi narocito folklorno

* moguce folklorno — ako moze biti deo narodne pesme ili ako niste sigurni

+ veoma folklorno — ako zvudi kao deo narodne pesme

Mozete preskociti fraze, koje su vam teske. Kada odgovarate, oslonite se na intuiciju. U sustini,

popunjavanje ankete ne bi trebalo da Vam oduzme vi$e od pet minuta. Unapred Vam zahvaljujemo na

izdvojenom vremenu!

1) Jelena mi rece
O ne folklorno o moguce folklorno
2) kul frajeri
o ne folklorno o moguce folklorno
3) ¢e da trazi
O ne folklorno o moguce folklorno
4) ubili su stari Marko

o ne folklorno o moguce folklorno
5) pogledaj lisicu, tata

O ne folklorno o moguce folklorno
6) Nikola pesmu peva

o ne folklorno o moguce folklorno
7) onog snijega
O ne folklorno O moguce folklorno
8) nebo plavo
o ne folklorno o moguce folklorno
9) ovi su ljudi odavde

O ne folklorno o moguce folklorno
10) Jovan ¢ita pismo

O ne folklorno o moguce folklorno
1) Mila nosase mleko

o ne folklorno o moguce folklorno
12) Moj brat Ivan mi je rekao

o ne folklorno o moguce folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

13) vidim tamo mladog Branka

o ne folklorno o moguce folklorno
14) vidimo, majko, oblake

O ne folklorno o moguce folklorno
15) ovog leta
o ne folklorno o moguce folklorno
16) visok momak

O ne folklorno o moguce folklorno
17) jak vetar ga lomi

o ne folklorno o moguce folklorno
18) ¢e slusati
o ne folklorno o moguce folklorno
19) da ti kazem nesto

o ne folklorno 0 moguce folklorno
20) ona pronade pismo

o ne folklorno o moguce folklorno

21) brate Milos tako kaze
o ne folklorno 0 moguce folklorno
22) Stojan je i$ao kroz $umu
o ne folklorno o moguce folklorno
23) lep mladi¢
O ne folklorno o moguce folklorno
24) zelena trava

o ne folklorno o moguce folklorno

Po Vasem misljenju, $ta ¢ini jednu pesmu da zvuci “narodno” ili “folklorno”?

o veoma folklorno

0 veoma folklorno

o veoma folklorno

o veoma folklorno

o veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno
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U nastavku sledi spisak ponudenih fraza i stihova, koji mogu biti deo narodne pesme. Molimo Vas

procitajte svaku frazu i izaberite u kojoj meri ona “folklorno” zvudi. Izaberite:

¢ ne folklorno — ako ne zvudi narocito folklorno

* moguce folklorno — ako moze biti deo narodne pesme ili ako niste sigurni

+ veoma folklorno — ako zvudi kao deo narodne pesme

Mozete preskociti fraze, koje su vam teske. Kada odgovarate, oslonite se na intuiciju. U sustini,

popunjavanje ankete ne bi trebalo da Vam oduzme vi$e od pet minuta. Unapred Vam zahvaljujemo na

izdvojenom vremenu!

1) da ti re¢em nesto
O ne folklorno o moguce folklorno
2) kul frajeri
o ne folklorno o moguce folklorno
3) ¢e da slusa
O ne folklorno o moguce folklorno
4) vidim tamo mladi Branko
o ne folklorno o moguce folklorno
5) vidimo oblake, majko

O ne folklorno o moguce folklorno
6) Jovan pismo ¢ita

o ne folklorno o moguce folklorno
7) ovog ljeta
O ne folklorno O moguce folklorno
8) trava zelena
o ne folklorno o moguce folklorno
9) jak ga vetar lomi

O ne folklorno o moguce folklorno
10) Nikola peva pesmu

O ne folklorno o moguce folklorno
11) Stojan idase kroz $umu

o ne folklorno o moguce folklorno
12) Moj brat Milos tako kaze

o ne folklorno o moguce folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

13) ubili su starog Marka
o ne folklorno o moguce folklorno
14) pogledaj, tata, lisicu

O ne folklorno o moguce folklorno
15) onog snega
o ne folklorno o moguce folklorno
16) lep momak
O ne folklorno o moguce folklorno
17) ovi ljudi su odavde

o ne folklorno o moguce folklorno
18) ¢e traziti
o ne folklorno o moguce folklorno
19) Jelena mi kaze

o ne folklorno 0 moguce folklorno
20) ona pronade pismo

o ne folklorno o moguce folklorno
21) Brate Ivan mi je rekao

o ne folklorno 0 moguce folklorno
22) Mila je nosila mleko

o ne folklorno o moguce folklorno
23) visok mladi¢

O ne folklorno o moguce folklorno
24) plavo nebo

o ne folklorno o moguce folklorno

Po Vasem misljenju, $ta ¢ini jednu pesmu da zvuci “narodno” ili “folklorno”?

o veoma folklorno

0 veoma folklorno

o veoma folklorno

o veoma folklorno

o veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno
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U nastavku slijedi spisak ponudenih fraza i stihova, koji mogu biti dio narodne pjesme. Molimo Vas

procitajte svaku frazu i izaberite u kojoj mjeri ona “folklorno” zvudi. Izaberite:

¢ ne folklorno — ako ne zvudi narocito folklorno

* moguce folklorno — ako moze biti dio narodne pjesme ili ako niste sigurni

+ veoma folklorno — ako zvudi kao dio narodne pjesme

Mozete preskociti fraze, koje su vam teske. Kada odgovarate, oslonite se na intuiciju. U sustini,

popunjavanje ankete ne bi trebalo da Vam oduzme vise od pet minuta. Unaprijed Vam zahvaljujemo na

izdvojenom vrijemenu!

1) Jelena mi rece
O ne folklorno o moguce folklorno
2) kul frajeri
o ne folklorno o moguce folklorno
3) ¢e da trazi
O ne folklorno o moguce folklorno
4) ubili su stari Marko

o ne folklorno o moguce folklorno
5) pogledaj lisicu, tata

O ne folklorno o moguce folklorno
6) Nikola pjesmu pjeva

o ne folklorno o moguce folklorno
7) onog snijega
O ne folklorno O moguce folklorno
8) nebo plavo
o ne folklorno o moguce folklorno
9) ovi su ljudi odavde

O ne folklorno o moguce folklorno
10) Jovan ¢ita pismo

O ne folklorno o moguce folklorno
1) Mila nosase mlijeko

o ne folklorno o moguce folklorno
12) Moj brat Ivan mi je rekao

o ne folklorno o moguce folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

13) vidim tamo mladog Branka

o ne folklorno o moguce folklorno
14) vidimo, majko, oblake

O ne folklorno o moguce folklorno
15) ovog leta
o ne folklorno o moguce folklorno
16) visok momak

O ne folklorno o moguce folklorno
17) jak vjetar ga lomi

o ne folklorno o moguce folklorno
18) ¢e slusati
o ne folklorno o moguce folklorno
19) da ti kazem nesto

o ne folklorno 0 moguce folklorno
20) ona pronade pismo

o ne folklorno o moguce folklorno
21) brate Milos tako kaze

o ne folklorno 0 moguce folklorno
22) Stojan je i$ao kroz $umu
o ne folklorno o moguce folklorno
23) lijep mladi¢
O ne folklorno o moguce folklorno
24) zelena trava

o ne folklorno o moguce folklorno

Po Vasem misljenju, $ta ¢ini jednu pjesmu da zvuci “narodno” ili “folklorno”?

o veoma folklorno

0 veoma folklorno

o veoma folklorno

o veoma folklorno

o veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno
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U nastavku slijedi spisak ponudenih fraza i stihova, koji mogu biti dio narodne pjesme. Molimo Vas

procitajte svaku frazu i izaberite u kojoj mjeri ona “folklorno” zvudi. Izaberite:

¢ ne folklorno — ako ne zvudi narocito folklorno

* moguce folklorno — ako moze biti dio narodne pjesme ili ako niste sigurni

+ veoma folklorno — ako zvudi kao dio narodne pjesme

Mozete preskociti fraze, koje su vam teske. Kada odgovarate, oslonite se na intuiciju. U sustini,

popunjavanje ankete ne bi trebalo da Vam oduzme vise od pet minuta. Unaprijed Vam zahvaljujemo na

izdvojenom vrijemenu!

1) da ti re¢em nesto
O ne folklorno o moguce folklorno
2) kul frajeri
o ne folklorno o moguce folklorno
3) ¢e da slusa
O ne folklorno o moguce folklorno
4) vidim tamo mladi Branko
o ne folklorno o moguce folklorno
5) vidimo oblake, majko

O ne folklorno o moguce folklorno
6) Jovan pismo ¢ita

o ne folklorno o moguce folklorno
7) ovog ljeta
O ne folklorno O moguce folklorno
8) trava zelena
o ne folklorno o moguce folklorno
9) jak ga vjetar lomi

O ne folklorno o moguce folklorno
10) Nikola pjeva pjesmu

O ne folklorno o moguce folklorno
11) Stojan idase kroz $umu

o ne folklorno o moguce folklorno
12) Moj brat Milos tako kaze

o ne folklorno o moguce folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

0 veoma folklorno

O veoma folklorno

13) ubili su starog Marka
o ne folklorno o moguce folklorno
14) pogledaj, tata, lisicu

O ne folklorno o moguce folklorno
15) onog snega
o ne folklorno o moguce folklorno
16) lijep momak

O ne folklorno o moguce folklorno
17) ovi ljudi su odavde

o ne folklorno o moguce folklorno
18) ¢e traziti
o ne folklorno o moguce folklorno
19) Jelena mi kaze

o ne folklorno 0 moguce folklorno
20) ona pronade pismo

o ne folklorno o moguce folklorno
21) Brate Ivan mi je rekao

o ne folklorno 0 moguce folklorno
22) Mila je nosila mlijeko

o ne folklorno o moguce folklorno
23) visok mladi¢

O ne folklorno o moguce folklorno
24) plavo nebo

o ne folklorno o moguce folklorno

Po Vasem misljenju, $ta ¢ini jednu pjesmu da zvuci “narodno” ili “folklorno”?

o veoma folklorno

0 veoma folklorno

o veoma folklorno

o veoma folklorno

o veoma folklorno

0 veoma folklorno

O veoma folklorno

o veoma folklorno

o veoma folklorno

O veoma folklorno

o veoma folklorno

O veoma folklorno
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