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Abbreviations and Conventions

A — B  (in derivation) A rewrites as B; (in grammar) A precedes B; (elsewhere)

113 CH)

see
A < B (in derivation) A is a rewrite from B

A < B Aisnot the same as B, A and B are emically different
A::B A corresponds to B

Arch.  archaic

chofuku  duplicate [omoro]

hn. headnote (to be found in Japanese-language text)
IFZ Ifa Fuyii Zenshii
KIJE Kojien

KK Konké Kenshii (Hokama version)
KK Konko Kenshii (Ikemiya version)
KOS Kohon Omoro Soshi

lit. literally

Lit. Literary language

LitOk  Literary Okinawan (based on MOK)

Lit] Literary Japanese (based on MJ; used in OS interlineations)
MC Middle Chinese
MJ Middle Japanese

113

MO

MOk Middle Okinawan

meaning obscure”

MU meaning unknown or unclear = mishogo
MYS Man’ yoshii

NJ Modern Japanese

NKT-Oa Nanto Kayé Taisei, Okinawa-hen jo



NOk
0GJ
0GJ2

Ok
OKDJ
OKRKS
OOk

oS
OSJS
RGJ

l/ll

(-

Modern Okinawan (Shuri, Naha)
Uemura, Okinawago Jiten [Dictionary of Okinawan; Shuri Dialect]

Uchima & Nohara, Okinawago Jiten [Dictionary of Okinawan; Naha
dialect]

Okinawan
Hokama et al., Okinawa Kogo Daijiten
Omoro Kansho: Ryikyii Koyo no Sekai

0Old Okinawan (the language of the Omoro Soshi), with later OOk being
the language of the OS volumes compiled in the 17% century, and latest
OOk referring to the language of the stone inscriptions

the Omoro Soshi
Nakahara & Hokama, Omoro Soshi Jiten So-Sakuin
Handa, Ryiikyiigo Jiten [Dictionary of Ryukyuan]

mark placed before a segment that is irregularly not Progressively
Palatalized: mi-kanasi- ki © (fossilized) RT* ; §i na-i ¢ obeying
willingly’ , - nu © GEN/SUB’

at the end of a line: a regular hyphen; at the beginning of a line: a
morpheme boundary — the two types of hyphens do not overlap each
other in distribution, so they are safely used together in any text

prefixed to a consonant: “ the following consonant is voiced” — seen
mostly as "l (“ voicing seen here, but this consonant in this morph is
also seen as voiceless elsewhere” ) & ) (“ voicing not seen here, but
this consonant in this morph is also seen as voiced elsewhere” )

“ prime” and “ double-prime” are suffixed to line numbers with
similar content in order to avoid an implicit claim that “ x” is primary
and that “ x'” is somehow derived from it

(in boldface:) a hiragana ditto character in the original text, delineated
by small angled brackets

(in boldface, stretched to 200%:) a double-hiragana ditto character in
the original text (the horizontal version of ~—); a kanji ditto character
in the original text

shows where a large space in the brushwritten manuscript has been
closed in the typeset version in KOS (Kéhon Omoro Soshi)



0 Shows where a medium-sized space in the brushwritten manuscript has
been closed in the typeset version in KOS (Kohon Omoro Soshi)

[x] ¢ (algebraic) x added here” ; also ¥ & [x], especially when comparing
duplicate omoro; see “ (x)”

(x) “ (algebraic) x deleted/missing here” ; also ® & (x), especially when
comparing duplicate omoro; see “ [x]”

omoro this word is treated like an assimilated loan, with no italics: *Omoro,

*omoro, *Omoro; *“ this omoro” , “ omoro scholars” , “ the omoro
language”

pP/PP  progressive palatalization

prs.n.  person’ s name = personal noun

¥ Sors

s/o someone [used in glossing]

s/ot someone or something [used in glossing]

s/t something [used in glossing]

word.  the word/morph is unaccented/atonic

word the word/morph is accented/tonic

*word ~ wrong form/reconstruction; unattested; does not exist
word  the word/morph has a secondary (falling) accent

{} curly brackets signifying a morphophonemic-level form
(note) an interlinear note added by the 18™-century OS compilers

| shows the place of an original break in the brushwritten text of KOS,
regularized in the typeset version

I shows the place of an original non-break in the brushwritten text of
KOS, regularized in the typeset version

-APP applicative (= ditransitive / double-object)
-AUX auxiliary verb
-BE beautifying expression

-CONC  concessive

-COoP copula: ¢ (A)is (B)’



-DAT any dative-like particle, including markers of place; includes zero-
marking with ¢ dative” function

-DSD desiderative marker (1%- to 2"4/3"-person)

-EX exalting, including prefixes, auxiliaries, and verbs and nouns

-GEN genitive marker, with allomorphs -ga, -gya, -nu (*nyu)

-GER gerund suffix, with allomorphs -#, -dr, -¢i, and -ji

-GER/PRF gerund/perfective = {-t1} in OOk (see -GER)

-1A inferential auxiliary

-INF infinitive

INT- intensifying verbal quasi-prefix

-10 indirect object marker

-1z izenkei, non-subjunctive form, (definite) provisional form, with
allomorphs -1, -71 (cf. -MR)

-KM kakari musubi, a kind of focusing construction

-KP kakari particle, corresponding to a particular ending in kakari musubi
(q.v.)

-MR meireikei, imperative form, with allomorphs -z, -77 (cf. -12)

-MV middle voice

-MZ mizenkei, irrealis form, subjunctive-like form, with allomorphs -a, -ra

-NEG negative morph

-OBJ direct object marker, with allomorphs -, -yu, -ba

-PRF perfective

-PROG/STAT progressive (° be DO-ing’ ) or stative (° have DOne’ )
aspect, with -ya(a)r-, ultimately < *(-iry)-ar: there.to.be’ -

-RH ra-hen = ra-gyo henkaku katsuyo © r-stem-irregular verb(s)’ = verbs
of existence

-RT rentaikei, adnominal, with forms -u, -ru

-RY ren’ yokei, adverbial, infinitive, nominalizer, with forms -i, -#i

-SS shiishikei, sentence-ending form, with allomorphs -u, -ru, -i



-SUB subject, with allomorphs -ga, -gya, -nu, (*-nyu) including zero-marking

(i.e. -@sus)
-TMP/CND  temporal or conditional -ba — also written “ if/when”
-TOP topic, with allomorphs -wa & -ya, @?including zero-marking
-VI intransitiv {5 )
-voC vocative
-VT transitiv {;::;3{{;2 }

-YNQ yes/no-question marker

-0 a way of marking expected but non-appearing direct object, dative,
subject, place, or copula



Omoro Soshi

Song #1 (Vol. 1, no. 1)

Original text: H3 D LC~N5 1L

Roman transliteration: ®a®o®ri®ya®fe@ga®fu@si®
Phonologization: ‘ooyee-ga fusi

Translation: [Performed to] the tune of Aoriyae

Original text and Roman Transliteration:

(H)— EZABAREIAER (1), Okibko®we®OFO®ki®mi®d
gidyad

() BT 9. Ibiud (a) Bodre®te®d,®adsudbi®,®
yo®wadre®fa®

(b) TIZAs, L7e, (b) Dte®nidkad,DsiOtad,®

(c) TEWBIT T, bbb (c) Dtadidradkedted,Dtidyod
wadred

QX  EXDETrIH Q)5 ®todyodmudsedtadkadkod
ka®

BX Lvsn<F< 3)1  @si®yodridmodridku®su®
ku®

DX FleEBLVLTL 4 emadta®ma®modridkud
su®ku®

— #119 [(b) <TENI®ka®SITA>; lines 3 and 4 are missing]?

Phonologization 1 and Glossing with Morphemic Analysis:

(1) kikui ‘ufu-kimi-gya (a) ‘urr-tr ‘asib(-i)-yuwar-1-ba

(1) famed  great-priestess-SUB  (a) descend-GER perform-RY-EX-1Z-TMP/CND
(b) ti-g(y)a Sit/Ca -0 (c) teera-gi-t1 céuwar-1

(b) Heaven-GEN below-OBJ (c) pac-ify-GER  beex-MR

(2) tuyum-u si-daka-ku-ga

(2) resonate-RT  spiritual.power-high-one-SUB

(3) siyuri muri  gusiku-@ (4) ma-dama muri  gusiku-0

(3) Shuri Grove Enclosure-upon (4) True-Jewel Grove Enclosure-upon

Phonologization 2 and Translation:
(1) kikui ‘ufukimi-gya (1) The Renowned High Priestess

! This punctuation mark was originally thought to indicate a semantic unit, but lately it has come to be
recognized as a breath stop.

2 At the end of any song that displays either partial or full agreement with (an)other song(s), we put an
arrow along with the number or number(s) of the other song(s), here “[— #119],” as well as brief notes
concerning the differences. There is a great deal of this duplication or overlap (= F# chofuku) in the
Os.



(a) ‘urttr ‘asibyuwartba  (a) will descend, and when she performs [the trance dance];
(b) tmig(y)a sit/Ca (b) [all] under heaven!

(c) teeragitr Cuwart (c) [o! King!,] pacify and rule over [it]!

(2) tuyumu sidakakuga  (2) The Resounding One of Great Spiritual Power (a,b,c)
(3) Siyuri muri gusiku  (3) [Upon] the Shuri Grove Enclosure (a,b,c)

(4) madama muri gusiku (4) [Upon] the True-Jewel Grove Enclosure (a,b,c)

Commentary:
Theme:

This song depicts a scene in which the High Priestess Kikoe Ogimi “descends”
from Heaven to the Shuri-Castle sacred precinct by order of the Sun Deity to pro-
tect King Sho Shin. With Heaven’s blessing, King Sho Shin in turn pacifies and
rules outer reaches of the Kingdom. While the locution has it that it is Kikoe
Ogimi that descends, in fact it is understood that it is the Sun Deity who descends
into the person of the High Priestess, and speaks and acts through her, and thus
the religious rituals are characteristic of shamanic belief.

Song structure:

Body

Priestess Location

19 5819 58

[deity] descends & pacify & rule

|Priestess| dances, so  all under Heaven!

The song is divided into two parallel poetic couplets (&), tsuiku-bu)
(12,34) and one free-verse refrain (185, hanpuku-bu) (abc). This is a technique
repeatedly used both in OS and in many other types of poetic literature in the Ry-
ukyus. Each couplet, marked by — (ITI ‘one’) or X (MATA ‘again’), displays high
parallelism between its lines and, typically, the same number of moras, or beats.
The refrain, on the other hand, is not necessarily made to conform to any specific
metrical structure. It is thought to have been repeated as chant after the sung lines
marked with “one” or “again” (Hokama and Saigo: 1972: 611). According to
Tamaki (1987: 281), only 15 songs out of 1554 in the entire Omoro Soshi lack
‘again.” Hateruma (2014) notes that, in what he sees as epic poetry, parallel cou-
plets were used to advance the story line, with the omoro probably sung by a sin-



gle lead singer, and the refrain chanted in a chorus by a group of singers for the
purpose building energy and power.3

According to Hokama and Saigo (1972: 583), Shimabukuro Zenpatsu in 1922
suggested that the above omoro was recited/sung as (1)-(a)-(b)-(c)-(3)-(2)-(a)-(b)-
(c)-(4). The later elaboration of lettered lines seen as refrain after every numbered
line was built from this hypothesis.

Tune name (fushina):

The tune name (®a®o@ri®ya®fe® refers to the rank/name of a priestess, for-
merly the highest-ranked one, but from around 1500, with the establishment of the
highest rank of Kikoe Ogimi,* normally the king’s sister, it became the second
highest rank. Ifa (Ifa Fuyi Zenshi (= IFZ) 6:156) gives the pronunciation in the
classical language as wore, but all internal evidence points to ‘ayé, with a glottal
onset and loss of  before y instead; we choose that over Ifa’s woré. In OS phonol-
ogy, the most conservative version of the tune name is ‘auryai, from which we get
‘auyai, then ooyee, and finally ‘ooyee = ‘oyé. The song name we are referring to
here should be understood as being pronounced in Literary Okinawan (LitOk),
based on Middle Okinawan (MOk), not the Old Okinawan (OOk) of the Omoro
Soshi (OS).

Song-text discussion:
(1) — (111 ‘one’): This character signals the beginning of each song. The Arabic

numerals and letters at the margin are added by the editors. The character X

(MATA ‘again’) signals the beginning of a new line-plus-refrain unit.

The king’s sister was often in-
stalled as Kikoe Ogimi at the most
sacred site known as Séfa Utaki,
the destination of her and her pro-
cession’s journey, called Agai
Umai ‘Procession to the East’, from
Shuri castle. En route are 14 holy
sites in the Southeastern part of
Okinawa. From Séfa Utaki is seen

g -
3 While this may be true in a great many cases, it can readily be seen that in many oth
cate is chanted in the refrain, in which case the refrain carries the brunt of advancing the purpose or story
line of the omoro. Perhaps a reformulation of Hateruma’s statement is in order: The parallel couplets tell
the theme and through their repetition help to build a trance-like state, while the refrains put a close to the
expectation raised by the couplets, and themselves, in their own constant repetition, also help to build that
desired trance-like state. While, in terms of the text that we see, the refrains may easily be omitted after
their first writing, just as in the writing of Western hymn and song lyrics, the second member of the cou-
plet cannot typically be omitted, because, while it may constitute a semantic repetition, it is not a lexical
repetition, and therefore needs to be written out. This would seem to be the simplest explanation for the
relation between what is written and what is actually performed, and a neat encapsulation of the nature of
the two types of repetition in the OS.

4 She is so called in modern discussions in Japanese; the NOk pronunciation is cifi-jin, and OOk is kikui
‘ufu-kimi.



in the distance the holy Kudaka Island where, according to legend, the first dei-
ties descended.

«@gi®ya®) = -gya is the palatalized form of the subject marker -ga, caused
by the preceding palatal vowel i, the last vowel in ‘ufiigimi. This is called pro-
gressive palatalization (PP). Note here that the same morpheme is at least not
written as palatalized in the second stanza. Mamiya’s (2008) statistical study
notes that tune names contain more forms written, at least, as non-palatalized
(ie «®("ka®>) than the actual song texts, and the older songs contain more pal-
atalized forms (ie «®(")ki®@ya®>). This is consistent with our view that the older
the language that is looked at, the more it has palatal allomorphs in palatal en-
vironments, whereas the newer language sees a constant decrease in use of pal-
atal allomorphs in their expected environment. Amami dialects, which are pho-
nologically more conservative than Okinawan, show more palatal allomorphs.
As for the tune names, the reason that they have so few palatal allomorphs is
because they are late accretions onto the omoros, and are basically to be seen as
Middle Okinawan pronunciations.

(a) «@oerested lit. ‘descending’ in OS refers to the trance state of the high
priestesses, into whom the Sun Deity descends. Koyama (1995) claims that the
High Priestess performs this ritual by the order of the Sun Deity, only on auspi-
cious days.

OOk ‘asib- and pre-OJ (pre-Old Japanese) aséb- both had similar original
meanings, referring to a shaman’s modeling of visits from the supernatural
world. Their current meanings both have shifted to referring to play and en-
joyment (or lack of employment). For OJ, see the commentary section in JDB
24bc, and Yoshida Hiroko (1999: 261). For the development of OJ 6 vs OOk #
see Serafim & Shinzato (2005).

(¢) The form & Lt = «Bti®yo®wadre®> = cuwar-1 comes from *k-i- ‘come
-RY’S + *-owa[s-aJr-e ‘-AUXex-MR’,% the latter — *owa/[s-a]r- ‘exaltedly come /
be/go’.

The exalting verb form ¢uwar-1 ‘we beg you to be’ (— cuwar- ~ ... ‘exaltedly
be’) is a stereotypical example of irregularity in the formation of exalting verbs,
at least in Okinawan and Japanese, and probably elsewhere as well. Two parts
will be discussed: ¢- (< *k-i- ‘come and’) and -uwar- (< *owa(s-a)r- ‘be/come/
go’).

The exalting auxiliary -uwar- is one of several allomorphs:

-(O)wwar- ~
-(uwwais}- ~
-()wwa.

3 RY = ren’yé-kei = pre-verbal / adverbial / infinitive form.
© AUX = auxiliary; EX = exalting; MR = meirei-kei = imperative form.



The auxiliary allomorphs come from ‘uwar- ~ ‘uwa{s}-, a verb with a mean-
ing similar to ¢-uwa-. It must be a borrowing from Heian-period Japanese,
since it is widely accepted that the early Mid Heian form owas(e)- is from Ear-
ly Heian ofas(e)- [odas(e)] ‘exaltedly is’. The important point that underlines
this assumption is that the MJ word is believed to have come from OJ p/é/-
‘great’ + imas- ‘exaltedly is’. The likelihood that both Japanese and Okinawan
would have independently irregularly derived (*)owas- is just too slim to coun-
tenance a reconstruction of **opas- back into Proto-Japonic, and this means
that the word is a borrowing into pre-OOk from MJ.

Within Okinawan it developed two stems, (1) an older stem * ‘uwas- (cf. MJ
ofas- > owas-), and (2) a newer one *‘uwar- (presumably from *‘uwas-ar-
through dropping of *s and shortening of the resulting long *aa to *a):

*aa >irregular shortening> *a

The final *s of the former is indirectly ascertainable, though not actually vis-
ible, in the gerund form:

*owas -i-te  >Progressive Palatalization>
*owas -i-tye >Short Mid Vowel Raising; comcomitant Glottal
Phonologization>
*uwas -i-c1  >Post-Palatal 1-Palatalization; si-Dropping >
‘uwa  -Ci.

The gerund alternant -¢i has as one of its sources the form that follows the s-
stem verbs, and, just like them the s is dropped after leaving its consonantal
trace ¢ in the non-voiced, progressively palatalized gerund. An s-stem example
from OS: 25 b(~) = @osrusti(@fe)d> = uru-¢i ‘letting down’ — *oros-i-te
‘(id.)’. Other gerund alternants are -ji, -#1, and -d1.”

The form cuwar- ~ ... then extended its meaning from ‘come and exaltedly
be (/come/go)’ to ‘exaltedly be’:?

‘come and exaltedly be (/come/go)’ >
‘exaltedly be’

(Cf. NJ irassharu for a similar semantic extension).

Interestingly, even before the writing of the first Omoro Soshi book in 1531,
there were already a handful of stele inscriptions that reflected an already new-
ly developed later form of exalting language, and after that, too, there proceed-
ed apace development in that semantic sphere, with concomitant massive
changes in form. Here is a short example: In the OS one finds forms interpreta-
ble as misuwar- ~ ... meaning ‘exaltedly be/come/go’, and which are a combi-
nation of earlier *mes-i- ‘exaltedly see (etc.)’ + *owar(/s)-. The former form

" Historically: *...g/n-i-te > ...-fi; *...r/w-i-te > ...-tr; *...b/m-i-te > ...-dI.

81t is not unusual for the verbs of coming-being-disappearing ‘i.e., come-be-go’ to form a natural class.
They are unaccusative verbs not found in transitive-intransitive dyads, and they often trigger a syntactic
inversion (eg in English ‘there appeared Subject’). For more on this class of verbs, see Shinzato (2010).



*mes- is widely seen even in NJ, in examples such as o-ki ni mes-u ‘it appeals
to you’ (cf. Shakespeare’s As You Like It, translated as O-ki ni Mesu Mama), or
in the now-homely word mesi = meshi ‘cooked rice; a meal’. In the stele in-
scriptions these forms, while written in omoro orthography, are attached to
verb adverbial forms GEJE = renyokei), and have become exalting auxilia-
ries, in other words, what omoro language uses just -((y)u)war(/s)- for, and
their form is now the male gentry-class NOKk, eg ...misee-v / ...misoo-ci. One
still sees the *owar(/s)- forms in Ryukyuan languages and dialects that are rela-
tively far from the old Shuri/Naha cultural center, typically as:

-oor(/s)-.

The old omoro forms have been superseded by descendants of the newer
-miSuwa... as the new exalting auxiliaries, and in addition the independent
‘uwa... have disappeared, as well. The old morphemes still exist in modern
Okinawan in highly modified forms:

misoo-¢i ‘exaltedly be-ing, etc.” < ... <mis-uwa-ci < *mes-i+owas-i-te
+miSoo-¢i ~ +nx§oo-ci ‘exaltedly V-ing’ < ... <(same)

Contemporary Shuri misoo-ci, +misoo-ci ~ +ns00-Ci

misee-v < ... < *mes-i+owar-i+wo-mu °...(sentence-ending form)
Contemporary Shuri misee-v < ... < (same)

Let us now return to our starting point, cuwa...: Along with the forms given
just above, it exists, at least as a form in the Okinawago Jiten ( [1HHBEETR:
H]) , Dictionary of Okinawan, 537b):

‘u+cee-i+misee-v “To very exaltedly be/go/come. .... Keigo used
in reference to the nobility. The ordinary keigo of gentry-class
people to each other is ‘me~see-v.”

This word, if it were actually to have existed long ago with the components
represented in the present-day form, is as follows:

*o0+k-i+owar-i+wor-i+mes-i+owar-i+wor-u+mu.
Of course, such a form probably never existed.

(2) «®todyo®mudsedtadkadkodkad> consists of two words: fuyum-u ‘resound-
RT’ (< pre-OOk *toyo@m-), and the compound sz- ‘spirituality’, -daka- ‘high,
strong’ (< taka-) -ku ‘person, one’ (< pre-OOk *(-)ko(0)), meaning ‘a person
whose spirituality is strong and resounding (throughout the kingdom).” The ap-
pelation tuyum-u si-daka-ku ‘Toyomu Sedakako’ is an alternative way of refer-
ring to kikui ‘ufu-kimi ‘Kikoe Ogimi’, that is, in parallel relationship with it.

(3) According to the Konko Kenshii (= KK), @si®yo®ri®mo@ri®gu®su®kud>
and its parallel line (ma®da®ma®mo@ri®gu®su®kw, refer to Shuri Castle
(1972: 163).



MOk documents, as well as parallel meter in OOk, show that the word refer-
ring to modern Shuri had three moras in premodern times, Siyuri in OOk and
Suyui in MOK.

Of interest, too, is an etymology for this word suggested more than ten years
ago in a p.c. to Serafim from Alexander Vovin, and available in print in Vovin
2009: 21-23. We have adapted it for presentation here. He suggests that the
word for the capital of Ryukyu is a borrowing from Middle Korean (or earlier)
syeWul [SeePuli] ‘the capital’, the Middle Korean pronunciation for the modern
Korean capital name sewu! [s"ouli] (i.e. Seoul). The syllabic correspondences
would be as follows: [See] :: [8i], [Puw] :: [wu] (> [jul), [1] :: [¢i]. (In Ok lan-
guage prehistory, the change ...iwu... > ..iyu... (> ..yu...) is quite common,
and this explains the correspondences in the second syllables.) Since the word
would have been borrowed sometime not long after the early 1400s, the sound
shift in Old Ryukyuan from mid to high vowels might not have happened yet,
and then the first correspondence would have been [See] :: [Se], an even closer
fit. The time of the consolidation of the new Korean Yi Dynasty (1392) roughly
coincided with the construction of the new Shuri Palace under two consecutive
dynasties® centered in Shuri.

(4) The translation “[upon]” here is not as fanciful as it may seem, since
place/dative markers (so-called applicative markers) are frequently missing in
0Ok, and, though less so, even in NOk.

Thus ends the first song in the first book. This book was written down in 1531,
under the fourth monarch of the Second Sho (= Sk6) Dynasty, Sho Sei (Arashiro
(& Asato) 53), roughly eight to nine decades before any of the other books, and it
is the record of omoro used specifically in Shuri court ritual. It is particularly val-
uable because of its antiquity.

° The Satto Lineage (42 E#t), 1350-1405, and the First Shd Lineage (45— £#%), 1405-1469 (Arashiro
(& Asato) 33-34, 41-42, 44 (specific discussion of Shuri Castle construction), 45-50, 57-58 (specific dis-
cussion of trade with Yi Korea)).



Song #17 (Vol. 1, no. 17)

Original text: HIB VO~ LV RHA LS L
(BB bDOHALDRSL)
Roman transliteration: ®a®odridyadfedmodmodridyadadndsidkadfu@si®
(®adodridku®moeno®adnNezidgadfudsi®d)
Phonologization: ‘ooyee mumuya ‘anzi-ga fusi
(‘ooi-kumu-nu ‘anzi-ga fusi)
Translation: [Performed to] The tune of Aoriyae Momoriya Anji
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! (21)” — and similarly in what follows — means *“(2), in parallel to (1).”

2 The brushwritten version has a comma not reflected in the typeset version.

3 KOS notes: OS #763 (13-18) and the Yaraza Mori Shrine stele both have @daesiekioyaskue"kie» = -kugi.
KOS, too, opts for @kue"ki@. On the other hand, the Nakayoshi text ({175 4%) and the Ifa text both have
@"kueki®» = guki. Since NOK is kuizi, with the second obstruent voiced (as is NJ kugi.), we follow KOS.



— #135 [«@a®osridtodmodnodadtidonodfudsiey; (1) «-ekidyas,®; (a) ¢-dtodyo
Omod,dse_Bid-»; (b) @sidmadY Oenod,®>; (2) is the last line — all after (2) is
missing]

Phonologization 1 and Glossing with morphemic analysis:*

(1) kikui ‘ufu-kimi-gya (@) syi-0@ tuyum-i, s1,-‘ikusa-@J,
famed High-Priestess-GEN S.p-SUB resound-RY, s.p,-army-COP,
(b) s$ima  “udi-nu, tuyum-i
island conquer-SUB resound-RY
(21)tuyum-u si-daka-ku-ga,} (@) s5ji-@ tuyum-i, s1-‘ikusa-@
resound-RT s.p-high-one-SUBY, S.p-SUB resound-RY, s.p-army-COP
(3) kikui ‘anz(i-‘)usu-i-gya (a")s1ji-@ tuyum-i, ‘ikusa-@
famed lord-ruler-rRY-SUB S.p-SUB resound-RY army-COP
(43)tuyum-u ‘anz(i-‘)usu-i-gya (a")shji-0 tuyum-i ‘ikusa-@
resound-RT lord-ruler-RY-SUB S.p-SUB resound-RY army-COP
(5) ’i[i]-zuku-@Q, kayuw-a,-gyamr, (¢') syji-@ yar-i, yar-i-‘usu-u
good-bottom-SUB, ply-IA-,as.far.as, S.p-OBJ send-RY send-RY-rule-sS
(65) mi-‘u-uni-J, kayuw-a-gyamr, (c")s1ji,-@ yar-i, yar-i-‘usuw-a
EX-EX-ship-SUB, ply-IA-,as.far.as, S.p,-OBJ send-RY send-RY-rule-1A
(7) s1,-‘ikusa-@, ‘usi-tat-1-ba, (d") kr’u-@ yar-i, yar-i-mabur-a
S.p,-army-SUB INT-s.f-1Z-T/C S.p-OBJ send-RY, send-RY-protect-IA

(87)s1,-fya[a]ku-@¢sii-ikusanarh) “eyy&i_tat-1-ba,  (d") ki’u-@ yar-i, yar-i-mabur-a
$.p-100-SUB(S-P-army-CoP-58) ' NT-g f-1Z-T/C,  s.p-OBJsend-RY send-RY-protect-IA

(9) dasikya-@, ‘uc¢-i-kugi-@, (e) jo,or1-9, ma-warazi-Q
shima.misao-TOP, hammer-RY-spike-COPss  z0,07i-TOP, t-t.s-COPss

Phonologization 2: Translation:

(1) kikui ‘ufukimi-gya Kikoe Okimi’s

(a') syji tuyumi, st,‘ikusa, spiritual power [is] resounding, [as is her] spirit-
powerful army!

(b) sima‘uéi-nu, tuyumi [Its] land conquests [are] known far and wide!

(21) tuyumu sidakaku-gay,] Toyomu Sedakako’s

(a') s1ji tuyumi, s1‘ikusa spiritual power [is] resounding, [as is her] spirit-
powerful army!

(3) kikui ‘anzusui-gya [Our] famed King’s

(a") syji tuyumi, ‘ikusa spiritual power [is] resounding, [as is his] army!

(43) tuyumu ‘anZusui-gya [Our] resounding Lord-Ruler’s

(a") stji tuyumi ‘ikusa spiritual power [is] resounding, [as is his] army!

(5) ’iizuku, kayuwa,-gyamr, As far as the good-bottom [ships] may ply,

(¢') s1ji yari, yari‘usuu sending off spirit-power, [we] send [it] and rule.

4 Alphabetically: s.f = set.forth; s.p = spiritual.power; T/C = TMP/CND; t-t.s = true-traveler’s.sandals.



(65) mi‘uuni, kayuwa-gyami,  As far as His Majesty’s ships may ply,

(c") s1ji, yari, yari‘usuwa sending off spirit-power, let us send [it] and rule.

(7) s1,°ikusa, ‘usitatiba, When the spiritually powered army sets forth,

(d") kr’u yari, yarimabura sending off spirit-power, let us send [it] and pro-
tect [our army].

(87) s1,fyaaku, ‘uSitatiba, When the spirit-hundreds [of soldiers] set forth,

(d") kr’u yari, yarimabura sending off spiritual power, let us send [it] and
protect [them].

(9) dasikya, ‘uc¢ikugi, [Spiritually protecting] dashikya [wood is made

into] hammering-spikes [for the army to drive in-
to the new ground!]

(e) jo,or1, mawarazi Zori [are transformed into spiritually protecting]
true travelers’-footwear [for the army!]°

9,e) [Let us thereby ensure the army’s victory!]

Commentary:

Theme: This is an oracle to offer reassurance to, and to bless, the King’s army,
which is about to depart for war.

Song structure:

Priestess King Warships Protection Magic
lab2ab 3a"b4a"b 5c6s¢" 7d8d" 9e
325325 325325 4242 42 4 2 33
533533 533533 5252 5252 4 4
4 4 3 3 5 5 5 5

8988 98 88 88 8 8 999 9 999 9 77

The first part concerns the army’s strength from the priestesses’ point of view,
the second, from the King’s point of view, the third and fourth parts concern the
armada’s expedition, and the fifth part is a kind of magical spell to ensure the ar-
my’s success.

The verse numbers and letters of the omoro are arrayed across the top of the ta-
ble. Above them are one-word reminders of song content; and under each one is
the sequence of moras in each phonological word, followed by the total number of

3 Vovin (2009: 745) has a slightly different interpretation of (7) through (d"): “Because [you] send for-
ward the holy army, send [your] spriritual force, and protect [it], because [you] send forward the holy
hundred, send [your] spiritual force, and protect [them]”

©(9) and (e) are more literally “Dashikya [be(comes)] hammering-spikes, (and) Zéri [be(come)] true trav-
elers’-footwear,” where two nouns are linked in a copula-like sentence construction.



moras for each verse given at the bottom. Thus Verse 1 has a three-mora word
and a five-mora word, for a total of eight moras in that verse.

The omoro is made up of four semantic structural groups: In the first group
(Priestess and King), verse (b) is used as an identical part of the refrain to be re-
peated after each couplet. Verses 1 and 2, and a' repeated along with b, weave the
initial portion of the first group together. Verses 3,4, and a",b function similarly
for the second portion of the first group. The third couplet (ie, Verses 5,6) consti-
tutes the second group, performed along with its similar ¢' and c¢": 5,¢' and 6,c".
The third group is the fourth couplet: 7,d' and 8,d". Finally the highly divergent
9,e — a sort of incantation — closes the omoro in just as divergent a tone.

Tune name (fushina): KOS (1965: 68) points out that the name of this song is
taken from the first line of Song #519, a later song than this current one. This cre-
ates a puzzle because song #17 is in Book 1, promulgated in the 16" century,
while song #519 is in Book 10, promulgated in the following century. Shimamura
(1983: 309-311), citing work by Serei Kunio (1940 [1975]) and Nakahara (1951),
deems it impossible for the tune names of Books 1 and 2 to have been put in at the
time of their compilation. According to him the earliest time that the tune names
could have been added to the first two Books is 1623, when the third and follow-
ing Books were compiled; and the latest is 1650, when one song from a later book,
along with its tune name, is cited in the history Chiizan Seikan [Mirror of the
World of Chiizan], by Sho Shoken.

There is also some discrepancy between the brushwritten text and the typeset
text. The brushwritten text of the song has only the line headed #17 presented be-
low. However, the line headed #17' below is in the typeset text only. There is no
brushwritten equivalent at all.

#17: @a®odri® yadfed mo® mo® ridya® ad® N&® si® ka®
fuesie»
#17"  («@adoeri® ku¢ mo® noe® a® n~No "si®gae fu
@si®»)

Another song that KOS relates to the song name of #17 is #135, the duplicate
(chofuku) of #17:

#135: «@adodrid to® mo® nod ao ti® no® fu
DSiD>

It states that the song’s name comes from the first line of #519, regarded as the
song-name source of #17.

#519: «@adodri, ku® mo® no, a® No Sid,®>

Shimizu (359) states that it is not clear whether (®a®o@riekuémodnod®adn
®si®> is a BEAUTIFYING EXPRESSION modifying the word for ‘lord’, or whether it
is a name of a priestess or similar person. OSJS (22a) says that it is probably not a
lord’s actual name but rather a BE composed of the individual BEs «®a®o@ri®d (lit.
‘fanning”) and «@kue®mo®> (lit. ‘cloud’), thus lit. ‘the fanning-cloud lord’.



The reader may note that the line headed #135 has «-@to@mo&-», while #519, its
source, has ¢-@kudmod-»: KOS #135, in its headnote, notes this discrepancy, and
states that «®to®> is probably a miscopying for «®ku®», but it refrains from chang-
ing its own printed text to reflect that. Nevertheless, there remain discrepancies,
some even introduced by the KOS editors, as follows:

a) There is no indication of where the brushwritten line of #17 above came
from,

b) and why the editors have decided to set up the ghost song name of the line
headed by #17".

c) #315 has «@a@n®si®>, while #17' has typeset «@a@nN®"si®> where @"si®> =
@DZiDy;

d) #315 has -@no@fudsi®, while #17' has it as -®gadfudsi®»;

e) The line headed by #17 does bear a passing resemblance to #17' and #315,
but @yasfe®> is missing, and «@ridya®» is used instead of «@nos>.

Ctf.: (1) — #1(1); (a) syi— #3; 21) — #1; (3) kikui ‘anz(i-Jusu-i — #3; (5)
-gyvaami — #6(14)

Song-text discussion:

(a') According to Koyama (1992: 314) there is a three-way distinction among (1)
siji, (2) su ~ sii, and (3) ki(y)u ~ ki(1) ~ kii. OGJ (487a) has sizi. (*sizi) as ‘deity;
the spiritual power of a deity’. On the other hand, it states that 77 is ‘a person’s
spiritual power’ (468b). Also, under §ii, RGJ (472) gives the meaning as ‘force,
vigor’ (&), and, as an archaic meaning, ‘armed force’ («#%»). KOS specu-
lates that <se, i®ku®sa> means a military force possessing spiritual power, and
notes that the Ifa text (Ifa-bon i 4) has the annotation # % th ‘it means “pow-
er-army” [(SEI®GUN>]” — which one can provisionally read sei-ikusa — for
which see below.

As for ki(y)u ~ ki(1) ~ kii, both Hokama (2000: 23) and Koyama (1992: 334)
take it to be synonymous with siji.
(b) Sima,- ‘uc-i-nu, tuyum-i: this phrase is either nominal ‘its land conquests’ ech-
oing’, or verbal ‘its land conquests [are] echoing / [have] echoed’.
The use of -i here may be a holdover of an original use of RY/SS -i (pJ *-7') as
a stativizer, since -i is carried on the stative verbs (e.g. OOk ‘ar-i :: OJ ar-i,
both ‘be (inanimate)’, OOk 'ur-i :: OJ wor-i, both ‘be (animate)’) as their Ss.
There is an interesting set of materials that sheds light on the function of OOk
RY -i: An embassy from the Kingdom of Ryukyu went to Korea in the late
1400’s, and there resulted from that a wordlist in a document known as Oum
Ponyok (&% #a, Japanese Go’on Hon’yaku, dated 1501) (Tawata 1997: 14).
While the Okinawans were there, their host country’s foreign interpreter office
posed a set of questions to some of them written in Chinese, their shared lan-
guage, for Okinawan equivalents of simple sentences and words. The responses



for nonpast verb forms were with the RY form -7, presumably as a functional Ss.
(See Tawata 1997: 534-535.) The examples are:

Ch. E.equiv. hangiil” presumed OOk form  gloss

fil drink wine  nueémi num-i ‘drink’
WK eat “anekwieri ‘agir-i ‘eat’

Bex&  boil tea chja®’oa®kad®si  ca wakas-i ‘boil tea’

(3) ‘anz(i- Jusu-i: The choice of the shortened form ‘anzusui is required for metrical
reasons: six vs five moras. Thus verses (1,2,3,4) all have eight moras. LitOk ‘a-
Zisui. is its modern reflex.

(a") Torigoe (1968: 400) notes that ‘ikusa here and si- ‘tkusa in (a') are distin-
guished from each other, with the former referring to Kikoe Okimi’s army, and
the latter referring to the King’s army, showing a difference in the level of spir-
itual strength. However, Shimizu (2003: 126) is not convinced, nor are we,
though we may say that “his” army is “her” army, as we have translated.

(5) As for «<wesoko> ‘ii-zuku [¥i:zuku], Torigoe (397, 399-400) morphologically
analyzes it as ‘Zsu-ku [‘isuku], where ‘%su means ‘shoreline, strand’ (cf. RGJ
208 ‘isu ‘(id.)’, but *OGJ, *OGJ2). He sees <ko» as -ku ‘male, one’, thus having
the compound mean lit. ‘strand ones’. The only example of the first claimed
morph, apparently, is in OS «i@si@yoefi®rar ‘iSu-fira ‘stone(-paved) hillside
(road)’, where the meaning is ‘rock, stone’, not ‘strand’. OKDJ does have the
meaning ‘strand’ for «i®so>, but only in Ryiika. In any case, Shimizu (2003:
126) is not convinced by Torigoe’s reasoning, and for good reason: the inter-
lineations and KKKS refer only to ships (cf. OSJS 328).8 We believe ’i(i)- is an
adjectival quasi-prefix meaning ‘good’, also seen as ii- [i:] in NOk. Cf. #6(a)
for its etymology.

English bottoms refers to, especially, cargo vessels, and the OS use of suku
here utilizes the same metaphor for the King’s ships. They are ‘good bottoms’.

As for «gi@yadme> -gya(a)mr, OSIS 119a and Shimizu (2003: 104) state,
correctly in our view, that this particle comes from a deverbal *kiwame ‘reach-
ing a limit’ (a grammaticalization), NOk ¢iwami-yu-n. ‘decide’,’ and structural-
ly related to NJ kiwamé-ru ‘attain; run to an extreme’. Independently, Nohara
(1971) has made both a synchronic and a diachronic study of particles meaning
‘as far as’ in the Ryukyus, discovering three lineages, which he calls -madi,

7 This is Tawata’s romanized transcription for the hangiil-character pronunciation of about 1500. The
forms are Korean officials’ best approximations in their own script of the Okinawan that they heard.

8 KKKS includes «wezoko», as does OKDJ, which utilizes all premodern texts (120cd). Both the voicing
and the lack of palatalization (cf. RGJ’s ‘isu) militate against Torigoe’s view. Voicing in compounds with
(*yee- ‘good-’ >) 'ii- is a premodern phenomenon, and has been replaced with the phenomenon of voice-
less-obstruent second elements only.

° This was one of the meanings in Japanese, too, until at least the 1600’s.



-gami, and -gadi."” From his findings we can ascertain that because attestation
of -madi is strong in the modern-Okinawan central culture area yet weaker in
its old records, clearly -madi (< -madr < -made) is a Japanese loan, replacing
Nohara’s -gami and -gadi (our -gyamr and -gyadr). The oldest record, Omoro
Soshi, actually contains the palatal-initial-syllable gya of -gyamr and -gyadi al-
most exclusively, showing that the palatal gy-forms (including those in
Miyako) were remodeled to non-palatal g-forms on analogy with e.g. -ga ~
-gya ‘SUBJECT; GENITIVE’ — -ga, and thus reinforcing our view that -gyamr is
from *-no-kiwame *‘the limit of® (a GENITIVE + a deverbal NOUN) and that
-gyadi is from *-ni-kiwam-i-te *‘attaining to’ (a DATIVE + a GERUND), both
clearly grammaticalizations from verbal phrases to particles, a very common
event in Japonic language history (e.g. NJ -ni-tsuite ‘about’ — ‘attaching to”).!!
The sound changes we reconstruct for the former are as follows: *[-ng
-k¥ifame] > *[-ny-k¥iBame] > *[-pg-griwame]'? > *[-g¥iyami] > [-gya(:)mi] =
-gya(a)mi.

(c") yari yari (also (c",d',d")): both mean ‘send’; another expected meaning from
the structural point of view is ‘send’ + ‘PROG/STAT’, but in this context it does
not make semantic sense.

yar-i- ‘usu-u vs. (¢") yar-i- usuw-a: In the former, ss'* is used, while in the
latter, 1A is. Torigoe (1968: 398) speculates this variation is meant for stylistic
appeal and emphasis (bun no aya to tsuyome no koka), noting the frequency of
this pattern in OS.

(65) mi- ‘u-unr: Word-initial *f> *w > @ in internal-word—initial but not utterance-
initial position in compounds, suggesting an irregular loss of its initial mor-
pheme boundary. Thus *mi- ‘o-fune > *mi- ‘ofune > *mi- ‘owune > *mi- ‘oune >

. > mi‘uuni. Cf. NOk ‘uuni. ‘shipex’. N.b.: (65) mi‘uunr and (5) ’iisuku are
parallel, and each is 4 moras long.

(87) s1,-fyaaku: also written «@sed(i)@fidyadkod>. Phonologically, we assume a
three-mora word with a Cy first mora, just as in NOk Ayaaku. ‘hundred’. Se-
mantically, we assume that the literal meaning of fyaaku is ‘hundred’, but that
in this compound it acquires the metonymic meaning ‘(hundred) soldiers; mili-
tary force’. In the days when armed struggles were common, the scale of forces
pitted against each other has to have been quite small, making an armed force
in the hundreds a formidable enemy. OKDJ (366a) also has this etymology.
Torigoe (400) believes that @fi®ya®ko®> is a shortening of (an unattested) «@fi

10 Regularized to fit NOk pronunciations.

"' We conjecture that even J -made ‘as far as’ may be a grammaticalization from *-ng-ma-n-i-té or
*-(ATTRIBUTIVE)-ma-n-i-té *‘being the distance between’.

12 For verbs plus *kiwame, the form was frequently *-(a)m-o ‘“TENTATIVE ATTRIBUTIVE’ + *kiwame, also
resulting in *[-n-g¥iwame]. Other shapes were regularized to ultimate -gyami.

13 §5 = ShitShikei = Sentence Ending Form. 1A = Inferential Auxiliary.



oyadudko® = ‘L) 7 lit. ‘military-ones’ i.e. ‘soldiers’. The ultimate con-
clusion is the same, but there is no premodern or modern fyaaku/fyooku or hy-
aaku/hyooku, resp., in this meaning to back up his conjecture, nor do the inter-
lineations support it. N.b.: (7) st ‘ikusa and (87) sifyaaku are parallel, and each is
4 moras long.

(d',d") ki’u: perhaps the 'u is an accretion of an old spelling of the OBJ enclitic
-(»)u < *-wo.'"* Otherwise this shape is anomalous.

mabura ‘let us protect’ = mabur- ‘protect’ + -a ‘1A” = ‘let
1p. or3p.”
(9,e) We follow Hokama’s (2000 #17) interpretation, derived
from OSJS (Nakahara and Hokama 1967).

(9) dasikya appears just twice. OGJ 175b: dasica. “A low-
growing tree [see insert]. It is close-grained and hard, suita-
ble for making walking sticks.” OGJ 175b: dasica-guusan. (n.) “a walking
stick made from dashicha wood.” guusan. means ‘walking stick’; OSJS 182b:
«@dassiekioya®>: the shima misao tree/shrub. It was thought to be able to ward
off evil. According to the official site of Okinawa Kyddo-mura, Omoro Shoku-
butsuen (B2 14 - B AkEmE “Okinawa Local Village, Omoro Arbore-
tum” (http://oki-park.jp/kyoudo/ba/o_explore/dashikiya.html), * the range of
the dashik(y)a / dasuke tree is from South China, through Taiwan, and as far as
the northernmost of the Ryukyu islands. It is a hard and springy wood, from a
tree whose trunk grows perfectly straight. According to them, the Japanese
priest Taichd, in his Ryikyi Shinto-ki [An account of the Ryukyuan native reli-
gion], said that the foundation myth of Okinawa has the deity(/ies?) Amamikyo
(and?) Shinerikyo planting the tree to make the mountains. Perhaps not coinci-
dentally to this mythology, it grows at the base of mountain forests.

OSJS says that the terms Amamikyo and Shinerikyo are parallel words; they
have been taken both (1) as a male and a female deity, respectively, and (2) as
just two ways to refer to the same deity — OSJS prefers the latter. Presumably
the hypothesis in favor of the former is related to the fact that the deities
Izanagi and Izanami, in the Japanese foundation myth, are brother and sister.

(e) As for the hapax items jo,orr and ma-warazi, we differ from Torigoe (1968:
399) and Shimizu (2003: 127-8).

!4 There is only one example of -’u cited as an OBJ marker, in @yasti®yoewo® ya-ci-yu-'u [yat$u’u] or
[yatSuz] ‘8-,000-generations-OBI’; otherwise all examples are of -yu, spelled <yo> or <yu» — the latter just
once, @siemaoyud Sima-yu ‘land OBJ’, compared to @siemaoyo®» Sima-yu, with eight examples. There
are many examples of the allomorph -yu spelled with «@yo®». That fact shows that OOk was already well
on its way to restructuring the allomorphy /-’u/ ~ /-yu/ to non-allomorphic i.e. single-morph /-yu/.

15 The picture of the dasica plant is from the same site.



Torigoe (1968: 398-399) interprets «tioyad efadred> to mean ‘well, then,
rush (over)!’, and «®maewadrad®si®> as ‘(and then) come back! (exalted)’. To
his reckoning, «®ti®ya® is an interjection spurring the interlocutor to action,
and «@fadre®> is the unattested but unobjectionable imperative of the unattest-
ed but unobjectionable far-u ‘go/ply’.'¢

As Shimizu (2003: 127-128) points out, there is a spurring LitOk interjection
dika-yo (clearly = non-Lit. dika + yoo., with a sentence-ending particle) in NOK,
and we add similarly LitOk dikddika with the same meaning, but we may fur-
ther note that the form in OOk, were it to exist, would be written «ddedkad>;
this means that both letters would have to have been misspelled. Shimizu sug-
gests MOk caharu ‘infinitely, boundlessly, eternally’ very tentatively as a word
that might be related to the «@ti®ya,fadre®» of the text, though he does not ex-
plain what has caused him to make this suggestion, nor how it would fit into
this context. There is one MOk word that might fit in here, and that is diyoori.
‘come on out!’, a taunt to an enemy to come out and fight (OGJ 176b-177a);
further, it is quite probably a word manufactured during MOk times, since OOk
‘go/come out’ is ‘ji-, not the di- here, borrowed from Japanese, nor regular
NOk ‘nzi-. Unfortunately we do not see a way to place a word such as *dryoorr
into the phonological or semantic context that it would require in order to fit
the bill.

Therefore we take the verse «@tidyad,ofadre®,@madwadra®si®> to corre-
spond to NJ zori ‘(Japanese-style) sandals’ and ma- ‘true’ (in OOk ?— ‘spiritu-
ally powerful’) + waraji ‘straw footwear (associated with making a journey)’
just as OSJS, OKDJ, and Hokama 2000 #17 do.!”

It may seem odd that such a pair of words sits at the end of the omoro,
but (9), equating dasica with spiritual power when driven into the ground, pro-
vides the clue for their inclusion. Both (9) and (e) are equational phrases, on the
one hand linking a specific wood to spikes with spiritual power, and on the
other, linking a mere set of sandals to travel-wear that must likewise have reli-
gious significance.'® They are special sandals worn by the warriors, and we can
recall in English our own use of the loaded term jackbooted to invoke fear-
inducing military-like images. If we were to say, for example, “The spikes are

16 The cognate NOk ha-yu-n. does not refer to human action, but there appears to be no such restriction in

OOk, nor is the morphology quite the same; the verb has regularized to its NOk forms.

17 The interpretation we accept does have its own problems, among them poor fit between the initial OOk
j'[dz] and J z [(d)z] (affrication and palatality; but earlier z [Z] in 1603, with affrication being the only is-
sue) — and poor fit of both with the regular Ch-derived J s [s] (though the source, Ch ¥ [ts"a.u],Ch has
an affricate)) [ts"])) — and of the Zi [Zi] of ma-warazi with the historically older form ji [dzi] of J waraji
(> 17"-century warazi with [Zi]). Then, too, neither form in Japanese is regularly derived from its sup-
posed origins of (Ch ts’autsau+lii >) J sau+ri ‘grasstfootwear’ > *soo+ri, and wara+no+tkutu ‘straw+’s+
shoe’ > *waragutsi.

18 N.b.: walking staffs and straw footwear are associated with Buddhist pilgrimage in Japan proper.



crucifixion spikes, and the boots are jackboots,” we would instantly invoke —
for those with the right background — the sort of religious/military/political
terror that special uses of ordinary terms are meant to convey.

Note that the fact of a comma right in the middle of @ti®oya®,@fadred> jo,or
‘sandals’ constitutes a direction not to shorten long [0:] to short [0], where
Rytika-like long-vowel shortening rules would normally call for it. Thus both
lines have the same mora structure 3&4:

1 23 4 5 67
da sikya ‘u ¢ kugi
jo,orm mawara zZi
How could the phonological form joorr be related to the spelling «®ti@yad,
ofaere®>? (1) The spelling <tiya> is most typically the way of writing ca(a) or
Jja(a). (2) The spelling «-@a®fad®> may be the phonological form -afa, -aba, or
-awa. The «®a®fa®> :: ~awa correspondence is due to a weakening of non-
initial *f'to w, a sound change that is also found in J. So, lastly, (3) the corre-
spondence <-@adfa® :: -0 is explained as due to a sound change of *-awa to
*.99 19

Within Japanese, we see this change in the case of the word for ‘broom’: OJ
papaki > MJ fawaki > ... > ENJ f50ki > NJ hooki. These changes are found re-
peatedly, but they are sporadic, not automatic.

The changes described here require a glide surrounded by the low vowel [a].
They originate in rapid-speech forms,?® but, unlike other sound changes, have
never made it to full regularity — they only occur irregularly.

(e) has two hapax terms, so ultimately any hypothesis will have to be, to a
degree, speculative. The question devolves, then, to this: what fits best? We
have argued for the Nakahara and Hokama hypothesis, and therefore reject the
competing claims that the first word is an interjection (Torigoe), or ‘endlessly’
(Shimizu). Likewise, we have argued that the second Aapax fits well with the
first; it is not, therefore, mawar-as(s)-i ‘go[ing] around (lightly exalting)’ (Tor-
igoe and Shimizu).

1 There is one other word probably related to «ti®ya,fa®re>, namely «@ti®yadree», also ‘sandals’ and also
appearing only once (#1000). It was probably pronounced jorz, with two moras, since its parallel terms
are @miene® mini or mini (because of PP) ‘peak’ and «@fuene® fins ‘ship’, both with just two moras.

20 To wit: [awa] > [awg] > [awi] > [au] > [09].



Song #20 (Vol. 1, no. 20)

Original text: H3 0 ~05 L

Roman transliteration: @adooridyadfedkadfudsi®o
Phonologization: ‘ooyee-ga fusi

Translation: [Performed to] The tune of Aoriyae

Original text: Roman transliteration:

() — &Z2RpEHER 1w @kiokoewed OFOokiomieki®ya®

(@) LIF9b, b, HTIEH  esiokeouotio, adyad,® adsudbadti
~ ofed,®

b))  HpLBETEO O Fly  etieyosrae@or N enos, ) efadna
D, ®nod,®

(© Inb~—&, SUOT® ~ B0,

@ LET, AbA ®todyo®de®, ®mi®moeNd

21) X & XEe[1¥enhnZnh» " @todyodmudsedtadkadkodkad

W) R, BEEXT (%) EHDH, bIoofei, £S5IEDE, [Chi (1) Genchi, kuro-
gaki de (ZHO®RA®NARD to aru ga, chiyora no hana wa, kiyora-bana/kiyora [no] hana no i.]'

— #138 (3.51) [«@adoorioyadfed_ofudsid; (a) «dsiokeousti® @»; (c,d) «dudrad
—~ 0t08,8 / Btodyo@ded,6miemodNd> — (C) «Psadidwadtadrudmi®@modN®) |
— #157 (4.6) [@asdosrioyadfed_ ofudsi®r; (a) @kiokodwedadodridyasfe
@ya®»; (b) «okadkeowastidfed; (c.d) @udra® ~— &t0d,0 / Stodyodded,e&mi
OMOBN®> — (C) «Bsadid.oWadtadrud &@mi®modND>; (2) Gtodyodmudadodri

eyadfedyad]

Phonologization 1 and Glossing with morphemic analysis:>

(1) kikui ~ ‘ufu-kimi-gya (a) siki-‘uci-g, ‘aya-@, ‘asib-a-Ci,
famed great-priestess-SUB h.p-interior-DAT pr’s-OBJ s.d-CAUS-GER
(b) j(i-“)ura-nu, fana-nu, (c) ‘ura‘uraa-tu,
earth-behind-GEN, flower-suB serene-ly
(d) tuyu-ds, mi-muN (21)tuyum-u si-daka-ku-ga
resound-GER see-thing resound-RT  s.p-high-one-SUB
Phonologization 2: Translation:

(1) kikui ‘ufukimi-gya Kikoe Okimi

T “N(1): The interlineation has <ZHO@RA®NARD written in black, but «ti®yo®ra®no®FANA> [sic] means

beautiful flower

‘kiyora-no hana’.” (Interlineations are normally written in red.) We believe that this is an unwarranted
interpretation of <ti@yoera>. We interpret the intent of this note in Commentary, under (b). The character
fiiy may be read SJ Soo as well as SJ su; Mandarin zhong or zhong, [tsu(:)n], more or less, with a non-
aspirated affricate. The readings of <% ra are not at issue, as far as we can tell.

2 Alphabetically: h.p = holy.place; pr’s = priestesses; s.d = sacred.dance; s.p = spiritual.power.



(a) Sikr‘uci, ‘aya, ‘asibaci, has the cloth[-wearing one]s perform a sacred dance
within the sanctuary, and

(b) jura-nu, fana-nu, the Flower from behind the Earth
(c) ‘ura‘uraa-tu, serenely
(d) tuyudi, mimun rises, and is a sight to behold

(2) tuyumu sidakaku-ga Toyomu Sedakako (a,b,c,d)

Commentary:
Theme: The creators of this omoro appear to have combined parts of two pre-
existing songs. One part, (i), was a description of Kikoe Ogimi’s direction of an
‘asibi in the Sanctuary, the Shikeuchi; the other, (ii), originally was a song of
praise and wonderment directed to the Sun Deity. The verse in (i) can also be in-
terpreted as a covert assertion of Kikoe Okimi’s paramountcy over all other
priestesses, including Aoriyae, who had been the paramount priestess before the
advent of the new hierarchy under King Sho Shin, whose reign ended shortly be-
fore the first volume of the OS was compiled.
Song structure:
Body
The High Priestess
(1) (i) ) (i)
1) (@ (b) (¢) (@) (@) (@) (b) (c) (d)
3 43 6 3 3 4 3 6 3
5 6 3 3 5 63 3
8 10 6 6 6 8 10 6 6 6

Has them dance, and praises the Sun
Refrain

In regard to (a), let us briefly discuss mora counts, i.e. length of lines. Where a
word begins with a glottal stop, that ‘¥ mora is a candidate for elision, and there-
fore the line may be shorter than expected at first blush. But will it elide? (1) Note
the comma in <a®ya,), suggesting that a merger of ‘aya and ‘asibaci is to be
avoided; therefore: *‘ayasibaci (*5 moras), °‘aya ‘asibaci (°6 moras). (2) What
about $iki- plus ‘uci? An elision would yield $ikrci, while with a retention it would
be Sikr ‘uci. We suspect that if sikr ‘uci were a fully lexicalized word it would retain
the glottal-initial syllable — thus $ikr ‘u¢i — while something close to a nonce
coinage, or a semantically transparent compound, would allow (though not re-
quire) an elision: §ikr- ‘uc¢i — Siki-¢i. The word does appear to be semantically
transparent. If they meant Sikici, though, why didn’t they just write si®kesti>?
This might be termed the what-you-see-is-what-you-get argument. Indeed, absent
any other sort of evidence, this argument seems to carry the day.’ Thus we leave
the line at 10 moras.

3 There may be such a line of evidence: There is a word <si®"kesti> ‘sacramental wine’, which would be
pronounced either $ikici or Sigici. The former pronunciation would make it a homophone for the word for



Cf.: (1, 2) — #1; (a) ‘asib- — #1; (d) tuyu-dr — #16 (14, 16).

General: As already mentioned, this song appears to be similar in content to
#157. The difference is that #20 has Kikoe Okimi as subject and #157 has Aori-
yae as subject. Historically, Aoriyaec was the highest-ranking priestess before
she was superseded by Kikoe Okimi during the reign of King Shd Shin. This
will make #157 older than #20. Therefore #20 is a covert assertion of relative
hierarchy of the priestess Kikoe Okimi over Aoriyae. The diversion of Aori-
yae’s song and its transformation into Kikoe Okimi’s — quite apart from the
clear change in meaning within the song — constitutes an arrogation of one
priestess’ “property” by another, a clear sign of the realignment of religio-
political power. Overtly this song is just about a beautiful dance, perhaps, as
Torigoe (1968 #20) claims, for the purpose of wishing the monarch a long and
prosperous reign.

Song-text discussion:

(a) The origin of the $iks- of Siki- ‘uci is not known, but there is no doubt about its
semantics: we adopt Hokama (2000: 25) and Shimizu’s (2003: 132) interpreta-
tion as a sacred place on the castle grounds, largely in agreement with OSJS
(«si@ke», «sidkedudti> 152b).

The compound Sike(- ‘u)ci ‘sacred enclosure’ bears what we consider to be
more than a chance resemblance to two other words observed in OS: <ma®si
ekeotu ma-Siki-ci and «madsi®kedsuy ma-siki-si ‘the holy place where a deity
abides’, lit. ‘BE-holy(.place)-’enclosure’ (OSJS 263c¢) ?7< *ma-sike- ‘utu. A sim-
ple chart of sound changes will help explain our view of the relationship of the
words:

pre-PJ PJ post-PJ OOk  irreg. OOk

*tutul > Fru[tu] > Fu[tu] > ci[tsi] - St [st]

*ui [tui] > Fa[twi] > R[] > ¢[t8i]

Let us feed pre-PJ *utu and *utu-i ‘enclosure’ (OJ utu-* and uti) through those
changes: what we get is ‘uci [?utsi] and ‘uci [?utsi]. If we irregularly assibilate
‘uct, we get ‘ust [?usi]. If, in compounding, we elide the initial syllable of the
two allomorphs, we get -c ~ -si. Apparently, there was a compounding, earlier
than the transparent Sikr- ‘uci, of *sike + *utu to *sike-tu to *Siki-ci, followed by
the addition of the beautifying prefix *ma-: ma-Siki-ci. This is where we see the
-ci allomorph. An irregular assibilation now gives ma-siki-sé, which is where
we see the -s# allomorph.

‘sanctuary’. There is no evidence for a Sikr ‘uci variant for the word meaning ‘sacramental wine’. Perhaps
the spelling «si@kedueti> for ‘sanctuary’ is meant as a way for disambiguating two words that share a se-
mantic element ‘sacrosanct, holy’: «siekedusti> Siki(‘u)c¢i ‘sanctuary’ <> <si®"kesti> §i"’kici ‘sacramen-
tal wine’.

“In OJ, IDB has utu- ‘complete(ly)’ (121c, <#> ‘interior’ utu-, used as ateji; ~-pagi (123d, ‘completely
stripped off”, <P9> used as ateji); ~-pata (123d, lit. ‘complete-loom’ — ‘clothing ready to wear, right off
the loom’, </> used as ateji), ~-yupu-né (makura kotoba, original meaning unknown, but > used at
least as ateji, possibly in its meaning of ‘inner’ (124c)).



‘aya is by MOk times typically interpreted as a BE (cf. MOk ‘aya-haberu
‘beautiful butterfly’, Shimizu 2003: 132, by MJ times a set collocation, accord-
ing to OKDJ <a®ya>). Etymologically, in OJ, ‘aya comes from an image in
which vertical and horizontal threads intertwine in the process of weaving —
the ‘aya is the pattern (JDB 50a). In OJ both that meaning and the meaning of
textiles with those qualities were already established.’ In OOK it is a noun orig-
inally meaning ‘(cloth-)pattern, lines’; we interpret it here, however, as meto-
nymically meaning ‘priestesses (who wear patterned capes/overgarments)’,
with the extensions of meaning being ‘pattern’ — ‘patterned cloth’ — ‘pat-
terned-cloth overgarment’ — ‘priestess wearing patterned-cloth overgarment’.

‘asib-a-¢i is the gerund of ‘asib-as-u ‘cause to dance’, with the intermediate
-§-i~ regularly elided after PP (< * ‘asub-as-i-tye). Nakahara’s (1957: 453) in-
terpretation of Song #37 (1.37) may give an idea as to how ‘asibi was per-
formed: Kikoe Okimi enters the ceremonial grounds from the Kyd no Uchi
leading other priestesses in procession with nobori banners and resounding
drums. Now, since ‘asib-a-ci is a form of a transitive verb in the current song
(Song #20), naturally an object is needed, but what is it? Torigoe interprets the
objects to be little princes and princesses dancing in the sacred arena (some-
what similar to Nakahara’s interpretation of ‘asibi), though no such object is
overtly mentioned in the song. We believe that the object of ‘asib-a-¢i in this
omoro is ‘aya, which metonymically extends to mean priestesses as mentioned
in the previous paragraph.’

A clue for this interpretation comes from Song #843 and the already men-
tioned Song #157 (4.6).

First, Song #843 (= 13.98)%° offers important information about ‘aya, by
equating ’i(i)-kaki mi-fan: on one hand to ‘aya,'® and on the other hand, to bin-
gata textiles,!! which was the deity-clothing [kami-ishd] worn by priestesses at
religious rituals.

kiku’i ‘aki-Sinu-ga, ‘Famed Akeshino,

° In addition, a group of Chinese immigrants to Japan were named Aya(-be) due to their weaving skills.

® This form appears in #688 (12.37): tama-nu-turi-Qow, kugani-turi-Qos; ‘asibaci ‘making the jeweled
birds, the golden birds, dance’; Hokama (2000 #688) takes the verb to be transitive: the priestess is,
through her own movement, making the birds (and horses) on her bingata dance.

7 Otherwise we would be forced into an unwieldy adverbial interpretation, as if it were ‘aya-ni.

8 Book 13 is titled ‘Funa-eto omoro o-séshi’ = *Ship sailing songs’, frequently with imagery of priestess-
es as birds flying above the ships and protecting them.

° Throughout, our transliterations and translations.

10 0SJS (327b) adds that KKKS (Kon [Earth], §Ifuku [Clothing]) defines it as referring to patterned/
striped clothing [ ‘aya-ginu] and that <a®@ke®no®fa®ne> [ ‘aki-nu fani lit. ‘red wings’] or <a@ke@®muPka
®©ke> [ ‘akr M-kaki lit. ‘red exalted overgarment’] refer to patterned (i.e. ‘red’) clothing. Note the use of
fanr ‘wings’ to refer to the common wing pattern on bingata, and kaki to refer to a long overgarment
‘placed on’ the body.

111fa Fuyt (1974 [1928]: 130-137) wrote about the subject of the beginnings of Okinawan bingata dye-
ing technology, speculating, from the content of its omoro, that <we-ka®ki-mi-fa®ne> lit. ‘picture-
writing-EX-feather/wing’ was bingata clothing with flowers and birds painted on it, deity-clothing [kami-
isho] worn by noros, i.e. ’i(i)-kak-i mi-fani.



Vi (i)-kaki mi-fani, 2 praying for

2 ku-yuwa-¢i, ! [an overgarment with] painted exalted wings,
kumu kazi, Sina’i-t1, harmonizing the clouds and winds;
Sary-as-1 see [the ship] off!’

As for song #157, the following parallel is especially informative as to the
proper interpretation of ‘aya.

Siki- ‘uci, ‘aya, kaki-wa-¢i  In the Sanctuary, she dons the ‘aya (#157)

Siki-‘uci, ‘aya, ‘asib-a-¢i  In the Sanctuary, she has the ‘aya dance (#20)
The OOk exalting verb gerund kakir-wa-ci refers both to an act in cloth produc-
tion, spinning, and to placement of cloth on the body (cf. also NJ uchikake
‘long overgarment’).

From #843, we know that ‘aya, the bingata textiles, were worn by priestess-
es at religious rituals in omoro times. In Song #157, a priestess is placing the
‘aya, the overgarment, on herself. In Song #20, the ‘aya, the overgarments,
have already been put on by the priestesses, and as a result, they have induced a
metonymic transfer from the overgarments to the persons who have donned
them. Song #157 has Aoriyae covering herself in a ritual cloth to dance.

[acent kikui “auryaii ] [patent ‘aya 1 [vr {kaki} ]
[acent kikui ‘ufukimij ] [parent ‘ayai ] [vr[vi {asib} ] [vr {as} ] ]
Thus in #20 Kikoe Okimi has caused the ‘aya — the patterns — the cloths (with
the patterns) — the priestesses (covered in the cloths) — to dance; the priestess-
es of course include Aoriyae.
At the same time the changes in the original metrical and even overall phono-
logical structure are tightly constrained, as can readily be discerned below.
123 45 6 7 8 1234 56 78 910
kiku’i ‘a’urya’i-ya Siki‘uc¢i ‘aya kakiwac i
kiku’i ‘ufukimi-gya Siki‘uc¢i ‘aya ‘asibaci
(b) KOS and all three of our main interpreters agree that «dti®yoedra®> (~ «@tidu
@ra®») are affrications with ¢ of «@ki®@yoera®>. This would mean that OOk had
lost the ability to distinguish between *ki <> *ti > *ki < *¢i > ¢i = ¢i. There is
no disputing that eventually ki affricated to ¢i. However, very importantly, de-
spite there being many examples of «@ki®yodra®>, there is no example of @ki
@yodradno®(_)efaenad®>. Nor is there any example of the «®ti®»>-initial word
anywhere other than in this context. The likelihood of this distribution of puta-
tive allographs (i.e., with ®ki®> = «@ti®»>) of the same morpheme is vanish-
ingly small. This renders the likelihood, based on this evidence at least, of the
change ki > ¢i having occurred by OOk to be nil.

Furthermore, no one has attempted to interpret the interlineation <ZHO®RA>.
We make that attempt here, though we feel that we have already given suffi-
cient evidence for OOk ki <> ¢i. The character «f&», as pointed out in the note,
has the two SJ pronunciations su and Soo, while there are also two versions in

12 The phonology and meaning of the entire song are treated below, along with others, for other purposes.



Mandarin, zhong and zhong, with only a tonal difference, which we will hence-
forth ignore, yielding a syllable with a non-aspirate (and therefore voiced-
sounding) retroflex affricate: [tsu(z)n]. On the assumption that the character
was used to characterize the correct pronunciation of «®ti®yoera®», it would
have, as in the case of Chinese characters refitted for use as Man’ydgana, been
shorn of its final nasal, giving [tsu(z)] as the useful portion. Southern/Central
Okinawan has no aspirate :: non-aspirate distinction, but it does have a voice-
less :: voiced one, and indeed, the word-medial allophone of zA (/¢ /) is [dz],
phonetically very close to the Okinawan /j/ = [dZ], and it would be most natural
for the Okinawan-pronunciation equivalent of Chinese [tsu(z)] ~ [dzu(z)] to be
[dzu(z)]. The second character presumably would have had the common Japa-
nese ateji pronunciation ra = [ra]. Thus [dzu(2)] + [ca] = [dzu(x)ca] = ju(w)ra.
The only other two options that make even a modicum of sense are [Sura] =
Sura and [Soira] = Soora, though they do not fit well with the OOk spelling.
Nor do ?ju(u)do(o) or ?%u(u)du(u), the best guesses for an all-Chinese-based
transliteration. While it is less than ideal for a pronunciation guide to have
Mandarin and Japanese ateji portions, it appears to be the most likely hypothe-
sis, made even more so by the fact that the people who wrote the text and its in-
terlineations were well versed both in Chinese and Japanese, because of the in-
tersection in Shuri of the Chinese and Japanese high cultures from at least the
late 1300s.

Therefore, @ti®yodra®> ~ «dtidudrad®> is a word unrelated to «@ki®yodrad>
‘beautiful’. We propose a compound made up of jii ‘the earth’ (as in OS ji-teni
‘earth-(and)-heaven’) and ‘ura ‘behind, in back of” (OSJS 65a @ueradmaski
otiofed®> ura-maki-¢i is the only word given as a possible example of ‘ura in
this meaning in OS, though ‘ura ‘back of* appears, already with three sub-
meanings, in Rytika (OKDJ «@u@ra®> 114b)). Examples of use of ‘ura. in NOk
are plentiful.'® The spelling with «®u®> is etymological, and the spelling with
«@yo®) is phonological, showing that a crasis of two syllables into one has oc-
curred: *fi(i)- ‘ura > *ji(i)-yura > *ju(u)ra. We are already aware of the preva-
lence of the imagery of the sun emerging from an orifice in the eastern horizon.

Before we begin, a word about fana lit. ‘flower’ in the songs: OSJS (30b),
«@adke-modtodro-no-fadna®> ‘akr-muduru-nu fana cites #851 (13.106) and an
interlineation to that song as stating that it “refers to a flower that blooms in the
early morning;” both in the OSJS entry and in hn.1 to that song in KOS #851,
p503, they state that “surely they likened to a flower the beautiful scene at the
time that the sun was about to emerge from the horizon.” They also cited the
KKKS to the same effect: “it refers to an early morning flower: <te®ni®ni to
eyodmu OFOenuesi adkedmoddodro®no fadna®no sadidwadtadri adre yo
midre yo kidyodradya yo>; a misezeru [a kind of song] from the time of a mo-

13 The word has the correct accent vis-a-vis Japanese (PJ 2.3, Martin 1987: 563 ura ‘reverse (side)’) to
show that it is not a borrowing from Japanese. The form with ‘wr-rather than ‘w- also shows that the PJ
form must be either ‘6(6)ra or ‘uura, and not ‘ura.



farai at Yaraza Shrine in Kasei 32 [1553] [with this word] is contained in a
volume [of songs].”
tini-ni, tuyumu, ‘ufunusi,  Great Master who rises into the heavens:
‘aki-muduru-nu fana-nu,  the Early-Brightening Flower,
sa’iwatari blooms across to us; .... (#851)
Now: we believe that an examination of the songs below will help in inter-
preting the word ju(u)ra correctly. Since #20 is actually the odd man out, we
will interpret it last.
#138 (1) kiku’i ‘ufukimi-gya Siki‘uci ‘aya ‘asibaci
Kikoe Ogimi, having the Cloths [= Priestesses] dance in the Sanctu-
ary,
(a) jura-nu fana-nu sa’iwataru mimun
The Flower [= the Sun] from behind the Earth spreads its bloom
[across the ocean],'* what a sight!
(2) tuyumu sidakaku-ga Toyomu Sedakako, [making...; (a)]
#157 (1) kiku’i ‘a’urya’i-ya Sikr‘uci ‘aya kakrwaci
Famed Aoriyae, draping the cloth over herself in the Sanctuary,
(a) jura-nu fana-nu sa’iwataru mimun
The Flower [= the Sun] from behind the Earth spreads its bloom
[across the ocean], what a sight!
(2) tuyumu ‘a’urya’i-ya Resounding Aoriyae, [draping...; (a)]
#834 (1) jitmi tuyumu ‘ufunusi
O Great Master [= Sun], rising over Earth and Heaven!
(a) jura-nu fana-nu sa’iwataru mimun
The Flower [= the Sun] from behind the Earth spreads its bloom
[across the ocean], what a sight!
(2) tmiji tuyumu “ufunusi
O Great Master [= Sun], rising over Heaven and Earth!
#977 (1) ‘agaru’i-nu ‘ufunusi
O Great Master [= Sun], from the ascending direction [= East]!
(a) jura-nu fana-nu sakyuriba
When the Flower [= the Sun] from behind the Earth blooms,
(b) ‘art mirt yo(o) kyu(u)rakimi'® Look at that!, o Beautiful Priestess
(2) tidagana-nu ‘ufunusi
O Great Master [= Sun], from the Solar Orifice [from which You
rise]!
#20 (1) kikw’i ‘ufukimi-gya  Kikoe Okimi,
(a) siki‘uci ‘aya ‘asiba¢i  Has the Cloths dance in the Sanctuary
(b) jura-nu fana-nu ‘ura‘uraa*-tu tuyudr mimu~

14.0J also has sak-i-watar-u, but its meaning is either ‘bloom ceaselessly’ or ‘bloom over the whole sur-
face’. We see -watar-u as referring to the “bloom” of the sun’s rays/glare spreading over the sky and, es-
pecially, the sea, which is easily viewed from castle heights. In that respect it is closer to the second OJ
connotation.

15 Note the spelling of ‘beautiful” here, just as expected according to our hypothesis.



The Flower from behind the Earth serenely rises — what a sight!
(2) tuyumu sidakaku-ga  Toyomu Sedakako (a,b)

Note the great similarity of each of the omoros to each other. In each case
there is a “flower of jura,” and the context always has something to do with the
Sun Deity. #834 and #977 make a natural pair, since their main verses refer di-
rectly to the Sun Deity. On the other hand, #138, #157, and #120 have priestesses
in their main verses, and — assuming our interpretation of juranu fana — the Sun
Deity appears only in the refrains, although, indeed, the Sun Deity appears in a/l
the refrains. Our present omoro, #20, diverges from the others precisely after the
Jjuranu fananu portion, though its semantic reference, sunrise, is the same. The ev-
idence, then, is overwhelmingly in favor of our interpretation, we believe.

(c) «dudra® ~ otod>: According to Shimizu (2003:133), this word refers to the
inner peacefulness of people’s minds, rather than the calmness of the surround-
ings, or situations. On the other hand, our own research shows the following:
Neither OGJ nor RGJ has a word related to this OOk word. However, OKDJ
(114bc) cites KKKS, which says (1) that it refers to the gentleness of a breeze;
(2) that it also seems in places to refer to holding something as dear to oneself;
(3) that it is also seen as «dudradudra®adtod>; and (4) that it is also seen in
Japanese. Note especially (3), from which we infer ‘wura- ‘uraa-tu, explaining
the postposed asterisk after #20(b) above.

(d) tuyu-dr is the gerund of tuyum-u: synchronically {tuyum} {i} {t1}, historically
*toyom-i-te > *toyom-u-te > OOK tuyu-dr > NOK tuyu-di. LitOK tuyum-u-n. ‘re-
sounds, is famed; (moon) rises, (moonlight) whitens the horizon just before
moonrise’. Note the quietness of some of the meanings of this verb; and, very
importantly, note its application to the rising of an astronomical object. We ap-
ply it here to the sun. J Ptoyém-u ‘resound; be noisy; ache throbbingly’ does
not have the extended meanings of Okinawan.



