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' THE WEDDING LAMENT:
A RITUAL-POETIC STUDY

(abstract)' F

’

Thexwedding lament is a form of ritual fo;k poetry thch has
been widely‘collected amongst Rﬁssi;ﬁ-spgakfng peoples. It has been
understood to be an expression of the bfide's real sorrow in mar;y—
ing a man she did not chggpe, but to whom she must be faithful énd'r

subservient, I have‘challenged the ‘accepted interpretation of the

.
-~

genre on two main grounds. = Firstly, I have rejected a uniquely

socio-economic ekplaﬁation of the causes and function of the wedding
lament. I have done this on internal evidence, and have proposed an

‘alternate explanation of the genre &s the poetib/expressi@n of a

¢
2

rite of passage. Secondly, I have shown that wﬁddihg laments are by
no means limited to Russian-speaking brides; such laments ére known
in, many parts_of Europe, and even in other continents. In part-

icular, I have étudiedvthe ritual laments of the German brides, and
hgyi/shown that they fulfill a similar function and satisfy similar
generic requirements to those of the Russian laments. 1t is there-
fore possible to- assume that the wedding lament is an international

phenomenon of folk-ritual and folk—poetfy, fulfilling and reflegting

deeply rooted aesthetic, psychological and social needs.

iv
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‘and in many regions of the world. While Russian brides have, in the :13‘ \

LHAPTER ONE

Ig}roductory Remarks

. ‘ /’
It seemsnincongruous to us, in our world of bridal showers,

.Lrousseau teas and honeymoons} that a bride should mourn her coming

,

marriage in poetic terms and ritual gestures. very like those used to

LN
.

mourn fpr the dead. Where the image of the bridé is the biggest advert-

- %
. ) )
ising gimmick ofaall ve find it hard to imagine a world in which the

bride stands out\amongst her friends and family as the drabbest and ,

forlorn of all the company. Yet brides have been weeping for centuri'

. past, been most noted for lamentation, their sisters throughout. much of

" Europe, parts of Asia, Africa and Indonesia have also lamented, and it
o p _

is quite probable that’many of them are 1amenting still, their poetry
sadl§ neglected and unanthologized

2 Why would one select the wedging‘lament as a topic of inquiry,’
vhe tgere are many fine wedding songs which Lack the sadness of the

k

laments, while a folklorist with a penchant for the melancholy could

£ind even more SCOpe with“the funefal lament? The wedding laments are

complex and rich in their poetry and ritual, and while students of the

, Russian lament have long'been aware of this richness there is room for

more studies and analyses of the form. Turther, there are still a
. {'\" .

-

surprising number of unanswered questions concerning the genesis,

erformance and;netic structure of these songs, More specifically,

two central aspects of the lament seem to me to have eluded the folk-
4 — .

lorist., I will designate these two aspects the function of the lament

-— that is, why it should be performed at all -- and the relationship

between the laments and their accompanying rituals. It could 'be



- ‘

argued, »nd 1 shall be a;guing, that these two aépects are in fact one.
The lament does not function outside of its ritual accompaniment, and
it 1is throughhthis delicate interbalance that the creative power of the
lamént can be discovered. ‘ . -

I have s:id that the function of the wedding lament has not been
fully explained. This remark may seem preposterous, since Soviet folk-
lori§ts, in part under the influence of the Marxist Paul Lafargue,1
have provided us with.a detailed explanation of this function, based on’
the inferior position of women in pré—warxist society, the economic
importance qf marriage and the b;ide's lack of free choice in the
sélection of a spouse.  This viewpoint, eloquently expounded by such
folklorists as N. M. Elias and K. V. Cistov, has led logically enough
to the conclusiéh, as stééed by N. P. Kolpakova, for example, that‘the

‘wedding lamenghhas been dying'out ever since women were emancipatea
after the 19if ﬁevoldtion.2 I will have mre to say.about this later
.and will give in Aetéil my reasons’ for not accepting such an explan-
ation. This school of thought has largely gone unchallengéd beéaﬁse
there has been little Western interest in the RGssian iaments of even
in the lament traditions of other languages.

Yet my goal is noﬁ simply to oppose a now well-established point
of view concerning fhe function of the wedding lament. ﬁany of the
studies have been>dseful and soundly researched, But Soviet theories
have tended to view the lament from thg outside, frqm societ§ itself,
'andﬂto see it as ﬁon—creative,“as a sort of -foredoomed protest. i
would liké to argue fér an interior and a creative function to the
lamentation. Thus I will be ﬁountering patriarchal with psychological

concepts, socio—-economic with ritual explanations; theories of the



“

"realism' of

he collective with the more abstrart idea of human
; ‘ > .

destiny. weddihg lament, I will argue, is a poetic and ritualized

rite of pajage. Through its poetic motifs, its pattern’'of develop-

o ‘
ment and s ritual, it not only portrdys the initiation of the young

girl intgMwomanhood, Lut prépares her psychologically for this trans-

ition. e power of the lamenting voice 1s made clear in the wording

of someghf the laménts themselves.
w; le this 1s a comparative study and the lament 1is, as I will
fa multi—lingual form, . any work on it must invariably begin with

argue

¥an heavily on the Rusgian 1amqnt-tradition. ith the possible

\
\

and
excq tidn of some Finnic examples, tﬁe Russian 1amentsqwould seem to
jxclusive in their length, complexity and variety. They have been
| vely collected for over a century and a half by such notable folk-
F-ists as N, A. L'vo&, P.rB. §ejn and N.. P. Kolpékova3 and have ~ _
trigued and occupied a considerable number of Russian and Soviet
cholars such as P. N. Rybnikov and L. §ternberg 4 A few Western
folklorists, such as W. R. S. Ralston of nineteenth-century England,5
have written about and translated Russian wedding lamen;s without
giving a thought to the possibility that théy might exist in other
languages. Lven todéy, some folklorists studying the wedding trad-
itions of other Slavic peoples claimyfhat'their wedding songs do not
contain the elements of the lament.6 Soviet folklorists have shown
little interest in finding parallels to their tradition in the poetry

3 .
of other languages. Thus, most discussions of. the wedding lament to

-
4

date have concerned themselves exclusively with Russian examples, 1T
hope to point out in my thesis that wedding laments and lament motifs

do exist in other languages and other ritual traditions.
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i,

Having come so far it is only fair to ask "what 1s a wedding -
lament?" Temémberihg that there is a dearth of information on the,form
outdide of the Russian tradition, it is wise to begin with.a narrower
definition, that of the Russian wedding 1amen£. In its 91mp1es£ terms
it iskg form of traditional poetry directly connected with’the ritual
of mérriage, and expressing the solemnity of the change which the bride
is in ‘the érocess of undergoing. 7The change 1s bgthypersonal and
social. The laments may express the ﬁriﬁe's feelings in extra-
ordiharily harsh terms. .lthough acquainted with the concept of
arranged marriages, we may be astounded to learn that the sgpposed‘
victim of an\unéesirabie match would be allowed, encouraged, in fact be
duty-bound, to expféss bitter resentment toward fhe father who
arranged the marriagé and towa%d the new family she is about to enter,.
. Yet this is the case in the lament tradition. .A bride who did not weep
well was considered an insult to those who raised her. The 'weeping"
maf include verbal abuse, reséntﬁent and pleas for mercy. In moments
of;;ntenée 1améntation the bride may tear her hair, th;ow herself onto
the floor in gestunéé.of supplication, or cling pathetically to her
mother and friends. Yot only do her pléas go unheeded, but they stop
altogether the moment éhe initiation 1s complete and the bride has
become a wife, The laments have a‘fixed form and rituallaccompaniment,
elthough there is considerable variety from region to region, indeed
from‘one vili;ge to another. They agg\gg;ﬁormed either by the bride
herself, by a pfofessional mourner, Or by‘a chorus of the bride's
gifl friends, In their poetic_structdre they display similarities to

other types of Russian wedding poetry and to the Russian funeral

lament,



If‘the lament tradition is not limited to ﬁgssian—upeaking
peoples and to their near neighbours, .nd T suggest that 1t is not,
then we must be waﬁ;‘of a definitlion which focuses {its attention on
specific social and historical critéria. To qualify as a lament, it is
essential that a song be directly related to the wedding ceremony, be
ritualistic’ and tgaditional, and present the perspective of the bride,
~lthough not neceséarily in the first person, nor need it~express only
her perspective. Decause it concentrates on the transition of the
bride from girlhoed to womanhood, :che weddiﬁg lament is charact;rized
first and foremost by ritual and poetic e;pressions ot time and time
change. Although this characteristic is everywhere present in the
}aments and is”extremely powerful in its implications, it has been for
the most part ove?looked by folklorists. The aspects of time as
exbressed in the laments include change and decay, birth and death,
movement and dance. The laments are concentrated in the present,

which i§ a time of flux, \‘hile expreséions and descriptions of the past
and the future tend to be static., Perhaps the most fascinating of the
time expressions, and yet heretofore unnoticed, is the Christian
allegory of the Fall of Adam and Eve from the Garden of Eden. Though ~
not explicit in ghe words of the laments, this éllegory plays a
striking role in the structure of the imagery of the Russian poems.

In soe German wedding songs great emphasis is put on the story of

Adam and Eve, zlthough without the connotation of the Fall which makes
the Russian laments‘so fascinating. The examination‘of these time
motifs and their fungtion will be a central topic in my study of the

Russian laments in Chapter 1i, of the German laments in Chapter ii{,

and, in Chapter iv, in my brief survey of wedding laments in other
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languages,

The controversial nature of my approach lles not so much fn {ts
theoretical premlses as In its application to a form of paetry trad-.
‘tionally taken to he the "property' of Russian folklore and of Soviet
folklore theory. Tt could be considered daring to apply Western per-
spectives to Russian folk poetry, 11thoégh no such hégitation ig dis-
played in the study of Russian l{terature-by Western séholars. In
fact, Lthe“comparative nature of mv apQ{oach makes a- broader perspect-
ive imperative. [lespite this? T am clearly‘breaking with tradition in
examining the lament from the point of view of its interior and
psychological function and its ritual implications.

T;aditionally, Soviet folklorists have studied the wedding lament
from its external manifestations. E. G. Kagarov,7 for example, has
studied the ritzgls, motifs and customs in an attempt to retrace the
steps of ﬂistory and thereby to discover fhe original nature of
marriage and of marital relationships. ~ Such an approach has only
marginal interest if Qe are to establish the function of thé lament,
ot its historical justification. N. M. EliaéS has explained the
necessity for bridal lamentation and 1its changing form through a stage-
by-stage description of socio—economic history. Ceniral to- the Soviet
understanQiﬁg of the lament and its function is the concept of the
patriarchal society, ~ stage in the history of mankind sandwiched
bet;een aAmore,primiféye matriarchal sociefy’and a modern communistic
society. Algﬁough the idea has regained a certain vogue in ;hé West
as” an expreééion of all that is wrong for women in a male chauvinist

soclety, "patriarchy" has long been repudiated as a serious concept

among Western anthropologists. On the other hand, it has been almost



a catchword in SbVi!& studies on the wedding lament. The idea began in
the second half of the nineteenth century, most notably through the

writings of Bachofén; W. H, Mofgan and Sir Henfy_Maine.9 The

: . P
”pagriérchal"btheory was based on an evolutionary approach to social
organization, and séw sociéty aé evolﬁing in a series of pfedictable
stages, begiﬁning with a stage of chaos and promiscuity and continuing‘
thrpug; a matriarchal and a patriarchal stage up to the ''modern'" ctage
of the family within soéiety. Furtﬂérmére,.the theory saw the Romanb

=

famil§ structure as the univéfsal and the elemental;soéial form.h
Weséern;schplars Féjeéted the conceptton all countslf an the term
"patriarchal' has now‘all“buﬁ disappé;red from sefiousisociological
and anthropological ggholarly writing.’11 ‘In‘Soviet studies.of-the
wedaiﬁg, L.owever, it has remaiﬁed, and its terﬁinology has been used td
explain many deggils in the Russianvwedding lamentsq The free will; |
‘or volja, vhich the bfide ﬁust put off, is seen as a symbol of her
subjugét%?f B§ hgrvhusband's clan. The journey which the bride
expects tovundergé is seen to be felated tb/the social custom of marry-
ing the daughﬁfrs off to men from distant regions. Stages of social
development are seen to be mirrored in the lament mptifs. Matriarchél
society, for-in§ténce, is depicted.in motifs of.the strong woman, while
motifs of wife barter and of cépthre by force mirror other predictable
stages in tpe evolution of family relationships.12

Ih the West, however, guch an approach to social development fell

early on intdrdisrepute. Edward Westermarck's monumental History of

Human Marriage13 first éppeared in 1891 and, in it, human marriage was

seen as a condition which found its parallels in the natural world,

His work was followed in 1902 by Ernest Crawley's The Mystic Rose.14




Both works were instfument;l in establishing scientiTic principles for
the study of what had hitherto been clouded by Romanticism. The

theories of wife barter and wife capture were repuddated,. Crawley

LA

writing of the one that " iew theories of_ primitive society have had
such a vogue as that of Marriage by Captﬁre; vet few theories have been
1 :

built on such slender ‘foundations. 15 Crawley added a new dimension to

Y

Westermarck's work By tackling ‘the queskion of wedding ritual. Accord-
® .

ing to his interprg;afion,‘the rituals 1éading up to the marriage act
involve a process, cither lengthy ot brief, of "inoculation" cnd the
gfadual (or relatively sudden) breaking down of mutual taboos in a
process of assimilation which might extend beyond the actual wedding
day, sometimes until the wife had borne.ﬁérffirst child. Thus, the
sharing ofwfood is a marriage ritual of this type, in particular in
societies where a taboo éxists which would prevent a man and a woman,
or two people of a different clan, from eating together.16 The
éxpressions of regret on the part of t@e bride (and, incidentally, in
some “societies, the groom also shows a lack of eagerness or evemn fgar)

. . 17
he interprets as ritual expressions of sexual shyness. As early as

Malinowsky's Sexual Life of Savages18 there has been an ever increasing

trend toward precise apd local descriptions, and Edmund Leach has
cautioned against the danger of drawing generai conclusions from
specific examples.

One of the most positive results of the Weste}n approach to
marriage studies from the point of view of the fo}klorist is that it
allows for considerably more complexity in the understanding of female

rituél poetry. A concept which sees the position of women in terms of

: TN
male soclety can only interpret the ritdal functions and symbolic
’ haN p ,,/

St



2

] -

iewpoint of women in contrast to that of the male. Having broken down

-

o

,’the _barriers created by the patriarchal approach, one is much freer to

approach female ritualization and symbolization in terms Qf itself.

s
This latter approach is relatlvely new, even in Western society, but

N .
: : 20
its need has been argued persuasively by a few anthropologists. By

déscribiﬁg,and analyzingAa predominantly‘female ritual in terms of
female symbolism we can come much closer to assessing the perspective
of the bride as expressed in the laments.

1 do ngt consider the Soviet point of view to be entirely unjust-
ified, buttI do considervlt inadequate irn coping with the complex1ty
of the problem: From Arnold van Gennep21 we have 1earned to understand

s

marriage as a rite of passage and mueh more recently from Claude Levi—v
Strau5522 we have come to see that ritual actively affects the
psychology of the part1c1pants rather than passively reflecting it.
Without this understanding of the personal and creative force of r1tua1
and ritual song, the power and function of the.laments can be only im-
nerfectly comprehended. In poetic analysis it is essential to see the
bride' depictlon of her past and future lives in terms of the trans-
1t10nal nature of. the present. Understood in this way, the preValent
motif o& the Journey is not merely a reflection of ‘the social custom of
sending brides to husb;nds who 1ived some distance away; it is at the
same time a metaphor of change, an expression of the journey intoc a
new life or even iuto 1iving death.‘ The characteristics of change

-~

control not only the words of the laments and their descriptive

passages but also the accompanying rituals. A prime example of this

. w4
is the ritual removal of the maiden's captgnd donning of the matron's

-_headware following the nuptial ceremony, a practice which Schroeder

3
H



~tells us is generally Indo—Cermaﬁic and Finno—Lgric,23 and which is

frequently accompanied by lamentation. ‘hile the past and future 1iyee 

PSR
LIRS
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areudepicted somewhat statically in the laments.(they stand outside of
time), the present is in constant motien, sometimes chaotic, and pakes
much of its poetic force f;om being~withiﬁ the element of tiﬁe; in the
Russian laments,gas we will see;’the present becomes a #ind of min-
igture or capsuled life, begiﬁﬁing with birth (from a pastoral time-
iessness) and ending with a journey into 1iving‘death (the married
stateB Thus the-laments can serve an .important function within the_

4

f!‘@arrlage rituals by preparing the bride for womanhood psychologlcally

as well as socially. ‘I shall dwell on this interior and moral develop~
rent in paéticular detail in Chapters ii and iii.
To what extent can we separate marriagelrituals and songs from the

social 1nst1tution of marr1age7 I cannot completely reject the Soviet
_v1ewp01nt which sees the laments as a reflection of family relations
since it would seem unllkely that wedding laments would be suhg to ‘any
very great extent in a society where the bride married of her own free
will andﬁcontinued to live with her own family after“é&riage. Nor do
we find eviden;e of wedding lamenfs amongst the Nayar, for example,
where institutionalized married life hardly exists (although marriage
of a kind does take place).?4 1 would agree that it is more likely
thae one wouid uncover a lament tradition in a society where the bride
joins her husban&'s clan than in one where the opposite is true,
Caution, however, must be exercised even at this point. While a Hindu
or a Chinese bride often trevelled rather a long way from home and only

saw her family again under very formal circumstances,25 the prevalent

motif of the  journey in Russian laments does not necessarily tell us

10
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‘ .
‘that the Russian bride underwent such a journey, or even/that the motif

" has been trgnsmitted from an Oriental source, The bride's fear, as
expressed in the laments, of her new home ana new'family may, of
course, indicate é.very reai fear of‘a,sitﬁation where mothef wiil'be
replaced by mother-in-law and her status will be initially ‘very low,

 yet féa: of the unknown‘is as stroﬁg as or stfoﬁgér than fear of knpwn
éerrors, and ‘a bride might well tremble even before a kind and loving
mother-in-iaw. It qannot be urged too strongly that these a%d other
mopi s, whiie they may and probably do reflect a ;erﬁain social At
attitude, long gone or.still valid, contain a much more poignant,
psychological meaning pertaining to the rite of passage, the journey of
change whicﬁ the bride must undefgo. The journey feflgcts a rift”
between child'aqd woman, daughter and parents; girlhood and womanhood,

between opposing internal realities rather than betweéen external
social changes of person or place. It .is a division of the self.,

In opposition, then, to the Soviet approach, I choose to inter-
nalize the poetics of the wedding lagéﬁt;_~1ﬁe éame 1s true of the
lament rituals, which, as I understand them, enact the pefsonal trans-
ition of the bride from girl to woman. What is ritual? It has been
defined in a number.of ways. . Raymond Firth offers us what he considers
to be the narféw,‘traditional'definiiion of ritual as a "symbolic
action relating td'ghe sacred."26.bbnica Wilson points to the
"supposed antiquity" oftri;ual as an integral ﬁért of its common

validation.27 Somewhat more complex is the definition proffered by

J. §. La Fontaine:

Ritual expresses cultural values; it "'says" something
and therefore has meaning as part of a non-verbal
system of com;nunication2 .++. A preponderance of
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symbolic over technical action (however technical
the actors may consider the purpose of the rite)
is what marks off ritual from $he customary per-
formance of the technical arts. 29 '

A fitu§} action, hﬁwever, can be in éome cases extremely brief, unléke
a compiék ritual such as one used‘foasolemnize marriaée, aﬁd La
Fontaine calls avWedding ritual "a set of cultural statements."

N, P. qupakova speaksvof ritual moments fatﬁer than rituals in
reference to Russian weddingé.3l A ritual momeﬂ% would'be the engage-
meﬂt, or the pre—nﬁptial bath or.the maidens' evening (deviénik),
rituals Being the component acts br gestures of these ;ituai moments,
According to these definitibns,lthe yedding lament is not in itself a
ritual, since verbal stateménts'have been exclﬁded;"Laments, however,
are ritualistic and closelx/linked to ripual; they érg components of

Y
ritual moments in the wedding system, they are performed, and thereby

t

an action, they are a form of communication, theyArelate to the sacred,

and they express cultural values.
A ceremony_is, to some wextent, sequential., Ritual moment follows
from ritual moment in a'specific and clearly evident ordering of event

But "ceremony" is not a collective term. Its significance does mnot 11

. : -
“merely in the totality of its constituent act{y}ties. A'ost wedding

ceremonies are colourful evemts with’;ome of tﬁe‘quality and effect of'
a pageant, éussian and South Siévic fglklorists speak of fheix wedd-
. ing ceremoﬁies as theatrical, dramatic, arproduction.32 The ritual
‘ momeﬁts of the ceremony are -like acts in a play; there ard changes of
scene ;nd of intensity, monologue gives way to dialogue; song and

dance, to magic and mystery; joy to sorrow; the participants are like

actors with gssigned roles —— assigned by tradition, ‘The performers
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vary from wedding to wedding but the persons they portray remain
donsgant; all brides create in their laments, for inétaﬁce, the image.
of the same bride, theip individual trai;s submerged in the ;itual
being performed; concrede actions accompany the laments; the inter-
relation of performer with audience is di%ferént Fhan in most folk

genres. Yu. G. Kruglov, while outlining these dramatic character-

”

1stics, points out the differences, Instead of properties and decor,

we have the setting of the bride's house, and her actions and her
P

surroundings are poeticized by the words. This results in a form of

poetic transformation, whereby the bench+the girl is sitting on becomes

v

thebbrusovaja belaja lavotka of the laments, her hands become the ,

thte hands of the traditional image, and so forth. ie concludes that
vthe Russian wedding is a lyro-cramatic gegre, with a multipiicity of
roles whlch he enumerates as aesthetic, custoggry, magic and socio-
legal;33 Yet there is/another important aspect of drama, vhich is the
acting. out of human s;dtes of feeling. Dramatic production is not
linear, bﬁt forms a pattern through the rising_and’subsiding of\\ .
ulintehsity. The bride's point of view is no onstant'throughoutlthe

ceremony, and an analysis of the laments reveals a shaping of itd

-

imagery in cqrrespondénce td the bride's relation to the procé ékof
change. This developm;dt is inéhn§ely dramatic, but it is an ipternal,
moral dgéma, add its basis 1is ad strictly ritual as is the ¢
.reflects.

A common idea runs through these descriptions of ritual and .
. )
ceremony, and‘that‘}s the idea of play. This is nowhere made so clear

as in the Russian term igra which is traditionally used to describe

the wedding and which may be roughly translated as play or game. Yet

B



14

few terms have caused as much troubie, for Soviet folklorists have
persisted in seeing it as an indication of the degeneration of the
wedding ceremony, Such a point of view, it seems to me;‘is with ut any
clear foundation whatsoever, .Thipconfusion of meaning, whereby "play"
is deemed to be ”child's‘play,” a trivial activity; a pleasing pastime,
Las been the cause of some misdireetion in the Soviet .understanding of
the wedding lament, It is important enough to deserve a review.

- In nineteenth and twentieth- century recordings o; weddings we

'frequently encounter the term igra as well as the phrase "to play out a

wedding" (dgrat' cvad'bu), as this formula indicates:

boxe, 6aarocmoen, Xpucrocs,
Hrpy. 38HI'DHBATE, i
Urpy CBaxeoHyw'34

k

v\

Anikin argues/fhat the game refers %nly to the sohgs, to how and when
they are sung and to what songs are to be chosen; the ritual, on the
other hand, is solemn, zs suggested by the fact that it is celebrated
‘
(spravlla ) rather‘than played, 35 It .is not clear on what he bases
hls initial assumption that the term "game" trefers to the arrangement
of the’songs alone. holpakova shares his disquiet about the term,
seeing the play aspect of the ceremony as relatively modern and a sign
that the solemnity.and significance of the wedding ritual is ‘breaking
do_wn.36 There is no evidence for any precise dating either of the
term igra or of this assumed degeneration. Nor have we any reason for
equatlng the term with an attitude of frivolity, ifvwe examine the
\formula quoted above we will find that it eXpressesnno ambiguity bet-

- ween play and celebration, between joy and solemnity, Structurally,

the first line refers to and controls each of the succeeding lines, 50



. significance of the repeated word, igra. God's blessing is asked

15

b
that fhey can be considered.to be paréllel to each other, The differ-
ence between the two:lines lies in the second word of each, and it 1s

to these words that we must pay attention if we are to understand ﬁhe

.
L

equally for the playing out of the game and for the wedding, ‘hich {s

also called a game; igra refers both to the‘enactmént"of the ritual and -
' ' . i '

to the ritual itself. It would be presumption to attfibuté a merely
. ‘ | mer

figurative meaning to the first line and a literal -- ond frivolous --

one to the folléwing lines. It is more reasonable to assume that

""»lay" and "playing out" are not taken to be incompatible with the

holiness -of the blessing invoked or the sBlehity of. the rite ﬁer—

- formed, as referred to in the first and ‘the final lines. 1In the

=

second and third lines, the term igré occurs in its' verbal and sub-

stantive aspects, thereby indicating that the'hedding is an.activity as

"well as an act. Far from suggesting that the solemnity of the ceremony

is degenerating, the formula shows that the performing of the‘rite as
well as the rite ifself'is of a high seriousness, requiriﬁg the
authorization of‘Géd. The term is weli,plahed to illustrateﬁfhe veiy
frimary function of ritual in motivating chanée, as play;is primary to .
the development 6f human intelligence.37 |

In the following chapters I will examine Titual not as a;éhen—
omenon distinct from the lament but as its inseparabie_éompahion. In
the intricate balance of lament and ritual it isbmade clear that tﬁe
destiny of the girl to marry can énly be realized through the act-
ivation of internal forces. The woras of the lament not only enhanée
the ritual actiigtz, they imbue it as well with moral sense thrgugh the

L w .
impact of time change. Although the definition of ritual excludes
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- ‘ .
demonstration of grief in the form of ritual sighing, swaying back and

poetry as such, rit#al‘is basic to the structure of the péems,g¢nd the
criterfbn of ritual association‘is an important one in the definition of
the'weddipg lamgnt. wedding poetry which lacks this ritﬁal connection
may; in some caées, be as melancholy a; a lament but cannot be included
inbthe def;nitian. It is ﬁrobable; Lowever, that in some cases a H6Zf
£i§qal wedding song méy originally haQe had a riﬁualvéonnectiqn which
has been .lost. éoviet‘folklorists ha+e made some attempt to re-

construct the possible development of this kind of poetrﬁlﬁrom simple

'ritualbsong to a'more descriptife and lyrical lament and finally to the

non-ritual’ wedding song whichfwould seem to be most prevalent in
, . . s 38
twentieth-cenfury Russian weddings,

Ritual connection means, firstly and most simply, that the laments

-accompany ritual moments in the wedding ceremony. N, P, Kolpakova has

c@nvincinglyvargued that the ritual momen£é are the common units of the
Veddiné ceremony, while the ritual details, including the loégl
variants in the accompanying laments, vary from village to village,
{rom tradition to tradition.39 Where a specific ritual act wouldj in
éne village of regioﬁ or amongst one people, be unthinkable and only
ﬁartially complete without the performance of a bridal song, and where
this song is not sung under any other circumstaﬁces, then we '‘can bégin
to speak about a lament traditionm.

Secondly, ritual connection implies some form of accompanying

.ritual gesture., This is a ﬁore difficult point, since every act in a

traditional wedding which ts not accidental is in some way ritualistic.

The lament, however, is generally accompanied by a greater or lesser

forth, weeping, bowing or kneeling, dancing, even walking in solemn

16
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prdcession around the house wh;gh/fﬁe bride is about to leave. 1In some

cases we may find these ritual gestures without a lament accompaniment.

~ |
Clothes of mourning are occagionally worn to symbolize the bride's
grief,xthe death of her girlhood, or even her ultimate death.40 In

. 7 . ‘
some Russtani ceremonies, where the lament tradition is highly develop-

cd, in the méﬁentwpf'highest lamentation song may give away entireiy to
such non;vergal‘disalays of grief.Al

Thirdly; and somewha; more complexly, the ritual is expressed in
the structure and the words of the lament. Most of ten, the opening
.lines of the song will indicate that some ritual act is being perform-
ed. In some cases, the entire lament will follow, step by step, the ” [
performance of a ritual. Such a structure may ofﬁen be seen in fare-
well iaments, in which each verse varies from the preceding one‘only'
inféhe naﬁe and epithét of the person from whom tﬁe bride is taking her
1eave.42 Other such laments may accompany the dressing of the bride,
Seginning with the donning of the undergarments, and ending,\climact—
ically, with the placing of the bridal ér0wn.43 Very often, however,
‘therlaments are not 5o closely bound to concrete actions in their
expression of the moment.of transition, and the statement of ritual is
relegated to a féw words., The ritual affects the structure of the
lamgnt, too. The concept of timg\in the laments is the most interest-
ing and complicated of-these structural elements, since the past and
the future often merge with the present in what may seem at first to
be a most confhsing manner, The way in which the laments handle the
question of tigga;s one of the factors which distinguish one tradition

from another. Gen%rally speaking, the present must be the fundamental
. ‘

time element in the\Lamegi from which the past and the future take
.}s_»\
o .\\\\
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their reference. ‘nother structural feature is the performance

element of the laments, Tﬁe singing of the songs, whether in cborus or
solo; the interaction of chorus and solo parts in soae cases, and the
occurrence of‘refrain are all ritually stipulated{;

Finally, the emotions expregsed in the laments are ritualized.
Grief at parting is-an obligatory emoti&nq tears may be required as'a
part of good orumfeg; the abstaining from tears by the bride while
all around her weep copiously may be in some cases also requisite.Aa
Sorrow, Ilear, regret, anger, resignat%on, and at times even eagerness
all have}their.place in the laments and, consequently, within the to;al

ﬁfructure of the wedding;ceremony; In one of its simplest forms, this

ritualization is apparent when a brtde grows solemn at the moment of

parting and weeps.45 Much more complex is the structure of emotion in

N

a. Russian wedding, and the poefic expreésion of these'emotions ‘is”
fixed within the wording of the laments as well as within the ritual
moment of the wedding ceremony.

Closely bound up with the ritual aspect of thé laments is the
designation of traditional. Non-ritual wedding songs are common to
many parts of Russia, but the lament is specifi¢ only to the village in
which it 1s sung. :Even neigﬁbouring viliages will know a slightly

altered version of the same lament. In Germany, such well-inown wedd-

ing songs as the Ehestandslied have encroached on nearly all regions;

yet, cven in that case, the song has nearly as many variants as it has
N

places in which it is sung. There has been some controversy amongst
Soviet specialists concerning the\improvisation_bf Russian wedding

laments. On the whole, a# Yu. Kruglov has pointed out more or less
’
conclusively, the Russian wedding lament is not improvised. In this it

18
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.differs from funeral andxrecruit laments, although In certain other
respecgs the thrée lament types are similar. Some personal changes do
enter tﬁe‘éussiqp laments, however, iﬁ order to stipulate such details
as the position of the bride within her family, whether or not she is
an orphan, her degree of wealth, etc.46 German wedding songs do not
appear to be improvised to any great‘éxtent either. 1In general, one
can say that the wedding lament is.a traditional part-of the local
wedding rituél, vhether or not it is improvised.

We have already touched on the question of the performance of tﬂé
lament. Wedding laments are female poetry, and are sung or chanted,
The person or persons who may perform them are stipulated as part 6f

the ritual. 1In certain cases, the choral performance of the songs may

B
-

have a certain sacred funétion.47 The bride may participate directly
in tﬁe>singing, cr tﬂe songs may be»pegformed in her name; clsewhere
she is the addressee. In some cases, the laments take the form of a
dialogue between the bride and another person or the bride and a chorus,
. : s .
singing antiphonally, Whoever. sings the songs, they are addressed to
some pegggg%\re;l“or imaginary. Most often the bride addresses a
member of her family or clan or her f;iends. The bride's point of view
controls théjpoem, but this "point of view" is in itself rituélly~
stipulated, The performance is accompanied by one orAQOre displays of
ritual ‘gesture and may be exceedingly ‘dramatic.

Y -

The force of ritual is so strong in the wedding lament that the

B N N
-

poetry may be linked generically to other forms of ritual lamentation
.more easily than to non-ritual forms of wedding poetry. In the
Russian tfadition, comparisons between‘the wedding, funeral and

reéruit lament forms have been studieqd by’Elsa Mahler, Mark Azadovskij,



K. V. Ctstov and N. P Kolpakov
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a, among others. All three forms are

closely bound to ritual, .nd evoke the passage In terms ol g fourney.

Cistov has remarked that all three lament types are based on a read-

{stic reflection of the tragedy

laments differ fro the nxvur t

of peasant life, Lut that wedding

wo in that joy 1s mixed with sorrow, and

in this they arc the richest poctically.ag Wedtduge mot 1 fs have figured

widely in other forms of Russian folk poetry,'such as the hyljpi and

the spring round songs (Eggovodz) to which they have been 1linked

historically.so V. P. Anikin writ@ﬁ\i&gt a common motif of these

xorovody is the complaint of a

young girl who has been given in

51 ‘.
marriage to an old man. But we must be very careful not to confuse

lamentation with complaint.d The sustained reproach of a young girl to

her older husband is a poetic fgrm known in several languages, and thas

a different set of thematic ¥xeq

uirements from the lament, Furthermore,

it is not ritualistic in the same sense. The unthinking equation of the

two can lead to a misinterpretation of the meaning of lament. ‘Such

poetic forms as- the soTCalled German Bauernklage52 are not ritual

laments and do not stand compar

position of both bride and peas

ison on any level. Where the social

ant as underdog is taken as a point of

comparison the theoretical basis of the argument must be immediately

called into question, since, as
construed as "underdog' Im a so

destiny. Without ritual there

my analysis will show, the bride is not
cial sense but as the victim of human

can be no true lament. Closely linked to

the question of social/ritual connection 1is the problem of the personal

"realism" of the poetic express
folklorists considerably and wi

social injustice and misery doe

jon. This problem has concerned Soviet
th reason, since their understanding of

s not allow for expressions of personal

SO
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feelings, Gome brides, after all,.ﬁay have looked foreward to their new.

wstatuls as wives, ﬁ P‘.’ Anikinv,ar:gu'es’.that the laments are formed ‘on the
basis of the human situation in generél, and ;s such the bride's feei—
ings canvbe said to be peerna} and sihcere. Fear of the futufé; he
.argues ingeniousl&, ar0§ses sincere expression§-of QorrowJS3 The
problem éannot be an§wered in tbis vein, however, since ip could well
be érguéd that the reduction of personal feeling in conformity to a
~general feeling is an impovérishgent‘both poetical;y and morally. In a
bizarre description of a Votjak wedding byian out;ider who is éleérly
fascinated and horrified by the scene ?t on; énd the same time, e are
tolq that the bridé begged her parting blessing from a father who was
‘50 drunk he could not sit up straight, while the bride wept so
intéﬁsely that her face became distorted and ugly.sl+ Later, the
father-in-law was found to be lamenting and when asked why could noE
provide a very good eXpianétion. In such a situation is theré any room
for sincerity? And where doés éollective sorrow enter the pictﬁre at
li?‘ Soviet folklorié%s consider marriage to be a social, rather than
Eﬁ‘tnéivféual act,55 yet Crawley basﬁaréued that marriage is and has
always been primarily a personal, individual joining of two.people.56
Certainly, there is nothing in the wording of the laments to suggest a

collective identity. Anikin distinguishes the ritual laments from the

non-ritual wedding songs and the wedding eulogies through the use of
57

e

the generic sign "I." German wedding songs generally prefer the

second person (Du). Either "I'" or "you'" (Du) is a personal as opposed
to a collective dq general pronoun.‘ It will be noted| in the study of

the laments that the isolation or singling out of the bride, or her

‘feeling that she has been singled out, is a very major cause of her

LY
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grief and resentment. An understanding of the universal and inevitable
nature of her fate brings the lamentation to an end. Thus there Wwould
seem to be little ‘justificatim‘for the Soviet position of collective

sorrow. Initiation, although nearly everyone must undergo it, is a

personal ritual and causes a personal crisis which can only be resolved

t . o o
by its successful completion.

The association of virginity and defloration Vith the lament
tradition poses‘another problem in interpreﬁation. Anthropological
studies have shown that there is no direct connection between ;itual
demonst;ations.of bashfulness a; marriage and pre—marital female .
cﬁastity.58 It has been argued that thé importanceoof the bridal crown
as a symbol of virginity amongst the ngainians, Creeks and Poles has

o parallel in Russian tradition.sg‘ Yet, ﬁor the Russian bride, ;Pe
loss.of her youth and béauty is dramatized‘throughVthe,;g?oval of an
Aelaborate bridal head—dress;»this head-uress, the laments tell us, will
be preserved by virgin nuns, or behind-the throne of the mother of God,
or at the top of an aspen tree, after. the bride herself is no longer
qualified to keep it. 1In Germany and Scandinavia the bridal crown has
been associated with the crowq/df“the Virgin Many, and there is at
least_ a suggestion that bridal attire in t dle Ages tended to copy

- 60 . )
the clothing of the local statue of the Virgin, The practice of
”placing a straw crown on brides who had lost their chastity was not
uncommon in parts of Europe.61 The connection between poetic expres-—
sions of loss and the actual loss of Yigginity is a somewhét tenuous
one, even where social mores havé subsequently come to laud the virgin
’ ?

and punish the impure. Certainly purity means more than virginity, as

do maidenly youth, beauty and playfulness, One must, yet again, te

22



23

‘cautious of an overly hasty equation of symbols with actual sosial and
moral teachings,

- One major quesfioﬁ has been overlooked entirely in my approaﬁh, and
that is the history of wedding lamernts in the various ;anguages under»
'diséussion.\ We need not concern 6urselves overly-aﬁout this in the
case of those languages surveyed in passing in Chapter iv, The
questiéﬁ is more important with regard to the Rﬁssian énd German ~~v{~ixpﬂ
examples., Clearly it is to our bénefit to know as much as poséible
,aboﬁt the origins of this folk tradition, about the dates of the first-
‘laﬁents,\about the origiAal manner of their performance. Unfortunat-
ely, facts are at a premium and Speculation tgndsvtoutake the place of
his;ory, thus leading Soviet folklorists into the bli?d alley of social
justificatioq. Tnless we know many incontestable facts about the pre-
- history of the tradition we are best adviéed to tread warily. “All we
can say for certain about a wedding ceremony of a certain villagg
recorded in, let us say, 1860 is that the people of that village and at

that time behaved and sang in those ways. It tells us no more about

L

*

that village a hundred, two hundred or five hundred years before 1860
than it tells us about a different villafs in 1860, and it prdbably
tells us a great deal less even than that. InAthe case of the Russian
tradltio? we know much more about the history of wedding rituals than
we do about that of the laments, nor do we really know at what point
the two joined forces. Soviet folklore tends to disparage Chrisﬁian‘
Feaching or its influence on folk traditions and to emphasize much
earlier religious beliefs and magic rites, yeF’I'have found a co-

ordination of Christian and secular elements in the Russian laments and

rituals which would suggest that the two forces were not entirely in
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conflict ﬁith each other. I; is useful to review the his;ory of the4
lament as it has been reconstructed mainl? because 1t sheds light on
phe‘Berspectives of those wha havé done the'fecpnstructing, although it
aids us little in the upderstanding’of the laments themselvés. For
this reason I will_;ook at the lame;t "history" in the introduction; in
which.I,am discussing methodology, rather than in the body of the .
fhesis, since it would not help us in the interpretatién and>énaiysis
of the laments and their rituals. | ’

The European lament tradition may be seén variously és very old or
as relatively moderﬁf In many cases the form of the laments which we
now know and tﬁe manner in which they have been performed have been’
traced back to approximately the seventeenth cent_ury.62 Very little is.
known about the tradition upon which these seventeenth—century ritual

~
songs were based. " Far too little is known as well about the crgss

g

influences of folk poetic traditions iniEurobe for us to make any very
firm statements at-this point. Generally speaking, Ce;man wedaing
practices. are considered to fall into three historiéal period_s.63 Up
to.the thirteenth, century the influence of the Christian church was
practically non—exisfent and it is assumed“that pégan, Germanic
practices were in use; we have alﬁost no accounts of this period,
thever. Between the thirteenth:and theAéixteenth centuries the
influence of the church gradually increased. Most of our evidenée
comes from legislation of the period and we have little in the way of
ritual or poetic description. from the sixteenth century onward the
wedding';ractices were inextricably bound up with the teacﬁ}ngs and

{

perspectives of the church, and the strongly didactic flavour of many

~ of the German wedding songs is thougﬁi to have ité.origin in this



close fusion of church and popular tradition.

For both Russian and German lament athdies we are working with
texts which cannot be said to be much older than the seventeenthv
century. . We haye few reliable textual recordingshbefore the nine-
teenth century. —Any assoclation of these songs with social conditions

;pn;religlous perspectives before that t1me is conjecture, at best
1ntelligent guess work. Soviet folklorists have been fairly active in
their attempts to piece together the prehistory of both poetry and /
ritual although, 2s I have already stated, I do not find most of 'the
resnlts particularly’usefnlw ‘n/

According to Soviet theory, the wedding laments are considered. to
have been 1n1t1ally connected w1th agrarian society and w1th the spring
rOund songs (xorovody), many of which are fdlled with motifs of marr—
iage, happy or unhappy, the choosing of’a mate, and soO forth.64 Poetic
motifs have been isolated from the laments as evidence of the social .
periods in.which they were first introduced. Allgﬁions to the mat-
riarchal stage in society, for instance, have beeh found in some wedd-
ing'song.s.65 Marriage by abduction is shown to be reflected in the |
motif of the bridegroom as warrior; he is seen as comingyto fetch the
bride with a whole company of his men,  The bride's_brother is asked
to barricade the road, and defend it with logs or spears freshly |
forged by the village smith. Yet the army advances despite these pre-
cautions, breaks down the gate and the door and carries off the de-
fenceless bride.66 It is considered as well that some of the host-
ility which the bride expresses concerning her new in-laws may rest in

part with the fact that she was captured by, thein.67 Marriage by barter

is found even more abundantly in the laments as they are interpreted by
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the Soviet method. The bi\ide describes the coming of the matchmaker
and the making of the marriagwe  agreement as the arrival of unknowntand

" cunning merchants who trick her gullible parents by getting them drunk

and by promising them money and jewels i ekchange for their daugh- :

68

ter. Laments on the krasota (beauty) fefer to the value of the

girl's beauty as if it were a product fqdr b rté 69

Anciernit ritual is believed by Soviet folklprists to influence much

of the imagery of the laments.70 For example, the lamenting Bridé, herx
head swayiné and downcast with_griéf, her hair hanging free and crowned:
by the head-dress of the betrothed, her body supple, thin and white, is
ff;quenfiy symbolizeq by t;e birch tree. In fact, Lthe associétion is -
extended to make the biréh tree at the same time the sanctuary which

will protect the girl's "beauty" (krasota) from harm and from the grasp

of greedy‘gnd mercénary men:
—

Th caluch, MOS & IeBbLe KpacorTa,

Kpait nytu caznucos na Xpail HOpoOXeuxwu,

Ha Geny 6acky 1a Ha 6epe3LHBKY ,

Ha Gacky 6exny ma xyapesatyio, 71 P

Spring rituals, which iﬁcludéd the decoration of birch‘grees in the
shape of women and divinapion gémes on the water,72 are thus seen as
the link between poetry ;gd sécial realism, Christianity enters the
scene apparently as a force fr?m above, which could not erase the

pagan allusions, but which succeeded to some extent in merging them

with its own symbols, so that icons hang above oak tables, the altar ofl
the Virgin Mary rivals the birch tree as a, sanctuary motif, the waters
of faith drown out the water spirits of more primitive times.

The precise process of this extraordinary and arbitrary "integra-

. -
tion" of such disparate beliefs is unclear. The world-view of the
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lamenting bridefretains‘an odd inconsistency and incoherence &hich can-
not be resolved by imposing a social order or a primitive magf& upon
it. The various layers of belief, ritual and social system are in-
compatible with each other and tend to schenatize rather than to
harmonize the poetry. Yet the wedding laments create an impressibn of
consistency and an organic system rather than of the melange of dig-
parate elements which analysis from an historical point of view would
show them to be, How can this be7 Again, it is necessary to study the
function of the lament. Peasant brides did not preserve avtradition
because it reflected quaint beliefs of their forefathers, uut because
it made sense to them in its details as in its entirety. More pre-~
cisely, u pagan ritual or a magic belief will not remain in a lament of
the nlneteenth century unless either the belief is still vital or it
has been transformed into somethlng entirely diffetent, Kaéarov, for
example, Hhas argued that many of the ritual steps leading up to the’
marriage itself are magic in nature, and originally had the effect of
protecting the girl from harm and blessing Hex with good fortune. 73
The laments, however, developed at a time when this strictly magic
implication was being modified by the influence of Christian ritual and
‘social considerations. They, in their. turn, reflect an interior, |
psychological confrontation which can hardly be described as maglcal
'although invocational poetry still influences the structure of some of
"the laments. I would argue that the»"magic" has turned inward, as it
were, and protects and influences the moral or‘hsychological pre-
rarations of the bride as much as her ekternal fate.

Where do the songs and laments enter the history of the development

of the Russian wedding ceremony? It would seem that no-one knows for

i
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sure, The first'referépce to thé practice of wedding lameritation in
Russia comes td us from the fifteenth century, in the 1life of .St.
Stephen, first bishop of Perm, as'described b? Epiphaﬂy'Prémudryj.7é
But the‘description is frustrétihgly vague and does not make it clear
whether these bridal laments were in the form of a moﬁologue or were .
~simple ritual expreésions of grief.. Elias argues that the éongs
developed'oye; é period of time apd show a gradual development frgm‘ |
ritual to lyric'description, expressive of the bridé's réal feelings e
and reflecting the lapdscape and éetfing in cohcrete terms.75 Another

indication of the development of the laments can perhaps be found in

a

thése examples where a.very simple, ritual description has becoge
framed by a more elaﬂ%rate aﬁd lyrical épening and.closing.76 It can
be tentatively supposed that thé laments_d;veloped in conjunction with
‘ the‘rituals which tﬁeyISUpport, ;nd we cép thus see them as evolving
~ over the same period of .time, begween che'thirteegth centufy (when the
wedding ritual, as we now know it, began to develop) and the seven--
teenth cegz;;y. ~Presumably a very primitive ritual plac (wéepings is
Atraéigidhal long before this time, but of this we know very little,
Whate&er the history of weddiﬁg poetry, it is not my tasknto un-
ravel it,\énde would caution against any very hasty acceptance of
histofic speculation. The most urgent reason for rejecting the
historical approéch\is thet it has, in the main, concentfated on social
rather than personal reaéoné for 1amentation; on long-forgotten father
thén stiilhvital beliefs as an explanation qf ritual and motif, and on
thevseparation of lament and ritual.

Following the methodological approach as outlined in this chapter,

my study of the wedding lament contains three major divisions, 1In

e
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Chapter*ii,,I‘will examine the Russian wedding lément.. Fbr_that, the
studentvhas tﬁeradvantége of an abundance of matgrial and the generél
aqknowledggment of. the existence and importance of Lhe subject. 1 will
"discuss the poetics of tﬁe Russian lament first, because in my approégh
to the subject I oppose a number of aqcépted Soviet theofges. Further-
more, = theoretical backgrouné seems to bé an advantage before I go on
to study fhe.ritual and poetic balance as it is found in 1océlzdes-
criptions qf whole wedding éerémonies. ?he German laments do not have
the advantage of ofﬁicial recognition, and so, in.Chapter iii, it is

partly my aim to argue that the lament situation is present as an

essential part of traditional German weddings as wellp The nature of
the German wedding 15:322—;§\§9nsiderably different from that of Russian
weddings and re@uires a special stﬁdy. Tﬁg fourth chapter is devoted
to the question of the distribution of wédding‘laments. This topic has
no natural limits, but I emphaéize in particuiar time formulations and
ritual structure in this all too brief review. In my conclusion, I o

AN .
bring together the findings of the three sections and underline those

points which seem to me to be of greatest significance.

~
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CHAPTER TWO | \
The Russian Lament |

I:' General Remarks
Russian wedding customs have appeared4surpfisingly often as

v
imagery or detail in Russian literature. Zukovskij's Svetlana was an
{ - o

)

early example. The lament as»dell has attained a prominent literary

~
position through its appearance in the final pages of Pilnjak's

Golyj god.l Thgfe, the wailing of the wolves mingled with the lament-

ation of the bride as a descriptive symbol of Russia itself.

fhe earliest collections and recordings of Russian weddirg poetry
are to be found in thg ;ong—books (Eesenniki) which abounded in the
second half of the eighteenth century and the beginning of the nine-
teenth century. M. D. Culkov's extraordinarily popular, four-volume
collection of folk songs first app:ared between 1770 and 1774 and
contained a sizeable number of'weading songs.2 There ére no class-
ifications of Any kind in this anthology, ;nd a reader with a special
interest in any one type of poetry must search diligently through thé
pages. Culkov's collection inspired a flood of séhg—bobks, many of
whicﬁ were subdivided into "typés” cf poetry, although the principles
of classification were only consistent in their unscholafliness; Most
of the collections were érimafily or exclusively popular fgtherlthan

traditional, and there is evidence of a considerable amount of re-

writing. A few of the song-books included a number of fairly trad-

itional wedding songs. The Rossijskaja erata %g M. I, Popov3 éppeaggd

in 1792 and includes twenty pages of wedding songs. In another

collection of the same year (the anonymous Izbrannij pesennik)A wedding

songs and xorovody containing wedding motifs are mixed together.

—
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I, I. Dmitriev (Karmannyj pesennik, 1796)5iis remarkable mainly for his
recognition of the close conjunction of ritual and song, O0f the teh
wedding songs in his collection, several are accompanied by a note

- describing the time and manner of their performance. Finally, in 1799,

"2 collection made by S. M. Komisarov (Samoj novéiﬁij_Otborn§j§ij..,
Resel'nik)6 derteS an entire‘section to wedding'§6ngs, and describes
-in each case the accoﬁpanying ritual. Scrangel§; Komis;rov makes no
" mention éf the occurrence of the poems- in peasant v;llages, cdﬁmegting
instead that the rituals have peen abandoned by the upper classes and
are gradually losing their hold on the middle class. He "Zates" the
tradiﬁional'weddi“g only as "ver; old." More important, .however, is
Komisarov's acknowledgement of the importance of ritual, and the
obligatory nature of at lea;t some of it.

The most important early coileétér of wedding songs, L'vov, first
pdblished'his Sobranie narodnyx russkix pesen s 1x golosami as early as

1790,7 Sé%tions of which, some of them revised, continued to r
¥ (
e 1

periodically for & quarter of a century. L'VOV-iS Femarkébl

“many
ways. Unlike most of the colilectors, he attemptsﬁgé distinguish the
special style of the folk Song; he compares the»Russign folk song to
the French and Scottish varieties, and he recognizes the calendar
connection of wedding songs. jjig greatest contriButiOn is im his
recognition of the impoTtance of melody as an integral part of the
song. His texts Weére Produced in collaboratioh with the mu;icologist
Ivan ?raé. Another collection by L'vov appeared in 1801 and was
devoted enfirely to wedding poétry. This book,ng§gl§1§_§£éE§,8 is
the first of its kind, and contains a large number of wedding lyrics

and laments. The collection jg, on the whole, disappointing, as it

3
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—————4nctions between types of wedding poetry.

contains no notes, no ritual descriptions, no melodies, uand no dist-
\,

A note on;weﬂding poetry in the preface of;his folk song collection
is, however, rather more rewarding. *This note is seldom if everfcited
in full by modern folklorists, although it is a statement of consider—
able importance, albeit unscholarly in approach. I will quote the note
1ater in the chapter. In essence, L'vov attests to the antiquity of
wedding songs (although, like Komisarev, he does mnot explain what he
meanaiby oldj, as well as to their close affiliation with local trad-
ition!and cheir revered status within each community. lf for no-other
reaso§§ the note is important for its acknowledgement of the pre-. -
’dominantly local nature of wedding poetry and tradition.

A, v. Teresceﬂkoa in the second volume of his influential Byt

. 9
russkogo naroda, 1849, examines the higtorical and prehistorical

development of the igra and outlines, regionally, the wedding customs
of his oWn\%ime. FWhile some songs are included, tney appear usually
only as excerpts and as illustrations of the rituals, and much of the
historical trac1ng of the first d&apter is speculative and rather
Romantic. Throughout éhe nineteenth century, the regional approach to
the study of wedding /traditions and songs became firmly established.

v

Many of these weddi

g descriptions are the woq& of such amateur folk-

&

lorists as school achers and clergymen; people perhaps unacquainted

with the requisites of folkloric notation, yet people in many cases

sufficiently interested in th%ir subject to provide us with descrip-

'

tions which are of tremendous value to us now. Without their work,/we
would know very littile about the wedding laments, since they appear,; to

have declined rapidly \in this century. Newspapers, local archives and
o, . {

4
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journals contain most of these descriptions, The two most prolific

. s :
sources for such articles are the journals Zivaja starina and

Etﬁogfafiéeskoe obozrenie. A considerable number of these articles

and mogographs concentrates mainly or entirely on the customs. Where
songs are included, they appear often only as excerpts; frequently only
tﬁe firsi tw9'lines are given, followed by a line of dots, presumably
on Lhe supposition that the songs belong to the common bulk of folk .
poetry énd need not be fécofded in full. There are, however, sﬁffi—
cient exéeptions to this rule to make the search through old papers and
joufnals a generally rewarding oné; One of the better known book-
length wedding descriptions of the nineteenth century was published in
three parts, from 1887 to\1899, by Agreneva—Slananskaja.lvO Her
descriptions, %ﬁwever, afé not particularly valuable, are hardly local
in orientation, and include Qery little song magerial;qf re3l interest.
Of much more valuéJfor the present study are a number of shor;er and
generally more obgdure articles‘;nd.monographs, the difficulty in
locating which has probably contributed to their coﬁparative lack of

fame.

)

For the folklorist'intéresfed primgrily in wedding poetry, fitual
or otherwise, two nineteenth-century collectors stand out with deserved
fame. The first edition of P. N, Rybnikow's collection of songs

appeared in 1861, a second edition in 1910.11 Volume III of this

collection contains wedding songs, mainly laments, complete with ritual

description and local variants., P. V. §ejn's collection is consider-

ably more extensive, First appearing in 1870 as Russkie narodnye

Eeéni, the collection of songs was added to both by @imself and by other

collectors, and appeared in a massive edition entitled Velikoruss v

40.
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sv01x pesnjax, obrjadaxigobycajax, verovanijaxLAlegendax....l'2 of

this, over fouyx hundred pages are devoted to wedding poetry and ritual
- each province fotming a seperate division and being in turn subdivided
according to locality. Since not all of the information was'gatheted
fpersonally hy Sejn, the quality of the entrigs varies somewhet. In

the best of these, an exactness of poetic reCofding is augmented‘hy a

detailed ritual description, znd local variants are distinctly 'pin-

pointed Unfortunately, musical notations were not supplied in either

~
.

Rybnikov's or Sejn’ s.collection. - .

In the twentieth century, the amount of naterial availableﬁfor
study has decreased,—but the methods of recording it have improved
immeasufably, so that we can now rely on exact and complete tecordings
of“uedding ceremonies, with or without the inclusion,of laments. In .
the twenties of this century, L. §ternberg and N, P, Kolpakova, anong
others, set theygroundwork for highly® accurate and observant tield

13

~ work.

Soviet interest in the laments has been quite strong in recent

years. The major focus has been on demonstrating the poetic principles

by which the lanents depict the bride's position within society.14
éistov has\demonstrated the method by which the’ girl'° psychological
experiences are transmitted into poetic terms.15 In more general
terms, questions of the’collective origins and the improvised

character of the laments have continued to~fascinate folklorists in the
Soviet Union.l6‘ Sociological and anthropological studies have cont-
inued, Elias contributing a study on the stages of development of the

patriarchal soclety and its reflection through the~development of ‘§\

., imagery and the npdification of poetic structure.17 There has been

s

-br
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increased recognition of the“importance of the musical structure of the
1

laments, as of a1} folk poetry, and the advent of sophisticated tape~

recording machinery has preserved at least Some laments in the form. in

2

‘which they were traditionally performed,
A maJor difficulty facing the folklorist who wishes to study the
Russian wedding lament is one of a chronological—geographical nature,
A recordiﬁg of a wedding ceremony from one village will tell us little
about the ceremony of its neighbouring village. While a certain(
continuity does exist, there are surprising breaks in the pattern. A
similar problem exists with chronology Although the ceremonies are
_traditlonal, their ritualg and‘laments bound by\tradition it is clear
that changes occur oyer the course of tipe. Added to this situation is
the unscholarly nature of much of the material The more technically
reliable recordings of the twﬁptieth century have tended'to place as
little emphasis as possible on the laments, perhaps because the trad-
ition is considered to be already dying out. .
Partly, perhaps, because the lament is not deemed to be a modern ¢
folk form, there has been no very adequate attempt to classify wedding
descrlptions. Sejn organized his material along political—oeographical
lines. Ouite obviously, such divisions as they concern folk poetry are
artificial, yet geography has influenced local ceremonies £o no small
extent, and our only hope of clarifying the various regional patterns
with any precision and of comparing them with those of other regions,
is to begin with a geographically oriented bibliography The local
distinctiveness of each ceremony and the regional patterns which dev-
elop must ‘be considered, not only as a problem to be overcome, but as

Y

a generic characteristic of wedding poetry, and it must be seen in
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‘conjunction with the date of its recording. From the literary point of

view, the folklorist must be able to cope with the‘geographical question
as Kolpahova has coped.with it from an ethnographical perspective. As
an attempt to establish some of. the literary criteria’ for such an
approach ‘T have restricted the texts examined in the final section of

~ this chapter to a few‘regions. By avoiding the chaos of too many i
divergent rituals, it is possible to scrutinize the texts:of a few

areas with the closeness which they require, An attention to detail is
essential in the study of ritual—poetlc balance and questions of
chronological .development and geographical distribution must be clearly

separated from the problem of ana:;j)a.

Another problem faces.primar the folklorist living in the West
who is interested in the subject of Russian wedding poetry. While most
of ‘the major collections are ,available, although not usually readily
available, it is imp0851ble to obtain most of the more obscure des- ‘:
criptions outside of the Soviet Union. 'ith this in mind, I have |
tried, wherever possible, to limit my examples to a few texts (such as
i,those edited by §ejn,'Rybhikov and‘Rolpakova) and to provide as much of
the poetical text as is necessary for the understanding of my argument,
Russian traditional weddings are an elaborate performance, involv-
' ing the entire community and extending over a number of days, both
before and after the marriage ceremony. It is. an occasion for much
merry-making, for dances, dinner parties, practical jokes., Custom and
ritual, popular tradition and Christian belief join with hard work and
sheer fun and a lot of music to make the event memorable for those

involved and a paradise for the folklorist. In sharp contrast to the

other participants, the bride stands alone, sad, often drably dressed
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and with downcast face.ﬁ Where the others eat and dfink, she offen sits %
motionless at ghe table. While tﬁe others dance, che cries. Even the ,
work that has to be done in preparing the dowry and baking the weddiﬁg
cake 1is perfdfmed mainly by the bride's girl ffiendé. She sits in
their midst and laments. H;rdly a major ritual is éerformed without an
accompanying lament.

As the laments vary from oné ritual moment to the next in content
and symbolism, it is impossible to describé"or quote a "typical"

ljament. The bride depiéts herself in terms of deep humility -- she is

weak, foolish, unworthy:

A npumaa x Tede, KpacHO MOE COJHHIKO »

HenanubH pOLHTeﬂb—erCTHOﬁ 62 TomKO !

§ npumaa x rTefe, MOJOLCMEHbBKS, =

Mo6urs denon ¥ TNOKJOHMTHCA W .
Ty TNPOCTU MEHf, pogHofi 6aTHEKO!

A Gunaa IeBulna HepasymHas 18

By contrast to the bride's unworldly and unworthy simpiiﬁity, many of
those people around her are either god—like in their perfection (the

father is the sun, the mother the moon goddess, the brothers are

-eagles...) or they are monstrous in their inhumanity (the matchmaker is

called in some ﬁoems a sérpént with seven tongues!).19 The bride her-
seif; like her girl fri%nﬁs, is often described as .a bird,:most'
commonly the thte swa&,% aﬁd nature epithets are extremely prevalent
iﬁ these poems in general, |

"Love," in the form of an arranged and unwished-for marriage,

§trikes this fragile creature 1ike arrows of lightning which enter an,

open window and strike her helpless in her bed:

Vg ¥ zajeTajia La rpomoBa CTpela
Ha TecoBy®© KPOBaTYIKY,
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Ha neppfAHy Ia Ha NEeDHHYWKY,

Ha nyxoBy Ia Ha NOLYENEUKy, s
. Iz 1non COBONMHO TENJNO OLEANHIKO.

Yx ¥ npocTpeanmja L& TPOMOBa CTpela

V¥ MOw-TO rpylb Genyn.2l

The bride makes it clear. in her laments that she had no desii:é. to a
marry, to become a wéman, to leave her clan, ﬁer friends, and the
security of her father's home. She sees the change before hefjin terms
of a long journey, across high mountainé or deep seas, and'ﬁhe.way back
home barred to her forever. In some laments, she dreams of turning
into a bird and returning”tg her mother and to her former life unknown
to her new'family.22 In others, she muses over the difficulties which
would keep her from visiting her parents after her marriage.z23 The
imagery is at tiﬁes symbdlic, at other times closely connected .to the
real landscape, ~t all times it is strongly visual and concrete.

: The laments tell us only what therbride feels (that is, what tréd—
ition obliges her to feel), and it is in opposition to ihe usual opinion
or the prevailing atmosphere. She abuses her parents vergally, com—

'plaining that they have rejected her;z_4 she pleads in vwain for mercy

, from her family and friends.z-5 She describes her former life in tefﬁs

of opulenpe and pastoral blisé, and compares it to fhe poverty-

cstricken, miserly household she will be entering.26 During the rituals

of bathing and Qf combiné'her hair, she is inclined to withdraw into a

fantasy world in which her youth, beauty and freedom become symbols and

she searches for a place of safe keeping for them after she abandons
them.27
There is no point in attempting to piece together an externally

consistent world view from these laments. The bride's youthful home is



both a gardeh and a palace, they are poor—but—honestland at the same
. v"'\"

time wealthy. She is“rejected by herAparents, yvet loved only b;“fhem.

The new family, where life is hard and food is scarce, are yet termed

in other places as lords and barons, much too good for the likes of her.

The marriage is brought'about by the triekery of deceitful merchants,
+4nd at the same time by the ateackiné of warriors, by her parents'
betrayal, and by the cunning of the inhuman matchmaker.28 The consist-
ency is internal, revolving on the pivot of thevtime perspectibe. Good
and/evil are absolutes by which paet and future, respectively, .may be

defined. The teﬁsion of the present arises .in part from the mingling ef {”ﬂ

N

good and evil.
: ‘ N
I have said that the lamenting bride is alone, yet this is not

entlrely true. She is surrounded most of the time b; her girl friends,
who are asked to.Join her as soon as the wedding - bargain has been made, ﬂ
vho stay with her day and night, and who do most of the work 1nvolved
"in preparing the dowry. _The.farewell to the girl,friends isiasideeply
emotional as the farewell to the parents. Pagan magic is aéé&ﬁ»said to
be the source for tﬁe gatheringiof maidens,/Siﬁce.their presenee at all
times was supposed to protect the bride-to-be from evil spirifs, to
whose influence she was then most vulnerable.29 The girls support the
bride at times by joining her in singing laments or mourpful songs,,yee
they are also aliowed to dance and make merry. Only the bride remains
constant in her grief. In.univer;bl terms, the girls must share the
same faee; &et, for each, the moment of change 1s personal and unigue.
Tﬁe function of magic and of nature imagery in the laments (as,

indeed, in wedding poetryvin general) deserves separate studies. Some

aspects of the nature imagery wili be discussed in this chapter, since

i
\
1
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it serves to create the 1llusions of time and timelessness within the
laments. Oiherwise, pnature images can depict states of feeling, such

as isolation} loneliness, fear, longing, OT their opposites. Magic may
function within the‘laments as a kind of supernature, events seem to
take place through a force within themselves, doors and locks fly open
in the face of the approaching bridegroom.30 1t functions directly
within the laments to develop the theme which will be discussed in this
chapter. ﬁore conventionally, magic is apparent in laments with an

invocational structure, as where the orphan-bride asks her father to

rise om his grave to give her his blessing.

1t has| already been indicated that the wedding’ 1ament is to be
distingyish from other forms of Russian wedding poetry as well as
from otl

r lament forms. Of the former, " the three major types are trad-

itionally {ed 4s .the lament, the lyric song and the song of

piaise. Of the lafter, the wedding lament closely resembles in some .
particular e funeral lament and the recruit lament. While it would
‘take a separate study to consider all the aspects of this problem, the
issne can be clarified to some extent by outlining bfiefly seme of the
distinctions which folkinrists have already made in this regarﬁ.
Kolpakova has recently publishedxan article on the subject, the main
object of vhich is to distinguish the two most easily confusable forms,
the,lament,and the song.32 The wedding lament, she says, is similar to
"the protracted lyric song, vhereas the funeral lament is similar eo the
elegy. She distinguishes them on the grounds of their basic generic
differences in function, content and means\of artistic expression,

while observing that the similarities in all three areas are often more

L sttiking than the differences. She points out that the chronological
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order of generic developmenf has not been finally determined. ‘“he most
striking differences are the following: the musical structure of the
lament follows the intonations of weepiné and is recitatival, while'the
song is melodious with a wlde range of intonations; ;he lameht has
génerally a dactylic endiné, whilé the géﬁg is much freer rhythmically
(although it is tighter than other lyric verse formsj; the lament
depicts the concrete and the prosaic, while the song embellishes and
poeticizes; the iament is ' more deepiy psychological, while the.sohg

uses a much widér range of other motifs (including the riddle); while

the songs make extensive use of imagery,w laments depict the bride

Ly

primarily through the symbois of volja
: v s

0 describe certain

aspects of the act of lamentation. ™ rilitanie is the most common
. ‘l 3 3 R '*

generic term, althdugh Briéet is also found quite frequently in

N

O

scholarly>writing xThere is no very clear distinction between the twé
terms, although V. G. Bazanov, in speaking of the funeral‘lament,
considers prilet to be a form of 1amenté&ién which has already developed
a sociél—political content and a mixture of epic: satiric and lyric
elements, and Eriéitanie to have a widef potential than that of the

ritual life Jf the genre.33, Other terms, such as vopl' (wail),

-golosit' or golosenie (verbal and substantive forms meaning loud cries

and lamentation), krik (cry or shout), and tuZenie (from tuzit', to

ourn), also designate the act of lamentation or certain aspects of it,

Roman Jacobsoh has studied the metrical distinctions of the Elaé and
-~/ .

Briéitanie, particularly’as regards the funeral lament, and has com-

pared them to the long and short forms of the Serbo—Croatian tuzbalica,

The longer Russian Elaé is of twelve to thirteen syllables, while the

48
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shorter griéitﬁniE‘is'eight to nine syllables in length. Jacobson
- studies as well the Eastern Ukrainian laments (holosinnja) vhich, like

the Russian and Serbo-Croatian forms, are clearly related to long heroic
! ' . =

epics of the region.34
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~II: The Pattern of Lamentation -
An individual wedding lament is not an isolated folk song but a

small segment of a whole which is made up of all the laments in a

tertain ceremony, beginning with the first lament sung, and’ending with

the last. The actual number of days which elapses is flexible, the
progress of the ceremonytbeing shape& by its rituals and duties, these
ultimately determlning as well the duration of the pre—uuptial cele—
brations. While this period is often referred to as a week, a period
of two weeks or a month is not uncommon, uor is it unusual for fewer
days to elapse. The concept of a week does not imply so much a
specific number of days, as it does a set number‘and order of ritual
moments, leading up to the high moment of the actual wedding
(8021j ud) :

Or cy66oTw 1o cv6torn,

D0 nmeBuubsAro Beuepa: v

B BOCKpeceHBe MHe MaTymka,

Ko cyiy Boxbw exaru,

llon 3o0n0THM EeHIOM CTOHTH

Co ymanwmwm LOo6DpHM MOJIOLLIOM ,
lloguyreem TpudborHoBHUelM .35

I shallJbggin my study by examining theﬂlaments from the point of
: view of their poetics, because I wish to show that the constituent
motifs and the emerging picture of the brlde form a pattern through
which the funhction of the- lamentation becomes comprehensible. It will
be the task of the following section to examine this pattern as it is
shapeﬁighrough a fusion of ritual and lament in localrceremonies

The ritual divisions made by Kolpakova in her collection are:

the engagement (prosvatan'e), the days of preparation (predsvadebnaja

nedelja), the central rituals (deviénik, respletanie kosy and banja)

{
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<nd the departure.for the church. (ot'"ezd k vencu).36' The pre-nuptial

wedding ceremony is a ceremony of parting and a preparation for joining.
All ritual moments and ceremonies reflect one or another aspect of this
pattern on a variety of levels such as the p:acticalkor business level,

the sotial level, the personal level and the mystical level., The

o~

lamentswthemselves focus exclusively on the bride's position. In the
fusion of ritual and lament, this chus is deepened and extended.

'The betrothal agreement is made in a variety of ways dependlng on
the region concerned Certain common features can hf found however.

¢

The initiative'comes from the groom's family,“who sends\a deputy to the

7 !

bride's house at avfixed time of day, and ritual and formula are
observed by both pafties duriné this time. The bride is seldom '
present,,although'she may be called in after the matter has been talked
oVer, and her feelings are seldom it ever eonsulted-(the groom may, on
occasion, be allowed to express an opinion). There may be two engage-~
ment ceremoniesy the secorld one_occurring either at the bride's ot‘at

the groom's house. Thebdecision is not reached until the question of

the dowry has been discussed and the two houses haQe been‘inspected, or

at least the parties have 'had time to discuss the match with their own

]

clans. The agreement is solemnized hg the 1ighting of a candle

e

beneath the icon (a gesture which is accompanied by the two partaes
¥

o3

making the sign of the cross, often bowing ‘and praying), and the ritual

handshake, 1ike the handshake made to strike a. bargain amongst traders

. R4
o

and businessmen. . Thege gﬂﬁzgestures, the lighting of the candle and
the handshaka, are seen by “the bride as .a sign that her fate has been

}sealed. 'The_agreeﬂ%nt can be dissolved afterwards but seldom is, ana .

2% to do so is considered to be rather extreme, Further ceremonies which

R

3



confirm the engagement may follow at either the bride's or the groom's
house,

. In all wedding laments the girl expresses her grief and fear in
4

terms of questions. . She asks who°, vhy7,_and where7 Fear of concrete

1 3
hardships appears in a few laments (she may suggest that life with her
new mother-in-law will be difficult vinter will be-cold work will be

hard), but a much darker fear of the unknown is reflected in nearly

every lament. The recognition that thig: “unknown factor has become the
Ak
‘LK A%

&

shaping principle of her life domta, girl s attitude to all the
- : Mot My

rituals she must undergo. On one level* tﬁi girl is asking" about her

future. On avdeeper level, she is asking about her own identity. At

the deepest leugl of all, she asks the one basic duestion -~ "Who am I

becoming?" In some laments, the question is readily apparent through

che uge of the interrogative form, in” others, the interrogative is

ad through such phrases as "I don't know," "tell me, " through the

unctive, or through the allegorical extension of images into a

ks
N dr eam future.37 It is tempting to interpret these motifs as if they

were expressions ogireal social or physical hardships, or of real dis-
1‘ - o P - N
like of the new family. But considey this example from Rybnikov's

collection:

g/poqéﬁHOM B 60XBmOM YTIY

AIATH TOCTHNKH HeXIaHHE,

CBaTOBLA CHIAT HE3BaHHE 3

Bw 3aueM.cola NpHexall oot

Jla BH uTO 3Ie—Ka NpoBeIald. (gyMﬁkov,No.57,]J.3—7)

Note that the basis for the girl's unease about the strangers is solely
their,strangeness -- that they have come uninvited and that thelr

mission is not quite clear; added to this is the girl's awareness that

52



these strangers‘want somethlng of her, 1In the first“nyo lines, the

. jmxtaposition of the holy corner and the seated strangers reflects an
intrusion of outsiders onto’the familiar. Note also the interrogative
structure of the two last 1lnes of this quotation.

In the engagement ceremony the questions, stated or implied,
emphasize -the sudden encroachment of the unknown, of the insecure,
indeed of darkne:s-onto the hitherto safe-existence of the girl. 1In
one lament, the girl looks around her house and sees that it has
. changed,‘lt isvpitch dark and weeping. S#eithen tells the reason for

the change the sun has not risen, ner mdther has given her away, and

/
/

she will no longer be amongst the young girls.38 The failure of the |
sun to rise suggests the advent of eternal darkness, and this paralle‘
. . o . {

between the end of girlhood and the end of‘the world ishto be found

quite frequently, espécially in/the laments s&ng in the early stages°of

the wedding ceremony. Darkness and sorrow belong together, and the
suggestion of death in this connection.is Ié -be found in some laments
and is highly developed in certain regions (we will be examining one
weddisg Geremony ‘where the parallel to death is an important ;art of
the imagery of the laments). Line 4 tells us that the betrayal of the
girl by her mother and father has caused the world to end. ~The result
of this betrayal is that the girl wtll no longer be a part of the floak

of white swans, or maidens, as she once was. With this last image, the

<

connotgtion»of the hetrayal is widened;»the world has stopped for her
alone, herisorrow is a»personal one and the betrayal a personal one;ﬁ
she is singled out and isolated from her former life and fellows, ‘The
following points are‘characteristic of the first stage in the‘wedding

[ 4

ceremony:

— N

Ve
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1) The‘bride regrets the end of her past life in
terms of encroachiﬁg darkness and death;

2) She considers this change to be the resﬁlt of a
personal bgtrayal; |

3) She feels iSolated‘and sees her fate as unique,

In the following lament the bride watches her parents prepare

themselves to go to the groom's house, whereffﬁey will formélly agree

o
e

to the match: _ e

N 5] i
OHH Kgﬂm cofupamrcs, N
Ouu KyIH CHapaxdanTbes.3?

When they return, she can tell from their joyful demeanor that the
bargain has been made. Her lament is now full of questions concerning

the "foreign side':

Y% Tw 6wmy, MOk 6aTomKo,
Ha uyxofi-jzanrHeil CTOpOHE,
TefGe mo HNOTJEHYJIOCH,
Tefe mo IOTJaa3aloCca?

- Tefe XOPOMH JH BHCOKHKE,
Te6e cycexku JI¥ ropbarhe,

- - «Unuw cxkoTHHKa porarad,

Aay uyxoR-TO UYKEHHH,
Unu uyxkofi oTeln - Martu,
Anm cycenu-To ONUXKHHE, ‘
Unu cycenxy rony6ymku? (Kuklin, p. 82, &£ 22-32)

We find the same ordering of description as in the last lament, beginn-—

ing with the house "and property, moving on to thevparents, and ending

with the clan in its broader sense, The girl does not ask questions

for the sake of informati;n, but in an_éttempt to determine her fate}

an interest in her future life ;é not shown until somewhat later on in -

the wedding'ceremony. vThroughout the engagement ceremonies, the focus.

is on the past and on the break with the past.
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Besildes the interrogative situation, the imagery of the engagement
léments reflects the»poiné‘of view of the girl at the beginning of the
wedding ceremony, Looking first at tﬁé poémskin Kolp&kova's collection,
I will quote three paésages in which the abrupt loss of y;uth and thé ,

irrevocable end of liffe as it has been is expressed through the image of

the circle:
1) Y% KoxecoMm Ju OHO Ia NIPOKATUNOCE; (No. 423, £ 6)
2) Vx Kax c-mp B Macle KynaJsacsd, -
Y% Kak .o CaAnIeuKy XEMUYXUHKON 1a KaTajacs;
(No. 423, &£ 14-15)

3) 3odoTEM KoOabIOM Npo6paAKoNO0. (No. 424, £ 15) _ ' ‘\
? _ :

In the first image, the girl compares her sorrow-free girlhood with a
revolvingnwheel; the implication is:fhat, likéohéi girlhood, both the
freedom from sorrow and “the révolutions ofuthe'ﬁheel havevcome to an
end. Thé circle is clearly avwheél orvan orb, and_one’thinks of the
péradox of the fing which has an end. - Compare with this'line'thé
opeﬁgng.liﬁes of the same lament: ‘ |
. . ‘ o [

Bce mpomno no IPOKATHUIOCH, .
Bce ma mumoBanocs. (Rolpakova No. 423, &4 1-2)

. ‘ : _ v
The abrupt termination of its course is seen as- something unnatural,

This awaréness of thé unnatural is typical of the éarly stages of the

-

céremony. In the sgggnd passage, the two images aé% proverbial and
théy &escribe the girl's former happiness in terms of circles of opu-

ience and”motian.j Both[express‘a cqncentyation of energy which is

" essentially self—contained,.jus} as the sun contains its own fire and

its &m course of rising and setting; in the same way the girl's youth-

ful being was a union of:nature and spirit (I will discuss‘this in more -
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detail later in the chapter), The third passage ‘expresses the depart-

ure from girlheod in terms of the crashing of a falling ring. The ring;

is of gold, and the assoclation with the sun is intentional. This last

i

image 1s part of a series of images which describe the pastoral setting
of girlhood, The disruption of the circular ﬁovement,implies death.

What is particularly noteworthy in ‘these passages is that each

- N v

.circle image contains associations with each of the others, Thus, the”

circle signifies the sun (and, by extension, the father, whose epithet

is krasnoe solgyéko). It also implies the turning of the spheres, and

-+

1s an imagé of eternity, and in this a parallel to the Garden of Eden

is to be found (a parallel of some significance, which will be discussed

~

in greater detail later). Vhen the circle stops, the sun fails to riéé,
the ring falls with a crash. <hat ensues is chaos and darkness. The

girl reacts with fear and a yearning to return to the light which ﬁas

gone out, The circle image depicts girlhood as something natural and

- self-contained, and the end of girlhood #4e a-violent act and as a

personal calamity. The disruption is Seen as coming suddenlyg'without
. . .
warniﬁg, and is irreversible.

Ritual is basic to the lament structure of'the»engégement

'cerémony, since it is through rituai that the girl's fate is sealed.

Tor this reason, the emphasis at this stage is not on ‘the nature of the

life that,lieé ahead of her or on the life she is leaving behind,
Insteaq, poetic energy is to a considerable extent concentrated in the

depiction of move@ént and the cataloguing of detail:

Co - OTBOpOUY A JuLo Gesoe . . 4&
' OT ACHOro kKpacHa COJHHIOKA,

0T CcBeTIOrO0~-TO MecHua, ‘ L

Or Gonpma yria nepemHero, 4/



OT MKOHOB JHUKY OOXBETO,
Ot cpemeflt ma BOCKY HADPOTO,
OT cTOJOB Ja OT IYyOOBHE,
‘0T ecTBOB OT CaXapHUE,

OT HeNUTKOB pal3HaJHBHHE,
OT CcTakaHOB 2eJeHa BHUHAE,
Or 6paTHHell TMBa NBAHOTO,
A or cBaTa ©T JYKaporo,
Or aMug Ia CeMUTIaBoro, : '

Ot BpaIH 12 penkoay6oTo! (Kolpatova, #428, £& 2-15)

- Much of the effect of this passage comes from the arrangement,of detail
in a stylized parallel structure &hat seems at first glance to be merely
decoratlve, tut is not. The list hegins with the firmament (the sun and

./

the moon), turns mnext to, the icon corner with its holv symbols, then to
the table laid for a feast vand finally to the matchmaker who has come
to destroy. It is a descent from heaven to hellg man's spiritual and
hia physical self being framed, on ‘the one hand, with the symbols of
heaven and, on the other hand,fwgth those of hell (the matchmaker is
depicted as a soulless monster). In this juxtaposition of the‘epirit
—— :
and thﬁ flesh there is mo chance arrangement of figures. The catalogu—
ing describes a descent which is underlined'b§“its‘accompanying ritual,
vthe focus of both moving from eternai bl;ss to eternal despair; from =
thekfather, who is depicted epithetically as the sun, to the matchmaker,
who is seen as a serpent; thus, the triumph of the;matchmaker over the
father i1s a triumph of the fprees of darkness and evil over those of
eternal life. The extreme comparison of heaven to hell is less pro-
nounced in later laments, but references to the spiritual world of the
father's house and the morldly, heathen one ot the bridegroom's are
not uncommon. It should be remembered that in these ritual descriptions

we find the context for the comparisons which are made poetically, and

we must be wary of over-hasty conclusions by which the bride may be

r
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seen to lament an actual aggressiveness and a dishonesty in her new

family,

While terms of deepest ‘abuse are reserved for the matchmaker, it

is the father who is seen to be the instrument of the girl's dest-

~ruction,

the bargain.

even though he is often said to have been tricked into making

The girl watches €very movement her father makes, and

feels that his agreement to the betrothal is a personal betrayal. The

. . s °
parallel structure of the laments creates a dramatic tension ich

we accompany the eyes of the laﬁenting

\

S

——— .
] aBajl-xc, Moft ropa BhcoOkas,

Co masunm co 6pycuaroeii,

Ha Gexw noam Ha €J0BHE,

Ha vacrhn menxn neperKIaIuHEy !

He wmofi csom ga DPVEH Oegde
Knoueso#t Bonof I& TH XOJOmHOEii,
He Tpu csou ga PYKH Oenre

M TEM~6paHuM NOJOTEHHMKOM !

He crasafi~xo mporus rocrnoga,

He xnamm IOKJOH* IO mucarowmy,

He r80pU Momursy nonH-Ncycosy!

He naBail ceow 13 DYYKY Npasyn
Ty snoger, CBary OCoJabsleMmy,
Yepes croaw-wepes Iy6oBHE, "
Yepes croremenkn waTpoBHeE,
depes crarTeprw 1a muTO-6panbe,
Uepes muTLE-ecTRa caxapuhe,
Jepes prMmoukm gg XpycTanbHue,

The order of descriptions reflects the movement of the ritual, The

eye follows in particular the movement of the father's hand, thich

serves both holy and destructive purposes at once,

which betrays while

it blesses, fhrough the parallel repetition-of "lerez", the eye

follows the hand as it reaches across the table to shake hands with

the matchmaker,

P
"

The lament is a clever visual transference of the

bride from the house of her father (described in the first lines) to

58
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the "other side" (the unseen pfe;ence on the other side of the table).
The juxtaposition of the spirit and the flesh is cleverly'concealed'
behind the ritual description. The lament beggns on the father's side
of the table'and reaches with him over the spread-out feast to meet the
other side. ‘Prayer and sacred.ritual are corrupted by gluttony, and
good joins hands with eQil. The‘hand is cleansed for ﬁoly purposes and

>

then is contaminated by a handshake with the matchmaker., The negative

~

imperative form c1ear1y'expresses the undes;rabiiity of this movement

. - . ‘ ]
away frem/fﬁg/;;:;ér's‘bench (1.2) and toward the enemy (1.13).

!

It is a frequent poetic device in these laments to express the
betrayal of the girl by her father through the transitive form of verbs
meaning to pray énq to drink. Thus, che clever matchmaker gets the
father.drunk so that he ﬁdrinks away" his daughter™s freedom, or,
ritually, iie crosses himself and bows -before.the icon,'thefeby "praying

away' her stormy head, as in this paséage:

He MoJauchk Ia He npoMaausai

Ty MEHS-TO, Ia KPaCHY HEeBYNKY,
FopoOHUNY L& rope-TOPBKYO,

Ty KYKyOHLY L& CHPOOOPHY :
Bo 4uyxu-TO na Jonu ILOGPH. )

Jogy- 1o6pye ILa HEe3IHaKOMB . (Kolpakova, No. 426, £ 25-30) '
TN :

-

Lo~

The lines following the verbal line co§¥ain a clusfe¥ of images all of
which have acquired a certain force through their‘assdciationwwith the
verb, Tﬁe sorrow which envelopes the gifl and the strangeness gf the
people who now have claim to her have their origins in this dne ;itual”
gesture, In these poems, ritual and poetry have become one.

Where‘thé lament does mot refer directly to the ritual, the

structure is somewhat different, Motifs‘of trading and of betrayal may

.reflect a not dissimilar mixture of good and evil:
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MiHoro s Hanocamuja

MEHOTro A Hanpokyuuia,

Yro 3anopyuusi. cyrapb 6aTomKO,
Ty MeHA MOJOIENEHbKY, , '
Mow Oy#HyK® TOJOEBY

3a TOPYKU 32 KpEeIlKUe,

3a 3axJjgalb BeJUKUE;

BaM He BHKYIUTb, HE BHDYIUTH

Hu 3natdu, HU cépebpow. \

He umennem, 6orauectBom. (Kuklin, p. 82, &L 45-54)

Note&orthy, tere, is the insistence on the indissolubility of the great
pledge which the fathe; has made, as well as the suggestion, vhich we
will meet in many laments of the early period, that the father's
betfayal-was the result of the girl'é failure to be all that a daughter
should be -- she was wasteful or lazy or bad-teémpered, or in éome way
she.incurred hér parent;s displeasure., This motif of personél guilt
closely tied up with the motif of personal betrayal and as the laments
become more complex in the later ritual mo&\JLs, both tnese aspects
dwindle in importance.

‘ Another very important theﬁe, which begins ih this eafly period;

is the description of the g1r1 as she used to be and of the life she

-

used to lead. However, this motif is more highly developed in the

3

laments which follow the engagement ceremony, and I shall despribe them

» ™
at that timew, : ¥ ' )

o i
\
In conclusion to this discussion of the engagement laments, I

e

would like to add a few general observationé.v The most ihportant aspect
of these lahents is their emphasis on the personal. The girl's
betrothal is a personal sorrow,’her father's act is a personal

betrayal, lLe does so because of hér pexrsonal guilt, The girl is
isolated from her friehds because of her seemingly unique fate. Secohd—

ly the girl sees her fate as something negatiVé, in contrast to the
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good life which is gone. Her former life, her former self, and her
former friends all\repreéent the positive in contrast to her present
state, whicﬁ is qu. Thirdly, becausé of their focus on the past,
these laments do not very clearly describe the future, either as’some—
thing good or‘as‘something bad.' It is the act of betrothal, not the.
prospect of marriage, which 1s being lamented. &

After the betrothal has been agreed to, a number of the bride'sr
girl friends come to the bride's house and live with her until the
wedding day. 1In the days which follow, these girls sew the gifts which
the bridevneéds for the groom's_family. The bride doés not take part
in an; of this work, but sits amongst hef friends, éometimes veiled,
and sings laments, the samé ones often being repeated at the opening or
closing of each day. Other songs of a melancholy nature are sung, ~nd

the girls sometimes sing joyful songs, and even dance. Needless to say,

the bride does not join in the festivities. The laments sung during

this period are significant in their lack of any strong ritual a¢come
paniment. They tend to be more lyrical in nature. In these lamenpé;'a ﬁ'?-'%
the bride, while dwelling on the past, preoccﬁpies herself as well withf' £

thoughts of the future. She wonders where she will be going, ﬁhfzher
' . . ) i,

3

parents are sending her away, and how ‘she has offended them. She&sééks."%;Jf
. I
Information-about the other side from those -- especially her married 3

YA ~‘;‘;.'
sister -- who have been there. Many of these laments are allegoriqélw

E
U"
)

. ' 410
agony itself, and the bride depicts herself wandering in the foresfgagd“

- RS 4

rocking. on the waves of her grief and her unknowing:

Y% A ;ecom mjia, Ia eNKH MamyTCH,
A ysBaJsom mrya, na flecox cwnaercs,




i K peke rnpuumJga, na pmiKa M%H@TCH,

PLfKs MeueTCHa, BoLa Koawblercsa! o

V¥ g TyT AU MO, MOJOLOCTL OcTalacs,

Yx we Tyt am Moa neBbLA KpacoTd.

Bo crpon 6opy Zna BO TEMHOM JIecy,

YT o Ha TOpbKOH OCHHOUKE, F

YTo Ha camoil Ha BepﬂM}umlhef)/(Kolpakova, No. 438)

The search for the "krasota" ,whféh is found perched on the top-
most brarch of an aspen or a/bl;eb tree, 1s a common motif throughout

the central parts of tﬁ//wedding ceremony. Specifically, this motif

relates to the unbraiding ritual, where the removal of the girl's head-
dress and the change in her hair style is. symbolized poetically in the

split between herself and her ''beauty. On the deeper level, this

division is in herself. Throughxthe imagerv of these poems, the bride

— :
‘expresses the impelmanence of her present state of change and the aim-

~

, i
lessness of her wanderings in time, The laments sung at this time
L ] . ) -

display a lack of goal and a fear directed to this lack.

The poem is constructed along the idea of time and motion. The

L RY !

)yavingltrees, sifting sand, owarmlng fish and rocﬁing waves count time.

- Wager suggests death The forest, the embankmént and the river seem
' S .

9&‘

EE ~‘«3

"like: sanctuaries of calm until it becomes apparent that they contaln

; moiion and time. At the same time, the description is lyrical, the

forest and fiyer desirable. They represent life in its beauty and time
in its recurrence as well as the running out of time. The grove, bty
contrast, is dark. Here is death without time or life. The daaness
of the grove is "bitter," as is the girl who 1s about to leave her
youth and beapty there. The lamenthbggins with a quest (the bride

walks throughlt forest and down to the river in search of a “sanctuary)

and ends with a question. This inconclusiveness is typical of thi%
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stege in the'ceremon§. The future is unknown.
";n>the Tot'ma tegion, e lament is sung during this‘@eriod in which
the,bride‘tells of two birds, an eagle and a swen, thatlvisit her in‘her
high tower where shepis sorroWing.fo The eagle tells her that she must
 not cfy, that at the:"foteign sideF three fields of torn are watered
nith honey and fenced.in nith‘joy.v The swan edvises her to weep, for
those fields, it seys, are sown with sorrow, not Wheat,‘and are watered
withpteers and.fenced in with sadness. Only.the'ultimate'positien of
the swan'~ descrlption suggests that it is the more accurate. Strange—
ly, it does not cancel out the description hy the eagle but inter—
“prets it from the bride,s point of view. Sorrow negetes the- Joyful
effects epuience.is theught to bring, but does not negate opulence
itself. Thus, this lament is not a. juxtap031tion in poetic terms of
two descriptions, but of two points of view. The first, cs expressed
by ‘the eagle (the epithet for the bridegroom in many‘lamentsz> is the
Awordly, cold and unfeeling attitude of the father who sells his
daughter”fet hls own gain, and ofrthehtradesman (svat) who cunningly
,‘deceives the father,ralsebfox‘his own gein; Itvreflects not only,the.
"cher(side“ hnt,islso, the Votheg" (alludiné, as4well;vto death) worldA
‘of adulthood. The swan’s pd&nt of vien coincides with that of the
sorrowing bride.. Thus, the 1ament describes not ‘the harshness of the
.llte qhead bus the depth of the, girl s grief‘and fear concerning it,
These laments sung ‘during the week of preparation are character—>
ized hy-theit'lack of ritual connectien (except in so far as some of
them recall the*engagement-cereﬁgny) and by the general mood pf hover-

‘1ng, wandering:and suspension, They lack the dramatic conclusions of

the ritual poens; and have less focus. 1In one poem, the bride is
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depicted metaphorically as wandering‘off on a search and coming to the
‘blue sea. There, i& a little boat, she is rocked by her tears, but

4{_ The

carried nowhere wa1t1ng to discover the” final destination.
image of the boat suggests both the bride's sorrow and also her help-

less suspension on the sea. She is the wanderer,_and the

is her own 1ife, as well as her death.

- 70
~

The rituals which follow prépare’ the bride for the final farewell;,u

She ‘bids farewell to her childhood and to the symbols of youth, and
she 1s purified in preparation for her marriage. The central moments

in this stage are the dev1cnik, it which the bride makes her farewells

to her girl friends, the raspletanie kosy, oOr cerenoniai unbraiding of
the bride's hair which she wore in the manner of unmarried girls but
elaborately adorned in celebration of the occasion, and the banja, or

ritual bath. The mood, of suspen51on noted in the poems of the week of

preparation.ismlifted in these rituals. once more, the demands of the

ritual influence the dynamics of the poetry,Aand the laments either
become increesinély i{mmediate and direct, or they escape_altogether
into allegory In either case, the pdems are considerably moye active
and dramatic than were those just discussed the ritual poems following
closely the steps;of the ceremony, the~allegoriesvinterpreting it in
symbolic terms. A certain ambivalence of attitude 1s theméticaily
basic to these poems. No 1onger rocking on the.sea of time, unsure in

.which direction the wind of fate w111 blow her, the bride now. stands in
emotional confrontation with that fate, 1In the betrothal ceremony, the
ritual brought only destructiom, by putting an end ;o\the_pride‘s
previous life and bringing uncertainty about the future. But here the

ceremonies are two-sided; by removing. the krasota, the bride

- o s e

4
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symbolically loses her girlhood and is prepared for womanhood; the bath

washes awax her youth, but purifies her;in\readiness fﬂﬁrmatrimony.

Thus, Lhe bride expresses both relucthnce and eagermess, ﬁar and joy.
Yet neither ceremony is in itself the final step, &nd the’ ihcomplete—

ness of the transition is.also expressed,vas in°this passage:
He MorJi& # TOCKHM CMHTB,

He Morxa cJle3d Ia CHOJOCKATH L

Co Gena-auna za PYyMAHOTO, '

C peruBa cepiua 1a ®xenaugoro. (Kolpakova, N?y 482,
. . 1 4)

>
N . . !

In laments of both the unbraidingvand the bath rituals, ‘:ater, =nd

particularly a river, is a prevalent image. The bride's sister, or

mother, or girl friend may be asked to fetch water for the bath from

the riyer.\ The krasota is depicted in a number of laments as floating

- g . . \

down a river to find its ‘sanctuary.42 The river signifies the water
in which the bride bathes herself. It is also a separation,between_
7 ' - . B i
herself and her parents and her former life. She has begun a new stage
B 4 ‘ :

in her life and can never return across. thesriver. The image of the

o o
. ce A

mirror is not uncommon in bath rituals. On the ritual level, the bride

looks at herse1§ in the mirror. On the poetic lé%el, the mirror

reflects the land across the sea (it is commonly called

zerkalo) . 3‘ The bride is 1ed ahead through the mirror toward her new

life instQZd of backward to a time lost forever. Water and the mirror
also symbolize death and rebirth, an% look ahead, beyond reality. Tﬁis
ability to look ahead .as well as back is- new to this stage. But

although she aceepts thebinevitability of change, the bride‘need'not be
piéased'about it, In fact, it is natural to the lament that the bfide

should express an unwillingness to change. In a lament collected by .

v, .
norsko c1sto
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I. Zyryanov, it is clear that the bride is resigned to what she knows'.

‘must be, vhile preferring that which has been:

Bu TOnWMTe TENNy MNapymKy

MHe cMBBaTb lJa IUBBKO KpPacoTy -- .
HampraTs na Balbwo KpacorTy.

babta xpacoTa He OyneT KpacCHTU —-—
OHa 6yI=T MeHd OCTapHuTH, '
Ko cupoit seMie KJOHHTH .44

Young though the bride;may be in actﬁal years,. in ritual terms she-must
vwash in the steoped old womah whilexwashing ouf her;own youth and
Beaugy, The laws of natyre are stropg and inexorable.

Wé'have noted the freqsent oceuriencevof circle imageryhin the
engagement laments. The eérliér laments depicted .the betrothal as the
w‘girjr“ajdoxic-al ending of an unending'eircle. There; the brfde's pareﬁts‘
Qere blamed for this deed. ilere, however, the splitting’ of a circle is

the division of one's own self, and this division is symbolized through

a skil€ul word play, by which the krasnaja devuska 1is separatéﬁ from

the dev'ja krasota. With this changed focus, a difference arises in

the question of/guilt. .The lamenting bride (krasnaja devuska) ‘is no

loﬁger unifed with her own beauty (deﬁija krasota), and the inter—

relation of the two creates a bsiance between the personal and the
abstraet,’the individual and the universal. On the abstractylevel,
fs;hers are not considered gﬁ?lty of seiling’theif.daﬁghters._WThe
aceusations in the early’laments Qere‘of a personal (though stylized)v
natﬁge;_abd»this aspect slowly disappears. The balance of personai and .éﬁyb'
abstract is charac&eristic at this stage. Mbtifs of isolation are still |
common, but the girl's personal fate becomes ah@bnbeﬁhinto the abstract

in the strongly traditional bath ritual This;change reflects, too, the

change ip ritual emphasis, strictly practical matters in “the early stage

i,
.\go}
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yielding place to matters of a more philosophical'é;ture. Choosing the

right partners and the right dowry 1is, after all, a practical matter,

while rituals of bathing and unb

take their meaning from the trad

raiding are essentially traditional, and

e

ition, After marridge, the old era

o

acannot return, and the girl cannot be reunited with her krasota,. her

former self. Yet she will become spiritually united with her husband,

B
1 '

and .a new harmony and a newvcycl
this new life lies ahead, and it

It is not in their scope to tell

e'will begin. In terms of the laments,

is feared because it is not yet knowni

4

. .»/
of the reunion ‘into a new self since€

~ \

it is their purpose to look back_instead of ahead.

The symbols of krasogaé vol

’this stage.\ lhey represent diff
the standpoint of rituzl have d
goes so far as to suggest that t
joining‘as such (in other words,
i;’paryéng of the, girl from her fre
the wedding,' and‘says that it s
., her friends, and h&f Subjectlon
is symbolized by the unbraidiﬁg

acts of magic. 1 do not accept

volja and the krasota as poetic

a and molodost' dominate the poetry of
erent aspects of girlhood and, from
ifferent symbolic meanlngs. Balasov
he vo4l_ represents-the parting and

the rite of passage) He'calls the
e will the "central dramatic moment of
ymbolizes her parting from the clan and
to the power of a man 45 This, lLie says,

: .
ceremony as well as by the laments and

a functional distinction between the

symbols The krasota references are

the most qumerous, and most of the allegorical 1aments at this stage

concern the krasota. Very often,

# ks

, the two, symbols seem to be virtually

interchangeablef the one or the other, as we shall see, being depicted

on the top brahches of a tree.46

when it does,

those of volja andlkrasota.

Molodost! occurs less frequently but,

its. poetic function and meaning seem to coincide with

4

!

e
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This;parallel'meaning of the three symbols within the'context of
the wedding laments 1is understandable. Firstly, one must point out that‘-
they represent three.different aspects of girlhood.which can be trans-
lated quite literally as youth, beauty and free will, All.three need
some explanation since it is clear that a bride of sixteen will lose
neither her beauty nor her &outh and that, if we follow the socio—
economic interpretations of wedding laments, she was never free, being
under the domination of her rather before being giVen'in marriage to
her husband ano,master. Essentially, the loss has nothing to do with
the details of her marriage, vith the man to whom she is being forced
'4 to subject her wili, or'with her dislike of the marriage state, Youth,
beaugx,and freedom are, in poetic terms, symbolic of a change, not in
marital state, but in being.‘ The bride describes her old life in terms
of pastoral bliss and domestic harmony, a life out of the honds of time
and chahge. She oescribes her young self not only as beautifnl;'hut
also as weak and stupid. With marriage comes maturity;_ﬁisdom, strength
and death. The laws of nature are~abandoned to theblaws of tine. It 1is
a common structural device that the girl asks her father or another
relative a.question concerning.her fate --- where am I going?; Qho are

-

‘these unknown guests who are -arriving?, why are we putting on our:
finery7éz~78he thenrupbraids herself for her stupidity ("Ja glupa, glupa
devica / Ja glupa, nerazumnaja, / Ne s uma slovo molvila," - Kolpakova, 7
No, 474, 11, 15 17) ghe stands in relation to the ceremony before her

. as naively as an innocent child She thed interprets’ the ritual and
answersﬂher own confusion. In this wisdom she has lost her innocence.

She calls her girlish arms white, her legs swift and thin, her should-

ers weak, and her life she describes in‘generalnterhs as4a blossoming

da.
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("irasovalasja").. 48 Physically, of course, she is a virgin, TFreedom,
i " in this case, is not her freedom to choose her own wedding partner, or
. her freedom to run her-own ﬂaifs and make her own decisions. There

1,' Vis no note of rebellion aga )t man in her lament for the loss of her’
Cu will J?ny more than for her loss of beauty and youth That her life

will be governed by another 1s as indisputable for her as the fact that

matrimony brings old age and ugliness:

IleEpa xupa JNebergwHadA,
Iepbe NpO3BUmE Ja XO0pOomo
Iepbe NpoO3BaHBUIE na JOoporoe.
¥Xencka %upa Ina He LODPOIHa,
¥eHcko 3BaHbe J@ He XOpomo: _
Hery HOxeukaMm na XOILY, _ ' Cr
e Benwm pyuymkaum HeTy BoJau. (Kolpakova, No. 469, LL 6-18)"
~ The new world the girl is forced to enter is strange, i.ostile,

<wor1dly The bride accuses her husband's clan of professing the new :
Afaith of not revering old traditions and old holidays, and not honour—v
ing théir dead. They are also,foreign. They are businessmen who drive
a hard hatgain and resort to ttickery to accomplish their ends. There

"is no particular distinction made between thege various accusations.

The warrior, the merchant and the New Believer all merge into ogne -

figure of the bgidegfoom. He is foreign and comes5ftom the foreign

49

side, It is clear ‘that "foreign" describes not so much the bride-

groom himself whom she may have known all her life, as the change,that

will take place in the girﬂ's own self. She will become that foreign~ ’

.

'y

) o
s of the WOrld. A
| \
: As a girl she was natural,, in the séﬁsg that an . animal is natuﬁal,

.

ez“just as she will become wise to the w-v

. i
and this i1s depicted in one of “the 1ament§ sung at an early stage in&

. . By N

. -the wedding ceremqny. : . ' e

s
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Bce npomamo“nma NpoKaTHJIOCH,
Bce yacom na MuHoOBajsocs
YecTHO XOpOmO INeBHYECTBO;
Cokonom Moe mpogerasno,
ConoBrem Moe IIPOCBHCTAJNO, , ) ' v
UepHHM BODPOHOM npoxypxano, , a
CepHM BbDIKOM nposodArno,
‘CepHM 3anmKOM NpOCKaKano, '
FopHocrawmko# nponmpszaio,
30MOTHM KOJBILOM NPOSPAKAJNO
Cepoii yrmueﬁ nponjgaBaio | y -
UYTO no THXHM=TO 0O 3aBogAM, ’ ’ '
KpacHofi nesuueti nponiakaro
BC BHCOKOM HOBOM Tepeme . (Kolpakova, No. 424, M 6- 19)

The garden is used here as a pastoral motif familiar from llterary as
well as from mythical sources. In a clever use of epithet and ‘
‘parailel structure, the animals aredat one and the same time the ani;;I\\\~_-'
inhabltants of :the garden (and here the effect is highly descriptive)

" -and also images of herself The theme of departure from the garden is
interwoven in the lgment with the depiction of the natural state. - The
opening and closing two lines of the passage given here contain this
theme, which is also suggested in the image of the crashing ring in
line 15, The first five lines of the lament (not given here) describe
the girl as she sits mournfully on the bench In lines 6 and 7 the

| reason for her sorrow is'explained (all is passed), and thie circle
image is'suggested in the word "prokatilosja", Lines 18 and 19 parallel
the structure of the preceding lines, so that the girl weeping in her

omower is juxtaposed with the grey duck swimming on the quiet marsh
"
This parallel structure emphasizes the sorrow of the girl that she is

’

p not a part of the world she has known and has been a part of, On'a
deeper level, the image of the circle in lines 6 and 7 contains the

idea of the suny, and; in line 15, the image acquires a note of violence
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in_the crashing of the ring; sun and ring have become 6ne, and the unity
of nature has been disrupted. Yet_the.parallel‘structure ofithe last
lineo makes the girl's weeping seem as natural as'the movements and
actions of the‘animals.t Thus, curiously, theadeparture 1s seen as
violent and sad but also, in its own way, as natural. Man is not
animal, and it is hig®fate that he should abandon/the natural state in
becoming mature, In this, the personal and the universal are-in

. balance. The'girl's private sorrow ioninates the opening andvcidsing
lines; with their emphadis on concrete description. But through the
fcomparison with the natural WOrln, the girl becomes symbolic of all
brides, jnst ss:the swimming duck‘end whistling nightingale symboiize g
all ducks and all nightingales. Here; it is not possible-to ignore a ~
" thematic parallel to the Fall from the Garden of Eden.:‘After the-
expulsion from the gsrden, paradise became‘a symhbl instead of a-

' reality,vand Adam and Eve acquired wisdom and, with é%eir wisdom,
corrow. - In the laments, the -effect of the disruption is to create a
split betweén the symbolic and the reai. |

Poetically, 'this split is seen in the»standsrd_epithets and static

descriptions which refer to the past. It is shown in the ogposition<of

———

krasnaja devuska and dev'ja krggota.' As a result, the person&l

situation of the young bride facing a confusing and fria&tening change
1

in herself does not conflict with, but, balances, the universal impli- :

cations. Because marriage is construed as a change in nature, it woulﬁ?

seem to be ilnaccurate to apply sociological criteria for the girl's

L,‘« 5
grief There is no evidence that she questions society s rights qvef

her freedom any more than that she questions the loss of innocenﬁe

- .)

which marriage will bring. _Both‘are part of destiny.

71.
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That the girl's loss is inevitable is showﬁmiﬁ\this lament passage,

sung duvipg the week of preparations: _ )

Or uyyxux Jore#t Her ofopoHH,

Or noxif-TovHeTy 3aTyrin,

OT uyxux ﬂmﬁe% HeTy na‘aaCTynsJ’(Kohuwova,No,Aaa,
£2£-11-13)

o

The effect of theipérallel structure in this passage is to create a
curious'triple comparison. The loss of girlhood is seen by the bride
in military terms (capture: by the enemy), in natural terms (a rainstorm)

and in religious terms (a supplicant without intercessor). Against all =

¥

three she is defenceless. Physically, her body will be captured and
violated, and she will become a woman. 3ut the violence of that iﬁage

is followed by thg suggestion that leaving the garden of childhood is
B i ) . ]
as natural as becoming wet when out in a rainstorm, Thirdly, on the

spirituél level, the acquisition of knowledge brings with it the loss

of dnnocence, the departure from the garden bringé an end’to the known

and the secure.

s

‘I have noted a parallel here with Adam and Eve's Fall frog\i&e

-

Garden of Eden, the-animal state mirroring man's natural moral state
. as the child of God. The sorrow brought on By the *departure from the -
.garden are the sorrows of mahkind, not those of a private and perhaps

avoidable loss. Furthermore, the change 1s permanent; there-is no road
back. The permanénce of the split is depicted'in realistic terms:
o« i .

OceHpro na Ge3nopqxnle, \
A BecHow nma GesnoJapHile. .
Jlerom - neTHHA paboTymky,
3uUMOfl - B3UMymKa CcTyneHad.
U se cnycTATh MeHd, 6erHyWL, ) . -
Ha pomumyn cfopoHyme.(Rﬂyﬁkov,No.AO,Zﬁ’ww99) //

/
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But how descriptive of.real_life can .this situation be? Not‘always
would the bride marry a man who lived very far away from her own
village; at times, cven, the groom would make his home in the bride's
house, and there would be no actua}/departure,from the paternal house;
Similarly, poetic references to the "foreignﬁ‘side, the unknown guest,
‘and lands beyond the sea”eeh'hardly be said to describe a common
situatron. In rot'm@,\a standard phrase in the bridal laments ie the

. agsurance that the guests arevphhnown, that they have never before been

in her father's house:

A He 3Haw MonoremeHbKa
JTUX Zoporux roctrefi.. (Kuklin, p. 90, (LE 55-56)

in Pinege, the sister of the groom comes‘with'gifts for the bride from
her brother. The bride does not want to accept the gifts, ﬂnd calls
‘the girl and her brother strangers.- She tells the sister that!the bojar
should seek out a beautiful princess insteed of‘her.SOVIClearly, the
groom is not really a stranger, and.his home is not in a far-off land.
Rather, it is the woman the girl is about to become who is é stranger,
and it is the life she is about to enter which is new and goreign I
have argued that she does not lament solely her 1ack of personal choice
and her lack of freedom. Both aspects are present but are external to
the poem, reflecting a social reality (the girl goes from her father's
authority to that of her husband) and an archaism (in former times, it
is speeulated; the bride was on occasion carried off by force), and
they do not dominate the structure of the poems. Far more,vthe lement_

A

ation carries the theme of man's mortality and the sorrow which is his

[l

lot,

It Is here that we are led back to krasota, volja and molodost'
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In their loss they have become symbdlic of the past state, They have
'no more place in the girl's life. But, because they represent

innocence, they become sdcred, and it is important that they not be

!

tarnisﬂéd. Thus, in a number of allegorical péems on the krasota/volja
theme, the girl seeks a saﬁctuary for her krasota, where it will be
}poked after whenvi; ig no }onger hers (ritually, éhis oceurs with the
removal of the bridal ﬁeéddress), and where the ‘symbol of what éhe has
been will'remain hoiy. These poems tend to folloy one of two themes,
‘In?one; a strongly religious note is to be found, the krasdta generally

finding its safe restiné place at the throne of the Virgin. In the

other, the krasota or volja is found perched on the top of a tree and
becomes emblematic of sorraw. We will examine a few laments in which

these themes are to be found:

O yBUIen, cBeT CaToIKa,

UeCTHY EeBHK KDPACOTy :

la BO 1epkBE 60XeCTBEHHON.

Ha xynun mo# cBerT 6aTomko

YeCTHY IeBHI0 KDPACOTY, . .
Ila npuHec MO¥. cBeT 6aToOmK:

la "3 nepkBM 6OXECTBEHHOH.

Hanoxun Mo#i cBeT GaTwomKa
Ha Mow IZeBBW TOJOBY
UeCTHY HNeBUK KDPACOTY. ‘ -
Ja cxazan Mot cBeT GaTwmka:
"Yx% TH Kpack-TO, Kpachk, KpacCoTa, “
Kpacer cepmeyHOTO IHUTHATKY.
YX TH Kpachb IIOKpacuBsee.
f1 Bo cax Teba nécaxy,
fl TwHOM Tef6A OTHHD,
- YecTHY neBHK KpacoTy."
lugu KpacHHEe IeBYINKU
Bo IleTpoBO roBeHBLUILO
Bo meHeuk® BO JoJarue;.
Ouenusnu BTy KPACOTY
Ha Tpu noiHwe THCHAUH. _
fl cHecy Mo KpacorTy v
3a npecToJ 60TOpOIHIE: '



JTO TYT Moeft KphcoTe

Tyr u wmecrTo, W1 MEeCcTeukKo, (Kolpakova, No. 455, &£ 4- %gj
T 1 -

The girl goes on to describe her. own betrayal ~- her father denles her
bread and salt; her mother, clean laundry; her sister, gay clothes; and
her brother, frolics. In this noem, the split betweEn perenn and

. symbol is central to its structure. While the sanctuary is now denied
the bride, the symbol of her youtnful beauty will find a secure place
for itself. Tne concept of the enclosure is important in;the sanctua%y
theme. The garden and the ‘house are‘senctuaries, and they are also
enclosed. We noted one iament in which the swan and the eagle argue
over the prosperity of the grogm'é family; one°says the fieldsnare
fenced in with joy, the other that they are fenced in with sorrow.
'Here, in lines 21 to 22, krasota is-enclosed -inside the garden, and
this enclosure brings securitx. The’girl becomes beautiful in her
‘enclosure as a flower or tnee comes te bleom in a garden. It ig an,
unusual addition, in this lament, that the krasota was originally found
%n a church. ”hat its ogigin should be holy and the girl's youth
should be like a flower in a garden is a coincidence, here, of rellgion
Iand nature -- again, a suggestion of man s filrst state as child of God.
.Lhe disruption of the garden world is portrayed in terms of business
dealings, a monetary value being placed on something holy. Yet only
the girl is tarnished. The krasota returns to whence it came, The

split in their destinies ~- the girl is profaned, but her krasota

remains holy -~ is underlined by the ordering of lines:

3T0 TYyT Moei KpéacorTe
Tyr n Mecro, u MecTeuxo.
ConHuEKO 3akaTaercs,
ﬂeBHﬁ BeK KOpOTaeTCH.
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6. ”
CONTHHTK O=TO onHdeﬁﬁpﬁneT, o
Jebuil Bex ne BopoTHUTCH. (mupvaa,No.ASS,li 31~36)

The natural world continuésdgand is separate from the world of the bride

y

or the fate of the krasota.
' A
In another poem of the.same theme, the order is reversed, the

lament beginning with the girl's avowal that in her house there is no_
place‘for $he krasota. Her mother has too much hard work to do aﬁd
her sister's own krasota is not adorned, 1In bther words, the krasgta
cannot find its sanctuary‘ag}the Place where the girl was rejected.
The split is complete,xfnd she cannot find a way back through a symbol

4.

of what she was, {nstead,.she must find a place for it which is

appropriate to what- it’ ig, ‘ﬁhe sends it down a river to the-holy South,

bidding it a safe journey, and praying that it not be caught by

branches’ or stoneéﬁéldng the way. It will then come to a_convent, to
4 N L i -

N

a monastery of virgins: 5

Tyr u BuiineT MoHamewka
C ﬁyﬁoﬁgyn BeIEpumKanM, '
C KIeHOBHM Kopomacnquom,n
Ta basmaxner IXPOKOMEHBKO,
Hla 3avepnuer TNYy6C0KOmMeHBKO ,
HdﬁéaneTvMomgxpacoTyu
lpHHecer Mo Kpatory
Boj.meBb€¥ Bo MOmACTHDS:
U mocazur wow KpacoTy

. 3a :mpecTox 6oropoxnune.

- Ty moed AeBbelt xpicore
Tyt m Mecto, H MeCTeuko
Moew noxpacubee. (Kolpakova, No. 474, L& 32244)

This poem is interesting as a poetic statement of the girl's recognit-
ion that there is no t?y back, 1t does not refer to the foreignness or
unpleasantness. of the partnerg Oor to sexual roles within marriage, The

El

girl has changed, not her home. The split is within her, and the

76



ipurification, both,of the éirl an

\
A\,
\
\

4 ’ . . _ : . N
krasota must find a sanctuary which will be appropriate to\ the value of

what is éone. In the river(image, the\water of the bath is\alsoA‘

.symholizediand,‘indeed;‘this particular,lament is sung during\khe bath

ritual, Further, though, the wat;;zis emblematic of death and also of

f her krasota, Death,threatens

both, As weil the bride 1s purified in preparation for marriage, her

krasota is purified from its contact w1th ‘the world in readiness for

i

Vi}s place beside the HolyLVirgin. . / v‘

- In this poem, as in the last one discussed ‘the krasota is threat-

»

‘ened,. in the first by the merchants who’set a price on.it, in thisuby._

. the\natural hazards of the journey it must undertake. Death;'and the

5 : v v :
threat of death reinforce the theme of passage. The joufney of the

ikrasota suggests the journey of the soul &_similar set of hazards

threatens the safety of the krasota in those poems where it is blown,

L

jor flies up, to the top of a tree:

HyCTb He YT Ia Bepr] éyHHbJe,-

o

In these poems,‘the'split between the girl and her beauty is effectiv-

elyrdepicted in reference to the actual head-dress which is called her -

¥

- krasota. JHere,‘enbiéﬁ“and'symboi workbtoéether_id'aucurious way :

B

Vx Kax .cela TBOA ﬂeBbﬂ KpacoTa
Ha npoésxy-To LOPOXKEUKY,

i % 7 . 'Ha manoumCIy-TO.6epEe3HHBKY,

Ha manouucry, Ha KyIpaAByM,
Ha . camy- Tbo,'sepmnﬁogxy' (Kolpakova No. 488 U. 17»21)

& . - v
N

-o-

"'Oh one level, the tree with the krasota on its summit 1s the gif¥l with

'the}head—dress,on?the copg¢f her head, The tree is.a‘birch tree, and

Lol A e sl Ty

He wmovyar na TOXIH. Moxpue' (Kolpakova, No. 500, ££ 9-10)

77
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ﬁanp@te supple form is emblematic of the young girl In other poems
of the d&mentheme, sorrow is said to be located at the top of the tree:

the waving branches represent the swaying of the girl in grief - Yet,
3 .
‘the two images - that of the girl weeping in her head -dress, and that =

of the tree with the krasota in its upper branches ~-- are not ident—_,’l
‘ical. On the first <level, the krasota will be removed in preparation '

for matrimony. On the. second level, it will remain a symbol of youth

The birch tree, both as an object ‘of nature and as an emblem of sorrow,v
.commemqrates the loss of youth.' The wind that might shake the‘tree and o
’:o!" R A

s
it A

.

the rain that might fall on it refer to tears and the swaying of

lamentation (om the ritual level), to the dangers that might threaten

[

the sanctuary of the krasota (on the allegorical level), and to the .

A .

8 course of time and- ultimate death (on the thematic level) C ; "
& v L] :
The krasota symbolizes, too, the split@in time between past, -

rresent: and futurevﬂilt represents"the past"yet it trénSfers it into
the~present.' Being static, the krasota is beyond the power of time. v

N A “t e
The girl s youth was_ unaffeebed by the cOurée*Of time until g, suddenly ) Eﬁ
. (y 'ﬁ;ﬁfd% .~!"’f' r\z\?& o
‘came to an end This timelessness is pre§erVed in the sanctuary where

< nthe krasota 'will come to rest. Through the’ krasota, the past is made

eternally present, Implicit in/thi;‘:onEEPti\:owever, is its opposite.

. While t1me ig frozen into a symbol the real bride becomes subJect to
. : . Fy
its»laws. e AU o k@ v\' 5

Three general characteristics of the/krasota symbol can be ident-

ified Tirstly, it represents.a split between the actual girl and her

idealized past,. Secondly, byvcontrast-to-its own_ timelessness, it

- subjects the bride to the laws of time., And thirdly. 1t furthers the o \?'
» ‘4 A ‘ . e
balahce between private sorrow and universaf destiny, the girl laments'@f e :
| . > S - oL L, Y

/ kN . . . . ‘# \“"-»



her own fate, but the Rasota, oy symbolizing youth, beauty and free

will in the abstract, expands the image of the krasnaja devuska to

incorporaterall women and all time. ‘ o
!

This third point, that - through the symbol of the krasota a balance

between prr&ﬁte and’ universal destiny is made possible, 1s portrayed as
Y N

well in terms of the allegpry “he krasota finds its sanctuary at the
throne of the Virgin or on. the top of a birch (or aspen) tree. Both
the tree and the goddess are symbols of virginity Further, the nuns

who take in the krasota are virgins, not just in. their calling (being

t

-umrried to God rather than to man), but in a 'special way; they live in

a cdmmunity of nuns in a convent deditated.to virginity and to the

v : : . :
glorification of the Virgin Mary. The virgin/girl the virgin/birch
and the virgin/nuns are clearly¢related Yet one is a real person,
one an emblem, and one. a collective image. Both of the bﬁtter two
relate to the first, he emblem abstracts the bride s sorrow and the

evirgin nuns generalize it.' In both, the uniqueness of a personal loss e,
is honoured in the granting of pride- of place for the bride _Wn

h\asota &Eﬁlxmh as well, the personal 1s crystalized into a- symbol

of universal relevance. o S " o ' ot

In another 1ament sung during the unbraiding ceremony,5~l the quest

v

fpr a sanctuary is structured along rather different Iines. Here,3it'
is the volja" instead of the krasota which is removed and for which a

nome must be found _The volfa serves the double purpose of signifying

. the bride s head-dress as well as “the act of removing it. In this, the *

k>
unbraiding'ceremony has the additionaf function of symbolizing not only

that a change is taktng;place but that the girl must take this change

apon_ herself, _The timexfor.a personal attack on her parents for théir §

[ . . .
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betrayal is gone, 'The structure of the poem is built up by a series of

metaphorical poses, the girl tries on, as it were, various sanctuaries
e
and rejects them as she sees them rejecting the volja. She reques to
¥ .

remoye her head- dress until she finds a sanctuary which seems‘to be
appropriate., The first picture follows the traditional pattern which
we have seen in the other poems, and is set in the girl's‘home. But |
rather‘than asking her:parents to sa eguard her vglla, she imagines.it
as a guest in her parents* home., It is offered the bread and salt of
traditional hospitality, it eats, thanLing Christ for the food which ith
receiyes as a welcomed guest. The bride then rejects this picture, and

imagines instead”a series of pastoralfsettings for the sanctuary. She .

sends it on wings into- the forest with the foxés and the martens, it~

R

the salmon in his net. Fin.fly, she sends her volja over . the wide pools

and the high sky to th

very sun and moon and stars and to their rising
& < A

and setting. e she says, her volJa will be free and her beauty

will rejoice.: At last she tan part w1th her head=- dress. :
: -

‘YaeTa#, M0oA BOJLHaA BOJKNKAE o
+..Co mragmo# co ronosymxn' (Rybnikov No 41., _U.‘55~56)
As in the other poems discussed the volja, here, finds its place of

-

safe—keeping.beyond mortality and the laws of change.

In thiS»Study, we have come a very long way from an interpret—

ation which would see the bride as lamenting in vain the subduing of

: b
~her will to that of a stranger. -1 reject this theory ply because

'

there is insufficient internal evidence that would uphold it. There

- 80 -
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1s no consistent attitude of the bride toward'C;gﬁnew husband and new

family nor any identifiablefcomplaint against the sdcial structure as

“

such, Such a theory, it seems to'me, must be‘argued‘from inside the

poetic text and not fron external social evidence. 'The changing and

.

developing focus, of the laments from the personal to the universal,

i o

=

on ‘the one hand, and to the abstract, on the other, confounds an inter-.
- . o " : )

pretationvwhich is the same for all the stages of the wedding ceremony.

Furthermore, if the sole purpose of the bride's'lament were'to complain

'

about a situation which cannot be altered it is unlikely that she

N

. hwould sing more than a few laments. _ Instead, the lamenﬂi‘on is

»

e

extended over -riod of sevenal days, occasionally even more, and

involves all’”’ﬁiost of" the‘pre—man; age ceremony There is, 1nternal

W Y

: evidence to suggest that her lamentatidnbis not in. vain, not a cry of

¥
protest which will be inevitably and trggi ¥ ly stifled i&”tbe wedding
‘ S0 ¥

81

resignation. In the growing recognition t,at the change in nature «,§,1

~>wh1ch she is undergoing is not the effect of personal reJection by her

parents; or her personal guilt, but a universal and natural.pattern of
human destiny, her agony does not become any’ less intense or any 1ess
personal but 1t allows her to attain a certain. resignation to her

fate,'a resignation which_is as essential a part‘of marriage pre~

‘ paration as the purificationzritualtin'the bath or the final blessing .

of the couple before their departure for-church.

" This resignation is expressed most clearly in a number of ritual.

: laments sung usually on the day of the wedding, but before the depart—'

ure for “the’ church. In I, N §makov s account of weddings in the Kola
. a

*Peninsula, a lament is recorded in which the bride counsei; her god—

e
s

) v
.



- power to bring joy and to wad!}away grief The water of faith

. assuages personal SOrrow, the individual being submerged by a unifying ‘-

mother in the sewing of the bannik (bread which is sewn up. in'a table- .
2annix
L
cloth with one long, unbroken thread), It is to be. sewn in gold and
silver, end into the four corners are to be embroidered the sun, the

moon and the earth, and ‘in the centre (it is not clear what has
3 i ’ QJ s
LN

happened to the fourth corner) she is to sew God's‘holy church, with.
its crosses and its icons. It is the cghrch she is about to be married

&
in, and the embroidery depicts the subservience of man and nature to
#
God and his laws. rollowing this description the bride lamentsgﬁ
% e
LeBba xupa nma ROpOTaeTOH, k.
Babrsa. CTapoCTh -fa NpH{IUXaeTcsH. 22
, g

‘
,

. gcxozm Ha prTOV TO Ha Kpacuof 6epex<oz<
.Ilo ceexy. BOAUY KJINYEBYI:--
" MHe-kKa ecTh Bepa, paleHbe BGHHKQG
OTMHTB TODPBKE Clesh ropauue,

. HamuTB pamocts Becenpa penukas .53
€’

' PN

.% o ]
A number of pagan and Christian associations are working together, .

»

Spring water and holy water are brought for ﬂﬁ?purification ritual

which in turn, foreghadows the ritual transformation to come, - The

association éf%Wategggnd faith is more complex and, in- the context of

‘the pre-ueparture ceremonies, it evokes the embroidery metaphor in the -

.

‘ceremony cited above.. There, ‘the church reflected the oneness of man

with nature s laws, the unity of,d%% and God Here, faith has the‘

ot

[¥4



joy as drops of water are submerged into a stream,

" for the most part less inventive and allegorical than ar

Xl '

- |

\ .
- ~

The central stage of the w%dding ceremony is dominated by the ‘

rituals of the devicnik the unbraiding and the bath. Poetically, the

<

central image is thb krasota.A In the laments of this stage, a new
‘ balance of personal and universal destiny has been introduced

VRitually,.this central stage contains the most highly emotional and

»’

,fmost ritualistic laments.‘ The bride does not always sing her own
iilaments, but sways ‘and bows while 2 profes!ional mourner sings the

words." The bath ritual’ is strictly traditional, and the laments are.

-

N

ﬂn@ose of the

unbraiding. Often, the bride asks for her parents' bles g before
- W «

)
‘.

going o the bath and she thanks them after returning from @he bath,

She is often greeted on her return as a guest and is honoured with
¢ ' - v

u

gone a transformation, and is, in some way, already a new person. « She -
. - ?. N
is accompanied to the bath by her girl friends, and usually one or two

" of her closest friends go into the bath with her, while the others

stand outside and sing. “Historically, their-presence may have-been

intended_to protect the‘girl,frqm evil spirits at a moment when' she

‘was deemed most vulnerable;' Laments,sung during the bath" tend to

N i ‘ ta:\)-

, describe the ritual pf cleansing, beginning with the water which is

often said to be fetched from a cold spring,,she washes herself with

I

scented soap, combs her hair with a- fine comb and looks at her re-

flection in an,exoticvmirror. Her feelings alternate between sorrow

d [

,(the water can wash her body, but cannot wash away her tears, her

2ENTA T .-‘,fg- SR AR 3};‘1‘!: :

‘.‘n‘ B ->

--ehe has washed herself for the last time as s maiden) and a certain‘

v -
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'food drink and presents, a ritual which signifies that she has under- potw

3

”nts are mourning because a river separates them from their daughter,
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’thankful‘solemnity for the,ritual which she
and the presents sheé has been given.

‘The laments sung ‘during the bath ritua

Vahros in his study of thé hussian sauna.54

WMof bath laments, those conCerning the heati

*

_;. ¢t banjuska") and those enjoining the destruct

has‘undergoneu.the bl&ssing

1 have been analysed‘by,lgor

He distinguishqs two types
S

ng of the sauna ("Rasuapisja,

ion of the sauna

L ("Raskatisja, banjuska . The functiod ofifthe first type i% to tmake

mw D R
. ' the bride weep, and the frequently occurrin

. 'stones in sypse @ﬁmept§ symbolize the tears

W .

Vlament type is. sung by the bride herself as

on her way home. She sings charms against

a:it as a confirmation of her misfortuneo Vahros sees the bird image

@

appearing in these laments as a death symbo

g images df pearls and
of the bride. The'second
she leaves the sauna and is

the sauna because she sees

14!5 well as a symbol for

‘ the flight of maidenhood. The image of smoke disappearing up the

chimney has a similar combination of meanin

» symbolism is lacking fro sauha laments

The theme reveale by the pattern of d

gs. Oyert Christian

isruption and reunion is,

“broadly speaking, th theme f change. We have seen that the girl is

& mepicted and depic s hersel » in a state o

,%gﬁﬁ*av, self an uneasy shi ting of ppst and future,

of comtradiction A-- the br de is still pur

v

f change, The past‘is

"~ ‘already. the past, the future has not yet begun, the~present isfin it-

The complexity of this

ﬁtheme must ngt be underesti ated for it conceals within itself a state
. : )

e, yet already defiled - The

i central rituals ar two-si ed, both a parting and an initiation, and

>

‘the ambivalence of the: la ents at this time

at the™ one and- her read ness for the other.‘

hang in a balance.

expresses both her sorrow

Anticipatign and regret

‘{}‘ N
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This structure of contradiction sometimes serves other purposes as

‘well. Ve have already noted that in many laments the girl will observe

i . . l
a ritual without comprehension, and ‘then, having pccused herself of

stupidity, will interpret the ritual correctly. We have suggested
s : ) . . ,

that this expresses the contrast between the innocence of the young

girl and the wisdom which‘fomes with maturity. In others, the girl will'

PRI *

beg her father not to allnw ‘the. qtrangers to enter her house or to’ sit

: M
‘down at the table, or to#drink and eat as honoured guests, Then she

will contradict hersgl?ﬁwgﬂ@ ask her father to welccﬂe them and to pour

B - oy
themdﬁo gﬁch green wine and homzib ewed beer that they become drunk

. ,‘. -

and forget to take her/aiﬂ ith them, This structure of contradiction

is not a mere stylizatiqd{ mpty of meaning, it ritualizes the bride s.

yielding to her fate: i;. )
- . A T "“ .7" ] . . .
' In "th'é last ceremony befo‘re-' the wedding, the bridj/ bids a final

-

farewell to her family and her home. ‘ohe is blessed by her parents,

“who bear. the icon and the breadgand salt, The young couple is blessed

%
togethen In many regions, the groom must "buy" his entrance into the

house, and He ™ pays for thevbride by dropping a coin- into her glass.

nituals dominate over song in this final stage. In a number of the

‘lamenta sung’ at this moment Lhe bride asks why she is being dressed

up, where she is being ‘taken to, and, most significantly, to whom she

must submit herself. She ﬁhows she must turn her head away from her

father and mother, her home and her table, Regretfully but inevitably,

the laments look ahead to the futume, and reveal ‘an interest in what
1ies ahead, in who the»bride is about to become. The groom 5 arrival

is usually. heralded by-the sounds of revelry, 1aughter, song, The

. entire retinue, their horses and the sled are gaily decorated, In

o

85
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contrast, the bride is often still in her’somber clothes, and she

compares the arrival of.the retinue to thunder:

]

Uro 3a myMm myMHT, la YTO 3a I'POM TPeMUT?
He ot BeTpa nm, He or Bexopsa
MMpOKH ' BOpOTa., ma pacTBOpuUiuCAa!
NETO za' 10au, ma uTo 3s TOCTK
TO K HaM B IOM Ja BLeXajgu<?
OH rpomMko 1a nogwesxanu,
Ko wmHe cmesno 1a HOﬂCTyHaﬂH
Co MHoﬁ cmeﬂo Ia nmocTynanu. (Koumkova,No.497)

%ﬁi ~ The image of crashing thunder' .and whirling wind is a metaphoric des- ;

‘ cription of the violence of the strangers' arrival, The gates would
appear to have- parted under the force of the wind rather than by thet
natural force of people's hands, By this means, the arrival -is
impersonalized, the fate which threatens the girl ig’ mysterious and
supérnatural. Against their approach as against the wild strength-of
wind and thunder, there is no defence; This impression is strengthened
in the sixth line, where the adverb "gromko" refers acoustically tqsthe
thunder as well as syntactically to the arrival of the strangers The
poem is structured to express a progression, and with it an increase

v_of_violence. The thunder’ “begins as noise and the cyclone as wind, and
both noise and wind are extended to describe the strangers; their
arrival is announced by the impersonal opening of the gate, but, having _
entered the house, the strangers—boldly approach and lay hold of the

- girl ‘.ﬁo more is said, The evil is anonymous, and dts entrance into
the sanctuary is in itself a violation of the virgin within.

b | In one 1ament sung at this stage, the bride and groom are s§mbol—‘

‘ized by a swan and a goose, each flying in a flock of its ovn kind 33

The swan 1eayes her flock and. joins the flock of geese, and the swans -

- ask the goose not to rebuke ‘their dear friend The laments of this

< . » . : . ' . o P -
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kind are highly stylized, less intensely emotional thqﬂ“Ihments of an
earlier stage, and they mirror the ritual pattern of disruption and
joining, In other poems of this time, the girl asks.her parents for
theit blessing; she tells them that she does not ask for'snstenahce or
possessions, for home or for the fields aroghd the home, hut only for f
God's holy hlessing. In this condensed structure of imagery,‘built

1
around a negative, the girl expresses her resignation to the loss of

- her youth and her acceptance of her parents' good will. . ‘e

~ The last'iaments which are sufi® take place, in some regions,

.after the wedding ceremony, when the bride's hair is'finally.combed out

and rebraided in the manner of a married woman. The bridegroom himself

may perform this ritual. As the woman's\cap is placed on her e ;
now married bride expresses her grief in terms of the ‘final enct achment
o %
{: b
of blackness over ‘her life: N

.

TeMHora 6yneT BaM, Ia PYCH BOJOCH
Ia Tarora 6yzer za 6y#inoit roxome.S56

We have noted a change in the laments from personal admonishment

of the parents for their betrayal to an acceptance of universal

'destiny We have also noted that there is mno consistent criticism of

\the groom s family except in so far as they are foreign, unknown, un-

.invited They are depicted as worldly, as traders, crafty, but we
have argued that this describes in a much more general sense the world
outside the garden, and describes as much what the bride w1ll become-
as it does the man she mnst marry. The laments of the final stage
express fear at the approach of strangers. a sense of.finality that
their approach does not signify so much the end of what has been ﬁthis

has already taken place in the earlier rituals)'as the inevitable

-
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. beginning Jf something new. The girl knows she must turn her head
toward new people, but asks who they are; that she must go somewhere,
but asks nhere ‘that place might be. ~In many regions, the final stage
before the marriage includes the humorous cursing‘of the matchmaker, in
terms of abuse which are sometimes obscene, sometimes nonsense, and
sometimes witty, In one such poem, the bride says. that the matchmaker:

<

will have thirty sons and daughters, yet be unable to marry/off a
singlelbne of them.37 Surely, a fitting punishment! But in this
humourous curse, it becomes clear that the blame for the bride s,
destiny is not directed personally against her family or the family of.
the groom. The matchmaker is impersonal, =2 businessman, evil or
ridicuious, but not quite human.

| 1 have called the pattern created by thefiaments one of dis-
ruption and resignation, since it reflects the bride's initial
reluctance to break with the past and her gradual. acknowledgement of
the fate which is before her,, I have noted'the impersonal nature of
the danger which confronts her, that neither her parents’nor*the bride-
groom and his family. have actually caused the sorrow which she fee%ﬁ*
The gradual encroachment of the future on the past defines the laments
as one poetic expression of a rite of passage. Essentially, and this
is most notable in the crucial ceremonies of the unbraiding and the
bath, the bride's concentration is almost exclusively with herself.
Split within herself the bride wavers between past and future.
Although addressed on the ritual 1eve1 to family or friends, the
1aments express, on.a deeper level, the bride s search for unit;
within'herself; ihe poems do not show the mere passing of. the brideu

\

. from one figure of authority to another, but, much more significantly,

kY
AN



they show her passing from one self to another., The parents and

parents~ in—law portray cryptically two states of being within their

peculiar social contexts. This is apparent im the fixed epithets with _

which they are described, which are static and contain within '‘them no
potential for metaphor. Where they appear dramatically, it jJs.dsm
direct relation to the bride, as her betrayers or captods. 1In othery
words, they exist,oniy in relation to the transition. in ontrast, the
image of the bride is highly dyn;nic to the extent'that it is the
controlling principle of the poems-themselves: The sanctuary, too,’
exists in relation” to the éirl who was a part of it, and it ossifies

into an epithet after ghe ceremonies of the krasota. In the poems of
o 3 ‘ —_—————— .

the final ceremony, thd‘éirl turns away from the world she has known:

N

A mpomy y. TebsaA, . . .- R}

He xurbhe-6HTHE, Ja He mfymecrso.

He  x0pomul Opomy £ TH BHCOKII:, , s :
‘He fo0CH ma # NLUPOKHeE. (l\olpakova, No 498, £L 2-5)

f

3 K3

, _ - | 1
In short, I would argue that the stylization of the wedding lament

- .

is dynamic, its shifting patterns not the haphazard rearrangements of
motif and ritual, but the poetic expression of a deep significance,
Social injustice, economic oppression and pagan superstition are |
reflected in the poems but do not create them. |

In conclusion, one can schematize the thematic deveiopment of the
Russian weddigg 1ament by dividing the world view or consciousness of'

& ’
0

"klbnide:iato three sections. First is tﬁh*period of her youth up to

4 90 &e&

?‘e mement of betrothal ~ The transition period from betrothal to
marriage is the mobile perigg of the laments themselVes. The married

life-which Aies ahead is 1ooked at with fear as if it signified death.

¢
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Youth is portrayed as a garden reminiscent of the paéibral imagery of"

myth and literature. At that stage;“there is a completé harmony
! L

w

';Betweén man and nature, between the universal and the personal. The

bride as child wés’physically (she was frail and weak and colourless),

-

morally (she was a virgin) and mentally (she was foolish, had no

o

~ knowledge or awareness of Herself or her world) not only uhdeveloped

but, in a sensé, unborn. Youth appeared to be timeless and outside
the laws of destiny.
Marriage itself hardly enters the wording of the .wedding laments,

if at all: The change that 1s effected is not one of social status,

o

 but one which is closely bound up” with two rites of paséage which are

even more uﬁiversal than marriage ~- the rites of Eirth and death, -
Strangeiy, &e cannot separate birth fwom Aeath completely,uand say
that the bride is born\out of hef youth and dies into marriage. The
two are part of each other, the bride is born into death{’and she‘dies
into life.» While this may seem,uﬁnecessariiy rhetorical, th§ méani;g“

will become clear if we examine the nature of -the symbolism. The

1

crashing "rin‘g and the stopping circle imply death, yejthey also imply

that the bride has ceased to be a part of nature, unborn, and has’

-

e

entered the realms of time, The bird symbolizes death and the journey

of the soul into‘the after}ife, bﬁt.it also symbolizes the journey of

- the girl into marriage. Water imagery iﬁpligs death as well as re-

birth, and the_“dying¥<trasota finds a -sanctuary in the water in a
e W S '

number of 1am2nfs. ;fhrough thg rescue of the krasota, the idea of a

possible salvation for the bride hq;sélf is intimated, Death may alép -

be life. 1In this apparent.confusion of death and.life is to bgjfound

a parallel to the Eden myth, where Adam and Eve find death (mqrcélity

90



" and pain) through their Fall from the garden, ‘but only through the Fall‘ﬂ

O

ccan the life cycle be established, '
In the. past and the futuTE, ‘time is static. Onlyyin'the period of
.'transition is time really in motion. And only the bride 1is affetted by

the movement of time, all the supporting/gggracters being static. The~
» . - 2 " e B

period'of traneition-ieha‘miniature 1ife"in°capsu1e“form.' Birth is the-

end of innocence and the beginning of knowiedge. (The bride cOmes to,

Y

-dp
" see herself as an individual, separateuin her being and in her destiny

from t,L world areund her. ' She sees herself as’ part of time and the

laws of destiny, hence, she must inevitably die. The seeming passivity o

.of the 1aments is an illusion., The bride does not submit meekly to the

- w

will of others. The: 1aments express anger, - resentment and even
aggression toward the people’ instrumental in her fate.f thimately,

she accepts not the Will'of another but the force of her deétiny;“ ut

_she submits without being entirely clear of the ultimate nature of that.

destiny; "Who are these Strangers7" she asks, "'here am I being ‘sent?"
Shé bows to them and goes{away*with-them; still unknowing but already

prepared.
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o © I1II: Lament and Ritual
-vTherianents and the wedding ritual have one distinctive feature in .

v
[ .

common, Both are fixed and more or 1ess fnvariable*within the local_.

% "

4tnaditione’ Even more, the particular fusion of ritual and lament

!
N [

' common to one village will be slightly different in the next village,

!
B

and completely different in the next province or region. »ggiturel

"

factors affect,the nature and form of the r;tual'and 1am¢ht%.’ The

length, intensity and degree of ritualizétion of a lament tredithnP

distinguish one region from another and are dependent to some eXtent

on the degree of wealth of the inhabitentﬁﬁof a certaln area’ the
: . . ) L - , L .
effects of isclation on'them, and theiruway of life. Wedding_ritual
and wedding poetry were held,in deeé veneration, This has been

c

~astutely remarked in a little npted.comment by the earliest publisher

of Russian wedding poetry, L.’F. L'vov: !
CBage6HEA H XOPOEonHmH HeCHH BeceMa xneeau,
MeXIy OHHMHK HEeT HU OIHOY B HamuM BPEMSH#
_ COUYHHEHHOH: ! K CeMy poLy neceH OCOOJHBO K
‘cpazeCHEM ecThb MeXILy IPOCTHX apzel Hekoe
CBAMNEHHOE, NOUTEHHNEe, - KOTOPOE MOXeT GHTBL eme
OCTaTOK IPeBHUM I'UMHaM npnnaxnexamnﬁ Jerxo
CTaThCA MOKET, UTO CHE cavoe- HeBemeCTBeHHoe
IOYTEHHe €CTh M IpHuUHA HEeNPeMEHHOMY UX oo
COCTOMHUK: OCMEJNHTCH JM MYRUK(TIDHCaBUTH -UIK
IepeMeHHTh UTO HUGYZIL B TaKoi mnecHH, K6TOpas
B MHCJAX €T0 OCBAmEeHa JIPEBHOCTEN 06Huasg?
CBaneCHHA CHH NEeCHY BO BCEM NIPOCTPAHHOM .
rocynapcrse HameM ¥ CHIOBaMM ¥ TOJOCOM CTONBKO
eIVHOO6Dpas3HE, UYTO M3 3a HECKOJBKO THCHY. BEpCT,
aprmernmuyfi npoxoxnﬁ TI0 TOJOCY OHHX:H 3HaeT,
B KOTOpOH mabe, cBanBGa 58

E}

It is grehtly to be regretted that L'vov did“not pursue his train of

thought any further. -L‘vov points out not only that the poems Ye does

< N

not distinguish between songs and laments) are very old, and thatf their
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| |
composition is fixed, but adds the interegting commentary that they
are held in almost sacred reverence by th simple people who sing them,
and,,'fnrther-, that tr reverence they were accorded may account for -
‘theif inverigiility Since no wdfk‘h534been done on the question of a
possible conneCtion between these poems ard, another, p0581bly relig-
ious, poetic tradition, it isﬂnot gossible at this,time to judge L'vov's
1§té%emenf on‘litefary—historical grounds. \It is possible, honeVer, to
exémine the poeme,asrthey appear within the\"}gzg"‘for any‘trace of a
sacre& function which such a reverence would imply. L'Qov suggests
that the poems are repeaten because they aré sacred, but it could be
- argued the pther way round, t?ii ‘the veneration of the poems is a- ‘
result of, rather than a canse of, their trPditional nature, Whichever
[ B
1is the case, this point -of view eontrasts s%erplyfwith.one which sees
the "igra" as a loss of solemnity, as a'gaﬂ% ;hatrhas become’frivqloue.
If we take the word of Soviet ethnographers, the wedding'lamentl
is fast disappearing. Kolpakova has recoried 'with nrec1sion the
imp?;erishmqnt Qf thebceremony in the town of Pinega and compared it
“_with Ehose,ceiemonies in the surrounding Villages as well as with nine~\
teenth~century descripﬁions of ;he Pinega ceremony.59 Edemskij, in
1610, reports that thé younger generation{of briges no ionger knows
many of the laments;60 In the Kola peninsula, laments have disappeared

\\\saltqgether, althougn the songs are still being sung.61 The speed with

which the wedding ritual is apparently disintegrating is only snrpaésed |

'
4

by the almost complete disappearance of the lament in some areas. Very
few lanents have been recorded since the Second World War.
- While the dying out of folk traditions has been an inevitable

_symptom of developments in contemporary society everywhere;'Soviet
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folklorists have tended to understand the case of the -laments in a’

-

. ) . i w
special way. On the subject of funeral laments, A, N. Lozanova | 7

attributes the demise of ritual 1aments to the coming of a Communist

society. 2'iNew laments are composed on the death of great 1eaders

. -

(she cites Lenin, %talin, ete), built along traditional- 1ines, but
without'the ritual cOnnect}%n and without the tone of unremitting
‘grief.vgxith this viFw that social evils engender lament forms, the
disappearance of the.forms is heralded as a positive sign of a new
society based on optimism. " A" similar point of view is expressed,by

D. M. Balasov in a collection and study of wedding songs of the region
of the "Terskij Bereg”,made in 1969 by him and Ju. E. Krasovskaga.63

v .

He bases his observations on the total disappearance of the wedding
laments, from this region, and on the fact that the laments (in the
' rec0rdings of previous folklorists) were in part sung by profe551ona1
mourners. He argues on these grounds that the lament was, contrary

to the view of earlier collectors, by no means the central part of the~
ceremony on the contrary, he insists that it was of little import-
ance, wvhile the songs, which can still be heard in the1r tradifional
form, have proven by their prevalence that they are the core to the
wedding ritual; Similarly, Kolpakova has pointed out that modern
wedding ceremonies show a decrease.both in lamentation and in the
religio—magical elements.6b She attributes this to the modern freedom
.of choice young people enjoy in finding their wedding partners, and in‘
Vcontemporary soclety's ‘freedom from the burden of old superstitionms.

The ceremonies, as a result, have become notably shorter, gaier and

1ivelier. The custom has disappeared because there is no longer any

e
o

" domestic necessity’for it. This positive explanation of the disappear—
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. : \
ance of the ritual and poetry goes hand in hand with an exclusively

' negative explanation of its previous necessity, and Kolpakova further

L3 . -

states.:

He Toabko ceMeiiHoe yrHeTeHne meHmHHm PUCYIOT
HayM cTapue cpase6HHe NDUYATH. OHM TOBODAT
TaKKe O THAXeNHX YCIOBHEX TPyHha, YIHETaBIEro JePEeBHD
npexne, O HENOCHIBHOR jusuueckoit patorte,

.  npoumcxojuBme# B OZMHOUKY, Ge3 IOMOMH KOJIIEKTUBA, .
6es nomomn TEXHUKH « 65 _ , -

‘Elsewhere, in her comparative’analysis of the Pinega cerenionies,66 she

argues—in a similar vein, using as evidenpe the,actual difference ;
between the highly poetic, rituaiistic, strongly~re11g10-magic and
quite 1engthy ceremonies of the nineteenth century (as found in folk-
loric descriptions of the town) and of modern cereﬂonies in outlying
districts, with the short, rather sensual and poetically-uninnovative
ceremony of twentileth-century Pinega. In order to make this comparison,

Kolpakova has studied in detail the ceremonies from six communities

along the Pinega River which are close to each other geographicaliy{

These ceremonies reveal a remarkable structural similarity except for

the ceremony performed in the town of Pinega itself. Wherever possible,

! 3\

Xolpakova has compared her findings with those of prerious collectors.'

- . : D L
The results, which she insists can be no-more than tentative, reveal a

very close relationship of all the ceremonies from the river commun-

ities, all\of &hich, however, differ from each other in numerous minor

details. By comparing all these withﬂprevious~descriptions, she finds

fairly conclusive evidence that the Pinega ceremony was at one ‘time

. : . :
also similar to the five country ceremonies and that the process of .
disintegration has affected the town much more quickly 'than it has the

|I ) A
. \
i

{ .
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coufitry. No} ‘only is much of the traditional ritual omitted, but the

- ‘entire ceremony 1s shortened from nearly a month to about a-week,
, ' ‘ Y .

entire laments and songs have been omitted or reduced to the repetition

-

of certain phrases, weeping andllamentacion have been replaced by a .

mournful demearor, sensuous details crowd qut the simplicity of}the

. " 1

traditional forms. Nearly all religious and magical elements have

a

been tqned-down, even in ;he country ceremonie55 or have disappEared

[}
o

altogether.

e

Three standpoints are disclosed in the explanation outlined above.

\
:T\\\\\Firstly, it is implied that the laments give us a concrete and directly

~interpretable descriptioh of social ‘relations of the time in which

they were sung. Unlike the songs, the laments are believed by Soviet

folklorists to express the real feelings and/ the real situation of the

N

bride. This, according to Kolpakova, explains why the songs are
identical in many regions, while the. laments are peculiar to one
village,"and vary slightl& from wedding to wedding.§7.’

. More concretely, in her'description of\the wedding ceremony of the

Onega region Kolpakova makes it clear that the ‘ridal lament reveals

the g%tl s thue feelings, and the’ eulogy she sings' diately after-

wards to her bridegroom is required of hervas a social obligation.§8

This point of view even affects that scholar's interpretation of tbe
~-function of,ritual, and she sees the pleas of the bride to her father

" ("Do not sell my young head," etc.) as an earnest effort on her part to

alter the course of events. Having recorded a lament in which the

bride asks her parents not, to go to the groom's house to confirm the

wedding agreement, Kolnakova comments in all seriousness: ''No 2togo

.
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' plida nikto ne sluga1,"®?

q

“The secpnd assumption is that ritgab'tuaSpms are the result of

\'J
social necessity, Girls had tp)aé‘t t@sr%rriage because their

- A {A .
marriages were lamehtable, : ; their marriages -

- w - s
VM He 34 YTO yIepxaThCs B ORTYy: KCUE3 Iz .

6uToBasA morpefHocTs B HEX.70
According to such a point of view, the disappearance of the religious

. : |
aspect of wedding ceremonies/and the disappearance of the laments are

seen as parallel to each other but unconnected. - Both are seen to be

the‘result of social necessity, and they have been unloaded in the

process of society's changing needs. Yet the loss of one is not seern

as bringing with it the loss or impoverishment of 'the other,“In otheru,

words, in this explanation of the |"necessity"‘of' domestic ritual, the
intricate balance of religious belief,'poetry and ritual has no place.
Furthermore, this neCessity is-seen as sonething negative. The end of
necessity is construed as the beginning of freedom, and poetry 1s
sacrificed to change. An increased frivolity would impi§ a deter-
,ioration in poetic wealth but an enrichment of life itself By this
token, poetry is not only determined by social consciousness; it is
alsoufunctionally‘inferior to it.

Thirdly, it is suggested that, in the disappearance of certain
aspects of the wedding ceremony, the relative unimportance of those
aspects can be determined. If we follow the logic of Balasov, in the
article just cited, the lament cannot haGe been central to the Wedding

¢« ceremony, since the ceremony and the eongs still exist while the

‘laments have disappeared. Furthermore, Balasov argues, the laments

97



‘were at times sung by a professional mourner,‘the assumption made is
that the. bride wdhld have lamented herself if she had really cared
about it, '1 feel that Balasov has failed to understand the signific-
ance of the professional mourner, but this point will be discussed
when I examine the‘wedding ceremony of that region in detail. As to
the other half of hi'sw.argument I would suggest that the rapid dis—.
integration of the wedding cef/monies, as observed by many

¢

and mqst concretely by Kolpakova in her analysis of the Pine A

-0

ceremony, would indicate that those very aspe%ts which had kept it

alive are no longer there. The songs have survived because they are

' less vital, ritually spesking, than the laments; It is significant

that the breskdown in the form as reyealed in the finega ceremony brings

®

with it an obScuring of the mystical elements which supported the
. ' ‘ & .
ritual in its earlier form. Vithout the‘very'ancientjnagic elements
(for instance, the wizard/witch,—e vezlivyj -~ has disappeared without
a trace) or the less ancient Christian elements (the ritual blessings
have been significantly shortened, church weddings are 1ess common,.
'etc ), ritual has become custom, .an empty tradition of mainly senti-
mental interest. The breakdown in ritual: provides us with a clue to
?the disappearance of the laments. Lament and ritual are closely fused,
both deriving their viability from the significance of the whole. The
disruption of this close union causes the eventual deterioration’of |
the form in all its‘aSpects; |

In pointing out these three assumptionspwhicn, it seems to . me,
Soviet folklorists sre overly hasty in making{}I do not wish to argue

against a close connection between folk rituals and the society»in‘

which they are practised.. It is clear that brides lamented the



_incipient loss of their freedom to some extent at least because
marriage brought them exactly that. Death imagery is understandable in
" a society where child-bearing was fraught with very real hazards, and

hard work aged young bodies before their time. But we must remember
o o , ‘ ¢
that, 'in the wedding ceremony, the bride laments the act of getting

married, wnot marriage itself, and I cannot acceptlthe interpretation

that the,bride's regret at parting from her former life is an express-—
4

©

ion of unresigned pessimism toward the life before her. Nor do I see

her fear of change as a recognition of the harsh reality this .change
. A
will bring. Kolpakova writes that the.weddihg songs have not dis-

appeared because they are still relevant:

7

JTH NEecHW HMUYTH He NPOTHBOPEUAT CBOUM OOMHN
TOHOM CEBOIHEMHEMY CBaLeGHOMY TODPXeCTBY. B
ZepeBHUe PN3auacTy® Ha HeM mpucyrTcrsyor./!

i

"Modern wedding ce(em;BQes, she tells us, have becomé merrier, as they

have become poetically inferjior, Yet she has described these very

. .
-~ . P -

songs as decorative, rather than symbelic, and:éssentially non-
functional. bhny songs have now lost their position in the ritual and
have ﬂécome gay refrains and dancing songs.’72 The losé, it would seem
to me, is invthe §itual significance of godern’ marriage cerémonies.

Not only has society changed, but the function of the marriage ceremony
within society has changed; it no longer solemnizes the rité of pass-—
age, but célebrates therunioﬁ of two people who 1ov;.each other.
Atheism as a soéialxpolicy has removed from marriage many of its
mystical connotations. -1t 1is repeafed in almost every weading des-

cription from the nineteenth century that the young couple did not

marry out of love, nor was love considered by the parents in arranging

\

\
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the marriage. Yet it does not follow from this that diélike was taken
for granted, that children grieved over that“which thelir pafents
desired. In the poetry of the wedding ceremony, the bride's love or
lack of love for hér~prospect1velhusband is not importaﬁt; what is
significant is the éhange which she must undergo. In modern weddingv
ceremonies, whefe young people choose their marriage partners, the -
emphésis is not on the deeper significance of marriage but on the joy
the couple anticipates in their éoming union., In other words, the
function of the wedding céremony has changed and has lost its signif-
icance as a solemn rite of §§ssage. For the purpose of a modern wedd—
ing ceremony, gailety énd déé;%ativeness are more appropriate than
tears, veils and gestures of distress. 3ut whether or not the actual
experieﬁce of the marriage;gtate'has changed dis ogtside ;he realm of
the wedding ceremony or the‘songs and poemé which accompany it.

In the concept of n;bessity as outlined by Kolpakova, religious
belief and magic acts, poetry and rituél are parallel to each other,
but all are ultimately dependent upon the society they seem to reflect.
Magic and‘religion reflec;‘archaic superétitions and the desire of the
society to protect their young couple from harm andlensure them wealth,
health and féféility. Ritual and poétry each reflects, in its 6wﬁ way,
the bride's distre;s at her ensuing marriage. All three are inter- .
related only on a superficial level -- ritual aczs are depicted in the
laments, magic acts are performed with ritual gestures. This explan-
ation is not complex enough for poetry of the artistic level which we

are dealing with, 1In fact, it is through a very special balance of

ritual and poetry that the social function of the weddiﬁg ceremony was

|
8

maintained. Through a detailed examination of this balance in specific
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ceremonies we are able to observe its social function much more clearly
than we could by forcing a preconceived social interpretation onto
poeﬁic, ritual and magic expressions independently of each othér:

In this section, T will be examining selected examples of wedding
descriptions in which'the interaction of ritual and lament is 11lus-
trated. ''hile the amount of material availablg is vast, T have
eliminated texts where detail is lacking, Qhere the poetry is rep-
resented by dnly fragments of\the wﬁole, and where the recording pro-
cedures are inadeqpate: T have examined hundreds of descr;ptiohs in

. 4 ’
the Lgnin Library, but due to the unévailability Qf sources in Cénada
for the reader, I have taken for discussion and analysis a few texts
in deiail, rather than'referring iﬁ genefal terms to a large variety
of texts. Such an approach is preferable, in any case, where one
wishes to anélyze the text in .any depth, I have kept to a certain
cbntinuity in geography and have, wherever appropriate, supplied addi-
tional bibliography. As aiready noted, discrepancies)in chronology as
well as in geographical location and recofding'méthods makg comparison -
difficult.” One must bear in mind) as well, th;t nineteenth-century

descriptions may be amateurish, while those from the twentieth century

record ceremonies'aiready in their decline. In the process of
7 B \

~analysis, three aspects éhquld be considered. Firstly, the ritual-

poetic balance: this ls observed in many ways, particularly in ritual
. ) L'*' .
moments where both aspects a;e\hlghly developed, Where lamentation is
Lﬁcking, we will not examine the ritual. The intensification of both,
and the pattern of this intensification are of intefest, as are such

details as the relation between clothes and lamentation, and between

lamentation through éesture and lamentation through words. Secondly,



the pattern of resignation; we observed this purely on the poetic

level 1in the previous chapter, And, Lhirdly; one should consider the
balance of the personal and the impersonal, or abstract: this is of
particular-interest, since it brings with it the question of the social
or collective nature of the wedding ceremony. b

The Tergkij Bereg:

In his description of wedding ceremonies in the area, made in
1903, I. N, §makov73 outlines tLe life style of the people of the
Tersklj Be;eg, vho are mainly fishermen, and deplores what he considers
to b; tﬁe loose morals of the‘people of that region, comparing their
social and domestic relationships in general unfavourably with those
of the Laplanders. lis description is relatively detailed and reveals
some interesting aspects of ritQal and poetry, to which I should now
like to turn.

‘“hile most marriagés, by 1903, were arraﬁgéd with the wishes of
the young people in mind, marriaée arranged totally between the parents
was still fresh in*thé memories of the people of the area, an still
took place in some cases. fhe beﬁrothal ceremony does Rbt include
laments. _The engagement, or r;kobit'e, is followed in the evenin§§by
a gatheriﬁg of the bride's friends and includes -the ceremonial unbraid-
ing of her hair and the placing of her ﬂead—dress. This is later
followed byithe arrival éf the bridegroom. o songs or laments are
- recorded for thi; evening ceremony.

The next day the smotriny ritual was celebrated; éveryoné came to
it, only relatives of the b%ide and gréom and a few guests of honour
being invited officially, At first, the bride remains in another

room, but later joins the compapy; the girls sing songs and dance, ond

©

102



1073

the groom presents the bride and her girl friends with a nuﬁbcr of
gifts. The laments in honour of the girl's krasota are not begun until
af;er the departure of the groom, and they are sung by offictal
mourners (who are paid with presents and shows of hospitality), the
bride echoing the words she'hear§.~ Smakdv says of this that "ufthout
the mourners the affair could not come off, since the brides do nét

74

themselves know the laments.," 0ddly enough, the bride sings and

i

laments on other occasions withoﬁt the hélp of outsiders. 1In the first
. .
lament recorded,”che mourner, in the bride's name, .:sks God's bles§ing
on the unbraiding of hef hair and asks her parents why they are giving
her away. Meanwhile the brids raises her hands and claps them to-
gether, Lowing occasionaliy to all sides.” The following laments are
éddressed to her relatives and friends, beginning with a, lament add-
ress@d to per pérents, ih which she reproaches them in terms familiar‘
to us from the thematic analysis. The bride expresses her fear at
approaching and addressing her beloved parents in her own home, she
asks them under what authority they are sending ﬁer away (did you pray
to God on my beﬁalf?) and what she has done ﬁo offend them,

On the morning of the wedding day, the bride is awakened by.her
mother, énd the bath ceremony follows. The bride sings a song, similar
to thg one in which she asks her girl friends to prebarg the bath; they
must gé dow? to the river and draw!three jets of spring water, but they
_ must take only the third jet, which they should draw up in,a golden
bucket, Theh they mﬁst fina a birch tree where no mournful cuckoo is
watering the brénches of ﬁhe tree yith its tears; from :his tred they

must take a switch and bring it back for the bath, After the bath,

the girl 1s greeted by her mother and her relatives and is offered



C

/f§s~well, and leads her to the groom, Songs follow, including ones

presents, the girl friends sing a number of ‘unrecorded songs, In one

.

recorded song, the water of the bath merges: with the image of water

vhich separates the bride from her parents, and;the“life before her is

.seen as a new "age." The water has washed away her old self the gulf

is. unbridgeable, there is no way back:

Y wmens y KpaCHOﬁ~x9ByMKH ecTs I'PO3EHD 5a%mmxa
c Mamymxo

A.¢c HEME paacwasamcs, Kax ¢ ‘BOIOH, pagﬂHBamCH,

OTnaer MeHS 6aTomKa Ha BEKI :

C MoxozmeM BTHUM BeK BEKOBATH ./

2

<

After this ritual, the groom's retinue brings formal greetings to

\

the bride from the gfoom, qhich she'returns, alsé in a traditionmal

formula. The bride weepd profusely, asking of her parents their bless-

ing. The 1ament continues, belng -addressed in turn to other members

of the family and clan, in which the bri&e asks them for assistance in

various ritual matters. The removal of her head-dress by her mother
Pl

‘lis‘accdgpanied by a seemingly inexhaustible flow of tears and lament-

ation, during wh?éh she bids farewell to her famiiy, her friends and

.

her dev'ja krasota, The bride then changes into her wedding dress ‘and

quietly sweits the bridegroom. She hides when he comes in order to

bobServe his mood (a gey mood ensures a happy marriage, a melancholy

" mood a sad one), and is at last led out of her corner by two girls,

" and the bride and groom meet. A ceremony follows in which the groom

pPlaces a rinF,in his empty glass and gives it to the bride to put on,

she, meanwhihe, lightly touching the‘glaSSai The bride then retreats )

“intq a corner where she is blessed by her parents and tearfully takes

her leave of them. Her father covers not only her head, but her hands
' ' \J
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humorously condemning the mafchmaker, but in terms so highly offensive
-;o theAcollector tﬁa; he records only tﬁe one he deems least vulgar.

: Thé; one is in the form 6f a prolonguéd and very 1ight-hearted curée,
and our collector r?co?ds that the mat¢hmaker smirked at the sqhgstin
which he ié_labelled "the gfeat-qgtchmaker, betrayer of maidens."

Thié is followed by the departuré‘of the young.couple for ®hurch.

In tﬁis cerémoﬁy, thgrtgpsmajor rituals are the smqt{ini.and'the
~wgddiné"morning,'the girl's vecerinka being of low ritual coqﬁent.
while the groom is presént fbr a short time during both the initial 
‘ veéerinka and the smotéinx, the bridefé particibation in the ceremonfés
is smail until after he has departed from the smogéinv. The lameqt-
ation of the bride seems to be initiated by ;he arrival of the.groém

and the presentation of gifts to her by him., 1In this, the intrusion

of his life on hers is reéognized and gives vent to lamentation after .~

his departure. 'Fﬁrthefmore, the'ensuing lamentation is performed by/
outsiders and i1s accompanied by eXaggerété& ritual gestures and goﬁnds
on fhe part of the bride. Our recorder says that the‘bride me;éiy
echoes the words sungkby the mo&fne?s. His explanation fpr Fﬁis -
i.ew, that br1de§\0f the region no longer know the words o@ﬁﬁhe
laments -- is inadeq;ate. The bride proves hergeif capablé of singing
énd igmenting éh‘her own on:pthef occasions., The words of the iamenps
- are fairly formal, cqmposed to some extent of rebroach ﬁotifs, and
beginning with a requegt“far God's blessing. The bride does not sing
her own 1amen£,'not‘because she cannot learn the words, 5ut because
they are too solemn for personal; lyrical expressioh. By echoing the
words and supplying the éestures of reverence and despair, the bride

enhances the purely ritual aspect of the ceremony., Furthermore,

Y
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professional_mourners are common.in_lanents for the dead.76 The
'smotrinz ritual contains no overt expression of farewell and Jjoining,
both of which occur on the’ morning of the wedding, and the reproach
motifs of the lament suggest that it is a celebration of regret and’
fear, -

. The bath ritual initiates the process.of transformation, which
was not begun at all in7the smotrinz. The" holy water and the branch
) from the birch tree show that it 1s a ritual of purification, and the

bride afterwards is greeted and honoureo as a guest, a new person.

Farewell and joining'merge-in the following ceremonies, greeting é

between bride. and groom being alternatéd with partingllaments between |
the bride and her kin. The removal of the head-dress is followed
~ immediately by the change into the bride*s wedding dress.’

In the highly condensed forn of this cerenony, nuch'greater
emphasis 1s placed on‘reproach and fear, these motifs dominating the
‘ritual and the poetry'of the markedly ritualistic smotrinz. This is
to somé extent an emotional highlight in the entire ceremony.. After
the bath ceremony, rituals of parting and joining alternate. The
vilification of the matchmaker,:albeit in fUn,<supports the theory
already adyanced that,;by blaming him, the’antaggnismlisideperson—'
alized, abstracted. It is by this means possible to 1anent without |
accnsing, to grieve for the change.which must come without imperiling
the tranquility of the future relationship, to deplore one's fate, iet‘
laugh at the instrument of. that fatﬁ-f In the smotrinx, the girl re-
proaches her parents, and the mood is only made less personal because

the laments are ritualistic rather than lyrical, and the bride does -

not even sing them herself; the words are highly formal, In the
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rituals of the wedding day, the grief is personal, and the bride really

cries and really sings the laments, but the theme is less so; she is mo

+

longer betrayed by her own father, but by a figure of fun (the match-
maker); uer fate is no longer caused by the trickery'of merchants, ©Yy
the weakness of»her,parents of her own unworthiness, but by destiny.-
Thus, in this‘ceremony, ritual and poetry work together in a
highly interesting way. The context of the laments contrasts with
their perfornance. In the earlier ritual,. the oersonal fate'of the

bride is ritualized into an abstraction. In the final stages, parting

and joining alternate with each other, and the girl's grief is express-l

ed with greater personal immediacy but without personal reproach. In -
the poetry of this ceremony, a balance is maintained between the
‘personal. and the impersonal, through which the bride's fate is both her
own and universal. This ceremony is. remarkable for the strong-inter—
'play of ritual and poetry, beginning with the departure of the groom

from the smotrinv

e el

North and South Karelia~ ‘a'Folkloric ﬁescription>
Kolpakova, in her . description of 1yric songs of the Karelian

Finnish Republic,77 divides the republic into two regions, a division
‘which she admits is only partially viable, While the southern region,
around Lake Onega, is fairly agricultural, with culturai\andheconomic
connections with St. Petersburg, the northern area is mainly a fishing
community, and has more connections with the eastern regions around v
Pinega than,With.the 1arger cities. This distinction, Kolpakova adds,
’is no ionger true forvthe younger generation of Karelian Soviets. The

southern region (zaoneze) in part introduced sentimental romances and

1y |
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stylish dances from St. Petersburg, at the expense of its own folk
traditions, while the north (Pomor Ja) has retained its old songs and
melodies and its rather strict_religione beliefs. Speaking more
‘specifically about wedding(poetry and custome,78 Kolpakova tells us

" that the ceremony in the Pomor‘ja is more traditional, shorter2 more

condensed than in the south, and she explains it through the econgmic
and social conditions of the area. For instance, kn the north, fhe

severity of the climate and the hard work reou1red for subsistence

leave no time for wedding frivolities. In'conclusion, she writes:

T

MOKGT\ONTB, A3JUDHAA BOJBHOCTBb, HEOIHOKDPATHO
BCTpevYawnmascs B cpaleCHOM Marepnaje 3a0HEXbH,
crepxuBanack B [loMopbe o0meit CypoBOCThKR OHTA

¥ OoJxmmeit, IO CpaBHEHHH C 3A20HEXbeM, PEJIHTUO3HOCTBI
HacelleHHA, Bo BCAKOM ciayyae, CIenryeT OTMETHUTH, be
YTO NOMOPCKHUM .ceBepHH? cBazebHmil 06pgI, C OIHOH ’
CTODPOHE, apxauyHee, g IDPYyTro# - cyme, Kopode X

CTPpOXe, YeM Oﬁpﬂﬂ Qonee OXHBX panonoe K-®CCP. 79'

We noted this same shortness of structure-in the ceremony just dis-
cussed. The ritual moments Kolpakova lists for the northern ceremony

closely resemble those met'in the Terskij bereg. §&Qe gives them as

1) svatovstvo (rukobitie), 2) smotriny, 3) vinopitie u éenixa,

4) buzenie nevesty, raspletanie kosy, banja. 53) provody neveéty,‘ 1’;§=

6) vencan'e and 7) pir u molodyx. By comparison,’the wedding,ceremony
YERLe © - .

v

. of the south contains eleven major’ ritual Jmoments, several of which

are cons1derably protracted Tor example, one includes two or three

Y

evenings of.dancing at the bride's house. Another noticeable difference

between the two regions is the relative number of recordings from the

south in comparison to the northern region.
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et e

.The White Sea: Kem to Onega. : '

A.fairly similar pattern.ﬁ% that notednfa} thé"Terskij Béreg is
also to belESund in the coastal rggiop of the White Sea,between‘Kem
and Onega., ‘Recorded by Vasilij Baev and S. V. Makéimov in 1868, this
description is contained‘within Seqn's cbliection,'under the heading

of "Arxangel'sﬁij‘gubernij."sp' The central rituals are the bol'%oe

rukobit'e, otherwise called the den' zaplacki, and the wedding morning

(uero svad'by), The rukobit'e takes ﬁlace in two haﬁses, in the first
of which the girl takeﬁ leave of all her friends,viﬁviting thgm to her
wedding. During fhis cereﬁony, tﬁe:bride‘s godmother arriveé, brinéing
with her the betrothal head-dress called a Eoéolok, which is placed~85
the girl's head, This is followed by a ritual of unbraiding Later,
she and her friends return to her house, where she bids farewell to

her entire family and to her house, and where shé receives a blessing
\from her parents. B .

The intrﬁsion of the girl's godmother and the placing of tne

polqlok initiate the lamentation, as the arrival and subsequent depart-

ure of the bridegroom initiated it iﬁ.the‘previb’ ceremony. The bride '
N X . 4 ' i g . : .
questions the godmother's r%asons for coming, and £inally puts the - v

~

blame on her parents:
. )
~Ho qemy BXOIHUINE, TOBENEHBO Xa 6naracnosenbm,
3axonumb B- THXyH 6ecely CMUDPEHHYWZ
Co cJoBa J¥ C xoxnaﬂy ¥ JaCKOTHHKOB, XeJaHHHX

ponutreneft, -~
“He OT cBOEro-Jib yma na OT pasyma”(Sepl No. 1285, £L 10-12)

>

The bride notes that never before has her godmothef jdiné&.the gather-
ing of girls, and her presence 1s a shadow over the gathering, an omen

or foreshadowing of the bride's departure through marfiage from the

4



P ‘ C 110

company of unmarried girls. The unprecedented arrival of the god—

-mother signifies a change in the bride by singling her out, The motif

y

of isolation noted previously iscfntroduced through the presence of

the godmother, rathér as the groom's presence did in the Terakij Bereg:
. : ' " . .
%

llpexne oTwA HIOpPH, INpexie BPeMeHU

Cunesa #, riayna kKocaTa roJy6ymka,

B cob6paHoit cBoe#f TuxuaA Cecelr CMUDEHHHSA

He o6wBana KpecToBafA JaCKOBa MaTymKa

Bo cofpano#fi To mMoelt Tuxoff 6ecent CMHDEHHHSA.

Co xopomei#:To Moeft moporofi Bonu BOJABHA.(Sejn, No. 1284, £L
: ‘ N 18-23)

Significantly, the 1ntrusion of the godmother is ‘coupled with the *
placing of the Bocolok on the bride's head. The external adornment.of
.the bride suggests an impoverishment of inner beauty and an impending
change in external appearance through,old age. There is.a parallel
drawn between the lavishness of the head-dress and the natural beauty-
of a garden and of the asaembled maidens:

He BO caxy aum a, 6exHad, o6cuienacd,

He Ha cax uursa, ‘6enHa, orasajenacs,

He Ha TpaBKy MypaBKy B3eJEHY,

He Ha BCAKWM UBETOUKH JasypeBue? m_”

~He BOzma au NoZ0 MHO#f pasauBaeTcH? :
He orowus. a4 .MOXO . MHO#t pasropaercsa? (8ejn, No. 1284, LL. 1-6)

The bride answers her own questions: the.water islher tears; the fire
is;the burning in her heart; the image of the garden_dwindles under.

the actual greeence of the podolok. In conclusion to this ceremony,

the bride's friends unbraid.her hair and the godmother plaCes the N
"Eocolok on ha‘_head After that they return home, and the bride'sl
greeting of ‘her mother who comes out to meet her, and of her house,

as she enters it, suggest that she has been changed in some way since

she left them not many hours before. Once at home, she addresses her
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parents in lamentation, asking them why they sold her, vhat sLe ha&t
done to offend them, The rebuke motifs are familiar fo us fr@p wedding
ceremonies of all regions,

The morning ritual begins with the waking/qf\the bfidevby the
groom's retinue. In actual fact, the bride has, previous to their
arrival teen hidden by her friends, and she finally reveals her hiding:
place and sings_a lament. In thié lament, she recounts the dream she
has.haa during fhe night. »In the dream she fortells the unbraiding
ceremony (whicﬁ, in fact, is abbut to begin) in imagery suggestive of
parting -- she depicts herself sitting in her home aﬁongst her friends,

but she alone is unbfaiding her hair, Initially, the dream begins with

“the imagé‘of gtey ducks on the still pond. .She alone is different from

o

this flock of ducks; che alone:must let down her'hair; sHe alone is
about to be married. The message of the dream and of the lament seems
to be that she is being singled out. It reflects the essential lone-

liness of'@?girl confronted with her own destiny. There is no suggest-
ion thatwsﬁé dislikes the man she must marry, or that marriage in it-

bl

self is terrible,

It is only by observing this aspect of thes bride's loneliness

that we can understand the lament preceding the bath ritual, alfeady

mentioned in the previous section, Having asked her sister to fetch

water for the bath she adds:

Mue-xKa ecTs Bepa, paleHbe BEIHKOE,
OTMHTB TODPBKU CJE€3H TOopAuHde, . ,
HaMmuTob PazocTs BEeCeJhs BeJHKad. (éeJn No. 1305, ££ 11-13)

Individﬁal grief is assuaged by faith in a universal God. The process

of resignation and preparation for marriage has begun.



o
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Following the bath rituéi,'the bride and her girl friendé ride
off to bid farewell to friends and relatives. When‘éhé returns, the
groom's female relatives have already arrived, Significantly ghé bride
leaves her family, and returns to find that the "other side" has
intruded and taken ovér. Thié time not she but her home_and fémily
‘have been transformed. | :

Before the arrival of the groom, the bride puts on a better dress

and head-iress, znd she performs a ceremony by holding the head-dress

in her hand and striking it, which is called nevesta krasuetsja. She
bids farewell to her family, who offer her prayers and presents,f At
the groom's'arrival, she puts on her béét dress, and is covered with a
'shawl, Ihetfather:blesses the pailr three times with the icon, and -
they depart for fhe éhurch. ‘ St {

| In its ‘shortness and‘te;;enéss;iwe are reminded é; the ceremony

 of the Terskij Bereg., But there is less propounced ritual, certainly

nothing comparabie td the professionai mourner énd thé ritﬁéiﬁggsfures
of the smo;rinz. TA certain paréllel can be noted between the clothesf
wﬁich are Qorn and the degrge of solemnitf insﬁired-by the occasion,
the head-dress symbolizing, as well, outer adornment Eut inner de-
pletion. | |
South Karelia: A Note

Before leaving this region, ; note should be added éOnéerning
Kolpakova's description of wedding cefemonies in southern Karelian-
Finnish S..S.R.81 While the ceremony %;.ponside%ably more elaborate

and rather less traditional than that}of the northern area, I am none~-

"theless including the description because it illustrates most clearly

112
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"a kind of methodological problem folklorists have to cope with.
Accordipg to Kolpehfra's description, the first lament is sung
the @oment rhe betrothal is agreed to. During the ritual of betrothal,
the bride'concears'herself behind the stove, and when she hears the
pounding which signifies that an agreement has been reached, she
immediately begins, not only to 1ament but also to bang her head ’

~

against the bench, to emit heart-rending sobs, and to tear herself out
ofkthe arms of her friends who are‘Eolding her. 1In the lament, ﬁe
girl first describes the warning given her by a niéhtingale and a
canary that her parents no longer desire her, that they will besmede
. drunk by strangers'ahd-sell her to them, She theﬁ pleads with her

parents not to sell her to strangers,iadding that she would be -a great

help to them:

He naraiiTe uM MeHs 1a Ha OCTYLYWKY .

By Ha IBOD MEHS BO3bMUTE B OTODPOLHHUKH,
Ha ryMHO 12 BH BO3bMHUTE B 3aMOJOTHHUKU-—
A ycanyxusare BaM 6yny c yTpa 5o Houu.82

Kolpakova describes the girl as listening behind the stove with
"sinking heart", and adds that no one at the table pays any attention

to her lament. While some girls, in love with their prospectlve

I

husbands, will lament out of respect for tradition, for many, Kolpakova
writes, a very‘reel tragedy'is behind the secret despair of the bride.

She laments to her friends'that her volja has been valued at one
‘ ¢

hundred rubles, her krasota at a thousand, and-for herself no price is
set; and Kolpakova comments:

llogpyru, couyscTya ropw HeBeCTH, HE MOTJIM, OLHAKO,
HAYeM IIOMOYb elf, KpoMe pgofporo cosera. U, He
omnnaﬁ IL7f Hee HUUEro XOpomero oT 6paka C

HEeJWOHM XEHHXOM, OHH COBETOBAJH eff 3alacarbes
TeprneHrnem.83 _ -
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This approach to the ritual and lament continue;a The bride throws-her-
self at the feet of her parents, "but it does not help her.," When she
realizes her pleas are to no avail she laments in another vein,
expressing her despair in the sorrowing'of the house, the bencﬁ, even
the glasses on the table ('Ne postaromy stéit da ne popreznemu.") _Her
mother, Kolpakova tells us, "sympathizes with her daughter's grief."
following these 1amentations, but before the dépaffure of the groom's
relatiQes,‘the bride sings eulogie;'to them. Yet, while the laments

are seen to be genuilpne in a very direct way, the séngs of praise are

0

- sung "through all these tears,"

and through the demands of custom. /

-

Such an interpretation of ritual and'poetry is wéak. Its main
fault lies in its %nadequgcy to come to terms with the problem of the
Vpersonai and the impersonal in folk poetry. Just because moest brides
did not marry for iové,'Because their fate was determined by economic
éonsiderations, and because once, long ago, they may have been
bartered or abducted, there are not adequate grounds, for seging in
each engagement ritual an ea}nest attempt on the part of the bride to
dissﬁade her parentsvfroﬁ agreeing to -the betrothal, If this were the
case, surely the lameStation would begin before the agreemené_was made,
and not immediately after. We have seen, in the two cerémonieé already
discussed, that lamentation was.initiated by the intfusion‘of an un-
expected guest (the godmother) or an outsider (;he bridegroom). In .
both cases, the guest represented the change which was impending.
This is true to an even gfeater extent here, Kolpakova falls to
differentiate between thrée levels of expreséiont the actual, indiv-
' idual'feeliﬁgs ofvthe person; the girl waits witﬁ sinking heaft, the

girl friénds,ﬁntidipate no great happiness for the bride, the mother - .



sympathizes with her daughter's grief; the ritual acts of weeping,

' swaying, supplication, The girl emits heart-rending sobs, and she
throws. herself at her parents' feet; and the words of the laments.
These are composed of motifs of supplication, reproach, dispair, etc.

.While there are no grounds for disciaiming at least a partial con-
cordance of all three with each other, and there is amplevsocio—

\ N

historical evidehce for aésuming t least some congruity, these three
!
levels are not as simplistically related as this description would

make them seem. It is patently unacceptable to suggest‘that brides
lamented with sincerity most of the time, and out of respect for t;ad—
ition if they hébpenedito }ove théir betrotheds, or that thé emotioﬁ
Behind the laments is genuine, and those behind the songs of praise
merely obligatory. Vith this éssumption of the direct intervention
‘0of the real emotion into its/ritual expression, it is’no wonder Ehat

Kolpakova would explain the disappearance of laments in the twentieth

century as an emancipation from necessity. ’ -

Pinega (Prugavin):

There is - more materiai‘on the subject of_the Pinega region than
we found for the more northerly areas. Sejn's collection of'wedAing
poetry and ceremonies includes one,froﬁ Pinega, as recorded in 1850 by

S. Prugavin.84 The studies by Kolpakova of Pinega and ngighbburing

communities we have already mentioned, but we will deal with them again

in greater detail.

The pre-marriage ritual of Pinega, as described by Prugavin, is

"~ divided into two major ceremonies, known as the posedka, which lasts

~

about two days, and the rukobit'e, which continues until the wedding,

Y

J1
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the second part of which takes place on the wedding day. These two
ceremonies appear to complement each other in several Qays. Whereas
the posedka is attended almost entirely by women, the rukobit'c is
attended mainly by men. The first 1s a ceremonf for the friends and
relatives of the bride; in the 'second the groom hiqself is present.
Quite obviously, the first cetemony is one of parting, the second of
joining. This is borne out by the songs and rituals which accompany
the ceremonies, and to which we shall now turn. |

The gqéedka,is cempesed of thtee stages; with each successive -
stage, both lamentatioﬁ and general solemnity are intensified. This
intensification is reflected in the dress of thg bride, who abpears
first in fairly ordinary clothes (moreiprecisel§, Prugavin calls it
"niddle" attire), chahges in the second'stage into a "good" dress,\and
for the third stage adorns herself with jewelry and puts on her best
dress. correspondingly, the laments of the first stage are short and
extremely .formal, being addressed in turn to God and the; to all the

members of the bride's fagily. 1In the second stage, the laments are

;%¥0ﬂg and protracted; but are not yet high lamentation (that which

Prugavin terms ''velikoe priéftanie")., Some of the laments are'more
formal, consisting mainly of praise for the bride's friends and thanks
‘to them for coming to her posedka. ,The second stage comes to an end
with the arrival of the groom s sister and the bride's initial reject~
ion of her and the gifts,'she brings. Hervevéntual recognition of the

-

uninvited guest and acceptance of the gifts brings on the thlrd stage,

which begins with the lament of the pearl (Elac‘ éeméug) and may
" continue up to half a day, with such expressions of sorrow and despair,

-including lengthy lamentation and displays of intense emotiom, that

¥
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our collector was tinnlly unable to stay in the house any longer and
made his escape, commenting later {n his notes that onv(&nut be born
and bred to these customs.

1 have sald that, in the first stage, the laments are short and
formalized and the bride's attire is ordinary. In comparison with the
remainder of the posedka, there is a lack of tension and a low emotion-
21 tone. Yet this stage i1s not as completely forﬁal as it first
“appears, und there is a certain emotional development as stage one
continuesK The ritual connection at the beginning 1s direct, the girl
standing gefore God's holy icon, later turning to each member of her
famil& as she addresses him or her. Formally she presents herself to
the‘person addressed and asks for mercy or expresses her grievance.
The motifs are characteristic and are familiar to us. Shé,begins by
"invoking the higheét authority -- Cog —- and continues downward, as it
were, through tge family. The lament at the icén is really a form of
prayer for God's bleséing "in this first step." /s sﬁe turns to her
parents, she seems at first to be equating formalistically the holf
fémily with her own family:

Cxoxo KpacHO MO€ COIHHIKO
PonuTens Mofi GaTKIKO,
Ceer [puropuyl CenreHoBHUY !
T xeJjaHHa ModA OOCJNe3Ha,

E nexp IeHHas MOoA NJjaKaJbLula, ‘
E HOUL HOUH&A OOTaMOTbhHHa.(ﬁeﬁh No. 1317, ££ 1-6)

- .

This analogy is brought into doubt later on din the lament when she

.

questions the high authority of her parents in' agreeing to the engage-~
ment -= did they consult with her godparents or come to their decision

alone? Were her parents in<;act betraying her trust in them? Were

N
~
S

\
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they actiEL with the wﬂsdom which the attributes of sun/fath& and
Agoddess/mother associate them with? In other words, while the ritual
is moving formally downward from-God to man, the tightness of the

lament structure is breaking down correspondingly.u The first father

" and mother Bléés‘and preserve; the earthly father and mother have

.
.e ; ’
. - O

'betrayed : As'yet, the lamenting bride:is merely the'figorative
innocent - the white swan and bowed head which signify the sorrowing

- maiden. rr'he 1ament is directed toward the addresséeg g*ff

This changes somewhat in the second stage of the g sedka, vhere
the shift from family to friends brings about ‘a change in emphasis"

v from the act of betrayal to her farewell to the past, The presence of
her girl friends svmbolizes the world she once belonged to and must
now part_from. Her own SOYXTOW becomes a central part of the laments;;
She dwells on the abrupt ending of her former life. ("vse proslo moe i
prokatilos'");'and with this change the ritual connection becomes.less
direct. Her serow is not immediately related to her actionms or to
the person she is addressing, but is evoked‘by,both of these. This
allows for a poetic expansion of imagery and a greater.scopelfor
sorrow.' The collector reports that the length of the laments depends

[

on the.closeness of the friendship or relationship;'obyiously,
intimacy and the ionging for the past are symbolically, not rit;ally,
connected, yet@here the rituai of lamentation becomes the vehicle for
its poetic expression.

The arrival of the groom'c sister brings on an intensification of
the.emotional tone, The reason for this is clear if we remember that

thergosedka is a ceremony of parting, and that mainly women and relat-

*lves of the bride are present. The groom's. sister comes from the

]
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"other side," and she is uninvited. Her presence 1s an intrusion of
the future on the past and deepens“the/sense of loss by adding-a note.
of aggression and hostility. A parallel idtrusion has already been
noted in the northern ceremonies, lamentatdon being released by the
presence of the groom, or of the godmother, the bringing of the head-
dress, " and the arrival of the delegates from the groom's family, who
came to arrange the betrothal. It is significant in this ceremony‘
that the girl does not accept food and drink from the'bride s parents
(nor is it offered her)-until after the gift—glving ceremony. ot

having received hospitality in the house,\she remains an outsider, and

her presence is that of a stranger. This sentiment is enhanced in the
sy

lament, the bride addressing the outsider with the formal VY declaring
that she does not ‘know her name, that the girl has never been in her
house before, never drunk beer there or recelved bread and salt., She;
then agknowledges that she does know who the outsider is but that her
‘tongue will not form the name: This structure, in which a statement
is made and them seemingly rejected, is prevalent in the laments, and»
is not ‘merely decorative, as it might seem. In this instance, the
progression is actually three -fold, culminating in the final recog—
nition of the girl by the bride, who accepts the gifts from the bride-
eroom, while sending a message to him that he should seek a better,
more beautiful and more richly_attired maiden than she. Through this
progression of recognition the ‘bride's feelings are exbressed on more
than one level, ~nd it is made clear that her acceptarice of the girl
is gymbolic -- It is her duty to accept her —-- wvut not emotional ——

she does not accept her in her heart,

Strangely. enough, after singing this lament the bride is trans-

-
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formed Into just that more beautiful maiden whom she has begged the
bridegroom to pursue, This is accomplished through a change of clothes
and the addition of jewelry. While the bride is changing her clothes,
,the uninvited girl receives the food and drink which transform her
into an accepted and honoured guest, ‘Thus, the transﬁormation is two-
foldv—— the hride makes herselfvacceptable by turning herself into the i
princess to match the‘nrince, and the groom's right to intrude is
established by the offer of hospitality to his sister.

Stage three begins with the lament of the pearl, vhere the, “
presence of thngroom s s1ster;;and the bride s rich adornment, are
both seen asltokens of foreboding. The bride asks her mother whether:
fine clothes or youthful beauty adorn her, "and she answers herself
that her beauty is not thatbof a young girl, The poem ends with images: v“\
. ' t T
of‘encroaching blackness:

HOTeMHena, Ia nosepHena

UepHO UEpHOTO NOTOJKA, o .
YepHO BOPOH& 12 noxHeGeCHoro. (Squu No. 1326 Le.

24 -26)

«

. With an intricate multiplicity of associations, the stranger at the

\
-beginning of the lament is both the groom (represented by his sister)
- and the bride, herself, 'By dressing herself in her finery, the bride
has changed from the simple girl, whose beauty was her yOUth, into the

princess of the foregoing lament, whose beauty 1is external and, as

'such, is in the process of decay:

He KPacur u He XOpOmUT . ‘
JIOPOPa MOfl ZeBBA Kpacora. (8ejn, No. 1326, ££.22-23)

Similarly, the anbiguity of the ending leaves us with the suggestion

N

-
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that the rich clothes, rather than enhancing her, have actually made
her ugly, and the association of black with the clothes of '0ld women

is suggested as part of the picture of the transformed bride an% the -
black, smoky hnts. In this lament, 2 number of a;Eeciations.on both
the ritual and poetic level allow for a high degreé of lamentation in
the subseduent poems. Lnfortunately, the'collector's_excessive sensi-
bility has deprivéd us of an accountiof thc laments whichofollow.

| After theggosedka is over, the bride may not'cross-any threshhold
without crossing hérsélf. Presumably the crossing of a‘threshhold
symbolizes the move she will soon make from her parents‘ house to- that
of her bridegroom. liore significantly, this new taboo symbolizes the
facr that the bride is, from that moment onward, in the act of cros51ng
over.v "hls crossing must be guarded against evil. and furthermore,

]

the ritual gesture of crossing hersclf'signifies that she is in a
state of7change and vulnerability. “

| The rnkobir’e consists of two stages,- extended overftwo'days.
&he'first stage'oegins with the bath, and its high point is the formal
introduction of the bride and the groom. For this ceremony, the groom's | )
family are all present, and the groom,~having first‘namcd the bride and
declared his love for her, is led to her, wnere she is lamenting the :
approach of the "foreign foreigner," the "unknown man," Here, too,
dress plays an important part in the ceremony, and the bride first
goes and changes into her best dress before acknowledging the groom,
Thegtno laments, sung by the bride at the first attempted introduction
and at the actual introduction, complenent each other, “The first

lament begins with rejection of ‘the bridcgroom whom her parents want to

bring foreward: v , ;



By POXLHH .MOM DPOIUTENH!
e nonxcIuTe, na He NONBONUTE
By uyy®oro KO MHe UyXeHHHa -

i He3HaeMOoro ueloBexa. (éeJn No. 1335, ££.1-4)

She ends by accepting—the-stranger, however.reldctantly:

BHBOLHHK‘ﬂa CTAHOBUIH
Mepen uyyXoroc I YyXEeHUHa,
llepen He3HaeMOIO UYEJOEEKE. (§eﬁuxNo.1337,Z£.18-ﬂD
In between, the bride.expiesses, first, herlehame in the presence of
her friends'and family at being presented to the'stranger (again the

idea.of being singled out, of isolation in her fate)., Then, after she
;has changed‘her clothes} she questions. her father: "ihat is thls,
. celebration?" '/ho are these guests?" 'Where are you sending me?"
In answering these qtestions ﬁerself, #he is accepting the chenge that
has been imposed upoﬁ her. The ceremony of joining has began.

' Stage two of the rukobit‘e‘takes place on the day of the wedding.

It begins with the unbraiding ceremony and ends with the departute for
church. 1In the ktaséta Songs, the bfide pietdres'herself ferﬁaﬁay from

her dev' ja krasota in another land. Verﬁs.of parting and going awvay,

‘and reference to distant lands underline the fact that the moment of

separation;oboth for the krasota and the bride, is very elose:

% oroi#ny, Miaza, mociymaw:
He npnrauetT JHW, He KHUET JU
ﬂopora MoA IEeBLA KpacoTa
-0 Moeift ma Gy#Ho#t ronoBH?
He ycapmaju ym¥ UYyILHHE,
He. niadyeT ¥ He KHUET
Bo ‘mair® OTIH&JeHHHA.
Y pacnpoCTHiAch, f, MHOT OKPYUNHHEH, | o
Co cBoe#l meBbEH kpacoTo#. (8ejn, No. 1340, 2L, 24=32)

122°
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The bride's change in mood from willingness to reluctance at parting

from her krasota, as well as the search for a sanctuary for it, are
typical of the krasota poems we have already studied Because this
. ceremony takes place on the day of the wedding, the significance of

parting in enhanced, and it refers as much to the wedding that is

-

about to take place as to the ceremony at hand
P

.The lamentation increases as the moment of parting comes closer,
The structure of the laments, similar to those studied in the previous
* chapter, concentrates on the bride's apprehension of the journey before
her and on her questions to her parents: 'Why are you dressing me up? k’——‘)
Where are you sending me7”' The immediacy of the departure 51gn1fies,
as well the impending end to her girlhood end the approach of old

age:

JeBbH mnpa na KOPOTAETCH, - : v
Baf6bs CTapOCTh Ha npnoﬂnxcaerca. ($ejn, No. 1346, £L.
: D 42-43)

‘We have already'discussed the lament which the bride sings during the \
sewing of the bannik., In it, the girl depictS'in embroidery earth and

the- firmament grouped around the picture of a church. This poetic

portrayal of creation is followed by the couplet just quoted withb
,which the lament concludes. éhe focal point on church is both ritual—
" istic (the girl is about to depart for this church) ‘and" philOSOphic
(the church is the place of God in the world). Thus, the final couplet
also serves. the double (:Eition of reflecting what will take place in
that church (youth will yield place to old age) and the inexorability '
of the course of human destiny (youth always yields to old age).

o

Through this image, resignation and regret are allowed to stand in

i)
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balance with each other.

After the groom has a;rived butvbefore they depart for church,
the couple is blessed by the bride' s father, with the icon, and by her‘
| mother, with bread and salt, and she is led to the waiting bridegroom.
The bridegroom then- covers the bride with, a long shawl;”Lnown as the
gumul l.a, and they depart. The final moment is pure ritual, the pro—'
cession, the blessing of the couple, and their departure together being
a culmination of the rituals and laments-which led up to it. The white
swan has .left her flock and joined the grey geese, The tine for_
lamentation is past and for rejoicing not yet beéun.

From‘Prugavin'sbdescription‘of this ceremony, it would seem that
the bridé's'lement has as its contextual'basis social and personal
-relationships; the essence of the ceremony, poetically and ritually;
is not the bride's lack of choice,’but her transformation. This is
depicted in many ways, most evidently in her change of clothiijﬁn
"correspondence with the degree of lamentation,, In the lament of the
pearl, the external change/of,clothes reflects an inner change and,
‘significantly, while the outer change is for the better (the bride
puts on her finery), inwardly her beauty is seen to’ dimlnlsh, and the‘
splendour .of the jewelry ironically yields to an\image of ugliness,
youth to a suggestion of old age. By allowingxthe groom s sister to
be received as a guest, and by accepting the gifts which she proffers,
the bride has accepted the change which their intrusion represents,
This is portrayed by the change of her»clothes (youth‘s unadorned
beauty 'is gone), expressed in the intensity of the subsequent lament-

ations, and symbolized in the stricture that she must now cross herself

when crossing a threshhold., Likewise, in the rukobit e, the bride
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changes her clothes to acknowledge her bridegroom, associates parting
from home with parting from her krasota, and, in reference to her
{mminent departure for the church, she depicts marriage as a trans—
formation of girlhood into old aée. In her first lament, the girl sees
this transformation as an act of betrayal by her parents, but bv the

end she grieves over the imagined depiction in embroidery of the unity
of God's law with that of nature. She has moved‘from a recognition of
personal change to an acceptance of universal change.

A curious feature of the poetry is~revealed through this cerem;ny.

'.It is generally ‘accepted that ‘the close fusion of ritual and lament is
a sign that the traditions are very old and stem from a time when the
acthal social and economic position of the young girl was the original
impulse for the creation of the laments. But, in this ceremony, the
poetic expression of grief and the actual teafs of the bride are less.
intense in the most formal of the lamentations. As the laments become
more abstract and less personal, reflecting less directly her own
' "betrayal", the grief becomes more intense, Where the words most
clearly reflect the kind of social context considered to be the basis
for bridal laments (particularly the reproach laments), the emotion
seems to be the most stylized ~ As the reproach theme subsides andvthe
pcontext becomes less immediately personal the overt display of grief
increases. 1Lt would seem, in this case at least, that high 1ament—
ation is achieved not by the individual predicament but by the
individual experience of a universal predicament. In the ceremony/of

the Tersklj Bereg, 2 similar abstraction was achieved through the

elaborate ritual gestures and the professional mourners during the . *

smotriny.
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Tot'ma: " - ' ’ ’ )

An exam;nation, ritual for ritual, of the structure and function
of Russian wedding laments need have no conclusion so iong as thefé
are recordings left toxh!,2§nsidered. .While a. typologieal comparison
qf rituals from région to region could’yield interesting resuits, that )
. too wduld”be a stud; of copsidérablg maghitude. Nor is if the task

undertaken in this dissertation to AOte';nd compare the peculiarities
of‘each village ritual. Rather, we have set out to discover the basicf
features éf ritual bridal laméntétion and to see the Russian tradition
"in comparison to that of German weddings. For.this reason, we must nof
lose oﬁr focus from the' act of‘lamentation itself. Here, in conclusipn
to this chapter, I shall examine the act of lamentation from thé point
of view of the lamenting bride. In this; the fusion of ritual and -
lamentation is precise, indeed, the act of.lamentatioﬂ and the words

»

expresSeq,being mutually dependent upon each other, ’
| The ritual ceremony which I will be examining in this reéard

comes from the village of Rykalo&skij, Spaskaja districﬁ, Tot'mé

county, ;nFVologda province.85 Uplike»the wedding rituals pf the:north,

which‘were‘sparsely-colleéted in the nineteeﬁth century, recordings

from Vologda province are numerous. Early recordings preserved a rich

4
S

tradition which was already on the wane by the time V. A, Aleksandrov

86 Aleksandrov tells us he had tb resdrt

made his recording in 1563.
to the memories of the very elderly, tﬁat”by his day lamentatiog was
>1imited mainty-te the devitnik. ﬁy then,.as vell, fhe veil was in
c§nstant use only in isglafed communities, In 1896, N._G. Ordin

recorded the wedding rituals and laments from rural districts of the

Sol'vycegodskij country.87 N. A. Ivanitskij contributed recordings
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from Vologda in 1890,88 1ements without rituai description appear in

an article as early as 1841,89 and the Sejt voluﬁe includes a nuuberiof~
laments from the province of Voldéda but with no consistent.;itual é
description (the laments are taken from a selection of‘localities).

py the time of the Edemskij recording, in 1910, the traditions of the
more central reglons of Vologda provinte‘had been cdmparatively well
documented, and were furthermore noticeably in decline,’ deéen'sa
fnterested Yedemskij on two counts -- because it needed to be recorded
still, and because in its form it was somewhat different from the other
areas of Vologda province. We will now turn to this rether unusual
wedding ritual in an attempt to discover the function of lamentation

ae understqod by the bride and expressed, poetlcally, in the wording

of the lamenes and,.riiually, throughout the‘ceremony.

The ﬁajor ritual divisions follow the predictable pattern., The
svatovstvo and the smotrinx are not occasions for any bridal lament-
ation., That 1s initiated during the rukobit'e, the first ritual con-
'frontation ‘of bride and groom Quite a numbe; of laments are performed
during the gatheripgs of the clan during the week of preparatlons.

The last ritual of this perlod is a visit by the brlde and her girl

f;iends to a hill ove:looking the home village (na ugor) and, with her

father as well, to the place where the beer was brewed (na povarnju).

-

The iast three ritual divisions are the devicnik, the svadebnyj den'

and, finally, the poezd Kk vencu. : °

The rituai7inéludeé a few somewhat unusual characteristics, The
bath-ritual takes piace just before the start of the devilnik,  There
is comparatively.little ceremony or lamentation, although it is pre-

~ ceded by'lamentétion«on the atrrival of the guests from the roof-top of
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thé house. The only lament directly connected with the bath is in the
form of thanks to the bride's mother and sister for heating up the
pbath. The rest of the clan arrives soon afterward, and is gréeted by
1;mentation;‘ Yet neither the preceding nof fﬁe.subsequent lamentation

is directly related to the rifual of the bath. The krasota ritual

0. ’
takes place toward the end of the wedding day and shortly before the '

departure. lnlike the bath ritual, it is accompanied by a lengthy
lapent and a clearly*definedﬂ}itual._‘Yet the'positioning of this
ritual so close to the departure somewhat aiters its emphasis, ond theﬁ
lament echoes one sung by the bride duriﬁg the deviépik. ' In the

earlier of these laments, the bride searcheé for a sanctuary for her-

self, not:for the krasota (as in the case in the later lament), and

" the motif is remarkable because .the bride cannot find a sanctuary for

herself; later she does find one for her krasota.

We have already discussed in general terms the concept of .time as
expressed in the Russian laments, The time theme occurs frequently in
this recording. . In the early days of the celebrations, time is used

to explain the bride's sorrow. ‘At first glance‘it would seem that”thé

bfide fears time is coming to an end:

...MHEe HEMHOXKO TO 3IUCh REIbA
Toro moMeHbme KpacOBaHbBA

[V 6aTwmKd, ¥ MaTyIKH]

He romok oT TondBarH,

Ja He 3UMa-Ta 3uMOBaTH,

Jla He BeCHa KpacoBaTHCH,

He rynaTs JeTa TeENJOBO,

Jla He TomTaTh TDPaBH mEJTKOBH , _
Jla He cwMarTh xneba’ 6enoBo! (Edemskij, p-. 27, L& 4-5; 8-13)

There is a suggestion 'in this lament that the end of life "here' is

the eﬁd of life itself, that not only the girl's growth in beauty will



is used to symbolize the setting of the bride's youth:

Pl

come fo an end, bLut the very change in the seasons, the predictable
rotation of the yearly cycle, will cease when the bfide marriés. Tﬁese
things will‘only‘céase for her. The special characteristic of the life
the girl will be leaving is the ever present renéwal. Season follows
geason, year follows year; there is an abﬁndance of good food ané lush
gfass; and tﬁe beauty of the gi;l is'coniinuously increasing, The
image is a pastoral one. Tinme, with the connot;tioq of inevitable

decay, does not 9roub1e the picture.

" In three laments which are performed subsequently‘to-the one

quoted above, the time theme 1s expressed particularly forcefully, 1In

the first of these, the setting sun (the lament is sung toward evening)

N

[Mue 31ucE ®UTHA] .

On#a HUIUIEKaA-Ta BDEMEUKAa;

Y¥ KaK 97Te LEHEUUKYU

NOKEXYTCe 32 YACOUHUKH...

Komy-T0 kKak kxaxuTrce:

lnAazc, MHe MOJOIelleHBKE

Cxonur co(a)HIE HU3EXOHBKO,

Beloe IHU KODOTEXOHBKY, EO

Umer Bpéms CKOPEXOHbKO+ (Edemskij, pp. 33-34, £L.8-15)

The bride's awareness'oflisolation is expfessed strongly here. It
occurs at the end of a lengthy lament in which she addresses a married

woman,. asking her about the people -and the 1life "on the further side.“

- The addressee, wégbiﬁg, describes to the bride the hardships which’

await her. There would seem to be an. association, here, between the
coming of night and the coming of death., We are told, not tﬁat night
is coming, but ﬁhat bright day is péssing, that time is slipping by..k
The sun ipage occurs again when the bride bids her girl friends

accompany her up the hill (na ugor):

129



130

A Kak HQ paHHO TO H&4 nBODC
Jlza e BHCOKO=TO COYHHIKO., -
Jlakx OTXWUJIg-TO AeBHILEK,
Oreabsa-To HepecToP!
CoORHHUWKO 3aKaTauTCe,

Bescili mpeHb BedopauTCe

Jla nupeil Bex xoporaurce! (Edemskij, p. 39, £L.12-18)

Here, che approach of evening is suggested in the penultimate line,
The enoing of the day reflects the ending of an era (‘dive] vek") and
of a life ("otzila-to deviceju'). Thaxlament shows the sun sinking,
 but not its rising the next day. In other words, it is recurrence,
renewal which is coming to an end for her. The constant cyole has
been broken (" sovnysko zakataice"), although only for‘the bride, and
a kind of eternally renewable time or tlmelessness‘is being replaced
by a life in which time runs out (as evening turns 1nto night) instead
of constantly renewing itself.

In the third of these laments, the sun is not used as a symbol,
but death is referred to specifically.‘ During the devicnik, the btide
prays to God, to the Holy Trinity and to the Vitgin Mary, lamenting
’because ‘heavy sorrow and early death are approaching her.90 Again, it
is to be noted'that it is the passage of time which 1s lamentable.

In a 1ament on the wedding day, the ending cycle suggests the
death of nature through winter. The isolation of the bride in her-
fate is poignantly clear in this rather simple lament:

LJuyda A MOJOIEMEHKa
llc mo 3¥WMe-TO CTYLEHOW
la mo CHexKy-Ty IO GenomMy
Mo HacTY-Ty NO KPEIKOMY
He pacTeT Tpaba MEYyKOBa,
He upeTyT LBETH aljbe:

Noche BUHIA& TO 3Ja&4YeHOERO
- Yy KaK MHe MOJOIemeHBKE
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Jlev He OB Bae T =10 fenitelo,
Heo cnpbit =10 Hoete crow, (Bdemskiy, p.o 18, e 2-11)

It is the bride's fervent farewell wish that the pastoral ideal
not be broken for those she leaves behind. This wish is expressed

first as the father tries to lead her to the table:

Tv npomaii-Ka, nPeKpaCHoll pail,
Qcraraifice, 3edeHO cal. _
LoJe He OnBaTh la He DYJIHEaATL

la 1 BO Ccaly-Ty He CC¥HbaTh
KHpacHowy-Ty IeBHLEK
Jla uyecHOl-caaBHOH HevecTol! (Edemskij, p. 113, €4 1-6)

There, the image depicts the departing bride, and her removai from the

v

green garden. As the bride leaves for the wedding, she first asks her
father for his blessing. Shé then laments, %sking her father where
she will find a dwelling place for herself, and expressing a wish on

behalf of her girl friends:

 Yw rop neff-xo MHe, OaTHEKO
Boxbi BONBKY—~TY BOJBHYW :
Bea MeHA na Nocle MeHH ‘ : §
Toxoq¥The ma narynetd -
Moum CH3LM-TO TonyOymram
loponoukamMu-ynoukam. (Edemskij, p. 126, £L. 3-8)

and, more extensively, in her last lament:

Mpomafite na ocrasafitecd,
Bce noafg-Te C INDPUNQIbKaMHU . .
Ha ayrosbdA C NPUTOPORKaAMH :
Bece rysfdp6uma-Te-urpHma. )
Ila Bce KauyJbKH-Te KDPyTJHe .
¢ Bce TonoBfi-uecTHy npasHuukn! (Edemskij, p. 127, &L 9-14)

(&
o

Does,it not seem strange that even the calendar holidays should be

included in this final farewell? The desire that the world should

? , ‘
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remain unchanged seems to make sense so long as the glrl friends are

. ,’.‘u

- the subjects‘referred to. That the bride should wish for them a. kinder

fate is understandable,‘although it is not élear what form that'fate

should téké" however, by fixing in a moment of eternal permanence the
unmarried girls, the fields apd meadows and those holidays which mark
'~ the pattern of the recurring years, the/bride'wighes that her memories
‘and those girls’who,represent what she once mas should remain outside
‘of the iéws of rimevand change. Like the‘idyllic vision of the fields
in summer or at ‘high noon, the picture of the’eternally dancing
meidens consoles the bride in her own ‘loss. |

But let us return to the now famlllar ritual of the unbraidlng
and its*accompanying 1ement. The bride searches for a sanctgar; for
rhe krasota‘firsf among her famiiy, then emong her friends._ Having
rejecfed these places, she plaees it upon_the gold cmpoias of a ehurch,

tut the winds and rains dislodge it, Finally, it is entrusted to her

"sister;féhpse joh it is to take it to af%lace’where it willhteli all
goodvpeople>of‘the'hride's grear beauty. | R | *
| We have eireedy noted that this iamenr is to”some»exﬁent an echo
- of an earlier‘lame'f, in‘which~£he Bride searches.for a sanctuary for
herself,»which was performed when: the brid%}hed gbne with her friends

to visit the places.they had frequented dqring the summer., Thus,

) ©

through the lament and the ritual, the maiden life becomes crystallized

into a moment of summer. She considers as a sanctuary both the'aspen

v

. tree and the birch tree, but must reject both of them, the firsr

because it was accursed by Méry in a legend, 'the second because the
warriors from the "forelign side" c0uld easily spot her and shoot her {



“¥

. What is the difference betweenithe'two 1aments? ihe ride herself
can find no sanctuary (she even complains to her father begbre’the |
departure that she has mo. home, oo dwelling place which is hers) ,
because she has become part of time which 1is moving her onward into a’
new life, a."great change". The krasota can find a sanctuary by
isolating itselfifrom her and, consequently, from time. it, however,
woes mot becone a‘mere static synbol of past giory. On the contrary,
che krasota receives a mission, which is “to tell "good people“ about
her greatlbeanty. Although it is not clear how the krasota will go
about informing the people, its presence not only preserves the bride s
‘youth in timelessness but alSo casts a certain shadow over the pastoral
idyll. The threat of.impermanence mars the beauty of the landscape.

Sorrow and lamentation are tightly fused withjlhis awareness of

time. The bride weeps while the girl friends do not:

Eme KakK He nlakaTH, . .

Iz rope namHo# He TyRATH < -

‘Kz OnauyT O4u-Te fACHEE

Iz TYXUT ceprue peTtrBoe? (Edemskij, p. 31, ZL 36)

L » i v .
The recurrent refrain with which many of the laménts open identifies

the bride with her sorrow: ‘ . Ty

¢

. Ox T¥ MHe xa TomHemeHbKo
T lla. .. (Edemsklj, e.g. p. 32, 2.9

The wedding has two-meanings; one for her and one for everyone else:

K HMM Ha IUP na Ha 6paTmnHKy
Ila pa Becéuny-Ty cBanelKy,
Ko MHe KpyuYHMHHO¥-TO IeB
la Ha TopE na Ha KpyuAHY : :

Ta Ha Teualb-Ty Beanxyo. (Edemskij, p. 29, LL. 16~20) -

®

133



134

The mother is in places identified with the bride through thie sorrow 3>

which is both their ldte:. )
[y] cnesnuBH-TE® Malyumky (Emnskij,e.gﬁp. 17, £L. 3-6)

In another place, the bride's sorrowful dream and waking tears contrast
~ ' oo : g :

N\

to the eesy‘sleep and happy awakening of her parents. (Edemskij,.p.'30,
il, 13-24). The veil which the bride must wear at all times is a

symbol of ‘her sorrow:

[3aBg3aBasa-To KyMymKa ] . K
Ha any ¢ary Ty crnesaueyrw (Edemskij, e.g. p. 31, £. 20)

In her pleas to her family not to betray her, she construes marriage
as a sentence to SOrrow: ‘ : R S

, [He-ocraBbTe MeHs ]
- Ja B ropomke--BO KPYyIHHYmKE
ﬂa B Ileuale BenHKom' (Edemskij, p. 20, £L. 5-6)

By a curious juxtaposition of words, the act of lamentation would

‘appear to be, in‘itself, ﬁ'holy act:

- [BrarocnoBy MmMeHA. focnonn] %
Ia Ha ToNepemHH} CBATHH uac "
llopeBuTh TO nonnakaTtH! (Edmmmlj,p 29, L. 4 ~5)

‘One lament fragment, repeated on three occasions in only slightly

altered form, is an invocation by %bride to her own lamenting voice:

HOKaTHCb—KO, BHQéHb roxnbc,

-Bo BCe UETpPHE Ta CTOPOHH,

Danrexo 10 cHpoOft 3eMie

Ia BHCOKO N0 nNojxHéGechbi : : v

Tlo Bcei#t pomue To cepreuyHoro. (Edemskij, p. 29, ££. 6-10)
s
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The lament continues,go enumerating all ‘the members of the family and
the clan where'they are celebrating the wedding. Thus, she Sends the
v01ce of her sorrow to trouble the joy of the.feStivities. On the
\second occasion. the lament is Sung on a hill (na ugore), where the
bride has gone. with her friends to 1ament. It is sung for the final
time early in the morning of the wedding day. - The bride climbs with
“her friends to the summer roof of the hut. The lament is sung by the |
girls, in the bride s name, while the bride sighs ritually and occas-
_ionally laments, The greater ritualization and stylization of the 1:;//
performance would'seem to enhance the solemnity of the occasion (Just
as- the participationvof the professional mourner had this effect in
the‘more northerly wedding ritual). The girl is dressed in her
"holiday‘clothes (also, as w: have seen, an important~element invthe

ritualization of solemnity), and the lament is somewhat "shorter on

this occasion. Responding to the lament, the father brings money to

the brgde and blesses her with the wedding bread (i e

2

This repeated lament is interesting in a number of ways. Just_as ‘

g the krasota had the mission~to tell the world of the girl's former
2

beauty, so the lamenting voice has the missiOn to tell the world about
the great SOrrow of the bride. ’/y should this be so? what purpose
will this sort of lamentation serve9 The krasota and the voice are
animated; Their job is to trouble the tranquility of the . pastoral
scene., Can the ' good people" and the’ merry wedding guests remain un—C
touched and unperturbed by this testimony of betrayal and sorrow7 The

transience of the bride who can find no sanctuary for herself is a kind

of prophecy to the world that the pastoral tranquility which 4is being
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shaken for her will also be shaken for them, Thus, in the bride' s

departing wish to her girl friends there is also a note of prediction

-and a recognition of the_inevitability of change, The'isolation of the

'bride s fate is only temporary. It is human destiny that all must be

subject to' the laws of time and change.
r"his function of 1amentation must be seen within the wider context
of the ritual structure of the entire ceremony. A crucial moment in

the proceedings occurs‘when the bride is offered a drink from the hated

“rsvat;‘ Refusing the drink, the bride begs her family not to accept the

drinks for themselves, for ‘they would thereby be betraying her. Not

only do they drink, however, but the father repeatedly enjoins the

'bride to accept the drink for herself ' Finally, she complies, thus

‘ betraying herself: : o ' o J(‘“’rZi/

Hponu.na, BHIHO, Mo.no,ua : v
Ia cBow OyfHy-Ty ro.nosy (Edemskij, p. 71, 22, 1-2) )

¥

- Likewise, the bride allows herself to be "tricked" (as she’maintains in

ok

a lame .on the subject) into dressing up for the groom and his clan

and fi ally submits, after a show of rebellion, to being led to the

-awaitin groom thus ritually handed over from father to husband In

each instance, she stood initially in opposition both to her family,

who are in the process of abandoning her, and to the "other side" who

'have come to abduct her. Yet no one has expressed a wish to be rid of
,her or to capture her. Those to whom she is in opposition are
'executing the details of an arrangement which has become law. Thus

‘they, too, are secondary to the law of the ritual. itself which is the

)

law: of destiny. By submitting, reluctantly or under coercion, the
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bride yields not to the will of her family or of the outsiders but to

“ritual inevitability. 3

Lamentation is not toybe séen as a kind of swan song of the
"dying girl, as the totally iutilevexpression of despair when‘her
short-lived resistance fails. Theflaments create the impression that

the girl's fate is‘unique; and that it must warn the norld of‘the
great injnstiee which is;being-perpettated. It ‘is a worK%%geont of"'

patterns of despair and submission, which derives its force from the
& N
ritual dn process and its meaning from its universal application. The

» same laments have been sung before and will be sung again, each time

shattering the\idyllic image of the timeless village as 1f it were for.
the first time.‘ In the fusion of lament and ritual, the universality

L

.of human destiny and the individual An transition are kept in a’

a AL
& A

FRES AN

balanee which does not detract- from the necessity of the One or the
poignancy of the other. Thus, the bridal. laments may be said to be

both personal and traditional ) -
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87N; G: Ordin, “Svad'bé.v podgorodnix volostjax Sol'vycegodskogo
uezda," 2ivaja starina, No. 1, Part 2 (1896), 51-12%t.

88N. A. Ivanickij, !"Materialy po etnografii Vologodskoj gubernii,"
Sbornik svedenij dlja izudenija byta krest'janskogo naselenija Rossii,
ed. N. Xaruzin (Moskva, 1890), Lio. 2, Part 1, pp. 1-234.
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Pl



CHAPTER THREE;
The German Songs
The ‘term 'wedding iamentt 1s, generally speaking, .associated with
the Russian wedding lament; There 1s not even such a térm as deutsche
'Hochzeitsklﬁge. The implication that wedding laments‘db not exist
amongét other peoples would be reasonable if we were to accept the
Soviet interpretation of the lament form. 'Where the lament ié seen as

. . L
a response to a given set of social conditions, there is no inducemeft*

to look for examples outside of those social boundaries. 3ut I have

rejected such an in;{rpretation,'”" proposed that the lament is a

ritual expression o B Tated directly to the conditions

B 14

,» I have also lifted’ the geo-

Q'

.graphical bar:}e?s and left open thé’possibility thatswedding laments
may exist 1n§z;n~Russian culturg§ andvin cultures not directly
influenced bf'Russian customs, folk rituals and religious thouéht.
German bridal songs are sufficiently unlike those of_Russianthat
fhey would not seem to be an obvious.targef for comparison. And,
unlike ébme Finni¢ tribes which boast a rich lament tradition, Cerﬁan
and Russian peoples have rarely mixed wit;out an, intermediary language

- -

"and culture such as qui;h, Rumanian or Serbo-Croatian. Germaﬂ bfidal
songs are usually sung to the bride, rather than ﬁylher. They are
generally didacfic 1in tone, and they remind the bride of her duty, and
of the hardships which are a part of her fate, Religious themes pré;
vail.» There are fewer songs than in Russian ceremonies, and many

rituals are not accompanied by bridal songs, Both the rituals and the

songs, however, when examined closely, abound im allusions to death, to

' ‘r;_,‘ 145
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_ passage, and to tinoe: measurement..‘Symhols and dance“dramatize these
-points'of view, as do the rituals thems@ives.‘ The.songs add a depth ’
‘of meaning which would- otherwise be 1acking and, more 1mp9rtant still
create a‘tension between the.personal and the universal ‘which we al-

ready found to be of importance in ‘the Russian wedding ceremony. = S

A

in the Russian poems, the motif of the journey is prevalent, and the

structure of parting and joining is basic to the wedding traditions of

both cultures.

.Historically, German wedding rituals have been,subjectfto consid-
O » !

erable state manipulation. Numerous police and church decrees were

~issued in virtually ever part of Germany in order to control as rigidly ¢

as possible every aspect of the pre—nuptial ceremonies and the post-
’nuptial celebrat;ons The number of guests allowed at meals, the

: dishes whiqh might be served and’ the amount of liquor which might be
AN

| consumed were legislated with- astonishing detail and austerity. 1 Some

of" the 1egislations would seem to have stemmed fron the desire for a:

[ ¥

erestraint on excessive frivolity, the need ‘for which is apparent from
0 N .

the following aceedﬁt:'

Den meisten der sich beteiligten Gﬂste tat der: Branntwein
schon etwas zu leide,:und nur daraus 14sst sich die
schreckliche Zudringlichkeilt, Unbescheidenheit und das =~ -
furchtbare Toben erkliren, was mit einem Male entstand. Es i
ist dieses Gebaren zu vergleichen dem Dxingen, Stossen,

- Schieben.und Belssen einer Zucht Ferkeln, dié uber eine

: kl ne Krippe herfallen, Tisch und Binke seufzen unter dem

o

seitigen Dringen.s N _ Yo
- A Not Qll the controls, however, would seem to have been so easily just—
!

s ified Pre—nuptial ceremonies, in particular those signifi%@nt rituals

which solemnize and celebrate the engagement! the tra&%@ er oflthe\dowry,

o -
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and the MHdchenabend (in which,the bride takes formal leave of her

family and clan), were strictly oppdsed by the authorities, It would

seem that the church tried to break down thOSe‘traditions?which the
population/as a whole tended to recognize'as oﬁficial declarations[of
. : e Lo ‘ \ R '
marriage union. For'simil;?\reasons. the customary, lengthy_engage—_‘ T
nents wereushortened,'sowthat.the temptatior would be reduced_ﬁorgthe
. young people to regard the engagement as tantamount to marriage.
:_Originally secular in nature, marriage first came to be solemni;ed by'
the church door and, later, in the church itself o
From about the sixteenth century onward,;church_influence‘became
véry pronounced larriage was viewed asra sacrament, and churchlteach-‘
ing infiltrated some of the ritual and poetry The bride's'crown came
to be identified with the crown of the Virgin Mary, and brides tended
~to dress in the manner of the local statue to the Virgin.3 Biblical

references abound in wedding poetry speeches delivered at the engage-

4
-ment. ceremony and elsewhere refer to the Creation and to Adam and Eve.

.?m

‘--It came to be- common practice that both the bride and the groom undergo
a marriage examination by the 1ocal priest. The young people had to
demonstrate their¢knowledge of the scriptures and of their respective

' duties within the family.s‘ Beﬁore the bride's departure for church a

hmale member of thegwedding party would remind. her of the seriousness

Luof the step she was about to undertake.6 The most-pOpular_and well=

] . ~

known of all wedding songs identifies God as the institutor of
marriage, and describes marrjiage as a penance and a duty which mdst be-

- suffered gladly until the Day of Judgement should arrive. I give the L

I 4
poem in full here because it helps to understand the general mood of .

@

o ; : : Q'., ,"._ . “ﬁg
Y ot ‘ o R ' . > C.




German‘weddings and wedding poetry, while not being in itself of any
parﬁicqlar riﬁual importance. The following_version.is Alemannic in

origin:

HBrt alles, was ich euch erklir':
- Wo kommt denn euer Ehstand ‘her?
Merket auf mit Fleiss! : :
-Er ist vofi keinem Menschen. erdicht t,
Gott selber hat”ihn eingericht t -

Im Paradeis, im Paradeis.

“Wie Gott den Adam hat erschaffen,
LYgst er ihn ganz freundlich schlafgn,.
Tut ihm nicht weh. .
Er nahm ein Ripp aus Adams Leib :
- Und schafft.ihm draus sein eignes Weib, -
Setzt ein die Eh'
Es so0ll sich niemand lassen dranm, .
.. Der dieses Band aufllsen kann
“Als Gott allein;:
/‘f«Er nimmt den Ehstand wohl in acht,
vWeil er - aus Wasser Wein gemacht,
Zu Kanaan,

Der Ehstand ist ein hartes Band,

Well er muss-durch des Priesters Hand
Gebunden. sein: ’ -

Der Ehstand ist eine harte Pflicht
Was man vor dem Adtar verspricht

Muss gehalten sein.

Der Ehstgnd ist eine harte" Buss'
Dieweil man so viel leiden muss,
 Gibt Kreuz gar wtel. . &
‘Man muss sich halt ergében. drein, o
Muss - will;g und geduldig sein, -
So lang Gott will. - -
. Wie'werdeg wir alsdann bestehn,
& zum End' deruWeiﬁﬁﬁird gehn

- Un¥ @Qt dem Auge Gottes klar,’ ,
Sei's gut oder b83.~ o E e -



. . . s :
Jetzt bitt' ich euch, ihr Hochzeitsglist,

.Dass ihr die Brautleut' nicht vergesst.

Gedenkt an sie! :

Verricht't flr sie auch ein Gebet,

"Dass sie den Ehstand recht antret'n, ' -
Auch halten tun. '

Nun also gratulier “ich euchj ..

- Den Frieden wlinsch' ich allezeit

Bis in den Tod! :

" Wir wunschen euch viel Gluck und Segen

Und |
'

‘vas

kFolklorists haVe,at“tiﬁgg“éﬁnplified the wedding rituais by regard-

ing them as Christian perversions. In the period of the Third Reich

CustavOJungbauer argued that the 'ritual history of the wedding was a -
) two—part strueture of Germanic (or pre—Christian) and Christian.B_ He
viewed the‘Christian-ﬁnflﬂence as_a corrupting one, espeqially in
‘ Aregard' to the positvion of women in ‘society.. The subseryience; of the . mi;

-~ “

wife to her husband and the weighty responsibilities she acquires

‘ through marriage (the duty to love and to. serve, the curse of bearing

, children in pain) were seen as a degradatipn q§ the mo;e'ggalitarian
'.Cermanic society. I wouio argue that there is an-integration'of |
"Christian and secular elements-in the wedding ceremony and,qurther—

more, that the “dioactiCism" of nuch of the poetry is not as super-
"ficial as it may at first appear. |

‘In fact, it is curious ‘to note that}there is less clearly defin—v

able religious influenoe inrthe German rituals_than in the Russian
ones. Aﬂconsequencevof‘the tight'control,of pre—nuotial celebrations
was the postponement of'rituais of;parting until after_or;onlyt3ust

‘before the wedding had"takeh place. The dance plays a major role in

- .German weddingsigand:the dance figures ritualize parting'and joining in ‘



)

"dance" may be a misleading term, where we areyspeaking of a highly

=

M!

one. I will be describing some of these dances in detail althOugh

3

dynamic ritual‘COmplex.g' - ' o , -

>
H \
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. Karl Weinhold has_indicated~that choral%music played”avmajor‘role o

L

'in weddings of the Middle Ages, but that it has largely been replaced

™

by‘band music at suchfoccasions‘as the processions'to and from the

church.10 There'is still evidence, however, of a general choral

structure to the surviving wedding music;‘

In order to approach the question ‘of the lament features in German

M
ritual wedding songs,. I will consider samples. of wedding poetry in

‘reference to ‘their position and function within~the ritual, as well as

oy

in reference to their thematic structu_re.l For this reason, T will

.

. : R S o , o
 organize my study in accordance with the ritual developments of the

. wedding ceremony, beginniégrwith,the courtship and betrothal, and end-

ing with the final initiafioh of the bride intoimarripge.

) & - : : .
Unlike the Rugsian wedding laments, whichyare.to be found in a:
variety of journals, monographs and anthologies, German bridal sd@gs
are difficult to locate. The main reason for this difficulty lies in

the lack of a_general‘recognition of the~importance of the genre. A

“further reason is that the German songs havegbeen dying out over a
lpnger;periodiof time than have the Russian ones; and the major

surviving sources are the folk traditions of isolated German enclaves,

such as SiebenbUrgen, Gottschee and the Banat. Often,.the texts appear
in dialects which are difficult to follow,.and ritual annotation is

not always-extensive enough. More: often however, the ritual descrip-

tions of wedding ceremonies do not ‘include song material Didactic

1songs, such as the Ehestandsligghquoted dbove, have, at times, obscured

N

i4
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’-simpler, more ritualistic bridal.songs, to the pointvwhere they would
seem to have disappeared altogether in many regions. It'is left to us
to piece together from the. material that 1s still available, a trad—

<5

ition which may once have been of considerable significance.

Werbung

For the most part, marriages‘were arranged by the parents of the
couple, or even by the entire clanl‘ One, or two highly respected
‘members of the clan were chosen to represent the bridegroom s. family

\_'\
in the choice of ‘a spouse and in the negotiations with the girl'

vy ~parents. Terms used to designate these people vary according to region{

ituals ‘and. ritual sayings applied to the Werbung as well as to- other

‘moments in the marriage ceremony, but had little to do with the bride,

although a formal demonstration of her willingness was sometimes'

\expected.lzz ‘ ' ‘ ’ '

- . ” ) .

There is one type of folk song which is ‘related directly to court-
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ing procedures, although no particular ritual basis. has been establish— N

ed. These songs are in dialogue fOrm, and describe»the-visitation'at

‘ night of a young girl by a suitor.‘ The asSumptiOn made in the gpngs is
that the rendezvous, which may leave the girl pregnant, will nonethe—a
less end‘up at the church door. This type of song, known as the
Kiltlieirl3 has some interesting features for the student of the lament.

Firstly, it is related to a ritual connected with. marriage (generally

:known as Fensterln or Nachtfreierei), in which a man ‘visits the girl of

uhis choosi%g during the night and knocks on her window to gain admitt—

-

'ance. Secondly, it is in dialogue form, the bride addressing the groom

, directly in at least one stanza of the poem. And thirdly, in many



instances it contains, a certain lament motif, when the bride complains

9

to her lover that she is pregnant and he must not leave her, or that

she has lost’ner honour:

Ich habe geschlafen in deinem Arm,
Ich habe geschlafen, dass Gott erbarm,
Mein' Ehr' hab ich verschlafen,1l4

Unfortunately, a study of these poems has no real place in the present
~dissertation. Wot only is the ritual basis obscure, but the lament -

if such we may call it ~- does not suggest the passage of the girl,ix

N
A oy

\
from one state to another. The promise of marriage, even when iépcon—

.

cludes the folk song, has the effect of providing a happy ending, but

is.not important in itself, °."
Verlobung - o

_Known by a variety of terms, s¢¥ch as Lofte in Lippish15 and Hand-

152

stroach (note the similardity to the Russian rukobit'je) in parts of the

Tyrol, l6,‘the engagement ceremony was considered a solemn and irrevers—
ible promise of marriage. Old folk songs indicate the symbolic import—

ance of the engagement, as in this example. %'
Ich nahm den Kranz in meine Hand, . ,
Gab ihr mein Trau zu einem Pfand -
Von ihr wollt ich nit weichen:

\\ Weichstu von mir,' richt's®ott an dir,
Man find noch wol Deinsgleichen 17

In a description from Magdeburg, we are told that the engagement cere-~

mony traditionally involves the exchas

ing of vows, ‘the free affirm-
ation by both bride and groom, uifnesses, and a dinner party after-
wards. 'Die jungen Leute wUrden durch dieselbe zu wirklichen ]

Eheleuten,‘ob sie,gleich nochvnicht '2ur Kirchen und Strassen gegangen

I
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Q

g seien," we are further informed.18 The finality of the engagement

could prove a threat to church control of such matters and, in a very
early decree (1380) of the area, secret engagements are forbidden.

According to Saxon law, the engagement was concluded by the pay-
: 1
ment of the bride-price, a practice which, according to Wegener,*9 had -
P o S 7 _ = .
become merely symbolic by the seventeenth century, and had totally

disappeared (except for a few vestigial sayings) by the nihefeenth

century. Yet folk songs would seem to have a longer memory, as withess

%

this one from Silesia: . P

'Sind drei draussen, Frau Mutter!'
"Frag, was sie woll'n, meine Tochter.".

'Einer will mich haben, Frau Mutter!'
"Frag', ob viel Thaler, meine Tochter."

'Dreihundert Thaler, Frau Mutter!' .
"Das ist zu wenig, meine Tochter." (Erk/Bohme, No. 565)

And so it goes, until the would-be bridegroom proffers five hundred
IR
talers, upon which the mother advises the daughter to accept him,

¢

o

Das Brautgutfahren

. Many terms are used to designatefthe ritual trenSportation of the

bride's dowry to the new house. Kiétenabend,zo S&merfieren,21 and thie

eccompanying rituals of Brautdiesse and Brautbesen22 serve as examples,

' This is a ceremony of passage, perhaps a remnant of the original -
L] ‘ ' .
'marriage ritual itself.23 The wagon which carties the goods is usually

ei‘_ggailylaecorated, and some of the decorations may be symbolic‘of

marfiage (such as the spinﬁing—wheel), fertility; wefMth, and female

— ‘ N
1abor."24 The Lippish bride is aided by her girl friends in the winding

of a flax bundle.25 . The girls hide various items, such as children's
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- toys and clothes, in the bundle, and itwis placed at the back of the
wagon.. l'eanwhile, the young menbhave decorated a broom withicoloured

.ribbons and egg shellS, and topped it with an apple, and this is placed
at the front.pf the wagon. Furniture is piled in the middle, and the

. loaded and decorated“wagon is driven to the new house on the day before

- the wedding. The journey is not unlike that .of the wedding procession
" the next day. " Food and drink are profFered at the new home,26 and

during the journey obstacles are placed to ‘bar the passage of the

wagon (Wegsperrungen) until a ransom has been paid. 1In some cases,
the arrival of the wagon at the new home is followed by’ the preparation

of the marriage d. This could be the. occasion for bawdy jokes and

L]

songs, or for a variety of practical jokes (such as making the bed s0
that it woul be Uncomfortable to lie in) or, as in the Lippish
example, of shutting the seamstress and the carpenter (who, of course,‘
made the dowry) into the nuptial chamber for a few minutes.27 The

custom of WegSperrungen (also Spannen or Flirziehen), common as well to

the post-nuptial procession, is described as part of the ritual driving

of the dowry in ‘many regions, as here in Laakirchen, Upper Austria:

Die. Fahrt musste aber Hindernisse Uberwinden, die Brautfuhre
wurde "verzogen'", d,h., es waren Uber die Strasse Schranken
gemacht, vor denen der Wagen, Halt machen musste. - Die
Burschen spannten einen Strick, oder hielten eine Stange
querliber, an der war meist ein Blindel Heu fiir die Pferde in
der Mitte befestigt, damit diese wahrend der "AblBsung" ruhig
‘blieben, Die Brautleute mussten Geld fur einen Trumnk als

. Schrankensteuer oder Ablosegebuhr zahlen, dann konnte die
Fuhre wieder bis zur nachsten Schranke, wo slch der Brauch
wiederholte.28

The importance of the spinning-wheel as wedding symbol will be

‘discussed later. The decoration of the new spinning-wheel figures



’ _ 155

highly as pre-unuptial ritual in areas where the destruction of the old
spinning-wheel constitutes the central ritual of parting and initiation
at the end of the wedding'celebrations. Two rhymés from Olvenstedt

attest to the -importance of the spinning-wheel in ritual matters:

Spinne, Mek'n, spinne schoen, _
Bald wirstu din Fraier sén; (Wegener, p. 240)

Mek'n spinnste fine,

Dern sosste waer'n mine,

Spinnst'e ocaw'r growwe, '

Denn goah'ek dick vorow'r. (Wegener, p. 241)

[

~In some regions, a new spinning-wheel is the major‘gift to the

o N

bride, who discards her old spinniﬁé—vheel as part of the post-nuptial

ritua.s of parting, When the new \Einning-wheel is .carried in the

dowry wagon, it is brightly decorated. In one community of Magdeburg,'

HBtensleben, a strange ritual is_recorded; In‘the middle of the dowry
P _ . ' . '
wagon, brightly decorated as usual and filled with laughing, joyfud

people, 1s the spinning—whéel, which the mistress of ceremonies holds

up for all to see, Only the bride does not take part in the festivity:

Die Braut selbst, von einigen Frauen begleitet, folgte etwas
spiter zu Fusse still nach.... Sie trug in einem neuen,
kreisrunden Handkorbe ihr Leichentuch (Likloak'n) und ihr
Todtenhemd. Der Brtg. empfing sie vor der Hausthiir,
(Wegener, p, 251)

fhis strange ritual is not mentioned for other regions. The allusion
to. death is the mo;t striﬁing'aspeét of it, but the ritual ﬁessage.is
not aévmelancholy as it-may at first seem.. The ritﬁél is made up of a
series 6f contrasts. The sorrow of the bride contrasts with the joy of
the weddiﬁg cart; uer drabnesé contrasts with dits bright colours; like-
vise, slowness contra;ts with speed, loneliness with companion%hip and,

finally, death with life'renewed.; On the abstract lével, a-straight



iine contrasts with a circle, Cirlhood, repreeented'hy-the bride,
walks a straight line through 1life into death. The line is symhol;c
of human life withont renewal or continuity. The "dying" girluiéfdrab,
sad, and accompanied hy thﬁ)she can expect to become --- en old woman,
without_heauty or youth, who is approaching the teal grave. (n the
~ other hand, the ronnd spinning-wheel depicts the cycleLof life and
death ever renewing itself; ithis’the unending cycie of woman‘s role
in society. It is surrounded by gay, laughing women, is brightly
colpured, and is decorated with fertillty symbols. In this circle
symbol, youth renews old age, and marriage t iumphs over death Al#
though the symbol of the bride is black, she carries her w1nding—°heet
in a round basket, and she is greeted ‘at the end of her journey by the
groom, Marriage is seen as the‘rejehtion or "death" of the individual,
the dying of the personality, and as such the portrayal is harsh.
Yet, at the same time, lmarriage is the initiation ot the young bride
into the collective society of womanhood. The ritual completes itself

:Symbolicaily<as well as actually with the reception of the girl at her

new home by her husband;ﬁ4It ends on a note‘of tfiumph.

Einladung

The person (or persons) whose .job it is to invite thée community at

large to the wedding is a central figure in the wedding ceremony., He

156

wears a traditional costume and goes from house to house, partaking of {

“

food or d;ink in each house and delivering his invitation, often in the

form of a rhymed address, although terse invitations have to some
_extent replaced the elaborate sayings of a century ago. Often the

invitation is pronounced in High German to make it more formal.



Following is an excerpt from one such Laderspruch recorded in

Ostervesede:

.Hier komm ich hergeschritten, ,
‘hHtt' ich ein Pferd, so kBnnt ich ritten; /
nun hab ich mein Pferd im Stall beim Futter steﬂen
lassen und muss ich zu Fusse gehen.

Ich bin von ernstfestlichen Leuten ausgesandt,

von Johann Hinrich BBschen und seiner Frau

und der Tochter als Braut. :

Diese alle lassen Euch bitten zur Hochzeit
als am Freitag und so lang als wahret

und helfen verzehren;

was der liebe Gott hat bescheret

an Speise und Trank,

Dann sollt Thr auch lustig sein

etliche Tage lang. -+(Dreyer; p. 42)

-

Polterabend
In using the modern term Polterabend, I am awar; that its authen-
, ticity and its venerableness‘\xé both in question. The origin of the
practice of smashing glass and making noise outside the bride's house
on the eve of her wedding isAobscuré, Traditional folklorists have
‘long assumed,thatbnoise—making had its roots in the belief that evil
spirits could bevdriyen off thereby. Recently,'the éﬁplanation.has
been proposed that noise was simply a means‘of making therforthcoming
' 29

wedding known to as wide 'a population as possible. On the matter
¥

terminology, there are innumerable names which have been given to

~designate the eve of the wedding, among others Brautabend, Walgernacht,

and Jungfern—Abend.3Q’ In one area, it is called Kistenabend, because

on that day the dowry chest is driven to the new home.31 Another’ term,

Struiskerbinnen, indicates that on that evening the wedding wreaths

and sprays are bound by the bride and her friends.32

‘ 4
Whatever the name or the activity, the evening is generally

157
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aSsociated with the farewell of the bride from her youthful friends.

Thus, in Laakirchen, Upper Anstria, the evening is known as the

_ 5 '
AN . ST
Kranzltanz, no doubt because the attending bridesmaids are“known as

Kranzlbrfute and Kranzmidchen.>> The evening party is a cheerful one

but, 1t 1s intefestingﬂto note, in the Laakirchen wedding deecriptions-

there 1is no ritnal remqval of the wreath&;fter the wedding (an occasion

referred to in other régions as the Ezgnélggng). »A ¢
In Siebenburgen,/;farewell scng is sung to the bride's friends,

in the words of which the bride bequeaths to her friends the roses of

youth which, for her, nave already been plucked.?4 In this scng, the : /

bride s immediate family has an amvaalent relationship to the girl

They hold out.their hands inegarewell, yet withhold the plucked rosesr

fron the bride. The symbclis& of the rose is boetically effective.

The bride's family rejects the girl; they sendlﬁer‘from.thenwto her new

life. The girl friends represent the bride as she has been, and they

cannot be held responsible for the ensuing change.
4

ary implication, as well in the bequeathing of the roses.fwThe gfrls f.

[ 2

too, will follow the inevitable road to marriage. - Their roses wi;; one
. S - i . “4:; ‘ X
day be plucked | 3

‘/

. to the custom of dancing on the evening of.the ﬁedding. ﬂﬁks'practlce

: ( N
too, was combatted with some energy, avowedly for moral‘kéhﬁons,"'

35 X '

Spangenberg calling it a schﬂndliche Gewohnheit n3> oy bﬁtf%larlfying 5

his position with any more detailed description. Can weﬁ?ind;a clue to . -
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the church's dislike of this occasion ih another term used to describe

it -- the Abendhochzeit?36 ‘Again, it would-seem that the temptation to
celebrate and consummate the wedding without Bhe sanction of .the church
was at onefxime precariously great, Wegener, however, proffers the

interesting theory that,{mp Magdeburg, the Walgernacht was combatted

* because of its association with the ritual bathing of the bride, which

formerly occurred on that evening.37
This ritual bathing of the bride and‘some;imes of the bridegroom

before the wedding (in some cases afterward) seems to have been in

'practice in earlier times in the Magdeburg area, By the sixteenth:

century, legislation was passed in various communities to abolish the
practice, cr at least Lo reduce the festivities whichlaccompﬁhied it o
(for example, Wegener writes that Spangenberg 'nichts dagegen hat[te],

L ]

wenn es nicht in ein unordenﬁlich Gesoff ausartet"38). In one comm—

unity (Havelberg), both rltual bathing and wreath—nakxpg were for—

ERL) 5
bldden, elsewhere, the bathing was perm}tééd S0 long ‘as no one accom-

"panied the bride or groom to the bath (in some cases, the number

"ﬁallowed to accompany him or her was restricted), and that no festivit-

‘ies eoqk place afterward. 1Imn Braunschweig, for instence, a decree
1imited the bathing ritual to six women and their maids,vwith a total
of twenty women to be invited for dinner efterwards. Bee;des ack-
nowledging that a bathing ritual before or after the consummafion‘of
marriage had probably a reliéious signlficance of some sort, 39 wegener

does not speculate,on the origin of this custom amongst the German

population of the area, The nature of the decrees would indicate that

qthzﬁbath ceremony must originally have been a fairly significant

ritual, -which involved several peqple; and was followed by celebratione.

¥
ks
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i Kolb also notes that the ritual bathing of the bride was generally

current in the sixteenth century in the Tyrol (Wipptal), and ‘that it

‘took. place on the eve of the- wedding 40 .

From Gottschee comes a song which s sung during the binding of -
the br\dal wreaths. Ye are told that the girls sing the song teasingly,'

but with a’ certain melancholy

's ig} heunt a junkfrau erlich gebannen,
wrdl h bert sie: niemermer. . .

erolich kan sie noch -sainen, s :
"aber junkfrau bert gie niemermér.vf;' .

} s hat heunte a junkfrau pBschlain- geroichet

'~ -roichen pert sie niemermér! RS
Roichen kin gie noch ahdrtre, . o .
aber junkfrau bert gie niemermer! X

's hat heunt a junkfrau kranzlain gepunten,' . .
.. pinten-bert sie niemermér! S :
“pinten kan sie noch a hortre, 41
_aber junkfrau bert gie niemermér., -
. The song is built upon a structure of comparisons. Today is’ compared
to tomorrow, the state of maidenhood to that of matronhood, ritual acts
to the same acts without their ritual implications., In each stanza,

the activities of the virgin,»as expressed in the first 1ine are

1’,

'\compared to the/state of virginity, in the final line. The seeming
contradictions in each stanza between the second and the third lines,.-

‘and :the structure oﬁ comparisons within each stanza,'only make sense as
developments of thelidea'of change{‘ The bride as person, as. virgin, as

e’ -

performer of certain ritual acts, stands out from the group of girl

‘friends because she?will soon cease to be, Although the woman she will

l

become will still: be joyful, and still make b0uquets of flowers, she
‘will have entered another state of being, she will have changed

- In SiebenbUrgen, apart;from the farewell ritmal, the eve of the

s
S
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wedding is celebrated in a variety of ways. Schuster~te11s7us of the

coming together of the village boys to waken, withia”song (the,so—

\ called Morgengesang),fthe sleeping;girls, whd ris-band prepare the |

wedding‘mea1.4? The Rockenlieder and their ¥ N ying ritnals'also‘

take place on this evening, and nhey would im4" Ate a major ritual

moment. Schuster describes the custom ‘as follows

- -

"Am letzten Hochzeitabend bringen die Nachbarinnen und
* Freundinnen:der jungen Frau einen Rockern, d.il. an einem
ziemlich starken jungen Eichstamme (friher wohl nur recht
starker Rocken) einen dicken "Hanfzocken" (koit), an: dem an
einigen Orten Eierschalen und Blumen, an andern Spindeln
" und- Aepfel .o etc.»sich befinden, (Schuster, p. 83) '

The distaff can be associated with the spinning—wheel rituals known as

_well in German wedding ceremonies, and it carries the same connotations

of death and destiny The breaking of the distaff is more unusual
since it finds parallels in the juridical breaking of a stick—after
someone has been. condemned ‘to death. According to tradition, h:

friends of the bride bring the distaff (Rocken) to the door of “the f/

room where the bridegroom and his friends are gathered They must-
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Asucceed in drawing it toward them against the efforts of those standing )

outside the room, and the groom- must be able to break it with an axe -

or, as was the case earlier, ‘to break it over his knee. After-he has

v

socceeded, the crowd sings a jubilant song, the couplet structure of

which conveys.the dual nature of iife and death:

 Mer trauden af en beszem,
.mer wile gHrn észen} p
mer trauden af zwingken,.
mer wile-ghrn dringken
. mer tfauden of en uéwen, :
mer wile girm broden. (Schusterﬁ‘p. '86)
As they proffer the;diStaff to the bridegroam,,the women sing a song;
: o - N - I R

P S T
Ul . o .
g d

- . sy T
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accordﬁhg to which the successfu! completion-of the ritual is supposed

to ensdre abundance and fertility in marriage.é L The song cautions
R -"«7 -
. the groom ‘to cleave to his wife, and the- bride ‘to her husband, and to

leave other women and men alone. In contrast to these blessings,

Y

should the\bridegroom fail to break the d%ftaff the song says, “his .
wife will die within a yeart\ |
\nother version of this ritual fs suhg .when the bride is marrying

-.an outsider, and it takes place on the day she is to leave her home.:

-

Again, the distaff is brought into the room, this time where the bride
_Vand her guests arevgathered for the farewell meal. The bride is

. expected to grasp the distaff, which is inc ined toward her. The only
’ I
"struggle is that of the young bride, vho does; not want to take hold" oﬁ

it. 1In other words, she resists initiation.

. - X | .

That the basis of this ritual is magic is suggested by the incant—
‘ EE ‘ . _

atory structure of the song. While rituals and formulas intended to

e -

_ assure héalth and happiness for the newly married couple are prevalent ‘
in wedding customs eVerywhere, this riﬂﬁal is of particular interest -

‘because it is at the same time a ritual of - par g and initiation, very

~ ‘ ) *

similar to the Kampfinm -das alte Spinnrad which occurs,; im some regions

v

at the time of the wreath ritual, and; indeed, it is similar to the

-

" wreath ritual itself Thew?ride s: reluctance to take. “hold ®f the

;distaff in the second version, and the efforts of those outside to
withhold it fromvthe groom, in'the»first, suggest other ritualsvin | .
which the bride and her friends attempt to vithstand the initiation
into-married life It is curious that,. in Siebenbﬁrgen, thig ribual

'is performed before the marriage instead of afterwards.« I will discuss<
the symbol of the distaff in connection with the spinning-wheel and

: : e

Sa oo B ‘ L )
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‘ wreath symbols, as part of the post—nupt
‘ Another ritual which occurs omn the

‘not refer directly to the Polterabend

163 -
u

ial ceremonies .
day ‘before the wedding, does

In some regilons, the groom puts-

on his best clothes and goes to the market-place, where he stands for

gome time on the stone flagging, while the town musician plays a.

: musical accompaniment.44 The association of the Brautstein and the

-
v

Ahnengrab wvas explored by J. Meier,45 and the possibility has been /

s

expressed that the groom, in standing on the breiter Stein of the

market, is paying unconscious tribute to

/

/

-

a very old custom. . The night

- which follows the Polterabend is invariably rather short.‘ The bride

, could-be awakened very early, as early as 3: 00 AM., by the youth of.

“the village, and departure rituals of a moré earnest nature begin,

'Ehrentag;'Abschied

From the time the bride is - fetched

.

4

Ed

by the groom s company, untiln

| her departure for church the rituals become increasingly sober and

tend toward a display of doctrinal didacticism. At 1east one such :

. ritual however, the presentation of the

-

false bride, ‘has 1o apparent .

connection with Christianity. In general terms, this ritual involves g

the choosing by the groom of his own bri

another in her stead.. This "false bride

de, having been proffered y R

[}

i may be 2 man, an old woman,o‘?ff‘

El

a girl renowned forfher ugliness, or perhaps just another village girl

| ,The test can’ be merely hilarious or, as®

in the case where the" groom is )

‘ blindfolded or the girls disguised .truﬁ& difficult._ Similar-false~’

. ﬁ"”
bride rituals may occur after the weddin

g, in association with the

other initiation rituals.ﬂ ‘This would certainly séem to be an initiat—

~don. ritual, although ‘it has variously be

en é?terpreted as a magic ru§e '
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'Qg out much-of Europe. The motif of the substituted bride is also common
§

kR

. 1) : . ‘ -
to "fool" evil spirits, as a game with mno deeper significance, as a
playful delay of initiation, and as a remnant of an ancient Indian

‘Scheinehe.46 The ritual would appear to ‘be fairly widespread through-

" to folk tales and folk songs, and may haveAcertain affiliations with

the ritual presentation of the false bride. While this subject is much‘

too complex to discuss ‘here, it is perhaps worth noting that the

g structure of many folk tales 1s closely aligned to the: ritual/pattern

- r

ofﬁweddingst Not only do many motifs, such as’ the bride £how, the sub-i

!

stituted bride%-or the quest, point to an alliance between the two

genres, but %ﬁgﬁal and motif may serve a very similar psychological

Y
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purpose idythe preparation of the participant (be it a bride or the. 2

listener to the tale) for maturity.47 The overcoming of death figures :

largely in many folk tales of puberty and marriage.t For an example_of S

a folk tale which contains overt connections to the wedding rituval in

motif,istructure‘and,fable, consider the "Goose Girl" in the Grimm

Bl

collection.. A :

The departura is accomplished in ‘a series of stages, beginning

" with the bride s farewell to her parents, and her thanks to them for

raising her. This Danksagung is often saild for the bride by the
Brautfﬂhrer, or another designated male, and mayrbe'in'High'German. _
The use of an outsider to speak for the bride, "and the use of High

' German enhance the solemnity of the ritual The anksagung is usually

followed by the Brautrede, ‘an address to the bride, and often to the

,‘bridegroom as well in which they are reminded of the duties they

undertake through marriage, of the seriousness of the step, and of its-
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irreversibility. These addresses are doctrinal in a Christian sense,

and very didacbic, as is this exerpt from a Brautrede from Osthhmen
' ¥
Ich Ubergebe ... Ihnen die Jungfer Braut im’ Namen ihres °
-hier stehenden Vaters mit dem Bemerken,' dass Sie diesselbe’
wi¢ Ihren eigenen Leib lieben, ndhren und schiitzen wollen;
aber ‘auch, liebe Braut, ‘dass Ihr auch diesen Euren Briutigam
.. flr Eueren kUnftigen Herrn erkennen, ihm untertinig und in

billigen Sachen Gehorsam leisten wollet, dass Ihr miteinander
friedsam und christlich leben mBget. (Oehl, p. 80)

, Among the duties ascribed to the wife are those of fostering homeless
children, and ralsing them with kindness and firmness to be good : —
Christians.ag‘ : o -

: Following these speeches is the i ergabe This may be performed

_by a cleric or by a designated member of the: wedding party, ‘and it is

: folloWed by expressions of congratulations to the young‘pair and ;ost

often, by some sort of meal In one region, this meal is known -as the

Krﬂngelhochzeit and the guests are all those who are not invited to’

the wedding banquet (presumably for lack of space) 9. The_departure
for the church (Aufbruch) follows after that. The already quoted

Ehestandslied may be sung at. this point. Other Abschiedslieder are:

also known, and they give rise to tears and lamentation on the part of

the bride. I will quote two. In the first, the song is sung in ‘the -

S
fiﬂ_t person, but is not sung. exclusively by the bride, In the second

the song 1s actually a poem delivered in a sing-song voice by ‘the
Brautfﬁhrer,,and.is directed t0’the bride (in some case, also to the
‘groom): 4

>'A' -0
‘Das. ist wohl das ist wohl, ein harter Schluss,

wenn ich allein, wenn ich allein wandern muss
. in die weite Welt hinaus. - 2 ¢ :




1 soil a;weng singa,

~ Denn in Briutigam, den N.,

Lebewohl ja Vaterhaus, ja Vaterhaus. '
Vater und Mutter, Grosseltern, b'hilt euch Gott‘
3leibt mir getreu bis in den Tod!.

Mein deénken zu euch immer, zieh n,

libe de Hauser hin, ja Hauser hin,

und’ muss geschieden sein. '

Ihr Ceschwister, ihr Geschwister, gross und klein!’

Ich kapn nicht 1i4nger, nicht ldnger bei euch sein.
Das .ist- einmal so der Schluss,

well ich wandern und scheid N MUssS, -

ja scheiden muss 150 :

1ei Singa hat a Kunst,
dr is ja heut gar net
A so als wia sunst.

Ja mei liabi Brauty

' Tua di pfiatn,

Tu muasst ja vom Vaterhaus o

fAussi schriattn.

Meine liabm Eltern, .
1 dank enk fur d' Mdah,.

" Wa's in meina;Jugendzeit
'G‘habt habts'mit mir.

Meini 1iabm Eltern,

Es'derf enk net verdriassn,
Weils a so a sauberes Dirndl
Habts verhausen mﬂassn’

1

Den kenn i schon ‘lang,
‘Dass da der Braut net schlecht geht,

‘Da is' ma gar nit bang.

= . = \

‘Hiazt geh ma in Godsnam”
:Furt va dahoam,
‘Und grUden ma uns selber

A pagenes Hoam .

. Geh ma aufi aufs Be;ggl,,
. Schdu ma abi ins.: %
‘ Da warten die 1qs
'.Hochzeiter all.Q f R T
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Ba da geh ma weg -
Und flr d' Hiuser vorbei,

Nach N,N, abi (oder aussi),
Da-bleib ma a Weil,

DY Braut, d8 tuat wandern,
Sie wandert net weit,
Sie tuat halt grad heiraten,
4 Weil sie's grad g'freit. '
‘7 Pfiat die Gott, Vaterhaus,
Geh hiazt von dir hinaus,.
GCeh hiazt in a neues Lebm,
In Mann seins entgegen.)l : -

It should be apparent that these songs differ in tone from the

popular Ehestandlied. In both of the aboVe, the motif of wanderihg

(lines 2_and 13 iﬁ the fi?gt,example, the first two lines of stanza ix

in the/sécond:example) symbdlizes the passage. Both see the bride's
3y . .

o -

- marriage as an unavoidable step (note the recurrence of "muss'" and

"rlissen")., Farewell and regret are central to both songs, but in

- .

neither ié there an .indication .as to why the bride must depart, must

gét married. Neither Christian nor non-Christian reasons are given,
. . AR T

y

The bride must marry because it is natural that she should do so, . In
the first example, the theme of‘departure'into-the.uﬁknown ié‘part—
S , . ,

icularly strong. The famiiiar musf be exchanged for the unfamiliar;

the jourﬁey must be uhdertaken. Two other ideas merge with that of the

;journéy into the unknown.’ Firstly, the bride is alone in her fate,

This is expressed, simply, in line 2 ("allein"), as well as through the

,opposition of the singular "ich" with the plural "ihr," Secondly, the

departure is seen as an ending, and a bittér one ("ein harter Schluss"),
withjan'intimat;pn of death ("Bleibt mir getreu bis in den Tod!"). In

the second example, the expressions of sorrow or darkness are less

iétroﬁg,jbécause they are offset by a parallel theme of new life

e
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beginning.‘ In stanza ix, we are told that the bride will be wandering,
Lut that the journey will not be long.
_The obligatory‘tears at the moment of parting are apparent in this

_couplet, recorded from Gottschee:

- Seu ist aufgesassen, seu hat gesnupfaizet' '
Seu ist ahin geritten, geu hat. gejuchaizet! (Schrder, p, 278)

‘Prillinger relates, as well that the bride "bis zur nachsten Biegung

... unter Trinen der Mutter zuxﬁck [winkt] (Prillinger, p. 179)

o

The musical accompaniment of the bride on her way to church may be
in the form of religious melodies,52 or, in some cases, is based on

_ older wedding songs with a certain 1ament motif, as in-this example:

RO Junge Brut; nu musst du rut,
/ .Din besten Dage hest du hadd, , ‘
/ <+ ‘nu musst du zappeln bet ins Grab, (Dreyer, p. 48)

s - ' :
Despite the tears of the bride, agd,lat times, the sombre note of

v

the musical accompaniment,‘the drive or procession to church is a
festive one. The wedding party and the guests have their specified
order in the procession, all are dressed in traditional garb, and even

' the horses are decorated with ribbons or wreaths. The jubilation is ,@I -
1A

even greater when the procession leaves the church and the: music is ’ a b

' triumphant, without any hint of sorrow.

In Siebenburgen, the departure and farewell rituals are recorded
- with detail by'Schuster,-53 and have a more traditional quah@ty than is -

found in many regions. The - ritual is initiated by the ri @Kg of the
f la\\ ‘-

church bells, at which point the groom's retinue sets ouggfor the

- bride's house, the Brautknecht in the. lead The bridg meanwhile, is

. e
e

surrounded by her clan, and the bell ringing provokes the singing of a .
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wedding song in which no mention of Christian marriage is discernible.

Quite simply, marriage means the cleaving to her husband and the leav-~

Ném urlef, ném urlef fun déinjem fdter déinj!

ném urlef, ném urlef fun déinjer motter déinj!

[ném urlef, ném urlef fun déinjem brader déinj!

ném urlef, ném urlef fun déinjer sHszter déinj!]
N (Schuster, p. 76)

- Upon thefarriVal of the groom's party, the Brautknecht delivers a

lengthy address. - He greets the . assembled company, claiming to be a

\

messenger sent by his master from a strange country

Ech an e biden ausz fremdem lunt, ' ; ,
méinj hYr huot méch za och geslint. (Schuster, p. 78)

He describes the rieh attdre and the wealth of his lord in great

detail:
' ‘ v
J
~Hie Hsz geklojt mHt brYmem unt bldem gewolnt, N
sé rok Ys Hm esi hles unt 1lnk, ‘ '
unt rocht Ym nor bYs af de kng, _ E
" und Ysz gefeatert mYt gangenm lHmerfel;

Hi hod ug en bojdel wol, . ‘
wit fuofhanjdert galde wirt e £1. (Schuster, p. 79).

He asks the bride to come to him and to give.him her right hand, that

he might lead her to the bridegroom. According to tradition, this

initiation is held up by either the presentation’of a false-bride or

the proffering of the bride left hand. The lengthy speech mhich he
delivers describes,*in terms of a journey from her father's honse
through the village to the groom's house, Lhe ritual movement of the

bride. away from her childhood to her married state.- The Christian

interpretation of marriage is incorporated into the,speech, and:this

-
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s

incorporated Ehéstandlied is notable through a change in stanza struc-

ture and rhythm:

Xdermon hdt sil unt laif

e jé&t istount mén unt waif,

unt s8 wieszle mit de jdren

deser wHlt ze lojter poren. (Schuster, p. 82)

*

The épeech ends with a final, successful plea to the bride»to~stand up -
and give him her right hand} The bride then takes her leave of her

parenté, thanking them for her upbringing as tradition demands, and the

procession leaves for church,

With thé exception/gf the inborporated Ehestandslied, the struct-
ure of the Brautrede is a cémpilation of coﬁplgts, divided lodsely into
sections, each of which is built up of parallel>statemenfs. The
‘imagery, fof the most part, 1is dqﬁcpiptive of‘dress:and domestic detail,
more or less closely related to thelwédding ritual (Byperbole being ;
uséd as a‘poetic device).. It is in the form of an address, and is
clpsély<coﬁnectedfwith éﬁe rituals of parting and joining;

Eugen Fehrle quote; the final couplet of‘a wedding séng whicﬂ;
_addressed to the br;de, reminds her of death, sip and damhation.54 In’
comparing that song to a song of praise from the fourteenth ceﬁtury,
Fehrle comments that the one-time joy and resoluteness of the bride had
'been transformed info sorrow and even fear of the after life. How
justified is this aésessmentbof the fareyell’songs to tﬁe bride? We

have seen the prevalence of Christian allusion and dogma in the Dank-

gagungen and‘the Brautrede as well as in the Ehestandsgggier. But it

is wrong to equate didacticism as such, expressions.of sorrow, and
éllusions to death,_excluéi§el§ with Christian teaching. As we have

seen in connection with the Russian songs, the lament éffirms the

)
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marrilage ofvthe bride as a passage, and death symbolizes change. The

Christian dogma of the sanctity of marriage, and the marital duties to

love one another embellish, but do not ereate, the 1amenr theme, which’

is basic to‘the ritual of parting.55 >While the didactic Brautrede and

its corresponding poetic motifs are permeated with Christian allusions,

we must remember that the ritual situation compels, some form of - , -
didactic response. The bride, chrough marriage, is being initiated

_into the community of married women, and she carries with her symbols
of this new life (such as the new spinning-wheel, the decorated

/ . ¥
distaff, and the bridal crown decorated for the purpose of its

removal). There is, thus, no contradiction between the didactic intent

~or the death allusions in the darker songs and the songs in praise of
\ .

the virgin bride:

Hieflr! hiefllr!

flir einer erbarn junkfraw tﬂr

Ein lieblen lachen . ’

kan freude machen, ' 5
es war ir roter mund . R

der tut uns freuden kund. (Fehrle, p. 21)

In facr;4the‘moral, d¢idactic songs make little sense outside the | fﬁ /
contexgxof rhe*song of praise. In both, poetie exaggeretioh creetes

poles of feeling which complement each other in appOSition. In a Lower' . .
~ Austrian song, the_natural coordination of lament and praise motifs

makes perfect poetic sense, whilé the alternation between two distinct:

metres affirms the alternating predominance of a mood of praise and a

mood of sorrow:

Schéne Braut! . : ) j@ﬁ

Die Myrten im Haar, wie schmucken sie dich,
Die Augen, sie leuchten 80 wonniglich!
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Es spielet der Schleier dir kosend im Haar. T ﬁi -
-Ja alles, es dinkt dich so wunderbar. ! g fﬁjﬁ%
'Wie ist es gekommgn, vie kann es denn sein? K} - *
Ein Gllick ohne Ende, o Liebster mein!' T ‘/KX?
R J ""\h

So tlnt's dir im Herién, o liebliche Braut. - o
Wir fUllen die GlYser und rufen es laut:

Ein Gsund, GlUck und Freude, du bist €s ja wert,
Sie seien im vollen Masse dir bis ans End beschert.
Verehrte Braut, jetzt musst dich fassen,

Jetzt musst das Elternhaus verlassen. .
Musst fahren mit uns zur Kirche fort,
Zu sprechen das wichtige 'Ja-Wort.'

< Denn gthllt bist du schon in dein Ehrenkleid ' ST
Auch’deine Eltern und GYste sind bereit. (Hurdes, p. 34)

Toa

By no means all or even moét of the Abschieds- and Kehrauslieder

are strikingly Christian in theme, althoﬁgﬁ they:all express, through |

poetic structure, theme and ritual connection, én/acnte awarenesé of .~

passagc. In order to illustrate this point, I will éxamine‘four ;ncﬁ

.songs; and compare them according to structnre and ritual association:
J

A.

Komm heraus, komm heraus, du schBne, schbne Braut,
Deine gute Tage sind alle alle -aus. '

-0 weiele weh! O weiele weh! ' -

Was weinet die schbne Braut so sehr!
"Musst -die Jungfern lassen stehn,

Zu den'Weibern musst du gehn.

Lege an, lege an; auf kurze, kurze Zeit

Darfst du ja wohl tragen das schbne Hochzeitskleld
0....sehr!

Musst dein HYrlein schliessen ein

In dem weissen HYubelein.

Lache.nicht, lache nicht, ‘deine rote, rote Schuh.
Werden dich wohl drUcken, sind eng genug dazu.
0....sehr! '

Wenn die andern tanzen gehn, .

Wirst du bei der Wiege stehn. - %
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Winke nur, vinfﬁ nicht, sind é’r leichte, ieichte Wink,
Bis du an dem Finger einen goldnen Hochzeitring,
0....sehr!

Goldne Ketten legst du an, .

. Musst # ein Ceflngnis gahn. ’ ,

Springe heut, springe heut deinen letzten letzten Tanz,
Morgen kannst du weinen auf den schnen Hochzeitkranz
0....sehr! ,

Musst die Blumen lassen stehn,

Auf den Acker musst du gehn, 56

Komm heraus, l.omm heraus, du traurlge Braut

, Wir stehen hier vor dem Hochzeitshaus.

0 ‘weh, o weh, wvie weinet diese Braut so selir.- .
Dieses Jahr trHgt sie einen Kranz auf dem Kopf
Uebers Jahr werden 1hr die Haare ausgeroppt

0 weh, gtc. .

]
i [

~D1ese;3ahr trligt sie einen Siffel um den Hals,

Uebers Jahr hat "sie weder Salz noch Schmalz 0 weh, etc.

@ . o

>

7

~ Dieses Jahr trﬁgt sie ein Rlnglein an der Hand )
. Uebers Jahr. fllhrt sie. ein Kindlein an der Hand. 0 weh, etc.

¥

¢ r.

, Dieses.Jahr trH"b.sie:noch 2w1ckel Zw1ckelstrUmu?, g

Uebers Jahr hat sie weder Schuh noch Strlmpt. O weh,- etc.

c

QfBieéeé Jahr trigt sie noch scth gewichste Schuh,

{Uebers Jahr lﬂuft sie noch barfussi

e

0 weh, etc.’
e
Diese;Jahr trﬁgt sie einen kattunen “Rock, -

‘tebers Jahr wird ihr der Buckel ausgeklopft. 0 weh, etc.

o | (Erk/Bbhme, No. 870).

. - .- ' [

L
No waln, no wa% s noO, wai rtraut s, Brgutrlrﬁai
Mai®st du, mia -pfeifm dia  bis- Uwa d'Bruck?

n,

Bis heint lUwa's Gaua wulst wieda z'ruck! a. a
No wai , no wal } no wai', .traut's Briutrl wail
,0wa wai , wa-wa—wa—wa—wai ! (Dudglsack )

y% wai® u.s.w.

MaiPst_du, mia® pfeifi dia® bis'lwa'n Grobm?  ° ¢ .-

'S wia;d dia® da Bugl brav wula g'schlogny
No wai u.s.w. _ .

.

173
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Mairst du, mia® pfeifm dia® GB1d u Brau ' ; B
Mia pfeifm darueks als Angst u Nauth! b\\ . N .

‘;?li Mairst du, mia pfeifm dia Waiz u Koa Tn? \\. |
Mia pfeifm dia neks als’ Distln u Doa'n!

Mairst du, mia rpfeiﬁm dia® Schduf u Rind? = - .
Mia pfeifm dia .all zwaa Gaua-r-a Kind! - S
o Mai ‘st du, mia’ rpfeifm-di bis Uwa n Stegh7 ~ ' .
Miar pfeifm dia neks- als wtsign in: Wegh' L
A A 3 \ N . ’ .
: o Mia hobm dia” pfiffm‘va graussn Leid—— - . . . -
o zpBadenk: ai!wol,r s is Bitza nu’ Zgit' - S : o
R U wal dBi Thua®n all offn stﬁih
- 3o Sa wBlln ma® a.all einchighih"—-
o In ZUchtn und in Ehr]en.57 ST

D.
L . \ .
- " So pthet eu gott, muetar liebeu. main, , .
e '.‘; Th gich eu heunt unt niemermer ’ : :
b WOn eu’ bil ik schean urlop ném.
RO 8o lat mih, mueter, in karste gean i
R . 1h han’ vergassen ‘maine piswaabn scheuch!
T "In main dan kirsten berst du niemermér!"
L So-lat mih, mueter, in kargten géan N
ih han. wergassen maine strumpfpantlain.' H e
heuer hent “geu maine strumpfpantlain, | R
"+ in's Jur bernt ‘geu maine biegenpantlain; P ' :
"In main den k&rsten bergt du niemermer. }(SchrBer,,pf 278)

PO L T o

The example from Des Knaben Wunderhorn, (A), serves to some extent

:‘fas,a referencé but the authenticity of the form cannot be taken entire—

4 i

“ly for granted The relative antiquity, however, of the collection .

vj“makes this example ‘a useful one.. Of the four songs,4the last one is.

s

a}the most distinct in its fOrm.
u B R . . S ) B )
All four spngs include some form of refrainae In°A- the refrain

divides the stanzas in the middle, very roughly coinciding wi,th an‘

alternation between present (lines 1 and 2) and future (lines 5 -and 6),

\

el . n‘

although there are int&nations of future loss in the first two lines as e

B PO
SR et T ey ~ 5 AT 5 coml e
. . - e "y . N . LA - B . . L . B El -
. ; FR Sl N
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- well, ‘In°B and C, the refrain frames the stanzas, and the.altErnations

‘are expressed in rhyming gpuplets built .in a parallel structure.' IU'D,“'

y

the refrain is composed of one line and occurs only twice. The major ‘

: distinguishing feature of the refrain lines in. D is the change in

, narrator (the mother is speaking) and in the structural difference -

between repetition (in these lines), parallelism\(in lines 5 and 8), : .

 and repetition as the opening portion of parallel 1ines (lines 4 and 7) ,
% S et R
“In this poem, the alternation between present and futdﬁe occd%:#SPe§?5&°§w,!Mt
' ifically only in lines 8 and 9, but the refrain lines have the funo!idh’- ‘ﬂ

4

of dramatizing verbally the change in relationship which occurs between"'

. -mother and daughter. As such, it creates a mood of irrevocable change,-'

v :
=3 . N

and of*the rejection and isolation of the bride through that change, _anf; R
,‘hich does not occdr in the other three examples. In D, the refrain ;

‘functions organically within the poem. The bride, having bidden her

mother farewell nonetheless triestto return to the past under pretext '

,;"f-K'A. o

of retrievipg someggfghet co%gyrfuﬁ}*girlhood clothgﬁ? Only through ﬁr'

dthe relentless denial of her motﬁer do the sentiments expressed in

=lines 1- 3 become dramafic truth." n. all four examples, to.a greater

- ‘f

., or: lesser poetic degree, the refrain emphasizes the alternations of

. J ) \
_ present (and the,past which is coming to an end) with the future, .

We have already seen: that i_xQD the lines repeated‘by the mother
have a very striking effect on the poem as a whole. “The. parallel struc-»’
vture of the couplets in B and C is apparent while in A, repetition is
,1used to such a degree that the motif of change is. slightly obscured.;;‘ag

N L
We are told that B vas sung in fnont of the bride 8 house on,her"3{;=“*”'

@ S »

c wedding day and that D was sung when the groom<comes to fetch tﬁh bridé*

VAN . * R L

:to church. We are not givem ritual eonnection for A and C alt.ﬁough

e
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a nearly identical version of C is‘found in‘Hofmann's dramatization of -

Egerland weddings ‘and is sung béfore the departure ceremonies on' the

-_day of the wedding A, B and D are all clearly gonnected to the dress—

\ >

" ing of the bride, and A and B’ both indicate, by their opening lines,

'f~that the. b?ide was~hidden from view and is being bidden o present her-

"‘self. oTheBHEtailing of the wedding clothes evokes the motif of change

“The journey~motif-as symbolic of changesiS’emphasized in C.with thw'
lkallusion to the bridge which divides past from future, as well as one *:~'

/ .

» end of the village from the other. The ritual connection in D is
'~'stated in the third line and affirmed through the dialogue between

”;mother and daughter. 3f15‘

Wl

. B

Poems A, B and c contrast the present with the future and

K

describe the bleakness which awaits the brf%e. Not only are frivolity
-_'and joy replaced by hard work and care, but death itself is alluded to'~
.‘(-

Jn A in the double meaning of Acker as field and as graveyard, and in »

ﬂfthe possible allusion to the dance of death in the phrase."letzter S

N

'V‘;furer: A, as it stands in the collection, is more folk song than ritual

F;Tanz.-, In D, hard work or misery as the gift of the future is only ',QFﬁ:”

balluded to once, in the suggestion of childbirth in 1ine 9 Instead
‘j?the poem dramatizes the break with the past which is realized in the
,1faccompanying ritual-of farewell. Only in C does an explicit didactics

'__function intrude on the poem, in stanza 7.v»

he poems differ from each other primarily in the degree to which

. { s .

iw”ritual connection and the bride 'S point of view determine the struct— .
. s

. .

‘f~poem.'?3 and C are more. closely and explicitly related to: ritual than !
o 5) S . .
',is A. In C, the repetition of "mainst du" creates the illusion of

: 'deialogue, and _consequently, the song reflects more strongly than B

LR R ; RO o _':-' ) L B .

g,;‘ o :,;a P T T T

eI o Ty R
RERT o , RS



V'side of the context o

- ,if‘ . /.
the feelings of ‘the bride. This emotive effect is&khdwever;‘somewhat
‘ offset bv the intrusion of the warning in the final stanza, which

» ®
creates‘the'illusion of choice (line 32), of decorum and duty‘(line

, 35).‘ D is an. excellent example of ritual poetry As‘we have seen, the.

ritual of parting is dramatized through the structure of the dialogue.‘

'The direct address with which the poem opens is. both poetry and an

‘ actual farewell, vhile, in the ‘other poems, he direct address is used

o to interpret and stimulate feeling Unlike the other three, D is

o highly compressed with a beginning and an ending which are determined

by the poem itself and by the ritual A, B and C all make sense out—
: s el .
ghedr performance, although this is less true

‘of C than of B, and mdén ge of A D is at best obscure without at”

'least.an editon s not

z

. A R
most sense adbp-fl of a ritual..3
: Letﬂu freturn to the original question posed by the opponents of

oy
andsliEder.v While the point of view expressed in themiis

“the Ehe;
\._./ N

"Jparticular to Christian teaching, the songS'are modelled on.a structure

b.Lof passage not radically different from the non-Christian Abschied-

i slieder. Because of the timing of the particular ritual connection of

e

n
/)!’;: on its association with ritual, und makes v’l

/’

o

177

;;all these songs, motifs of parting predominate over those of inttiat-,; R

.ion, the future being seen either in the tontext of hard work and rf;h

: ' ’ T
songs) Allusions to death are riot peculiar to the religious context,ﬂli'

V.jftheﬁﬂtath motif being closely integratedﬂﬂhth the idea of passage and

1:;,0{ the<journey into the unknown in: the Abschiedslieder.. While con—

‘v;centration on the bride 8. duties marks one of the differences between

‘-[fthe Russian and the Gernan laments, the less personal structure of R

e
PO ";~‘, v

: jpbverty (the non—Christian songs) or of religious dUtY (the Christian’,:f":
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the German songs in. comparison to the Russian ones supports such an
'approach with or without a Christian conngtation. While, in the Russian
songs, the "farther side" of- marriage is seen .more in terms of differ—-
ent people and a different environment in the German songs more‘ 3

_l'attention is directed to a different social coherence.

.Post-duptial Rtvals . S

The festive Hochzeitsmahl which follows directly after the wedd-

. w“

ing,‘ can’ last for more f:han one day in so.regions. An abundance of*

"od and drink often leads, as we have already seen, to- excessive . “ ’

"

4 q‘
b . R
'lcenness gnd rowd:fness. The placing of the guests and the wedding el

]

" vparty at the banqueﬁ’ ﬁt% dishes served the music played and t@ e
-":.v,vari‘ous collections for sg@ poor or for paying the servers," cooks and -

musicians are all detgls determinecg by tx&ition.\ They need not o
- "q T .".‘ ¥
interest us much here. Far more impodant hq,wever, q;e the many L

“¥ § " pi. ’
; ritual dances which mark the process of the bride s in:f.t'.'I.ation.“‘a e

o

The first dances .are usually known as- Braut—v or hregﬂnze. The

o ordering of these dances varies with the community.“, In Laakirchen, Ty

s

o where there s no wreath ritual (or else the wreath ritual was aband— (
“'4‘oned at some point), the bride is expected to dance with whichever of b

f-f’

-_"’the male ,gue)nsts invites her, but not with the bridegroom.s'»8 He must

»

‘:q‘_»'.,wait until midnight and the very 1ast dance.. Their dance together is
_‘ ’acc0mpanied by lusty musio and is the occasion of cheering and singing i
" .by the wedding guests., This is known as Einkranzeln, clearly a ritual
derivative of a wreathvceremony. Furthermore, while there ismo &

",'g_"'"‘struggle on the pa‘g% of the bride at the moment of the Einkranzeln,

"ﬂ,the bride is usually "stolen" at one or more times durdng the even,ing

v
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~]_and only returned to the groom after he hadﬁpaid a ransom. o
Elsewhere, Lhe function of the dance as an’ initiation ritual is‘Pv
“mofe explicit, 2s 18 the- distinction between the Ehrentﬂnze and the un-~
wreathing. QIn some regions, the groom may. be the last. person who is 'lt

y -

allowed to dance with the¢bride‘ while in others he is the first. o
x

»10ther dances in the seridﬁ are in specific combinations of partners,

the‘bride with ‘her

' such as the: Brautfllhrer(' with the Kranzjnn&frau,

w;
v +

‘Brautvater. In some cases, the payment of a_rgpl =nded_from

each male paréner of the bride.sg- In one reg

s P@rform%before the wedding bagquet and may Ly ‘ e”‘remov_l:‘of‘ the |
:,wreath (in which case t.: \ own. as Krﬂnzltﬂnze)iﬁ These;dances

ritualize the passage f s -ood to womanhood from father s clan

' to husband' clan; ’
15:}4“ e ;Der Brautfﬁhrer [tanzt] den "Ehrentanzi, das sind drei -
‘ ' Ehréenrunden, die’oft- auch die "drei christlichen Ehrentlnze"
. L ' genéunt werden., Dann Ubergibt der Brautflhrer-die Braut dem
2. o . _BrHutigam "wieder in seinen ehrlichen Stand, in ‘seine eigene®
Baii s Hand." Jetzt erst sind beid*BrHutigam und Braut - Mann e
AL und Frau. (Hurdes, p. 13)> R I R
P i . ggt , U .
..Hurdes claims for this ritual a basis in Germanic 1aw. The groom was~,'

'-lexpected to release the bride Trom.her protection within her own clan
_ through the payment of a ransom, thereby placing her under his own pro—
s m% %Io& ) PR o ) ) | r . EE i
ection.,-,.- ) T e ' ' L e '
’ Eollowing the performance of the Ehrent&nze is general dancing,
o “h,9, 'which may continue well into the night.’ The climax of the celebrations,-
e . D . iy W
. Gl N ,
- . the reﬂoval of the wreath, usually occurs around midnight but a number ‘

ol of other dan and rituals:vrecede it. in many areas.q In Gottschee, at }v

»

_w(note the Slovenian term used to N

f 3
v

b'flfhfone point, the "staraschin
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‘T Within the text of the song the bride is represented by the flower and

Coe
Co ’ .

cake, sticks -a«bonqnetzinto‘itt and declaimst © . LR
‘ v . 4
L

einen Pfahl otc. (SchrBer, p. 280)
. . " v : ’ 'ba. M, j}"
The guests %tick money 'into the B&ead in place of the articles named

.
4

' At this, the following song. is sung

Zue har& nar zuehar,

- praitigpng wuter!, »
“sanisani sani ‘deu

.+ ber nisch hat der wlauh' L ’fffke\\
©o ar bert gih bt wérdriessen, - )
ar - ‘bert. a tuolar schiessen’ - P
Sani etc._g s : ! . .

L
Bie mer ar birt g&ben N

~‘gﬁ§h; ~ bie lieber baber sch&gen. R o

M

- sani etc,‘ , o @" _
, Ry

» .. ar hat ja noch a pucklats negle,
© . bir gaben mon ze trinkhen. P

. Sani. etc R : o 5 R ‘ @

. w _

1-zuehar ﬂ’uehar.praitigans mueme . ¢ .

" sie pringet a scheaneu plueme,° S
+ sant, etc.. - : , = ; {

.- e

”zueharu zuehar, liebeu tauben 1 -
. sle pringent der praut a scheaneu hauben.
o Sani etc.:‘

8

l ‘bir berden bider kearen! . ¢ PR
R Sani etc.‘ (SchrBer, PP-. 281~82)

While ovFrtly the song, with its accéﬁganying ritual )is another appeal

for money, its connection to ‘the capping gives it an additional signi—

ficance.: The planting of the tree suggests fertility; and there is

phallic symbolism in the pole, virginity symbolism in the bouquet

SN i

S

i the women by the doves  The’ bride is. brought forward Vhﬁle the women’

place the Haube on her head v That this ritual should be referred to.

Einen Baum “will ich pflanzen, dazu ‘brauche ith: ‘rde; bunger,'

..-.
&

Benn zait und bail bert Kamen . e e frﬂr’inbgl T

H .
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allegorically as the planting of a tree indicates that the symbolic

importance of the capping is not overlooked, cven if the ritual, 1tse1f

is not observ&d

et

° H

-In some argas, a series of masked dances are performed during the’

'evening. Meier-BBke desaribes a number of such dances known at Lippish
W

9ings.

- B
lhe bear dance is executed by a man wound around- with straw

and by his master" (who leads the "bear" by a chain), ‘ho clatters

-@?‘~

' whirl about in a’ kind of mock and humorous dance 61"

o jg!ogeﬂﬁﬁgftwp ﬁot lids until the music begins, whereupon bear and master

s&nother dance from

. s &
the same area is known as the Putzetanz or:: the,Barbiertanz, and is des—,.

cribed as, follows : ’i‘ T g _

‘46!a

L LThis dance is explained as an initiation dance, with its origins in

S
[y

Gegen Mitternacht treten zwei Maskierte peitschenknallend in

"den ‘Saal, hinter ihnen,. akrobatisch gelenkig, ein Rad-
‘3schlﬁger. ‘Es. folgen Minner mit- ‘Schuteén, Forken und Harken

Einer meckert wie ein Ziegenbock Ein anderer Verkleideter,

. genannt Barbier, schiebt auf seiner Graskarre den "Juden,"

€inen Alten mit’langem Flachsbart, herein; begleitet von

‘einer Frau in- ‘guter Hoffnung, die ein Bursche darstellt.

. Auf einem zweiten Schiebkarren liegt ein Schleifstein, und
“als Rasiermesser dient eine Sense, als Pinsel ein Besen.

'.Die beiden Peitschenknaller gehen, einer rechts, einer links -
”,herum, Platz schaffend flir die Rundfahrt - Die Musik setzt

' ein. ‘Alle singen mit: -

"Wulwitt den Jiuden den. Bort affschnoin,v,’
. Heu schall' ‘er sllmst met boi soin. .
De eune schall'n haulen, de anner schall'n schnoin.
De drlitte schall de ‘Muskanten soin.' '
Beim zweiten Satz (Trio ohne Gesang) streicht der Barbier

. ‘sein Messer, der Flachsbart wird "geputzt, " d, .h, .rasiert,
 wobei ‘der "Jude" schreit und tot hinf#llt. Nun erscheint /der
- Doktor mit dem Arzneikasten, horcht das Herz des "Toten" mit

einem Ofenrohr ab und pumpt ihm mit gewaltiger Klystier-

:i speitz Luft in- den Afterkg ‘Beim Adagio springt der Tote o
- plBtzlich auf, ergreift eins der kreischenden Mﬂdchen, ‘tanzt - -
~ einen Schottschen .damit; Das ist der Anfang eines allge~ 3

tmeinalRundtanzes, der zur THr hinayggeht. Die Pantomimen

werden hinterher vom. BrHutigam in einem Gasthaus freige-

'fhalten.' (MEier-Boke, pp 235 36)

N v.!—
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spring rituals, the ritual destruction of winter and resurrection of
. .
* spring. 2 One can go much further, however, and see the entire wedding

ritual as an integration of birth and death motifs.63h~" V i
¥ . C .
o From Lower Austria masked dances have also been recorded 64

Neuner describes the performance of a sword dance_,

.J‘-(" . . - i

A“ ’
k £R *‘MBei grossen Hochzeitsfesten N truge% zved Burschen, und
wat der Brautfllhrer und der Gesplelflthrer, blanke Schwerter,
*V ie mit seidenen Bindern geschmlickt waren....Beim Hqﬂpzeits—
_,5mah1 -wurden dYe Schwerter kreuzweise in die Decke gestossen.
; hrend des~Tanzes nahmen Jedoch die beiden Schwerttriger
dien%lanken Waffen wieder zur Hand und tanzten damit 6

while

U:*to death occur in'other regions as well. Dance of death
ses in the Hungarian heathland were recorded in the nine- : .wv\\

“fyteenth ﬁﬁntury by Remigius Stachowics.G‘6 The participants in the .

s

R . 'dance are four costumed boys, ‘one representing youth one death ane

the' devil and one the angel The theme of - the dance, according to ‘our

' - ¢ SR

observer, ig that there is no defence against death. . ‘In Gottschee, a
A .

choir t;aditionally sings an: exchange between a departed soul and the

R .company of the dead., The—song is executed with sed voice93 while out—_r ‘ Y
C breaks of weeping and wailing arise- Spontaneously frOm the participants :
Q - and the crowd‘ n‘ S o :“ ' o v': ‘ ' ) ._ : ; /

' : 1. Die ageschidne séale einget"

‘Ih han dsrt. gelassen main wuter und mueter!

~~ 1ih han dBrt gelassen mein sbester und prueder,

. geu gedenkhent et an mih! -= - . :
Ih han dbrt gelassen maine junktschellen und tschellinnen:
-seu- gedenkhent et an mih! -~ : . .

- Niemant'bolss es, niemant denkhet - = o S 4

!_bas deu armen gealen laiden: muessent!!! _ S ST e



2, Deu agesturben gingent.

Main deu agen tuent werwinstern,
ih kan et mér die barlt anschagen. --
Benn ih junc bin und gesund
han ih wreunte Uberall genuc;
benn iCh hit pin ader krankh
“Q: '* da hin 1h Koine wreunde mér!
Benn il oinmal ,in krankhempette “lig,
da kimet -der priester zu mainem pette.
Da perichet er mih ze den ebigen glletern,
" Benn ih oipmal gestuorben pin,
da machent’ geu mir oin neues_shaus.
. ‘D& trugent seu mih‘zu dem kirchle boiss, _ ‘
‘33 trugeft geu mih auf das wralithof grilen. . o
DBrt machent geu ‘mir oine grable tLéf. '
drin birt ih slafen aho slless: -— = .
; Benn ih olnmal in grabe lig:
dia kimet der ‘priegter ze mainem grabe.
dar ‘smaisst- a stlckhle ert auf maine prust.
Benn ih oiqmal begraben ‘pin,

o da wangt der messner zu lHuten an.
Da géant deu leute alle won mir:
lai: "rue du dn der kllelen erte ‘ ¢
wo du hin gediefet hast!" (Schroer, PP 282 84)f '

e

This song is more than a reminder of death, in theamidst of wédéihg

-
¢

joy, as our compiler labels it Instead ‘the death of'&hevbody in-old

.“age is used as- an analogy for the marriage of the young girl and the

3death of her youth The first .section of the song (11, 1 - 6) follows

the traditional sequence of the bridal farewell ~- .she leaves first her
'father, ‘then her mother her siblings and finally her friends. "pBrt"
'refers not only to the land of the 1iving, but also to the home of her

youth ihe expression qi grief in 1ines 5 ~ 6 (nobody knows or
:wimagines what the poor souls must suffer) is an acknowledgement of the
. isolation of the girl in her fate Russian brides, oo, accuse their

parents of rejection,'of neither knowing nor caring about ghe suffer-

:frings of their daughter-, The next part of ¢he songgis sung bY the

°}gathering of the dead although there is no apparent change in point} of l

4
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: abandonment by one's friends to the strangeness

v life{.the sorrows gf which are, "no more than'what

-~
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view. Like the first section, the poeti& theme would seem to be the
isolation and loneliness of marriage (and, as such, its analogy to
death), Jhen one is young and;healthy, the song tells us, one has ,
friends; hen old ahd sick .one's friends are gone (11. 9 - 12). The"
ritual of marriage involves the farewell from onpe's friends, as ‘well

as from youth and youthful health I‘atrimony is associated with har‘.

work instead of gaiety, with sickness in place of the vigour of youth
r

' ang, finally,]since maégiage is inviolable, matrimony accompanies one .

'} . -

to one s death. As with death, marriage means a new dwelling (l 17),9

' . -

a church ritual, the priest, the ringing of bells and, ultimately,

ess of a new
e deserveds'" '

The poem has a chant lfke quality wqfﬁh produces the mood of a terrible

. L@t

inexorability : ' - . ‘ S ety e

Candles may be symbols of time and time passage.67 In-Magdeburg,

: Bridal lights are associated with a midnight dance.~ These 1ights are

usually some sort of wax candle fastened to a garlanded pole, and are

traditionally carried before -the bride in the wedding procession, as
she enters the church, and as she enters the~bridal chamber

(Bettleite) According to a decree of 1570, these torches were for—»

bidden except in the first instance where they were still known in the

nineteenth century and, 1ndeed, were used‘as~part of the wedding dance:

A

Wahrend des ganzen Brauttanzes tanzen auch die Lichte’
tragenden Brautjungfern und ‘schwingen beim Tanze die brenn--
enden Fackeln oft kunstvoll im Kreise. Sie wihlen sich ihre
‘THnzer selbst aus. Ist eine ermlidet, so giebt sie ihre Fackel
und die Pflicht des Tanzes an eine andere Brautjungfer ab. .
(Wegener 1:3: 7% 203 ~20%)



*  The ¢limax of the dance: and of the rituals ‘is the removal\of the wreath

and the placing of the Haube. Often known as Kranztanzén, this term has

. a variety

of connotations, some of which we have already seen. Neuner

tells us that the dance thus designated ocdurs on the afternoon of the

last Sunday'before the wedding; The dance 1is opedvby the bride and

\) H

groom, and it represents the departure of the bride from hen parents'

‘home.68 Erichsen tells us of a ritual Kranztanzen, however, which was

performed

on the first Sunday after the Feast of St. John, and which

o

has no connection with marriage customs whatsoever'.69 The wreath symbol

has a mult

ings.

In general, however, the Krenztanzen implies the ritual removal of

iplicity of meanings, many totally unconneéted with wedd-

4

PO

the wreath or bridal crown, and is a dance or some form of ritual

complex or

<t

"game." It often involves the formation of a sort of circle
o .

which must be broken nhrough or opened up. Consider this description

from Magdeburg ' : . ,’—~. .

L
o
.

- Bald nach Mitternacht erschienen ... die Frauen im Tanzlokale
. der Jugend, schlossen plBtzlich eilnen dichtgn Kreis um die

Braut, nahmen ihr die BYnder und die brHutliche mit BYndern
gegchmlickte. Krone vom Kopf und'setzten ihr statt dessen eine
aus schwarzem Bande gefertigte Mlitzte auf. tDamlt war sie
unter die verheiratheten Frauen aufgenommen, nahm -jedoch die
Nacht Uber noch am Tanz der Unverheiratheten Theil:
(Wegener, p. 201)

'In one community, the final initiation is symbolized by the dancing

together o

repeatedly:

f bride and groom, while the following couplet is sdng

R . : Ty

~

De brut hat'n kranz vorlbrn, v o’ L

Hat se .doch noch hoare. (Wegener, p. 201) o S *

.«
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‘,“u##ﬂﬁe fleeing bride is typical Of éfnuéher of rituals in which the ’

After the dance,'the girl's eyes are covered, and the men dance around
her in a circle.. The bride has to choose her husband from the crowd of

men. This occurs three times, aftér which the following ditty is sung;

Soll diese Braut ne Jumfer ‘sein?

Soll mich ewig wundern,

Wird wohl eine gewesen sein,

Aber nicht jetzunder. (Wegener, p. 202)

A ]
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There is no great display of emotion, and the emghasis is mainly on #

initiation, Yet the termination of something is/recognized in the-

- words ''verldorn," "gewesen sein," and "nicht jetzunder." Doris

3

Stockmann records the singing of Weber's wreath song while the Haube

D 71 . . .
ceremony’ is being performed. In another wreath song, the trembling
Y, . : , . '
of the Wreath:suggests its imminent removal, as well as, figuratively,

the position of the bride "trembling" on the brink of passege;

p o ' -8 Q,
Brautkranz, brautkranz!

Wie wackelt der Brautkranz, .

/ Hast du unser Frau ihre Haube nicht gesehn,

/ " Hast du sie nicht gesehn, hab ich sie nicht gesehen,
Haben wir sie beide nicht gesehn’ "(Wegener, p. 202)

- . 1

The decorated spinning—Vheel figures largely in some of these -

Wie schin wirst du gewackelt! , o <

rituals. In some areas, it is hung with little shirts and caps, perhaps

Ll

‘as’ a suggestion of fertility- As the ‘guests dance around the spinning-
wheel, the bride runs away and is chased by the groom, who removes her
wreath .against the opposition of the bridesmaids.72 This complex of

T symbols dramatically emphasizes the ritual significance of the wreath

"éf reluctance of‘the bride to phrt from her youth and her youthful friends

-

o ie»enacted It demonstrates that the ritual is one of parting as well
. ;.

es of joining. Wegener reports that’only now the bride 1is considered a

A
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- ) R ) -1“"“‘) .
wife.?3 The dance around the.spinning-jpgel is contrasted to the flee-

) . 4 B
ing of the bride in a manner not dissimildr to the contrast in

v

HBtensleben between the" lonely bride and the gay company of wedding

.guests driving the dowry to the bridegroom' s houSe. The girl is Te-

s ° ~®

luctant to join the colourful and festive community, yet her escape
must be thwarted in -order to ensure.her“initiation.into a new life.

In a Plattdeutsch‘description, the spinning—wheel,is called the
Brutroat, cnd it is decorated with flai as well as with children(a~>
clothes. It is decorated by the bride's girl friends in a ritual
‘which, the recorder tells us, is performed on the day before the
'vPolterabend and the brigal bath, and At is held high as display on that

occasion,za After the wedding, the spinning—wheel becomes the centre

q

of another ritual which takes place about five or six o'clock in the °
morning, .fter the wedding guests have danced the entire night through,

the flax being "Janced ofr," one twist‘at each dance.75
In some communities, the‘old spinning-vheel must be destroyed; In
Etingen,7§ for instance, the dancers try to remove the strands of flax
3 ’ 3 :

!

while the,married women attempt to spin on the wheel. After the wheel

is broken, the flax is -carefully nreserved as a remedy for various ill-

e .

sesses. Elsewhere;‘the bride dances with the men, the groom with the
)women until the wheel ia broken. hEven where no unwreathing takea
place,'lt is common that the bride runs away from the groom at thls.’
point ,and he must chase and catch her.i In general the bride is
helped byféhe girls, ‘the groom by the married women., The men also take

part in this ritual in some placeS.‘ In ‘one description, the young girls By
and young men, while dancing, try to bring the old spinning—wheel into - °

! . .
the bridegroom s house, while both the married men ‘and the married

&
i
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women attempt to break through the protective circle and destroy the’

Wheel. It is considered a disgrace if they, should faul Again, there‘

is mo ritual connection to the wreath and Haube, vet it clearly has a

similar function. Should the old wheel enter the marriage house in one

piece, the initiation of. the bride is not complete -—\she has' failed to"

-

break with her past and the unmarried have té//d hed over the married.

In this instance, clan would seem to have little 1mportance and it is =

the state of being married or unmarried, old or young, which 1d‘sign1f—
. oy
icant in the ritual of initiation. There age numerousg varlations, too,
, T R
of the.ritagl chasing;“catching and winning of the Hride by the bride-

groom. Often these are connected with the subsequent rémoval of the

_ wreath. 1In one case, the women dance around the bride, and 'the bride-
' ' . I

' groom must fight his way through. Theﬁfigure'formedvis nqtuunlike that

of the dance around‘the sPinning—vheel.mentioned above; In another
instance, unmarried men aid the bride, while the groom is helped by the
married men.77' There is in these cases a symbolic connection between

the bride and the. spinning-wheel

The‘circle formation (note thét the spinning—wheel, too, is round);

is suggested in the term ingeltanz,,used in the Riesengebirge. 78 This
ds performed at sunrise: The unmarried girls form ‘a ring around the
bride and executeka\dance. Afteriadfew dances, the'SErecher comes and
demands that the bride be.given‘upito the groom. The girls resist, but
the married women come and force the bride out of the circle. She is
taken into another room, and the Haube is placed on her heaq,. She is
rls no

led back to the circle of girls, and when the Sprecher once mige
g

requests that the bride be given to the groom, the unmarried

longer resist. Thergupon, bride and groom dance together for the first



.Kranzlieder and the lament motif.
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The ritual.of Haube-placing is, thus, both parting and injtiation.

Whlle_the spirit;of good  fun reigns throughout much of the proceedings,

- an. awareness of solemnity makes.this moment cruicial to the ceremonyn
I .

) . * E . ‘ "

: While the mostfeffusiveVexpressions of:sqrroﬁ occur at{the departure . .

from the parents' ‘louse, the, same emotions arefritualized_in‘the
reluctance of the bride to leave the community of maidens, and 'ifh the
eﬁforts on the part of the unmarrled girls to retain the brlde fer
themselves. ‘The roundness of the wreath and of thekspinnlng—nheel -the
eircular movements: associated w1th splnning and with the -winding of "the

distaff, find a ritual parallel 1n the weddlng dances and uartlcularly,

in the highly symbolic "dances" pertalnlng to the removal of the wreath.

. "

The image of the circle is a coﬁplex one, which requires a closer

look, here, because of its close connection with the structure of the -

.

The HandwBrterbuch d€s deutschen Aberglaubens informs us that the
importance of the wreath liés in its‘circular‘shape, as well as in its

material, and that the wéarlng of the wreath#is dlosely connected‘with

. the virginity of the brideus There is also a possible assoc1ation of

the wreath with the sun and the moon, and with the annual cycle’ of the

* calendar and calendar customs. The_wearing of the wreath'is not

limited to customs concerhing marriage or its cbgnate death, but occurs .

as well on other occasions, such as spring festivals and confirmat-

. 79
ions.

i3]
'1

The dlstaff and the spinnlng-wheel are botH symbols of female

Tabour or, by extension, of womanhood. J. E. Cirlot tells us that Xhe -
G U
distaff, like the.spindle and the shuttle, is a time symbol, represent-

4
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ing as well the cycle of the moon.80 Like the wreath and the'spinning-.

wheel, this may be an integral part of the circularity and mobillty of

the aymbgl. In the Handerterbuch, e are told that the distaff is

-

. considered a symbol of the German womanfvand'fﬁat-it is associated witﬁ_

‘ gatherings of young people (ségregated according to their sex) for sing—

81

ing, work and'general amusement (Rockenstube) Both the spinnlng—

ki

¥
wheel and the dlstaff are major symbols in the. wedding rituals. Wegener

e,)

t’ha8”£hms.nonsay,of the spinningfwheel: : S

Am Spinnrad wird ... uem Menschen auch das Schicksal gesponnen
von den heiligen Schicksalsfrauen, den Nornen. Diese uralten
Frauen sind es, uie auf .dem Mﬂdchenspinnrad nach der Etinger
Sitte den Lebensfaden noch weiter zu spinnen suchen. Doch ¢
die BTaut muss brechen - der Vergangenheit, sie'stirbt '
‘gleichsam ihrem heimath?%scen Hause und ihrem heimathlichen
\’Heérde ab.. Der von den Schicksalsfrauen gesponnene Faden
w1rd‘daher zerrissen, das Rad zertrHmmert, hinter der Braut
der Eimer mit Wasser hergossen.‘ (Wegener, p. 209)

;-
i

Of interest in this interpretation ie the assdc%ation of the destruction
of the spinning;wheel with the image of death, and the’emphasis_en the
break with the past.

; The three sympols have a number of charac;eristice in common. All

SN 82
thrige, of course, are round.’ While this may seem trivial, -it is

acfuallyt}f;the utmost impnrtance. ‘The eircular strueture'implies un-
endinénéas, vut with this, a lack of progressibn. Only through breaking
‘;tﬁg;iircle is progression possible. We have seen a similar circle mofif
J////'Aln the Ru531an laments of the early, post-betrothal stage. There, the
bride regretted the breaking qﬁ the circle, because it implied the end—
ing of a pastoral existence. Let us ‘remember that that pastoral exist~-

ence was equated poetically with the immaturity, in physical mental

and moral terms, of the bride, as well as w1th a static timelessness.
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‘In the German circle symbols tbere is a subtle difference; The' break- .

lng of the circle is implicit within the symbol Regret'is expressed ,
i )

.ritually, but is complemented by ritual 1nit1ation. It is the new

-

.spinning—wheel which is decorated the old one which is broken up.,

) N .

There is, thus, no time lag between parting and joining, both acts -

occurring more oOr less simult}neously. The wreath~symbolizes virginityng ;

-
- but is not, as 1is the case with the Russian krasota, specifically Te-

'

E presentatiye of maidenly coiffure The distaff, too,‘is new, or is

;newly wound “and” adorned for the rltual about to be performed or is

carried proudly as a centre of attraction (along with the broom) in the

a

-Brautggtfahren. More important than the round shape of these symbols

is’ the circular or serpentine design which they express in movement.

Thus, ~hey cannot be seen merely as symbols of labour (the ;reath does

not. anyway f1t into thlS category), but primarily of mogion. "This isi
vital to the bridal theme, because marriage is essentially a rite of -
passage and can only be properly dramatized through symbols of movement.
Let us return to the- assumptlon that the spinning-wheel and the distaff
- are tokens of’ female labour. The mistake lies in an easy confusion of
funttiontand utility. \The utility of these objects lies in their

ability to contribute to the manufacture of cloth. But they have a more.
basic function in the measurement of time‘ - The movements’of spinning—
wheelpand distaff measure the hours and, by extension, the years, of
the'women usingvthem while the wreath, in itsucircular form,rrepresents
the movement of the sun and the moon.s? Time measurement, as we know, .v
is fundamental to the lament, the breaking of t e time cycle expre551ng'
the trauma of passage.

Now let us'examthe these circular symbols within the context of the



v .
- -

‘wedding rituals. The' symbols do not appear as external embellishment,

but are within ritual complexes of which they form a crucial parf.

rost important, these ritual complexes are generally circular in form-
a;ion, and exist-only while in motion. The breaking of the éircuiér
.formatid# is-esgential tgvfhe act of iniE%ation.} Likewisej in.the
EhrentYnze, the-dancing couﬁles form a more or l;ss'céntainéd and con-
troiled circular, movingishapé. ngllowing the completion of these ‘

dances, the circle is broken in the turmoil of general danclng. This

f procéss is aped in one of the masked daﬁces,'in which three weirdly ‘

disguised figures dance with each other, then choose a partper from thé

crpwd, and their final dis;pﬁéaranc& gives rise to generél dancing.84
There is a fﬁrther fmpliéaﬁioﬂ to the symbols, which/relates them
to t%e riﬁuals and dances. Oné might be”temﬁted to/éee\the spiﬁﬁingq
vheel and the distaff primarily as instruments of’lgbour,'bécausé they
represent the work which the bride will dogas a wife and has done aé a

H

girl. Ue have seen, however, that Rockenstube implies a gathering of

people according to age and sex for the purpose of amusement. Work is’

a minof_element in this coming together. Holidayé, such as Chris%mas
and Easter, are occasions for particu}arly féétive gatherings.f The
distaff represents primarily the community of young girls or married

. : S0
women, and only secondarily the work they may perform. The symbol is

social rather than utilitarian. Similérily; the égily.decorated
v r
- spinning-wheel suggeéts éometh{hg pleasant'father tban merely utilit-
arian. The émphasis is.on cdm@unify; ‘The circular wreath suggests, |
by its multiplicity'bf uses, a festive adornmént, Tpe‘ciréular shape
Qforméd by'fhe girls who wiSh.fo retain the_bridg/encloses, includes

~{and protects the girl inside it. The women who take the bride up into

192
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their communitybalso form a circular figure. Thus, the particioation

of a crowd of people at the rituals does more than provide witnesses to

the ceremony or ward off evil spirits; it dramatizes the social. meaning

of the initiatijon.
In poetic .terms, the social integration of the bride, the intridate

v

balance of. parting and JOining, and the implications of motion and the

arrest of motlon are all basic to the structure of the Kranzlieder.v

L o
-

The following song is from the Banat:

Bringt herein, bringt den Stuhl hereinj
Die Braut muss abgebunden sein.
Jetzt binden wir der Braut das Krinzlein ab,
- Thren Mann muss ‘sie lieben bis ins Grab.
Jetzt binden wir der Braut das Tlchlein auf,
Sie muss es tragen ihr Lebenslauf.
Sie muss es tragen schwarz und rot, - . ’ '
Deinen Mann musst lieben bis in den Tod.
Schwdr' du es deinem Vater und Mutter ab,
Deinen Mann musst du lieben bis ins Grab. ‘
Schwbr' es deiter Schwester und Bruder ab,
peinen Mann musst du lieben bis ins Grab.
Schwbr' du es deiner.ganzen Freundschaft ab,
) Deinen Mann musst du lieben bis ins Grab.
_Weichet ab, ihr jungen Midchen mein, '
- Mit euch kann ich nicht mehr lustig sein.
Komme t her, ihr jungen Weibchen mein, N
Schliesst mich in eure Gesellschaft ein.
‘Kommet her, ihr jungen MHdchen mein,
,Mit euch¥will i%h heut noch lustig sein.
SchwBr' du es deiner ganzen Verwandtschaft ab,
Deinen Mann musst du lieben bis ins Grab,85

The poem can be loosely divided into four sectioms. vLines'l - §~contain

5

the rituul descriptions he rhymed line of each couplet is an inter-

pretation of the ritual moment and refers directly to the ritual being

\

enacted Lines 7 - 14 have a broader ritual basis, since the farewell ,
to the bride's family -and friends is ritually connected with the re-

moval of the wreath, and may even reflect other’ rituals performed

earlier in the ceremony'(such as‘the‘departure'for church). The

- 193
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in poetic pace L~ the two lines differ fr‘h”’gaﬂ§other ip essence only

_ the father coming first as Hbad of the clan. The repetition of the .

! R ce e T AL At A 1 . < R o ‘WWMMF?‘\WMWWWW sy
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parallel structure of lines 6 and 7 has the effect of marking the change

must part are listed in order of impor-ance, and according to- tradition,
'ﬁ“

line: "Deinen ‘Mann musst du lieben'bis ins Grab," creates a mood of

extrame solemnity and finality. The tone produced is also somewhat

morose -- marriage is.the‘inexorable‘process”by.which a whole clan must

" be replaced»by only one man. Furthermore, the verb "musst" conveys

"the message that: it is the bride s duty, not necessarily her personal

pleasure, to love this man who .is now her husband The finality of

this fate, the duty to love, and the somberness of the mood are -

emphasized “in the conclusion of the repeated lines "bis ins Grab" (or,

&s in line 9, "bis in den Tod"). Obviously, there is a literal meaning ke

1

to this phrase, since marriage was considered inv}olable.k -But the

phrase has, as well, a much ‘stronger, symbollc meaning similar to that

of the death references in HBtensleben and SiebenbUrgen, which e have |

already examined. Just as the bride must walk in the procession alone
G '

until she is greeted by her husband, so, here, the bride must submit to

the removal‘of her wreath and the end of"her maidenhood. She must )be-

come a bride"ahd leave her home and family. She must love her husband.

'In this line, the death of her will becomes a. kind of chant which adds.

‘even the death of 1ove.

e
a note of harshness to the proceedings without detracting from the

festivities. The poenm is about‘gehting married; not about death or
f
)

ines 15 3 20 clearly compose a section of

&

their own, if only rh thmically, since the first, third and fifth llnes

e
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of the- sectiqn all end with "mein," and, indeed, are parallel.to each
’

other,structurally, ‘while the other threﬁ lines rhyme with "mein and

. /
are also parallel to each other. ‘The most noticeable difference in

this ‘section is that the "narrator" haS‘changed from that of the wedd-

\
ing party who willlperfggm the ceremony to that of -the bride herself

Through_this‘change"in person, the ritual focus also shifts from that

-

of admonishment to that of personal contpol. .In the three

\
this section, the bride's attitude moves from 1amentation (4

~

kann ich nicht mehr lustig sein) to initiation ("Schliesst mich in eure

Ll

Gesellschaft ein") to, the imitiation completed, a return to the fest-

"{vities of the moment ("Mit euch will ich heut noch lustig seip').

The concluding couplet reiterates the significance of the ritual just
completed but has no 1onger the power of a chant. . All the bride s ,
family and friends from ‘whom she must part are now condensed 4into a
single collective noun, and .the exchange of clan for husband becomes a
more equitable exchange of one for one. The ritual is complete, and
the time for lamentation is past. Thus, in thiis song, the parallel
structure of the lines and the images cgéates two parallel and mobile
centers of activity.. The first, represented by the circular Kranz, is
removed and is replaced by the larger concept of life ("ihr Lebenslauf,"
line 6). In the first part of the song, the expressions of parting are
negatiﬁe, and marriage is equated with death.,‘The opening line, too,
includes movement, in .the ritual bringing in of the chair. In the

final couplet, the two centers stand opposite each other, marrited life
dominating by‘its ultimate position. The constant repetition of "abs

hammers home the idea of disruption, and implies a parallel association

~

with the natural termination of human (and married) e through death.

195
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We have already seen many instances of death-referénces within
wedding rituals, and of the metaphor of death as part of wedding songs.
‘These explicit references to death are often obscured by the super-

imposition of Christian teaching, so that they may at first appear to

be morbid reminders of the Last Judgement or heavy-handed references to
Christian marriage laws. The time factor as expressed in the death
references provides a clue to their real meaning "Dein Mann musst du '
lieben bis ins Grab" is a statement of the present, not one of the

future. We do not know how long the couple will live, which of them

‘will die first, or whether "’is ins Grab" implies that their love will
terminate with death, or that they will be united in love even within

the coffin, a macabre thought which evokes ballad images of entwining

Ty

‘roses and briars. The '"grave" is, in fact, the darker side of life,

the absence of the known and trusted. This alternation of dark and

“

light may be expressed® in other Brautljeder through the dichotomy of

present and future

Hait hout de Braut: en schien Montl imm.

Bo hait uibrm Juorh hofs a Kindla drin.

Hait ho dB Braut a schien Firtich imm. :

Bo hait uibra Juohr hots a Drackla drin. (Oehl, p. 145)

The present, rather than the future, reality of death is made

_ particularly clear in one song ritualization of the unwreathing. 86 In

this instance, dance and song and ritual are carefully integrated.. The -

bride dances with the ?rautfuhrer while he‘sings. During one of these
quatrains, he removes the wreath, and wears it on his.arm while he
-sings and dances the remaining verses. The completion of the dance
symbolizes the union of the'couple.. In some versions of this song

. 4\- "
ritual, the bride's reluctance to part with the wreath is implied:

!
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Meine liebe Jungfrau Braut, ' '
Muasst di net verdriassn,

Dein wunderschbnes Kranzerl

Wird herunteerUassnn! (Hurdes, p. 134)

and S'Kranzerl muasy aba
Und 's Hauberl muass her,
A Jungfrau bist g'wesn, ‘
Aba heut nimmermehr. (Hurdes, p. 135)

The wreath becomes a symbol ofs the marriage vows, and is preserved as

such in heaven:

Der Kranz, der wird aufbewahrt,

Dort drobn am Himmelsort

Len ihr als brHutlichs Paar

Habt's bracht zum Altar. <(Hurdes, p. 132)

v . 3

It no longer represents specifically the yirginity of the bride, nor

does its sanctity depend on the continuing love and loyalty of the

couple after marriage. It is consecrated through the act of marriage,
chrough initiation itself. In the rather light-hearted allusion to
death in the concluding verse of one version of this song rituai; the

point of reference is not life after death, but the eternal meéning‘of
. . 1

the symbol and the ritual act:

Und wann md amal in Himml fahrn,

Da hab ma a langi Bahn,”

Und da werdn ma unsa Kranzl : ' §
Ja wieder anschaun. (Hurdes, p. 136)

Thus,‘immortality and death, like past and future, dark and light,
happiness and sadness, are poles within the ritual conglomerate of
parting and joining.. They are truly expressions of passage. The

sacred nature of the wreath as relic (ritually; in this case, it is
| ‘

fastened to the bridegroom's hat) has a certain parallél to thezpelief

in the curative powers of the broken bits of the old spinning-w eel.
. : . \
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Conclusiqp

.

German Brautlieder are not nearly as accessible to the casual

'

reader as are'the.Russian bridal laments. Descriptions of wedding trad-
itions do not necessarily recognize ritual poetry as an essential part
of the ceremony. In.central Germany, such ritual songs'have often dis-
appeared, and we must look to older descriotions or to the wedding
poetry of isolated regions in order to find them. Yet, a search of
this kind yields a suff{cient number of examples, from sufficiently

diverse locations, that it is possible to make the tentative assumption
: \ v
that ritual Brautlieder constituted‘at one time an important part of
most‘German marriage ceremonies.
ihese Brautlied;r have certain generic similarities with the

7

Russian wedding'laments. Firstly, they focus on the bride, and present;

her point of view, or attempt to define the act of getting married as

itﬁaffec?s primarily the bride. Secondly, these songs are 'vitualistic.
, :

/ .

They are sung at clearly defined moments in the marriage ritual; they

>

’“refer to the rituals in the words of the songs;. they enact or interpret

the rituals which they accompany. The rituals of parting and joining,
in a broad sense, affectvthe'structure of many of‘these sonés, such as
in the contrasts between past and future, between isolatiomrand comm-
unity, or between gaiety and solemnity. Thirdlﬁ3»these songs.express
the passage of the bride from youth to matrimon§ and from father's
.clan to husband's clan.. This passage may be dépicted through overt
references.to the ritual passage of the bride from her father's house,
through the village, ‘to the church, and to the husband s house. Met-

aphorically, the passage is seen as a sort of journey, and movement is

an egsential feature both of the poetic depictions, and of such ritual



W Bty

199

formations as the Brautlauf dances. The change of the bride's State,
and her breaking irrevocably with the past are algo ritually enacted by
the breaking of the distaff or the spinning-vheel and, poetically, by
the bequeathing of the roses to her girl friends. The isolation of the
girl, her fear of the unknown, and a Ssense of foreboding, cven a
presage of GEath are all characteristics of the passage theme in these
songs. Time imagery is prevalent both in the songs and in the rituals.
Finally, the traditional nature of these songs, their solemnity, and
their didactic quality are appropriate to the important role they play
in preparing the bride psychologically and socially for marriage.

- There are, on the other hand, many superficial differences between
the German and -the Russian songs. The German Brautlieder are less>
numerous than their Russian counterparts, or would seem to be, und are
sung during fewer ritual moments. They are not- usually sung by the
bride, but -are addressed to her or are sung by others, but in her name, \
A large number of these songs are_ sung after the nuptial Ceremony,

rather than before it, and rituals of parting and joining are often

‘performed together. ‘There may be an historical reason for this, to be
found in the state control of the pre—nuptial rituals As a result,

Jjoy and sorrow mingle more closely in the German songs and rituals than
in the Russian ones. In the German tradition, there would seem to’g
more emphasis on community than ig apparent from the Russian examples
studied. The German bride leaves the communi ty of unmarried girls and
joins the community of married women, She 1is isolated only in the
moment of passage., Finally, the German Brautlieder are more didactic

‘than are the Russian Ericitanie. This may be the result of the strong

" influence of church teachings on German marriage rituals and beliefs,

v -



as well as of the emphasis on duty which ig found 1in much of the German

wedding material. hatever the reason, iowever, thig didactic note ts

N 1

not in conflict with the lament theme, since it'incorporates the basic
idea of marriage ag a change 1in State, s inevitable, inviolable, .ng

F
frightening.

In our study of the Russian wedding traditions, ye argued that the
term igra does not imply frivélity, and that rituyal apd lament are
fused together and havgian al@ost sacred function. T1Ip the German
examples, it can pe seen that the state and. the Christian church com;'

batted the traditional'marriage rituals because they, too, were solemn

and sacred énough to pose a genuine threat to the authority of the

rituals. Christian themés have changed the persbective of a number of
these songs, but have pot cfeafed their didactic function, which is
inherent in the ndn-Christian songs as well, and may well pe older than

. : i )
the time of the first church intrusion into matrimonial matters. Ip
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FOOTNOTES

IO “-Aénapter Three

°

1 . ‘ ) ,
There are numerous testimonials to these 1egislations. See, for

' ‘example, Gerhard J: Veumann,'"Hochzeitsbrauchtum in Westfalen vom 14,

vis 18. Jahrhundert unter besonderer BerUcksichtigung der Stﬁdte,,
Westfalen 33 (1955), 212-23. - .

2August Meier-BBke, "Liebe und ‘Ehe im 1ipqischen Volksbrauch "
‘Lippische Mitteilungen aus Geschichte und Landeskunde, -3 (1958), 233.
The location of subsequent quotations from Meier-BBLe will be indicated
in brackets following the quotation._' -

3For ‘a brief'discuss1on of the Biblical influence én German wedd-
ings, &nd of the :possible connection between the Virgin Mary and bridal
attire (including the bridal crown), see Bernward Deneke, Hochzeit.. ,
-See, e¢specially, pp. 42-43 (the speech of the Hochzeitslader), pp. 88—‘
89 (concerning the bridal crown), aﬂd p. 97 (which describes ‘the
marriage portals of local churches)

d

4Fo’r an example, see Wilhelm Oehl, Deutsche HochzeitsbrYuche in -
Ostbbhmen, BeitrHge zur deutsch-b8hmischen Volkskunde, Wo. 15 (Prag:
“Kraus, 1922), p. 60. The location of quotations from Oehl will be
'‘Indicated in brackets follow1ng the quotetion \

. 5For a description and sample of this wedding examination, see
Christian Rubi Hochzeit in Bernerland (Wabern Bﬂchler, 1971), p. 22.

(6
Oehl, p. 75.

k‘? L
7Eugen Fehrle, Deutsche Hachzeitsbrﬂuche Volksart und Brauch,
No. 2 (Jena:' Eugen Diederichs, 1937), pp. 18-19. The location of
subsequent quotations from Fehrle will be indicated in brackets
following the quotation.

>

8Gustav Jungbauer, "Deutsche und - kirgisische Hochzeitsbrauche "
Volkskundliche Gaben: John Meier zum 70-sten Geburtstage dargebracht
(Berlin: de Gruyter, 1934), pp. 75-84.

9Much has been written concerning the place of dance in German
weddings, as well as concerning the term Brautlauf, which would seem to
imply some sort of dance or race: See'»KEFI_ﬁEEEE, "Der Tanz im Hoch-
zeitsbrauchtum," Die Kirntner Landsmannschaft, No. 10 (1969), 15-17;
Stephan L¥Uscher, "llochzeitstinze und andere Volksté#nze," Jahrbuch des
Ssterreichischen Volksliedwerkes, 14 (1965), 106-17; Marianne Panzer,
Tanz und Recht (Frankfurt a.M.: DieSCerweg, 1938); Edwgrd Schréder,
"Brautlauf und Tanz," Zeitschrift fir'deutsches Altertiin und deutsche
Literatur, 61 (1924), 17-34; Richard Wolfram, Die Volkstdnze in.

 Osterreich und verwandte-T%nze‘in Europa (Salzburg: O. Miller, 1951).

-
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 Xarlweinhold, Die Deutschen Frauen in dem Mittelalter (Wien:
Carl Gerold's Sohn, 1882), 1, 376. . :

) lEor @ general discussion of wedding rituals, see the books by
Deneke (Hochzeit) and Rubi (Hochzeit 1in Bernerland). For a traditional
interpretation of the rituals, which is still valid, although in some

 cases the arguments may be out of date, see Paul.Sartori, Sitte und
Brauch (Leipzig: Heims, 1910), I, 48-122, and Ernst Samter, Geburt,
Hochzeit und Tod: BeitrHge zur vergleichenden Volkskunde (Leipzig:
- Teubner, 1911). ; - .

-

12Philip Wegener, "HochzeitsgebrHuche des Magdeburger*Lan@es,"
Geschichtsblitter® flir Stadt und Land Magdeburg, 13 (1878), 230. The ,
location of subsequent quotations from this article by Wegener, as well
as from his continuation to ‘this-article, vhich appeared in the same
Journal, vol. 14 (1879), 184-222, will be indicated in brackets
following the quotation. - -

R 13See Cisela R8sch, "Kiltlied und Tagelied;" Handbuch des Volks-
liedes Die Gattungen deS'Volksliedes, Vol. I, ed. Rolf Wilhelm
Brednich, Lutz RBhrich and Wolfgang Suppan (Mlnchen: Fink, 1973), 1,
483~-550; see also Helmut Glagla, "Fenstern und Nachtreiten atuf Fehmarn
um 1800, " Beitrlge zur deutschen Volks<und Altertumskunde, 14 (1970),
125-30. , ’ .

~ Réscn, p. 520. . _ . .
: iSMeierQBBke, p. 215,
l{)Franz Kolb, "Heirat und Ehe in der Wipptaler Bauernfamilie nach’

den Gerichtsblichern des 16. Jahrhunderts," Tiroler Heimat, 19 (1955),
108. ’ o ;

17Ludwig”E§k and Franz W. BBhme, eds., Deutscher Liederhort; /
Auswahl der voréﬂglicheren deutschen Volkslieder, nach Wort und Weise
aus der Vorzeit und Gegenwart (1893; rpt. Hildesheim: Georg Olms,
1963), 1I, No. 866. The location of- subsequent quotations.frog’Erk/
BBhme will be indicated in brackets following the quotation. . /

A

l8Wegener, p. 232.

Yrvia., p. 234,

OWalter Dreyer, "Eine Hochzeit in Ostervesede vor 40 Jahren,"
Rotenburger Schriften, 16 (1962), 46. "The location of quotations from
Dreyer will be indicated in brackets following the quotation.

21

Kolb, p. 112.

*’Meter-Bbke, p. 221, -



See Georg Neuner, "Seltene Briuche aus d

er germanischen Zeit in

Franken," Germanien, 7 (1935/6), 301: "Diese Art der Eheschliessung

24Examples‘inclqﬂe egg shells, an apple, a
whip, ' : .

ZSMeier-BBké, Pp. 221-22.

26See‘also Dreyer, p. 46.  The Kistenabend

- Place on the eve of the wedding, and was conclu

time at the bride's house, where the young pecp

" beer.

27Meiér-38ke, pp. 222-23. o

28Franz Prillinger, "Eine Laakirchener Bau
Zeit," Heimatgaue: Zeitschrife flr oberlsterre

- besitzt heidnischen Ursprung. Durch dastberschreiten der Hausschwelle
- in Gegenwart von Zeugen, schlossen die Germapen

den Bund flrs Leben." '

broom, and a decorated

s a8s it was called, took
ded by a gathering, this
le chatted and drank

o

ernhochzeit in alter
ichische Geschichte,

Landes- und Volkskunde, 5 (1924), 148-49, The
quotations from Prillinger will be indlcated in
quotation. ‘ ; - TR

' 29The traditional approach can be found in
Lor a look at the opposing points® of view, se=
"Rechtsgeschichte und Volkskunde im niederdeuts

location of subsequent
brackets following the

Sartori, pp. 71-72;
Karl FrBlich,
chen Eheschliessungs-.

brauchtum," Nachrichten derfGiessenervHochschul
122-23, : ' '

30Wegener-, p. 254,

lSee footnote 26, above.
32Me1e£—38ke,'p; 224,
33Pi‘illinger, p. 148. .

34Fried. Wilhelm Schuster, ed., Siebenblirg

gesellschaft, 20 (1951),
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Volkslie&er, Sprichwlrter, Ritsel, Zauberformel

n_und Kinder—Dichtungeu.

(1865; rpt. Wiesbaden:  Dr. Martin SHdndig OHG,
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38Wegenéf,'p. 250.
39IDb1d .

40Kolb, p. 118.

4lK J. SchrBer, "Ein Ausflug nach Gottscheegz Beitrag zur
Erforschung der Gottscheewer Mundart," SitzungsberAchte der
Philosophisch~Historischen Classe der Kaiserlichen Akademie der
Wissenschaften,+ 60, Nos. 1-3 (1868), 277. A very recent study of the
folk songs of Gottschee, Gottscheer Volkslieder, ed. Rolf Wilh. .
Brednich and Wolfgang Suppan (Mainz: B. Schott's SBhne, 1972), does
not include wedding songs.: The location of subsequent quotations from
SchrBer will be indicated in brackets following the qudtation.

4ZSchuster, pp. 69-71. - E ’

43The egg shells, flowers, etc., wh1ch are attached to the- dlstaff
‘in some places (Ibid., p. 83) also symbolize fertility

“prlich, p. 122. G . A

45John Meier, Ahnengrab und Brautstein, Untersuchungen: zur
deutschen Volkskunde und Rechtsgeschlchte, No, 1 (Halle Niemeyer,
1944) . . :
o 46For a discussion of the various interpretations of the false
. bride ritual, see Helena Lozar-Podlogar, "Die Szene mit der. 'falschien
Brdut' in den slidslawischen Hochzeltsbrﬁuchen," Ethnologia Slavica, 3
(1971), 203-10. Despite the title of the article,  the dlscu831on is ”
" not limited to Slavic examples.

47For a recent psychologlcal study of the folk tale as therapeutic
technlque see Bruno Bettelheim's book, The Uses of Enchantment: The
Meaning and Importance of Fairy Tales (New York: Knopf, 1976).
Concerning the psychological or therapeutic effect (anthropologically
speaklng) of certain rituals, see Edward Norbeck, "African Rituals of
Conflict," Gods and Rituals: Reading in Religious Beliefs ‘and
Practices, ed. John Middleton (Garden City, N.Y. :* Natural History
Press, 1967), PP. 197-226. ‘ - :

480eh1, p. 81. | .

49Meier—BBke, p. 225.

5ORichard Zelsel "Eine alte Bauernhochzeit in Zeche,
Karpathenland 4 (1931/32), 81

B

51Franz Hurdes, Die niederBsterreichische Bauernhochzeit in
Vierzeilern, Liedern und Sprlichen (Wien: Carl Gerold's Sohn, 1949),
p. 33. The location of subsequent quotations. from Hurdes will be
_ indicated in brackets following the quotation.
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52See, for example, the musical a companiments as-described in
Doris Stockmann, Der Volksgesang in der Altmark, von der Mitte des 19.
bis zur Mitte des 20. Jahrhunderts (Berlin:* Akademie—Verlag, 1962),
pp. 147-48.° .

53Schuster, see "“rautrede," PP- 78 83, 2lso "Brautlieder," No. 3,
pp 74-78. ' '

SaFehrle,up. 21, | . ‘

T

55The'sanctity of marriage is by 1o means a Christian invention.
See Hans F. K. Glnther, Formen und Urgeschichte der Ehe: Die Formen
der Ehe, Familie und Verwandtschaft und die Fnagen einer-Urgeschichte

. der Ehe (Minchen: Lehmanns, 1941), p. 97; the idea that. the wedding

ritual is mythical and religious, the bridesman acting as a kind of
priest who 'sanctifies the union, has been argued quite: recently by
Ernst S.” Dick, 'The Bridésman in the Indo-European Tradition: Ritual
and Myth in Marriage Ceremonies,' Journal of American Folklore,

No. 312 (1966), 338-47.

‘56von Arnim, L. Achim and- Clemens Brentano, Des Knaben Wunderhofn:
Alte. deutsche Lieder, ed. Hans-Glnther - Thalheim and Gisela Fritzsche
(Berlin: Rﬁtten & Loening, 1966), II, 14-15.

57

Deutsche Volkslieder aus Bmaen, ed. Alois Hrusehka and

’ Wendelin Toischer (Prag: Verlag des deutschen Vereins zur ‘Verbreitung

gemelnnUt21ger Kenntnisse, 1891), No..205.

58Prillinger, PP- 151-52.

h 59Fer example, as described by Dreyer, p. 51.

6OHurdes, P- 12.

61Meiet—BBke, p.. 235.

62y fer-BBke takes as his authority Karl Wehrhan, "Germanische
Verlobungsplitze in Lippe," Germanien (1937),1119 ~20. .

63See'bdth the aforementioned article by Ernst Dick and a large ’

number of folk tales which ¢gontain within them the dynamics of the -

ritual structure of the wedding, and the integrating motifs of birth
and death.

64Hurcies, p.- l4.
QSG Neuner, p. 299. Neuner explains the use of the swords as a

protection against evil spirits. Meier-Blke, pp. 236 37, sees in old

sword dance the basis for the Pauktanz, in which maskéd figures fence

with each other, the victim being brought back to life later on. Dick
argues that the sword is an ancient religious symbol, as is the cross,
and that it enforces the sacred nature of the ritual (p. 343).
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"66Remigius Sztachowics,.Braut§prUche und : Braut-Lieder auf dem
Heideboden in Ungarn (Wien: Braumiilier, 1867), pp. 255-61.

67For a discussion of the meaning and importance of the candle in
German weddings, in particular for its function as a symbol of time
measurement, see Leopold Schmidt, Volksglaube und Volksbrauch:
Cestalten, Gebilde,ggebﬂrden (Berlin: Erich Schmidt, 1966), pp. 48-51.

68Fr. Neuner, ''Der Kranzeltaan"\Héimatgaue,‘5“(1923/24), 52-53.

9k rnst Erichsen, "Ein Stllck Folklore sank ins Grab (1827/43):
Brautschatz—Federsammelh, Kranztanzén;"<Jahrbuch fliy die sthleswigsche
Geest, 15 (1967), 137-42. S ' co

"05ee the entry for Kranmz in Eggdertérbuch des deutschen Aber-—
glaubens, ed. E. Hof fmann-Krayer and Hanns BHchtold-Stdubli u.a.

— s}

(Berlin: de Gruyter,,1932/33), Vv, 382-428. - :

718tockmann, p. 148. o

72Wegener,)p. 205.

"31p1d., p. 204. o | '(ji:ﬂ
741014, , pp. 204-205. o L
o 751p1d., p. 205. -

701p44.

77

) Ibid., p. 206.

785en1, p. 152.

"4andwrterbuch, V, 381-413.

‘SOJ, E. Cirlot, A Dictionary of Symbols, traﬁé. fr. the Spanish
by Jack Sage; foreword by Herbert Read, 2nd. ed. (London: Routledge &
Kegan Paul, 1971)§ p. 84. S . '

”»
o

Y

?lHanderterbuch, VII, 753-61. o

82Th%-roundness of the distaff may seem less striking than its
length. Tt is round, however,. in the molding of the stick and, even
more, in the roundness of the yarn as it is wound around it. '
"Relatives of the spindle and distaff" refers to maternal lines of

descent iF Germanic law.

83Sigmund Freud, ''Das Motiv der K4stchenwahl," Das Unheimliche:
Aufsitze zur Literatur (London: Imago, 1948), p. 20; Freud argues
that astrological meanings are projected onto the stars and arise out
of purely human conditions. - :
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Hurdes, p. 14, ’ \
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’Helene Wachner, "Aus dem Banat: No. 2, Lied Beim Kranzabnehmen,"
Das deutsche Volkslied, 26, Nos. 5-6 (1924), 11. '

6Hﬁrdes, pp. 132-36.
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CHAPTER FOUR

WEDDING LAMENTS IN OTHER LANGUAGES
\The'Russian laments are outstanding innthe abundance and wealth of
- their. poetic motifs, in the depth of their emotional expression, and in
their prominépt position as part"ot the.entire wedding ritual. The
German Brautlieder control the social and personal focus of the wedding
. ritual by emphasizing the implications of separation and joining But
these traditions are by no means unique. The Baltic and Finnic peaples
have a lament tradition which is remarkably similar in many respects to
that of the Russian.» South of the Russian—Speaking regions, a somewhat
different lament' form has its place in the wedding ceremonies of the
"Ukrainians,. the Bulgarians and the Macedonians. 1In Western and Central':
_Europe, French, Czech, Sorhian, Rumanian and Hungarian laments are
known, as well as those in many other 1anguages’and cultures.  The
kirgiz bride laments. We know of laments from India, as well as from
some of the peOples of Africa and Indonesia.' In this chapter, we will

«V v?. "

look very briefly at the distribution and forms ,0f these laments.

~

of necessity, the survey will be incomplete. An exhaustive search

?

for‘eiamples'in every ethnic tradition wouldfh;*a lengthyvstudylin its
own right, and it is unlikely that all the sources, or even a major
part of them, would be unearthed by the most diligent scholar. The
.major obstacle is the dearth of material\on the subject. It has fallen
to anthropologists and ethnographers to record the customs and rituals_.'
of the so—called primitive peoples of the earth and they, for the most

part, have, failed to take much interest in primitive song.l Song

" collections of the “civilized" peOples (also known as "folk cultures')

’ \\

are much more numerous, but ritual song, especially ritual women's
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songs, have'all-too often been ignored. The wedding lament qualifies
on more than one ground for scholarly inattention -- it is ritualistic,
it is performed by women, and it is often acc0mpanied by weeping and
moaning.. This last attribute has tended to mask the poetic quality of
”the weeping for fol#lorists who~ _may be so intrigued by and sympathetic

to the bride-as—victim that they fail to note the poetry behind the

sobs., Schroeder's comparative account of Indo—Germanic and Finno- -lgric

. marriage practices is an example of the failure of even competent folk- -

lorists to observe ritual poetry, because they have not been trained to
take it into account. Having devoted an, entire chapter to weeping
brides, Schroeder does not mention a single instance of poetic lament-
ation, even amongst the RUSsianslz‘ In many cases, as well, the lament
tradition has gradually disappearedv-andﬁtne most one can do is te
isolate lament motifs within wedding songs of another type. |

There is every evidence that the wedding lament must be examined

/ outside of the strictures of its linguistic- setting, as well as within

\\it. It has already been established by Crawley and Van Gennep,3 that
an expression of bridal regret is inherent in the ritualization of

marriage as a passage.

A

\" While tears may be indicative of a lament traditionm, obviously

this 1s not always the case. We certainly cannot speak of ritual
laments wherever an-observer has described solemn, frightened or weep-
ing brides, ' examples of which are’ extremely common ., ‘Crawley, who inter—
/prets weeping as one form of sexual bashfulness, gives examples of this
‘phenomenon for practically all peoples he studies. Nor is chastity ofb

‘the female (or male aggressiveness) a prerequisite for bridal reluct—

“ance; we have examples of excessively.modest brides amongst the Nuer of
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Africa, and of lamenting br s amongst the Mordvinians, although\in
. 8 -

'both cases gitls enjoyed considerable sexual license prior to their

marriages.a Thehnature.of the marriage rite implies its irreversib-

. 11ity, and the solemnity of the occasion may be underlined by reminders

" to the bride and groom of their onerous marital duties and regponsibil-

ities. 1In such cases, tears might be considered a natural reaction to

the situation.,_Weeping may be, at one and the same time, both a
natural, impulsive response, and a ritual expression. Consider this
. \ :

statement made by an anthropologist working among ggs Andaman

Islanders: ' . oy

-Friends and relatives weep loudly, while the-bride and groom

sit together self-consciously....Weeping seems to be a most

_frequest means of expressing‘ sentiment, and tears can

apparently be summoned at will. 5
. , \

We have similar examples from Europe, as well.  In France, the depart-

ure of the bfidé from her home was an émotional_one:

Moment décisif ol les coeurs se serrent,'oﬁ les larmes
‘ silencieuses tombent des yeux.6

¥

were the;e_teérs "natural" (és the observer woﬁld seem to imply), or
reqﬁifed by conventioﬁ? The rituals §ﬁd songs which accompanied thisv
displaznpf emotioﬁ Youldvsuggest that nature.was at least helped on éy
tr?ditigﬁ. A.soﬁg, performed in many districts éf Ffanée during the .
wedding feast, feminds the bride tﬁét ﬁarital joy paéses like a floﬁer,
while woman's labour wili remain till thé g;ave.7

The epithalamium traditién of Classical Greece and Rome emphasizes

.

essentially the erotic and the-beautifhliaspects of marriage. 1In these

poems,ttﬁe trembling bride is a symbol of virgin modesty. While we

cannot use sich poems as examples of female sorrow of the type we are
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'writing about, they do suggest that bridal reticence was accepted as
. . 1

part of the marriage fitual.é Weeping also héﬁped to solemnize

"marriage in Finlahd, where the grief of the bride was augmented by two

1
b
walling women:

Als die Freiersleute erwartet wurden, setzten sich zwel alte
Weiber einander gegenllber in eine Ecke, und indem sie in
vorgebeugter Stellung' die Arme auf die Knie gestlitzt den
Kopf ab und zu warfen weinten, sie bitterlich....Nachdem die
Braut grindlich geweint hatte, wvaren die Ceremonien flr den
Abend aus, und man ergab sich den Freuden des Tanzes.

. 0 v
Of the Votjaks we are told that the bride "would weep and complain and

«x

even attempt to escape."lo The Mordvinians seem also to have been
prone to- such -displays of grief, as we are ;old By‘a travelier to that

region in the late eighteenth'century:

Und noch izt haben sie die Gewohnheit, dass wenn die Braut
aus der russischen Kirche, wo die Trauung vor sich geht,
zurllck kommt, sie bestHndig wehklagen muss, ja einige meinen
es so ernstlich, dass sie sich das Gesicht unbarmherzig

Q zerkratzen.

i kS

A description of a Lapp wedding is also very gloomy reading:

Die Braut geht nicht zur Hochzeitsgesellschaft, sondern
bleibt zurlick in einer Ecke im vHterlichen Hause und

kauert nieder und weint so lange, wie jene dort das Trinken
fortsetzten....Wenn der dritte Tag kommt....versammeln sich’
die MHdchen bei der Braut, um mit der Braut zu weinen.l

4
-

It will come as no surprise to learn that more tears are shed at the

ceremony of farewell.

S

)

While I can find no indication that English or Celtlc brides were
given to tears, one must nonetheless speculate on the implications of
Francis Collinson's account of the fate of the Scottish coronach, the
traditional funeral lament which has now largely disappeared as’'a

ritual melody, but, Collinson adds, "the air has also been used for the

‘!('(L,"

211



N 0l g B R R AR S g g R

212

aelic“satirical song 'Banais am bail' Inbhir orc' (The Wedding at
Inverary) and for the old" SOng 'Why should I be sad ‘on my Wedding

Day.'"13

We may conclude thet laments ‘and weeping must be seen as separate
rituals. To fail to do this would be to ‘assume that grief 1s the sole
creatiwe force behind the lament. Even.in Russia, where both rituels
were observed almost to excess, the high noint of weeping may not nec;
essarily coincide with the high point of poetic lamentation. Indeed,
it would be difficult for anyone to produce the control necessary for
the recitetion of poetry while having a case of hysterics, albeit a
ritual one. Thus Pellas' failure to note lamentatiOn amongst the
Moksha may be due to the fact that ‘it was not performed at the same
time as the weeping which he witnessed But while the phenomena are,
.distLHCt, certain criteria are the,same for both. We nust in.each case.
distinguish ritual from non~ritual'occurrences. ;By this, of ceurse,(i
do not implyvthat they iack persqnal singerity,”but rather that they
must acconnany ritual "as a nature} and_necessaty_part of it. When a
bride, or her friends, or relatives, or a prsfessional mourner is
-obliged to cry or td lament at a certain moment, then we may call her
actions rituelistic{ IBecaese.bfvthis'distinction between weeping and
lamenting, I shell not concern myself principally with external ex- ~
pressions of grief when £/come‘to_identify and analyze lament poetry. /-

Let us firstﬁturn to_the comparatively fey examples.-of iements
recorded‘ontside of the Eﬁropean tradition«:and then examine the
Jgreater_abundance of European laments.

Trom India, we have eianples of wedding laments froﬁ'Hindus asl

i

;welL‘ssAfrOn non~nindnfpe0plesi Archer's collection of wedding poems

]
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and rituals among the Uraons of Southern India is very important to
: A ' .
thislstudy.14 I have chosen three poems for particular attention. The

firsr one is in the form of a dialogue between the bride and her mother,

the interrogative structure of the dialogue and the parallel lines also

\

being specific featyges of ritual poetry:

Mother, for whom is the marriage %ower?

Mother, for whfm is the weeping?

For the son, mother, is the marriage bower

For the daughter, mother, is the weeping.
(Archer, No. 143, p7 130)

\

The first line of each couplet refers to a concrete object, and has a
specific, ritual implication. That‘fhe marriage ritual implies sorréu

is implicit in the final line of the couplets. The parallel structure

‘of lines 1 and 2, and of lines 3 and 4, allows for movement from the

concrete to the abstract, and from therimpersonal to the personal. It

also effectively underlines the contrast between joy, which.pertains to

the male, and sorrow, which characterizes the female. This is height-

28

cned in 1iﬁesﬂ% and 4 by the identification of the bridegroof with the

<

marriage bower, but the bride with the weeping. Through this, the

nature of the song as a bridal song is determined, for it reflects the

* present:

- ~ .
consciousness of the woman rather than that of the male.
<0

In the next poem, however, this male/female dichotomy is not
N . 2 . ; .

/

The grinding-stone turns slowly
Slowly the grinding stone turns
Sister sister
Slowly the tears fall »
Boy boy . e s

. With the dhoti he wipes his tears
With the scarf he wipes his_;ears. (Archer, No. 144, p. 131)

PR SRt B R LRt L L LU - A h

g



<

| | ' . 214
o

In thié unusua poem, the ritual cofnectlion 18 expressed {n ‘the final
lines rather than at the beginning, as is usuélly the case. 'The slow
turning of the stone parallels the glowly falling tears. The poem is
controlled by the metaphor of passing time, by the syﬁbol of the grind-
ing stone, cnd by the deep implication this has for both bride and
groom. | '

The brother/sister relationship is an important one in the marriage

w

rituals of many peaples, a8 well as in the social structure of  family

1ife. Amongst the Hindu} for example, only the brother could visit the
bride once she was established in hexr new home. The elder brother has
an important position in many Russian laments as would-be soliciter for
his sisfer and as defender of the betrothed girl ggains; attack and

c ¥

abduction. 1In Archer's\collection, the sister/brother relationship

"plays an important role, toO. The bride pleads with her elder brather,

or reproaches him ("1f you will pity me, You will take me out, elder
brother," - No. 148, p. 132), and in the following example, the

brother represents disruption and loss:

s .

So long as I am in your house, elder brother

Your housé will be like the feathers of the p€acock _

But when you will have given me in marriage, elder brother,

Your house'will be so silent that no one can Say whether it
is ljved in or not.’ (Archer, No. 149, p. 132)

The house is a symbol for the family and foT the harmony and security

of the family 1ife before marriage. A c¢onsciousness of change and loss

directs the imagery and structure of the pbem. The poem is unusual in
the equation of a death-like state with the ‘childhood home; although
the bride indicates that the house. will "die" without her in it, it is

really her own death which is implied. She in the house is metaphor-



ical of the 'soul in the.body. e address form, too, ‘is characteristic,

of a lament.

5

Amongst the Bhil qf central India, the bride sings a d1alogue with

-

her brother as she is sent away to her fiew home: .

o ‘The She—Starling ‘calls from the tree Whither are you going
‘ - 80 inopportunely?
. Tarry, o my sister, tarry but a few days. «
I will not tarry, o my brother, for my sister—in—law would
'~ torment me.
O sister with children 1in’ yéur arms, to what house are you
going?
My father ‘has sold me and eaten up the money,
I go to his,house between the hills, where the bamboo: rustles
Where the panther roars among the bamboo canes .and the bears
o call from the foot of the mountains. 15

The dialogue/direct address structure is an obvious lament feature. An

interestid§§aspect of this song is the role played by the brother. In _
the,Russianvwedding laménts,%he;usually refuses, or is unable, to'pro-

‘ tect the bride from her fate; here, he‘begs her»to staw. vlt‘is the |
brother who may continue to visit and help her after marriage, whike
it is the sister—ln law. who‘;lll dominate ‘her. The matifs of selling
the bride, of the long journey, and of the strange foreign land ara:

V'faniliar ones. - Of note is the device of time-measuring.‘ The desire to
delay‘time, or to Xeverse it, is expressed usually metaphorically, 1n
a number of Russian laments, and we will see other examples. of it in

vthis chapter. The bride s awareness that time cannot be turned back,

:ebandsthat the change is'irrevefsible, is shown by the fact that it is
i : - ‘
the brother who expresses'the wish. The wisdom of the bride is de-
picted-as her fear of a scolding by her’ sister—ln—law.
Amongst the Santals, the bridal laments, although expressed in the
first person, are not sung by the bride. Her lack of participation is

Lo —



not to be wondered et, as ehe is expected to remain perfectly silent
behind her ve11 Orie such song is of particular.note 1t is sung in
the nane of the bride-as part of the ritual in which the bride's
parents were presented with money and cloth es "pazmeﬁt" for their,

‘

daughter:

Mother took the fine cloth,
Father took a handful heavy rupees
Brother took the bullock.

' For one seer of rice .
They bought sindur - BN (//
For all my life I shall be bound. ‘ '

o

-Soiled and torn will the fine cloth soon be,
Spent or stolen will the handful rupees be,
Gone and broken will the bullqck be.

‘For one seer of rice
They bought sindur l6
For all my life I shall be bound.

»

The ritual demends of the lament are fulfilled in this poem. Firstly,

, ~
it is sung in the first person, even thbugh the bride herself remains

sileht. Furthermore, thehéoem begins with a ritual description which
. 1is transfbrmed into a symbolic 1nterpretation of what that r1tua1
implies for the girl's. life The ritual payment is not to be confused
with either an actual or an aneient{ helf—remembered commercial ex-
change. Similarly, the*emeating of_the‘sindur is not, and probably
never was, the mirk'of bondage, the cohparison‘being a poetical, a
symbolic one. Both conventions -- the "selling" of the bride, and her
enslavement -— are familiat ones to us from the Russiah laments. . In:
the third stanza, the full heaning of these poetic symbols becomes -
clear. Throuéh marriage, the stanza implies,bthe bride will become ae

worn out as old cloth, as valueless as squandered money, and as spent

216
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as én old bullock. _}he poém uses these symbols as a device for
measuring time. Marriage, the.poem is Feliing us, is ghe high point
and the low point of life,‘it is the‘begiﬁning of death. 1 h&ve
suggested thatwtime and time measuremeht are the essential, symbolic
"and thematic forces behind fhe Russian and German wedding laments.
ﬁere,'too, it wéuld seem to be the prime motivation for the sbng. b

From Ahmadnagar district, we also have an interesting éxample‘of a

N

wedding song, which is worthy of our motice even though it was recorded
as a labour song,‘éuhg by women while they performed the arduous task

of grinding the grain. This 'song expresses vividly the world view of
" . © A . )
the young bride, and is sung in the first person, in a long, urawn-out

series of rhyming coﬁpleﬁs. It is also full of‘powerful, meﬁaphorical
descriptiodé, such as this one (which has been given a rough prose

translation):

The father and the mother are strong and powerful and yet
‘they cannot prevent the poor. lowing cow being taken away
by ‘the butcher. 17

And the poem concludes strikingly with a pitiful complaint:

[N

By sbme mistake God gave me the birth of a woman. lee a
hired bullock which is hard driven by all, I am on the
point of breaking

God Rama, I fall at your feet and fold my hands and pray
' to you, never again give me the birth of a woman.
(Karve, p. 210, stanzas 42-43)

While Ms. Karve notes that "hundreds of folksongs bear witness to the

) agony of a girl at parting for ever from her parents"home,"18 she does

not tell us whether any of these songs were performed as part of the
o

wedding ritual.

This, of course, is a very small sampling of the folklore of



Indian marriage rites. It would not be possible in this thesis to

dewote more space to the problem. We do, however, have enough evidence

of ritual songs to indicate tbat the tradition/existed, and that it had

many features in common with Russian and German wedding laments.

A form of marriage lamentation is also known amongst the Kirgiz.lg

The ritual signlficance of this -song form is very great indeed. The
bride is surrqunded by ber girl'friends~inside a tent, the bridegroom
and his friends gather outsidetthe entrance to the tent. Their'singing
back and forth to each other takes‘place on two ‘days, and constitutes a

major part of the marriage ritual. The first day is the maidens' day.

On the éecond or women's day, the tent is broken into, and the singing
is interrupted by the married women, who carry the bride (against the
struggles of her fr1ends)~out‘of the tent and into the tent of the
bridegroom, where the consummationVSOon follows. In-the eongagjthei

chorus of girlsnlamentS'the~departure from her parents' home:

1. The boys (outside the tent):
Die Schlifte meiner grlinen Stiefel sind eng,’
Ich kann sie nicht anziehen.
Meine Hand erhebt sich nicht,
Reichtlmer kann ich nicht sammeln.

2. The girls (inside the tent):

= 'Wenn sich-die Hand euch erhebt
Und Reichtlmer sammeln kBnnte;
Mein herzliebstes Mlitterlein verlassen,
Das tut mir weh.

3. The boys, etc.

4. The girls:
Du versprachst~mir alles zu verkaufen und du hast mich
verkauft, o VHterchen,
Du wolltest viel nehmen flr mich und ertrinkst jetzt in
Herden, o VHterchen.
- Von dem, was Du fﬂr mich einnahmst, gabst Du mir nichts,
o VHterchen. w4
Was machtest Du mit dem Vieh, das Du flr mich erhia
o VHterchen?....
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4 8. The girls:
‘ Ich ritt auf einem rabenschwarzen Pferde, ~
' Mihne und Schweif waten durchgekdmmt .
Wer soll denn weinen, wenn nicht ich? .
Daheim bleibt mein Ylterer Bruder. (Jungbauer, p. 78)

g .
And so the song continues, the bride lamenting each member. of her v

family in turn. The reproaches of stanza 4 are familiar to us.

}mterialfwealth\is compared to the spiritual riches of parental love

L I

and the'security of one's childhood home, and the future is seen in-
terms of emptineésj the journey into this lonely future is'signified

through the prancing of the horse. The Kirgiz ekaaple is striking for

the closeness of lament convention and ritual function.
While similarities between Indian and Russian or Kirgiz and .

Russian wedding laments could indicate a common influence, the possib-
L

- 1lity of cultural interchange dwindles sharply when we. speak of African
ritual poetry Van Gennep notes bridal lamentation from the Chaga of

V'Tanganyika.?o From East Africa, three 1aments have been recorded as -

o

ritual components of the wedding ceremony Sung in the form of a

‘ dialogue between the bride and a chofus of her friends, or with her

mother, the laments are;performed after the offer of marriage, after ;

the wedding,iand_two weeks later;, when the bride bids her last farewéll

to her relatii;es.21

. In the first of these laments, the hride stuhbornly refuses tov"go
to the mountains" and wear the strange clothes of the other tribe. '"No
one*gets usedvtolunhappiness;" - '
apprehensions by/warning hered?\aldeception; rather than being‘married,

she isibeing carried.off‘"beyond'the forest, where there are no more-

peopler" Doubt, and the transience of youth and life arenexpressed'in

— s e

she declares. The friends reenforce her
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a kind of middle.point or climax to the lament:

Oh, child, you don't know if the sown seed will flower,
You don't Know if it will flower or die. (Trask, I- 99)

;-

* in the final gection of the song, the violence of the earlier part is

repudiated, and -marriage asea‘creative pbond is proposed?ﬁl

Sit doWn,vpake a compact of griendship in blood -

— So that love will not wither from their hearts.
(Trask, 1, 100)

After thelmarriaée takes place, the bride's mdther and herx sister

both give her advice. Apparently, the bride has beeﬁ‘downcast;>for the

sister admonishes her to ''stop you:"grieving [since you ate onlyl going
whepe'others‘(have gone before‘you)." The mother, moge precticaily,"

adviseS'herdauéhter to be as strong as the tiger in ;he night;zzvas h

Ashe, herself; hee been:i_\

Your¥Ymother has behaﬁed.like the tiger,‘ _
She has behaved like the tiger in the moonlight.
: : . (Trask, 1, 100) "

The finai;lament‘is the most powerful. Its short,'stfong, rhyth~

N

“mic phanes are'ziterspersediwith exclamations of»gfief:

Hush,‘first—born
Hush, only child, )
Hush, you are being deceived, oh!
Being‘carried off, oht
Hush, darling, oh!l™ ° : , .
Into a strangeé 1and, oh' (Trask, I, 100)
The poen catalogues the torments which await>the‘bride -~ she will be

beaten and scolded, and she willlperform_varioes ;eSks;"The’ending of .

the poem 1is interesting. ‘Thefe, the mood changes'sharply from a kind

of grieving hopelessnées to é_fantasy of return:

220
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We'll take her in our arms
And bring her back to her father,
Her father who begot her. (Trask, I, 101)

N

We have seen this fantasy motif before .In a Russian lament we have
studied, che bride declares that she will turn herself into a bird and

vreturn to her mother through the opened window.23 A simple verSion of

<

this was found in the Bhil poem, where the brother urges the girl to

"tarry but a few days." 1In the well-known Chinese lyric ‘narrative of

.

Lui H51—chun, in which she describes her marriage to a Tartar Khan, a

51milar motif‘occurs.” Although this is not in itself an uncommon motif,

~.

could there possibly be echoes here of a ritual folk tradition7

<

My family married me to the other end of the world.
* Far far away in the alien land to the Prince. of Sinkiang .
With a Mongol hut as my house and felt as my walls
_ With meat as a constant diet and koumiss as my drink
Thinking of my "homeland often my heart is torn 2
May I fly back as a yellow crane to visit my home!

-

The motif of return implies the journey. This is brought out strongly
;1n the Chinese narrative, and is also evident in each of the other
}examples. 'We must take this purely figuratively, as a’ prOJection of -

longing, since the . 1mpossibility of return must have been as abundantly,
clear to ‘the African mother as to the Chinese bride} What we arevdeal—f
: 1ng with, once again, is a time formulaw Change through marriage is
‘1nevitable, as inevitable as life itself. Time”cannot be;turned back
~in the case of marriage, any more than it can, in the case of death
Through such motifs, the ritual and symbolic implications of the rite

of passage become clear. ~.The fantasy of return functions both to reduce
“grief (by pretending to. oneself that the loss is not irretrievable),

‘and to, underline the finality of the rite (by consciously indulging An
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a dream of the impossible.)
‘ Besides hasic‘generic’similarities; the African poens'must be con-
‘oeded_to be poetically quite differentifrom the Russian and thé Indian -
'exanples.. The.oecurrence, here,‘too, of the.jonrney motif oniy en—
hances my argumernt that it is an essentially metaphoricvexpression of

A“tine, with a greater or 1esser degree of social reaiity, and not an

example:of influénce. : <

Anongst Arab families of Fez, Moroco03 a nteresting custom is

obséerved in the procession of the couple to t groom's house, 2> As

elsewhere in Moroeeo: the pr;tessipn is a.rowdy one, marked by music
kand“shonting‘and the firing of guns. The bride,.however, is borne to
her new home in a box which is shaped and decorated like a saint's
A}tomb, and which is carriedlby pallbearers. While such'anroVert ref- |
erence to death is not_known elsewheSe in Morocco,'in most areas the
bride.weeps considerably during the preparations-for marriage.and the
-departure from her home.26 She is‘everywhere accompanied by her giri
\friends (her wazara), very much like the Russian bride. The two major‘
rituals of the pre-nuptial period are ‘the bath and the application of .
henna to her body, this latter sometimes taking place two or three
-«
times, Westermarck sees both'these as_purification rituals, as well as
rituals to ward off evil(spirits;27 The bride's weeoing, whichvaeeon—
panies the rituais as well as the'departure, is in places supported.hy
theﬁweeping of her mother, or of theigirl'friends, by the other women
‘who are making what Westermarck describes as a quivering noise" (oddln
enough he consideres this noise to be. a means of warding off evil

_spirits, rather " than a ritual expression of grief) ior,‘by contrast,

'in some cases the'bride_weeps alone while the others make merry, dance

A
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and sing. The ritual demands of the moment determine whether her grief

Al

is expressed by herself alone, or is supported and, if so, by whom. In
. P . ‘ : . T

‘some ptaces, the bride weeye\i\ he 1s being dressed, and while Webter—'
marck ment{ons no songs which-accompany this weeping; there is certainly
a suggestion of.some forn of sneech‘or song in the following descript-

ion: Sy

In the evening there is a feast in the girl's house, with s+
- only women as guests. Sitting on her bed, the bride weeps
and wails, mentioning by name every member of her family
whom she is\now going to leave. Then the wazara dance....
. This occasidn is called 1-lila s—sgera del-arusa, 'the
bride's little night." - (Westermaxck, p. 169)

5

It is unfortunate that Westermarck provides us with no examples of

songs. In Fee, a ritual |is performed which has distinct lament feat-
ures The bride 1is led tb the door of her robm; her face is uncovered
and her attendents take hold of her shoulders, swaying them back agd

forth and singing a song oﬁvpraise to her maiden beauty. Westermarck

‘continues: - o

= -

"When this singing 1is f%nished the girl, who has all the time
" kept her eyes closed 'out of shame,' has her face covered

again. The ngagef 'sing:
' : Ha h§ya mHrhona, ‘ 8 v
Here is she who is pawned. (Westﬁymarck, p. 138)

Perhaps the explanation'ﬁor Weetermarck’s failure to note laments in
Y
“ his otherwise lengthy description of Moroccan marriage customs lies in

his,own interpretatiqn of bridal weeping. "The crying which- is expect-
ed from her (the bride) during the preparatiohs for her departure,” he

‘ writes, is a "ceremonial expression of her bashfulness or pretenhed

J

n29 . ’ ) ’ " “

rYeluctance to marrying. In such an interpretation, Westermarck has

come abont as far from the Soviet understanding of the deeply umhappy



224

_bride as one could possibly imagine.“ Surely, in his evaluation of

o
o

ritual‘expressions of modesty and reluctance, Crawley does not suggest
 tbat the‘grying is a pretence. It is true that the tears are expected
from the bride, bdt this doéé not contradict the feelings of griegﬁ

Any ritual theo;y,?hich éannot encompass.the‘twb poles of natural fegl—

ing and tradition is woefully inadequate to deal with ritual poetry of

-

" the complexity bf‘the &eddingvlament¥
‘ Moving,.n;w{ to anothef part of thé world, we have one exampie of

a b?idél lament from the Niassan peoples of Indonésia& Tﬁe poem con-
lsists ofbtwd p;¥;s, in which the bride addres§es first her brothers and

then her mother. There are definite QimilaritieS\in the motifs. to
" those of laments alread&,studied, yet the total impression is quite
7 v

/

different:!

1) The bride to her brothers:
0. brothers, how have 1 wronged you
That you are in such haste to bury me,
" That gold, O brothers, is more precious to you than I am?
This cannot bring-you good fortune, ‘brothers, '
Nor bring food for the pigs.
So long as I was among you, brother,
1 willingly did. as you said .
N Whenever you. gave me a command .
4 And I.have satisfied you in all things. i
\ - Why do you give me away to serve strangers?

-

2) Bride and Mother: : :
"The words began as if a cannon had been fired.
The people are hurrying by as if driven by the devid.
. Countless people are coming, Mother, O Mother?"
Where are you sending your child, Mother?"
"You are going into poverty, - \
Under the house of the rich man is your place,
"Be content with your lot,

Do not fear,bdo‘not draw back --= 30
The word is spoken as if a cannon had been fired." -

s

We are familiar with the reproach form, with the bride's accusations
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of ingratitude to her family for her uncomplaining labours on their
behalf and the motif: of selling the bride for a handful of gold.
Marriage as bondage is hinted at in the last line of the first part,
and the depiction, in the last partj'of the mother as sympathetic (she
has been through this, too) but unable or unwilling to help, all find
echoes in the Russian laments. The tone of the dialogues, however, is
unusually harsh . Both deal primarily with the time theme. In‘the
first part, this is brought out by the irony implic1t in the suggestion
that the brothers pursue their own fortunes through the murder -(line 2)
and enslavement (line 10) of their sister; marriage, in other words,
implies the death of youth, but money and pigs are subject to the'laws-
of time, as well (lines 4 + 5). In the second part, money, too, is

used metaphorically to enhance the cruelty of the situation. The

‘ girl s poverty is placed in ironic contrast to the opulence of her

3
3

'husband's home. ~ The implication is a double one: the girl is impover-
L

1shed spiritually through the loss og\her\%outh and of her home, and

she is impoverished practically through the humble position she will

hold in her new family. The mother s advice contains none of the

«

spirited energgx of the Africang mother's admonishment to "behave like

the tiger in the moonlight;/When it is dark, he_'bites."31 The stoicism

and submission enjoined upon the Niassan bride is a reflection of the

‘ poem's general tone of despair. Quite simply, there ds no alternative.
Lacking either the fantasy of return or the emotional explosion of
rhythmic grief, this lament is unrelenting in its message of human

sadness: !

"The word is spoken as 1f a cannon had been fired."
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As we have already noted, lament forms amongst  the peoples of '
Europe have been recorded with comparative frequenc&. Let us begin in

\ ds' - .
the far west, with the marriage songs of(France. ~Sylvain Trébucq,

cditor of La Chanson populaire et la vie rurale des Pyrénées a la
Vendée,32 devotes a lengthy chapter to marriage customs and songs.

"Blade has also gathered a large number of wedding songs from Gascony.
While,there is a certain-coincidence of material in the two‘collections,
both deserve our attention, the first for - the ritual details which

accompany the texts, the second for thé quality of the examples. -Nearly

every»major ritual moment. would seem to have "its accompanying song, al-
A\

though not all of tEEELcome under the classification of lament.

N AN
w

The first .lament Songs are performed on the eve of the wedding, at

a time when all the ritual preparations. become more intense. The bringQ

ing of the dowry, and in paf%icular the various parts of the nuptial
bed, to. the new house is a major ritual event in many parts of Europe,
and pOSSib1§ the survival of the original.marriage ritual (quite
simply, the removal of the bride from her father' s home to that of her
husband.) On the whole, the ritual is a- cheerful one, and the return

. prooession;'in particular, WOuld seemltO'be entirely Joyful. In some
areas, however, the journey to the new home is a sad one for the bride.
In Bazas,;4*the‘cart-is covered J;}h a white cloth, decorated with
laurel 1eaves. theqeloth which ispeustomarily used in funeralaprotess—:
Q.ionsuof-that regiqn. At'the new,home; the bed is assembied, and the
mortuary cloth is gruen the place‘of honour. Trébucq tells us that the

girls sing- songs of regret all the way to the new home, in particular

n

one which tells of the misfortunes of Pleurette who was abandoned by

°

her lover, Henri IV, and who drowned herself in despair. Despite the’

226
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reference to another woman, there is a certain ritual Aspect to the
song, which is.an injunction to tears, and the regal allusion has its .
parallel in much wedding poetry (consider the Russian knjaginja of the

laments, and certaineimplications of the bridal crown):

Bere courzine, bet matelas,

Es bien doumatge qu'anguis oun las.
Bére perpunte, b2t matelas

Es bien doumatge, etc..,

Lous lingous de Fleurette,
Lou tour dou leyt, o 7
Nobi, tes amourettes

~-Perdes aneyt. (Trébucq, p. 217)

The dressing of the bride m;y also be an occascionvfor sorrow.
ar‘—~*w~Blagg;p£gvides an exanple of a song sung while Fhe bride is being
| . dressed. This i§ clearly a ritu;l song, each verge*rEferring"to“é',*“”ﬂ*’””
different article of clothing, beglnning, according to nradition with
the undergarments, and ending with the placing of the bridal crown. At

thiS'point, a lament tone enters the poem:

~-Boutatz- lou la courouno (bis),
La que sa mai lou douno, :

Lou bo douna.

0! james plus courouno -

Nou pourtera. (Bladé, p. 256) -

Before departing’from,her parents, the young bride first asks for

~

o, their benediction:

Nobio, que te cau ajuifia.

Benedictioun te ben bailla.

Diu te la baille, Diu te 1la doun,

Noubieto, la benedictioun. (Bladé, p. 258)

IS}

A choir of §irlé.sings/these songs, which, like many German‘
laments, are directed at the bride, not reflecting her feelings (as is

.t?e case with the Russian choral “laments), but tellingAher how she
~ | | N .
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ought to feel, poetically "rubbing it in," as 1t were:

Nobi, abets aqués matin
Dit adichats aous bos besins.

Lous que dechats que counéchats v
Mes ne sabets lous que prenets. (Trébucq, p. 223)

- The girls thus chant at the bride throughout the performance of the

departure rituals. The passing of/time is a central theme:

Jeunesse, od donc as-tu fui? (Trébucq, p. 224)
{

These songs a?e not ogiy didadtic (in that they remind the bride of her
.duties ané‘of the éppropriate emotions), they can be chillingly aggresQ
sive in tone. The bride, théy seem to say, has chosen her fate, and

m;§‘thﬁs be accused of unfeelingness toward her parents. One farewell

song entreats the bride to‘weep, as her patents are doing, and suggests

. that if she does not weep, she is ungrateful. The song goes on: L

-Nobio, te he pas mau lou cd, .

Quita toun mounde coume acd? ' o
Quitos ta mai percun james, =

Per 'ana serbi un estrangd. (Bladé, p. 260)

The song ends with a description of- the bride passing in front of her

family as she goes out the doar; and oWviously coincides ritually with

P ¢

the same act of farewell.
While the removal of the bridal crown is a solemnf%ctasion, remind-
ful of the finality of the adf, it is also joyful, as it is seen in
' 8

connection with the preparation for bed. (In Germany, the unwreathing P

and the preparations for bed, or das Niedersiggeﬁ, are ‘'separate
ritualé, thus allowing for a greater .tonal diffefénce.) -In" Gascony and
| in other parts of France, as well, a solemn :;tual occurs during the

banquet, and it is_accompanied,by'a song which may be called a lament,

S
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althongh it is more’didectic than'ritual; more 1ite a folk 'song than a
standard lament.- In the midst of tne celebrations, ;'group of girls
" brings the bride‘a bunch of wild flowers and a ceﬁe‘ The former is a
symbol of the fading of marital bllSS, the 1atter a symbol of female

labour, which will endure : .

Nous somm' venues vous voir, o
Ma treés cher camarade,
Pour vous marquer la joie'
De votre nariage.

L'&poux que vous prenez,
Sera souvent le maitre
Mais pour le radouc1r,
Faudra lui obéir!

Adieu le sans-souci, -

La liberté jolie! . >
Adieu le temps chéri

De votr' bachélerie.

" Vous n'irez plus au bal, * . E _ _—
Madam' la marites v S Lo
Vous aurez l'air sérieux ’ ‘

- Devant leslcompagnies. L - ’

-Le bouquet que ‘voila,

Qu'i vous prions: de prendre,j
-c! est <un boyquet de fleurs
Pour “vous faire comprendre
Que les plus grands honneurs
Passent comme les. fleurs.

Le gateau que voila, _
Que .ma main vous presenif,
. Prenez-en un morceau,

Car i1 vous fait comprendre ~
Qu'il faut, pour se nourriry
Travailler et souffrir.
Nous .vous sou'aitons le b jour, :
Madame la mariée. (Tréb g, pp. 231~ 32) -

o

It may well be that this ritual yas once connected with the removal of

the bridal Wreath The contrast between early love (the flowers) and

woman's labour (presumably, cooking) would appear ‘to, be ‘a relatively

- ~
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I S . . . . . ;

o A ‘-

moderntqgterpretation‘of what ig reaily a mgrefcomplex éymbolic - (/
congra;t. The flowers are -time symbols, representing the &eata'of
youth, ghe vanity of human Qishes, beauty, etc. JThey suggest a

. pastoral image of an ideal age ip_which the forever young and beautiful
dance‘perpétuaily‘among the floﬁefS. But_flow?rs wilt juét as gﬁé
spfing of life must pass %btevér. The cake ‘has a magical signific;ncé
in kaainiaﬁ~and‘Balkan weddiqgs. »BBékel cites a rathér similar'sogg,
;lsd f;om‘Gascony,_infwhiqh it is made exﬁlicit that the roses of the
wteatﬁyaré replaced S§>sorrow, the garden §f youth‘with the cares of
domestic duty;35kit'is sung by.tbe»weddiﬁg guests whiie‘they‘remOVé the
Bridal'Qfeéth. In its simplest‘form,-thé substitution‘of the cake fof
;the;flow;rs.implies partigg ana iﬁitiatidﬁf. The former is invariably s
sorrowful, Qﬁile the latter;is'in ﬁhis case somewhat.neuzral,"in ﬁany
cases actually.positiﬁe and'joyops. The iamentttheﬁe i here imélicitf
‘in ;he flower réfher‘than thé cake symbbl}

Czech, Slovakian énd Sqrbién weddingé display many simiiarities to
tﬁg Germaﬁ.‘.DanCES such as'thé Cepeni and-the kotek ritualize{the
initiatibn-;f the¥$riﬂe inlqzechosiovakia; As in Germany; the central .
ritual moments are'the.farfwéll'to the .parents, and the removal of the
wreath#ﬁor plading of the cap). The faréwell songs éré often highly
formalized, each stanza éeferfing to a different member of the family
, ;%,ciapgiﬁhd aré»acc?mpaniedvby ritual gestures of farewell. One
Sorbic song (though it has more a folksong than a:;itual structure) is
reminiscent of ggme-Russiéﬁ examples. ;t consists of a sgries of
questions and answers in which i) the s#rangers are identified, 2) the

bride's beauty and hér fl&;ing hair are»mentioned,\3) the daughter begs

her mother not to admit the strangers, 4) the mother admits the-

>
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-strangers and tells her weeping daughter:

liel¢ '$ak a neplakaj, holedo!

To dijen'je '$itko podarmo: (2)

Twoje Eo*'lééki pleéenje,

Twoje to ¢rije, Strympy wobuwanje, (2)

Twoje to $6rc a pelc woblékanje,

Twoje to wjenc, bortu stajenje:' (2)36
~ : .

.-

In CzechbSlovakia, the farewell ‘and the wreath/capping-rituals are
the most impo;taqt. ,"The depart¥ﬁ§=§?i§e=%ﬁanks each member of the clan
~in turn;ﬁ In one song cbllected'by BBckel, the bride depictsihef %ef
parture in terms of‘a_long journey, ﬁhe howling qf thé Qind_serviﬁg as
the messengéf‘of her.mothér's voice.37 ~One Slovakian‘collection ;ffers
two exémplesfof ritﬁal songs pérformed‘at thé removél of the wreath,

' ‘ ¥
. one sung in the first persén, and one in the second:

Stratila som partu, zeleny veniec,
nasiel mi ju druzba, svarny mlidenec.”
Hej, druzba, hej, dru?ba, pekne ta prosim,
dajze mi ti partu, rada ju nosim! :
Keby si ty partu rada nosila, '
veru by si druzbu krajSie prosila.-
and, Tie lupcianske zvony velmi pekne zvonia,
© uZ ‘tebe, Anilka, tvoju partu zronia.
Zronia ti ju, zronia deviatimi zvonci,
abys nechodila s .cudzimi mladenci, + .
Abys nechodila, mu¥a si ldbila, g RO
Janiéka{évérnyho, tebe oddanyho. ' '

In both cases, the oPening of the song introdﬁces the theme of time --

in thg dne, the irretrievable léss of ;he §g§gen of youth’and.of maiden- o
hood, in the\otherythe rinéing’of'the bells tdlling the death ofgmaidén-
hOo&. In the second song, the ritual coﬁtext.is vividly apparent

through the syAchroﬁization of the ringing of the bells ﬁiqh the.aétual
removal of the wreath, the significance of the latter beiﬁg'explained

e '

-
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on one level of the poetic text, while the identification of the bells
with death expﬁains the significance of the ritual on a deeper level. °

The Hungarian lament tradition is somewhat different.39 Like the'_

o

German and Czech and French songs, the Hungarian songs. were‘performed
"by a chorus. Yet, there would seem to be a deeper emotional identif-
ication of the'songs with the bridefs personal fate than isvthe case in
the other languages. The major ritual occasion for lament is the
departure. While-ln this it is similar to the German tradltion the

capping ritual is less important. Farewell’/ songs, however, are

N

numerous, and the first ones are sung on the'eye of the wedding, while
the wedding wreaths and sprays are being‘made.' In some areas, this

~evening ceremony played,much’the same/fole as the Russian devicnik.. ‘ _
. NS L
wxany of these departure songs are in the bride's name, although they - '

i~

are. performed by a chorus. One such song is performed while the girls

\

and women ‘place the wreath on the bride. 'I'he girl p1cturvrself as ,,,.fx“;"‘ K ;SL;

.

, being driven Ufrom her home, and the 1mage suggests a loss i sense
of belonging : z ;n , S t,'”

Y ;V"

Heimatlos war ich nicht, heimatlos wurde ich,
. Gott straf“‘ihn, der daran schuld ist! (Manga, p. 256)

The'song continues as an invective against the’ guilty - one. Another
2 '
song performed at ‘the same occasion warns that marriage is irrevers-

1ble'

Es ist kein spreuiger Weizen, um gereitert zu werden,
Noch .geliehenes Brot, um zurlickgegeben zu werden.
: (Manga; p. 257)

5-

A lament motif occurs at the end of a song performed during the

process1on to church in which the bride is depicted as the. loveliest

et
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.~ shoot*from.her mother's rose bush:

_ Doch ein Bursche hat mich gepfllickt,
Ich muss an seinem Hut verwelken .. .
Ich muss an seinem Hut verwelken. (yanga, P. 261)

Another sépg‘ié sung as the bride is led to‘the»gfdom's'house. ‘Here

AQJCOmpafes the sweet milk of the mother to the bitter bread of

the sirghgér; in fact, she adds,,tﬁe bread is not only'bittex,.it is

‘full of lamentation. She regrets the many times she failled to obey the
40

t

beautiful words of her ﬁother.

y The moment‘pf actualifareﬁell‘would seem to be the high point of
. v . R

the ritual lgﬁentation forvthekHungarién bride. A formal;’and fituaf
injunction‘tq;the bride to bid farewell to her faﬁily and friéndé,is 
not ‘unlike thoée~foqﬁd in éthér léngﬁages;'such as German, Sloy;kian

or~Czech; .Onevsogg, which ié“now.suhg pnly By the 9ldef genérafion,‘

compares’tﬁe home of youth’with the home of the parents-in-law, and is
‘sung on the Way to the neﬁ.houséi

]

" Vogel, Vogel kleiner Vogel, was du dich unterstehst?

' Auch gestern hast du noch zu dieser Zeit Kbrner geklaubt,

~In~Sch)ingen sind nun deine Flisse, dein Frohsinn ist dahin,
‘- . - Gefesselt sind nun-deine.Flugel’ deine-Freiheit.ist dahin.

~Liebe Volgelgefﬁhrtén, von euch bin ich geschieden, ,

Auch gestern ging ich noch zu dieser Zeitemit euch' spazieren.
Flir ein Leben lang bin ich der tlickischen Welt verfallen.l
Singen muss ich stindig den blsen VBgeln.

Mit Speise und Getrink bin ich versorgt,
' Doch. die Wohnung gefallt mir nicht, mein Nest kommt mir in
, . den Sinn, -
'Doch die Wohnung gefHllt mir nicht mein Nest kommt mir in
’ ' ' ‘ : den Sinn,

3

Doch es reut mich das Futter im Wald.



Man flttert mich mit Zucker, doch ‘nicht im Walde,

Man ‘trinkt mich aus grlinem Trog, doch nicht im Gefilde.
Die Zweige des Holunders waren slisser, :

Die Wisser der BHche flossen ‘dort auch schBner.

‘ (Manga, p. 273)

]This‘song is a true lament,‘although the ritual context is not clearly
defined in the'wordst Sung in the firdt person singular, the lament
expresses deep regret for the past, which is idealized as a kind of
paradise. As an inhabitant of the forest, the girl was in tune with

) nature. The " contrast is unusual here, the bride depicting her youth as
\lthat of a bird in its nest, and married life qU1te simply as life it-
self. Rather than. journey to a strange-land, the bride, as bird,
leaves the wild state to become a caged and captivevbird. The world of
'"men,"which’she'enters,4is>strangef While bird and nature'motifs arel
frequent innlament songs,fparticularly in the Russian songs,\the lack/'
of any direct invectiye against thehparticular world of marriage'(as
opposed to the world of the maiden) is unusual. Rot thennew family,
.out people, iot tﬁ’—new home, but houses, not the different. food but
human food, appear strange “to the captured bird. Despite this differ-
ence in imagery, the concept of time still underlies the song. The
life in the forest as a bird was essentially outside of the realms of
time, change or death. The daily walks" of the birds (line 6) are,
through their repetitiveness without beginning or ending. The forest
is also endless in the sense that it is composed of an unnumbered
cluster of branches (line 15) and Watered by eternally flowing streams
'(line 16). There is no volition in that 1ife, where the brooks flow.

| of their own accord and the birds go for walks for no particular |
~purpose. In the world of men, however, all actions take on a certain
purpose or deliberateness;w#pne is“given food:to eat and water to |

L S



drink,'and one's wings.are fettered that.one may not fly at will (lines.
3/4, an;'13/14) finally,'the'whrld is hers‘for;a limited period of
time only, unlike. the forest 1ife, which would seem to be endless, and
there is a hint ‘of death in line 7 "Fﬁr ‘ein Leben lang bin ich der
tUckischen Welt verfallen;‘ Thus -the lament depicts life as a fallen .
state with childhood seen as a golden age. We already noted a Biblical
parallel.to theymyth of the'Fall»from Garden of‘Eden in the Russian
1aments, and A similar allusion is implicit herer There is a strihing

+

diffetence between the tone of the Hungarian laments and ‘that of ‘the .

other'Western'European laments‘already examined. The departure has a

much broader, metaphorical connotation, and is more personal than in .~

theuGerman exambles, The association of lamentation with the,winding.

*

of the wreath, rather than with its remeval; brings.us closer ‘to the’
Russian traditicn; The transition is more personal than socialr

- Like the Hungarian weddings; at Rumanian ceremonies the maJor
ritual moment for sorrow is the bride s departure from her parents. A

farewell evening the day before the wedding is known, as’ is a capping

»‘ritual after- the marriage ceremony, but it is the actual departure and

-

' blessing which form the central ritual. The uncertainty of the new

»

Iife is the theme of a departure song recorded by BBckel from the
Aromunens ("Ich weiss, aus welchem Haus ich herausgehe, aber nicht, in
welches Haus ich eintrete") 41 Other departure songs, recorded by
Marianu and by mgre recent collectors, are sung by a chorus, and‘arev

exhbrtations to the bride to take her leave not only of her family, but

of her entire former'life:‘

Frunzi verde de aluna,
le—ti mireasa, ziua abuna
Dela mama, dela tata,
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Dela fanténa de piatra,
Dela frati, dela surori,
Lela fete gi feciori,.
Dela gridina cu flori,
Dela flicai, dela joc.

' Dela strat cu busuioc,
Dela prietini gl iubiti, |
Dela pomii infloriti,:

Dela prietini gi vecini2
bela lunca cu sulcini.

- The song is descriptive of village life, with its flowering\trees and

- its folk dances. “In its alternations of human and natural images, theA
lament anpears more lyrical than ritualistic, bnt the ritual context
is established in the second 1ine and continued‘throughont-by the
repetition of'"dela.‘ The girl takes her leave of her siblings, her .
friends, ner dancing mates and her lovers. By this, she is taking

‘leave, in a broader sense, of family, clan, youth, fun and even love,

since lové is considered to be an attribute of youth rather than of

.kmarriage. A second departure lament is more emotional and more
gérsonal, and the grief at parting more poignant. Not Only‘does thev
bride weep, but so.do her parents;}'Inkthe laSt-twotlines, a paradox |
“is presented in the lamenting of the: parents for their own act of send—
ing their child away. Such a parado; car onl§ be understood if we
'accept the inevitability of marriage and the passage of the young girl

into womanhood. "Lacramioare," in line 9 has a double connotation of

tears and of lily—of the-valley

“Trandafir in cornul mesii -
Frumos pling ochii miresii,
Las sa plinga cit de mult,
. Binele car' 1l-a avut,’
N Las si plinga cit de tare,
' pinele miicutii sale. -
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La-ti, mireasi, ziua buna- T
, De la tata, de la mumd, ’ .
. ’ Car te ling cu licramioare, . : B
Ca te mind calatoare.«"3

\\\As in the German tradition, references to Adam and Eve and to

[

other Biblical passages have a definite place in the. marriage add--

-~

ress. 4 The songs are,(for the most part, .sung by a chorus and add—

»ressed/fé the bride.

Fs

South Slavic wedding songs are of extreme importance and, like the
‘Finnic tradition which will be noted at the end of this chapter, -
| 'deserve‘a separate study of»their own. Due in part to the limitationso
- of my linguistic competence, and in particular to the unavailability |
. | " of sources outside of local archives and llbraries, I have not attemp-
ted hére more than a brief'acknowledgement and,descriptionvof this

1

we may, to some extent, regard'Southern Europe  jointly. Certain common

elements unite the traditions amongst the Greeks,ﬁMacedonians,.

-

Croatigns, Bulgarians, and Ukrainians. Such an approach is super-
” 7

ficial, as it is the exceptions which make a study interesting and .

valuable. Nonetheless, we are not here concerned sPecifically with the

‘poetry of these peoples; and for the sake of a brief summarv, the
.Qsimilarities within the grOup are sufficiently numerous to allow for

an approach of this sort

The German influence has been noted amongst.the Crgatians, most
;notably in the dance and ritual at midnight/ hich celebrate the removal
45 .

‘of the bridal wreath. Dobrovich46 gives an example of a song for

‘ 'this occasion sung by. the Croatians of Burgenland (Gradisce, in the
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region of Stajerska; German Steiern):

Ljublena zarucna,

da cé ti se stati, |
. tvoj zeleni vjenac

cé ti se poégati.

Rozmagije silji -
su se nakloniki, '

za zelenim vjencem

su se turobili. (Dobrovich, p. 82) -

The Bulgarian bfide is advised by her girl friends not to give up her

Fa

wreath without a struggle: '"WNe davajse, cevojko,/da ti snemat

L4

venjoko." 4nd, further: . . o ) ’ L
N\ . : . _ .o
~ Vurljaj, mjatej maramata, ¢ ‘
Maramata e grijovna.%/ :

One common feature which has been described for the Southern

tradition is the theatrical nature of the weddingé;48 seen as an in-

g
B

tricate fusion of music, dance and song: .

N

Hochzeit und, bis zu einem gewissen Grad,. auch Verlobung sind
eigentlich nur ein mit Musik, Tanz und Gesang angeflitltes -
Spiel, in dem ein gllicklicher Ausgang der Hochzeit herbei-
geschworen, und die Leiden der Braut (bzw. cer Verlobten)

wegen qer Trennurig vom Elternhaus beklagt werden.
. . . , | (Vakarelski, P 299)

"This‘point muét remain débatable;f As we have séen, Russian weddings

R . :
afe'alsp,described és théatricai, andvRussians themselveg call the
wedding an ggz_. Muéh;the same could be said of all of thevmore elab-
orate Qe&ding ceremonieé, including those outsi&e of the»EurOpean trad-
4ition; La Fontadne's definition of ritual as a perfoimancé in which
there is "a preponderance of é;mbolic over technical éction,"49 would

indicate that-any elaborate wedding ritual is'to some extent theat-

rical. Thé%theatrical éspéct of the Soutﬁérﬂ~weddings‘is enhanced by.

L v .
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the important role played by the chorus, who not only sing most of the'
\ CJ
.songs, but direct the proceedings and set the tone of the ritual moment,

PN

from frivolous to serious, from religious to profane.
In keeping with a strohgly religious and rather iess personal con-
ceptualieafion‘of.the marriage rite in the South is the importance
plaeed on the ritual baking of the wedding cake and its presentation
after the wedding. Ferventiy religious ;nd-301emn songs aecompany
these fituale, but. they are songs ef joy, nonetheless, not of sorhow.
Before the wedding;:sometimes'en the eve of the wedding, the bride
celebrates her\ﬂeparture from home.- On this oecaeion, too, her hair
is combed and‘braided, her head-dress is_placed onxher head,‘or her

. hair may be dyed with henna. One Macedonian lament is known both at

the occasion of the henna dying. (performed some%ime before ‘the marr-

iage) and at th% actual departure from the brid 's home:

" Youth comes but ance,
We are young only once,
The fair ones and all the hyrave lads are -Je alous of me.
My own mother also envies me and seeks to rn me out.
Turn me out, my mother nd me far away to foreign parts.
That I may make my sistef}a of strange women, and foster-
mothers of foreigners, .
X That foreign women may wash my linen, and my best clothes.
. O my mother, terd my dear plants well.
'Tis but to- day, to-morrow, and on -Saturday that I am here,
On Sunday I bid thee farewell with a sugar-sweet apple.

I leave a 'farewell' to the village, a 'farewell' to the
brave lads,
And to my mother I leave ‘three phials of poison:

One of which to drink at morn, the other at mid—oay; : \
The third.one of which to sup at eve, and lay her down to50
sleep.

" While the "poison' which is bequeathed to the mother implies bereave-
ment, the idea of death is intentional. The daughter "dies" through -

marriage, and the mother shares hef fate‘through her love fer her,
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i l~‘ ‘
‘bfcause she is also a woman and, on the darker side, because she has
aused hér;daughtér's'death andnis.being=ﬁéted'out a suitable punish-
ment.. ‘ g T : ‘ o
) . ¥ .

In a Bulgarian lament, 2 simple construétion underlines the

irreversibility of‘the change the bride will undergo:

Sal tazi veler, Ganke .le mome,
Pri tvojta majka, pri tvoja balko,
~Ruk utre veler v ¢u¥dite chora...
Na &uZda majka 'majko' %te .rebed _ -
Na ¢uzdi backo "abo' %te rete$. (Vakarelski, p.Z93)

o i

Finally, a.w?rd-must be said concerning a special group of
lamants, those sung by th;\grphan bride,vuSUally at the gra;e of her
dead;pgrent.Sl Dobrovich gives us an e#ample of one such lament
'amongst'the_Croatians,.sung by the bride and grbom togéthér after the
marriage ceremony.sz The format of the lament is familiar fromvsimilar
laments iﬁ Rdésian -- the aﬁsghce of thé beléved pareht'is noted, thg
dafkné;$~of thé grave is described, and the attempt to make contact
(this time in the form of a letter) with the.father forms the centre _;, 

- of the poem. The bride is bidden not té weep, ''for there are‘sadder
otphans;"_ This song is actually sung by theibridal couple (rather

- than by a chorus),-and is in the first person of the groom, the bride

being addressed in the second_person;"sfojan Genev classifies this
as one of the‘fiyé Bulgarian- lament types.53 They.a e, however, by no

means unique amoﬁgst the’Southérh Slavs. We have‘already noted their

importance in the Russian tradition. . Amongst the Lithuanians and

Latvians, the orphan motif has strongl&\influenced the regular Qedding

N\ .

i

‘laments.”* 1t would. appear that orphanilaments should not be confused

-with other bridal laments, which'are of a different type.
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Stscherbakiwskyj sees the position and the function of the chorus

as one of the distinguishing features in the division .between Russian

-and Ukrainian.weddings 33 Unlike the Russians, he argues, the Ukrain- .

ians are matriarchal (I use. the term because he does), and women
-control and direct the marriage ceremony.56 The songs are performed
by a chorus of unmarried girls and another of young married women (the
druzkz and the svaskz), who direct the activ1t1es, tell the people
what to do, and provide moral precepts. This choral funefion, he adds,
is much the same in Polish ‘and Greek weddings.57 ) >

Another aSpect of “‘the Southern wedding, in contrast to that of the
Russ1an, is’ the pOSitlon and meaning of the wreath. The strict assoc-
iation of the wreath with virginity, he asserts, is unknown amongst the

Russians, while it is an éssential. feature of South SlaV1c ‘weddings.

The Russian motifs of krasota, vol'ja and molodost' are conkideribly

more complex in their implications than a symbol of chastity would be.
N2
”Stscherbakiwsky asserts’ that, unlike the Russian wedding songs, which

are songs of mourning, the Ukrainian wedding songs contain "mot even-a

hint of:such th_ings."59 The author s own words-belie to some extent

this statement Consider, for example, the detail that the ritual

v

loosening of the bride's hair "is accompanied by lyrical songs about

the bride's  taking leave of her plait," and that during the placing of
the matron's cap. (oEiEok s theghride "must ween and struggle.' lhreea
times she tears her ocipok from her head " On'an earlier occasiOn
"the chorus reminds the bride in a song that she will wear this wreath
a symbol’ofjvirginity, till the evening, and in the evening she has to

return it to the druzkas." 60 In Russian songs, the loss of youth

like the loss of the wreath, has ~deeply psychological and personal

241
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overtones. ‘The laments aﬁtack the problem of the death of thg indiv-
idual through marriagé, and ‘the renditipn of these 1deas tﬁro;ghia
highly personal lament, sung oft;n by the bride herself, emphagizes the
metaphorical nature of tﬂe complaint, The choral performance in the
Ukraine is less individual in its perception and less dark (because it
is md;e soéial) in its vision. %he departure is the time for thé *4;;
réceipt of the pareqtal blessing, and th? bfide aéks Her parents for

ollewing song from the

thanks as well aS'forgiYi?ess,”as fin 9
Ukraine: 'ﬁ

Brarocaoeu, 6oxe!
Baarocnoeu, 6oxe, 1 oTeun, 1 MaTu.

CeooMy m ‘HTi HU3EHBKO KJIQHATHCEH:

pyrifi*pas y OGoxuft vac 6asarocjosu., Coxe!

peTifi pas y Ooxu#t uvac...i T.:o. ‘
BnareeXoeu, 6oxe 1 oTeusr, i maru,
CBoOMYy @mUTATI HU3eHBKO KJIAHATHUCH,

A cras¥., TanHycw, Ha Tepew,

Ha OMHIOK HallepeX: .

Hexalt oxCTynAThL uyXdWHa, . . s
Hexaf NpUCTYHHTH POIMUHA.

Y roponi-Ta pyToOuKa 3eleHbKa,
KiaHasToCca Ta ['aHHYCA MOJONEHBKA.
VKaouucs T, laHuycwo., Cceifft poamui,
Hexatt Tebe 61aroCHoBAATL, AK LUTHUHD;

" YKJIOHZCH TH, [aHHyCKO, 1 4yXOMY-- o
Hexa#ft To061 61aroclioBATh Tak, fAK CBOMy.6l

»

We have seen that Stscherbakiwskyj argues in favour of a distinc-
tion between RdSSian‘and Ukréniaﬁ wedding traditions. As tpé Ukrainian
Qeddiﬁgs are part of a much larger, Southefn group, can we find evi- .
dence that the Russian tradition belongs t; a larger, Northern group?
Besidesbfhe Russian laments, we would have to look fdf evidence amongst
fhe Baltic and’thg FinnoTUgric pe9ples.

- Esthonian wedding customs are accgmpaéied by‘quite a lot of sing-

“ ing, at least some of which is performed by the bride herself. A

o
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“
ritual farewell is described.thusly:ﬂ‘°

‘ ~Unter 1auten Klagen nimmt sie Abschied, nicht nur von Eltern,
N Geschwistern,qusinde und Vieh, sondern auch von Tischen und
‘ Binken, besonders klaglich aber von dem.Ofen. 62

Songs are sung which express regret for the lost maiden hair, and the

following song is performed by ‘the’ girls at the capping ceremony
S _ | o ‘.f\
Jungfraustands, verschmﬁhten Standes,
Kranz, er wird hinweggeworfen,‘
Wird verachtet als geringe!
Miglichst wHr's dass du beweintest
' 'Einst den frlthern Stand als’ Jungfrau. - :
, (Rundschau,upp‘ LlQ—ll) ' ' ..

-

The Lithuanlans and Latvians both know the wedding lament -but

only the Lithuanians (and the Latvians of ‘one region) have preserved it
as a distinct genre.6-3 There are many parallels to the Ru381an laments

both in the motifs of the songs and in the rituals- which accompany
: -

them._ For both peoples, the 1aments of orphan brides are highly dev—»
eloped ,and there\is a similarity of motif between those songs and the
.‘actual wedding laments, as in this example of a song performed during

. the final combing of the bride's hair On the morning of her wedding.

Cnpomneymxa, MoA ceCTquKa,
_ . T'onosxka TBOA HE npuyecaHa:
- . o Ha Bosocax ‘TBomx | :
- Tpu- nua yxe poca,
~He tymar To, He poca, A .
BTo 6mxn FOpLKH CNe30HBKHU. (Drizule, p. 90)

~ v

v o . :
Life before the wedding was outside of nature and the limitations

-

of time. With~marriage comes hardship, sorrow and mortality: ‘ ' M

K Hy Bepoqxa,‘cecmpnqxa,. - |
. @ v Ilpocm orna, \yars, - e _ _ .
s - UTo6H 63arOoCIOBHIH, . :

YTob6H GrarocaoBHIY. ~ : g%ﬁf ﬁhf

Ha BCl+ ®M3HB. : oo

-
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HeT IHA 6Gea paGOTm.
Her xusnu 6Ges I'op#A. (Drizule, p. 92) ot

. -
' Again, ‘the myth of the Fall from the Garden of Eden is suggested in
this lament.« Married life 1s seen as the whole life, the blessing being
asked is for the bride s entrance of "birth" -into life.; The new life

&

‘she is entering is one of sorrow and labour, even as EVL was - condemned
“to a life of ' pain. We have seen a number of- examples of laments in
which the bride begs forgiveness for acts of disobedience she may have

committed and,” indeed the. final blessing is often equated with Just : v/

such a plea for forgiveness. Here, too, is the suggestion at least

o that the parental blessing would:be an act 6f mercy toward the girl who

, hag been cast out. Sin is part of the human condition, and the girl.

aquires guilt through the act of birth (or rebirth). . ' /;////A//

- The northern region also 1ncludes a large and diverse population//O

o ‘ L
of peoples speaking a variety of languages belonging to the Finnic

group (besides the Ugric speaking Mansi [Vogul] and Khanti [Ostyak])
1ﬂtBelonging to this group are the Finns and Esthonians and Laplanders, as

;a

f*wlians, the Komis (zyryans), the Marls (Cherem1551ans)

.;the Udmurts (VotJaks), and the Mordvinians. -As these peoples have
‘Laved near and‘mingled to sdgg extent with the Russians for centuries,

it is not surprising that cértain parallels can be found between the

lament traditions of the Russzans and the Finnic peoples Because of -

» v

féthe lin§§§stic barrier,‘I will limit myself to a very few examples, all
h of which are available in translation . ‘ ‘

In Yer Wichmann's collection of Komi‘(Zyryan) follcvsongs,64 we
find examples of wedding laments from two dialectal areas, - sung both

-

by the bride and to,her, by a girl friend. 1In both types, the theme . ‘--T
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of change and the journey into the unknown are important. The river

<

becomes a symbol of the journey in one of the laments, and is ritually

connected with the bride's sitting down" during part of the ceremony

- Ich setzte mich wie am*ufgr/def'Dvina hin,
die eben ins stlrzen will.

Abet wenn/mich [der strom] ins meer zieht,
‘Wenn .das gllck mir nicht reicht,

dann muss ich mein’‘ganzes leben
" mitten auf dem meere treiben,

von welle zu welle, von woge zu woge

;////54 _ mich werfen lassen und treiben:

von einem ufer werde ich fortgedrlingt, , ; ' .
‘und das andere ufer erreiche ich nicht. (Wichmann, p. 259)
. 1 .

0
W -

The water symbol has an important function in this lament, as it o

suggests death and the realm of the subconscious, the bank being the

firm ground of childish awaremness and perception which is disintegrat-

e

ing. In no other lament studied is the. implication of +he jourmey as

tran51tion 80 forcefully depicted, although we have seen some Ru981an

\

laments which also make use of the image of the bride afloat on a sea.

O

The other bank although very similar to the Russian cuzaja/drugala

i

storona, is here seen as something positive, a regaining of conscious—
ness, clearly a rebirth although the uncertainty of attainmenggis
poignantly underlined. Numerous parallels in folk tales to the re-

awakening of the sleeping hero(inéf' the completion of a journey, the

rcrossing of a sea can be fomnd. In either form, the landing on the

other‘side, the reawakening, or the arrival suggest the attainment of

P

maturity, of a new stat ,and a ngw conﬂcfoughess. Reproach to the, 1

P

- father, &he mother 5h%;brothers, andaother clan members, for their‘

-betra a1 forms important theme in “these laments
¥ 7

Warum wolltest du denn : R

diese tat tun R
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Dass du es Uber dich gewannst mich dahin zu lassen,
um geworfen und gestossen zu werden;
Du verstandest ja mich zu erziehen,
meiner knochen lHnge zu strecken,

: meines fleisches festigkeit zu stirken.

o~ : Aber verstanden hast du es nicht, mir

' ' [einen mann) nach meinem eignen herzen zu erwﬁhlen.,
(Wichmann, PP 263- 64)

—In the same’ vein, the bride asks her parents, who will now work for

them{askwell as she has done,H: dahe. begs them for mey". 'In another

lament che bride asks God fd?j:q-:
‘much luck as there are fir trees in the fofest ~as-fish in the water

and stars in the sky ' She ends her song on the same water motif which

N
we have already quoted The lament which is sung by the girl friends

to the bride is a reminder &to her of the implications of her forth—;

»

coming marriage'v

U [alles] zu verlassen setzte sich das mddchenleben 1n
Wt bewegung,

es lelt, Ja es f411¢ auf den erdboden,

és wird getreten, ja es wird unter die.iﬁsse getreten
unter die fllsse, in eine schmutzgrube! 0

Es fdllt, ja es fYllt vom scheitel, '

vom scheitel das stirnband [der jungfrau]!'

- Fort flattern, ja flattern ‘vom flechtenende,

vom flechtenende die flechtenbYnder!

Es bleibt ja‘es bleibt deine schBnheit

bei déinem vater auf der schlafpritsche, :

‘bei deiner mutter in der: ecke vor dem ofen! - R
Das erste mal schied sie von der slissen mutter—brust,'
Das zweite mal schied sie von- [der mutter] knie,

das dritte mal schied sie, um [ganz] sich zu trennen,
ging um sich zu trennen, ging um fortzuziehen '

fur das ganze leben, flir die ewigkeit :
nicht fur eine stunde, [sondern] fir ihr langes leben.
- . ‘ ; , (Wichmann, pp. 288~ 89)

This last lament is of particular interest. The ritual removal. of the
- .
maiden coiffeur evokes the lament motifs oﬁ parting, ofcirreversible

change ("fUr das ganze leben, fUr ‘die ewigkeit"), of a-fall into a’
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. dismal life,‘or'of,death‘("in eine Schmutzgrubeafl Furthermore, the

“idea that the "beauty"'has a separate existence from the girl, that it

is blown away. by the wind and comes, to rest in a kind “of sanctuary

" (here it. returns to the father 8. homse) is a common one in the Russian

-

laments, although‘apparently unknown in the other&Enropean‘examples

- 247

studied. \ . . . = - . )
As the "beauty" of the Komi bride is handled poetically in a simi—

lax; . fashion to that of the Russian bride, so, Loo, 1s the Karelian

%
"free will" reminiscent of the Russian vol'j 65 s

/”// ‘ . . ’ .
L ’ . Tam HaXOﬂﬁTca HUBCKHE uepKBymxn,

TaM HaXOLATCHA IBa Lepera-1yba.
TIox -BTUMHM -LePEeBbAMU YKDPOH TH o
Mon Geny®n BOJONKY e
Ha mecTh HeZelb. (Bweml P- 46)

. Lo .

It is further reminiscent of the Ru531am laments that the ritual bath—

ing of -the. bride is perceived as: thg,yashing off of the vol'J
eres KpaCHHﬁ nnamox

houenuTe LOPOTYW BOAY, i
“Yrb6H CMHTB MO0 BOJWO, ‘ b

Bokwo, BOJBHY® BOJB. (Evseev p. 46)

Aside from™he Russian, the wedding lament tradition which has
been most fully recorded would seem to be that of the MOrdvinians,

thanks to the exhaustive efforts of ‘the Finnish folklorist H. -

f Paasonen.ée His collection of laments, complete with ritual descript-

ion, runs to several hundred pages, - and covers a number of villages of

the Erza dialectic group - Like the Russian, the Mordvinian laments-

'encompass most, if not all of the pre-nuptial period beginning with

the‘initial visit of the groom s family and the svax to the bride s .

,house. The ritual sauna, which takes place two. days before the

7
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wedding, <nd the hair ritual and'blessing which follow, are all accdm— »
. panied by lamentation. Lamentation.marks the eve of the wedding, and
the dressing of the bride)on the morning of the wedding day There are:
laments at parting, as well as laments sung at the receptionJof the

b{ide in ‘her new home (for instance, she sings a lament at the oven of -
3 the new home)' Besides these ritual moments, all of which’ bear certain
similarities to rituals and laments in ‘the Russian tradition, the bride‘
sings a 1ament early in the morning after the betrothal the so-called
lament to the dawn (zora-urnima), and she repeats this lament every"”
'morning of the wedding "week.'" The power of the lamenting voice, which

we noted as a motif in the Tot ma laments, ‘is elaborated on more fully

in this opening section of a: sunrise lament, addressed to the mother

Lass deine Mltze ﬁber deine Augen,
Lass deine Locken Uber deine Ohren (fallen)'
HBr nicht, sieh nicht,
Erschrecke nicht! ‘
"Erschrecke nicht vor meiner Totenklage-Stimme,
Entsetze dich nicht Uber meine Totenklage-Laute!
.~ Nicht dir zum Schlimmen _erhebe ich diese Stimme. : _
. e Ry (Paasonen, p. 179) : , o

a
Py

The connotations of death and of laments fof the . dead are drawn dist—
inctly in ‘these laments. As the bride is led to the sauna, she laments
- that her heart -and - her breath have turned to stone, and that grass has
pread over the tip of her tongue, so that she cannot speak —- clearly
a reference to Burial. The bride becomes even more explic1t, she goes
to the sauna 'zum letzten Mal," and she asks her parents to summon up
her grandfathers-and grandmothers (who, presumably, are themselves in
‘, the grave) to build ‘her a coffin and sew her a winding sheet The
J

brothers of the clan are asked to dig the grave, and the sisters to

prepare themselves for the lamentation.67 The motifs of purification -
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merge with those of death ("rein habe ich mein Bojarinnentum gewaschen"

B 192),- out even after the sauna the bride reminds her parents of‘the v

tasks she had set them and, strangely enough, she compares herself ‘now

steamed, washed, dried, cooled off and annointed with oil to newly
y

hulled grain.68 The braiding of the hair gives rise, as it does in.
Russian laments, to expressions»of regret for the demise of beauty and

her free personality:

Schau, meine Ern¥hrerin,
‘wie man mein Haar, das wie scther Silberzwirn ist, beleidigt
hat,
wie man meinen brustkettengleichen Zopf gekrﬁnkt hat!
Er passte fUr meinen Leib nicht, er sagte nicht meinem
Herzen zu,
er hat meinen Leib der einem nledrigen Hain gleicht,.
gekrlimmt, .
er hat mein unscth geformtes Gesicht bleich gem. ht.
: (Paasonen, T 199)

Orphan_bride laments are also known amongst these peoble, in one

exanPle of which the bride asks- her dead mother to turn into a bird as 7
“a sign that’ she knows of her daughter s great sorrow and has pity for
her.69 The arrival of the bridegroom and his train to fetch the brlde _

insplres laments in wh1ch the bride pleads with her brother to save her
2

from the onslaught of the Turks, and rebukes him for spurning his help~.

mate. At last, as she must leave for the church, she s1ngs a farewell\
-
lament in which mot;}s of death sickness and fear flirt with the

assertion, only halfvuttered, that the ordeal can be surviVed if ‘there
is, in fact, no escape:

@ Meine Herzlieben, meine Brider.

in Christi Namen, um Gottes willen,
lade, mein Herzlieber,
die, die mir ein lebendes Grab graben werden,
~die, die mir ein lebendes Grabmal bauen werden.
Wie kann. ich zu den BrUdern gehen,

I
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so angetan, als ob ich in den Wald ginge,
' 80, als ob ich Engelwurz sammeln ginge?
Mein KBrper ist (wie) in einen Sarg gelegt,
meine Flisse sind (wie) in Kaltesg Eisen gelegt, ‘
‘meine Hinde sind (wie) mit. Draht umwickelt. , ‘?
mein Gesicht ist (wie) mit Wachs ‘Uberzogen;, ' ‘
meine Locken sind (wie) mit Leim geleimt.
Aber, falls ich gehen will, : :
schlittele ich meinen Jjungen KBrper,
.ich-lasse den Sarg von mir abfallen,
ich stampfe mit meinen zwet Flssen, :
ich lasse das kalte Eisen von meinen Flssen abfallen,
ich schiittele Weine zwei Finger, S - ’
-neben meinem KBrper ist eine KH;perkran&heit stehen_geblieben,
meine Hand'hat einme Handkrankhgit ergriffen,
meinen Finger hat eine Fingerkrankheit ergriffen. .
: Wenn lich die + elstufige Treppe hinaufsteige,
' ’i,/,/«wﬁﬁﬁﬂfzﬁrﬁ%z;nﬁzg\ailgemeine Schwelle trete,
T Wenn‘igh in Gottes Kirche eintrete, -
wenn igh mitten in der Kirche stehen bleibe,
wenn ich unter das Mass trete, '
mBchte mein Leib zusamménbrechen,

b

,In no’' other wed&iné lament which ﬁe y§vg stydied thus far hasvfﬁe theme.
oflpassagefbeen expréssed s0 f?géi;&;:7'3ﬁt‘while one is temptéd g; |
comparé the Russian and the M;f&Vinién weddiﬁé‘iamen#s in.detail;‘ié"
%ould Be unwise to attgmﬁt such a thing here. NOt'oﬁly does spé&e pro-
"-h;p;t a lengthy study ot thé‘ée lamenés,l but 1t would be foolish to in-
:'timatekéomparisoﬁs wipﬁéﬁtﬂéven limited knbwledge of the,Mordvinian
ling@istic and folklore traditioné. A'Briéf 1ook wil1 havé to’suffice.k
| This survey raises two points of.particﬁiar”intefest. Firstly,
it asksiihb aﬁestiﬁﬁ of the distfibqtion'of wedding laments. - The
.;ament th?iiiOn, it.appeats, is_not'ligited‘té,any one geo raphicai,
cultural or; ethnic area. Yet, .n'either‘ is ..it t;ni{;eréai", »sﬁiﬁ' many
peoplés do not know a.lament‘ritual ét weddingé. Thére are‘téo~mény.‘ -
"non—quopean lamen;~tr§ditions»to §l1ow for a theofy of the origin of -

the‘genre‘within Europe, and the existence of lameﬁts‘in'parts of
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Africa and Indonesia and in.many.parts of India makes it doubtful that

‘a line of develoﬁmént could be found to trace all lament.traditions to

a common source. We have seen that all these laments have common

generic featﬁres. By the séme tokéh,fall ﬁave certain external diff-
.erenc's of symbolism, ritual association,‘?nd manner-6€_performancef’
Why-dé ome éthpié groups have a lament tradition, while others, with
_similarvquriage practiceé, do not? Have some -lament ﬁraditions,died
oﬁt,_and othéré‘ééqe unrecordéd? And, cven if that.is so, does it
‘accoUntffor mahy, or 6hiy‘a few, ethnic groups? Can we glaséify lament
types, by which the laments of Black Sea region_wbuld be related to‘
 each other But separate from the iaménts'ofiNortﬁefn'Europe;‘or-the /
laments of Europe would be classified together, but séparate froﬁ
thosé of'Afric;? Can Moslem lament traditiéns‘be separated from
Chriégian traditionsé ) ‘\\ ’ |
The second question which fhié study raises regards the Cﬁristian
inflﬁence.oh.thé European Qe&ding laments. We hévé seen ihat the
Iéments; ;slwg kﬁow them today, dte not verjkold? possibly are not much
older. than thehéevénﬁeenth century. Whilé there are some internal
/ traéeé éf pagaﬁ"beiiefs and of pre-Chriétién iegalvsystems;vit is not"
cléar to what ekten§ tﬁese inéicate'an_earlief lament fo:m; cr ifq;héy‘
arise Quf’éf'a mﬁch.more indirect coﬁneCGion to pre-Christian social

P

stréctures‘and beliéfs.i It is cur}ous to noﬁe that there is a highly
A,deyelopéd Hu@gérian lament traditipn,Abut no e;idencgiof weddiﬁg
laments amqﬁgst the non-Christiaﬁ Ob-lgrians, with whom the Hungariéns
.ate histofically and 1inguistica11y relaéed. Tﬁe have seen, moreover,

that there is no incongruity betweén the thematically Christian

laments énd'the,non—ChriQtién laments of German folklo;e, and” between
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‘Christian and ‘non-Christian imagery in the Russian laments. Could it
be that the European lament tradition, at least as it is known to us

today, is essentially a Christian one? Is the symbolism of the Fall,

»

~ which we have discovered in more than one European language, a clue to
the basic Christian structore of the lament theme? And, this being‘the
case,'would this Chrlstian basis be the classifying criterion which
distinguishes the European laments from those. non—Luropean examples
studied?, These are points which should be considered carefully in an

evaluation of the lament genre in terms of its international occurr-~

ences.,
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# CHAPTER FIVE .
‘ « Conclusion
In the'presenthtudy, f have examinedtthebweddin' as a
: ritual—poetic genre.‘ I have discarded some. basiC‘ass Wns which

folklorists have made concerning the occurrence and distribution of
the genre and its. function, and I have offered a.: new interpretation

‘ of the function, based on a close textual 1nterpretation of the la—

ments and a study of-their rltuals

It has been assumed that the wedding lament is prlmarily a genre

of Russiaa ﬁolk poetry .FCollecting and study,have malnly‘been :

—

limitedrto Russian examples Finnic/wedding laments have been
collected but are not widely known South'Slavic wedding songs are
different'from the Ru;sian laments in a number_of:details;‘and\Tolk-

lorists have concentrated on the differences~rather’than the generic
similarities. The paucity of material for wedding laments in other

languages hasfcreated the'entirely false impressidn‘that laments are

not‘known to them. In German folklore, for instance, the solemn

¢

’nature of the ritual Brautlieder has’ been attributed to the infll—

tration of Church dogma ﬁQZh:}‘than to avritual lamentstradltion.m

N

A The function of ‘the wedding lamenSS has generally been int - .
-enpreted in terms of.the social and.economiclconditionsrof‘yre—
' o o : . : : : N

'7’Communist Russia. The lament is seen as a primitive form of re-

bellion’on the'part ofbwomen in a society‘where men played the
-dominant.role The ‘bride did not thOQSe her husband may not have

- loved him, and yet was expected to~serve and obey him. Women are
- . .J - ’ o B
thought to have vented their frustrated resentment in a ritual of
a . S s 4
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lamentation, The 1aments therefOre Yare assumed foxbe'an indictment
of the status g a cr1t1cism of ‘the patriarchal" fghily structure
LA

By the dearth of 'overt Chrlstian dogma, it is assumed that the

o

laments also reflect a reJection of Christian wedding practices Wthh

. had been imposed on pre- Christian beliefs. ‘ﬁf
A corollary to. this interpretation ‘is the assumption that the

. wedding laments are now in decline, and have actg@lly disappeared in

many,areas;‘ Given the social and economic explanation of thelr

function, there would seem to be no need for lamentation since the

.emancipatlon of women and the*development:of a collective and
’atheistic society. Folklorists have traced what they see as an

a

increasing triviality in the ‘social function of thé wedding lament.
’vThey‘see the term igra as implying a lack Qf,seriousness,,apfrolic

or-idle pastime. .They have viewed the presence of the professional
P e ; | T = o B -
mourner as an indicationwof decadence~‘for.they aSSume=that a bride

who cannot 81ng her own laments cannot care very deeply about the 7

ritual she is. performlng vir'. ' ﬁk

. : L .
[y . . - o ) !

I have found - evidence to re;ject these assumptio% The d:Lst:ri_~

R
~ !

bution of the wedding lament is much more extensive™ than has bEen

thought.» Itlis widespread in much of Europe and: hag even_been_found

M

: in,a'number of regions outside of Europe. fThere is a complete lack
' ¥
of internal evidence to support the socio- economic 1nterpretation of

"the lament tradition. A close study of the texts and rituals, on

the other hand, does reveal a very startlingly con31stent pattern of

1mage and thematic development which mirrors the ritual events bet—@
ween betrothal and ma;riage. The pattern_begins with a complete
rejection‘of‘marriage, and;grows into;afgradual acceptance“of its

¢ R ’ ¢
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s B

a -

‘inevitability; The laments would seem to be a formuof social control

(the bride learns through the enactment of the ritual'and laments to .
accept the?wisdomfofmtheisocial order), rather than of social fée

bellion or protest. We must separate thevlamenting.bride'from‘the

. persona ofithe bride as expressed in'the‘laments. The‘former learns

, from‘thezlatter. The bride is'ied to view marriageﬂas a dyiné'of the

a - -

vself but finally to realize that the journey into death is also a

' Journey ‘into a new l(fe,‘and that the cycle of life can only continue 3

./ the playing out«of the'bride’S;change, and itsiritualiaation,

" sacred. . - : : .

ithe lament. Therekis frankly ‘no internal evidence that the- play i
the form. Just the OppOSite wopld‘seem to be the case, since both

_éindicated that the laments may have an importance bordering on. theﬂ‘

rite of pasSage. This interpretation can be supporpedggy the poetic

through marriage S ' ‘ —

The question of the possible decline of the wedding'lamentiis a

difficult one to tackle,;sincevethnographic'evidence is often miss-

) ing where it»would be most useful.v While folk traditions'are dis-

appearing quickly in many reglons of the world .there is no reason '

,“\,'

'Awhy %edding laments should disappear any faster than ‘other genres,

if one does not accept a particular soc1o-econom1c interpretatlon of

5

structure of wedding ceremonies,‘or*theihighly ritualized laments B

performed'by professional,mourners,’shouldvindicate a weakening of

b'v

1ntensify the social and personal impllcations. leov has even

‘

v

Sy

‘From‘internal evidence5'therefore, I.haf sfejected the usual

,assumptions concerning the wedding lament, ahd have teplaced them ‘

with an interpretation of ‘the 1ament as a poetical expression of a

-~
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a4y

symbolism of the laments, by the pattern of lamentation, and by its

;. ritual structure. Furthermore, the distribution of the lament would

A

*

suggest that its function does ot rest on a specific set of social

L"and ecdnomic conditions Of the non-Russian lament forms, the one I.

§

1h§re chosen to examine in detail is»the German., The Christian

didacticism of many of the German songs is not incompatible with the

_generic specifics of .a possibly pre—Christian poetic r1te of passage.

The ritual aspect of the German laments is quite different flom that

v of the Russian tradition and- dance plays an important role in the

enactment of parting and initiamion. The songs emphasize very

strongly the change f the community of girls to that of married

qumen, nd both goo&'and bad features of ‘the married state are.

1‘ expressed. Agaln, as in ‘the- Russian laments, the necessity of

‘ marriage in ordbr to_continuevthe-cycle of 1ife and female culture

'i recognized

-

Having gon& this far, it is intrigui g to see the directlon
A\ » o

N ‘tsuch a study could take from here. The eographical and llnguistic

: studies of the wedding 1ament take on a. deeper meaning when v1ewed '

Y
R

'from the fQ;al point of the rite of passage._ There is room, . of

'course, for many ‘more geographical and linguistic studles,

,Lespecially now that we know how wide spread is the occurrence of ‘the

lament. Whilexprevious studies of thts type have not been used to

e

. “their fullest ﬁotential this is even more true of previous studies

)

. ) ; .
of the poetics of the wedding laments. ’Much valuable analysisvhas .

1

-

)*been obscured by the restrictive interpretation which has been '

S fimposed upon it. With a new focal point, the implications of the

- genre have been greatly extended It would be.valuable therefore,



to investigate the occurrence of wedding laments in‘Europe, as well

A

as outside of the. European borders. The connection between the

v

‘wedding laments and Christianity is an immense area of study which

has been hitherto a11 but ignored The generic implications of the -

: wedding lament as a poetic rite of passage should make ‘an intensive

study of the South Slavic and Finnic examples particularly rewarding.

N @

-Finally, the study of the Ru581an wedding lament has ‘been by no means

exhausted, and 1 trust that my study will give new direction and

B depth to work in that‘area.

262
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The following passages
_ appeared in the text in non—standardize

'4.

TRA,NSLATIONS

are translations of quotations, which
d Germam, Russian or French,

or in any language other than standardized German, Russian, French ‘or

English.

Lo

p- 128 mne’ nemnozko to zdis

»
[

g

5.7130 ""»,?;';u1a' jé

Where not otherwise indicated, the translations are my own.

. .pr 129 ~mnewzdis'

=

)

zitja oo

There is little time for me to 1live here

‘Still less to be beautiful

"[At-my father's, at my mother's. ]

Not a year left,

Not a winter to winter,‘

Not a spring to be beautiful,
No frolics of warm summer,

And no treading on the silky graSS,

‘éj‘;t'ja * e

For me to live here:

'And no eating of the white bread!

There 'is only about one short week;

Oh how these little days

.8eem like short hours ...

To each his own:

Jo me, young one, it seems

Like the setting of the sun,

The white days are groving short,

Time is going quickly

P 130 " A kak ne ranno-to’'na dvore ...

No matter how early it is outside

Nor how high the sun is,

Still the girl has outlived her time,

The bride has outlived her fame!
The-sun sets,,

The white day turns to evening

The girl's time grows short! ~

¥ W - e
o . ¢

iﬁiedeéen'ka -

£l

1, young ‘girl, heard

‘That in the cold winter

At the time of the white snow .
When the hard spow crustsg '
The silky grass does not grow -
The ‘red flowers do. not blossom

.
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155

155

. 160
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'Spinne, Mek'n, spinne schoen,

A S 285

- R
\

After the wearing of the golden wreath

‘So for me, young girl, ‘ t S .

Girlhood will be no more,
The bride s fame w111 no longer be heard

N

Ty présyﬁf}ka: prekrasnoj’raj, ;.:ro

Good- byeﬁ”spléndid paradise,
Farewell, green. garden.’
No longer-will the beautiful girl
The honourable and famous- bride,
B& there or frplic about
Or si# around jin the garden.
L . .

Spin,;maiden, spiﬁ weil,
Soon you will see your betrothed.
Mek'n, spinﬁsté fine,®...

i

'Maiden, if you spin finely, ’

Then you shall be mine, ‘
But if you spin roughly, . = T >
Then I will pass you by etc o jqj,v;

's ist heunt a junkfrau erIich gebannen, -
trans. into standardized German by SchrBer ‘

Es ist heute eine Jungfrau fr8hlich gewesen,
fr8hlich wird sie nimmermehr:

FrBhlich kann sie wohl noch werden,c

aber Jungfrau nimmermehr!

c e -

“Es hat heute eine Jungfrau StrHusslein gereichet,

reichen wird sie nimmermehr!
Reichen kann sie noch einmal,
aber Jungfrau wird sie nimmermehr.
: o
Es hat heute eine Jungfrau Krinzlein gebunden,
binden w1rd sie nicht mehr!
Binden kann sie noch einmal,
aber Jungfrau wird sie nimmer mehr, (seln)

Mer trauden“af en bésze@,
We tread on a broom,

We would like to eat! ’ -
We tread on branches,

.We would like to drink.

We tread on an,oven,
We would like bread!
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pp. 166-67

-

Fy

. . ! n *

I soll a weng'einga: veo
I should sing a little,
My singing has an art,
Today I do not feel at al]l
As T usually do. .

r

n

Yes; my dear bride,
Fare thee well,

':For you must leave .

Your father's house;,>

vMy dear parents,

I .thank you for the trouble
Which you took, for me o -

In my childhood.
C

. My"dear parents,

" You must not be sad,

That you have to send from home
Such a pretty girl.

For the groom, N,-
I ve known him a long time,

-1 ath not at all afraid

That ‘the bride will be unhappy.

Now let us go in God's name

Away from home,

And let's make for ourselves
Our own, home.

Let's éo up the mountain,
And look, down into the valley,

There all -the merry weddlng guests

" Are waitlng

L

Soon let us 'go away

-And ga past the houses,

Down .(or up) to N.N.
There we will stay awhile.

- The bride, shé will .roam,
‘She does not roam far,

" She is just gettlng married,

Because she wants to.

*

' God keep you, father's housg,

Now I 'go outside,
Go to a new life,
To that of my husband.
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168

168

169

169

170

171

Seu ist'aufgesasseh,

trans. into standardized German BthchrBer.

Sie ist dufgesessen, sie hat géschluchzt!

Sie ist hingeritten, sie hat

Junge Biaut,'nu musst du .rut ..

{

Young bride, now you' must ‘go out.
You have had your best days, ¢
Now you must Sstruggle until the grave.

Ném urief, ném urlef .

Take leave,
Take leave,
Take leave,
Take leave,

take geave
tak eave

fake leave
take leave

from your father!.
from your mother!
from your brother!
from your sisteér!

Ech bln e bSden ausz fremdem 1lunt,

I am a messenger from a foreign land,
my master has sent me to you. ,

Hie dsz geklojt mHt br8mem unt bloem gewount, ...

He is dressed in.cloths of brown and blue,

His cloak is so warm and long,
And reaches down to his knee,
and is lined with young lamb's skin;

--------------------------------

He also has a purse,

Which is filled with fivé hundred guilders.

--------

Sderm%n.h%t sil unt laif

Everyone has soul and body

and every marriage man and wife,
and so with the years
the world has been made up of couples.

Hieflr! hieflir!

Come here!

Come here!

1
4

Before the door of a worthy maiden’!
A pleasant laugh
can bring joy

. it was her red mouth-

which tells us of the joy.

gejauchzt!--

287
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173-74 No wain5 no wai®

174

180

4

Now weep, weep, weep, dear bride, weep!

Do you think we are piping you across the bridge?

Before you are across the: meadow you -will wish to be
back!

Now weep, weep, weep, dear bridé, weep,

Just weep, we-we-we-we-weep. (bagpipes)

Now weep, etc.

Do yow thirk we are piping you across the ditch? .
You will get a good beating across your back!:

Now weep, etc. ’

Do you think we are piping you gold and bread?
We are plplng you nothing but fear and need!

Dobyou think we are piping you wheat and corn7

We are piping you nothing but thistles and thorns¥
Do you think we are-piping you sheep and cows?

We are piping you every(two years a child!

Do you think we are piping you over the footbrldga7
We- are piping you nothlng but cradles in the way!

We have piped you full of great sorrow;—
Consider well, there is still time!

And since the doors are all standing open,
We all want to gov inside--

With decorum and propriety.

So pehllet eu gott, muetar. lieben main,
trans. into standardized German by Schr8er.

So behllte euch Gott, liebe Mutter mein!
Ich seh euch heute und nimmer mehr! |
von Euch will ich sch8n Urlaub nehmen.

~So lasst mich, Mutter, in Kasten géehn.

In meinen Kasten k8mmst du nimmer!

So lasst mich, Mutter, in Kasten gehn,

ich habe vergessen meine Strumpfblnder. \\\
heuer sind 'sie meine Strumpfbinder,

aufs Jahr werden sie meine Wiegenbinder.

In meinen fgften kBmmst du nicht mehr!

ich habe vercessen meine buntfarben Schuhe. §\\

zue har, nar zuehar,

trans. into standardized German by Schrder.

Heran, heran!
BrHutigams Vater
Sani etc.



pPp.

‘Wer.nichts hat der fliehe!

Er wird sich nicht grimen
wird einen Thaler daran wenden.

wie (d. i. je) mehr er wird geben

wie lieber werden wir schauen. S d’
etwas ~in der

' Er hat ja noch einen gekrﬂmten Finger (hil

Hand)
wir geben ihm z. tr. [zu trinken]

Heran, BrHutigams Muhme,

sie bringet eine»schﬁne Kiume. ) -

Heran, liebe Tauben,.

sie bringen der Braut eine schire Haube
‘Wenn' Zeit und Weile wird kommen

wlr werden wieder kehren,

s

182-83 Die ageschidne seale singet ...
~trans: into standardized'Ggrman by Schrler.

Die abgeschiedne Seele singt:
Iche habe dott gelassen-m. Vater und Mutter,
Ich h. d. gelassen Schwester und Bruder

sie gedenken nicht an mich.

Ich hs d. gelassen Freunde u. .Freundinnen
[Sie gedenken nicht an mich.]

‘Niemand weiss, Niemand denkt

was die armen S. leiden mlssen. [Seelen]

Die Verstorbenen sjingen:

‘Meine Augen verfinstern sich

ich kann nicht mehr die Welt anschaun.
Wenn ich jung bin und gesund.

hab ich Freunde Uberall genug.

wenn ich alt bin oder krank

da habe ich keine Freunde mehr!

Wenn ich einmal im Krankenbett liege,
da kYmmt der Priester zu meinem Bett.-

Da bereitet er mich zu den ewigen Gltern vor.

Wenn ich einmal [gestorben bin]

da machen sie mir ein neues Haus

da tragen sie mich zu dem Kirchlein weiss
da tragen sie mich auf den Friedhof grin
dort machen sie mir eine Grube tief,

drin werde ich schlafen so slss!

Wenn ich einmal im Grabe lieg:

da kBmmt der .Priester zu meinem Grabe,
wirft ein Stillck Erde auf meine Brust.

289
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Wenn ich einmal begraben bin -

da fYngt der Messner zu lYuten an.

Da gehn die Leute alle von mir: ?
gleichsam: ''ruh du in der kllhlen Erde .

wo du hin gedienet hast!"

De brut hat'n kranz vorlorn, .o

The bride has lost her wreatd
But she still has- hair. .

Soll diese Braut ne Jumfer sein? ...

Is this bride a maiden? _y ¢

That shall always puzzle me, .
She certainly has been one, o
-But is one no longer.

Hait hout de Braut

Tdday the bride has a pretty. coat on.

_-But a year from today she will have a baby in it. Sy

Today the bride has a pretty apron on.
But a year from today she will have dirt on it.

Meine liebe Jdngﬁrau Braut,

My dear maiden bride, -
You must not be sad, o

Your beautiful wreath

Must come off!

S'Kranzerl muass aba ...

The wreath must come off
AAnd the cap must come’ sn
You used to be a maiden,
But today you are no longer.

b

Und wann ma amal in Hiﬁﬁl fahrn,

And when we go up to heaven,
We will have a long journey,
And there we will once again
See our wreath.

Bére courtine, bét matelas, ... T i

Pretty curtain, pretty mattress,

It is a pity that you are- g01ng where you are ‘going.
Pretty quilt, pretty mattress - :

It is a pity, etc.
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The winding sheets of Fleurette,
Are around the bed,
Bride, your love affairs

3% %§je today

ﬂ;z 13 courono,':.L
rEg, dardized French by Bladé.

etteﬁllui la couronne
1le que sa mere lui donne,

L veut donner. . . .
Oh! jamais plus couronne o0
i Elle ne partera. ,

227 Nobio, que te cau ajuilla
trans. into standardized French by Blade.

Mariée, il faut t'agenouiller.

Bénédiction on va te donner.

Dieu te la baille, Dieu t la donne,
— Mariée, la benediction .

228 Nobi, abets aqués matin ‘e

Bride, this morning you have
Said goadbye -to your, neighbours..

You know those whom you are leaving
" - But you do pot know those whom you are receiving,

228 =Nobio, te hé pas mau lou co,
trans. into standardizdd French bx/Blade

Mariée, ne te fait—il pas mal le coeur.
De quitter ton monde comme cela?’

Tu quitteS ta mére pour jamais,

Pour aller servir un étranger.

231 Melc sak .neplakaj, holeco! ...
trans. into German by Haupt and Schmaler.

~ Schweige doch, weine nicht, Mﬁdchen
"Es ist nun alles, ja alles umsonst
Dass du dir flochtest die Haare dein,
Dass du dir anzogst die StrlUmpfe und Schuh,
Das$ du dir anzogst den Pelz und den Rock -
Dass du dir aufsetzt die Borta, den Kranz.
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p. 231 Stratila som partu, zelel§ veniec,

P-

PP

>

pp.

“

- To go with strange youthsﬁ"

I lost my wreath, my green wreath,

It 'was found by the bridesman, the strapping yéuth
Heh, bridesman, heh, bridesman, I ask you nicely,
Give me my wreath, I want to wear it; ‘
If you really wanted to wear your wreath,

You would ask the bridesman mgre nicely.

231 Tie lupéiaﬁske zvony vel'mi pekne zvonia, ...

’
'The bells of Lupkov are Linsimgs sweetly,
' VAN you, Anicka,
‘“fhe ninth bell,’

To go, to love your husband,

"The dark Jan, who was given to you.

235-36 Frunza verde de alung,

trans. into German by Krohn.

"GrlUnes Laub vom Haselstrauch,

Nimm, o Braut, Abschied

Von der Mutter, von dem Vater,
Von dem steinernen Brunnen,

Von den Brlldern, von den Schwestern.
Von den MHdchen und den Burschen,
Von dem Garten mit Blumeny

Von den Burschen, von dem Spiel,
Von dem Beet mit Basilikenkraut,
Von ‘den Freunden und Geliebten,
Von den hlUhenden ObstbHumen,

Von den Fremden und den Nachbarn,
Von der Wiese mit Steinklee.

Pos-4

236-37 Trandafir in cornul mesii

The rose at the corner of the table
The eyes of the bride are weeping prettlly
Let her weep as much as she can,

~ For the good things she has had,

Let her weep as hard as she can,
For the good things she has had from her mother.

Take, bride, your farewell

From your father, from your mother,

Who are weeping for you with lily-of- the—valley tears,
Because they are sending you into the unknown.
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LJublena zarucna,
trans. into German by Dobrovich

Geliebte Braut,

was dir geschehen wird,
dein grlines Krinzlein
wird jetzt verbrannt.

Die Spitzen des Rosmarin
haben 'sich geneigt,

sie trauern sehr

nach dem grlnen Kranz.

Ne davaj se, deyojko,
trans. into German by Vakarelski.

MHdchen, lass nicht zu,
Dass man dir den Kranz abnimmt.

Vurljaj, mjatej maramata,
trans. into German by VakKarelski.

(o
Wirf das Kopftuch weg,

Das Kopftuch bedeutet Sorgen.

. v . -
Sal tazi vecer, Ganke le mome, ...

trans. into German by Vakarelski.

293

.Nur diesen Abend noch, [Midchen Ganke],
Bist du bei Vater und Mutter,

Morgen abend schon bist du bei fremden Leuten

Wirst einer fremden Mutters''Mutter'

Einem fremden Vater 'Vater' sagen.

Blagoslovi, boZze:

Bless, 0 Lord!

Lord bless, O father and mother,
Your child bowing low:

And a second time at the holy hour,
And a third time at the holy hour,
Lord bless, O father and mother,
Your child bowing low.

And stand, Hannah; on the roof top,
Wave a ribbon to the front:

Let the foreigners go away,

Let the clan come forward.

As in the ‘garden the green rue,

So young Hannah bows down.

Bow, Hannah, to the whole clan,

Let them bless you like a child;
And bow, Hannah, to the stranger --

“sagen

bless me, Lord!

... etc.

Let him bless you, like one of his own.



