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1. Thelssue of Origins

Many of the critics who wrote about the Romaniarilads have been
concerned with their origins. Adrian Fochi, for exale, sees inMiorifa a
connection with burial practices: “Imaginea primecge exprirh poetictema nupii
mioritice deriva din cantecul executat la Tnmorméile tinerilor neé@satoriti” [The
image expressing in poetic fortime theme of the mioritic weddimigrives from the
chant performed at the burial of unmarried youngpbe] (Fochi 1964: 529). For
Marcel Olinescu, the shepherd’s acceptance of dedtm act de credia religioas
pagara” ['an act of pagan religious faith] (Olinescu 8985-96) taking us back to
the Dacian messengers who were willing to die ke their message to Zalmoxis,
their God. lon Itu expresses the belief that thedeu of the shepherd has ritual
significance with ancient undertones (see Itu 198J:

Those who wrote about the idea of sacrifice shawilar concerns. Paul
Brewster begins his essdye Foundation Sacrifice Motlfy saying: “One of the
most widespread of superstitions is undoubtedlybbigef that the immuring of a
human victim in an edifice under construction easuits permanence” (Brewster
1996: 36). He explains the legends that continodakttold: “The discovery in later
years [i. e. in nineteenth century] of skeletonspatts where immurement is reputed
to have taken place furnishes grim testimony towhecity of such legends and
traditions” (Brewster 1996: 37). In his article “star Manole and the Monastery of
Arges”, Mircea Eliade believes that the foundationalrsme has its source in a
cosmogonic myth of creation: “The exemplary moaeldll these forms of sacrifice
is very probably a cosmogonic myth, that is, thehriipat explains the Creation by
the killing of a primordial Giant” (Eliade 1996: B3And he adds: “It is in this
mythical horizon that we must seek the spiritualree of our construction rites”
(Eliade 1996: 83; see also Eliade 1970:-11G31).

These myths and traditions may have contributecesslements to the origins
of the two ballads. What | am proposing, howewvetpilook at the texts in the light
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of their narrative development. In this cognitiy@peoach to literature, literary texts
are mnemonic interpretations of the world. In ttase | take as a model the example
of La Chanson de Rolanavhich began with a historical event: The deatfRofand
at the battle of Roncevaux in 778. In this battke, Frankish rearguard was attacked
and annihilated by the Basques (and, accordingrabid sources, the Saracens).
The encounter, from a historical point of view agpdly insignificant, was taken up
by folk poets, singers, and jongleurs and becaméundational epic. This
development can be explained at least in part eyabt that people were impressed
by Roland’s behavior and by his death. Having thimind, | assume that unusual
circumstances in which a shepherd was killed arduldiments of a story about an
immurement of a woman acted as prompting of tattateonymous poets to create
narratives and begin the tradition of the two s®rhat became our ballads. As in
the case offhe Song of Rolandhere must have been a strong public support to
sustain the tradition.

Menéndez Pidal explains the remarkable phenomeh®heSong of Roland

On chantait de mémoire, et le jongleur faisait dier sa mémoire bien plus
gue sa plume ['One would sing from memory, and jorgleur would make his
memory work much more than his pen’] (MenéndezIRigi&0: 57).

He also writes that the numberless variations

sont 'essence méme, la vie de la poésie qui siindans la mémoire collective et qui
se perpétue a travers les générations. Cette Udéiadu fluidité du texte est le fruit

de l'action créatrice de tous les individus qui @monymement collaboré a la
diffusion et a la transmission de I'oeuvre anonymfgare the very essence, the life of
the poetry that enters the collective memory arat gurvives during generations.
This variability or fluidity of the text is the rak of the creative action of all the

individuals who anonymously collaborated to thefudifon and transmission of the
anonymous work...] (Menéndez Pidal 1960: 60).

Gheorghe Vrabie, speaking abdlibrifa, appears to propose a similar model
and to emphasize the initiative of the anonymoukalsorators: “Interprgi anonimi
au dat dovasl de o mare capacitate la coordonarea ndradivevenimentelor
legendare, impriméandu-le o @xtemati@” [The anonymous interpreters
demonstrated a great capacity to coordinate leggrelaents imparting to them a
thematic axis'] (Vrabie 1983-8). Elsewhere he explains:

Vorbind despre autorul anonim ca mangstesugar in arta de a zice balada
folclorica, se impune de la sine conceptul de interpretar&gcul obgnuitilor termeni
de inspirgie sau crege. [Speaking about the anonymous author as a gra@smanin
the art of telling the folkloric ballad, it necesa means adopting the concept of
interpretation, in place of the usual terms of irajon and creation] (Vrabie 1984: 12).

Both Menéndez Pidal and Vrabie appear to adumlbrategnitive approach. In
agreeing with the first | stress that “memory” eg#nts not only remembering but
also imagination and so | can applaud when he spefaicreative action”. As far as
the second critic is concerned, | do agree withbi(ravhen he insists that the
anonymous contributors did not simply copy an omdgivariant. | agree to assign a
great value to the anonymous agents of dissemmatiot not to discard the
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concepts of inspiration and creation. Craftsmansinigp knowledge of the folkloric
style are not enough. The anonymous authors intiaddio having technical
prowess had to be able to reach into the resenfometaphoric power and use
metaphors to create the new visions that are evithedifferent variants. Every
interpretation is also a transfiguration of reabtyof a text. Consequently in the case
of our ballads, | would propose that from the véesginning and through later
developments the process is akin to a continuoeation and re-creation of the
initial narrative seed.

Most critics would agree then that there is no aogpyHowever, by bringing
up the issue of origins, many have implicitly assdnthat an original variant must
have existed in some form, the seed that was mlaéntéhe imagination of the first
singer or singers. We do not know how advancedtlggnal variant was, but while
it probably was not as advanced as the varianteave today, it must have been a
creative narrative and a mnemonic product of irgjgin as well as craftsmanship.

2. The Role of Fate

The folk creators while talented lived in a unieenshere similar stories
issued from popular imagination and common belief&l consequently they
incorporated some of those beliefs in their worlkndAthe dominant belief that
emerges from the two ballads, one that modulateduthiverse of the singers in
overwhelming fashion, is the belief in fate. ToeapHektor’'s words imThe lliad
“No man is going to hurl me to Hades, unless fated,/ But as for fate, | think that
no man has yet escaped it” (Homer 1951: 6.487-9.4R8ading the ballads we
reach a tragic understanding that human beings metkaordinary efforts to come
to terms with their fate over which they have natool in the physical world.

What | would like to explore is the role of fatedathe attitude of the main
characters in these two ballads and the relatidwdsn their behavior and the
language of the poems. | wish to recall the contagivanced in my 2000 article on
Mioriga: The metaphoric generating impulse in this batlatineates a divorce in the
cell of reality, life pulling toward language anduel, and death heading toward
physical failure and dissolution. This mitotic diMin is associated with a separation
within the shepherd’s persona between actor anctape, that is, between the level
of action and the level of speech (see Babuts 2600:believe that this separation
could clarify a great deal of the difficulties imetinterpretation of both poems.

This is especially clear iMiorifa. When the shepherd speaks with the lamb,
what he says, all the instructions for his bur@n only have meaning after his
death. He tells the lamb to relay his request éottvo murderers to bury him by the
sheepfold so that he can hear his hounds andde pkside him the following:

Fluiersg de fag, One small pipe of beech

Mult zice cu drag; With its soft, sweet speech,

Fluiers de os, One small pipe of bone

Mult zice duios; With its loving tone,

Fluieras de soc, One of elderwood,

Mult zice cu foc! Fiery-tongued and good.

Vantul, cand a bate, Then, when the winds blow,
17
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Prin ele-a &zbate They'll play on them so

S'oile s’or strange, All my listening sheep

Pe mine m’or plange Will draw near and weep

Cu lacrimi de séange! Tears, no blood so deep!
(Amzulescu 1967:69). (Snodgrass 1993: 13, 15)

Although at the end, the ballad’s verb tenses rathe future, the shepherd’'s
eloquent speech gives the impression that the gventis vision are already
occurring or have occurred. This assumption is avdad by the movement of our
imagination, which brings the future on the stafjéhe present. Such transposition
is not unprecedented: we encounter ifTtme lliadin the scene beside the Skaian
gates, when Andromache pleads with her husbandyams the ramparts rather than
go out to fight and be killed: “ 'Dearest,/ yourrogreat strength will be your death,
and you have no pity/ on your little son, nor on, mlestarred, who soon must be
your widow' " (Homer 1951: 6.46@l08). Already at this point in time she envisages
her widowhood and we, as readers, have no troutlegdthe same because we
know it did happen. Hektor himself in his answearekees the future: “ 'For | know
this thing well in my heart, and my mind knows there will come a day when
sacred llion shall perish” (Homer 1951: 6.467448). What these words do is
translate the inevitability of what is fated. Itimportant then to bring them into the
equation of meaning when we think of the tenderfcgritics to tax the shepherd
with passivity; and that is because one can haadiguse Hektor of passivity.
AndromacheforeseesHektor's death and her widowhood and urges himdo b
cautious. Hektor acknowledges Andromache’s diviyapmwers and knows that no
man escapes his fate:

No man is going to hurl me to Hades, unless iated,/ but as for fate, | think
that no man has yet escaped it/ once it has takdirst form, neither brave man nor
coward (Homer 1951: 6.48489).

Like Hektor, the shepherd, in similarly dangerouswmstances, accepts his
fate, but unlike Hektor does not speak of fightiAgd that is whyMiorifa is an epic
song with a lyrical content: the role of fate cesaan epic dimension but the ballad
is not a regular epic because there is no fighiting. Not in most versions. The
prevalent expressions are “If this omen’s truel/nf doomed to death” (Snodgrass
1993: 13); or “De m’or omori” ['lIf they kill me'jor “Dac’o fi 8 mor” ['If | should
die']. However, there is a version from Dobrogebected by Béiloiu, in which the
shepherd says “De n-a ot azbi/ Si m’or omori” ['lf | cannot prevail/And they
will kill me"] (Fochi 1980: 79). | adduce this expha in which the shepherd alludes
to a defensive stance to strengthen the idea thdbhs not necessarily mean to say
that he would not defend himself, only that he dads the omen to be true and he
accepts his death.

"We note in the original Romanian the image of theep weeping tears of blood. The image
recalls a remarkable resemblance with the biblivalge of Christ on the Mount of Olives, where “in
anguish of spirit he prayed the more urgently; arsdsweat was like clots of blood falling to the
ground” (Luke 22.4445).
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Of primary significance is that once death is ategpthe future veers into the
path of the present and is transfigured to acqaireew and deeper meaning. So
Eliade is right when he speaks of “a new meaninghenineluctable consequences
of a destiny in course of fulfilment” (Eliade 1978252). We need to see that the
intervention of fate is decisive in transposing toerdinates of the future onto the
stage of the present. We have the impressionhkeagtiepherd’s vision of the future
is in fact taking place now. And the extraordindigcovery is that iThe lliad this
impression is even stronger: it goes past belidfraaches the status of a fact. When
Andromache returns home she discovers the following

And as she came in speed into the well-settleddimid/ of Hektor the slayer
of men, she found numbers of handmaidens/ withidl, laer coming stirred all of
them into lamentation./ So they mourned in his koaser Hektor while he was
living/ still, for they thought he would never agaiome back from the fighting/ alive,
escaping the Achaian hands and their violence (Hd9&1: 6.4976.502).

In comparing this lamentation of the handmaiderthdosheep that weep tears
of blood for their shepherd one can see the focushe overwhelming power of
fate. In a variant oMiorifa from Moldova collected by C. Zamfir, at the endhid
address to the ewe lamb, the shepherd says itlyclé&rapoi pe mine iar #it
plange/ Mi-t plange cu foc/ € n-am avut noroc” ['And then you'll grieve for me
also/ Will shed bitter tears/ For | had no luckochi, 1964: 904). And luck
inevitably depends on fate.

3. TheDivision in the Céll of Reality

But the consequences of fate’s power involve a @iing corollary, what |
called a division in the cell of reality, two foc¢hat define human existence. One
of these forces is, as we have seen, fate sulgetttenhuman being to the laws of
being mortal; the other is language that allowshbi to become spectator to his
own life, and to speak and promote his view of évemhus in the same scene of
The lliad Hektor prays: “Zeus, and you other immortalgngrthat this boy, who is
my son,/ may be as | am, pre-eminent among theiistj (Homer 1951: 47@L77).
The irony is that his son is killed by the Greeleddoe he could reach the warrior
age; similarly the shepherd is killed before heldauarry an actual woman. The
glory of Hektor emerges not just from the fact thatfought valiantly to the point
that he could be proclaimed by posterity as thatgssential defender, but also from
the fact that he could step aside, assume theofaespeaker, and speak about his
life and death as a spectator. The body is deadabguage preserves the words and
deeds of the individual in the memory of those atbhim and in the pages of the
epic. Similarly, the shepherd is fated to die, &&ita speaker his words in the ballad
make it possible for him to ascend to unparalldlegjhts and overcome the cruel
destiny. In the minds of future generations, thiéabas his life after death.

When we turn our attention fthe Arge Monasterywe are faced with a very
different narrative, but we can still identify tkensequences of the division in the
cell of reality. Eliade maintains the necessityhe sacrifice:

To last, a construction (house, technical accompient, but also a spiritual
undertaking) must be animated, that is, must recdigth life and a soul. The
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“transference” of the soul is possible only by ngeaha sacrifice, in other words, by
a violent death. We may even say that the victimtioaes its existence after death,
no longer in its physical body, but in the new bedthe constructior which it has
animated by its immolation (Eliade 1996: 83).

He adds that “human victims are also immolatedssuee the success of an
undertaking” (Eliade 1996: 83). Eliade’s statemisntlear and undoubtedly right,
but it represents the point of view of the peoplat tare in power, the sacrificers, it
does not take into account the victim’s opinion. Wiay recall what Nietzsche
pointed out: “The sacrificial animal does not sh#éne spectators’ ideas about
sacrifice, but one has never let it have its shjieizsche 1983: 210, Bk.3 sec. 220).
Again that is true, but what distinguishes our d#gl is precisely the fact that they
allow the victims to make a statement in their desatd to assert their opposition to
what in effect is barbarous and inhumane conceppaacticé.

Moreover, and this is significant again, both Ma&nahd his wife do live after
death, but not in the stone and mortar of the ntengsthey live in the ballad that
celebrates their life and death. Their physicaliéadlied, that was fated, but the
language that they used and that has been reprbitutiee poem lives to celebrate
their lives. Similarly, in Euripides, after the fiai fear and reluctance to die,
Iphigenia says to her mother: “It is determinedt thanust die: but to do so
gloriously - that is the thing | want to do, clearing mysetfrir all taint of baseness”
(Euripides 2002: 317). And her glory is to be hdéocth associated, in the tradition,
with the victorious Panhellenic expedition agaifisty.

The victims are afraid of death but they also faadisappearance into
oblivion and thus hope that at least their memaitiyliwe in the minds of those left
behind. Another compelling example is that of Cadsa, the Trojan prophetess,
who accompanies Agamemnon on his victorious rehome, as his slave, and
foresees her impending death:

Alas, poor men, their destiny. When all goes weléhadow will overthrow it.
If it be unkind/ one stroke of a wet sponge wipkshe picture out;/ and that is far the
most unhappy thing of all (Aeschylus 1953: line223.330).

The sponge is the instrument of oblivion, but inséteylus as well as in our
ballads, language intervenes to counteract ityioefconsequences.

The first thing to note in th&he Arges Monasteryis that supernatural forces
are at work and that they constitute the presefidate. The first element is the
abandoned wall: the fact that dogs bark at the iwalh indication of something out
of the ordinary. The next circumstance is that what the masons build by day
collapses by night. Of course, the most importdetment is Manole’s dream,

8 Mircea Eliade concludes his article “Master Manated the Monastery of Argereferring to
both The Arge Monasteryand Miorifa: “It is significant that these two creations oftRomanian
poetic genius have as their dramatic motif a 'viblgeath' serenely accepted” (Eliade 1996: 87)s Thi
article, like many of Eliade’s works, contains dtimh and insights, but in the matter of this pautar
statement | cannot agree. For while it is true timaMiorifa the shepherd accepts his death as
something that has been decreed by fate and thaamot avoid, inThe Arge Monasteryneither
Manole nor his wife Anna accepts the immuremenheuit protesting, even though their opposition is
doomed in advance.
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revealing to him that a sacrifice has to be matdis. here that Manole had a chance
to oppose the forces of fate by rejecting the ngessHe tried afterwards to thwart
the machinery of fate by praying to God to send exd wind to stop his wife on
her tracks. But the fact that in spite of his Idue his wife he did not oppose the
idea itself constitutes the real tragedy in thenpo®ne has to assume that his
compliance with the dream’s directions is partted bverwhelming power of fate.
Still, it is precisely the immurement of his wifeat has the cathartic appeal for the
readers and represents the power that energizdanfigage of the poem. And the
highest point of dramatic tension, the point atalihthe narrative reaches its climax,
is the moment Manole prepares to hurl himself déwem the roof and hears the
muffled voice from the wall:

- Manoli, Manoli, “Manole, Manole;

Mestere Manoli! Good Master Manole;

Zidul rau ma strénge, The wall’s crushing me;

Téisoara-mi plange, My breasts cry hopelessly;
Copilagu-mi frange, It's crushing my baby;

Viata mi se stinge! (Amzulescu Life’s snuffed out of me!” (Snodgrass
1967: 66). 1993: 37).

The text conveys a musical resonance, and is ftawigh the humble appeal
of a woman who realizes the magnitude of her pesdent and sends, before dying,
her last message to her husband and to us. Thedirdg that in this metaphoric
universe modulated by music, the human conditiorulisd by the laws of the far-
flung empire of fate. Manole’s wife, Anna in theefbkandri variant, knows that
there is no way out, and she does not attempt gdiysito run from the wall (she
could hardly do so), nevertheless she does notugaly to her death. In the early
stages of the building of the wall, when Manole gagied it was all a joke, %C
vrem & glumim” ['It's just in fun’] Anna believed it, bwts she gradually realized
what they were doing, she said, “This joke’s nodydove”. There is no doubt that
she does not want to go along with the game. Hetepr is as eloquent as it is
humble. Her words are tinged with the knowledge tha wall and the hand of fate
are upon hér

Manole’s case is also remarkable, for althoughdfieviis the directions given
to him in a dream, when he sees Anna coming hespgmésod to intervene and send
first a rain and then a great wind to stop her.nboavail. Another example of
woman’s determination and love for her husband. Wélge reaches the building
site, Manole“half insane” goes through the motions of preparimgy for the
sacrifice. His mental agitation reaches a climafitnizy at the moment when he

® There is no room here for a discussion of the gtece of death by other sacrificial victims, but
it is worth mentioning that il\gamemnorby Aeschylus, Iphigenia makes both physical andamo
efforts to fight against her executioners (See Aglsrs 1953: lines 23845). In Euripides’sphigenia
at Aulis after the initial protest she does accept hey, fatit here are her words addressed to her father
that express her feelings opposing the sacrifibe. I8ieels before her father and entreats him: “As a
suppliant | lay my body at your knees, the bodygdnee birth to. Do not kill me before my time: ®es
the light of day is sweet. And do not compel méotik upon the Underworld” (Euripides 2002: 297).
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hears the muffled voice of his beloved from indilde wall. He becomes weak and
dizzy:

Manea se pierdea, Manole sank, weak
Ochii-i se-nvelea All his sight spun, twirling,
Lumea se-ntorcea, The great clouds were swirling

Norii se-nvartea (Amzulescu 1967: 66). And the world turned, whirling
(Snodgrass 1993: 37, 39)

Manole abandons this life a defeated man. Howetver at this point that the
whole world seems to get involved in his tragictdesnd redeem his love for his
wife. What happens is that nature itself partiagdgan dramatic fashion to mark the
accomplishment of his destiny and transforms th&t sgere he fell into a small
fountain with salt water “fed by weeping”. This etas not something superfluous
something added as an afterthought, it is the essence of the ballad. Speaking
about Mioriza, George Muntean calls the ballad “a hieroglyph Rdmanian
spirituality ... synthetizing elements of fairy-talegends, laments, doinas, carols
... (Muntean 1986: 89). Perhaps, then, as an emalagsture to rival the miracles
that happen in fairy tales, the miraculous springflie Arge Monasterybecomes a
symbol that reinforces the legacy of Manole and &#snlove in the eyes of
spectators and readers. Zoe DumitrescgdBBunga writes: “Manole has gone out of
time and has attained, through sacrifice and aehiewit, to the stage where the
dialogue with men ceases and death becomes trarefin” (in comments to
“Master Manole”, 1976Caiet) And she is right, there is transfiguration, b t
dialogue with men, both spectators and readergusadegun. The lives of Manole
and Anna have ended and their bodies are deadh&duanguage they left behind
both in the symbolic spring and in the words of iaélad continue to cultivate and
enhance their image. The ballad is also a symispling.

4. The Universe of the Ballads

A discussion about the kind of universe that enmrffem Miorifa has
pertinent implications for both poems. Arguing agithe idea of funerary rituals,
Eliade writes:

In the “Mioritza” the whole universe is transfigdteWe are taken into a
liturgical cosmos, in which Mysteries (in the rétigs sense of the term) are brought
to fulfillment. The world proves to be “sacred”otigh at first sight its sacredness
does not seem to be Christian in structure (ElE@#0: 251).

And Lucian Blaga, for his part, writes: “Moarteainpfaptul & e echivalat cu
0 nunt, incetea de a fi un fapt biologic, un epilog; ea e transfag, dobandind
aspectul elevat al unaict sacramentalal unui prolog” ['Death, by the fact that it is
made equivalent to a wedding, ceases to be a [alogvent, an epilogue; it is
transfigured gaining the elevated aspect eheramental actof a prologue’] (Blaga
1936: 126-121). Blaga thus adds to the impression that wdamiag a world where
supernatural occurrences are not only happeningatmitto be expected. lon Itu
appears to move in a more extreme direction whelpelieves that with the wedding
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the ballad has gone beyond the “mioritic” or humegister: “Suntem tre¢i va s
zica, intr-un registru in care realitatea turmejorealitatea oamenilor nu mai pot fi
active” ['In other words, we have entered a regsteere the reality of sheep flocks
and human reality can no longer be active'] (1te4t%4). | believe, however, that the
wedding draws its metaphoric power precisely bez#usas its roots in the reality of
men and flocks, and in the reality of what the veddepresents for a young man
who had hopes and dreams. The impression thateviaeing a transcendent milieu
does not deny or should not deny the reality oftweasee and experience. And Itu's
impression may only confirm indirectly that theesff of the metaphoric language is to
transfigure nature and to oppose it to the physieath.

In what way, then, should we understand this waevltere nature evinces
mysterious powers to contribute to the enhancensénhuman condition and
mitigate the dire consequences of fate? Do the svtsdcred” and “sacramental”
accurately reflect its meaning? Perhaps we shaédte universe in both ballads as
being modulated by a vital principle with a tingereligious spirit that requires
unreserved reverence. The presence of guestserfgidind priests at the “mioritic”
wedding, for example, offers resemblances to anahatillage wedding. So while
the wedding unfolds in the dimension of myth, ill preserves its links to reality. It
is remarkable then that while the stylistic resesrof the folk singers are employed
in the service of adding a touch of otherworldlyandscapes and events, their final
brushstrokes complete a realistic picture of themBuan countryside. The
dynamics of the union of language and nature wbdetaining some imaginary
strands, it nevertheless creates a belief thatitineerse of the ballads represents an
authentic reality.

lon Itu appears to have chosen a somewhat diff@eht He believes that the
reality of the site the Prince and the builderssaarching to build the monastery is
“o realitate miti@” ['a mythic reality] (Itu 1994: 143). He distingghes, in the
monastery, a dwelling: “In el convigesc, intr-o armonie fireascdow lumi
complementare: lumea de aici, a ¢io&ului si a padurilor de alun de la marginea
raului curgitor ... si lumea de sus, a Tra@tului ziditor si a apelor neclintite din
vesnicie” ['In it live together, in a natural harmortyyo complementary worlds: the
world here below, the world of the shepherd andazfel tree forests on the banks of
the flowing river ... and the world on high, of thegeror builder and of the stable
eternal waters'] (Itu 1994: 147). Since he speakaitathe monastery, | assume that
the second of the two worlds represents a Chrisfdnitual world.

In the variant oMiorifa, published by Vasile Alecsandri, it is true, weezra
world where a mythic realm rises from an every Baynanian countryside: “Pe-un
picior de plai,/ Pe-o géarde rai” (Amzulescu 1967: 7) ['Near a low foothifM
Heaven’s doorsill] (Snodgrass 1993: 11). Whatréates is a metaphoric relation
between the real and the otherworldly. And it bediy evoking a mountain area
and a path with the word “plai” and then projedte path to “o gur de rai” a
'Heaven’s doorsill,' in Snodgrass’s rendering. Ve call this beginning a mythical
realm, but clearly what is understood is that welad to a real mountain, but one
that underwent a metaphoric transfiguration. Algitouhe narrative begins in the
realm of the mythic waters, it still flows in thedbof the real.
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In a comparison dffiorifa with the Korean song “Arirang”, Jeong Hwan Kim
explains the word “plai” as follows: “Acest plaivdee un spgu simbolic, prin care
se refleci eternitategi permanera poporului ...” [This foothill becomes a symbolic
space which reflects the eternity and permanencthef[Romanian] people ...]
(Kim 2013: 39). The remarkable insight does notyénxer, contradict the fact that
the symbolic foothill has its roots in the soiltbé real. In the abstract, Kim explains
that both poems “arrive from the real life to thmrisuality of transcendence, and
[are] connected organically with the problems ofydkife, identity and existence”
(Kim 2013: 33).

The ewe lamb herself represents an oracular soofcknowledge that
functions in the register of myth. The crucial tadn her appearance is that she has
the gift of speech. What is amazing is the fact ¢heeader is not likely to ask, how
is it possible for a lamb to speak? While in ayfdale one would not think to ask
because such things are to be expected, here,titeistrength of the poem’s
narrative movement that makes it unnecessary tofask it is the dynamics of the
real that allows the shepherd to turn to languagevoke a future and to assign a
new meaning to his destiny.

In The Arge Monasteryit is true, God answers Manole’'s prayer and sends
rain and wind into the world, but even this sup&ura intervention has the aura of
the real: “Fierce rain, foaming, swirled/ Into simatreams gushing/ Till great
torrents rushing,/ Made the waters swell” (Snodgra893: 29). The metaphoric
power of language creates the marvelous and trecuailous, but it also allows us to
visualize a real rain. The Prince and his retinearching for a site to build meet
with a shepherd tending his flocks. This realist&tail would have been common
and perhaps it still is. Immediately we are tolawabthe uncanny behavior of the
dogs, which bark at the wall and “howl as at thedie They appear to have
extrasensory perceptions and know there is sontetimalevolent in those
unfinished walls. Supernatural powers are clearisoduced in answer to Manole’s
prayer to bring rain and wind to stop his Wifend at the end when a spring gushed
forth at the place where Manole fell. Supernattoates infuse the very structure of
the universe in the ballads with miraculous poweus they do not annul their
compelling reality. An eloquent example of the sgth of the realistic tonality in
Miorifa appears at the beginning of two variants from Me&lcited by Fochi:

Se-aude, se-aude, Hear, hear,

Departe la munte, Far on the mountain,

Gomin, gondnas, Familiar clamor

Glas de buciuma Sounds of a shepherd’s horn

0 find one interesting detail in the Pamfile vatiain which Manole says to his wife=Taci,
mandrya mea,/ @ Dumnezeu vrea/ La elige ia” ['Do not speak my love,/ God wants/ to gall to
him'] (Amzulescu 1967: 114). Does that mean thahdlels fate and his wife’s fate were linked to
God’s will? But if God wanted to have the wife séicéd why would He send rain and wind to stop
her? Perhaps in speaking this way, Manole wantsisole her. It is just a formality. Another purgli
detail occurs in Teodorescu’s variant, where thet gays that when Manole was about to jump from
the roof God punished him and he fell to his de¥ithy would God punish Manole? Perhaps we may
allow for the possibility that Manole had a chowleether to accede to the dream’s directive. Itus,t
however, that in other variants these questionsad@rise.
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De trei ciokanasi, Of three little shepherds,
Gomin, gomoning Clamor, clamoring

Oile pornind... (Fochi 1964: 904 The sheep on the move ...
and 906).

The familiar sounds of the clamor and of the shegikehorn accompanying
the movement of the flocks are so perceptuallynstrithat it would be impossible
not to believe in their reality. In referring to ¢fo's research and pointing out a
proof of Mioriza’s vitality, Eliade speaks ofits capacity for adaptation to
geographic and regional realitieshe names of characters, rivers, mountains, etc.
reflect the areas in which the variants are rearq&liade 1970: 240; original
italics). And that is another factor that reinf@dhe impression of the real. To this |
would add that the interaction between the protegetis such that the dynamics of
even the most unusual occurrences reinforces tieility. What can be more
unusual that an ewe lamb that knows the futurespeeks or more distant than the
circumstances of Anna’s immurement?

Yet, | believe that for a village audience, the @gand the dynamics of the
interaction among the characters would sound famili quote below a few lines
from a lamentatioftof a mother for her son who died at the age offB&.mother is
at the cemetery and begins by asking her son tee amuh of the grave so that she
could see him again: “§da mine, ig afai,/ Si ce vad muma iaf” ['Come to me,
come out,/ Your mom to see you again'] (Lifa 1998). Then she recalls some
happy moments:

Muma mult s-o bucurat Mom was very happy

Ca puiu s-o Tnsurat. When my child got married.
S-o fost mumad#loasi, And mom rejoiced, proud

C-0 adus, puiu né@rn cag. That he brought home a bride.
Dumiedzu s-o Indurat, By God’s mercy

O ficuta da i-o dat, He had a little girl,

Dar dugi patru ani d dzale, But after four years,

S-0 dus puiu di la mine (Lifa My child went away from me.
1998: 25).

My prosaic translation is hardly suited to rendes tenderness and music of
the original, but here are the things | notice.eLtke old mother of the shepherd,
who uses the diminutive “ciabel”, the mother here uses the endearing word “puiu
or child (I do not know a better English equiva)eaven though her son was a
grown-up. She addresses her son, but speaks inaswey that what she says is
meant also for a larger audience. This again deeallrthe mother iMioriza, who
searches for her son and describes him to “onealihdViore importantly here the

1 Gheorghe Lifa, who is no longer with us, collecatl published many of these lamentations
called “bocete”, that is lamentations performeavakes for the dead persons or heard in the cemetery
Although they exist in other Romanian villages,asfcollection is from my native Uzdin, a Romanian
village in Banat that was part of former Yugoslaatal is now in Serbia. As a kid, and on one occasion
even later in life, | heard some of them and | say that in the words of the women wailers or
mourners these lamentations become very moving.
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mother begins her lamentation by asking the sototoe out of the grave. From a
practical point of view the mother knows very wilht this is not possible, but the
request is familiar to those who hear her and lient what she asks is something
they understand very well; in their universe thisdt “fantastic”.

In another piece described as a song of dawn, thoeeen shout to feminine
beings in the sky, which in the tradition are cownee to represent dawn. The song
is related to the dead person that is on the tatbthat house: In this case the dead
person was 23 years old:

Colo sus la ceri/ Este-un noricel,/ Dar nu-i ndticé un suflgel,/ Tot a Iu
Gligore./ Di si s4 scoboad,/ La miicuta-n poal/ Si si givaneasé.

High above in the sky/ we see a small cloud,/ Bstriot a cloud,/ It's a little
soul,/ It's Gligore’s soul./ Trying to come dowit¢ his mother’s lap/ And talk to her
(Lifa 1998: 127).

Clearly a cloud is not a soul and it cannot comerdoBut again this is an
expression of belief that nature can participaté taansfigure the reality of death.
Although they are very different in scope, thesedatations and songs appear to
show a certain affinity with the world dfioriza, where a lamb speaks and birds are
fiddlers at the shepherd’'s wedding. As far as Iviknthe village from which these
songs and lamentations were collected does not dmaweariant oMioriza. What |
claim then is not any specific relation in the ¢neadevelopment of the ballad.
Rather, | point out that these excerpts emerge famorld in which real people use
their imagination to negotiate the transition fremeryday to the mythic dimension
of the otherworldly. In fairy tales, people, obgclandscape, and animals bear the
mark of the fantastic. In the excerpts we have sewhespecially in our ballads this
is not the case. The mythic realm emerges as allayrao the strong and
compelling human desire to overcome the conseqgentdate and to reach a
modicum of victory through the medium of language anetaphor. That is why the
mythic strands in the two ballads appear bathdlanight of everyday reality.

| would agree to see in each of the two balladswedds, but | see them in a
different light. The realistic world of the Romaniaountryside, and the dynamics of
the realistic exchanges between the shepherd arglit lamb and between Manole
and his wife act as a foundation to the world’s higal dimension and thus render it
familiar. What is remarkable then is thatTihe Arge Monasteryphysical death, the
mark of the real, issues from the theme of a nytiich is infused with the power of
fate, while in Mioriza, the triumph of language and nature, the metaphori
intervention, emerges from the reality of the dramd of the surrounding nature. And
the mythic dimensions of the world are created lyy metaphoric intervention of
language in the wake of the original reality of ttleddowever, one has to proceed
with caution here, because the myth of the foundasacrifice may have been
originally just as real as the murder of the shgphdnd if so, then, Anna’s
immurement is no longer a myth and the mythic dsi@mis created like iMiorifa,
by the intervention of language and nature. Thisuoistance | believe is applicable
and reinforces the affinity between the two poeR@wever, regardless of how we
view immurement, we cannot fail to see that in dmhads, the two worlds, the real
and the mythic depend on each other, may everpatetrate. | conclude that the
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metaphoric grandeur at the endMiorifa and the depth of the mythical horizon in
The Arge Monasteryare founded on landscapes and dialogues thatteehknown
and are endowed by real people and by the authigrticheir love.

Moreover, my central claim, with reverberations am ontological level, is
that in both ballads the division in the cell oélity remains in effect, stronger than
ever. The shepherd, Anna and Manole (and the niemons) die and their deaths
pull toward the destruction of the physical bodjheneas life moves in the direction
of language and metaphoric miracle. The authors thedsingers of the ballads
created a universe with physical and spiritual disiens in which the fate of
individuals is to die but in which the ontologidalel allows the intervention of
language and nature to transfigure their life aeatll This universe is thus created
by imagination but it reflects the real universeninich language and its metaphoric
resources are operative. After all, our actual ersg does contain in addition to
physical reality also people’s imagination, feeingnd thoughts. Both, in the actual
universe and in the one created in the balladsyihic and the real vibrate in
unison, but language takes the initiative espgcialhen death occurs and the
individual can no longer act. This intervention nmet always be favorable (we are
all familiar with the villains of history) but inuy ballads it is.

5. The Effect of the Metaphoric I ntercession

What | see, then, in both ballads is the fact tistire intervenes in favor of
human beings and against the antagonistic faid.it is essential to understand that
nature’s participation and contribution issue froanunion with the metaphoric
energy of languageThis union appears as an act of metaphoric inésioe to
preserve, through images of the natural world dmduigh words, the memory of
human beings for posterity.

In The Arge Monasterythe rain and the wind, and the miraculous spring
contribute to redeem Manole and his wife. The apgre® of the spring where
Manole fell is a good example that shows how lagguand nature act in unison to
intercede in favor of the protagonists and to prerand define their destiny.

In Miorifa the effect of the metaphoric intercession is rotesdrly seen towards
the end of the poem when the shepherd conceivbis afeath as a cosmic wedding.
The landscape, the birds of the sky, the sun andhtton, firs and maple trees, and the
high mountains as well, all participate in the aftcelebrating the shepherd’s
wedding. He tells his favorite ewe lamb to relaseviredding to the other sheep:

Ca m-am Tnsurat Say I've gone to marry
Cu-o mandi criiasa, A princess- my bride
A lumii mireas; Is the whole world’s pride.
Ca la nunta mea Say a star fell, bright,
A cazut o stea; For my wedding night;
Soarelssi luna Sun and moon came down
Mi-au tinut cununa (Amzulescu To hold my bridal crown
1967: 9). (Snodgrass 1993: 15).
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The overwhelming impression is that the whole casnparticipates to
transfigure his death into the sacrament of maeriddhe shepherd who must die
before having a chance to get married envisagesokisic wedding as a triumph of
the metaphoric field over death. The fact thatghepherd asks the ewe lamb not to
tell his old mother that at his wedding a star felclear indication that the initial
description of the wedding meant to describe higtldeAnd | agree with Petru
Caraman who points out that this allegory doescnateal death: “nu numak wu-i
asa, dar ea odsi mai mult pe fg, insistand asupra ei!” ['not only it does not @o s
[does not conceal death] but it discloses it wedisting on it!'] (Caraman 1983: 86).
The purpose of the allegory, then, is to expressstiepherd's love for a bride he
would have wanted to have and an appreciatiorhfongatural world he lived in. His
consolatory victory is thus a gesture of annultimg consequences of a cruel fate. This
is what Eliade has emphasized also, namely thatshepherd “transmutes” his
misfortune “into a majestic and spectacular sacraahemystery that, in the end,
enables him to triumph over his own fafEliade 1970: 254). Comparirgiorifa and
the Korean sondrirang, Kim also speaks of a victory: “Acceptarea tiidnseams
ideea unirii cu natura Th conaép panteistid si victoria in fga motii” [The
acceptance of death means the idea of union witlrenén a pantheistic conception
and victory in the face of death’] (Kim 2013: 3%he difference is that | emphasize
not a pantheistic or a purely sacred impulse bat itltervention of language in
creating the union with nature. To understand tiiérhpact of this symbolic strategy
one can think of the way death (or any bad encouhtes been seen, in a historical
perspective, by people, mostly farmers and shephardRomanian villagé Through
the intermediary of his sheep, the shepherd opdasesand appeals to the people of
the village, especially to those who would presétiganemory and sing about his life
and death to join him in this enterprise.

And the dynamics of this appeal has its raisonré’@bt only in rural areas.
When reported by witnesses, which is most of thmeti death with its
phenomenological relation to martyrdom transcerus limits of the real and
reaches an exalted metaphoric level. Thus it i$ #hathree works of Western
literature,Becketby Jean AnouilhMurder in the Cathedraby T. S. Eliot andJne
Mort Héroique by Charles Baudelaire, the spectators share inrébegnition of
Becket and Fancioulle’s (the mime’s) achievemegtsrest the background of their
impending death. In my analysis of Baudelaire’ssprpoem, | asked the question:
“How can failure [that is death] confer upon thesteyies of religion and upon the
mystique of art their most enduring prestige?” (@ahl997: 84). And the answer |
offered is that “The martyr and the artist confrdeath, succumb, and fail to complete
the immediate task at hand. Yet, in the eyes afehweho are still living, the apparent
failure turns into triumph” (Babuts 1997: 84). Mioriza, the shepherd is destined to
die before his time. His death can be consideraiwae, a defeat, on the action level
or the level of fate. But on the level of languagejs his testament and the
interpretation of those who are left behind thatgineaning to what happened. The

21n my native village, when someone died as a tesfuin accident, for example, | would hear
expressions like ‘@ i-o fost &-i fie” ['that's how it was meant to be'] orgai-o fost soarta” ['that was
his/ her fate'].
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passion of his mother who is searching for heris@mple proof that the shepherd is
loved but the mourning of the sheep also hinth@people in the villages who would
grieve for him.Similarly, after succeeding in building the monagtélanole is fated

to die, but those who have seen him and his wdedhave heard the story and nature
itself confer upon them the nimbus, the radiarttlgf martyrdom.

The level of fate and the level of language appedace each other in an
antagonistic stance. They appear so especially Wephysical body dies and life
gravitates toward language and meaning both agpnetation of, and opposition to,
what is fated. Thus the act of intercession beginsake shape and form in the
creation and dissemination of the story of the Beeghand the coming to life of the
ballad. In The Arge Monasterythe only spectators, the journeymen, are not
sympathetic to Manole and Anna’s plight, but tretbecause of the fact that the
alternative would have had them in danger. We easuoe that those who witnessed
the immurement including those in the prince’smedi and of course those who
heard about it, would be moved by it. It is wortlemtioning in this respect the
following: Krstivoj Kotur analyzes the correspongiSerbian ballad cfhe Building
of Scutarj and points out “How the moral judgment of theledive [Serbian]
people develops concerning the family of the Mrmyeaviches” who were
instrumental in sacrificing the young wife of onktbe brothers (see Kotur 1996:
142). As the ballad is disseminated the foundasaewrifice is seen in a new
perspective and the sympathy for the victims isbitedi by condemnation of the
perpetratorS. In reading our ballads, the feeling that accongmthe narrative is
both one of sadness, thinking of the death of teplserd, of Anna and Manole, and
also one of triumph in the cathartic wave of reétogn of our mortality. We may
recall Pascal’s dictum:

Man is but a reed, the most feeble thing in natbre; he is a thinking reed.
The entire universe need not arm itself to crugh. A vapour, a drop of water
suffices to kill him. But, if the universe were ¢oush him, man would still be more
noble that that which killed him, because he knaéhet he dies and the advantage
which the universe has over him; the universe knowthing of this (Pascal 1958:
97).

The insight is applicable to both poémnd so is this statement by George
Muntean:

both the common people and the intellectuals reizegn this masterpieceViorizal

of the popular genius their own way of existingtle world and the most efficient
retort they can give to destiny whenever it appbasdile and tragical, as it happens so
often (Muntean 1986: 86).

13 vuk KaradZk recorded a Serbian ballad that narrates a siffuilardation sacrifice and sent it to
Jacob Grimm to see it. Grimm, who liked it veryntsit to Goethe. The latter “was disgusted by what
he considered the barbarity of human sacrifice’réidac 1996: 3). His reaction suggests that he took
the side of the victims.

8 In a very different approach, Sharon King offers itlea that perhaps the primary themdloé
Arges Monasteryis “the conception of art: what its limits and liations are, and what they should be.
The ballad seems to value and applaud the artistation of the monastery ... But ultimately, it makes
it clear, there is a high price to be paid for sgofat art" (King 1996: 16¢101).
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We as readers react with sadness in seeing thé déahe shepherd, of
Anna and Manole and recognize in their fall our opwredicament in the
universe. The ballads delineate the capacity tortph over the implacable fate.

Bibliography

Aeschylus 1953: Aeschylusaigamemnon in Aeschylus ,| Oresteia Trans. Richmond
Lattimore, Chicago, University of Chicago Press.

Amzulescu 1967: Alexandru |. AmzulescBalade populare roméagt, vol. 2, Mesterul
Manole Bucursti, Biblioteca pentru To.

Anouilh 1959: Jean AnouillBecket Paris, La Table Ronde.

Babuts 2000: Nicolae Babutilioriza: A Romanian Ballad in a Homeric Perspective
~Symposium”,54.1 (Spring), p. 315.

Babuts 1997: Nicolae BabutBaudelaire: At the Limits and Beyondewark, University of
Delaware Press.

Baudelaire 1962: Charles Baudelaitdne mort héroiquein Petits poémes en prose: le
spleen de ParisEd. Henri Lemaitre, Paris, Garnier Fréres, p.~123.

Blaga 1936: Lucian BlagaSpaiul Mioritic, in Trilogia Culturii, Bucurati, Cartea
Roméaneast

Brewster 1996: Paul G. BrewstéFhe Foundation Sacrifice Motif in Legend, Folksong,
Game, and Dangein The Walled-Up Wife. A CasebgokEd. Alan Dundes,
Wisconsin, Wisconsin University Press, p-83.

Busulenga 1976: Zoe Dumitrescu-8uenga (ed.),Mesterul Manole. Caiet Bucurati,
Albatros.

Caraman 1983: Petru Caramé&im motiv alegoric in folclorul roménesg in cel polonez
.Revista de istorigi teorie literai”, 31.3, p. 8488.

Eliade 1996: Mircea Eliadélaster Manole and the Monastery of Aygen The Walled-Up
Wife. A Casebogled. Alan Dundes, Wisconsin, Wisconsin Universite$.

Eliade 1970: Mircea Eliad€almoxis: The Vanishing Godrans Willard R. Trask, Chicago,
Chicago University Press.

Eliot 1952: T.S. EliotMurder in the Cathedralln The Complete Poems and Plag909-
1950, New York, Harcourt, Brace, p. £221.

Euripides 2002: Euripidegphigenia at Aulisin Bacchae, Iphigenia at Aulis, Rhesiisans.
David Kovacs, Cambridge, MA, Harvard University §gep. 157343.

Fochi 1964: Adrian FochiMiorifa: Tipologie, circulgie, gened, texte Bucurati, Editura
Academiei Romane.

Fochi 1980: Adrian FochMiorita, Bucurati, Minerva.

Homer 1951: HomerThe lliad of HomerTrans. Richmond Lattimore, Chicago, University
of Chicago Press.

Itu 1994: lon ItuPoemele Sacre: Migr si Mesterul Manole Brasov, Orientul Latin.

Karadzg 1996: Vuk Karadd, The Building of Skadain The Walled-Up Wife. A Casebgok
Ed. Alan Dundes, Wisconsin, University of WisconBiress, p.312.

Kim 2013: Jeong Hwan KimMiorifa si Arirang, drept arhetipuri culturalesi auto-
recunoaterea culturafi, ,Analele Universifti Bucuresti. Limba si literatura
romard”, arhiva 2013, nr. 2013, p. 335.

King 1996: Sharon King3deyond the Pale: Boundaries in the 'Monastirea Augig', in The
Walled-Up Wife. A Casebopkd. Alan Dundes, Wisconsin, University of Wiscions
Press.

30

BDD-A19993 © 2015 Institutul de Filologie Roméana ,,A. Philippide”
Provided by Diacronia.ro for IP 216.73.216.5 (2026-04-06 22:46:55 UTC)



A Metaphoric Intercession iMiorifa and The Arges Monastery

Kotur 1996: Krstivoj Kotur,The Value of Innocent Sacrifice: The Christian Matria the
Poem 'The Erection of Scutarin The Walled-Up Wife. A Casebqokd. Alan
Dundes, Wisconsin, University of Wisconsin Presd,39-144.

Lifa 1998: Gheorghe Gh. LifaContribyii la Monografia folclorului din Uzdin vol. 2.
Bocete, Zori, EpitafeUzdin, Tibiscus.

Menéndez Pidal 1960: Ramén Menéndez PidalChanson de Roland et la tradition épique
des FrancsTrans. Irénée-Marcel Cluzel, Paris, A. et J. Rica

Muntean 1986: George Muntearihe Roads of the Migd, ,Romanian Review”
[Bucharest], 40.9, p. 789.

Nietzsche 1983: Friedrich Nietzschélntimely Meditations Trans. R.J. Hollingdale,
Cambridge, Cambridge University Press.

Olinescu 1986: Marcel OlinescwMlioriza si resemnarea ciobanului moldovearViata
romaneast, vol. 81, no. 11, November, p. 926.

Pascal 1958: Blaise Pasdahgscal’'s Pensée&d. T.S. Eliot, Trans. W.F. Trotter, New York,
E.P. Dutton.

Snodgrass 1993: W.D. Snodgrass, Tra@#ci balade populare/ Five Folk Ballads
Bucurati, Cartea Romaneasc

Vrabie 1984: Gheorghe VrabiBpetica Mioryei, Bucurati, Editura Academiei Romane.

Vrabie 1983.Jertfa Zidirii sau Meterul Manole in Eposul popular roménesc: teme, motive,
structuri poematiceBucurati, Albatros.

Abstract

Analyzing Miorifa and The Arge Monasteryfrom a cognitive point of view, we
discover in each a division in the cell of realityfe pulls away toward language and ritual;
death heads toward the dissolution of the phys&iodly. The individual is defeated by his or
her fate, but what remains behind, for posterisythe language that preserves his or her
memory. And nature’s participation issues in therf@f a union with the energy of language
and appears as a metaphoric intercession in féhtbewictims of fate.
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