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ABSTRACT. Traditional notions about death at a young age shape the special character of funeral
rituals for children and are reflected in associated funeral lamentations. These funerals are
generally subject to the most mournful sympathy and sincere grieving owing to the emotional
basis of the texts. At the same time, it was not common to mourn after the death of a baby or
the first child. It is evident that there is a tendency to enhance the social status and the age of
the dead child through ritual, e.g. by using specific vestments. The motif of the death-wedding
seems to be the most relevant in this cycle. We also examine the traditional opposition of male /
female children (especially evident in the South Slavic folklore tradition), reflected on the lexical
level. The poetic style of the text is based mainly on two artistic “codes” — vegetal symbolism
(metaphors of withering etc.) and zoological symbolism. The stylistics and composition found
in these mourning rituals are characteristic of improvised folklore texts.
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INTRODUCTION

The theme of funeral mourning in Slavic studies has “many various aspects (eth-
nographic, folkloristic, musicological, etc.) and considerable literature” (Toncras
1999: 135). Lidia Nevskaya’s work on the problem of reconstruction of the se-
mantic structure of Balto-Slavic (Lithuanian, Belarusian, Ukrainian, Russian)
mourning as a verbal code for funeral rites has become a milestone (Hesckas 1993,
1999). The works of Svetlana Tolstaya (Toncrast 1999) and Lyudmila Vinogradova
(Bunorpagnosa 2000) cover the conceptual field of funeral rites among the Slavs,
while the mythological content of the funeral rite in relation to ritual vocabulary
and folk terminology of the Eastern and Southern Slavs is revealed in the works of
Olga Sedakova (Cemakosa 1979, 1983). Irina Koval-Fuchylo looks at the modern
Ukrainian tradition of funeral mourning (Kosams-®yunno 2014), and in my own
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work, funeral mourning is examined as a verbal code of a funeral text, the semantic
integrity and communicative content of which are revealed in the text as a category
of culture. Conceptual and semantic analysis allows the researcher to explore the
deep archaic layer of the ritual text and to determine the specifics of its poetic
expression as a genre of traditional folklore rooted in an ethno-cultural tradition
(Mukutenko 2005, 2008, 2010; Mykytenko 2012).

Among the factors that have contributed to the disappearance of funeral
mourning traditions in different countries in the second half of the 20" century
are social, cultural, and religious changes (Farghaly 2019: 10). At the same time,
funeral laments belong to the most stable — central — part of the folklore tradition
and form one of its most important family-ritual genres. The verbal text of the
funeral lament concerns the open folklore system and at the same time is marked
with the high stability of traditional worldview, as it preserves and demonstrates
peculiarities of ethnic culture — the “memory of tradition” ('amax 1997: 104).
Here, a comparative approach is taken to analyze the ethno-poetic peculiarities of
laments for children based on material from South Slavic (Bulgarian, Macedonian,
Serbian) and Eastern Slavic (Ukrainian) traditions. The material covers a wide
chronological period of living tradition, from the 19" century to the second half of
the 20" century and the study covers semantics, poetics, and pragmatics. Marked
with especial semantic significance among other rituals of transition, funeral rituals
consistently manifest the notion of “passage” on all its levels and reveals the deepest
oppositions of life and death, especially in the variants intended for a child’s funeral.
This opposition reaches its peak in funeral laments, with meaning represented in
the text not only semantically, but also poetically. The opposition of life and death
as the principal meaning is additionally proven by the inclusion of a number of
semantically significant tokens, including gender, color and plant codes, etc. The
concrete textual expression — conceptual-semantic, compositional-stylistic, and
artistic-poetic — is determined by the ritual basis of the folklore text which relies

on improvisation in the ethno-poetic traditions of specific regions.

MORPHOLOGY OF THE RITUAL TEXT

The specifics of customs and rituals accompanying the death and burial of children
is not well studied both within a particular ethno-cultural tradition and in compara-
tive terms. The funeral of children aroused interest mainly because of the symbolic
and demonstrative discrepancies between them and the “normal” version of the
practice — the adult funeral.

Traditional concepts surrounding an unwarranted death at a young age reflect

a deep-seated understanding of an unspent life and of lost potential, both of which
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contribute to the special nature of the funeral of children and unmarried persons
(Cemaxosa 1983: 206). Thus, such cases evoke the most powerful sympathy and
sincere mourning, and the associated texts are dominated by emotional lyrical
elements, dominated by notions of the innocence of a child’s soul.

At the same time, some children were considered “impure”, e.g., the unbaptized,
those born out of wedlock, firstborn newborns, stillborn babies, etc. Because of
this “impurity”, they were often buried either outside consecrated areas, namely,
at a distance of 40 steps from the cemetery, without a cross, or in a separate part
of the cemetery (Maced. 60 Hekoja ozpada, 60 Hekoj HesHaeH 2pob ‘in some enclosed
place’, ‘in some unknown grave’). In other cases, there was a symbolic introduction
into the Christian community. Among the southern Slavs, a cross made of two
branches tied with a red thread was placed on the grave (JTosanosa 1989: 21). If the
newborn was especially weak and might die, he was baptized earlier than the 40"
day so that he or she would not die without a name — Maced. 6e3 ume da ne ymupa.
Such children were thought to turn into invisible young birds which were especially
dangerous for women giving birth, as they took away their breast milk (Pucrecku
1999: 109). According to Ukrainian belief, dead children born out of wedlock and
unbaptized under the age of 7 years old, turn into small birds, fly in the evenings,
shout “kshtu”, and ask: Ukr. Xpecma!, Xpecmu mene, xpecmu mene! ‘Baptize me!’
(Etnorpadiunmii... 1912: 357, 386, 390). At the same time, it was believed that
whoever hears such words should throw Ukr. pyneyv ‘a white scarf or a piece of
cloth’ up or in the direction from which the cry was heard, while saying: Ukr. Ak
mu naw, Hex mi 6yde AH, a sik nanna — nex mi 6yde I'anna ‘If you are a man, let you
be Yan, and if you are a lady, let you be Hanna’ (ibid.: 386).

In some ethnocultural regions, the death of an infant is not mourned. In Polica,
for example, if the baby died, villagers came Serb. na padosarve ‘to rejoice’. The father
of the dead baby was told: “Be glad that you are now called the father of an angel”,
the mother was called “the mother of an angel”. At the same time, they answered:
“We hope to God you will rejoice too”. The dead children are not mourned, but in
tears, they say hello to the previously deceased (Ivanisevi¢ 1905: 91).

It was not accepted to mourn the death of the first child, “for the sake of the
good and the health of the rest and future children” (3euesuh 1970: 48). The
mother in general “does not dare to weep for a child uncontrollably” (fcrpe6os
1886: 464). In the Crnorecki (‘Black river’) district, it was believed that the father
should not mourn the death of the first child so that future children would not die
(Mauaj 1892: 156). In the villages of Aleksinsko Pomoravije, parents did not go to
the cemetery (Auronujesuh 1971: 159); instead, they had to go around the house
three times from right to left, then lock themselves in the house (Mauaj 1892: 165),
or, sitting opposite each other, they had to hold bread and wine in their hands with
a sieve placed on their heads (Auronunjesuh 1971: 35).
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In the Skopska valley, the parents of the deceased firstborn were not allowed to
cry or show their grief; moreover, they had to laugh and have fun, “as if nothing
had happened”. The child was buried along with the cradle, belongings, and
clothing. In this case, the mother of the child, festively dressed and decorated with
flowers, had to sit with the dead child until the funeral participants returned. In
addition, it was not acceptable for the mother to visit the grave of the child at any
time in the future (®unmunosuh 1939: 463). In the Mariovo region of Macedonia,
the mother of the deceased first child should not show any signs of grief at all,
attend the funeral, or wear mourning. Moreover, in order to stop death, she should
dance the ceremonial opo ‘circular dance’ (from left to right) near the deceased
child, perform a ritual and sing a magical song Maced. 3a da 2o nykue sowomo ‘to
beat the evil’ (Pucrecku 1999: 97). Protective actions were also taken in the event
that the penultimate child died; parents were decorated with flowers and feathers,
which, when visiting the grave, were attached to the cross on the grave on the first
Saturday after the death (IIluesaiic 1929: 270).

The upper limit for the use of the “child’s” version of the funeral rites is the
age perceived in traditional culture as the time of transition from childhood to
adolescence, in Catholic regions also validated by the confirmation ceremony
which marks the achievement of religious maturity, thus 7—12 years (7To3anosa
1989: 20). So, in Podolsk province, a deceased child who had not reached the age
of seven was celebrated with a “child’s funeral” and it was said that Ukr. emepsa
dumuna ‘a child died’, whereas children older than 7 years were called Ukr. napy6ok
abo diska ‘ayoung boy or girl’ (Etaorpadiunuti... 1912: 387) and buried as adults —
Ukr. sx dopocny moduny (ibid.: 388). The age of the deceased — 7 years — called
for specific aspects of ritual practice, including functionally significant forms of
verbal communication, funeral laments in particular, as well as a special form of
notification of death in some South Slavic regions.

The symbolic increase in social status and age was reflected in the vestments
of the dead. So, besides the fact that the toys the children played with during
their lifetime were usually put in the coffin (MujaTosuh 1907: 76), as well as
various sweets, Ukr. medisnuuku ‘honey-cakes’, nomopanuu ‘oranges’, the dead
children were also clothed, Ukr. six do ctoby: disuuny y sinok, xaonyst y kyumy 3
keimxkoto ‘as for the wedding: a wreath for the girl, a fur-cap with a flower for the
boy’ (ErHorpadiunmii... 1912: 339). Since they had died before they could be
married, it was customary to “place a gilded wax ring on their fingers” (Etu.36.:
300). The motif of the “death-wedding”, present at all levels of the ceremonial
text, is found in both the Ukrainian and the South Slavic traditions (Muxkurenko
1998, 2010: 171).
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MORPHOLOGY OF THE VERBAL TEXT

“Mother’s Mourning” as a Genre Type — Content

Vojislav Duri¢ has classified the laments and highlights several types of burial
mourning based on the kinship ties between the mourner and the deceased, as well
as on the ceremonial moment, and suggests that the mother’s mourning is “one of
the most important types” (Hypuh 1940: 75). Maternal pain of loss cannot be com-
pared with anyone else’s: Serb. cse je dpyzo, majka jedno ‘everybody is something
else, mother is only one’. In Balkan tradition, the mother mourns the death of her
children for years, often her entire life.

As observed in Vasil Hadzimanov’s records of gravestone inscriptions for the
victims of the 1963 Skopje earthquake, the majority of the fragmentary Macedonian
texts focus on the mother’s mourning (Hadzimanov 1965: 75-77). Mental trauma,
especially when the only son dies, can inspire deeply penetrating and emotionally
impressive laments, for a mourner endowed with a poetic gift. Novak Kilibarda
defined such examples as “intimate”, and Novica Sauli¢ — as “emotional” (ITaynuh
1929: 11; this volume, Cpncke napodne myxcbanuye, ‘Serbian Folk Laments’,
contains many vivid examples of “emotional” laments for children).

Maternal pain does not subside with the passage of time, and the son or the
daughter will always remain a child for the mother. Thus, in the following Ukrainian
text (recorded in 1983), a lament for a daughter who tragically died in adulthood
and left three children orphaned, the mother refers to her daughter as “a baby”:

Ukr. [ii-tio-tioil, dimunko mos, dimuHko...
A mebe 6 nedinvky yinuii Oenv 6usupaa,
A cst mebe ne mozsa douekamul.
Iii-tio-tiotl, meni 66euepi npuliuLTy, NO6LIY,
wo most QumuHKa nepe6epHyJIacst Ha MpPaKkmopi...
(Mumaawmu 1999: 34-35)

Iy-yo-yoy, baby, my baby...

I looked out for you the whole day on Sunday,
Couldn’t wait for you to come.

Iy-yo-yoy, in the evening they came and took me,

Told me that my baby has fallen from a tractor...!

1 All extracts from folklore texts are translated by the author of the article.

89



90

TAUTOSAKOS DARBATI 59

The lyrical foundation of laments for children does not weaken with the passage
of time, so “epic distance”, which in other cases leads to calmer, more objective
descriptions, an expansion of the text, or the appearance of traditional, clichéd
motifs, does not apply. Such laments can represent a “whole story”, as, for example,
a Bulgarian lament recorded by Rayna Katsarova which tells of a refugee who lost
her two children and became a foster mother to three orphans, one of whom also
tragically died (Kaumaposa 1969: 180).

The lyrical subjectivity of the lamenter imbues the elegiac text with subtle
lyricism. The sound of an individual voice shapes the vocalized monologue. In
such laments, the unabating pain of loss pulsates, and the lamenter’s attention, if
it is directed to the past at all, is mainly focused on the expression of the sorrowful
feelings of the present moment. At the same time, traditional rhetorical questions
are organically combined with the memories that arise associatively in the poetic
vision of the performer.

Based on the traditional genre opposition of life and death, laments for children,
like other thematic cycles of the genre, emphasize the irrevocability of the loss.
This is achieved by reciting the ongoing activities of the deceased’s peers, from
whose circle he or she is already excluded. In this thematic cycle, perhaps the most
characteristic artistic device seems to be the psychologically justified antithesis of
the deceased and his or her peers. The mother’s heart cannot reconcile the tragedy
of loss, and every glance at the deceased son’s or daughter’s peers causes her to
relive her pain. In the following Ukrainian text (recorded in 1998), a sincere, grief-

stricken mother cannot imagine that:

Ukr. Yci 6ydymy dimku xodumu, All children will walk,
H yci dimku 6ydymv 2pamuce, And all children will play,
A 5 il He Mamumy ko020 JueUMUCh... But I will not have anyone to look after...

(Kosamp-®yuunno 2000: 201)

The sincerity of feeling and deep lyricism which permeate the memories —
the epic part of the lament — are distinctive stylistic features. As noted above,
memories of the past, full of subtle lyricism, are focused on the expression of
the present, i.e. grief over loss, and rarely address the need to tell the audience
about the personal qualities or actions of the deceased. Thus, the lament becomes
a direct conversation between the mother and the child, portrayed in imaginary
remembered conversations. This direct speech and associated rhetorical
questions serve as a climax of mourning, resolved by a formula which expresses

deep despair:
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Ukr. Oti mamouxo, mamouko, 6y0dv cametika. Oh mommy, mommy, stay alone.
Bowe mene menep ne 6ydew ensidimu, You will not look after me any more,
Boxce 5 siditiuina 6id eic HasaexOu.” Now I have left you for ever.

O1i mos mu doHeuko Mua, Oh my dearest daughter,
Ak sice st menep 6ydy b6es mebe? How will I live without you?
B mene ne 6ydy wni padocmi, ni musocmi, I will have neither joy nor happiness,

Ax xce st 6ydy moii Oeneuok nepexcusamu?  How will I be able to live through the day?

(Ibid.)

In traditional records the expression of despair is associatively combined with
the idea that it might have been better not to have children than to lose them and
their future help and support in old age. Modern records, quite understandably, do
not reflect such socio-economic motives.

Among the genre-specific themes and motifs of the cycle, the most elaborate
are the traditional, formulaic reproaches of the deceased and of previously deceased
relatives who “lured”, or “took them away”. Rhetorical questions ask who the
deceased “enraged” after leaving his or her relatives, call for compassion for
the loved ones, and speak with them, etc., all shot through with the concepts
of unjustified and unnatural death at a young age. Traditional ideas about the
continuation of life in the “other world” and concerns for the fate of the deceased
are filled with appeals for the previously dead to meet him or her.

Perhaps the most significant traditional motif in maternal laments is the mother’s
loneliness, commonly conveyed by the image of ‘a cuckoo’ (Serb. kykasuya,
Ukr. s03yss). The connected motif following from it, the fear of loneliness, often
manifesting in a desire to have died in place of the son or daughter, is not reflected
in every detail of the thematic cycle (Byneruh-Bykacosuh 1899: 154; [Taparkesos
1907: 403). Nevertheless, in laments for small children (as opposed to those who died
at a young age in general), these motifs are likely to be more of a tribute to tradition
than psychologically motivated moments, and they are more often presented in the
event of the death of an only son. In Mariovo, it was customary for a mother to cut
her braids as a sign of mourning for her son (Pucrecku 1999: 96). In the traditional
culture of the Balkans, mourning for girls was less extensive and they were, moreover,
mourned only by women, while men did not express their mourning in any special
way (®umunosrh 1967: 144). At the same time, laments for daughters were “often
more tender” (ypuh 1940: 79). When expressing this tenderness, the mourner often
stipulates that she is “shameful” as there are mothers whose sons have died, but they
are not showing their grief and Serb. ¢ mujem cuse ‘overcome themselves’.

The socially conditioned, traditional differences in the perception of male

versus female children are directly expressed at the lexical level, particularly in
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the Serbian and Montenegrin folklore traditions, and in the Serbian language in
general, in which words for male children are connected with positive meanings,
and for female with negative ones: Serb. cpeha ‘happiness’ (male children), Serb.
myha eeuepa ‘someone else’s supper’ (daughters). Those who did not have sons
were called Serb. camopanyu ‘lonely’, and those who had several daughters, were
characterized in such phrases as Serb. npumuciu cy ea mamnuye ‘gloom is around
him’. These ideas defined the corresponding lexical “code” of the lament, oriented

mainly to praising deceased males, including children, whereas:

Serb. Fesoke cy npasna xyha, Girl’s empty house,
Jlenna xyha, Tyxna cpeha, Freezing house, sad happiness,
Kop wux HeMa pasrosopa, There is no talking to them
Ho sxanoctu u kykame, But grief and crying
Kyxy 6paho nmos panamal Oh, my wounded brothers.

(IMaymuh 1929: 106)

The Creativity of Syntax and Lexical Techniques — Texture

Most of the texts of this cycle are constructed taking into account the lyrical moment,
achieved by the actualization of corresponding genre syntax and lexical techniques.
The text is ordered based on the technique of tautology — lexical, morphological
and synonymous — which manifests itself both at the level of rhythm and sound,
and at the semantic level, giving the text expressiveness, emotionality and lyrical
orientation. Repeatability, variation of thought, and characteristic terseness of
information are underlined, with the goal of creating the most expressive image and
emotional utterance possible, striving for the emotional unification of performer and
audience. Laments for children are a vivid example of characteristic structures, such as
the stringing together of homogeneous nominal, diminutive, and verbal endings that
create a synonymy of poetic images that unfolds within individual blocks of fragments.

A characteristic feature of the poetic language of mourning as a genre is its
“excessive” nature, which is achieved by the use of appropriate lexical-semantic
and stylistic textual models that facilitate folk improvisation at moments of the
highest emotional and psychological stress. Grouped around traditional stereotyped
concepts, the constructions form a fundamentally open synonymic series of texts,
supported by rhyme and rhythmic repetition and morphological assimilation.

These features are manifested most clearly in the laments for children:

Ukr. Ot sika s meost xama memHast, dumuro most sucywenas! O, sika X meost xama xo-
s100Ha, dumuno most, dyxce 2onodna. O, sIKa dH Me0st Xama 6y3eHvKa, OUMUHO MOS,

cepyto brusenvka (Eraorpadiunmii... 1912: 54).



O. Mykytenko. MY SMALL APPLE HAS ROLLED AWAY ...

Oh, how dark is your house, my dried up child! Oh, how cold is your house, my child,

so hungry! Oh, how narrow your house is, my child, so close to my heart.

Appealing to the dead often becomes the main compositional and content element
of the text: “The mourner repeats the name of the deceased or another appeal to
him or her several times as the only text” (Kamaposa 1969: 188). The attribute-
nominative concept of the appeal is represented by the name in a stable link with
determinants (qualitative or predicative). In addition to stereotypical forms, bright
metaphorical images and metonymic names appear spontaneously in the stream
of improvisation, the laconism of which eliminates the need for detailed poetic
tropes: Bulg. muo uedo, 3azybeno ‘dear child lost’; musa poxcbo ‘dear mother’s
child’; xy6aeo uedo na mama ‘beautiful mother’s child’; mamurna uepoopxa ‘mother’s
playful girl’; mamuna necnonoiixa ‘mother’s singing girl’; mamuna 6aza dywuya
‘mother’s dearest soul’; mamuno yeeme, nepasyvgpnano ‘mother’s flower bud’;
Maced. muo uedo, cramko uedo, usmaueno, sacmpameno ‘dear child, sweet child,
exhausted, anxious’; uszop majke ‘mother’s conflagration’; mauna dywa ‘suffering
soul’; smamno uedo ‘golden child’; smamno uyne ‘golden jar’; smamo mu zaneno
‘pampered gold’, etc.

The poetic imagery of the cycle employs, in the main, two favorite artistic
“codes”: a) ornithomorphic symbolism (rarely zoomorphic, for example, Bulg.
muo sene ‘dear lamb’); and b) the metaphor of a non-color or prematurely faded

greens and flowers.

Ornithomorphic Code

The notion of a deceased person arriving to visit relatives as a small bird is one
of the archetypal images in the lament tradition, but in texts about children this
artistic device is permeated with a deep lyricism that creates expressive associative
images. Defining children as chicks is closely related to the corresponding verbal

attribute, itself aimed at creating an image full of tenderness and lyricism:

Bulg. Hs¢pvknaxme, mamo, kamo nusenya... (Kaypman H., Kaypman 1. 1985: 255).
My children fluttered away as chicks...

Ukr. A mu x nam, nmaweuxo, webemata il Hac nomiwasa,
A xmo x 6yde webemamu, Hawa doueuxo, Hawa webemyuweuko? (Muranuy 1999: 32)
You have twittered for us, our little birdie, you gave us joy,

Who will sing for us now, our songbird?
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The text fragment may represent a detailed tirade, as, for example, in a Bulgarian
text in which the deceased daughter, who was such a notable Bulg. necronoiika
‘singer’ that people stopped to listen to her singing during her lifetime, is expected

to return in the form of a sparrow:

Bulg. M eneda, mama, u mucsu: Mother watches and thinks
Hano ce Ilenka npecropu Whether Penka will come
C HeKosI raJjMHKa J]a MUHE; As a snake to her,
HaHo ¢’ BpaniuTe npeMuHe Or if she will come with sparrows
C’ BpamruTe ManKko BpalldeHIle, As a small sparrow,
Mama 1mie ga ra mosHae, Mother will recognize her
Axo mu bypie ¢ Bpamure. If she comes with sparrows.

(Mapuros 1892: 242)

A characteristic feature is the unfolded synonymic series of nominative-attribute
combinations of ornithomorphic / zoomorphic / plant code with a general
desemantization of the image. At the same time, the choice of the appropriate
metaphor depends on both the poetics of traditional folklore and the artistic skill

of a particular performer.

Plant Code

The main artistic and poetic technique of the cycle is the use of the lexico-semantic
models of the “plant code”, fixed within the frame of metaphorical constructs. The
metaphors of unblown greenery, withered flowers, or unripe fruits form a logical whole,
designed to emphasize the prematurity of death. A metaphor is created based on a
nominative-predicative or nominative-attributive model together with the introduction
of a corresponding epithet. The attribute ‘green’, which refers to the semantic sphere
of life and is associated with the plant world, in any folklore tradition means youth,
as evidenced by the semantic intersections * young- / *green- (Toncroit 1995: 316).
As a series of synonymous attributes expands, the text introduces the epithets
Maced. pocan ‘covered with dew’, Serb. mupuwisasu ‘fragrant’, based on which an
expressive metaphor of a flower, prematurely torn out by the inexorable death, is built.
In the Serbian tradition, the use of the plant code in laments for children
is associated with the distinction between male and female trees. The “male”
refers to the folklore symbols of heroic strength, endurance, courage — Serb.
6op ‘pine’, jabran ‘poplar’, jasop ‘sycamore’. Among the most beloved “female”
trees is Serb. jemsuya ‘spruce’, while an additional level of meaning is seen in the
inherent attributes of the green denotata, and by the introduction of a synonymous

definition — Serb. manka jensuye moja ‘my fine spruce’.
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In the Ukrainian tradition of burial mourning and, in particular, in laments for
children, the epithet “green” usually appears as an attribute of place and a marker

of “this” world, rendered as a component of a poetic formula:

Ukr. [lotidy st mimvku y 3estenuti cadouok, 0a supsy st KJIeHOSULL JTUCMOYOK, 0a NPpuKpuro st
c60€t doneuku cidouok, wob i 303y He Kysanu, wob i nmaweuku He jimanu, wob
moei doneuku cidy He i3 monmasu (Mamuaka 1898: 100).
I will go to my little green garden, pick a green maple leaf, and cover my daughter’s
footprint, so that cuckoos don’t call, and birds don’t fly, and they do not step on my
little daughter’s footsteps.

Color Code

‘Red’ (and, synonymously, ‘pink’) seems to be more common in the Ukrainian
tradition; its functional-semantic role in the funeral laments is associated with
folklore-poetic symbolism as a whole. As a symbol of beauty, health, and life of
“this” word, the attribute is usually present in the synonymic series of nominative
and attributive constructions in the metaphorical address to the deceased, and often
constitutes an intentional characteristic of the denotata: Ukr. seidko ‘a little berry’,
yeim ‘a flower’, seuko ‘an egg’, kpawanouka ‘Easter (coloured) egg’, uepewenvko ‘a
sweet cherry’, makiska ‘a poppy’; Maced. yopsen mpondagusr ‘a red pink (carna-
tion)’. Due to this “redundant” semantic repetition, the attribute can be omitted or

replaced with a synonym symbolizing the flowering of nature:

Ukr. Most dumumnouko, Most poOUHOUKO... i MOSI po3d NOBHAS, | MOSL pO3a YePBOHASL, | MOST
s1200a nosnasi, i Mitl ysimouok, i most kpawarnouxo! (Manuuka 1898: 100).
My baby, my darling... and my rose in bloom, and my red rose, and my ripe berry,

and my flower, and my Easter egg!

This overview of textual attributes would be incomplete without mentioning
the ‘gold’ and ‘silver’ epithets, incorporated into the text to express the highest
emotional measure. These are emphasized, for example, by the superlative form of
the adjective ‘silver’ — Ukr. naiicpibnicinvka, or by a nominal construction which
can also take on adjectival definition (Ukr. dumuno mos, 30510mo moe, 3010mo moe
uepsonee ‘my child, my gold, my red gold’). While widely represented in other
cycles of burial mourning, in laments for children this attribute seems to be the
most prevalent and stable in both the Ukrainian and South Slavic traditions. Widely
represented in the Balkan-Slavonic material, the attribute relies on a common
technique for the glorification of the deceased, primarily male, but may be present

in a text dedicated to a young daughter as seen in the “golden apple” formula:
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Bulg. Padenye, 3namna sibviko... Radentse, golden apple...
MOsITa 371aTHA S0BIIKA, My golden apple,
ama sI MasIKO IIOJbpPIKax, I held it for a short time
Ta 4u 1 HU3 Oper u3mycHax And it rolled down the shore —
He MOXKax /ia g yIbpiKa... I couldn’t catch it...

(Kaypman H., Kaypman 1. 1985: 154)

The introduction of the “golden apple” metaphor to the poetic fabric is plausible
both from the point of view of folklore poetics and the influence of the region’s epic
traditions (manifesting the synonymy of ‘gold’ / ‘green’ attributes (Serb. moja pyxo,
sestena jabyko ‘my hand, green apple’; no my6pemy snahene jabyke ‘golden apples on a
tray’), as well as in terms of the presence of a death / wedding motif in the mourning
for death at a young age. The symbolic use of a golden apple is common in the
wedding ceremony and in the case of an unmarried death, it becomes a feature in
the funeral rites. In the event of the death of a boy or a girl, Bulgarians usually made
opyenuyama Ha cmvpma ‘a death tree’ — a type of a wedding tree with chopped off
branches, to which an apple or a quince covered with gold foil was attached (Mapunos
1892: 249). The Serbs danced with a branch and an apple, which they then laid in the
grave (3euesuh 1970: 118), while the Ukrainian text uses a metaphorical address to
the deceased in a genre-specific construction, exhibiting the semantics of separation:
Ukr. moe sbyuko odkomurocs ‘my small apple has rolled away’ (Mumanua 1999:
34). Furthermore, in the Balkan-Slavic tradition, the symbol of the apple seems
to have broader mythological connotations, with its presence in the ornaments of
ancient tombstones found in a number of places in the region noted by Duri¢ in the

Appendix to Vojislav Cajkanovic Dictionary (Yajkarosuh 1985: 275).

CONCLUSION

The poetic features of funeral laments for children seem to be contiguous with the
ethno-poetic tradition of a particular region, reflecting the universals of the genre
characteristics of ritual texts. In every folklore tradition, artistic symbolism turns
out to be a shared component of the texts’ poetical structure, offering models that
are prevalent in certain traditions as well as characteristic features of the genre as a
whole. Considering the inevitably incomplete understanding of the poetic system
of laments for children, associated with the need for a comprehensive analysis of the
genre in related traditions, and taking into account the inter-genre relationships of
each particular folklore tradition, we can nevertheless conditionally identify stable
manifestations in folkloric-artistic imagery and some deep conceptual models

related to the universality of human experiences and feelings.
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Mano obuolélis toli nuriedéjo: vaiky laidotuviy raudy
poetika ukrainieciy ir piety slavy liaudies tradicijose
OKSANA MYKYTENKO

Santrauka

Raktazodziai: laidotuviy raudos, vaikai, etnopoetika, ukrainieciy ir piety slavy folkloras.

Ypatinga vaiky laidojimo apeigy pobtidj lemia tradiciné pernelyg ankstyvos mirties samprata,
kuri atsispindi ir laidotuviy raudose. Tokie atvejai paprastai sulaukia daugiausia uzuojautos
ir nuosirdziausio gailes¢io — tai rodo ir labai emocingas lyrinis teksto pagrindas. Kita vertus,
mirusio kadikio ar pirmagimio gedéti nebtidavo jprasta. Mirus nekrikstytam kadikiui, pa-
vainikiui, pirmagimiui ar gimus negyvam kadikiui, kurie buvo laikomi ,,ne$variais“, buvo
siekiama pasSalinti pamatine savas — svetimas opozicija, todél jy palaikai biidavo laidojami
arba uz kapiniy riby, pavyzdziui, uz keturiasdesimties zingsniy nuo kapiniy tvoros, ir be
kryziaus, arba atskiroje kapiniy dalyje. Laidotuviy apeigose aiskiai matoma tendencija pakelti
socialinj mirusio vaiko statusa ir amziaus riba (pvz., tam naudojamos jkapés). Apeiginés rau-
dos Siuo atveju turi dvi plotmes — ne tiktai semantiniu, bet ir temy bei vartojamy poetiniy
priemoniy poZiiiriu; tai atitinka bendra apeigos pobiidj. Siame raudy cikle bene svarbiausias
atrodo mirties — vedyby motyvas. Ukrainiediy ir piety slavy tradicijose $is motyvas aptinka-
mas visuose apeiginio teksto lygmenyse ir yra esminis. Gilts jausmai ir nuosirdus lyrizmas,
persmelkiantys prisiminimus, sudaro epine raudos dalj ir lemia i$skirtinj jos stiliy. Badingas
raudy poetinés kalbos bruozas yra tam tikras ,,perteklius®, kuris pasiekiamas kuriant atitinka-
mus leksinius-semantinius ir stilistinius teksto modelius, palengvinancius improvizacija pa-
ties didziausio emocinio ir psichologinio sukrétimo metu. Pagrindiné meniné ir poetiné
priemoné, pasitelkiama vaikams skirtose raudose, yra ,augalinio kodo* leksiniai-semantiniai
modeliai, jtvirtinti metaforinése strukttrose. Poetinis teksto stilius i§ esmés remiasi dviem
meniniais kodais: augaly simbolika (vytimo, dzitvimo metaforos) ir pauk$¢iy (zoologine)
simbolika. Metafora kuriama naudojant nominatyvinj-predikatinj ar nominatyvinj-atributinj
modelius ir pridedant atitinkama epiteta, nusakantj zaluma. Taip pat verta atkreipti démesj |
tradicine opozicija tarp vyriskos ir moteriskos lyties vaiky, kuri ypac¢ ryski piety slavy folk-
lore ir kuri taip pat iSreiskiama leksinémis priemonémis. Raudy stilistika ir kompozicija yra
budingos improvizuotam apeiginiam folkloro tekstui. ISrySkinus tam tikrai tradicijai budingus
poetinés struktiros elementus, galima daryti iSvada, kad laidotuviy raudy tekstai aktualina
esmines universaligsias folkloro konstantas ir jy derinius. Negana to, raudy poetikos karimo
principai ir sandara yra giliai jsiSaknije jy tekstuose, o tai suteikia pagrinda vertinti §j zZanra
(taip pat ir vaiky raudy ciklg) kaip endogeninj slavy folkloro koda.
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