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yros Jleonny JIunasckuii [1935]. Ero cobpar no dunocoderim («in
Hapckum») 6ecenaM f1.C. JIpyCKUH pacKpBIBaJ 5TY MBIC/Lh CHCIYIONIHM
00pa3oM: «...5SI BIOKY MHP HE TAKHM, KaK OH €CTh, M HE TaKUM, KiKiMm
BIDKY, @ KAKMM XO4Y, @ WHOT/JA HE XOUY BUAETD... A3BIK Je/UT MU Ha
4acTH, 4TOOB! MOHATH €r0. Ml MOHUMAET YacTH Pa3IesIeHHOTO SI3bIKOM
Mupa. SI3BIK ¥ COENUHSAET PA3AeICHHbIe JacT. DTO AeeHHEe MUpa Ha
YaCTU TIPETIONAaraeT ¥ OXHOBPEMEHHO CO3/IaeT OTPEACNSHHBIN B3IIsIL
Ha Mup. I1py 5TOM BO3HUKAIOT ABa oTHOWEeHKs: 1. OTHOMICHNE pasae-
JISTIONIEr0o $13blKa K PAa3feIeHHOMY — CEMaHTUYeCKOe OTHOIICHHE.
2. OTHOUIEHUE PA3NETEHHBIX SI3BIKOM YacTed — CUTYallMOHHOE OTHO-
nieHue» [3armucu 1950—1970].

JeiixTudeckas cucTeMa — OiMH U3 Haubojiee IeHCTBeHHBIX HHCT-
PYMEHTOB «JieJIeHHsT MUpa Ha yacTi». CIIOXKHAs MM POCTad 110 CBOUM
pecypcaM U IpaBuiaM, MMEHHO OHa B IIEPBYIO OYEPEb NOMOTAET Ye-
JIOBEKY OPUEHTUPOBATHCS B TIPOCTPAHCTBE M — [0 CBOEH BOJE — 5TO
MIPOCTPAHCTBO PACHIMPSTD ¥ OTPAHNYMBATH, OCBAUBATH U IPUCBAUBATE
WM OTTOprath. Bymydn BKIIOYCHHBIMU B JCHKCHC (3TO, PA3YMEETCs,
He HMMMUHUPYET APYIMX WX CBOMCTB ¥ (DYHKUWMA), TMMUHYTUBbL U,
0COBEHHO M CITeIUafibHO, HOBOTPEUECKHE AUMUHYTUBBI deadm MUP U
coedunsiom pasneileHHOe — U <«OMHOBPEMEHHO CO3MAI0T ONPEAC/ICH-
HBIA B3MJISUL HA MUp», YKasbiBasi, B caMOM 0OINEM TUTaHe, CTPATeruio
TIOBEIEHMUSL.

F. Badalanova (London)

SO THAT THE VIRGIN MAY SMILE
(Ritual Obscenity as a Cultural Phenomenon)

1. Frame of reference

This paper considers certain specific dimensions of obscene language,
with special regard to Slavonic and Balkan traditional culture. In this,
ritual obscenity and invective phraseology are a sacral and/or sacred text.
In fact, in ancient Greek there existed a special term — adoypoAoyio —
denoting the «<imperatives usage of insulting language within the frame-
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work of fertility rites. As\ﬁ metamorphosis of this rather archaic con-
cept within the context of the folk Christianity, I should like to remind
you that in Russia, Ukraine, Belorussia, Poland, Serbia, Bulgaria, etc.,
In some cases obscenity is still regarded as both a frontier and a bridge
between «this» Universe and «that» — the reversed Universe; for example,
there still exists a belief, according to which human beings could protect
themselves from the evil spirits [or, as Russians would say, «0T Bcskoit
HeuucTu»| by either swearing or praying. In this, as folklore tradition
would suggest, «Ham0 MOJIUTHCSI UJIX XK€ MAaTepUThCsI» [«one must either
pray or swear» |; parallel to this, it is also recommended that one should
make either a sign of the cross, or an obscene gesture. In this respect, as
we can see, invective acquires the rank of a sacred text.

To sum it all up, in my paper I will consider certain universal cul-
tural stereotypes, with special regard to specific dimensions of obscene
language within the framework of Slavonic and Balkan traditional cul-
ture. In this I will try to answer the following questions — what kind of
ritual context requires the usage of obscene language, who swears and
when is it right and proper to do so; when is the swearing considered to
be a sacral and/or sacred activity, where may it take place and why?

Further, I will try to analyze the «morphology» of particular ritual
texts, which one may define as «living antiquities». Although recorded
recently, they represent some rather archaic concept of interrelation and
communication between «the divine» and «the human» worlds.

And last but not least, the paper argues that ritual obscenity as a
component of Slavonic and Balkan traditional culture represents the
verbal paradigm of fertility rites, where the fruitfulness of the land, people
and animals is regarded as the epitome of the ordered harmony of the
Universe. Henceforth, the use of obscene language is considered to
exemplify one of the strategies for achieving it.

2. Regarding the «female» obscenity

I should like to begin my presentation with the following story.

In 1981, as a PhD student at the Moscow University, I carried out
field-research amongst the Bulgarian settlers in Bessarabia. In the village
of Kirsovo, Komrat area, while recording the description of traditional
funeral ceremony, [ was told that, according to the local customary
practice, during the day, women have to lament over the body of their
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dead relatives, while during the night they have to «spin dirty funny
yarns instead, so that the Virgin may smile».

The explanation which I was given by my informants as to why one
has to narrate obscene jokes over the body of their dead relatives and
laugh during the night before the funerals, was astonishing; at the same
time, the idiom «so that the Virgin may smile» indicated to me certain
implicit parallels between the folklore legend from Kirsovo about the
consolation of the Virgin on the one hand, and the classical myth about
the consolation of the goddess of agriculture and fertility Demeter, on
the other.

However, it was not the similarity between the plot of the folklore leg-
end and the plot of the classical myth that struck me most, but the fact that
there was a certain almost breathtaking parallelism between these two
texts not only on the level of their content, but on the level of their syntax
too. As if the remark «So that the Virgin may smile», as spelled out by my
informants in Kirsovo, was an exact translation of a verse from, let’s say,
the Homeric Hymn to Demeter, or — if you prefer — a quotation from
the story concerning the origin of the Eleusinian Mysteries, as told by
Apollodorus Mythographus.

First of all, I should like to briefly remind you of the content of the
plot about the consolation of the goddess, as described in the literary
sources. When Hades fell in love with Persephone and took her away,
Zeus assisted him in this adventure. The grief of her mother Demeter
had nio end — she began seeking her daughter all over the world; even-
tually, she heard from one of the sons of Hyperion that Persephone had
been raped by Hades; Demeter was furious and left the Heavens; dressed
as an old woman, she wandered upon the world in search of her child;
she mourned and kept fast (she tasted neither ambrosia, nor nectar); the
goddess stopped smiling and because of that the earth stopped bearing
fruit; eventually, she reached Eleusis, the city of Kelios; at first she sat
next to the spring, beneath the rock, which later was called after her
«Agelastes» [‘the one who doesn’t smile’], so that the people might
remember the sorrowful goddess was sitting there; afterwards she went

to the palace of Keleos; there was a certain old woman called Iamba who
used obscene language and made mourning Demeter smile. This is why it is
said that women ridicule each other at the feast of Demeter - the goddess

of cornfields and agriculture, worshipped by them as the Karth-Mother,
and the prime source of fertility, and childbirth in particular.
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Thus the name Iamba turned into the epitome of ritual obscenity,
while she became the personification of life-giving laughter; later on, her
image came to be one of the «labels» of the poetic norms of classical
tradition; subsequently, the metrical foot [consisting of one unstressed
and one stressed syllable], which was considered to be the most common
measure in classical comic verse, was called after her — iambos.

According to another version of the story concerning Demeter’s
consolation though, it was not lamba who made the goddess break her
fast, but the old woman Baubo; she did it by lifting up her shirt, with legs
wide apart, exposing her womb, and pronouncing obscene words, while
showing to Demeter the new-born laughing child; his name was Iakchos.
According to different versions of the story, he was considered either the
son of Persephone, or the son of Demeter herself. When the goddess saw
him, she laughed too, and smilingly accepted the drink. Thus the fast
was broken and fertility came back to the world. As to the question,
who the new-born child was, some specialists in classical studies [for
example, C. Kerenyi| suggested, that the apellation Iakchos expresses a
certain specific concept of epiphany of the god [Dionysos] himself,
because this lexeme labelled both a name of a deity, and a shout of invo-
cation, «with which the divine child was hailed at the Eleusinian Mysteries»;
that is to say, Iakchos and Bacchus were considered the same deity.
According to the text of some Orphic stories, though, he was not only
the son of Persephone, but also the lover of Demeter too. Apparently,
there is one more striking parallel between the written, classical version
of the ancient Greek myth and the oral, folklore text; the phonetic
structure of the lexeme Iakchos recalls the phonetic structure of some
traditional Balkan shouts of invocation accompanying joyful, passionate,
ecstatic dance, like [Mixyxy! fIxyxy!] «lakhu-khu», it seems to me that
this phonetic similarity indicates further correspondences on the se-
mantic and/or semiotic levels, which reflect upon a certain common
cultural background.

As for the name of the old woman Iambe, who consoled the goddess,
while it survived in modern Furopean civilization only within the
vocabulary of literary studies as a term denoting jesting verse, the tradi-
tional culture in the Balkans still «remembers» her as an old woman,
lifting up her shirt, with legs wide apart, exposing her womb, and pro-
nouncing obscene words, which are to bring ferility for people and ani-
mals, harvest and peace for Heavens.
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An interesting comparison is the case of the carved stone reliefs in
the Ireland, representing a gesture which recalls lambe [and/or Baubo’s]
act. According to an anonymous author of the «Essay on the Worship of
the Generative Powers during the Middle Ages of Europe» (1865),

«It is a singular fact that in Ireland it was the female organ which was shown in
the position of protector upon the churches, and the elaborate, though rude
manner in which these figures were sculptured, shows that they were considered
as an object of great importance. They represent a female exposing herself to
view in the most unequivocal manner, and are carved on a block which appears
to have served as the keystone to the arch of the doorway of the church, where
they were presented to the gaze of all who entered. [...] People have given
them the name of Shelah-na-Gig, which, we are told, means in Irish, Julian
the Giddy, and is simply a term for an immodest woman.»

Apparently, both carved stone reliefs in Ireland, and the clasical
literary texts about Iamba and/or Baubo, refer to a common cultural
prototype, which is representative of the archaic concept of birth-rebirth
mysteries.

As for the correspondence between the classical and the folklore
versions of the myth of the consolation of Demeter, in both cases the
goddess had to smile, and subsequently, to break the fast and/or stop
mourning; in the classical myth it was an old woman Iambe [and/or
Baubo] who made Demeter laugh; yet according to the folklore tradi-
tion, any storyteller-woman, who was spinning the obscene yarn during
the period of mourning, could make the Virgin smile. These «dirty texts»
are denoted in Slavonic folklore tradition by the adjective «blag»/
«blazhens [«Omar», «6maxen»|, which could mean ‘sweet’, ‘meat’, “fast-
breaking’; this lexeme has also some sexual connotations; thus the hot
sweet brandy which — according to the tradition — is to be served after
the defloration of the bride, is again denoted by using the same adjective;
it is called «Blaga rakiia» [«Bnara pakus»|. Significant in this respect is the
evolution of the semantic shift of the Old Church Slavonic lexeme
blazhiti; in some Slavonic languages [Bulgarian, Serbian], it denotes
both ‘breaking the fast’, on the one hand, and ‘narrating dirty stories
and/or singing songs containing obscene words’, on the other. At the
same time blazhiti etymologically correspondes with the Old Church
Slavonic word for benefit, prosperity, well-being [«blago»].
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Ritual obscenity, connected with the observation of some «female
feasts» [like harvest rites and/or ritual activities, connected with the child-
birth], it is not only indicative of the maintenance of some unique relics of
ancient classical mythological patterns, but also illustrates the process of
transformation of some archaic cultural concepts, symbols and metaphors
which still function within the context of Slavonic and Balkan traditional
culture. As for the «female» dimensions of ritual obscenity [as described by
Aristophanes’ Thesmophoriazusae], they correlate with some aspects of the
celebration of the Babinden («babunnen») [Midwives’] feast day, which is
to be observed on the third day after Epiphany. On that day, ritual ob-
scenity is considered an «imperative» component of female ritual activities.
The only ones eligible to participate in this festival are married women,
moreover, it is obligatory for all the «young mothers» to attend, for the good
health of their offspring. On that day, the saying goes, «the hen turns into a
rooster and crows as such»; that is to say, «on that day, women rule the world
and men have to remain silent and to obey the orders of their wivess; the
central figure in the ritual ceremonies is the midwife of the village. She has to
dance and shout «Ikhu-kKhuu! Iakhu-khun!» («MAxy-xyy! fIxy-xyyl»), ac-
cording to some of my informants, the midwife must also «lift up her skirt»,
imitating the delivery of a baby, so that the women and the earth may be
fruitful. At that moment when she shows the new-born child, all the
participants in the ritual ceremony have to laugh and shout «Ikhu-khuu!
Iakhu-khuu!» («Mxy-xyy! SIxy-xyyl») as well. As we can see, paradoxically
enough, the ritual scenario of the Babinden feast day «repeats» the scenario
of Eleusinian Mysteries. This myth performs as a ritual.

Furthermore, as my informants emphasized, on that day women
may only use obscene language, for the good health of their offspring. As
for the men, they are not allowed to attend; moreover — they have to
stay at home and must not leave it by any means; and if «defected» while
breaking this taboo, the ones who are found guilty are to be severely
punished; women are allowed to take their pants off and to penalize
them by pinching them. As for the punishment, it is up to the women to
decide what they consider appropriate in this case.

3. Regarding the «male» obscenity

Asforthe «male» obscene rituals, some of them correlate with the orgiastic
mysteries of Dionysus, the god of fertility and wine, ecstasy and drama;
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apparently, in the Balkans «male»» obscenity is assosiated with masked
rituals. Carnivals are considered the ritual core of fertility festivities; they
are to be celebrated during the periods of ‘transition’. They could be per-
formed either during the Twelve Days of Christmas, often called the
«Dirty/Bawdy Days» [«MpbcHu nHm»], or during the last two weeks be-
fore Lent [respectively, the seventh and the sixth week before Easter],
known also as «MecHu 3arosesnu» and «CypHM 3aroBe3uun». The men
dance, following the rhythm of the bells which they carry on their belts
and jump as much as they can, so that the harvest may be rich; quite sig-
nificant in this respect is the fact that they either must dance silently, or if
they speak, they have to use insulting language. This is considered to be an
imperative component of the ritual. At the same time they chase the
women and touch their breasts and legs. The leader of the dancing men,
which are called «kukeri» (kykepu) [in some areas they are known as
«babugeri» (6aOGyrepm), «startsi» (crapum), etc.] prays at the end of the
festival for fertility of land, people and animals. His «prayer» is called
«blagoslavka» (GnarocnaBka), «boguslavka» (Gorycnaska), «blazhkas (Gnax-
Ka), etc. These terms mean both ‘the blessing and/or prayer consisting of
fast-breaking words’ and ‘the sweet blessing and/or prayer to god’; the
verses in his recitative consist of obscene words. In this, ritual obscenity
ranks with sacred/sacral prayer. One may draw an analogy with the
semantic shift of the lexeme for «<swear», for example, which could either
denote ‘use of the language that is considered to be rude or offensive’, or
‘solemn promise’. In this way, the linguistic retrospection would clarify
the semantic evolution.

4. About Semela as «3emas»

There is one more version of the classical story concerning the mysteries
of Dionysus, the god of fertility and wine, that I want to taik about. It is
about his birth by Semela. This story reflects upon one of the basic
categories of traditional Slavonic culture. Moreover, it «survived» on the
level of the language.

From the etymological point of view, the appellation «Semela»
could be compared with the old-Phrygian word Zepela, denoting both
‘earth’ and ‘the Great Mother’; with the Thracian word Zeueho, denoting
‘earth’, ‘land’, ‘soil’, ‘goddess’ with Avestan and old Persian root of the
word for ‘terrestrial’ — «zam», and with protoslavonic lexeme «zemia,
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denoting ‘Earth’ and ‘Mother Earth’, from this word, in turn, originated
the Old Church Slavonic — Zemlia; apparently Bulgarian «zemia»; Russian
«zemlia»; Polish «ziemia», etc. Slavonic words for «Earth» have derived
from the same stem. Significant in this respect is the fact, that in tradi-
tional culture the image of The Mother Earth stands for the image of the
Virgin Mary, and vice versa.

Thus, as we can see, the Universe is regarded as a union between the
«upper» male part, which is considered to be the sky; and below — fe-
male — part.

Furthermore, according to the legend about the Creation of the
World, which is widespread amongst the Slavs, once upon a time the
male sky was much smaller than the female earth. That’s why he was not
big enough to cover her. «<And then God took the earth by her belly
button and shook her, and she started shrivelling, and wrinkling, and
shrinking, so she became smaller than the sky. Then the sky was able to
cover her. That’s why the surface of the earth isn’t smooth, but has hills
and mountains. So that she can be covered by the sky. That’s God’s
blessing!»

The text of the legend quoted above reflects upon some etymologi-
cal dimensions of the word for ‘sky’ in Slavonic languages. In the clas-
sical «folklore aetiology», certain aspects of semantic evolution of the
concept ‘sky’ are illustrated. They refer to the particular semantic core
denoting «to cover», «to wrap up», «to earth over», «to be above»,
while the actual concept for ‘sky’ — «HeGo» implicitly involves the
Hieros-gamos. mythological pattern, where the sky stands for a hus-
band, while the wife is represented by an Earth. The rain is regarded as
a manifestation of their union. This concept is still alive amongst Slavs
and has a lot of implications in their popular culture. It is represented,
for instance, by traditional paremiology. Quite significant in this respect
is the proverb «3eMs 6e3 IbXI U XeHa 6e3 MBX He paxia, TUIof He
napal» («Without rain the Earth doesn’t give harvest, nor a woman
without a man doesn’t give birth!»). The analogy between the bride-
groom and a sky, on the one hand, and the bride and the earth on the
other, is more than obvious. Some traditional ritual wedding-songs
illustrate a similar tendency. The bride-groom is called a «cloud»,
while the wedding guests are described as a «dark heavy mist» which
covers the court-yard of a bride and makes «a new sun arise» in the
house of the bride-groom.
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Tadnana e momna me2aa Ha0 MOMUHY PAGHU OBOPU.
To ne 6una memna meaaa, Hail e bura mexcka ceamoa.
H3epesno AcHO casHye Ha0 MOMKO8U SCHU 060pU.

There was a dark cloud over to the bride’s court-yard.

It was not a dark cloud, yet it was a solemn wedding celebration.
At the same time there was a bright sunrise in the bride-groom’s
court-yard.

This allegory is a common pattern in Slavonic customs and ritual
songs. The same metaphor, as one might expect, is used in Slavonic oral
tradition in order to define the concept of ‘war’ as a «wedding cere-
mony», and therefore — as a «heavy cloud descending upon the Earth».
In this the image of war is regarded as a synonimous and parallel to the
image of the «wedding», and vice versa. Thus the basic cultural opposi-
tion, the opposition of «male» and «female» became connected with the
opposition between the «sky» and the «Earth». Henceforth, the process
of interaction and communication between these two worlds acquires
certain «gender» dimensions. The sky signifies a bride-groom, while this
marriage to the Earth stands for a rain.

Respectively, the abscence of rain is considered as a lack of corre-
spondence between the sky and the earth. The harmony of their rela-
tionship is to be restored by a particular ritual, which may be performed

_only by old women; they gather and make a male doll out of mud.

Sometimes the doll is called simply «the Phallic one»; however, it might
have also many different names, like: the Muddy John [Kamio, KanosiH,
Kanpo]; or simply Ivan, Ian, lanjo [John], which is considered to be
typical «male» name; etc.

According to the tradition, this ritual is to be performed either on
one of the Thursdays between Easter and Pentecost; or any time dur-
ing the summer, when considered necessary. The doll has to be cov-
ered with multi-coloured egg-shells, so that He might smile, the say-
ing goes.

This doll has to be lamented over by using obscene language, and
after that buried in the earth. In this way, as one of my informants
emphasized, the mother Earth would marry again; as soon as the body of
the male doll is inserted in her, the rain would start.
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5. Conclusions

I should like to conclude my presentation by sharing with you the fol-
lowing consideration.

The analysis of ritual obscenity as a phenomenon of culture indi-
cates that the Balkan and Slavonic folklore tradition has preserved —
until now — some rather archaic mythological themes, motifs and concepts
which continue to function as a component of a living ritual system.

A. A. Ilnomnurxoea (Mocksa)

JIEMOH-TEPOY HA BATKAHAX

B 10XHOCIABIHCKOM HapOJHOM MUGDOIOTAM BBINENSETCS «KJIACC»
JIEMOHOB, MMEIOLIAX YePThl HAPOIHOTO Teposl, 3aIMUIIAIOMEro CBOE
ceno, noyg (WIM AOM C 3eMEIbHBIMU YTOAbSIMH) OT MU]PUYECKOTO
[IPOTMBHWKA, KaK IIPABWJIO, ONULETBOPSIOMETO Oypio, HEMOIOAy,
rpax. ['eHe3uc M GyHKIMOHAIBHEIE CBOMCTBA 3TOTO JIEMOHHYECKOTO
nepconaxa (IIoJIy4eIoBeK-TIONYAEMOH) SIBJISIIOTCS OOIIMMM Ui psina
OaJIKaHOCAaBSIHCKUX (cepOCKOit, YEPHOTOPCKOiA, OONrapcKoi, Make-
JOHCKOH) 1 HeCIaBIHCKUX GaTKaHCKUX Tpagunuii (anbaHCcKoM, or-
JacTH — PYMBIHCKOM), pa3indaercs, Ipexae BCero CEMaHTHKa Ha-
3BAHMIA, YKa3hIBAIOIIAsI HA OCOOEHHOCTHU IIPOUCXOXIEHUS ¥ BHELITHETO
o0yIMKa caMOoro NnepcoHaxa, a TAaKXKe Ha HAeHTUYHOIO IIpenoarae-
MOTO MPOTHBHUKA B 6uTBe. CeMaHTHYECKUEe Pa3iiyus B HasBaHUSIX
IEMOHA-TepOosi HaXOAsIT OTpaXeHUe B KOHTEKCTaX ObINYEK, INe POIb
IIPOTUBHMKA TEpOsI TIPUIMCHIBAETCS MOCHTMYHOMY IIEPCOHAXY. Ta-
KOMY X€e 3MeenoqoOHOMY CyIIecTBy (KaK M MPeAoN0XUTEIbHO caM
repoii, B COOTBETCTBUM C €r0 HAUMECHOBaHMEM) JINOO «IyXXOMy» re-
pOIO He 3MeernogoOHOT0 00JMKa. DTU Pas3INyMsl YWICHAT TEPPUTOPUIO
BaNKaHCKMX HAPOIOB Ha 3anaji ¥ BOCTOK (HE3aBUCUMO OT UX TeHETH -
yecKo OOUIHOCTH, UTO Ha Hall B3IMJSL CIYXXKUT NIPU3HAKOM CITEIH-
dryecku GankaHcKoro sipiaedus: Ha bankanax). YcinoBHag rpanuua
BOCTOK—3ariaj npoxomut yepes teppuropuio Cepbun (banar, 3anan-
nas Cep6us, KocoBo) u AnbaHuu.
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