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Abstract

The present article, which uses the hermeneuticategies promoted by Pierre Brunel's

mythocritique aims to investigate the Germanic eschatologigahrof the “Fate of the Gods” in
the poetry of Charles Leconte de Lisle and Luciarg8Ila\fter a historical-religious introduction
on the “Fate of the Gods”, the article outlinespéculiar symbolic constellation. Subsequently,
the article turns the archetypical approach int riythocritical application to poetic texts. The
poemLa Légende des Norng¥he Legend of Nornsl862)by Leconte de Lisle is a case of
flexibilité of the “Fate of the Gods” myth in a literary textie French poet reproduces the
mythologeme of great winter and combines the ouésoai the deluge and those of conflagration
into the original image of a smoking ocean. Them®®eisaj transcendenfTranscendental
Landscape 1929), Satul minunilor (The Village of Miracles 1938), andGoétterdammerung
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(Twilight of the Gods1970)by Blaga are instead a caseiroddiation of the “Fate of the Gods”
myth in a literary text: although never mentionitfie Germanic eschatological event, the
Romanian poet depicts its dying god and the woréweal that follows it.

Keywordscomparative literaturemythocritique archétypologieeschatologypoetry.

In Mythes, réves et mystérése Romanian historian of religions, Mircea
Eliade, identified a close creative analogy betwagth and poetry:

“Poetic creation [...] implies the abolition of tinje.] and tends toward the recovery of

the paradisiac, primordial situation; of the daysew one could create spontaneously [...].
The poet discovers the world as though he wereeptest the cosmogonic moment [...].

From a certain point of view, we may say that ex@gat poet is re-making the world, for

he is trying to see it as if there were no TimeHistory” (Eliade 1975: 36).

Hence, if the poetic act occurs and projects ongoied time, no
individual, not even a modern one, will ever beefod the myth; after all, the
essential aspects of mythical behaviour are “costamiial with every human
condition” (Eliade 1975: 32). The close communioh coeative processes
existing between myth and literature and, in palic between myth and
poetry, is the most deeply rooted reason for winigtth is one of the keys of
literature. This is the firmest thesis of the Flecomparatist Pierre Brunel who,
in the latter half of the twentieth century, fouddéhe mythocritique an
innovative « mode d’analyse littéraire », whichtidiguishes three phenomena:
« I’émergence, la flexibilité et I'irradiation desythes dans le texte » (Brunel
1992: 72).Emergencesimply identifies the « occurrences mythiques dns
texte » (Brunel 1992: 72jtexibilité recognises « la souplesse d’adaptation et en
méme temps la résistance de I'élément mythique danexte littéraire »
(Brunel 1992: 77)jrradiation acknowledges that the presence of a myth in a
text may be justified even « a partir du mot » (B1992: 83).

The hermeneutical strategies of identification ahygth within a literary
text can be clarified and integrated, especiallgceoning the phenomenon of
irradiation, by Gilbert Durand’s notion of myth to which Brdneonstantly
refers. Myth is a “dynamic system of symbols, atghes and schemata”
(Durand 1999: 62); its equivalent “static orgaritaat is the “constellation of
images” (Durand 1999: 63) — or, according to theaddian formula “symbolic
constellation”, which designates “the semantic dgnehich pervades the
mythic story itself” (Durand 1999: 33). The presenof even a single
component of the constellation in a literary tegtid reveal the evocation of
the whole myth by the poet-creator.

The purpose of this article is to investigate therr@anic eschatological
myth concerning the Fate of the Gods — handed dmatim in Poetic Eddaand
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in Prose Eddai.e. the most representative sources of Old Nbisgaturé —
and to illustrate its peculiar symbolic constetiatiin the work of two poets
belonging to Nineteenth-century French Literatunel 40 Twentieth-century
Romanian Literature respectively: Charles Lecorgelisle, in particular his
long poemLa Légende des Norn€$862), and Lucian Blaga, in particular his
brief poemsPeisaj transcenden{Transcendental Landscape929), Satul
minunilor (The Village of Miracles1938), andso6tterdammerungTwilight of
the Gods 1970). Therefore, it proposes an original herméoal perspective
that aims to combine a preliminary research of wigtihical literature with a
detailed comparative literature study, followinge timythocritical method.
Although there are many studies focused on thedraakd of Scandinavian
mythology in Leconte de Lisle’s wotkand although several investigations
show the remarkable role of mythic themes in Blagsetry, no scholar has
ever actually outlined by the use of the mythocaititools, a detailed and
systematic research study considering these twts gogether and tracing out
the myth of the “Fate of the Gods” in the chosempositions.

1. The Germanic Eschatological Myth

The event called Ragnardk in Old Norse mythologykimown as
“Twilight of the Gods” but should be literally tralated “Fate of the Gods”
(Turville-Petre 1964: 280). It is mainly narrated the final part of the
Gylfaginning (The Deluding of Gylfi the first section of Snorri Sturluson’s
(1179-1241)Prose Eddawhile many stanzas of thédluspa(The Seeress’s
Prophecy — the first poem of théoetic Edda(compiled in the Thirteenth
century) — narrates it more allusively.

The episode that comes before Ragnartk and repsessrinexorable
cause is the death of the god Baldr. In Old Ngaetheon Baldr is portrayed
as the best of the gods, both aesthetically an@lijoHe is fatally wounded by
a mistletoe branch, which Hodr — his blind brothvnp, in his turn, is deceived
by the wicked Loki — shoots at him:

“[Baldr] fell to the ground dead. This misfortune svthe worst that had been worked
against the gods and men [...]. Odin suffered frost this misfortune. This was because

Due to philological reasons, | will use “Germanand “Old Norse” interchangeably in
this study. For further reading, refer to Puhve82:9189-221.

The main study on this topic is Fairlie 1947:f6%ee also Flottes 1929: 136-137; Vianey
1973: 112 ff.; Irving Brown 1924: 99 ff. Although Bdouy (1969) and Boyer (1986) dealt
with mythological elements in Leconte de Lisle’sepg, they did not examine in depth
La Légende des Nornes

4 See, for instance, GawiP002: 140 ff.; Todoran 1981: 118 ff.
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he understood most clearly how grievous was the, lasd that the death of Baldr was
ruin for the /sir’ Bylfaginning section 49] (Sturluson 2005: 86)

Great natural disasters occur after the death tdrBasuch as a winter
lasting three years — the so-called Fimbulvetr, tf&xe Winter” (Sturluson
2005: 71) — the disappearance of the sun and ttemntbe fall of stars, and
several earthquakes. At the same time, socialdlissiviolate family ties:

“Brother will fight brother and be his slayer,

brother and sister will violate the bond of kinship

hard it is in the world, there is much adultery,

axe-age, sword-age, shields are cleft asunder,

wind-age, wolf-age, before the world plunges heagllo

no man will spare anotherVpluspa stanza 45] (Larrington (ed.) 1996: 10).

Afterwards, the sea floods the earth and a numbiedividual struggles
between gods and monsters take place: betweerothed@r and the serpent of
Midgardr, which both pay with their life; betwedmetgod Freyr and the giant
Surtr, which the latter wins; between the houndn@aand the god Tyr, in
which both perish; between the wolf Fenrir andgbd Odinn, in which Odinn
is slain but is immediately avenged by his son ¥idand finally between the
god Loki and the god Heimdallr, which brings detrboth of them. Finally,
the whole universe is burned by the fire giant iSude factothe only one who
survived the cosmic struggles. Hence, although tegith a huge flood,
Ragnarok turns out to be a “Cosmic Fire myth” (Btan 1955: 297)

The earth re-emerges from the same sea that piiles/allowed it after
the “regression of the world into chaos” (Eliader8926), and the crops once
more prosper without being sown. Some gods retariifé: amongst them,
there are Baldr himself and Hodr, his brother asghsasin:

“Without sowing the fields will grow,

all ills will be healed, Baldr will come back;

Hod and Baldr, the gods of slaughter, will live hiapfpgether

in the sage’s palaces — do you understand yet, lat \nore?” Yéluspa stanza 62]
(Larrington (ed.) 1996: 12).

5 For the whole episode, see Sturluson 2005: 65HE3e one may detect the causal
connection between the death of Baldr and the immgimeof Ragnardk. As Byock
comments: “Odin, who sees into the future, is apply thinking of the coming of
Ragnarok” (in Sturluson 2005: 146).

5 The chronological order of the events recountethé last sections of th@ylfaginning—
i.e. the death of Baldr, the imprisonment in chaimglerground of Loki, the entity
responsible (see Sturluson 2005: 69-70), the dwadhthe rebirth of the world — is highly
relative (regarding this, see Branston 1955: 204-Rb&low 2001: 40 ff.).

”  Forthe complete account of the “Fate of the Goske Sturluson 2005: 71-75.
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World rebirth is therefore marked by the reappesgarand the
reconciliation of Baldr and Ho@r namely, the two divine brothers, whose
conflict — which later tradition turned into an antal fratricidé — symbolises
the cosmic struggle between Light and Darktessid more generally between
opposite principles.

By investigating the Germanic eschatological myttoagh the prism of
the structures of the imaginary, the present stadgnstructs for the first time the
symbolic constellation of Ragnarok. It consistéivé fundamental mythologemes,
each of which is grounded in a solid symbolic duite. The first mythologeme
is the disappearance of the good god, which predgythe end of cosmos. This
motif belongs above all to the myths of the “fétilgods of the near east,
whose deaths were followed by copious weeping” \illerPetre 1964: 120). In
Old Norse myth, too, the death of Baldr is lamerigdlmost “all things in the
world, alive or dead” (Sturluson 2005: 68), exciptthe giantess Pokk, who is
actually the sinister Loki (see 68-69). Therefdhe death of the god is linked
to the symbol of tears as a euphemisation of the the “water which comes
down from the sky” and “makes the Earth fecund” €@ilier/Gheerbrant 1996:
1086). This symbolism makes the myth of Baldr arabirok a vegetation
myth, whose protagonist violently dies and subsetjyeises again — like the
cosmos rent by the apocalyptic catastrophe andritmrn. The water element
reappears later in the myth, both in its destrecthanifestation — the deluge or
flood of Ragnartk — and as “source of life” (ChéadGheerbrant 1996: 1081)
and vehicle of cosmic regeneration (“the earth shibot up from the sea, and it
will be green and beautiful”, Sturluson 2005: 77).

The second mythologeme is the Fimbulvetr, i.e téngble winter during
which “the cold will be severe and the winds wiét Bierce” (Sturluson 2005:
77). The freezing and lashing winds, which shargbke great winter’s
harshness, on the symbolic level often herald ittirainence of some important
event or change about to take place” (Chevalieré@rant 19961112). In the
case of Old Norse myth, they are the harbingeteetoming of Ragnarok.

The third mythologeme is the ritual contest. Thestitity between the
divine brothers Baldr, the bright one (see Stunug605: 33), and Hodr, the
blind one (see 37), corresponds to the cosmic gieubetween Light and
Darkness — as mentioned above — or between Sumneer\Winter. This
“contest between the representatives of the twesosed (Eliade 1958319)
triggers both the crimes between siblings whichnopagnartk and the long
sequence of individual struggles, which culminaeRagnarok itself. When the
universe is reborn, the two brothers are reuniestpring harmony.

8  See Dumézil 1986: 106; Lindow 1997: 166.
9  See Detter 1894: 503; Kauffmann 1902: 54.
10" On this topic, see Mogk 1911: 159.
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The fourth mythologeme is the roosters’ song whainounces the
beginning of Ragnardk. It can be inferred from\téduspéthat three roosters crow
at the end of times warning Odinn’s warriors tihat final battle is about to begin.
As Turville-Petre summarises, “the one is crowinghe gallows tree, or gallows
wood, the second is awakening Odinn’s warriorsathll, and the third, sooty-red,
is crowing beneath the earth in the world of degfurville-Petre 1964: 280). In
fact, in Old Norse tradition in particular the rteys perform the symbolic function
of “soldierly vigilance” (Chevalier/Gheerbrant 1924.0).

The fifth mythologeme is two-pronged in that it lindes destruction
through water and destruction through fire as thgiriming and the end of
Germanic apocalyptic cataclysm. Ragnartk breakswitht a violent flood,
which underlies the symbolism of the universal delu

“Almost all the traditions of deluges are boundwigh the idea of humanity returning to
the water whence it had come, and the establishofeatnew era [...]. They display a
conception of the universe and its history as shimgt« cyclic »: one era is abolished by
disaster and a new one opens” (Eliade 1248).

It is no coincidence that the universal regenenati@t follows Ragnarok
occurs under the sign of water: “breaking up alhfs, doing away with all the
past, water possesses this power of purifying,egenerating, of giving new
birth” (Eliade 1958: 194). If “in rites of initiadn, of death and rebirth, Fire is
associated with its chief rival Water” (Chevalieh&&rbrant 1996: 380), the
Germanic apocalyptic myth integrates the two eldaigprinciples by ending
with a cosmic fire. However, the fire of Ragnargkendowed with both destructive
symbolism and cleansing symbolism: the “apocalypbaflagration [...] will
not result in the complete disintegration of thernos” (Eliade 1958: 277).

The present study uses the symbolic constellatibatis to say the repertoire
of “symbols, archetypes and schemata” (Durand 1829:— which one may
reconstruct from the Germanic eschatological nmetitl which represents its deep
structure and its supporting and unifying pillaueXo its archetypical complexity,
the myth of Ragnartk might offer an original an@afic interpretation key to
literary criticism, in order to cast a new hermaiuatli light on the identification of
Old Norse myth in Leconte de Lisle’s work on the drand, and to decipher the
enigmatic images of Blaga’s suggestive poetryherother.

2. Leconte de Lisle’d.a Légende des Nornes
a French Rewriting of the Eddic Matter

The symbological approach exposed above turns antaythocritical
application to a text of modern literature in tlagtdr part of this study. I will
examine the rewriting of the “Fate of the Gods” mit La Légende des Nornes
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(The Legend of Norhdy the French Parnassian poet Charles Lecontéstie
(1818-1894), fromPoemes barbare@arbarian Poems1862) — a collection
that Brunel himself defined « surchargé[e] de migge » (1992: 67). My
purpose is to establish that Leconte de LislelsLégende des Nornésto be
classified as a case fhéxibilité of the “Fate of the Gods” myth in a literary text,
because it preserves some of the original mytlatshents but it reformulates
others of them.

In La Légende des Nornesle mythe est mis en valeur par I'auteur lui-raém
(Brunel 1992: 82}, since Leconte de Lisle found refuge in his “betbdream”
(Ampola 1962: 64) after the political disillusionmeof 1848% As Alison
Fairlie already argued, Leconte de Lisle conscioullew on theVdluspa
secondly, his poem is founded on “supplementaryaggtions furnished by the
Gylfaginning (Fairlie 1947: 76), so that he “draws from a maggurious and
complicated mythology a coherent artistic poem”iffea1947: 805>. A first
clue of theflexibilité of the “Fate of the Gods” myth ita Légende des Nornes
is that he replaces the single prophetess of tikcEpdem with the three Norns:

“The original Véluspawas the fragmentary prophecy of a Northern prisstastead of
leaving this poem as one long and slightly monotisnmonologue, Leconte de Lisle has
attributed it to the three Norns, who were mentebimepassing in the original, and whose
names were explained as meaning Past, Presenutumaé’HFairlie 1947: 87).

In Old Norse mythology, the names of the three Nare Urd (“Fated”),
Verdandi (“Becoming”), and Skuld (“Must-bé*— which Leconte de Lisle adopts
in their French form (“Urda”, “Verdandi”, and “Skdil). They dwell in the well
at the roots of the life tree Yggdrasill, and thesk is to shape the human fate:

“l know that an ash-tree stands called Yggdrasill,
a high tree, soaked with shining loam;

from there come the dews which fall in the valley,
ever green, it stands over the well of fate.

From there come three girls, knowing a great deal,
from the lake which stands under the tree;
Fated one is called, Becoming another —

11 Leconte de Lisle deliberately uses the téégende(legend. It denotes a literary genre

that differs from myth (see Jolles [1930] 2017)vertheless it fits his poem’s gloomy
atmosphere since it is often “oriented to perditiond death” (Ténéze 1970: 48). For a
terminological discussion, see Gibert 1974.

On Leconte de Lisle’s ultimate disillusionmentnsult Marinoni-Carroll 1913: 423-424;
Estéve 1920: 155-158; Denommé 1973: 20-28; Fetf@8a: 9.

For further reading on the sources in Frenchstedion that Leconte de Lisle probably
consulted, refer to Vianey 1973.

On the relation between the arrival of the Naand the actual beginning of Time in Old
Norse mythology, refer to Koch 1997: 192-193.

12

13

14
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they carved on wooden slips — Must-be the third;
they set down laws, they chose lives,
for the sons of men the fates of mewJuspa stanzas 19-20] (Larrington (ed.) 1996: 6).

The division of Leconte de Lisle’s poem into thiearts is due to his
selection of the three Norns as the main charadethe epigraph openinga
Légende des Nornethe French poet employs an almost theatrical quioc®
and introduces the reader to the three prodigioomen by specifying their
unique location in Old Norse cosmology: « Ellestsassises sur les racines du
fréne Yggdrasill » (Leconte de Lisle 1977: 41). dee de Lisle does not
mention the “well of fate” (“Urdarbrunnr”, s. 19) be found in th&/6luspa yet
he tells us that the three female protagonistat gfie roots of the Old Norse tree
of life Yggdrasill, i.e. where the water of Urdaubnr pours; this unequivocally
testifies that th&/6luspais the main sourcef La Légende des Nornels their
entirety, the three sections narrate the origihs, development and the final
doom of the world; the narration of each poem sects assigned to a Norn,
while one all-knowing seeress fulfilled this tasktheVoluspa

« Ce sont ces trois Nornes que Leconte de Liskisagpcomme héroines. Chacune d'elles
ignorant ce que savent les deux autres, Urda desterigines du monde, Verdandi le
régne des dieux, Skulda la fin du monde [...]. Peite si ingénieuse et si poétique
conception,La Légende des Nornese trouve étre, comme ["6luspa un chant
prophétique » (Vianey 1973: 140-141).

To identify the Fimbulvetr mythologeme in the Nardicenery portrayed
by the French poet constitutes a fundamental ketheounderstanding of the
temporality ofLa Légende des Norne&lthough Leconte de Lisle never names
the Fimbulvetr, both the first and the second seatif the poem, in which Urda
and Verdandi speak respectively, open with thedalknow — the same snow
that swirls during the Old Norse never-ending witfte

“First will come the winter called Fimbulvetr [Extme Winter]. Snow will drive in from
all directions; the cold will be severe and the dgirwill be fierce. The sun will be of no
use. Three of these winters will come, one afterather, with no summer in between.
But before that there will have been another thregens with great battles taking place
throughout the world”Gylfaginning section 51] (Sturluson 2005: 71).

In the very first lines of.a Légende des Nornasiow slowly covers the
earthwith its flocks falling from the heights of dumbiek:

15 On this matter, consult Thomasseau 1834
6 In his commentary tha Légende des NorneBerrari mentions “three years of terrible
battles and total upheaval” (1998b: 477), yet hesdwt name Fimbulvetr as a mythologeme.
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« La neige, par flots lourds, avec lenteur, inonde,

Du haut des cieux muets, la terre plate et ronde.

Tels, sur nos yeux sans flamme et sur nos frontebés,

Sans relache, mes sceurs, les siécles sont tombés,

Deés I'heure ou le premier jaillissement des ages

D’une écume glacée a lavé nos visages » [ll. 1-6¢¢nte de Lisle 1977: 41).

The first Norn, Urda, who will reveal her identignd her ontological
bond with the Past in the closing couplet of themp first section (« Je suis la
vieille Urda, I'éternel Souvenir; / Mais le présentéchappe autant que
avenir », Il. 71-72; Leconte de Lisle 1977: 48pmpares a huge snowfall with
the inexorable passing of time, and the winter whith decrepitude of cosmos:
“The alternation of the seasons punctuate the rhythlife and the stages in the
cycle of development — birth, growth, maturity adecline. This is a cycle
applicable to human beings as well as to theiretigs and civilizations”
(Chevalier/Gheerbrant 1996: 840-841).

The second Norn, Verdandi, directly addresses snatweincipit of the
second section of the poem but her attitude is défgrent from her sister’s.
She incites snow to fall, as well as invokes thstrand the wind, i.e. the other
atmospheric agents of Fimbulvetr:

« Tombe, neige sans fin! Enveloppe d’'un voile

Le rose éclair de I'aube et I'éclat de I'étoile!

Brouillards silencieux, ensevelissez-nous!

O vents glacés, par qui frissonnent nos genouk, ..

Par dela ce silence ol nous sommes assises,

Je me berce en esprit au vol joyeux des brisési3{r6, 81-82] (Leconte de Lisle 1977: 44).

Leconte de Lisle’s snow is «sans fin» (I. *#3)such a definition
emphasizes and definitely proves his choice of #fmost never-ending
Fimbulvetr as setting foca Légende des Norneswhile “the prophetess who
speaks inVoluspais not described and the situation in which sheegjiter
prophecy is never made clear” (L6nnr@®d02: 10). The snow that surrounds
the Norns coincides — as Alexandre Embiricos affirrwith « le livide suaire
du gel amassé » (Embiricos 1979: 155); yet thalidenot gather « depuis des
éternités » (Embiricos 1979: 155) — i.e. from tlegibnings of Time — as he
erroneously states, but during the recent longsyeBFimbulvetr.

The mist is to be considered within the framewdrkhe Old Norse End
of Times, since it is a “symbol of the indetermmmadf a phase in development
[...] when old shapes are vanishing and have ybeteeplaced by definite new
shapes” (Chevalier/Gheerbrant 1996: 661). The frew&d, as shown above, is

7 In a different thematic context, snow is desdilas eternal in another poem by Leconte
de Lisle which is part of the collectidhoémes barbared.a Tristesse du DiabléThe
Devil's Sadness« neiges éternelles », I. 3; Leconte de Lisle71ZB3).
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a primary symbol of Ragnardk, since it is immediapgeceded by a period of
chaos, which Sturluson himself calls “wind-ag¥tJuspa s. 45]. Although the
adjective “silent” is here associated with the risé absolute silence pervading
the almost uterine landscape, which the verbal $ormenveloppe » (. 73),
« ensevelissez-nous » (I. 75), and « me berce »82). implicitly instill*®,
belongs to the symbolic constellation of snow. Agdhd argues, « le silence
de la neige est tellement primordial qu’il lancemédiatement I'imagination
[...] vers le cortege interstellaire des imagesréqaes » (199612): Verdandi’'s
celestial inebriation seems to suggest sudvarie

The third Norn, Skulda, begins by regretting tha& sannot lie, like her
sisters, under a shroud of snow:

« Que ne puis-je dormir sans réveil et sans réve,

Tandis que cette aurore éclatante se léve!

Inaccessible et sourde aux voix de I'avenir,

A vos cotés, mes sceurs, que je ne puis-je dormir,

Spectres aux cheveux blancs, aux prunelles glacées,

Sous le suaire épais des neiges amassées! »JIlL38 (Leconte de Lisle 1977: 48)

Such a verse proves that the huge snowfall is amdrthat Ragnarok is
about to break out. As a matter of fact, the thNmkn foretells many tragic
events, such as the «cris de mort mélés a desdsanglots » (I. 164) of the
relatives slaying each other and the cosmic duetwden gods and monsters,
which the French poet calls « épreuves sacréed 64).

Leconte de Lisle specifically mentions Baldrlia Légende des Nornes
and he assigns to Verdandi, the Norn of the presemjoyful exclamations for
the birth instead of the death of the god:

« Balder est né! Je vois, a ses pieds innocents,

Les Alfes lumineux faire onduler I'encens.

Toute chose a doué de splendeur et de grace

Le plus beau, le meilleur d’'une immortelle race:

L’aube a de ses clartés tressé ses cheveux blonds,

L'azur céleste rit a travers ses cils longs, [...]

Et les Dieux, a I'envi, déja I'ont revétu

D’amour et d’équité, de force et de vertu,

Afin que, grandissant et triomphant en elle,

Il soit le bouclier de leur ceuvre éternelle! »JlL5-120, 123-126] (Leconte de Lisle 1977: 45).

18 On the constellation of images of intimacy linkedthe womb archetype, see, for instance,

Bachelard 2011: 134 ff.; Durand 1999: 228 ff.

Snow is compared to a shroud in two other pogynisezonte de Lisle, which are part of
the collectionPoémes barbaresLe Vent froid de la nui{The Night's Cool Wind

« suaire », |. 4; Leconte de Lisle 1977: 244) &aadDerniére Vision(The Last Vision
«linceul », I. 3; Leconte de Lisle 1977: 246) deed, here it is directly presented as a
shroud by means of a metaphor.

19
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The French poet praises Baldr in a way that is laimio that of
Snorri Sturluson:

“Odin’s second son is Baldr, and there is much goall about him. He is the best, and
all praise him. He is so beautiful and so brigtat tight shines from him. One plant is so
white that it is likened to Baldr's brow. It is théhitest of all plants, and from this you
can judge the beauty of both his hair and his bélgyis the wisest of the gods. He is also
the most beautifully spoken and the most mercif@ylfaginning section 22] (Sturluson
2005: 33).

For Leconte de Lisle, too, Baldr (« Balder », I51is the most beautiful
and the best of the gods, and emanates light. Nebess, the episode of the birth
of Baldr is unknown in Old Norse sources. Henceyas fully conceived by the
French poet: this is a new evidence of tlegibilité of Germanic myth in the
poem. Yet later irLa Légende des Nornégconte de Lisle gets back in touch
with his sources when he assigns words of disteesskulda, the Norn of the
future, because he that is born will be he whonuttieerse will soak with tears:

« Oui! le Meilleur est né, plein de grace et derotes,

Celui que l'univers baignera de ses larmes,

Qui, de sa propre flamme aussitdt consumé,

Doit vivre par I'amour et mourir d’étre aimé! [...]

Hélas! rien d’éternel ne fleurit sous les cieux,

Il n’est rien d'immuable ou palpite la vie! [...]

Pleurez, lamentez-vous, Nornes désespérées! [...]

[Il est venu] Le siécle d’épouvante ou le Juste meow [Il. 141-144, 148-149, 165, 168]
(Leconte de Lisle 1977: 46-47).

Amongst Skulda’s visions, one in particular strikke critic’'s attention,

i.e. the awakening of the race of Chaos, whichmme un autre déluge, hélas!
plus implacable, / Se rue au jour [...] » (Il. 17745; Leconte de Lisle 1977: 47).
In this comparison, Leconte de Lisle reproducesythatogeme of Ragnarok,
that is to say the flood that makes the cosmogrretu the embryonal state
through water. Leconte de Lisle defines it « umedgluge » (I. 174) because a
deluge also takes place in Old Norse cosmogonygeharthe dismemberment
of the giant Ymif°, which flooded the newborn world:

“[Bor’s sons] took Ymir and they moved him into theddle of Ginnungagap and made
from him the world. From his blood they made tha aad the lakes [...]. With the blood

20 Leconte de Lisle names later this primordial g&imply mentioning « la race effrayante
d'Ymer » at line 175 (1977: 88). Therefore, hissrehce is rather indirect and there is no
real allusion to Old Norse cosmogony. Yet, previouthe poem — more precisely at line 88,
when Verdandi remembers the Old Norse Beginningse-roay easily detect an allusion
to Ymir's sacrifice in the syntagm « déluge santjlé®4). On this theme, see also Fairlie
1947: 91; Vianey 1973: 134.
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that gushed freely from the wounds, they made ¢lag and by fashioning that sea around,
they belted and fastened the earth. Most men witirdk it impossible to cross over this
water” [Gylfaginning section 8] (Sturluson 2005: 16).

The two Old Norse deluges, which open and closecthamic cycle
respectively, are archetypically complementary esithey symbolise the double
role of water, both creative and destructive. Wi€eia substance that we see
everywhere springing up and increasing” (Bachela®®3: 14), as it does
gushing from Ymir's body. Moreover, one may notattin this cosmogonic
scene “the water symbol contains that of blood” g@iier/Gheerbrant 1996:
1086), so that the two main vital liquids are wedfiin an eloquent image and
convey the creation of the world.

Leconte de Lisle finally alludes to Ragnardk’'s wmsal conflagration
since the third Norn predicts that Asgard will leduced to « une ardente
ruine » (. 177; Leconte de Lisle 1977: 47). Adtabove, the Norse universe
was set on fire by the black giant Surtr.Llm Légende des Nornethe French
poet does not describe Surtr's role explicitlyFaslie noted as well (see 1947: 81).
Before depicting the scene of Asgard devastatiersitmply announces that « le
noir Surtur s’éveille » (I. 170). Without a profaiknowledge of his mythic
sources, it would be impossible to relate these image$’. Leconte de Lisle
does not forget that the conflagration is addethéocosmic flood, so much so
that he depicts the original and sublime apocatgptinage of a steaming ocean:

« Et dans 'océan noir, silencieux, fumant,

La Terre avec horreur s’enfonce pesamment!

Voila ce que j'ai vu par dela les années,

Moi, Skulda, dont la main grave les destinées;

Et ma parole est vraie! Et maintenant, 6 Jours,

Allez, accomplissez votre rapide cours! » [Il. 1B8] (Leconte de Lisle 1977: 47-48).

In La Légende des Nornedosing lines, the ocean hit by Germanic
Apocalypse is black — not because black “evoked whysses and ocean
depths” (Chevalier/Gheerbrant 1996: 95) which conftthe treasury of hidden
life” (Chevalier/Gheerbrant 1996: 93), as becabgedhromaticism is the result
of fire acting, which makes the matter — and, irtgoimagination, even its
opposite, water — darker than it Was

2L For a discussion on the lack of world palingemélseme — which is instead fundamental
in Old Norse sources — Ira Légende des Nornesee Fairlie 1947: 82 ff.; see also Ferrari
1998h: 477.

22 On the etymological relation between “black” &hdrned”, see Partridge 1966: 48.
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3. The Apocalyptic Imagery of Lucian Blaga

By extending the field of mythocritical applicatiam Twentieth-century
European Literature, it is possible to analyze ghecess ofrradiation of the
“Fate of the Gods” myth ifPeisaj transcendenfTranscendental Landscape
and inSatul minunilor(The Village of Miraclesby the Romanian poet Lucian
Blaga (1895-1961) — which are part of the collewi®dauda somnului(in
Praise of Sleepl1929) andLa curile dorului (At the Courtyards of Longing
1938) respectively, and also B@dtterdammerungTwilight of the Godgs
composed in about 1946-1951 and published posthsi;nau 1970 as part of
the poetic cyclé/arsta de fie(The Age of Iroh

Blaga is “among the great European creators” (QGigar1981: 2735
who, “having discovered the great potentialities mimitive culture for
organically representing the world, [...] creategthm as prolongations of the
former” (Ciopraga 1981: 261). Most of his poems hiali are modern in form
but archaic in content, since imbued with a folidaura® — represent the case
of literary texts in which myth irradiates «dana Mmémoire et dans
imagination d’'un écrivain qui n'a méme pas besdm le rendre explicite »
(Brunel 1992: 84). In the three poems here chosee, mythe n’est pas
véritablement émergeant » (Brunel 1992: 83); hemeeactual « irradiation
souterraine » (Brunel 1992: 83) of the “Fate of @wxls” myth takes place.

Even without mentioning the Germanic eschatologiegth, Blaga projects
the imaginary of Ragnarok Peisaj transcenderand in its apocalyptic visions:

~Cocosi apocaliptici tot strig,

tot strigi din sate romané.

Fantanile nogi

deschid ochisi-asculti

Tntunecatele wi” [Il. 1-5] (Blaga 2012: 137).

The apocalyptic roosters which opBrisaj transcendenemind one of
the three roosters announcing the end of the wand the final struggle
between the gods and their enemies in Germanic:myth

“He sat on the mound and plucked his harp,
the herdsman of the giantess, cheerful Eggther;
a rooster crowed in Gallows-wood,

that bright-red cockerel who is called Fialar.

Golden-comb crowed for the Zsir,
he wakens the warriors at the Father of Hosts’;

2 In this regard, see also Gat976: 229 ff.
24 For further reading on Blaga’s poetics and megtigs see, for instance, Braga 2013: 164 ff.;
Jones 2006: 25 ff.; Teodorescu 1983: 33 ff.
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and another crows down below the earth,
a sooty-red cock in the halls of HeN$luspa stanzas 42-43] (Larrington (ed.) 1996: 9).

The rooster called “Golden-comb” sparks particliéerest: it summons
the warriors of Valhdll, so that they prepare thelvss for the eschatological
battle of Ragnartk against Loki, the giants, areftirces of Chaos. Although
the Old Norse rooster crows at the beginning ofrRaik, it preserves the role
of « oiseau solaire par excellence » (Krappe 1882:usually attributed to the
rooster on a symbolic level: its emblematic namg#ue to its chromaticism —
testifies it. Since a cosmic renewal follows the eh Times, one may conclude
that both the Old Norse rooster and Blaga's rosssee — apart from an
apocalyptic characterisation — « symbole[s] deehéité et de la resurrection »
(Arnould de Grémilly 1958: 77).

The bleeding god dPeisaj transcendentan be archetypically identified
with the dying god Baldr who suffers during his therom which comes the
end of the world but he is re-invented as Chrissimce he is called “Jesus” by
the Romanian poet:

.Pe mal — cuamaie Tn @r

Isus séngereézauntric

din celesapte cuvinte

de pe cruce” [ll. 8-11] (Blaga 2012: 137).

After all, comparative religion studies have shale analogies existing
between Baldr and Christ, as well as between then@dc “Fate of the Gods”
and the Christian Apocalypse: “like Christ, Balded| and like Christ he will
return at the end of the world” (Turville-Petre #9620¥°. NeverthelesPeisaj
transcenders “Jesus” overflows with a blood that does not fatini his body
and does not spread around him. Rather, it expamaardly” (,| auntric”, I. 9),
almost as if his wound coincided with the woundiatéd on the cosmos of
which he is the lord and which is devastated byagh@calyptic cataclysm.

The fatal synchronicity between the wound of thd gad the wound of
the world is to be detected withiBatul minunilortoo. While an unknown
“sickness” lurks in the pure water of wells, theolvillage is pervaded by the
scent of a mysterious god, perhaps decomposedissa\eéd in the air:

sLangi fantanile darului harului
palpéie boalelgjpa lastunii.
Plin este satul de-aromele zeului” [Il. 5-7] (Bla@@12: 201).

%5 For further reading on this topic, see Dumézir3:961-65; Lindow 2002: 155-169;
Samplonius 2013: 137.
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While in Peisaj transcendenthe roosters crow in “Romanian villages”
(,sate romangi” |. 2) because of the forthcoming apocalypse kicl, at any
rate, according to the Germanic interpretationhef poem, will be followed by
cosmic renewal — i®atul minunilor

»Cocosi dundreni ki vestesc de pe garduri
dumineca lungsi fara de seat” [Il. 11-12] (Blaga 2012: 201).

Here, the rooster that Blaga depicts is the auihéehird of dawn”
(Durand 1999: 124), which announces the coming -ddhat is to say, the
triumphal return of light after nocturnal darkne3is holy day — a “long
Sunday” (,dumineca lurig |. 12) — will not have any evening: the world in
Satul minuniloris therefore not simply reborn but eternal, sificeanscends
any cosmic conception ruled by cyclical tithe

The act that proceeds — and completes — the eweér@atul minunilor
may be identified irGotterddmmerungn which the Germanic theme is explicit
since its title is the Wagnerian version of the maffRagnardk”, which
thematizes the advance of the world towards thenimolslight:

»S€ Curnd ziua, vine sear

Un fluviu purttor a toate

duce plute, varste mute,

citre cele nedzute

'n marea noapte” [Il. 8-12] (Blaga 2012: 345).

Again, in the image of the waters of oblivion —sttime, manifesting in
the form of a rapid river carrying the bygone tinb@sthe great night” (,marea
noapte”, . 12), i.e. to the “Chaos before the tivea (Eliade 1975223) — one can
recognize the flood of Ragnardk on the mythologleakl, and the periodical
“re-engulfing of all things by water” (Eliade 195811) on the archetypical
level. Gotterdammerungand Satul minunilorthus recreate “the myth of the
periodic destruction and re-creation of worlds, ¢hemological formula of the
myth of the eternal return” (Eliade 197843) — the same that underlies the
procession of apocalyptical images Béisaj transcendentwith which they
share part of their symbolic repertoire. The sigofalcosmic rebirth closing
Peisaj transcendens the earth that burns as if it were a rough agpaf sea:

JArde cu pireri de valuri
pamantul imbiicat in grau” [Il. 17-18] (Blaga 2012: 137).

In this ambivalent scene one can detect the dodyabemics of world
destruction typical of the “Fate of the Gods”, mitézing through the

% For further reading on this theme, see Vanhe$6.20
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elemental action of the symbolic pair water-fireheT destructive fire of
Ragnarok turns into the fecund fire of the gernmintpaearth, which flares up
(see Solomon 2008: 72). Yet, at the same timeeé#nth is compared to a sea
surface, reminding one of the earth that “will shop from the sea” (Sturluson
2005: 77) after Ragnardk. In this image one mawtifle thus, the aquatic
process on which the regeneration of the cosmaoel-nat only its destruction —
structures itself in Old Norse myth: “water [..dgenerates because it nullifies
the past, and restores [...] the integrity of taerl of things” (Eliade 1958:95).

The ending lines oPeisaj transcendensuggest a vegetal renewal as
well. Indeed, Blaga’s poetic | does not know (,@at. 23) if the song he hears
is raised by bells or by graves:

»Clopote sau poate sicriile
canti subt iartd cu miile” [Il. 23-24] (Blaga 2012: 137).

The archetypical comparison between seeds anddhé dnderlies his
latter hypothesis: “Like seeds buried in the worhkthe earth, the dead wait for
their return to life in their new form” (Eliade 185350). It is worth noting that
Leconte de Lisle’s poetic | ihe Vent froid de la nugeems to thematise — in a
similar setting — the opposite outcome of Blad2ssaj transcendelst one:

« J'entends gémir les morts sous les herbes fmifs§

Mais, 6 songe! Les morts se taisent dans leur nuit.

C’est le vent, c’est I'effort des chiens a leur péty...]

La terre s'ouvre, un peu de chairy tombe;

Et I'herbe de I'oubli, cachant bient6t la tombe,

Sur tant de vanité croit éternellement » [ll. 9,2%32] (Leconte de Lisle 1977: 210-211).

He believes to hear the dead moaning — insteadhging — under the
grass, but after a while he realizes that the vémits that sound, while the
« herbe de I'oubli » (I. 31) simply covers whatmomed to never awake.

After tracing an actual set of triple symmetriedwsen mythological
literature and modern and contemporary Europeatrypame can sum up that
two mythologemes appear in both Leconte de Listeisriting of Germanic
apocalypse and Blaga’s reinventions of it: thathef god whose fate inexorably
affects the balance of cosmos, and that of the dc@bn of water and fire as
elements of both violent decay and harmonious mgo\As regards the most
original thematic blocks that completed their Oldrd& mythical substratum,
La Légende des Nornesagnifies the incessant snowfall of Fimbulvetr, i&hi
Blaga’'s poems emphasize the role of roosters dirfggars of apocalypse.

The interpretative itinerary outlined herein, whisthighly experimental
as regards both the theoretical archetypical petisqee and the practical
mythocritical procedure, aims to demonstrate tht method of inquiry could
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open new territories to literary hermeneutics. Tlwe original re-elaborations
of the Germanic “Fate of the Gods” by authors frdifferent ages substantiate
that myth undergoes a « résurgence périodiquesu§son 1964: 104) in the
literature of Nineteenth and Twentieth century.
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