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O6nukoBame 6ona:
aHTUYKa rpYKa Ty6anuua 1 HeH TepaneyTcku acnekT

Y oBOM paay, NpBOM [Hjelly OIIIUPHHUjEr HCTPaKUBamba,

caryieflaBaM pas3lIMUMTE acleKTe aHTHYKe Ipuke TyxkOanune. Kyune pujeuu:
Jeman ox HajBaXHHUX aclekata TyxOalwie je eH

UCL[jeTUTEIbCKU aCIeKT: BepOanusyjyhu, ucnospasajyhu 601 u AHTUYKA I'pUKa
nujenehn ra ca apyruma, 0oN MoCTaje MOAHONUBMBHJH U 3a Tyx0anuma, *KeHa,
JKEHY KOja TyKH W 3a oxkayomheHH ckyn. Y Be3H ca OBHM CTBapanadko-
UCIjeTINTEeJFCKUM OWMBa M CTBAPANAUKHM aCTeKT TY)KEeHa: XKeHa TepareyTCKu

KOja Ty»H, TYXH jep MOpa Jia UCIoJbH 00J1, 1a oJlaKiia cedu u
IpyruMa, HO JIOK TYKH — OHa HemTo crtBapa. Ilopex oBor,
OYHTO KOHCTPYKTUBHOT, CTBAapAIauKO-TePANEyTCKOT MOTECHIH-
jana, HapuIajbKa y ceOu HOCH | APYTavuju, CBAKAKO MPavYHUjH ‘
MOTEHIMjall, YKOJIHMKO IMO3WBa Ha OCBETy He Mupehu ce ca Tpareuja, KOpuos.
cmphy npare ocobe. JlyOoko yKOpHjeHmEeHAa Yy MOCMPTHH

puTyas, JKajlocHa 3amMjeBka momryje oapehena oOpemna

MpaBuJIa, a UIIaK je U CIIOHTaHU u3pa3 Oona. Pasmarpajyhu oBe

Mmehy3aBucHe acmekte TykOanuie, ocBpHyhy ce Ha MjecTo

TyxOanume y rpukoM oOpeny W y Tpare[uju, TOj BPXYHCKO]

TPYKOj YMjETHOCTH M KibMXeBHOCTH. OOpenHa TyxOanmuma y

AQHTUUKO] Tpareiuju je, Kao M YBUjeK KajJ ce paiud O I'PUKoj

KyJITypH, HempecymHa Tema. IMako Tparemuja mpumana

JUTEpPapHOj Tpalulluju, OHa je BjepOJOCTOjaH H3BOp 3a

AQHTUUKY TPYKy OOpemHy IMpakcy, Te je W TyxkOalnuma yHyTap

BE — PUTyaJHa, a HE CaMO YCKO KHbIDKEBHA. Y OBOM pajiy

pa3MaTpaHd aclekT TykOaluile, HCHY TepaneyTcKky Moh,

noMmenyhe jyHanu BMINE Tparenuja: Cyse, Balaju M pHjedd

ynyheHe TOKOjHHKY 3a IHX Cy YrojHa Ciyx0a, ciacT,

33I0BOJECTBO, IjECMa Jipara ¥ HEOMXO/IHa.

aCIIeKT, MOCMPTHH
obper, Yo,
Oprvog, anTHYKA

OBaj pan uMa CBOj HAacTaBak, OOJIMKOBamkE 00J1a Y HEKOJIUKUAM
cTyavjama ciydaja. MHcnmpucaHa TyxOanunama IpHOTop'-
CKHX JKEHa, OHHX KOj€ CaM 4yJa W MPOYHTAIa, H3HOBA YHTAM

* OBaj TeKCT je pesysITaT paja Ha MpOjeKTy MHMepOUCYUNTUHAPHO UCTPANCUEAbE KYIMYPHORZ U
Jjesuuxoz nacneha Cpouje. Uspada mynmumeoujaanoe unmepnem nopmana — IlojmosHux cpncke
xyamype (6p. 47016), koju puHaHCcHpa MuHKCTApCTBO TpocBeTe U Hayke PemyGimke Cpouje.
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EypununoBy Enexmpy u Enexmpy danuna Kuma (y kojoj ce
ornenajy u EypunmpmoBa apama W UpHOTOpcku (oJIKIIop),
rmenam ¢uwM Ezexmpa, Muxamuca Kakojanuca. Enextpun
O6on 30or ry0OuTKa, KOjU Kpo3 ouaj Boau y Owujec u
OCBETOJbYOMBOCT, Hala3UMO 3allCaH M EKPaHU30BaH: OH je
3arpeTeH y YMjeTHHYKOM Jjeny, alld oauiie (OJIKIOPHUM U
puTyasHUM ojaiukama. M3 Te mepcreKTHBe M3HOBAa YHUTaM H
JeOHy HajJbeMIINX ercKuX mjecama, Cupm majke Jyeosuha,
KOja HaM FOBOPH O jeIHOj MajllM KOja HHje TyXKHJIa.

KdAlio éya vo. popoloyd
Topa va. péw ka1 vo mie.!

Paouje hy 0a myocum
He2o 0a jedem u 0a nujem.

TyXwuao ce y TONMKHM HApOJMMa: TYXWIO c€ 3a OOXKAHCTBHUMAa U
VIOKOjeHUM OJIMKEMMa; HAPULAIO Ce XOPCKH, /IBOje HAaW3MjEHUYHO; HapHIaja je
jenHa ocoba, Hajuemrhe jKeHa; MPTBOT je OIUIaKkWBayia Ojiuicka pohaka, amu u
ralieHa HapuKada y3 MpaTihy HEKOT My3UYKOT HHCTPYMEHTA, peuMo dpyiie, anu
u 6e3 My3uuKe MpaTke; Ty>KIIO ce MPed CKyIoM U y camohu, y kyhu, HemocpeaHo
rmociie HeYuje CMPTH, y MOTpeOHO] MOBOPIH, HA TpoOy (aJin ¥ KacHHje — HA IyTY,
Kpaj U3BOpa, Yy XJaiay...), CIOHTAHO W O JAaTyMHMa KOjH O3HA4aBajy Kpaj/modyerak
onpehenor nukinyca. Tyxx6anuua je AM0 NOCMPTHOT oOpena U KyjTa, JaKie IjecMa
oOpeHOT KapakTepa, ajld U JparoljeH (eHOMEeH HapoaHe KibKEBHOCTH. Bojucias
Bypuh TyxOanuIty aujerno u ¢ IpaBoM Ha3HBa ,,lIECMOM IIEJIOT YOBCUYAHCTBA KOjOM
Cy TIOBE3aHH ,,BEKOBH U HAPOJH, M IAPCHE TOMIIIUIIE JbY U, pa3daliane TaMo amo*,
W OBH BjEKOBHM M HapoJu — IOCMaTpaHM Kpo3 0OW4Yaj HapHulawma — ,3a TPEHYTaK
o0pa3yjy jeIWHCTBEHY TIOBOPKY, IlennHy, dYoBedancTBo (PBypuh 1940, 4).
Crnobomno mMoxkeMo pehin, U mTaBHIe YBHjEK TO UMAaTH HA yMy, J1a OBY ,,lIECMY
LIEJIOT YOBEYaHCTBa * MUILY XKEHe: MorpyKeHe Majke, cecTpe, fiepke, cynpyre; KeHe
KOj€ )KUBOT JIOHOCE, OHE Ta W IpaTe JIOK OJJ1a3u ca OBora cBHjera. ,,Jlocta myra Om
Cy3a U3 KaMeHa yJapuiia, Kako »aJOCTHBO MaTH HapH4e 3a CHHOM, HJIM CECTpa 3a
6parom™ (Kapayuh 1966, 834 non: myocuma).

VY pa3HnM, TOCEOHO TPAaIWIMOHAIHIM W TaTpHjapXalHUM KyJITypama, 3a
Tyx0aJuIe je 3ajeHHYKO TO Ja UX, Kao MO BAXKHOI U JAETAJLHOT MOCMPTHOT
pHUTyama, U3BOJIC KEHE. 3a YIIOKOjeHHM OJIMIKIbIMA JKalle, HapaBHO, U MYIIKAPIU U
JKEHe, aJIM Ha pa3IMuuTe HavMHE: J)KeHA je Ta Koja YKaJu JyKe, jaBHO, TJacHUje, H
»APTUKYJIUCAHO " — Kpo3 Tyxk0anuity. by u3Bo/e, 3aM04nIbY U MPEABOJIC KEHE KOje

' U3 rpuxe Tyx6amuie. — O6mact Mann Ha IlenomoHe3y Mo3HATa je 10 TyOATHIaMa # KPBHIM
OcBeTaMa CBE JI0 HaIlleT BpeMeHa. MOJepHOM IPYKOM TY>KOAIUIIOM, KOja Y MHOTOM OCBjeTJbaBa
mpo0JeMe aHTHIKe HapHajbke (1 0OpHYTO), y OBOM pajay ce Hucam OaBHia; O HOj BUAM Ooraty
muTepatypy: o TyxkOamumama y Manuma Holst-Warhaft 1995, 75-98; o koHTHHYyMy rpuke
Ty)KOaNHIe O aHTUYKHUX BpemeHa 1o jaHac Alexiou 2002; o TyOaluIM y CKIOMY MOCMPTHOT
putyanay pypanHoj I'pukoj Danforth 1982.

72



& b LLinjakosuh, KaHanucarwe 6ona: aHmuyka ep4yka myxbanuya... =

Cy ce y TysKekby U3BjelITuie,” Koje Cy o OBOM Japy Yy 3aje/IHMIIM IIPEro3HaTIbUBE U
namheHe, epcue myscunuye, Kako CBOje ,,yUUTeJbUIe" Ha3MBa jeJHA O] )KEHa Koje
caM IMOBOJIOM OBOT MCTpaKuBama yro3Haiga. OHe H3paxkaBajy cBOj 00J W/wim 00
MOPOAHUIIE YMPJIOT (2 TO HUje HY)KHO Tyra 3a UCTUM HOKOJHHKOM), apTHKYJIHUIILY Ta,
KaHAIUIIY Kpo3 I[jecMy Koja je 3aMUIIBCHH AMjalor ca YMPIUM, TUPEKTHO
obOpahame memy.

Ty>|<6anv|ua U bbeHN aCcnekTu: ApywTBeHO-NOJNIUTUYKN,
cTBapanavko-repaneyTCkv n oCBeTHU4YKHU

Y oBoM nujanory ca yMmpiauM orjiena ce oxapehena mohi xojy xene
Mocjenyjy y AOMeHY CMPTH ¥ TIOTEHIIMjaJiHa OMACHOCT 3a 3aje/IHUILY Y BE3U Ca TOM
mohu. Gail Holst-Warhaft Ha oBaj mpo6nem riena tpojako. [IpBo, Ty:x6anua Moxe
OUTH CPEICTBO KOjUM Ce MOACTHYE KPBHA OCBETA, HEKOHTPOJHCAHO PELMIPOYHO
Hacwibe (NIPOTHB KOJET je 3ajeJHHIla ycIocTaBlbana ojapeheHe 3akone). 3aTum,
KOHIIEHTPHITYhH ce Ha XKaJoCT M T'yOWTaK, )KEHCKa TY:KOaJuIa MOXe Ja IMOopHUe
OIIPaBJIaHOCT M BPHjEJHOCT, HEKaJ 4YaK EKCKIy3MBHOCT yMHpama 3a J00po
3ajelHUIle, OTeKaBajyhn Tako BJIACTHMA PETPyTOBAakE U CTBApame JIOjaIHE H
cpuaHe Bojcke. Haj3an, y mnarpujapxadHuM IpyIITBHMa y KOjHMa je »KCHa
KOHCTaHTHO NOTIjehUBaHa, OHA jeé OCHM ozapeleHe KOHTpOJe Haja KHUBOTOM (Kpo3
yIIoTy poxuTesbke u 0abuie) nmana u ogpeheHy KoHTpoiy Haj cMphy, yrnpaBo Kpo3
BpIIICEKe BaKHE yyiore y mocMpTHOM putyairy. (Holst-Warhaft 1995, 3) 3ato cy,
KOHIICHTPUILIUMO c€ Ha aHTHUKy ['puky, ox VI Bujeka mp. Xp. ma Hamabe y MHOTHM
noiucuma, y CooHOBOj ATHHH Takole, JOHOIIEHH 3aKOHU KOjH Cy OTpaHHYaBalIU
MIpeTjepaHo OIUIAKUBAFkEe MPTBUX; MHOTH O] OBUX 3aKOHA Cy BEOMa CTPOTO TIICAaIH
Ha yIOTYy W TOHAIIAKE JKeHa y HOorpeOHOM oOpedy, M HAapOYHMTO HAa FHHXOBE

Ty>x0amuIe.

Tyxeme, makie, HHje caMO >KEHCKH OATOBOp Ha CMPT: OHO HACTaje W3
OJTHOCA YHUTABE 3ajCTHHILIC IIPeMa CMPTH, I1a CXOIHO TOME — U ITpeMa KUBOTY. To cy
BPJIO 100pO pa3yMjesu IpUKM Tpareuorpadu ¥ UCUPITHO CY KOPUCTUIIN TPATULH]y
Y K0jOj ce KeHe TUPEeKTHO oOpahajy MpTBUMA, ,, MKy HX U3 Ipoda“™ U MOJCTHIY Ha
WHTEpaKuujy ca kuBuMma. HapaBHo na je TyxOanuna yruieTeHa y Tparemujy, y Ty
YMjETHOCT MpeoKynupany cmphy: kpBomponuheM, kpTBoM, ocBeToM... Gail Holst-
Warhaft cmarpa ga je Tpareamja 6ap IjeIMMUYHO ajanTaiyja OBe TPATUIIMOHAITHO
JKEHCKE YMjETHOCTH TYy>Ke€kha U Ja TO jacHo ocjehamo y je3uKy, y TparoBuma My3uKe

2V MHOTHM KpajeBHMa y KOjHMa je Ty)XGaluua ynpaxmaBaHa, y oapejeHnM MprInKama ¢y 3a
HOBYaHY HaKHAJy jaBHO TYXKHJIE T3B. IpOo(eCHOHAIIHE HApHUKaye, pa3yMuje ce — BjeLITo.

3 Tako cy MHOTe JKeHe Y KanocTH — y Behoj Hiim Marbo0j Mjepu — cripam cebe uMane AHTHIOHMHOT
npotuBHUKa. OBO TylIeme XEHCKOr Ilaca y KIacH4HO] ['pukoj yTHIANo je Ha CTBapame U
00JIMKOBamkE KaHPOBA MOCMPTHOT MOXBAJTHOT TOBOpAa M Tpareamje, *KaHpoBa KOjH HACTajy y
»MYIIKOM® TPYKOM IPYIITBY M y KOjUMa Ce JOHEKJIE OYMTaBa MYyIIKa MEPCIEKTHBA JKEHCKOT
OIUTaKHBamkba, KOHQIHUKT H3Mel)y MyLIKOT U KEHCKOT OIIITEeHa ca cMphy M yMpiuM, H ja3 uzmehy
NpUBATHOT W jaBHOr morpeba. OBoM mpoOimemaTnkoM ce Hapouuto OaBmia Nicole Loraux
(Loraux 1984) kao u Gail Holst-Warhaft (Holst-Warhaft 1995, 98—171) u Jlaga CreBanoBuh
(Stevanovi¢ 2009, 141-187).
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u mieca, y ayooko putyamHoM (Holst-Warhaft 1995, 11). Enementu tyx0Oanuie
rpajie jenaH HEHCKOPjeHhHB CYIICTpAT YHyTap Apyre, ypOaHe, MyIIKe YMjeTHOCTH.
Tako cy, y ucTpakuBamy U MOKYIIAjy pa3yMHjeBama aHTUUKE TPUKe KYIType, y
KOjOj je OIUIaKMBamke MPTBUX OWMJIO O]l CYLITHMHCKOT 3Hadaja 3a 3aje[HHILY,
Tyx0anura u Tparenuja (eHOMEHU HEPa3IBOjUBU U KOMIUIEMEHTapHH.

O0uuaj TyXema KeHa je CBaKaKO YCKO Be3aH 3a HUXOBY TPAIUIMOHAIHY
Moh y okBupy morpebHHx obuyaja. Ho Tykeme je U cTBapame, cmeapaiauimao,
ymjetHocT. (CTora je ramieme OBOI O0HMYaja Talleme jeqHE YMjeTHOCTH.) AKO
YMjETHOCT HacTaje KaJ OHO MTO ocjehamMo He MOKeMO M3Pa3HTH PAIOHAIHO, aKO
j€ YMjeTHOCT KpHK XHBOTa M ako je 001 (mim Heko apyro ocjehame) cymtuHa
YMjEeTHOCTH, OHJIA j& Ty>KOamuia yMjeTHOCT par excellence. Tyxunune cy HapoaHe
MjECHUKUIHE, KOMITO3UTOPH H IIjeBayH, alld U TUIYMIIH, CIEHCKH W3Bohaum. Boina
YMJETHOCT TYXEHa j& YMJETHOCT JKeHe, PoAHO crenuduana. Ho He Moxe cBaka
JKeHa OWTH TYXXWJIHUIIA; HEOMTXOHO je mocjepoBatu onpehene BepOanHe u My3udke
BjeIITHHE, 3HATH WX KOMOWHOBATH, W Tako cBOj W Tyhu 0on oOmmkoBath. OHa
KOPUCTH 3alUXy IIPENajoM YTBPhEHHX TEKCTyadHHX M MY3HUKHX (opmyrna, u
HeuspeuuBa ocjehama oOJMKyje y MUCIH, U7eje, CXBAaTJbUBE U ONMIJbUBE; OHA j€
3aHaT/IMja, CTBapajal, W3Bohau, HApOJHUW IjeCHUK, yMjeTHUK. Heke wuzBenoe
n3HeHal)yjy CHaroM © JhelOTOM H3pas3a, JAUPJHBHBOM MeTadopoM, CYNTHIHHM
01abMPOM PHjeUH, MEJIOIUjOM KOja YIIPKOC MOHOTOHHUJU OMaMJbyje, PEIIeTUTUBHUM
PUTMOM U HEOYCKHMBAHOM H3MjeHOM. Hekan craB Tujena JKeHE JOK TYXH caM
TOBOPH TOJIMKO TOTa; jelaj, y37ax, jeK, may3a, TOBOp Kpo3 cy3e, HeMoh Tujena u
IpXTaj Iiaca, epekar tupoHnIHe/ IO (DOHINYHE CTPYKTYPE TYKEHha Y AyeTy/TpyIH
— CBE Cy TO €JIEMCHTH Koje IIyMall KOpUCTH Ha mo3opHuim. Cama HaMm Besa
TyxxOanmune u (KJacM4He Tpyke) Tpare[uje II0CcTaje joll CXBaT/bUBHja H
npuponauja. OBaj KaHP TyXKEHha KapaKTepHIIe BHIIECTPyKa (BIYHIHOCT: TO je
¢dopma usmel)y roBopa u mjecMme, Koja moBe3yje Tpamunujom yrephene opmyie u
WHANBUIYaTHY BjEIITHHY, NPOIEC KOMIIOHOBama TEUE IapajielHO ca IMpPOIecOM
(jaBHOT, ceHCKOT) M3BOhema, THUTpa M3Mel)y CIOHTaHOT HM3pakaBamba MYIIEBHOT
0oJla ¥ TOKBUBOT M IMPOMHILBEHOT MMOETCKOT TKama BPHUjEIHOT IHBJHCHHA,
moBe3yje Oyjulle pa3InuuTHX ocjehama Koja ce cMjemyjy.

Tyxeme y ceOu aMOMBAaJCHTHO HOCH KOHCTPYKTHBHY H (camo)iec-
TpykTHBHY cHary. Ca cTBapalaykuM KOPECHOHAWpPa TEpareyTCKH acIeKT
HapHllamka, HO OCBPHUMO Ce€ MPBO Ha TaMHY cTpaHy. Tyxunuua je, Ouajyhu kpo3
HapHIlake y TUPEKTHOM KOHTAKTY ca cMphy, HeKa BpCTa Mellija — MOIYT BjeIITHIIC
Wwin mamana, cMatpa Angela Partridge. Ilo oBoj Teopuju, ocoda Koja oruiakyje
YIOKOjE€HOT C€ Hajla3d y jeJHOM Mpena3sHOM CTaJujyMy, Y TPAaHHYHOM CTamy IO
KOME je Yy TOKY HapHIlama u3osnioBaHa u3 apymrsa (Partridge 1980: 25-37). V Ttom
TPaH3UTHOM CTamy ,,pa3roBopa” ca IOKOJHUKOM TY)XKWIHIA ce camoroBpehyje:
gymame Koce, rpebame JHIa, ynapame TPyOu — 3ajeHHYKEe Cy OCOOCHOCTH Y
MHOTUM KyJTypaMa y KOjuMa je TyXeme 3abuiberkeHo. OBakaB TNpU30p Ha
mocMarpada CBaKakKO OCTaBJba CHA)KAH YTHUCAK W MCTHYE Ty LPTY TYXKIUIUIE Kao
Menuja u3Mehy KHMBHX M TIOKOJHUX: OHA je MEPUUIHPaHA KA0 HEYypPaBHOTEKEHA
ycaen Ooma, wak Jyga W omacHa 1o cebe u  gpyre. AMOHMBAJICHTHO U
KOHTPaOUKTOPHO, YIIPKOC TIIOBE3UBAKY TYKEHa ca JIyTWIoM, TyXOamuma je
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cxpaheHa (HapoyuTO O] CTpaHe caMHX »J>K€Ha KoOje Ty»Ke) He caMo Kao
HEKOHTPOJIMCAHN €MOTHBHU HCIal, Beh W Kao cpeacTBO KOjUM C€ M3pa3UTO TEIIKe
eMOoIlje KaHAJIUINy, BEHTWI Ka KOME ce OHE YCMjepaBajy, YMMe ce YIPaBo
n30jerasajy Jiyauio u (camo)aecTpyKTUBHOCT. OBaj KaTap3UYHU, KOHCTPYKTUBHH U
mepaneymcky nomeHyujan TyXKema BeoMa je BakaH W OJIM3aK TPaHUYHOM,
JeMapKallMOHOM aCIEKTy Ty>KOalHIle Kao MOcTa m3Mel)y >KMBHX M MPTBHX. JKeHe
Ce CIIaXKy JIa je TYKCHe jellHa YHyTpallbha moTpeda, IPyIITBEHO PUXBATbHBUja U
3apaBHja (M IO OXkaomheHy XKeHy U M0 OXKaNoIIheH! CKYIT) 0J1 HEKOHTPOJIMCAHOT
Irada, BpHCKa W jerama. TyxkOamura je usrpaljeH, apTHKyJIHCaH, €MOTHBHO
(dopmymucan oaroeop Ha cMpt. Kako npumjehyje Jlama CreBanoBuh, TyxOanuia
(YHKIMOHUIIIE HA TICHXOJIONIKOM HHBOY, Y CMHCIY JHPEKTHOI Cyo4aBama ca
ryouTkoM (y TOKY jellHe oOpelHe paame Koja je, Kao U YUTaB 00pel, BPEMEHCKH
OTpaHMYeHa), 1 Ha KOMYHHKAIIjCKOM HUBOY, Y CMHCIY IIOJjele TyTe ca APYruMa
(Stevanovi¢ 2009, 150—-151). XKene ce yak mel)ycoOHO 0oxpabpyjy Aa — yMjecTo jaa
caMo Turady — myoice: Ja TIOJUjelie CBOjy MPUYy W 0O, Jia OMyCTe ApyruMa Jia y
IbUXOBOj JKAJIOCTH yUYECTBY]Y (’KMBUM, NPUCYTHHM, ald M MPTBUM, IIOMEHYTHM).
Kpo3 oBo amjespemhe OHE ce MOCTENEHO CMUPYjy, paHe ce 3aljjesbyjy, ¥ OHO IITO je
MOYeNI0 Ka0 HEeKOHTPOJIMCAHU TUIay 3aBplliaBa ce€ Kao CTPYKTypHCaHa TyxKOanuila,
KaTKkax mamhena, 3amicuBaHa W CHUMaHa. TepaneyTCKu acleKT OJHOCH Ce HE CaMo
Ha camor u3Bohaua, Beh M Ha IUjey MOKOjHUKOBY MOPOAUILY, U IIHPE — HA YHUTAB
CKyI KOjU c€ O] TOKOjHOT ompaiurta. Takole, MOKOjHUKOBY TMOPOAUILY CMHpPYje
Ca3Hame Ja j¢ ’BUXOB OMMKKU ncnpaheH BaJbaHO; Y MHOTHM KYJITypaMa CMaTpaHO
je Hecpehowm otuhu ,,Heorakan".

[ITa TO TOHOCH CMHPEHE OKOJHUKOBO] MOPOIMIIM, 0XKaJOMINEHOM CKYITy
W — Impe — 9nuTaBoj 3ajeqaunn? TyxO0anuioM ce, nakie, TOKOjHH BaJbaHo Hucrpaha,
amn W He 3abopamBiba. Hamme, meroBom cMmphy mnpekuma ce yoOWYajeHH TOK
MIPUBAaTHOT M JPYIITBCHOT JXHBOTA, TE j€ HEOMXOJHA pecTaypaldja TOT TOKa,
namheme, ypesuBame y cjehame, na Ou ce BacmoctaBuo (MuHyJoM cMphy 1o
TeMeJba y3IpMaH) WHIWBHAYAHM W KOJCKTHBHU ocjefiaj mpajarba, HEOCTIOPHO
CYIITHHCKH 32 YOBjeKa U YOBjeuaHCTBO. Kako Tyxmiuie 4yBajy CBOje yMpIe Of
3abopasa? [loxBasoM (QU3MYKHMX M NMCHUXUUYKUX OJIMKA YMpJIOT, CBHMa IO3HAaTHM
Cenn(pUYHAM >KUBOTHHUM TIPIJIMKAMa MOKOJHHKA, ¥ HAapOYNTO TOMHIJIAkEM
BJIIACTUTUX UMCEHA. [IpBO, OCUM IOKOJHUKOBOT UMEHA, Ty Cy JINYHA MMEHA JKUBHX
KOjU OCTajy Ja TYryjy W JUYHAa MMEHAa OHHMX KOju he ympror modyekatd Ha OHOM
CBHUjETy: HAjONMKM YIAHOBH TOPOJMIIC, KyYMOBH W OJINCKH TIpUjaTe€JbH, a aKo
TY>XWJIHIA HUje OJMCKa TIOKOjHUKOBA pohaka, oHa hie MoMeHyTH U ,,TO3IPaBUTH " H
CBOj€ IIOKOjHE OMMXKmbe. 3aTHM, Ty cy reorpadcka UMEeHa KapaKTepUCTUYHA U YCKO
BE3aHa 3a MOKOjHHKA W FHETOBY 3ajeJHUIly: MMEHa HE caMO Haceshba y KOojuMa je
poben, *xkuBHO U yMpo, Beh W IUTaHUHE, pHjeKe, IyTa KOJHM je OOMYHO XOIHMO HITU
IpBETa MOJ KOjUM CE€ BOJIMO OOMOpUTH. Tako ce cTBapa jeHa BPJO IeTaJbHA U
HETIOHOBJbMBA JIPYIITBEHa W Tomorpadcka pesbedHa Mmama momohy koje ce
HEYXBaTJbHBA, HEONHIUBHBA, HECUTYpHA €r3HCTEHIHja YMPJIOT CTaBJba y OKBHpE
KOHKpeTHOT okpyxkema xuBux (Holst-Warhaft 1995, 36). Takohe, kopuurhemem u
NOHABJPAKEM BIIACTUTUX HMEHa, >KeHa-CTBapajial] IepCOHAIU3Yje YOIIIITEHe,
KOHBEHIIMOHANHE, (popMyIandHe m3pase, MpeTBapa UX y HEITO JMYHO, MOceOHO,
JjEANHCTBEHO M HETTOHOBJBHBO.
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BpaTtumo ce Ha yacak OHOj TaMHO] cTpaHu TyxOanuue. Cmphy apare ocobe
W3a3BaH je, 3HaMo, jeJ]laH KOMIUIEKC eMOIIja, y KOjeM IMopea Tyre IMpeoByiajaBa u
JbyTHa. CMPT je MPOoy3pOoKOBalI0 HEIMTO WM HeKo (y APYroM ciydajy cpuba je Beh
TpaHCIapeHTHa), a OHa MaK MPOy3pOKyje He caMo cy3e, Beh u ropumnny, oujec, Te
KeJby 3a 0Ma3 oM, MoryhoM WM He. Y3pOYHHUK CMPTH HHUje YBHjEK OUUIIIE/IaH, HO
u3rieqa Ja YBHjEK IIOCTOjU MOTpeba 3a Ha3HadaBamkeM KOHKPETHOT KpHUBIA.
YKOMMKO je CMpPT HacTymwia ycien OonecTH Wiu Hecpehe, KpuBLEM ce MOXe
HazBatu bor mnn CynOuwHa; yKOIMKO je Mak CMPT M3a3Bao (MOCPEIHO WIIM jOII
IUPEKTHO) YOBjeK, Taga ra TyxOaluia HEW30CTaBHO NOMUIGE, NMPOKIHEE, U
HEPHUjeTKO TPUCYTHE MYyIIKe pohake moxacthmde Ha oamasznmy. Jajyhu omymax
CIIEKTpy BeoMa CHaxHHX ocjehama, Tyxxbanuie ce 6p30 U J1ako TpaHCHOPMHUIILY U3
TjecMe JKaIOCTH Y OCBETHHUKE ITjecMe, TjecMe Koje TTO3MBajy Ha OCBETY WIIH j€ Yak,
U3BpILICHY, OMUCYjy. YecTo ce nakje y UCTOM HapaTUBYy cMjemyjy U mperuinjehy
Tyra ¥ THHUjeB, 007 300T TyOUTKa W TIO3MB Ha OCBETY, W jaCHa ce TrpaHula u3Mmelhy
oBux ocjehama ryou. OBaj ocgemmuuuxku acnekm je y He TaKO JABHO] MPOILIOCTH
0o KapakTepucTHuaH 3a oHe KpajeBe (I'puka, Anbanuja, Cununuja, Lpua [opa,
XepieroprHa UT.) Y KOjuMa je 3aayro OMo KUB CTpallHd o0u4aj KpBHE ocBeTe. 1
Ty ce cycpehemo ca jenHom koHTpamukTopHouthy, cyrepumie Holst-Warhaft (Holst-
Warhaft 1995, 73-4), koja y ceOM cagpXd W OCBETHHYKH M TEPaNeyTCKH
MOTEHIIKjaN TyXema. TyxkOamuia Koja mo3uBa Ha OAMa3qy HECyMIbHBO HCIIOJbaBa
0011 ma Ou ce oH TpaHchopmMucao y OHjec U y3ajaMHO HACUJbE; OHA MOPUYE CBAKH
AYTOPHUTET KOjU je HEMOCPEAHO YTHIIA0 HA CBPIIETAK jeTHOT KUBOTA (HIIP. OPXKABY
WJIM BIIaJapa KOjU je MOKOJHOT M0CIa0 Y BOjCKY, WM Yak bora Koju je *HUBOT y3€0).
Ca npyre ctpane, yrpahuBame Oona y mjecMy je camo Mo cebu u3zbanuBame,
WCTIOJbaBake TaTHke, ociiobahame on me, cpeljuBame EMOTUBHUX yTHCAkKa,
KOHTpOJIHCame UCeTHX. Kpo3 mjecMy Ty KIIHIEe TUjeln ce OO0 U BeroBO TEXKHIITE
ce mpebaiyje ca HMHAMBHIAYE Ha KOJEKTHUB. Mokia ce O3Ha4yaBameM KpHBIA
TeXUINTE Tpedarryje ca 6omm 300r TyOUTKa Ha OWjec ycMjepeH IpOTHB BUHOBHUKA
rybutka: 001 ymumyje, pacumna ce, ycryna npen IpyruMm ocjehamem. Y o6a oBa
cllyuyaja, MHTUMHA, IIPUBATHA NaTHA W3J1a31 U3 je[HE IyIe Y jaBHOCT, Y 3ajeAHUILY,
Hala3W yTjexy WM y TpoJIMBaky Cy3a ca OHMMa KOju caocjehajy wiu y
(hoKycHpamy Ha OHOTa KO je CMPT H3a3Bao.

AHTMYKa rpyka Tpaguumja: Tyxk6anuua Kkao AMo NOCMpPTHOr obpena

Pujeunma EpBuna Pojea, ,,lipBa 00aBe3a )KUBUX Y OJHOCY Ha IMOKOJHE jeCTe
Ja Ha yoOudvajeH HaumH caxpane Teno™ (Pome 1991, 136). [lorpebuu obpen u
JIaAMEHTallja y OKBUPY oOpeaa Owim cy ,,nipuBuierdja MptBux‘. TyxOamumna kao
JIMO aHTHYKOT TPUKOT 00pea Huje, nakie, Onia TeK CIIOHTaHHW M3JIUB Tyre (Maja je,
Oyayhu ma ce pamgu O jeJHOM OJ Yy JbYICKOM JKHBOTY OaswuHHX pgorahaja u
ocjehama, Mopano OWTH W CIOHTAaHOCTH), Beh jemaH BaxaH M TaXJHHBO
MPOMHIIUBEH EIEMEHT NOrpeOHOr pUTYyaa.

4 KiterBa je, umak, IpBEHCTBEHO Opy’Kje 0GeCTpaBIbeHNX U Hejaknx... OTy/a ce u Bepyje maa bor
Jyje KJIETBY yJOBHIE, CHPOUaIH U HEjaKuX, n3a3Bany Henpasaom.” Banosuh 2009, 15.
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Yum Om ce mporec y TOKy Kora Aylla HAIymTa THjeNo (WYuyoppoyELv)
3aBpIINMO, THjeT0 OM GUIO MpUIpeMaHo 3a Oaeme (Tpoddecic):’ Hajommku pohak je
IOKOJHHUKY CKJIalla0 OYM M 3aTBapao ycTa, a )KEHE W3 MOPOJHIE Cy ITOKOJHUKOBO
THjeJIO Kymayie, 00Jlauniie M yKpamapaie JUimheM U BHjEHIIMMa OMJbaka 3a Koje ce
BjepoOBajo J1a MOcCjeayjy aloTpOIEjCKy CHAry W Tjepajy 3je AyXOBe; Ha BpaTuMa je
CTajala 4YMHHja ca BOAOM JOHMJETOM CIIOJbA, KOja je CIYKHJIa 3a PHTYaTHO
yuimheme CBera IMITO je JONUIO Yy JOAWUP ca cMphy — HapOYMTO XKeHa W KyhHUX
o0jexara. Hakon Onema (duje je Tpajambe Bapupajo, ajl ce 0l KIacCH4HOTr 100a Ha
O0BaMO ycTalwio), obuyHo Tpeher naHa ofap:kaBaH je morped ca MOCMPTHOM
nporecujoM (éxeopd). O oapeheruM manmma Ha TPOO Cy ce HOCHIE MOHYIE
(évayiopota), yBujek mpalieHe MOJMTBOM: MPBO MpaMeH Koce (Kao pars pro toto,
JIaKJIe — YMJeCTO JbYJACKE KPTBE), 3aTHM JIMOAlMje BHHA, yJba, MIIMjeKa, Meaa Ta
MUPHUCH, 3a9MHH, IPBO Bohe, MECO KUBOTHILE 3aKJIaHE Ha TPoOy (Tako Ja KpB HIe
JUPEKTHO Yy 3€MJbY M MPTBUMA), a ocuM nuha u xpaHe — ¢pyie, aupe, ceujehe u
namrie. OBe KpTBE Ha TPoOy Cy, HaUMe, UMalle JiBa BakHa u Mel)ycoOHO moBe3aHa
acmiekTa: jemaH je morpeba Ja ce MOHyJamMa MpPTBH 3a70BOJbe Ja He Ow,
pasroponaljeHn 300T HeMOIITOBaWka, HAYAWIMN KUBUMA, a IPYTH je moTtpeda na ce
3eMJBbH, KOja JKMBOT llaje M Yy KOjy ce XMBOT Bpaha, 3a map XHBOTa y3BpaTH
noHyaaMa (y Bohy, 3pHeBJbYy, IBHjehy, anu W KpBH) W Tako 00e30Wjean aajba
CBEOMINTA IUIOAHOCT. Y3 HEONXOJHO PUTYaHO YUINhere, Ha Kpajy Ou yciHjeauo
putyanHu o0jex (kKoBédpo, mepideimvov), Koju OM Ha OTHHUINTY  ITO/IH]CIHIN
MOKOJHUKOBU HajOmmwku. O mocMpHOM o0pemy y crapoj I'pukoj mocjemyjemo
JeTaJbHa 3Hama 3axBajbyjyhu OCIMKAaHO] aTM4YKOj M aTHHCKO] rpHuapuju (Poze
1991, 136-143; Alexiou 2002, 4-15; Burkert 2007, 67-76, Stevanovi¢ 2009, 91—
114).

TyxOanuua je ¢opManHO NOYMIbalIa 3a BpUjeMe H3Jaramba THjena
(npdbeoig); Pome vak kaxe aa je Uusb M3Jarama THjena Ja ce 06e30ujeau mpocTop
3a TyxOamuny (Pome 1991, 138). Oxo oxmpa cy crajaie pohake ca TJIaBHOM
TY)XKWIHIIOM Ha 4eny (MajkoM, KEHOM, CEeCTpOM WM hepkom), koja O objema
pykama oOyxBaTana OKOjHUKOBY IJIaBy, JOK O ocTane polhake mpedanuBaie cBojy
JIECHY PYKY IpPEKO YMpIor, 4ecto ce camomnoBpelyjyhu (yoOudvajeHo je Owiio
ymapame y TpydH, TNIaBy, dymame Koce). Hekanm cy Ha apyroj crpanHum Owmie
rpynucaHe ocraine >eHe, He-pohake (Mmoryhe u mnpodecroHamHe HapHKaue).
TyxarpKy Cy OpaTiid 3amujeBaibe, Jienek W 3ByK dpyne (avAOC), Te je cueHa
Mopasa JHYATH Ha HEKYy BPCTY Iuieca. 3a BpHjeMe morpebHe MOBOpKe (€kQopd),
HApemHOT CTyNa IIOCMPTHOT pHTyana, JaMCeHTalMja HHje IOIpa3yMHjeBaa
mjecMy-Tyx0anuiry, Beh je Owia y Mame apTHKy/IHcaHo] (GOPMHU jaIlKOBama H
makama. [ToHyzae Ha rpody (évayiopoto) Hucy npuHomene hytke, Beh y3 Tyxeme.
Kena 6u npunasuna rpody (nmpahena MylkapieM Ha KOBbY WM HOpEN KOmba),
MPUHOCHJIA CBOjE€ JapoBEe M 3amouumbaia TyxOamuiy, crtojehm wmm kimedehw,

>V panmjem, apxajckoM IEpHOLY, 0Baj Mo 06peaa je Gro jaBan i oxurpasao ce Bax kyhe. Hakon
pecTpukTHUBHUX 3akoHa y VI m V Bujeky np. Xp. Oneme ce onpkaBaiio y Kyhu wim y ckiommy
kyhe, y 1BopuiuTy.
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npyxajyhu aecHy pyky, a jujeBoM uymnajyhu (y TOKy TyKema OTKPHUBEHY) KOCY.
Tyxeme Ha TpoOy je OMO MHTUMHHUJU ¥ BUIIIE IMOPOAWYAH JUO oOpena oJl jaBHOT
TY)Xeha 32 BpHjeMe H3Jlarama MmokojHuka. TyxOaimia Ha rpo0y je Onima CHaKHHja
U ca BUIIE MacHje — He CaMo M3 OBOT Pa3Jiora YUCTOT MHjeTeTa U Tyre, Hero u 300r
BeHe TyO0oKo puTyanHe npupoje, cmarpa Alexiou (Alexiou 2002, 8): na O6u nonyze
Owmiie ycrjemHe W IyX MOKOjHHKA 3aJI0BOJbaH, MOPA0 CE€ OIUIAKWBATH y3 CTpacHe
n3pase 0oma, MOBUKE U MOKpeTe. Basba omeT mMaTtu Ha yMy Ja Cy PeCTPUKTHBHU
3akoHU (ColoHOB y ATHHHU 1 ocTanu 3akoHu VI u V BHjeka mp. Xp.) MHOTOCTPYKO
YCIHjeBaIM J1a OrpaHWde MOCTOojehy MOMIIE3HOCT W HEYMjEpPEHOCT Be3aHy 3a KYJIT
MpPTBHUX; TAaKO Cy IpaBo ydelrha y puTyaixy TOKOM U3Jarama U MorpedHe MpoLecHje
uMaie camo Hajonmke pohake (Mjepa Koja 3a MyIIKaple MaK HUje BaXuia),
Cy30HWjaHu Cy CHOXHH H3pa3u 0oa (rpedame JIMIa U yaapame 1Mo MPCUMa U TJIaBH ),
HIMpelke TYKOaIWIe Ha ApPYyre IMOKOJHUKE, CYBHUILIE PACKOIIHE IOBOPKE M CIL
(Alexiou 2002, 4-15; Stevanovi¢c 2009, 91-114; Pome 1991, 136-143).
3aKOHO/IAaBCTBO je, JaKie, OWI0 YCMjepeHO MPOTHB JKESHCKOT Iilaca M riiaca HbeHOT
Oosa: rymehu mbeH riac y IpuIdLy y K0joj je jeAMHO MOrao OUTH caciyllaH, TaMo
I7ije ce jelMHO MOrao 4yTH, Ha MjecTy Koje >KeHH TPaJULIHOHAIHO MPUIIAJa, IOINC
— JIp>KaBa MyIIKapana — CKIamao je )KEeHy U3 jaBHOT POCTopa.

TepmuHonoruja: yéog n 6prvog

OcBpHUMO ce KpaTKO Ha TepMI/IHOHOFI/ij7 U Ha JUCTHHKIHUjE HA KOje HaM
OHa ykasyje. /[IBa TepMHHA O3Ha4yaBajy CTaporpuky Ty;kOamuiy — yoog u Oprvog.
TepmuH 760G ce MPBOOUTHO OJHOCH Ha OHY TYXOaJHIly KOjy U3BOJIHU KEHA U3 yKe
MTOKOJHUKOBE IMOPOJMIIC W BWIIE je MMIIPOBH3alMja HWHCIHpHCaHa 0O0JIOM ycien
ryoutka. buna je nuuHHja, IpUCHUja, CIOHTaHA, BUIIIC TOBOPEHA HETO IjeBaHa, Te
je mpeTeHoBaia Jia ce pa3BHje y HapaTuB MpHje HEro y My3uuKky ¢opmy. Ca npyre
cTpaHe, TepMHHOM Oprjvog ce o3HauaBa TykOanMua Kojy IjeBajy He-pobake,
npodecuoHanHe HapuKade, maheHe wim HaTjepaHe cTpaHkumbe. OBa TyKOamuIa je
OWiIa mpuIpeMIbeHa U TUTAHCKH JUPJbUBa, KOMIOHOBaHA ca My3HYKOM IIPaTHOM, TE
j€ y ’0j My3U4KH eJIeMEeHT OM0 TOMHUHAHTaH.

® Jlaza CreBanosuh npumjehyje na yak u mamac, Meljy aTeHCTHMA ¥ JbyIHMAa CACBEM yIa/beHUM
Ol TPaAMIMOHATHHUX o0pena M BjepoBama, MOCTOJU HM3PAXKEHO (CTPaxo)IOIITOBAKE MpeMa
MpPTBHMa, M y BE3H ca THM O0M4Yaj /1a ce O MOKOjHMMa HUKaJA He roBopu jomre. OHa oBaj 00nvaj
cMaTpa OCTaTKOM HEKaJalllker CTpaxa OJ MPTBUX, U — jOII Jajbe — HAEJOM O PELHIIPOYHO]
OEHEBOJICHTHOCTH (aKO O MPTBHUMA TOBOPUMO 100po, oHH he Ham OuTn HakiIomeHH) (Stevanovié
2009, 56). Y ToMm ciy4ajy, do ut des IpUHINI Ha HEKX HAYUH jOII YBHjEK BaXH.

7 O Goraroj cprcKoj TEPMHHONOTH)H 3a Ty:KGATHIY M KeHy Koja Tyxu Bian y PKT 1985, mox
myorcoanuya u Hapuxada, kao u [lomosuh 2007, mox myscbanuya. Y 0oBOM pagy HHCAM IHCAA O
CPIICKO] TYXOalNWId W CPIICKOM NOTrpeOHOM oOpeny, ald caM y HEroBOj H3pad CBAaKaKO
KOPHCTHJIA JparolijeHy ¥ HHCIHPaTHBaHY JHTEpaTtypy U HpuKylubeHe TyxoOamuue ([laynuh
1929; Kapaguh 1957, 144-197; Henanosuh 1997, 117-132; Bypuh 1940, Jbyourna 1988, 174—
185; 3eueBuh 1982, 381-397; PKT 1985, nmon myacbanuya, Hapuxaua) Kao 1 MaTepujai Koju cam
cama caumana y Lproj Topu (Tyxema 1 pa3roBope ca TyKUJIHIAMa).
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HaBenena muCTHHKIMja Ce OZHOCH HAa NPETKIACHYHU NEPUOM, U OHA je
BpPEMEHOM jemaBana, Aa OM y KIACHYHOM IIEPHONY M Halajbe TEePMHHH YOOG U
Opnvog O6mim yrmaBHoM KopumheHH paBHONpaBHO, kao cuHoHuMMH. Ho naBHa
JUCTHHKIIMja Ha JBa BHJAa JIAMCHTAIMje YKa3yje Ha IMOPHjEeKI0 TyXKema Yy
aHTU(OHOM IIjeBamy JBHje rpyIe jK€Ha U Ha AUXOTOMH]y polake: He-pohake miu
pobake : cTpaHku®be. [[BUje rpyne cy TyXuie Hau3MjeHH4Ho y cTpodama (ctpody
j€ Kao coyicTa MOTJia IjeBaTH je/IHa )KEeHA), a CBaKy cTpody je mpaTtuo pedpeH Koju
CY YHHUCOHO ITj€BaJIe CBE TYKIIHIIE.

Koppég, Tparnyka tyx6anuua

U ynpaBo oBe crape ejgeMeHTe — aHTU()OHH KapakTep, AUjajJomKy GopMmy u
yJIOTY COJHCTE, Ka0 ¥ NMPBOOMTHO pa3IM4MTEe BHJOBE OIUIAKHMBam-a — Tparequja he
OXKMBJETH, HarjJacUTH W pa3BUjaTH y AMjely JpaMe KOju ce Ha3uBa KOUUOC.
Koppdc je npBoOMTHO TEPMUH 3a TyKeHe npaheHo AUBJBUM MOKpPETUMA U MOBE3aH
je ca asmjckoM ekcTaTW4yHouhy W TpeTjepuBameM. To je, nakie, jemHa BpJIO
OpamaTHdHA BpCTa pHTyalHE TYyXOaiWie, ¥ CH JUTCPapHH INPSKUTAK U
azanranyja je Kopuog y Tpareauju, raje y AujajaoumKoj GopMu TyKe XOp U IIymall
Wi BUllle HUX. PasMarpajyhu KBaHTHTAaTHUBHE JjefioBe Tparenuje, ApUCTOTeN 3a
KOMOC Kaxe:

KOUHOG 8¢ Bp1vog KovOg }0pov Haj3an, xoMoc je 3ajeqHMYKa IecMa
TyXaJbKa y K0jOj Y4ECTBYjYy XOp U JHIE
Ha MO30pHHUIIH.

Kal &ATO GKNVIG.

Komoc ce morao paseuth, cmarpa Alexiou (Alexiou 2002, 12-14, 102—
103), kao ampamcka ¢opma puTyanHe aHTH(POHE TyxKOamule y Kojoj, ca jemaHe
CTpaHe, XOPCKH TYKH Tpyla >XeHa He-pohaka, a ca Ipyre — coJ0 M HapaTHBHO
(npunoBjenadku) TyKu jeqHa ocoda, xkeHa u3 nopoauue. Mako Tparenuja npunaaa
KIbIDKEBHO] TPAIMIHUjH, MOXKE CE CMaTpaTu BjepPOJOCTOJHUM H3BOPOM 32 aHTHUUKY
IPUKy CBaKOTHEBHY DPHUTYaJIHy Ipakcy, Ia Tako W TyxOamuie y TpareaujaMa
y3UMaMO Kao BjepOAOCTOjaH U3BOP O TYXKEHY Yy CBAKOJHEBHOM JKUBOTY Y aHTUYKO]
I'puxoj. ~ Komoc, makme, mocMarpaMo Kao PUTYalHY, a HE Kao YCKO JIUTEpPapHy
TyXOaHILy.

[IperxomHO pa3MaTpaHM acleKT TyXOaiWie, HEeHy TepaneyTcky Moh,
noMenyhe jyHaum Bumie Tpareawja. Cyse, Bamaju u pujeun ymyheHe nparom
MOKOJHUKY OMBajy 3a HUX YroJHa CiIy>k0a, CIIacT, 3aJ0BOJHCTBO, IjeCcMa Jpara u

¥ Koz XoMepa je oBaj, HHaue BJIO BaxaH, aHTH(OHHU eIeMEHT OIICKYpaH, a i pe(ypeH je CBeJIeH U
Bunre Gopmanas. Y apxajckoM MepHoy JHpHYApH Cy KOPUCTHIIM U Pa3BHjald HAPOUIUTO OPTIvog
H TO HayIITpO CONUCTE U TUjajiora.

° Apucroten, O necnuuxoj ymemuocmu, 1452b. Ipukn teket Aristotle 1996, mpeBoa Ha cpricku
Apucroren 1982, 53.

' Aprymentartujy 3a oBo cramoBumiTe BHAM y Loraux 1998 u dpejnendepr 1987.
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HeonxogHa. Opect y EcxuioBoj tpareauju JKpmea na epody Ha3uBa OIIAKUBAE
NOKOjHUKa Clauhy npasom:

‘Opéog Opect

JagukoBka guuHa
Jemnaxo je cnanrhy mpaBom
3a Arpuze, npehe name. !

xéprreg 6 Opoimg
KEKANVTOL YOOG EVKAET)G
npocbodduolc Atpeidaic.

Y Eypununooj Exexmpu, oBa xeponHa camy cebe 00JpH Na TYXH U TOACTHYEC
CBOje cy3e, Hanazehu y muma T?50w1' — 3aJI0BOJHCTBO, APArocT:
"Hiéktpo Enextpa

Xajze, Tuiad mpoOyu cTapH,

{01 1OV aTOV EyElpe YOOV, .
Pa36ymu aparoct — rpo3HUX Cy3a TOK!

Avaye TOAOSAKPLY ABOVEY.

3a xop y Eypunmunosum Tpojanxama Tyxeme je ciamko yIBeJbeHUIMA!
Xopog 360poBoha

g 1130 ddxpuo Tolg Kakwg mempoydot  OX, CIaTKe I Cy Cy3e CTBOpY

Op1vov T’ ddvppol povcd 0 1) Aomag HECPETHOM . .
Exet [Ta jayk, nenex, mjecma — jeka
’ 1
Jkanoctu!

Jynakuma ucte npame, TpojaHCKa Kpasbuia Xekaba, y MHOTOCTPYKO] MajuHHCKO]
Ty3d W He3aMHCIUBO] Hecpehu Bamm 3a TyKEHEeM Kao 3a yOakaBameM CBOjUX
00JI0Ba, T1a U TjEIECHUX, U TYKOAIHILy Ha3uBa (oDo0., NaKie — IMJECMOM U MY3HKOM
3a OHe TIOIyT e yHecpehere:

‘Exapn Xeka0a

Ao riaBe mu! Ao cIbEmoyHUIla MOjUX
n OokxoBa! Kako Me >xelba OKpEHYT,
IIpespuytn mnehu cBoje u  KpceTa
Ha jemny u nmpyry Tjena mm cTpany!
€lg ApPOTEPOVG TOTYOVG, pEréwv Ha cy3e, Ha Kykame YBHjeK caM
ETL TOUG alel dakpO®V EAEYOUC,. crpemHa!

To mjecma je HecpeTHHLIMMA OUjeTHUM

oipot keang, oipot KpOTAPWY
mAevpav 0’, g pot mdhog eihi&an
Kol 810800Vl VOTOV AKovOGy T’

" Ecxun, JKpmea na 2poby: 320-322. I'puxu Teket Aeschylus 1926, mpeog Ha cprickn Ecxmn
1990, 85.

"2 Eypunun, Enexmpa: 125-126. Ipuku texcr Euripides 1913a, mpesox Ha cprckn Eypumuz
1990a, 514.

B Eypurmn, Tpojanxe: 608—609. I'puku Texcr Euripides 1913b, npesox Ha cpricku Eypurmnx
1990, 485.
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14

puovco. 8¢ yatn Toig SueTAVOLS — O HEBOJBH TYXKHO, O€3 KOJIa TYXKHT.

ATOG KEAAOELY AYOPEHTOVC.

Cojom Jbynkomhy u aupJeuBomhy cam ce Hamehe jemaH moderak
TyxOamune y EypununoBoj Xerewu, y komMe Xop J03MBa CiaByja Ja My ce
MIPUAPYKH U IOMOTHE Y HApHUIIAky: CIaBYjeB HEXKHH I10j, TAHKH T7IaC ¥ OOJHH TOH
CTBapa AMBHY TyxkOanuiy. OBaj mjeBau Hal IjeBauMMa, CTAaHOBHHK Xpama My3a
(mokpoBHTEIBUIIA YMjETHOCTH, AAKIIE), HAJjBPCHUJU j€ Y cmeapary N useolersy
HapullaJbke — IMjecMe Koja YMUpyje paHe W TOAM AYIIH, ald W IjecMe Koja je
BjelITHHA U yMjeTHOCT. CTBapalayky U TEpareyTCKU aclekT Ty>KOailulle YBHjeK ce
JIOTTyHaBajy:

Xopog

o€ TOV EVOOAOLG UTIO deVOPOKOUOLG
povoeia Kat Odkovg €vi-

Covoav avapodow,

o€ tav aodotdtav Opvibo pekwdov
andova dakpvdecoay,

EMD @ S Eovbay

vevoov EdelMlopéva

360p

Can Tebe, mito y 6pcty, oMy
cjeHaTowm,

VY xpamy My3a, BIjeK ce THH]E3/THIIL,
3a3Bar hy,

IljeBaua Hax mjeBade —

Tebe, ntuhy, ciaByje Ty HHU, Tp’oIIe
CJIATKO.

Hobhu, u3 kspynuha cuBor mjecmy

u3BHjaj OOJHY,

Opiivov uot Govepyde. Mom mady apyr mu Gy !

3akrbyvak

Uysajyhu apxanyHe eeMEeHTEe pUTYalTHe TyXOallnIle, Tpuka Tpareadja aaje
M3y3€THO JparoijjeHa M BjepOJIOCTOjHA CBjEIOYAHCTBA O AHTHYKOM MOCMPTHOM
pHUTyalTy U O TOME Kako cy ce crapu I'pum 6opunu ca cMphy cBojux HajOMMKHX.
I'oBopu 0 yno3u xeHe y morpebHOM oOpemy, o Mohu koja joj je y ToM oOpeny
TPaIULIMOHAIHO TpUMagaja u Koja je 3aKOHMMa MHOTHX IOJIMCa KOHTPOJIHCAHA.
TyxOanuma je, ¥ OHIA KaJa MO3WBAa HA OCBETY, jeJlaH CTPYKTYpHUCAH OJArOBOP
3ajeHUIIC HA CMPT, a 3aTHM M CTaB HCTE T€ 3ajefHUIlEe Ipema >XUBOTy. OBO
yrpahuBame natme y mjecMy yOliakaBa paHe W JKeHe Koja TYXH, H TOKOjHHKOBE
HOPOAHMIIE, TIa U IIMpe — YUTaBe 3ajefHHUNe. TyXeme MMa pa3InduTe aclekTe, a
Mel)y BakHHMjUMa ¥ HHTEPECAaHTHHjUMa je CTBapanadyko-tepaneyTtcku. OBo
CTBapaJalTBO NMPYKa YTjeXy, OHO OOJIHKYje OOJI.

" Mcro, 115-121. Tpuxu texcr Euripides 1913b, npesox na cpricku Eypurig 1990b, 480.

'S Bypumnz, Xenena: 1107-1113. Tpuku Texer Euripides 1913c, mpesox Ha cprckn Eypumua
1990c, 590.
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Shaping the Pain:
Ancient Greek Lament and Its Therapeutic Aspect*

In this paper, which is the first part of a wider research, I focus
on different aspects of ancient Greek lament. One of its most
important aspects is the therapeutic aspect: by verbalizing, re-
vealing the pain and by sharing it with others, the pain itself is ancient Greek
becoming more bearable both for the woman that laments and lament, woman,

for the bereaved family. Related to this therapeutic is the crea- creative-therapeutic
tive aspect of lament: the woman that mourns has to lament in

order to make it easier for herself and others; but while lament- ?istiz(l:t:/ggéeral
ing, she is creating something. In spite of this constructive, let _ "

us call it creative-therapeutic potential, the lament carries in Opnvog, ancwl}t
itself a different, rather dark and gloomy potential, if it calls | tragedy, Koppog
for vengeance, not reconciling with the fact of someone dear’s

death. Deeply rooted in funeral ritual, a lament respects certain

ritual rules, and yet it is a spontaneous expression of pain. Ex-

amining these mutually dependent aspects of lament, I will

turn attention to the position of lament in Greek rites and tra-

gedy, that summit Greek art and literature. Ritual lament with-

in ancient tragedy is, as always when it comes to Greek cul-

ture, an inexhaustible topic. Although tragedy belongs to lite-

rary tradition, it is a trustworthy source for ancient Greek ritual

practice; lament within tragedy is thus a ritual lament, and not

only a literary one. Characters of many tragedies will mention

the therapeutic aspect of lament, examined in this paper: they

consider tears, wails and words directed to the deceased as joy-

ful service, enjoyment, music, song precious and indispensa-

ble.

Key words:

This paper has its supplement, shaping the pain in few case
studies. Inspired by laments of Montenegrin women, those that
I have heard or read, I am re-reading Euripides’ Electra and
Electra by Danilo Ki$ (in which both Euripides’ drama and

* This paper is the result of project Interdisciplinary Research of Serbian Cultural and Linguistic
Heritage; Creation of Multimedial Internet Portal — The Lexicon of Serbian Culture. (No.
47016), granted by the Ministry of Education and Science of the Republic Serbia.
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Montenegrin folklore is reflected), I am watching the Michalis
Kakojannis’ movie Electra. Electra’s pain for loss, the one that
through despair leads to anger and vengefulness, is found writ-
ten or filmed: it is captured in work of art, but it emits folklore
and ritual characteristics. Her sorrowful dirge, hers and of so
many other women, is deeply rooted in funeral rites, and so,
although a spontaneous expression of grief, it obeys certain ri-
tual rules. One of the most important aspects of the lament is
its therapeutic aspect: by verbalizing, expressing, externalizing
pain and by sharing it with others, the pain itself becomes
more bearable both for woman that laments and for other be-
reaved. From that perspective I am re-reading one of the most
beautiful Serbian epic poems, The Death of Jugovi¢'s Mother,
which tells us about a mother that didn’t lament.

KéAlio éyw va poipotoyw
Topé vo. ph Ko va. mia."

I would rather lament
than eat or drink.

It has been lamented among the people of so many nations; after deities and
beloved humans; it has been mourned through the song in choir, in duet and alterna-
tion, or by one person, in most cases by a woman; the grief of the bereaved was
shown by a close female relative or by a professional female mourner followed by a
musical instrument, pipe for instance; in front of gathered people or in solitude; at
home, right after someone’s death, in funeral procession, on the grave (also later —
by a road, by a spring, in a shade...); spontaneously and on dates that label the
end/beginning of a certain cycle. The lament is a part of funeral rites and cult, there-
fore it is a song of ritual character. Nevertheless, it is a precious phenomenon of
folk literature. Vojislav Puri¢ properly says that lament is “the song of the whole
manhood” that binds “centuries and nations, and colorful piles of people, scattered
here and there” and these centuries and nations, observed through the practice of
lamentation “for a moment create a uniform parade, an entity, the humankind”
(Puri¢ 1940, 4). We can say without hesitation (moreover we should always bear it
in mind) that this “song of the whole manhood” is being written by women: be-
reaved mothers, sisters, daughters and wives; it is the women, who bring life, that
give a send-off to it while it leaves this world. “So many times a stone would shed a
tear, hearing how mournfully a mother cries over a son or a sister over a brother.”
(Karadzi¢ 1966, 834 under tuziti/to lament)

' From a modern Greek lament. — The Peloponnesian region Mani is well-known by laments and
vendettas up till our days. In this paper I didn’t have chance to engage in modern Greek lament,
which sheds light on the ancient one to a great extent (and vice versa). On this topic see abundant
literature: on Maniot laments Holst-Warhaft 1995. 75-98; on the continuum of the Greek lament
from ancient times till now Alexiou 200, on lament as a part of funeral rites in rural Greece
Danforth 1982.
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In various, especially in traditional patriarchal cultures, it is common for
laments to be performed by women as a part of important and detailed funeral ri-
tual. Both men and women, of course, mourn over the dead, but in different ways:
women tend to mourn longer, in public, louder, and “articulated” — through a la-
ment; it is performed, initiated and led by women that acquired skill in lamenting;’
they are recognizable and memorized in their community by this gift (each one) as
skilled lamentress, as her “teacher” calls one of the women I spoke with during this
research. They express their own pain and/or the pain of the bereaved family (and
the sorrow is not necessarily for the same deceased), they articulate this pain,
channeling it through a song that is an imaginary dialogue with deceased, a direct
speaking to him.

Lament and its Aspects:
Socio-Politic, Creative-Therapeutic and Revengeful

This dialogue with the dead reflects particular power that women possess in
the domain of death as well as potential danger for community, related to this pow-
er. Gail Holst-Warhaft sees this problem threefoldly. Firstly, a lament can be device
for stimulating vendetta, uncontrolled reciprocal violence (against which one
society established specific laws). Secondly, since it concentrates on grief and loss,
female lament may deny justification and value (sometimes even exclusivity) of
dying for a benefit of community, thus making it more difficult for authorities to
recruit and create a loyal, bold and plucky army. Finally, in patriarchal societies in
which woman has been constantly underestimated, apart from certain control over
life (as birth-givers and midwives), she had a certain control over death as well,
exactly through her significant role in funeral rites. (Holst-Warhaft 1995, 3) That is
why, let us concentrate on ancient Greece, from VI century BC onwards, in many
poleis including Solon’s Athens, laws forbidding excessive mourning were passed.
Many of these laws were very severe on female role and behaviour during funerals,
especially on female lament.’

Lamenting, therefore, is not simply a female answer to death: it emerges
from whole community’s relation towards death, and further towards life. Greek
tragedians understood it very well, using tradition in which women speak spoke di-
rectly to the dead, “raise them from their graves” and incite them to interact with
those alive. Of course that lament is intertwined with tragedy, the art preoccupied
with death: bloodshed, slaughter, sacrifice, vengeance... Gail Holst-Warhaft argues

2 In many regions familiar with performing laments, in some occasions professional mourners
were hired; for some compensation they would lament in public and certainly with a trained skill.

® That is why so many women in mourning had to deal with, shall we say, Antigone’s opponent.
This suppressing of female voice in classical Greece had an influence on creating and shaping two
genres: funeral oration and tragedy. These genres, developed in “male” Greek society, show up to
a point male perspective of female mourning, conflict between male and female intercourse with
death and the dead, and a gap between private and public funeral. With these topics is especially
occupied Nicole Loraux (Loraux 1984), as well as Gail Holst-Warhaft (Holst-Warhaft 1995, 98—
171) and Lada Stevanovi¢ (Stevanovic¢ 2009, 141-187).
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that tragedy is at least partly adaptation of traditionally female art of lamenting and
that we can sense it in language, in traces of music and dance, in the deeply ritual
(Holst-Warhaft 1995, 11). Elements of lament form an ineradicable substratum in-
side of another, urban, male art. Accordingly, in researching and attempting to un-
derstand the ancient Greek culture in which the mourning of dead had fundamental
importance for community, lament and tragedy are inseparable and complementary
phenomena.

Lamenting practice of women is by all means closely connected with their
traditional power in the context of funeral rites. However, lamenting is an act of
creating, a craft, and an art. (Therefore, fading of this tradition is fading of an art.)
If art emerges when we cannot rationally express what we feel, if art is the scream
of life and if pain (or another emotion) is the essence of art... than lament is art par
excellence. Lamentresses are folk poets, composers and singers, as well as actors,
scenic performers. Painful art of lament is female art, gender-specific. But not every
woman could be lamenter: it is necessary to possess certain verbal and musical
skills, to know how to combine them in order to shape one self’s (or others’) pain
into a work of art. She uses stock of textual and musical formulae established by
tradition, and shapes inexpressible feelings into thoughts, ideas, comprehensible
and tangible; she is a crafts(wo)man, creator, performer, folk poet, artist. Some per-
formances surprise us with vigorous, intensive and beautiful expression; with poig-
nant metaphor and subtle choice of words; with melody intoxicating in spite of its
monotony, repetitive rhythm and unexpected changes. Sometimes, simply the body
position of a woman while lamenting speaks for itself; sob, groan, moan, whimper,
sigh, pause, speech through tears, frailty of body and shiver of voice, the effect of
diphonic/polyphonic structure of lamenting in duet/group — these are all elements
that an actor utilizes on stage. Now, the close relation of lament and (classical
Greek) tragedy becomes more explicable, more clear and natural. This genre of la-
mentation is characterized by multiple fluidity: it is a form between speech and
song, it joins traditionally fixed formulae and individual skillfulness; process of
composing flows analogously with process of (public, scenic) performing. It oscil-
lates between spontaneous expressing one’s psychic pain on one side and carefully
deliberated poetic fabric worth admiring on the other. It unites rushes of different
feelings that interchange.

The lament ambiguously carries in itself constructive and (self-)destructive
power. With previously reviewed creative-artistic aspect another one corresponds —
the therapeutic aspect, but let us turn attention to the dark side first. The lamenter,
being in direct contact with death through the act of lamenting, is some kind of a
medium like witch or shaman, considers Angela Partridge. Based on this theory, a
person who laments deceased is in a transitional phase: during limitary stage, which
means during her lament, she is being isolated from her society (Partridge 1980,
25-37). In this transitional phase of “conversation” with the dead, a lamenter self-
mutilates: pulling the hair out, scratching her face, beating her chest — these are all
common characteristics in many culture where lament was practiced. This kind of
scene makes a strong impression on an observer and underlines this feature of a
woman that dirges as a medium between the living and the dead: she is perceived as
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unbalanced due to the pain, even crazy and dangerous towards herself and others.
Ambiguously and paradoxically, in spite of connecting lament with insanity, lament
is understood (especially by women who themselves lament) not only as an uncon-
trolled emotional outburst, but also as a device that helps channeling extremely dif-
ficult emotions. Directing these emotions to a vent that lament represents, one is ac-
tually avoiding madness and (self-)destructiveness. This cathartic, constructive, the-
rapeutic potential of lament is very important and it is close to the liminal aspect of
a lamenter as a demarcation mark/bridge from the world of the living to the world
of the dead and vice versa. All the women I spoke with agree on the claim that la-
menting is an inner need, socially more acceptable and healthier (both for a be-
reaved woman and for all gathered) than uncontrolled crying, shrieking and sob-
bing. Therefore, the lament is structured, articulated, emotionally formulated an-
swer to death. As Lada Stevanovi¢ notices, the lament functions on psychological
level, by means of direct confrontation with loss (during a ritual practice that is, as
well as a whole ritual, time-limited), and on communicational level, by means of
sharing one’s grief with others (Stevanovi¢ 2009, 150-151). Women even encour-
age one another to — instead of just crying — lament: to share their story and pain, to
let others (the living, the present, and also the dead, mentioned) participate in it.
Through this sharing, women gradually calm down, wounds begin to heal, and
something that started as impulsive, unrestrained cry ends up as a structured la-
ment... at times remembered, memorized, written down or recorded. Therapeutic
aspect refers not only to a performer, but also to the family of the deceased and
wider to the whole group of people that came to say goodbye. Also, it is comforting
for the family of the deceased to know that their beloved one has gone with a proper
send-off: in numerous cultures it was considered a great misfortune to go to the Un-
derworld “without being cried over”.

What is it that brings consolation to the family of a late man, to his kin and
wider to a whole community? A deceased is hence properly sent-off via lament, but
also not forgotten. Namely, by his/her death the usual course of private and social
life is interrupted and the restoration of that course is required; under restoration
goes remembering, recalling, engraving in memory, in order to reestablish individu-
al and collective sense of the permanent and ever-lasting, that are indisputably es-
sential to the Man and to the mankind. How do women lamenters keep save their
dead from oblivion? By praising physical and psychical distinctions of deceased, by
letting some specific life circumstances of deceased be known to everyone, and de-
liberately by massing proper names. Firstly, apart from the deceased’s name, those
are proper names of the living ones that are in mourning, and those of previously
deceased, those who will welcome the new-comer (close relatives and friends, and
if the lamenter doesn’t belong to the same family, she will mention and “say hello”
to her own family members that had passed away). Further, those are geographical
names, characteristic of the one that has died and of his community: not only the
names of the place where he was born, raised and where he died, but also the name
of a mountain, a river, of a path that he used to walk along or a tree that he liked to
rest under. Consequently, a very detailed and unique social and topographic map is
being created; a map due to which this elusive, evanescent, treacherous existence of
the deceased is put in frames of concrete surrounding of the living ones (Holst-
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Warhaft 1995, 36). Besides, by using and repeating proper names a woman-creator
transforms general conventional formulaic expressions into something personal,
distinct, unique and inimitable.

Let us turn for a moment to that dark side. Death of someone beloved, as
we know, provokes a complex of emotions in which, apart from sorrow, anger pre-
vails. Death is caused by something or someone (in the other case, anger is more
transparent) and death itself causes tears, bitterness, rage... a desire for vengeance,
possible or not. The cause of death is not always obvious, but it seems that there is
always a need for a concrete blame. If death appeared after a disease or some mis-
fortune, God or Fate could be blamed as a cause. If death was caused by a human
being (indirectly or even directly), then the funeral dirge mentions this person,
without fail and exception, cursing4 him and often encouraging present male rela-
tives to take revenge. Giving vent to a spectrum of fierce emotions, laments can
quickly and easily transform from sorrowful to vengeful songs, songs that call for
vengeance or even describe already preformed one. Accordingly, in the same narra-
tive sorrow and anger, pain of loss and call for revenge often interchange and in-
tertwine, and distinct limit between these feelings fades away. This vengeful aspect
in not so distant past was characteristic of those areas (Greece, Albania, Sicilia,
Montenegro, Herzegovina...) in which a horrific tradition of vendetta was alive for
a long time. That is where we meet another contradiction, suggests Holst-Warhaft
(Holst-Warhaft 1995, 73—4), which contains the mentioned destructive and thera-
peutic potentials of lamenting. The lament that calls for revenge unquestionably ex-
ternalizes pain which is to be transformed into rage and reciprocal violence; it de-
nies any authority that directly caused the end of life (a state or a sovereign that sent
a deceased to the army, or even God that took someone’s life). On the other hand,
building the pain into a mourning song is already letting out one’s pain, externaliz-
ing one’s sufferings, releasing from them, organizing emotional impressions, and
controlling them. Through a lament, the pain is being shared, and its centre of gravi-
ty shifts from individual to collective; furthermore, stigmatizing the one that caused
death shifts focus from pain of loss to rage directed to the culprit; the pain passes
away, scatters, withdrawing in front of another feeling. In both cases the intimate,
private suffering breaks out from one single soul to public, to community, and it
finds solace either in shedding tears with those who empathize, or in focusing on
the culprit.

Ancient Greek Tradition: Lament as a Part of Ritual

As Erwin Rhode says, “the first obligation of the living concerning the
dead is to bury the body in an accustomed way” (Rhode 1991, 136). Funeral rites
and lamentation in its frame were “privileges of the dead”. Namely, the lament as a
part of the ancient Greek ritual wasn’t just a spontaneous outpouring of grief (al-
though there had to be some spontaneity, since it was all about one of the basic feel-

* «“Curse is, after all, primarily “weapon” of those deprived and weak... Hence it is a common be-
lief that “God hears” curse of widows, orphans and weak, caused by injustice.” Papovi¢ 2009, 15.

89



<= nacHuk ETHorpadpckor nHetutyta CAHY LXIX (1 )':>

ings and events for a human), but a significant and carefully deliberate element of
funeral ritual.

As soon as the process of soul leaving the body (yvyoppayetv) was fi-
nished, the body was being prepared for a wake, a disposition of the corpse
(np(’)escng).5 The closest relative would close eyes and mouth of the deceased, and
female relatives would bath and dress his the body, adorning it with leaves and gar-
lands of herbs that were believed to have apotropaic powers, casting evil spirits
away; at the doors a ball with water taken from outside the house was held for ritual
cleansing of everything that came into contact with death — especially women and
house objects. After the wake (its duration varied, but it was stabilized from the
classical period), usually on the third day, the burial with funeral procession took
place (éxopd). On certain dates offerings were made on grave (évayicpota), al-
ways followed by a prayer: firstly a lock of hair (as pars pro toto, instead of a hu-
man sacrifice), then wine, oil, milk and honey libations; scents, spices, first fruits,
meat of an animal slaughtered right there on the grave, so that blood dripped direct-
ly to the ground and to the dead; apart from drink and food, also pipes, lyre, candles
and lamps. Namely, these offerings had two relevant and mutually connected as-
pects: one was the need to satisfy the dead by the offerings, so that they wouldn’t
become aggressive for not having been respected, thus harming the living; another
is was the need to offer a retribution (in fruits, grains, flowers and blood as well) to
the earth, that gives life and takes it back, thus providing universal fertility. With
necessary ritual cleaning, eventually the ritual meal followed (x08édpa,
nepidewtvov) that was shared by the closest relatives at the hearth. We possess de-
tailed knowledge on funeral rites in ancient Greece thanks to the painted Attic and
Athenian pottery. (Rhode 1991, 136-143; Alexiou 2002, 4-15; Burkert 2007, 67—
76, Stevanovi¢ 2009, 91-114).

The lament began during the wake (mp60eoic); Rhode even says that the
meaning of the wake, the very aim of it was to ensure the place and time for lament-
ing (Rhode 1991, 138). Around the bier stood female cousins with the main mourn-
er (mother, wife, sister or daughter) in front, who would embrace the dead man’s
head with her both hands; other female cousins would put their right hands over the
corpse, often self-mutilating themselves (chest-beating and pulling the loosened
hair was usual). Other women, non-relatives (possibly professional mourners) were
sometimes grouped on the other side. The lament was followed by dirge, wail and
sound of a pipe (a0AOG), so the scene had to resemble a sort of dance. During the
funeral procession (éxpopd), the next stage of the ritual, mourning didn’t imply a
chanted lament — it rather consisted of less articulated form of wailing and crying.
Offerings on the grave (évayiopota) were not made in silence, but in dirge. A
woman would come closer to the grave (followed by a man on horse or next to it);
she would hold out her offerings and she would start her lament, standing or kneel-
ing, stretching out her right hand and pulling her hair (loosened and revealed during

> In earlier, archaic period this part of ritual was public and took place outdoors; after restrictive
laws of VI and V century BC a wake took place inside at home or in yard.
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the lamentation). Compared to the previous public lamentation during the wake,
lamenting on the grave was more intimate and a more family part of the ritual — the
lament on the grave was more intensive and more passionate not only for the reason
of pure piety and grief, but also because of its deeply ritual nature, believes Alexiou
(Alexiou 2002, 8). In order to make offerings successful and spirit of a deceased
satisfied, he or she has to be cried over with passionate expressions of pain, with
cries and gestures.’ Again it should be kept in mind that restrictive laws (Solon’s in
Athens and other laws of VI and V century BC) manifoldly succeeded in limiting
the existing pompousness and excessiveness referred to the cult of the dead. That is
why only the closest female relatives had the right to participate (a rule that didn’t
pass for male relatives), strong expressions of pain were supressed (like face-
scratching, head- and chest-beating), as well as expansion of lament to other,
formerly deceased, to luxurious processions etc. (Alexiou 2002, 4—-15; Stevanovié
2009, 91-114; Rode 1991, 136-143) Legislation was hence oriented against female
voice and against the voice of her pain; suffocating her voice in the single
opportunity in which it could have been listened to, in the only expanse where it
could be heard, at the place that traditionally belongs to her; polis — state of the men
— was removing the woman from public space.

Terminology: yéog and 8prvog

Let us cast a glance at the terminology.” Two terms designate ancient Greek
lament — y6og and Oprjvog. The term ydog primarily denotes the kind of lament that
is performed by a woman from the closest family and it is rather an improvisation
inspired by pain of loss; it was more personal, intimate, spontaneous, more spoken
than sung, and it tended to develop into a narrative rather than into a musical form.
On the other hand, the other kind of lament was identified with the term Oprjvoc: the
one that was sung by non-relatives, professional mourners paid or forced female
strangers; this lament was prepared and deliberately touching, composed with musi-
cal accompaniment, so the musical element in it was dominant. Induced distinction
relates to the pre-classical period and it lessened with time, so that in classical pe-
riod and onwards the terms yoog and Oprjvog were mostly equally used as syn-

5 Lada Stevanovié notices that even today, among atheists and people completely removed from
traditional rituals and beliefs, there is a sort of respect, awe and reverence towards the dead and
related to this a custom of never speaking ill about deceased. She considers this custom a residue
of former fear from the dead, and further an idea about reciprocal benevolence (if we speak well
about the dead, they will be inclined to us) (Stevanovi¢ 2009, 56). In that case, do ut des principle
is still valid in a way.

7 On reach Serbian terminology for lament and woman that laments see RKT 1985 under
tuzbalica and narikaca, as well as Popovi¢ 2007 under tuzbalica. In this paper I didn’t study Ser-
bian lament and funeral rites; while writing the paper I certainly used precious and inspiring lite-
rature on it and gathered laments (gaulic' 1929; Karadzi¢ 1957, 144-197; Nenadovi¢ 1997, 117—
132; Duric 1940, Ljubisa 1988, 174-185; Zecevic 2008, 381-397; RKT 1985, under
tuzbalica/lament, narikaca/lamenter) as well as material that I recorded myself in Montenegro
(the laments and interviews with lamenters).
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onyms. But this old distinction points out to the origin of lamenting in antiphonal
singing of two groups of women and to the dichotomy relatives: non-relatives or
female kin: female strangers. Two groups lamented in alternation and in strophes
(one woman could sing a strophe as a soloist), each strophe was followed by a re-
frain sung in unison by all the lamenters.

Kouuoég, Tragic Lament

Precisely these ancient elements — antiphonal character, dialogue form and
role of soloist, as well as primarily different forms of wailing — tragedy will revives,
emphasize and develop in a specific part of drama called koppog. Koppog originally
defines wailing followed by wild gestures and it is connected with Asiatic ecstasy
and exaggeration. It was thus a very dramatic kind of ritual lament and its literary
survival and adaptation is koppdg in tragedy, where a choir and actor(s) lament in a
form of dialogue. Reviewing quantitative parts of tragedy, Aristotle says on com-
mos:

KOUHOG 8¢ Bp1vog KovoOg }opov A commos is a song of lament shared
by the chorus and the actors on the
stage. ’

Alexiou thinks (Alexiou 2002, 12—14, 102—103) that commos could have
developed as a dramatic form of ritual antiphonal lament in which a group of fe-
male non-relatives sings in a choir on the one side, and one woman, a closest rela-
tive, laments solo in a narrative on the other. Although tragedy belongs to literary
tradition, it can be considered a reliable source for ancient Greek every-day ritual
practice; the same way commos in tragedy is taken as a credible source for lament-
ing in every-day life in ancient Greece.'® Accordingly, the commos is considered as
ritual and not strictly literary lament.

Kol &AMO GKNVIG.

Previously examined aspect of lament, its therapeutic potential, is men-
tioned by many characters of tragedy. They consider tears, wails and words directed
to the deceased as joyful service, enjoyment, music, song precious and indispensa-
ble. Orestes in Aeschylus’ tragedy Libation Bearers names lamentation

joyous service:

¥ In Homer this, otherwise very important antiphonal element is obscure, while refrain is reduced
and rather formal. In archaic period lyric poets used and developed especially Oprjvog at the ex-
pense of soloist and dialogue.

° Aristotle, Poetics, 1452b. Greek text Aristotle 1996, translation in English Aristotle 1932.
1% Arguments on this attitude see Loraux 1998 and 1987.
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‘Opéotng Orestes

Yet a lament in honor of the Atreidae

who once possessed our house is none
: : 11

the less a joyous service.

yéprreg 6 Opoimg
KEKANVTOL YOOG EVKAENG
npochodopolc Atpeidoic.

In Euripides’ drama Electra this heroine encourages herself to lament and incites
her tears finding enjoyment, 1jdovsj in them:

‘Hiéxtpa Electra
01OV avTov Eyeipe yoov, Come, waken the same lament, take up
Avaye TOASOKPLY ABOVAV. the enjoyment of long weeping.'

For choir in Euripides’ Trojan Women, lamenting is a sweet relief for those who
suffer:

Xopog Chorus Leader

WG T8V S8KPVAL TOLG KAKAWG TEXPOYOOL What sweet relief to sufferers it is to

Opfivev T’ 0dvppol povcd 0 1) Aomag weep, to

Exel. mourn, lament, and chant the dirge that
tells of grief! "

The heroine of the same play, Trojan queen Hecuba pleads for lamenting which will
ease her pain, even that which is somatic; in her manifold maternal grief and
inconceivable misfortune, she calls lament yuovoa — thus she calls it a song and
music for those wretched like her:

‘Exafn Hecuba

O my head, my temples, my side!
How I long to turn over,

and lie now on this, now on that,
to rest my back and spine,

olpot keaAn|g, oipot kpoTapwy
mAgvp@v 0’, ¢ pnot tdog eihiEan
Kol d10800vaL vatov dkavoay T’

£Lg AUPOTEPOLG TOTYOVG, HEAEWV while ceaselessly my tearful wail as-

€mi ToUC alel daxpdwv EAéyouc. cends.

povoo 8¢ yatn Toig SueThHvolg For even this is music to the wretched,

Bt KEAASELY AyOpEvTouC. to chgnt their cheerless dirge of sor-
TOW.

""" Aeschylus, Libation Bearers, 320-322. Greek text and translation in English Aeschylus 1926.

12 Euripides, Electra, 125-126. Greek text Euripides 1913a, translation in English
Euripides1938a.

" Euripides, The Trojan Women, 608—609. Greek text Euripides 1913b, translation in English Eu-
ripides 1891.

' Ibidem, 115-121. Greek text Euripides 1913b, translation in English Euripides 1891.
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With its grace and poignancy, the beginning of the lament in Euripides’
Helen imposes itself. In this lament, choir calls for a nightingale to come and help
in lamenting: nightingale’s sophisticated singing, gentle voice and painful sound
creates a beautiful lament. This singer above singers that dwells the temple of the
Muses (patronesses of arts) is excellent in creating and performing lament — a song
that sooths sores and pleases the soul, but also a song that is a skill and an art. Crea-
tive and therapeutic aspects of lament always complement each other:

Xopog Chorus

o0& TAV EVavAolg IO devdpoKOUolg Let me call on you,

beneath leafy haunts,

sitting in your place of song,

you, the most sweetly singing bird,
tearful nightingale, oh, come,
amdova dakpvoescay, trilling through your tawny throat,
D" @ Swx Eovbav to aid me in my lament."

vevoov éhellopéva
Oprvav épot Euvepyog.

povoeio kol Bdxovg €vi-
Covoav avapodow,
o0& o dodotdtav Opviba peAwWSOV

Conclusion

Preserving archaic elements of ritual lament, Greek tragedy gives extreme-
ly precious and reliable testimonies about ancient funeral rites and about the way
ancient Greeks used to deal with their beloved’s death. It says a lot on the role of
woman in funeral ritual, on the power that traditionally belonged to her and was
controlled by laws of many poleis. Lament is, even if it calls for revenge, a struc-
tured answer to death, an answer of a community, and furthermore an attitude of the
same community towards life. This building of suffering into a song eases sores of
the woman that laments, of a bereaved family, and wider of a whole community.
Lamenting has different aspects, among them creative-therapeutic as a very impor-
tant and interesting one. This art offers solace, it shapes the pain.
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