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Shaping the Pain: Lamenting of Euripides’,

Kakojannis’ and Ki$’ Electra”

This paper is the continuation of a wider research, presented
with its first part: Shaping the pain: Ancient Greek Lament and
Its Therapeutic Aspect. In the mentioned papers’ focus is crea-
tive-therapeutic aspect of a lament. The pain verbalized, re-
vealed and shared with others —becomes itself a more bearable
burden both for the woman that laments and for the bereaved
family. Related to this therapeutic is the creative aspect of la-
ment: the woman that mourns has to lament in order to make it
easier for herself and others; but while lamenting, she is creat-
ing something. Deeply rooted in funeral ritual, a lament re-
spects certain ritual rules, and yet it is a spontaneous expres-
sion of pain. A role of a lament in ancient Greek ritual is, as
always when it comes to the Greek culture, an inexhaustible
topic. The theme of a lament within ancient Greek tragedy is
particularly interesting. Although tragedy belongs to literary
tradition, it is a trustworthy source for ancient Greek ritual
practice; a lament within tragedy is thus a ritual lament, and
not only a literary one.

Therapeutic aspect of a lament is also in the focus of this paper
which examines "shaping of the pain" in few case studies. In-
spired 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 Montene-
grin folklore is reflected), I am watching the Michalis Kako-
jannis’ movie Electra. Electra’s pain for loss, her sorrowful
dirge, the one that through despair leads to anger and revenge-
fulness, is found written or filmed: it is captured in a work of
art, but it emits folklore and ritual characteristics. From that
perspective I am re-reading one of the most beautiful Serbian
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epic poems, The Death of Jugovi¢'s Mother, which tells us
about a mother that didn’t lament.

Electra’s Iamenting1 in Euripides’ tragedy Electra

The youngest in glorious tragedians’ trio, Euripides, used female lamenting
in the direction in which his whole creative work was aimed: putting a human as
an individual in gro plan, his heroines are rather independent personae than repre-
sentatives of the female principle in general. Thus, in the tragic lament comm0s3,
even earlier in Sophocle’s work and especially in Euripides’, more space is given to
a heroine and her narrative, than to a choir and chorale lamenting.4 As his predeces-
sors, Euripides dealt with the myth of ruling house of Atreids.” In Electra, Orestes
and Electra, brother and sister, take revenge on their mother Clytemnestra (and her
second husband Aegisthus) for murdering their father Agamemnon. Electra is a
daughter of slaughtered father and a sister of expelled brother; although married,
she is not a woman but a virgin: her spouse, poor farmer who out of fear and respect
didn’t ask from Electra to fulfill her marital obligations, is not her real husband and
protection. Consequently, under the roof she lives there is no male head or hand.
Without any trace about brother, her only hope, she waits for his return and laments
over the father and her own ill-fate. While coming back from a spring’, her first
words, wails and the verse yoovc T’ dpinu’ aibép’ éc péyav natpi [ and send

! Ancient Greek lament, her structure, characteristics and aspects — esp. the therapeutic one, as
well as its place in the funeral rites, are the themes of the first part of this research. Abundant lite-
rature was used for this research, and some of the titles are: Alexiou 2002, Danforth 1982, Loraux
1998, Stevanovi¢ 2009, Holst-Warhaft 1995, Burkert 2007, 67—-76.

2 More on this see Lesky 1995, 175-266.

3 Kopudc 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 her literary
survival and adaptation is koppog in tragedy, where a choir and actor(s) lament in a form of
dialogue. Precisely these ancient elements — antiphonal character, dialogue form and role of
soloist, as well as primarily different forms of wailing — tragedy revives, emphasizes and develops
in this specific part of drama called kopupdg. 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
female non-relatives sings in a choir on the one side, and one woman, a closest relative, laments
solo in a narrative on the other. Although tragedy belongs to literary tradition, it can be
considered a trustworthy source for ancient Greek every-day ritual practice; the same way
commos in tragedy is taken as a credible source for lamenting in every-day life in ancient Greece
(Loraux 1998 and Freudenberg 1987).

* On female choirs see Freudenberg 1987, 455-458.

° To this myth cycle the following Euripides’ tragedies belong: Iphigenia in Aulis, Electra,
Orestes, Iphigenia in Tauris. Summaries of these dramas see in Lesky 1995, 224-228.

® Hair cutting as a sign or grief and lamenting by water or on a road to a spring are loci
communes.
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Jforth laments into the wide sky, to my father7 introduce us to the commos in the

first act of the play.

‘Hiéxtpa

oOVIEV — PO — TOBOC OPUAV: @,
éupa, éupa kotaxraiovoo:
o poi pot.

&yevopav Ayouéuvovog

kai ' €texey Khvtopunotpa
otvuyva Tovdapewm Kopa,
KiKAlokovot 8¢ u’ abiiov
Héxtpav molnto.

QEL PEL CYETM®VY TOVOV

Kot otvyepag oag.

@ maTep, oL 6 év Alda
KELGOL, OXG AAOYOV GPUYALG
AlyicBov T, Aydpeuvov.

01 TOV aVTOV EyELpE YOOV,
Avaye ToADdaKPLY ABOVAY.
oOVIEWY — Wpa — 100G OPUAV: @,
éupoa, éupa, kataxhaiovoa:
d poi pot.

tiva oA, Tiva 8 olkov, @
TAAUOV GUYYOV , AAATEVELS
olkTpAV &v Baddpolg AMmwv
TOTPWOLG ETL GUUPOPOLG
AyioToioty AdeAQaV;

EMDo1g Twvde TOVOVY Epol

T peAEQ Aotnp,

@ ZeL Zev, notpi 07 atpdrov
&ybiotov émikovpog, Ap-

YEL KELGOG TTOD  AAdTOV.

0&g T063e TELYOG EUNG ATO KPATOG é-
AoUo’, tva ToTpl YOOLE Vuyioug
énopBpofodon,

Electra

Hasten your step, it is time;

go onward, onward, weeping!

Ah me!

I am Agamemnon's child,

and Clytemnestra, hated daughter of
Tyndareus, bore me;

the citizens call me
unhappy Electra.

Alas for my cruel pain and hateful life!

O father, Agamemnon, you lie in
Hades,

by the butchery of your wife and Aegis-
thus.

Come, waken the same lament,
take up the enjoyment of long weeping.

Hasten your step, it is time;

go onward, onward, weeping.

Ah me!

In what city and what household

do you wander about,

my wretched brother,

leaving your pitiable sister

in our ancestral home,

to great pain?

Come to me, the unhappy one,

as a deliverer from this pain,

oh Zeus, Zeus,

and as a defender for my father
against his most hateful bloodshed;
bring the wanderer to shore in Argos.
Take this pitcher from my head and put
it down,

so that I may cry aloud the night-time
laments for my father.

7 Greek text Euripides 1913: Electra, 59; translation in English Euripides 1938: Electra, 59.
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Loy, Atda péhog,

Aida, natep, oot

KOTX Y&G EVET® YOOLG

0ig Ael TO Kat’ TjHop
Siémopial, Kot pev eikov
OvuyL Tepvopéve dEpav
YEPO TE KPAT €TL KOVPLUOV
tifepéva Bavitw cw.

A walil, a song of death,

of death, for you, father,

under the earth,

I speak the laments in which

I am always engaged, day by day,
tearing my skin with my nails,
and striking my cropped

head with my hand,

for your death.

al af, dpvmte Kapo:

ola 8¢ T1g KOKvOg ayETag
TOTOUIOG TOPA YEVLOOTY
TOTEPO PIATATOV KOAEL,
olopevov doliotg Bpdywv
é€pkeotv, g & TOV abhov,

Oh, oh, tear my face;

as a clear-sounding swan beside
the river's streams calls

to its dearest father,

dying in the crafty

snares of the net,

so I lament you,

o my unhappy father,

Aovtpa Tavvetad VOpavapevov xpot washed by the very last bath,
Koitax &v oiktpotdta Havdrtov. in the most piteous bed of death.

natep, Eyw KatokAoiopat,

® pot, id pot

Oh, me, your bitter cleaving by the axe,
father, the bitter plans of the way from
Troy!

TKPAG LEV TEAEKEDMC TOUAG
O&G, TATEP, TKPAG & €K
Tpoiag 0diov fovAiac:

oV pitpatot yuovi| o€

déEat’ oS’ €ml oTEPAVOLG,
Elpeol &’ aupLTopolg Avypav
AlyicBov Adpav Bepéva
dOMoV Eoyev akoltav.

Your wife welcomed you

with no victor's garlands or crowns,
but with a two-edged sword,
making you

the mournful victim of Aigisthus,
she got a treacherous bed-fellow.”

The choir of Argive women joins her and invites her to a festival in Argos;
Electra refuses, complaining that her plain look doesn’t suit Agamemnon’s daughter
at all. The presence of other women encourages her lament, helping her to external-
ize the grief and to temper her rage; by this externalizing, expressing, expelling, ex-
iling the pain — Electra helps herself; her lament has a therapeutic role. After pleas
of Argive women to join them in the feast, she continues:

‘Hréxtpa Electra

No god attends to

the voice of the ill-fated one,
or to the slaying of my father

ovdelg BV évomag KADEL
TAG dVOdAILOVOG, OV ToAaL-

8 Greek text Euripides 1913: Electra, 112-166; translation in English Euripides 1938: Electra,
112-166.
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QV TATPOC CYAYLOGHLDV. long ago.

Alas for the dead,

and for the living vagabond,
who dwells in

another land somewhere,

olpot tov koTapdiuévon
ToU 1€ {vtog dldra,
O¢ OV Yav AANAY KOTEYEL,

péreog ahai- miserably wandering
vov mott Onccav éotiav, to a slave's hearth,
TOU KAELVOU na‘[pbg éK(pl')g yet born of that renowned father.

I myself live in a poor man's house,
wasting my life away,

i . , an exile from my father's house,
Smpdtov matpiov ¢uyds, on the mountain crags.

ovpgiag av” epinvag. But my mother, with a new husband,
Hotp & ev AékTpoig poviolg makes her home in a bed stained by
AA@ GVYYOUOG OLKEL blood.’

avT &’ &V yepVIoL SOHOLG
VOi® Yoyav ToKopEvo

Firstly, our lamentress presents herself to us, for two reasons. One reason
surely is a requirement for a dramatic solution of a moment of recognition — Orestes
will hear this wailing hidden in bushes and realize that is his sister. Another reason
derives from the ritual base of lament: the lamenter draws attention on herself and
her relationship to the deceased many times, stressing her own misfortune caused
by the deceased’s death. The lamenter herself, in our case Electra, is always one of
the lament’s protagonists. The second protagonist is naturally the deceased; it is he
that Electra speaks to, her father Agamemnon, creating an atmosphere of imagined
dialogue, which is a deeply ritual, compulsory and essential element of every la-
ment. So is reminding of gathered people on the way that deceased died. After-
wards, Electra laments on her brother Orestes, wondering where he could be seek-
ing charity in that very moment, inducing next character in her narrative. Lamenting
on a close relative that is still alive, but for some reason had to leave home and/or
homeland, is not rare and it is again connected to the leitmotif: to the wretch of the
lamenter and unenviable position in which the absent one left her. Electra asks her
brother how he could have left her all alone without protection, creating a fictive di-
alogue again, and she calls him to come back and take revenge on their father’s
killers. Calling on vengeance is that dark side of the lament, that destructive and yet
therapeutic power of it. This revengeful scream is a catalyst that sets the blood cycle
in motion, accelerates it, but also helps the pain to break out, to be decomposed and
reduced by finding another focus. That focus is not only pain and loss any more, but
a cause, a culprit; a culprit again is another protagonist of a lament. Electra returns
to wailing for her father; synonyms for wailing and ritual practices during it come
one after another (face- and neck-scratching, head-beating, short-cutting the hair).
The comparative image of a young swan that calls in vain for his caught father is

? Greek text Euripides 1913: Electra, 198-212; translation in English Euripides 1938: Electra,
198-212.
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extremely beautiful example of allusiveness'® with purpose of accentuation and
more picturesque story-telling. Allusiveness, antithesis (the contrast of the position
in which Electra and Orestes are, and the one they deserve to be in by their great
origin), repetition (of wails and the deceased’s name) induce us in an inexhaustible
miner of figures of speech'' that are universal characteristics of ritual lament and of
language of oral folk tradition. They intensify the rhythm, build crescendo and con-
tribute to the dramatic potential of so many laments, this one too. In its live, organic
whole, interdependent elements stir, elements dynamic and vital for ritual practice
of lamentation. Some of them are: antiphonic structure (in the means of interaction
between the heroine and the choir), form of imagined dialogue (in which, when it
comes to ritual lament, the link between the living and the dead is made) and the
survival of refrain (in the means of repetitive wails and calling the deceased by
name). This commos proceeds with all its intensity towards the last distich, in
which a call for revenge is implicated (the same call in other lines is explicit). To-
wards to the same point, to the moment of revenge, with an equal force, the whole
tragedy proceeds.

112

Electra’s Lamenting in Michalis Kakoyannis’ “ Motion Picture

Electra

In this movie based on Euripides’ drama, Irini Pappa (Eiprivn [annd) plays
the never to be forgotten role of Electra. In everything about her we see painful de-
cisiveness to take revenge: in her convulsed face framed by hair short-cut in grief,
in tensed and stiff look in her eyes, in the gesture of the body clothed in poor rags
and in the walk of rough bare feet, in the voice hoarse because of rage. The cruelty
of Electra’s ill-fate is emphasized by godforsaken wasteland, desolate cul de sac ra-

1 With allusive method an idea is expressed indirectly but in a picturesque and concrete way, by
the agency of symbols and metaphors; this method is very characteristic for the language of the
funeral ritual, since a person that laments not rarely avoids explicit mentioning of death, for the
purpose of protecting herself and community.

' Inevitable and effective alliterations, assonances, homoioteleuton, parallelism and asyndeton, as
well as mentioned figures of metaphor, apostrophe, repetition and antithesis in the cited excerpt,
give enough material and inspiration for a paper.

12 Miyéng Kakoyiévwng is a Greek-Cypriot actor, theatre and movie director participates in fam-
ous festivals and wins valuable awards for film directing during the second half of the XX century
( in imperatives such as Cannes and Hollywood, Moscow, San Francisco, Berlin, London, Thes-
saloniki, Edinburgh). Three times he turned to ancient themes, based on which are the following
three movies: Electra (1962), The Trojan Women (1971) and Iphigenia (1976). In the interview
incited by his "ancient trilogy" Kakoyannis says that special binds connect him to Euripides. With
great Electra he took part at Cannes festival (1962) and won rewards for the best film adaptation
and sound as well as the rewards of International Youth Union. Same year at Thessaloniki festival
the movie won prizes for the best film, directing and female lead role. The Greek critics Union
wreathed Electra for the best film, directing, female lead and secondary role, male lead role and
for the best music. Same year the film is nominated for Oscar in the category for the best foreign
movie and it gets awards at festivals in Edinburgh, Acapulco, Berlin (taken from the Wikipedia
site).
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ther than a village, threatening clouds that just won’t move apart, a shriek of an ill-
omen bird here and then, always present black-dressed women from the neighbor-
hood ( reflection of the ancient choir), as well as very suggestive music of Mikis
Theodorakis. Electra’s future company welcomed Agamemnon’s daughter in their
village, and from that moment her lament (altered commos from Euripides’ trage-

dy) begins:

Hiéktpa

Eipor n  HMéktpa, «ko6pn  tOU
Ayopépvava kot tg Katepvnotpog.
I'ovaika o’

"Oftue otig kpeg!

Hléxktpa

Kot ot povpn pov om!

TIovaika B’

Kopn pov, un otevalec. IMapokdio
Tovg Beobg ko Bo 6° akovooLV.

Hiéktpa

Tovg dkovg pov OBprivovg pnte Bedg
unte Bvntdg dev akovEL. ZVUPOPA GTOV
OKOTMUEVO KOl GTOV OTOSI®YUEVO.

INvvaika y’

Tov adeppo TG OKEPTETAL.
I'ovaika 6’

Nat, Tov Opéot.
Hiéxtpa

Y10¢ axpifdc, T€Tol0v TATEPA... TOV
glval Topa; Xe mold ympo, o mold omiTy;
Toti dev épyeton va dgr g adepeng
TOL TNV Katdviw;, AT’ TO TOAGTL TOV
TaTéPA NG OLOYUEVT), O YKPEUOTOTLO
pévet... Evd n pdva pov, n kaxovpya,
Kowdtolr pe GAAov dvopa oe KpePRAtt
eoviko! ... KaAég yuvaikeg, av kdamowo
amd oag EEPEL TOV TAPO TOV TOTEP OV,
va pov tov deigel. Na tov Opnviow
0éh® kot va povaEw.

Electra

I am Electra, daughter of Agamemnon
and Clytemnestra.

First woman

Oh, bitter fate!
Electra

Oh, cruel, bitter fate!
Second woman

Do not sigh, my child. Pray to the gods
and they will hear you.

Electra

Neither god nor mortal hears me. I weep
for the slain and exiled one.

Third woman

She means her brother.
Fourth woman

Her brother, Orestes.
Electra

True son of a noble father... where is he
now? In what land, under what roof? If
only he were here to behold her sister’s
plight! Driven from her father’s house,
out into the wilderness... While our
strumpet mother sleeps with another
man in her bed of crime! ... Good wom-
en, if you know my father’s grave, lead
me there... there let me vent my sorrow.
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(Mo yovairo yvépel. H mounh mepratdel
TPOS TOV TAPO.)

Xopog

"Aivte, aivte, puovog, tpafo. ko kAdye. (2
popés)

Kau pe to daxpo 1o mrpo,

Vo, GO YAVKAIVEL 0 TOVOG. (3 POPES)
HAiéktpa

(otov TGQPO)

‘Onwg 0  KOKVOG OTO  TOTOUNCLOL
péupata onapdlel, kpaler Tov matépa
OV OV YGOnKe ce Syt dOAEPd, £TOL
KL €Y o€ Khoiw! M’ akobg matépa pov
YAUKE, oL glool 010 KAT® KOGpHo; Ta
KOVPEUEVO, OV HOAMA Y10 GEVOL TOL “Y®

(One of the women nods. The procession
moves towards the grave.)

Choir

Sad is the path, every step a tear. (2
times)

Let our bitter tears

sweeten life’s whose. (3 times)
Electra

(on the grave)

Just as the baby swan weeps beside the
bank, wailing for its father, trapped in
the hunter’s net... So I weep for you,
my father! Sweet father, can you hear
me? See my hair, shorn for you... for
you I rend my cheeks!"?

KOYEL Yl Géva HE TO VUYL LOV TO
péyovio pov oxilm!

As we see, Kakoyannis recognized and stressed the importance of lament,
using all its crucial elements. He kept dialogue form, not smothering the narrative
of the lead lamenter Electra; he gave enough space to the effective choral and me-
lodic element, through the song that women sing while approaching to the Aga-
memnon’s grave. The whole lament is divided in three phases. First one is in the
village, a public place of gathering and it is in dialogue form; second one is choral,
with a refrain that is sang, during the procession (which resembles the funeral one);
third one is on the very grave, where Electra laments as a soloist in a narrative,
speaking directly to the deceased. The director has thus achieved retardation of the
original Euripides’ lamenting scene, via devices that are utterly dramatic and artis-
tic, but we don’t forget that they come forth from the funeral ritual practice. What I
find as especially interesting is that ancient choir is used to its maximum, in a way
that Euripides would have approved: it doesn’t stick out by being non-functional,
but it still doesn’t participate in the action. Elements of mimart theatre make the
choir even more appealing. The refrain that choir repeats, which doesn’t originate
from Euripides’ commos, is another brief reminder on comprehension of therapeu-
tic aspect of lamenting, one that I choose to recognize as a deliberate rather than
random.

In addition, let us mention that, thanks to the visual dimension — the advan-
tage of film art, it is obvious now that the action of Electra develops to a great ex-
tent around the threshold, by the hearth and in the yard — and these are basic ritual
positions and supports of the traditionally women’s space, the home; the threshold

'3 The text both in Modern Greek and English noted by the author of this paper.
146



<& p. Sjjakovié, Shaping the Pain... =

is a demarcation line between male-public and female-domestic life, as well as a
line that divides the domains of male and female power, authority and control.

Electra’s lamenting in drama Electra by Danilo Ki$

Serbian writer Danilo Ki$ approached to this Greek myth and tragedians’
inheritance'® with somewhat of unpretentious ambition — his Electra is a yield of
the Belgrade theatre Atelier 212’s requirement for a new and modern translation of
Euripides’ drama, suitable for scene.” That is how Ki§ started to write an adapta-
tion or "a translation of a translation" keeping Euripides’ characters unchanged,
preserving the basic line of thought, supplying the text with the couleur locale: with
imprints of his time, region, environment, and his own personal mark.'® In finding
this coloring, what was of a major help to Kis is the Kakoyannis’ movie — Greek di-
rector woke up somewhat of the sleepy Kis of Cetinje,'” and Danilo says about his
movie: "I have noticed... in funeral rites, in the cruelty of stone and of faces, in la-
ments, in region and climate, in the sun and in hearts of the people, some similarity
with spiritual landscape and cruel ethic climate that in a way reminds the folkloris-
tic Montenegro. Maybe that is why deseterac,"® curses and wailing are so fre-
quent?" (Ki$, 1992, 41) Indeed, the language of his Electra corresponds to a great
extent with the language of Serbian epic poetry (and with its lexica, melody and
rhythm) which is still often heard in the Montenegro.

Similarly Electra’s lament, although literarily shaped and written in order
to comply with Greek original and to bear the spirit of ancient times, with its at-
mosphere, meter and lexica positively originates from the Serbian lament." Her

' In the 1960’s two Serbian writers turned towards the ancient Greek heritage and wrote plays
based on myth of Atreids’ family and related tragedies. Jovan Hristi¢ wrote radio-drama Orestes,
and Danilo Kis§ writes drama Electra based on Euripides.

' Namely, the existing translation in Serbian language (of Euripides’ Electra) was out of reach
for scenic speech and ear. The premiere of Ki§’s Electra was in 1968 at Atelier 212; next year un-
der title Electra 69 it has been presented to the audience of the third BITEF festival. Ki§ made
putting this drama on Serbian stage possible and he made its issues closer and more current for
Serbian audience. Thus, in spite of modest inicial intentions, a self-sufficient higly valuable
oeuvre has been created. Mirjana MiocCinovi¢, a great expert of Kis’s opus, thinks that Electra is
,.the best product of his concealed poetic gift" (Ki§ 1992, quotation from her review on the book
cover)

'6 Ki§’s language, with its semantic potencial, its rhythm and melody, is an actual protagonist. It
brings the dramatic tension, leaving to mimic, gesture, voice — just a final blow.

'7 After imprisoning his father in Auschwitz and after the end of the war, Danilo Ki3 lived his tee-
nage years with mother Milica, a Montenegrin, and his sister, at Cetinje, Montenegro.

'8 Deseterac is the ten-syllable-verse characteristic for Serbian epic poetry.

' Serbian lament (myac6anuya, napuyanka, 3aneexa) is a ritual song and a significant part of the
funeral rites, as well as a precious phenomenon of the Serbian folklore and folk literature, which
lately fades away. In Balkans, thus in Serbia and regions populated with Serbian people, a lament
can still be heard in rural areas. This custom is preserved in those districts with the slightest eco-
nomic growth, such as Montenegro, Herzegovina, Kosovo, Lika, Dalmatinska Zagora, south-
western Serbia, and Macedonia. Although it is a spontaneous expression of pain (it was believed
that preparation of a lament attracts evil), the dirge has conventional character with well-
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curse and lament are constants on stage, whether she laments over herself, dead fa-
ther, expelled Orestes or Aegisthus’ corpse; over her mother’s body she will lament
speechless. "The young woman's lament tore at my heart."*’ Let us hear her mono-
tonous wailing song, the one that corresponds with the studied excerpt from the
Greek source.

Enexrpa Electra

Jaoj menu! Alas me!

jaoj MeHH, 30po pyjHa, Alas me, reddish dawn

jaoj MmeHu, Oenu naHe, Alas me, white day,

jaoj MeHH, cuiHH 3eBce! Alas me, mighty Zeus!

(Ilayza. Ca epadckux bedema (Pause. From the city fortress
yyje ce 308 mpybe. cmena cmpadice) a horn is calling: a guard shift)
VY KoM Tpajay, y KOM J0MY, In what city, in what home,

Y KOM CBETY, Ha KOM Tpry, In what world, on what square,
caJI pocjadur OpaTe TyKHHU, Do you wander now,

IIITO OCTaBH CECTPY CBOjY My gloomy brother,

y januma HenmpeOOTHUM That left your sister

U Cca CYHIIEM OCBETHHUKUM In misery without recover,

IITO KO HOXK MH CPIIE KEKe, And with sun the revengeful one

established ritual rules, ways, place and time for lamenting. It is begun, leaded and performed by
the women who acquired skill and by which they were distinguished and remembered in the
community (myscunuye, mywxurbe, Hapukaie, nokajHuye, 3anesaswe, jaykaruye). Primarily, it is
the closest female relative that laments: mother’s, sister’s or daughter’s dirge is the most sincere
and the most touching one. Serbian ritual lament could be performed by one woman, two women
taking turns, or more women together. The verse is of eight (ocmepay) or ten (decemepay) syl-
lables. The structure of the lament, conservative in its form, was preserved through many centu-
ries. It is consisted of: a praise of the deceased with an emphasis on his/her qualities, messages for
the dead relatives, a notion of the afterlife as similar to the terrestrial, etc. Monotonous, prolonged
melody and prepared expressions and formulas help "building" a lament. Through it, women
speak directly to the dead, they "raise them from their graves" and stimulate their interaction with
those living. A certain (subversive, it may be said) power of women in the domain of death is re-
flected in this dialogue with the deceased through lamentation. In patriarchal societies in which a
woman was constantly underestimated, apart from certain control over life (through the role of a
parent and midwife), a woman also had a certain power over death, precisely through her role in
funeral rites. While writing the paper primarily on the Greek lament, I certainly used precious and
inspiring literature on the Serbian lament and the gathered laments (Ilaynuh 1929; IlakoBuh
1970; Kapapmh 1957, 144-197; Karadzi¢ 1969; Henamosuh 1997, 117-132; DBypuh 1940,
Jbybuma 1988, 174-185; 3eweBuh 2008, 381-397; PKT 1985, under: tuzbalica/lament,
narikaca/lamenter) as well as audio- and visual material that I recorded myself in Montenegro (the
laments and interviews with lamenters).

21 cannot fail to quote at least these two verses from an extraordinary beautiful point of the dra-
matic poem The Mountain Wreath by Peter 11 Petrovich Njego$, Montenegrin bishop and
sovereign. It is a part of Vuk Mandusi¢’s confession about his passionate but secret feelings for
Ban Milonji¢’s daughter-in-law: hearing her lament for her brother-in-law, Vuk Mandusi¢ envied
the deceased on those eyes that cried for him, on that mouth that lamented him. In the same poem
Njegos gifted us the lament of Batri¢’s sister for her brother, before suicide. This pearl among la-
ments of high poetic and dramatic value doesn’t quit to amaze. (Njegos 1847; electronic integral
edition in Serbian, English and Russian available on the internet page of the Rastko Project)
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jaoj meHu!

Jaoj 3eBce, mohnu Ooxe,

jaoj Opare, pyKo MyIIKa,
JodyTajTe 10 Aproca,
OCBETHUTE MoOTa ora!

Jaoj oue!

MecTo KpBU OCBETHUYKE

€BO KPBH U3 MOT BpaTa,

€BO KOCE OCTPIDKEHE,

€BO MOTa JIeJIeKamba,

joj 6ororwu!

EBo mora Gernor Bpata,

Bpara kao y nabyna,

€BO Mora 0OeJIor rpia

IITO TYXH KO Ja0y[ Ty>KHH
kan yxsaheH y jezepy,
yxBaheH y 3aMKe Mpexy
30Be oma becrroMohno,

jaoj, oue!

Taxo u ja, khep Tu TyXxHa,
30BeM TeOe y3alyaHo,

0x, 0oroBu!

([1ay3a)

Xena 1u je, oue jaaHu,
MpUIPEMIIA 330y KyIelb,
pykoM 6enoM,no3nahenom,
PYKOM KESHCKOM MHUPHILIBABOM,
PYKOM HEXXHOM, HaKuheHOM —
(I1ay3a)

3BH3HYJIA T€ ceKUpoM Mel) yim
Kao0 XUBOTHY,

pyKaMa HEKHUM, HETOBAHHM,
pykama OelTuM U KpBaBUM,
jaoj MeHH!

(I1ay3a)

A OHJa je oxuTana —

HE CTHXE HU PyKe CIIPaTH —
JIa 3arpJid OHY XYJbY,
JbyOaBHUKA CBOT,

Erucra.

Jaoj namal!

<& p. Sjjakovié, Shaping the Pain... =

That burns my heart as a knife,
Alas me!

Alas me, Zeus, mighty god,

Alas me, brother, male hand,

Do roam over to Argos,

Revenge my father!

Alas, father!

Instead of avenging blood

Here is the blood from my neck
Here is the short-cut hair

Here is my wailing

Oh, gods!

Here is my white neck

The neck white as in a swan,

Here is my white throat

That laments as a mournful swan
When, caught in a lake,

Caught in a trap of a nest,

Calls its father helplessly

Alas, father!

That is how I, your sad daughter,
Call you in vain

Oh, gods!

(Pause)

Your woman had, my poor father,
Prepared for you the very last bath,
With her hand white and golden,
With her hand female and fragrant,
With her hand smooth and adorned —
(Pause)

She stroke you with an axe
Between your ears,

As if you were an animal,

With her hands smooth and cherished
With her hands both white and red
Alas me!

(Pause)

And then she rushed —

Without even washing hands —

To embrace that bastard,

Her lover,

Aegisthus.

Alas us! '

2! The third scene, Ki§ 1992, 11-12. Translation in English by the author of this paper. Electra is
in this lament (which means in the whole scene) all alone, the choir doesn’t participate. Being
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Ki§ recognizes, consciously as well as intuitively, and partly due to Serbian
folklore inheritance, the role that female lamenting has in Greek tragedy and Greek
tradition in general. Making a stage-suitable adaptation of the text, he builds a self-
sufficient scene, receptive and flowing, known to the Serbian audience.” Thus tro-
chaic osmerac, the folk eight-syllabes-verse with regular four-syllabes-verse join-
in-singing, and these verses form the meter of Serbian lament. Thus numerous
stylistic devices characteristic for the Serbian lament and for the lament in
general”. Regarding that ritual and literary forms and contents are highly intert-
wined, and that lament and tragedy have common topics and problems, the author’s
inscription to the French theatre-man Antonin Artaud shouldn’t be omitted. Artaud
supported ideas of so-called Thédtre de la Cruauté (Theatre of Cruelty), placing the
accent on bodi12y and ritual level, on the level of suffer, pain, instinct, of boundary
and dangerous.”* In this time when the revenge and vendetta issues are so current
(and when is it not?), Ki§ writes an adaptation of Euripides’ Electra so that revenge,
its justification and grounds, its appropriateness and its price, would be put under
magnifying glass on the boards of a Belgrade theatre. The scream for revenge has
always found a path and a voice inside of a lament that, paradoxically and comple-
mentary, carries in itself this destructive and the other therapeutic potential.

The Death of Jugovic¢’s Mother — the Necessity of "Therapeutic”
Lament

The Death of Jugovi¢’s Mother is one of the most beautiful poems from the
Serbian folk epic poetry’s cornu copiae.” The mother of nine heroes is the land
Serbia, and also a symbol*® of many female hearts that have mourned for their be-
loved ones, lost in a battlefield. Of those hearts that mourned and broke because of
unbearable grief.

aware that choir in Euripides is suppressed and doesn’t actually participate in the action, Kis§ kept
only two choral parts and transformed them to effect songs in modern theatric conception; these
two songs are written in osmerac, the folk eight-syllabes-verse, which underlines primary relation
of this reduced choir with leading character’s lament.

2 Electra by Ki§ is adapted for film Electra (1993) directed by Jagos Markovi¢ with Jasmina
Avramovi¢ in the lead role; one of the most impressive scenes surely is Electra’s lament, while
she drags herself without aim or strength, alone and in rags, through dark, cold and moist halls —
like those in her heart and conscience.

2 Except for those already mentioned in analysis of the lament in Euripides’ Electra, some of
them are parallelism, anaphor and palilogia. Pauses and broken rhythm here and there make the
lament convincing, direct and spontaneous.

?* This inscription is a stylistic sign sui generis. By Ki§ idea, it was supposed to direct the au-
thor’s writing and to obligate a director and actors. "In this play, without doubt, a full measure of
cruelty should be brought in." (Ki§ 1992, 41).

% The historic stratum of the poem (the Serbian-Turkish battle on Kosovo field 1389.) is inte-
grated into the older, mythological stratum and old oral poetic inheritance (both pre-Christian cus-
toms and beliefs and some Christian elements are woven into these); see Lasek 2005, 51-64.

% On symbols in this poem see Puri¢ 1918.
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Obtaining help of the God — wings of a swan (another encounter with a
swan!) and eyes of a falcon, the Mother flies over to Kosovo field and finds her be-
loved ones dead — nine sons and her husband Jug-Bogdan. In three occasions other
living creatures will lament over the lost heroes: nine horses, nine grim lions (their
dogs), nine falcons, nine widows, and nine orphans; eventually, around the mid-
night, the famous horse Zelenko, will lament over his master, the youngest Damian.
Women together with frightened children and animals are creatures joined in suffer
and love towards the passed-away knights. They all will find different ways to ex-
press their pain, to externalize their loss with a scream. This scream, this lament,
breaks through air with tragic and horrific plentitude of sounds: clamour, weeping,
neighing, roaring, screaming. Only the mother suffers quietly: E'en then the mother
was hard of heart, / and from her heart no tear did rise. — is repeated three times in
the poem. Which side prevails in this powerful misbalance: the terrific sounds or
the terrific silence? The mother couldn’t, or wouldn’t — or both — tell her pain; she
didn’t express it because it was inexpressible. Not before two black ravens, death
and misfortune, put in her lap Damian’s hand, and not before Damian’s wife recog-
nized the hand, did mother finally spoke:

V3e majka pyky JlamjaHoBy, The mother took the Damian’s hand,
OKpeTaJa, IpeBpTaja ¢ bhoMe, She turned it round, fondled it.
MaK je pylu THjo Oecjeama: Then to the hand she softly spoke:
,,Moja pyko, 3eneHa jabyko, "O my hand, my fresh green apple,
rije cu pacina, riaje 1 cu ycrpraytal — Where did you grow, where were you
A pacna cu Ha KpUOIly MOMe, plucked?
ycrprayTa Ha KocoBy paBHOM!" "On my bosom you did grow;
Hanyma ce Jyropuha majka, ,» Plucked you were on Kosovo's plain."
HaJyJa ce, Ia ce U pacrnajie Inflated she got, the Jugovi¢’s mother ,
3a cBojuje JeBeT Jyrouha Inflated, and finally she breathed her
u gecetuMm crap-Jyrom bormanom. soul away

In her grief for nine sons, nine of

Jugovic

And fot the tenth, the old Jug-Bogdan.”’

This scream was the cut that closed one cycle, one life. The pain was being
tamed, suppressed, swallowed,but it was growing in spite. It couldn’t find a way
out, it hasn’t been channeled or shaped, because Mother didn’t verbalize it, she
didn’t express it, chopped it, cut it into pieces. She didn’t envelope it in order to
create something — if only a lament; the creative-therapeutic process fell behind.
The mother’s heart was petrified in pain, and how could she live without a living
heart? Her late lament, weak and quite, barely audible, was her last breath for that
matter.

" Text in original Nogo 1987, 126-128; translation in English by the author of this paper.
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Conclusion

Although it belongs to the literary tradition, the lament within the Greek
tragedy is a trustworthy source which enriches our knowledge of ancient Greek ri-
tual practice. In this paper reviewed Electra’s lamentation over her father and her
own ill-fate is thus deeply ritual, and being so — it is highly vivid and vital. Precise-
ly because it is pulsating with life, it has found its place in pieces of art, in which is
always underlined this essential link to the ritual. One of the key-elements of the ri-
tual lament, which is in the focus of this research presented in two papers so far,
binds these three Electra’s laments. It is creative-therapeutic potential of a lament.
The pain verbalized, revealed and shared with others —becomes itself a more beara-
ble burden both for the woman that laments and for the bereaved family. Maybe
that is why Jugovi¢’s Mother shouldn’t have been that hard of heart. Related to this
therapeutic is the creative aspect of lament: the woman that mourns has to lament in
order to make it easier for herself and others; but while lamenting, she is creating
something. Mournful creativity of our Electra is an art that found itself within
another art: that of Euripides, Kakogianis, KiS. Lamentresses are folk poetesses,
female rhapsods, composers and singers, as well as actors, scenic performers.
Painful art of lamenting is an art of a woman, a gender-specific art. Women, who
bring life, are to say goodbye to life when it departs this world.

Translated by author
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hyphunHa Wunjakosuh

Obnukoean-e 6ona: Tyx6anuua EypunngosBe,

KakojaHucoBe n Kuwiose Enekrpe

OBaj paj je HACTaBaK OMIIUPHHU]ET UCTPaAKHBA-
Ba, YUjU je MPBU IU0 IpeacTaBibeH pagoM Oo6nukosa-
e 601a: AHMUYKA 2puKa mysxicobaruya u ren mepa-
neymcku acnekm. Y (OKycy TOMEHYTOT pajaa je
CTBapaJlauyKO-TepPaNeyTCKH  acmekar  TyKOauie.
BepOanu3oBaH, UCTIOJbEH, 00T MOAUjEJbEH Ca IPyTrUMa
— IOCTaje MOJHONIJFUBHUje OpeMe U 3a J)KEeHY Koja TYXKH
u 32 oxajomheHH CcKym. Y Be3H ca OBHM
UCLjeJINTEJbCKUM OHBa jOII jeJaH KOHCTPYKTUBHH,
CTBapajlauyky acIeKT TYKema: >KeHa Koja TYXH, TO
YMHU jep Mopa Ja WCIOJbH 0OJ, Ma ONakmia ceOu u

Kwyune pujeuu:

aHTHYKa TPUKa
Ty>k0anuiia, *KeHa,
CTBapaauko-
TepaneyTCKU acleKT,
mocMpTHH 00pe,
aHTHYKa Tpareauja,
Eypununosa Enexrpa,
Enextpa Muxanuca
Kakojanuca, Enexrpa

Hanwuna Kumra, CMpT
Majke Jyrosuha

OpyruMa, HO JIOK TYXKH — OHa HemTo cTtBapa. JyOoko
YKOpHjeheHa Y IOCMPTHH PUTYaJl, )KaJOCHA 3aIlljeBKa
momTyje onpeheHa oOpemHa mpaBWiIa, a HIAK je H
CIIOHTaHHU M3pa3 6osa. MjecTo TyxkOaiuiie y rpukoM 00peay je, Kao U yBHUjeK KaJ ce
paau O TpyKoj KYyJATYypH, HempecyliHa Tema. HapouuTo je 3aHHMJBUBO MHTAHE
Ty)KOalmuIle y TpYKOj Tpareauju; Tpareiwja je, HaKo NpHUIaaa JUTEePapHO]
TpaIuLMjH, BjepOJOCTOjaH W3BOP 3a AHTHUUKY TPUYKy OOpenHy mpakcy, Te je H
Ty>k0anuIa yHyTap Bbe — pUTyaiHa, a He CaMO YCKO KEbIDKEBHA.

Hcnjenuressckn MOTeHNOHWjan TyxOanume y (OKyCy je W OBOT pajga Koju
npati "oOnHMKOBame Ooja" Kpo3 HEKOJMKO CTyndja ciydaja. MHcmupucaHa
Tyx0OanunaMa IPHOTOPCKUX KEHA, OHMX KOje caM 4yla M MpOYUTaia, U3HOBA
yutam EypunmnoBy Enexmpy w Enexmpy Jlammna Kuma (y kojoj ce oriieaajy u
Eypummmmosa npama u mpHOTOpcKH (OJIKIOp), riaenam Ezexmpy, ¢unm Muxanmca
Kaxkojanuca. Enektpun Oon 300or ryOuTka, KOju Kpo3 od4aj Boau y Oujec u
OCBETOJbYOMBOCT, Hala3UMO 3allMCaH W EKPaHM30BaH: OH je 3alpeTeH Yy
YMjETHHUKOM Mjely, ald ofumie (OJIKIOPHHM M PHUTYaTHHM ominkama. U3 Te
MEPCIEeKTUBE HM3HOBA YHTAM jEAHY OJ HAJJbEIIINX CPICKHX jYHAUKHX IIjecama,
Cumpm majke Jyeosuha, K0oja HaM TOBOPH O MajIli KOja HHje TY>KHUIIA.
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