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CHAPTER 1

ANCIENT GREEK
ELEGY

GREGORY NAGY

Tereword elegy comes from the ancient Greek language, which attests the word elegos
{&hepos) and its derivatives elegeion (E\eyeiov), and elegeia {&\epela). These words
were used in two senses. -

One sense had to do with the singing of a sad and mournful song, to the
accompamiment of a wind instrument called the aulos (addds), a double reed
resembling what we know as the oboe, Tt s relevant that the Greel word elegos and
its cognates are etymologically refated to the Avmenian word elegn, which refers to
the same kind of wind instrument {Chantraine 2009: s.v. éAeyos).

The other sense had to do with the rhythm of two particular verses combined as a
couplet. The two verses are the elegiac hexameter and the elegiac pentameter, while the
combination of these two verses is the elegiac couplet. A poem constructed by way of
elegiac couplets is an elegy.

At first sight, the two senses of the word elegos and its derivatives seem unrelated to
each other, since many examples of ancient Greek songs or poetns composed in the
elegiac couplets of elegy seem to have nothing to do with the singing of sad and
mournful songs. A closer look at the surviving evidence, however, may heip undo
such an initial impression. Although there is currently no consensus in the scholarly
world of dassica? studies about the origins of elegy, an argument can be made that
elegy evolved from traditions of singing songs of lntnent.

Tor the term lament, T offer this worldng definition: lament is an act of singing it
response to the loss of someone or something near and dear, whether that loss is real or
only fignrative. The essential background on the ancient Greelt traditions of lamen-
tation can be found in the foundational book of Alexiou {2002; the first edition was
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published in 1974, but the second edition features an important new introduction by
Yatromanolalis and Roilos). _
The argument here is not that the singing of lament was destined to remain the

basic function of the ancient Greek poetic form of elegy. After all, there is evidence to

show that elegy became vastly diversified in its functions, and such diversification
was already underway at a relatively early period (Irwin 2009).

The argument, rather, is simply this: the earliest recoverable function of elegy was
the singing of elegos in the sense of a mournful song or lament. Such a sense of the
ancient Greek noun elegos, still active in some uses of the derivative noun ‘elegy’ and
the derivative adjective ‘clegiac’ in English, is clearly attested in the tragedies of
Euripides (Aloni zoag). A telling example is a passage in his Trojan Women where the
lamenting figure of Hecuba says that she is singing hex elegoi, her ‘mournful songs of
tears (L 119! Saxpiwv EAdyovs).

o understand the elegiac function of dlegy, we need io take a closer look at its
actual form, the elegiac couplet, which can be defined in terms of its meter. {By meter
1 mean the siylization of rhythm in poetry; see Nagy 19741 145; also Allen 1973: 13-4,
258; and Nagy 19904 39—42.) Here is a metrical map of the elegiac couplet, showing
+hat its meter is a combination of 4 héxameter consisting of six feet with a perrfameter
supposedly consisting of five feet:

hexameter | —ww—wo—|u]v=lvefome -
AB C D
pentameter = v = s | — ey — s
A

The symbols used in this metricel map are as fallows: ‘= stands for a long syllable,
while ‘v’ stands for a short syllable; both in the hexameter and in the pentameter, the
Jast syllable of the verse isa special category, though Twrite it simply as a long syllable
in both cases {(on ‘the law of indifference’ in the last syllables of verses, see Allen 1987:
134); T stands for predictable word-beaks, that is, for places where words predictably
begin and end.

As is immediately evident from looking at this metrical map, the basic thythmical
sequence of the elegiac couplet was — v v, known as a ‘dactyl’ because it consists
metaphorically of one long ‘oint’ followed by two short oints) like the human
finger or daktulos {Sdrervdos). In a comedy by Aristophanes (Frogs 1. 6501), there is
talk of a thythm described as ward drrvhon, ‘dactyl by dactyl, which is evidently a
dactylic rhythm.

What is not evident from this metrical map is the existence of an alternative
rhythmical sequence —— that could replace the basic thythmical sequence — . This
alternative sequence ——, known as a ‘spondee’, was named after a rhythm associated
with the stately slowness of singing while pouring a libation or sponde {emov4). The
spondee was a derivative of the dactyl, as we know from the fact that the second long
syllable of - — was a contraction of the two short syllables of — v - (Allen 1987: 112-14;
Nagy 1996D).
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In introducing my metrical map of the elegiac couplet, I described the hexarmeter
as consisting of six feet. Now I add more details to this metrical description,

1. Any one of the first five fect of the hexameter can have the rhythm of a dactyl (- -},

or, alternatively and secondarily, of a spondee (—-).

5. As for the sixth foot, it has the rhythm of an incompleie dactyl (- ), though it
looks like a spondee (——); this interpretation is in line with what we know about
the final syllable of the hexameter {see again Allen 1687: 134 on “the law of
indifference’; also Allen 1973: 98).

3. In: the hexameter, the main word-break occurs either at point A or at point B. S0
the oceurrences of word-breaks at points A and I3 are mutually exclusive. As for
accurrences of word-breaks at points C and D, their occurrences are not mutually
exclusive, nor are they affected by oceutrences of word-breaks at either A or B.

4. After the main word-break, whether ai point A or at peint B, it becotnes markedly
rmore rare for wording that contains the rhytlm of a dactyl (-~ ) to be replaced
by wording that contains the thythm of a spondee =-)

In introducizg my metrical map of the elegiac couplet, T described the pentameter as
consisting of five feet. Now I dd more details to this description as well:

L. Fither one of the first two feet of the pentameter can have the thythm of a dactyl
(— v} or, optionally and secondarfly, of 2 spondes {~—}. Likewdise, either one of
the last two feet of the pentameter can have the rhythm of a dactyl {—w ) on
optionally and secondarily, of a spondee (- -

2. As for the fifth foot, we are confronted with a problem: the first two and the last two
feet of the pentameter do not add up to five feet. And five is the number of feet
required by the name of the meter, pentameter. So, where is the missing [ifth foot?
This problem can be sclved by counting not the feet but the syllables of the
pentameter, which has fourteen syllables altogether (after we discount the optional
and secondary replacements of daciyls by spondees). The four feet we have already
counted are occupied by twelve syliables, 'Two syllables bave yet to be counted: the
First of these two is the long syliable following the first two feet of the pentameter and
the second of these two is the long syllable following the last two feet. These two
matching long syllables combine to form the rhythmical equivalent of the missing
fifth foot of the pentameter.

3. In the pentameter, the main word-break occurs at point A. This point is posi-
tioned exacily at the rhythmical center of the pentameter.

4. After the main word:bregl, at point A, it becomes markedly more rare for wording
that contains the thythm of a dactyl (—+ «) to be replaced by wording that contains
the thythm of a spondee {— ). In this way, point A in the pentameter is similar to
point A in the hexameter. In another way, however, it is radically different. Ithasto
do with two different kinds of splitzing at point A. In the hexameter, the third foot
(=~ ) splits into two rhythmically equal halves (—and - ) at point A, So, what
comes after point A in the hexameter is the second half of the third foot. In the
pentameter, by contrast, the whole pentameter (-« — - | = v —w =) splits
into two rhythmically equal halves (= v v~ = ~and —v v —w v ~) at point A. So,
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what comes after point A of the pentameter is not the second half of a third foat, as
in the hexameter, but the second half of the pentameter. The rhythm of the first half
of the pentaineter, after it reaches point A, goes on to repeat itself in the second half.

1n this metrical analysis of the elegiac couplet, we see two linds of split at the main word-
brealk. In the hexameter, the main word-break at point A (or B} splits the verse into fwo
thythmically asymmetrical parts. In the pentameter, by contrast, the main word-brealc at
point A splits the verse into two rhythmically symmetrical parts, two perfect metrical
halves. So the hexameter of the elegiac couplet is asymmetrical while the pentameter is
symmetrical,

The symmeiry of the pentameter, which completes and thus defines the elegiac
couplet, creates a symmetry for the whole couplet. And this symmetry in form is
relevant to the argament that the elegiac couplet, as the form of ﬁlégy, is connected
with an ‘elegiac’ function, that is, with the function of singing mournful songs. As we
will now see, such an ‘elegiac’ function of the symmetrical elegiac couplet can be
analyzed in terms ofits opposition to the epic function of the asymmetrical hexameter.

Up to now, we have been considering only the kind of hexameter that combined
with the pentameter to form an elegiac couplet. But there was another kind of
hexameter that combined not with the pentameter to form an elegiac couplet but
with other hexameters to form a series of consecutive hexameters, This other kind of
hexameter was the basic form of the genre of epic, as most prominently represented
in the Homeric Miad and Odyssey, which contain respectively over 15,000 and over
12,000 consecutive hexameters. So, this kind of hexameter could have an epic
function when it was uncombined with the pentameter of the elegiac couplet.
I have described the epic function in this way here in order to make a point about
the ‘elegiac’ function. Just as we may speak of the genre of epic as matked by the
hexameter uncombined with pentameter, we may alsc speak of the genre of cizgy as
marked by the hexameter combined with pentameter. )

Here and hereafter, T use the word genre with reference to forms that have
functional relationships with each other or with other forins, as in the case of the
ancient Greek genres of epic and elegy (for more on functional definitions of genre,
especially with reference to epic, see Nagy 1599b).

In Indo-Furopean languages other than Greek, there is comparative evidence for
prehistoric phases in the formal characteristics that distinguish the genres we know as
epic and elegy in the historical phases of their existence. In terms of such prehistoric
phases, we may speak of a basic functional opposition between epic and Jament. The
most decisive comparative evidence comes from the Slavic traditions of epic and
lament, as explored by Jakobson (1952). In these traditions, the primary meter of epic
is a decasyliable consisting of two asymmetrical parts separated by a main word-
break, and the first of these two parts has wording composed of four syllables while
the second has wording composed of six. By contrast, the meter of lament is a
decasyllable consisting of two symmetrical parts separated by a main word-break,
and each of the two parts has wording composed of five syllables (Nagy 1974: 184-6).
Other Slavic meters of epic and lament show comparable patterns of asymmetry and
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symmetry respectively (Nagy 1974: 186-8). Such patterns of opposition in the formal

features of epic and lament are prototypes of the opposition we see in Greek

traditions between the epic function of the hexameter, with its two asyminetrical
parts, and the elegiac functien of the pentameter, with its two symmetrical parts

(Nagy 1974: 185; relevant is the discussion of Allen 1973: 120).

In the case of the attested Greek genves of epic and elegiac poetry, more needs to be
said about the formal opposition between the asymmetry of the epic hexameter and
the overall symmetry of the elegiac couplet, which has its own hexameter combined
with its own pentameter. I focus here on the hexameter as combined with the
pentameter in the elegiac couplet. This hexameter as used in the genre of elegiac
poetry is formally distinct from the hexameter as used in the genre of epic poetry as
well as in other genres, such as oracular poetry. While the epic or oracular hexameter
simply maintains its asymmetry in tle process of combining with other hexameters,
the elegiac hexameter actually highlights its own asymmetry in the process of
combining with the symmetrical elegiac pentameter that follows it in the elegiac
couplet. An example of such idiosyncratic highlighting is the fact that the elegiac
hexameter, unlile the epic hexameter of Homeric poétry, tends to avoid a word-
break at point A (Barnes 1995: 150). That is because a rhythm that hypothetically ends
at point A of the elegiac hexameter would then replicate the rhythm that ends at
point A of the following pentameter as well as the rhythm that starts at the same
point A of that pentameter. So, in order to avoid such a three-way symmetry, where
the first part of the hexameter would hypothetically replicate in rhythm the first as
well as the second parts of the following pentameter, the elegiac hexameter tends to
prefer a word-break at point B instead of point A.

Greenberg says it best when he concludes, on the basis of such metrical idiosyncra-
sies in the elegiac couplet: ‘[Wle should not think of elegy as derived from the
hexameter’ (1985: 260). As he peints out, it is not a matter of ‘tailoring’ the phra-
seology of epic hexameter to fit the phraseology of the elegiac couplet. Elegy has its
own systemn of meter and phraseology. Tt is different, and Las its own rules’

In the light of such findings, I will summarize the formal chatacteristics of elegy as a
genre in the attested phases of Greek literature. In conirast to epic as a gente, which uses a
combination of hexameters in a series of hexameters, elegy as a genre uses a combination
of its own special elegiac hexameter with its own special elegiac pentameter in the elegiac
couplet, Whereas the hexameter as used in the genre of epic existed independently of the
pentameter, elegiac hexameter as used in the genre of elegy existed in a co-dependent
relationship with the pentameter. The co-dependency is evident from three facts:

1. The asymmetry of the efegiac hexameter had to be accentuated to highlight the
symmetry of the pentameter. ]

2. The pentameter had no other purpose but to follow up on the elegiac hexameter.
8o, although the epic hexameter could be part of a series of consecutive hexam-
eters, a pentameter could not be part of a series of consecutive pentameters. The
pentameter could only be part of an elegiac couplet. Only the elegiac couplet
could be part of a series of consecutive elegiac couplets.
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3. In such a series of comsecutive elegiac couplets, the symmetry of the elegiac
couplet could be further accentuated by way of rhyming the Jast syllable at the
end of the fixst half of the pentameter with the last syllable at the end of the second
half (Nagy 1974: 100). To Jlustrate, I quote without translation an elegiac poem
attributed to Theognis (the conventional datings of this figure vary, from the late
seventh century B all the way to the early fifth). In this poem (Theognis Scroll T
verses 173~182) the rhyming pattern that I have just described is visible in the
Pentameters of five consecutive elegiac couplets (at 1. 174, 176, 178, 180, 182, the
ends of the rhyming syllables are highlighted):

Ardp’ dyolbor wauly wavrwr Sduvnoe pdhora,

wat yipws ool | Kdpre wal dmidioy [oooou] ...ou
175 A 84 xp7} pedyovra kal ds Babusirea wévrov
purrety wal werpéowy | Kdpve nur’ fAfdrar. [...6n] ...0n}
wul yap demp mevin Sedpnudvos olire 71 elmely
oilf Epfar Sdvara | pAdoou ¢ of SéSerar [...ail ... ai
xp7 yap Spds éni yijr Te xal efpda vire Bardoons
180 Sinabes yaderss | Kdpve Mow weavizs. [.o.esh ... 8]
refvidperas, Ppide Kipve, memypiie fédrepor dvlpl
J Lebew yaremdii | repbpevoy mevine [...&] ...&l

Having considered these three facts pointing to a .co-dependency between the
hexameter and the pentameter, we need to reassess the functions of these meters as
mazkers of the genre that is elegy. In an opposition of hexameter and pentameter, the
hexameter is the unmarked member, since this meter may be used in genres other
than elegy, such as epic and oracular poetry, whereas the pentameter is the marked
menber, since it is used only in the genre of elegy.

The markedness of the pentameter can be seen most clearly in the use of this meter
for the purpose of expressing a meaning that supplements whatever meaning is
already being cxpressed by way of the hexameter. In ozder to observe such an
interaction between units of meaning as conveyed in these two meters, I outline
here the overall metrical and thematic structure of a ten-line elegiac poem, Poem 4 of
Tyrtaeus (whose lifespan is conventionally dated to the latter part of the seventh
ceutury). Birst I give the text of the poem:

Poifov deotearres JTudwrdbev olwead’ Evewnav

pevretas Te feot kol vedéenr’ Emea

dpyen pév BovAfis Beoriusirovs Baoidias,
ol péder Smdprag pepdeaoa wdhis,

5 speafvyer<éa>s v¢ ydpovras’ EmeTa 8¢ Syudras dvdpas

edlfleiuis pirpous dvramapeafopévovs

pvbeiobal Te 70 kadd xel Epdew mavra Slkaia,
unbé 1 fovAcdew rijde méder <orolidy>’

Sifow Te wAfler vixmy ral kdpros Emealar.

10 Doifos yip wepl rdv B dvddmve wlder, ‘
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They heard Phoebus Apollo at Delphi and from there brought back home
the oracular pronouncements of the god and the words [¢pes] that were meant to come
to pass: .
‘To lead in deliberations, that is what the kings should do, honored as they are by the gods”
Their concern is the city of Sparta, the city loved by its peaple.
5 ‘And the elders, senior that they are, and then the men, who are members of the
community ...
responding as they do in accordance with the straight utterances,
*... they should speak things that are fair and they should do all things that are just...”
and they should not offer any plan for this city of ours that is crooked,
" And, as for the masses of the comnmnity, victory and superior force should keep them
company, .
10 So, you see, that is how Phocbus Apollo made his revelation about these things to the city.

Now I give the metrical and thematic outline:

* At line 1, a hexameter introduces the whole poem and is followed at line 2 by a
pentameter that supplements the introduction. ‘

At lines 3, 5, 7, 9 of the poem, four hexameters contain oracular poetry as
supposedly uttered by the god Apollo himself at the Delphic Oracle. .
Atlines 4, 6, 8, three pentameters supplement—by way of a relative clause (line-4),
a participial phrase {line 6), and a ccordinate clause (line 8)—what is being
expressed by the oracular hexameters at lines 3, 5, 7, with the surprising result
that the hexameters oflines 3, 5, 7 are syntactically independent of the pentameters
of lines 4, 6, 8. Then, at line 10, a pentameter supplements not only what is being
expressed by the oracular hexameter at Iine ¢ but also what is being expressed by
the whole poem (Magy 1974: 185 1. 37).

In this Poem 4 of Tyrtaeus, we see elegiac poetry in the act of actually quoting the
oracular hexameters by way of its own elegiac hexarneters and then supplementing
those otacular hexameters by way of its own elegiac pentameters. .

There are two important ramifications here that affect owr understanding of
elegiac poetry as a genre:

1. In quoting the oracular hexameters, this elegiac poem is referring to uses of
hexameters in genres other than elegy. In this way, the genre of elegy shows.its
capacity for performing the functions of forms that belong to other genres.

2. Insupplementing the oracular hexameters by way of pentameters, this elegiac poem
is not extending the quotations of hexameters. It is extending only the specifications
that are framed within these hexarmeters. The pentameters that follow the oracular
hexameters are not oracular quotations in their own right. These pentameters only
supplement the meanings of the quoted eracular hexameters. Still, even if they only
supplement the oracular meanings, these pentameters are performing here the
function of oracular poetry. Se, in this way as well, the genre of elegy shows its
capacity for performing the functions of forms that belong to other genres.

In some elegizc poems, this capacity of elegiac can be expressed by way of astenta-
tious references to the actual forms of other genres. We find an example of such a
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reference in the elegiac Poem 4 of Tyrtacus. In the pentameter at line 2 of this poem,
the word epea 1s used in referring to the hexameters quoted at lines 3, 5, 7, 9. This
word, which is epos in the singular and epea {epe) is the plural, is the source for the
modern term epic. In ancient Greek, the singular form epos can be used to refer toa
single hexameter while the plural form epea can refer to a series of hexameters (Koler
1972; Nagy 19904: 236, 272; Martin 2005: 13-14). In Poem 4, epea is an ostentatious way
of referring to a series of cracular hexameters as quoted within a series of elegiac
couplets containing the quoted hexameters combined with supplementary elegiac
pentameters.

Comparable in its use of epos / epé is an elegiac poem attributed to Theognis
(Scroll 111 15-18):

Modau: eai Xdpores, kadpae dids, ai more Kdduov
. N Loy
és yauov EAfolioon kaAdr defoar’ Eros,

‘St waddy, didor ari 70 & of kuldv of $iiov dorl}
Tol7 €mos dfovdrwv Jafe 8id aropdrwy.

Muses and Graces, daughters of Zeus! You were the ones who came once upon a time to the
house of Kadmos.
You came there, to his wedding, and you sang a beautiful epos:

“‘What is beautiful is near and dear, what is not beautiful is not near and dear’
That is the ¢pos that came through their immortal mouths.

At line 17, this poem quotes a hexameter that supposedly recovers the actual wording
of a song that had been sung once upon 2 time by the Muses and the Graces when
they perfermed at the primal wedding of Kadmos and Harmonia; at line 16, which is
the pentameter that precedes the quoted hexameter, the poem ostentatiously looks
forward to this quoted hexameter by calling it an epos; then, at line 18, which is the
pentameter that follows the same quoted hexameter, it ostentatiously looks back at it
by calling it an epos all over again. ‘

So far, we have considered how the genre of elegy shows its capacity for
performing the functions of forms that belong to the genres of epic and oracular
poctry. But there is more to it. This capacity of elegy is part of the overall function of
clegy. In the case of Poem 4 of Tyrtaeus, for example, we can see how all the
pentameters of this elegiac poem supplement the meanings of hexameters that
precede them and, by extension, how they supplement the meaning of the whole
elegy, Locking beyond this particular elegiac poetmn, we can see how the procedure of
supplementing the meaning of hexameters by way of pentameters in an elegiac
couplet Is part of an overall procedure of supplementing the meaning of an entire
poem. Such overall supplementation is a characteristic feature of the elegiac genre.
From here on, I'will refer to this feature as the supplementary function of elegy.

‘What [ have just called the supplementary function of elegy will turn cut to be vital
for taking up again the argument that was started at the beginning of the chapter,
which was, that elegy evolved from traditions of singing songs of lament. These
traditions, as we will now see, had their own supplemeritary function.
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Tt must be noted right away, before we even begin to consider what we know about
the traditions of ancient Greek lamentation, that we have precicus little direct
evidence about laments as they were actually performed in the ancient Greek
world. What we do have for the most part are representations, in the verbal and
the visual arts, of performed laments. The surviving evidence for such representa-
tions in song and poetry as well as in painting and sculpture is surveyed in the book
of Alexiou, mentioned earlier {2002).

In the specific case of song and poétry, we can mine the surviving evidence to find
whatever indications they may give about the form and the content of the laments
sung by the figures who are being represented. We have already seen an example of
such a represented figure: she is Hecuba in the Trojan Woemen of Buripides. Another
example, coming up soomn, is the figure of Andromache as she appears in another
tragedy of Euripides, Andromache.

‘Whatever we stand to learn indirectly about the form and the content of laments as
performed in ancient times can be compared with what we can leagn directly frorm
studies of live recordings of laments as performed in the various surviving Greek
song cultures of modern times, The cumulative results of such learning have been
collected and integrated in the work of Alexion (2002). Other works that integrate
what we know about modern as well as ancient Greek traditions of lament include
Sultan (1999) and Dué (zoo02, 2z008).

In applying here what we lnow about Greek traditions of singing lament, we may
start by reapplying the woridng definition that I offered at the beginning of this
chapter: lament is an act of singing in response to the loss of someone or something near
and dear, whether thar loss is real or only figurative. Now I elaborate on this definition
by outlining three characteristic features of lament.

(1) The prime mover in the singing of a lament is conventionally the one person
who is most closely affected by whatever loss is being lamented. That person is
conventionally a woman. She shows her sense of loss by expressing her sorrow in
song. She sings her lament. And, in singing her lament, she can cry while she sings
and sing while she cries {in traditional lament, the physiology of crying and gesturing
is integrated with the art of singing; see Du 2006: 46). The loss that is being
lamented is most commonly the death of a loved one, which can be linked with
other misfortunes. The contexts of lament for the dead will vary. The lament may be
an immediate response to a misfortune, as in the witnessing of a death or hearing the
news of a death. Alternatively, it may be a delayed response, as at a funeral or
cominemoration. ,

(2} The woman who sings as the prime maver in the singing of lament becomes the
lead singer. As the [ead singer, she interacts with an ensemble of women representing a
given community. The ensemble responds to the lament of the lead singer by
continuing it. The continuation is an antiphenal performance, which may take various
different forms, ranging alf the way from stylized crying and gesturing to fill-blown
singing and dancing {Tsagalis 2004: 4850, 72—4). In using the term antiphonal bere,
I am emphasizing the fact that such performance is meant as a response to the initial
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lament of the lead singer (Dué 2006: 12; on antiphonal sakismata in Modern Greek
traditions of lamentation, see Dué zood: 15¢).

(3} In singing her song of lament, the woman who sings as the lead singer may
touch on any aspect of her own feelings or on any aspect of the projected feelings of
the community as represented by those who sing and dance their antiphonal
response to her lament. These feelings may be projected either by the lead singer or
by the represented community. And the antiphonal response may be performed not
only by the ensemble of women who represent the community but even by the
community itself, consisting of men as well as women (Tsagalis 2004: 61, 64—, 6g).In
short, lament is a communalizicg experience. It leads to a cornmunalization of
emotions, in all their diversities.

To illustrate these three characteristic features of lament, 1 start by quoting the
narration of a lament in epic. The epic is the Homeric Ilad. And the lead singer of the
lament is Briseis, a beautiful aristocratic woman who had been captured as a war
prize by Achilles. Briseis is shown here in the act of lamenting the death of Patroklos,
the best friend of Achilles {Iind XIX 282-302):

Bowonls § dp* Erar inédn ypuody Adpodim
s {8 [ drpowrdor SeSatypdvor $£€1 yadud,
303 A - L Nfnf Zod Ts
dpd’ abrd yupdvg Ay Ekdbrve, yepol § Buuvage
285 orifed 7 48 Eradny Sepiy I8¢ xudd mpdowna.
clme & dpa kAalovoa yur) ikuia Bejor
HldrporcAé pot Serkf mAelorov iceyuptapéve fupud
fewdv wév ge Eetmav dyds xhiainler lodoe,
vi 6¢ oe Tetmdita keydvopar Spyape Aadv
250 & dviodo’ dis pou SéyeTar wawdv i wawod alel.
dvBpa wev & EBoady pe mamip kol wérvia pdTyp
elbov mpd wries Seeiyndvor SEET yadd,
Tpels Te kagtyviTovs, Tovs por pmia yelvaTo prTg,
xndelovs, of wdvres SAEOpiov Tiunp &méomou,
295 003¢ pdv 0dé @ faaxes, &7 Hu8p’ dudv drde Ayiddels
M : s g ; .
Enrewer, wépoey 8¢ méhw Belowo Mivnros,
xAoien, dAAD | Edaores AxiANijos Below
P . v 2y N
woupiBiny &Eloyov Ghoew, dfew © &l vmuoly
és Py, Baloew 8¢ ydpor perd Muppudveaor.
300 7 & dpotor halw Tebimdra weldiyov aiel.
e L PR : .
s édaro shaiovd, émi 8¢ orevdyovro yuvaires
Ildrpordor mpdduow, ahdv § adrdv kise Sndory.

Then Brisels, locking like golden Aphrodite,

saw Patroldos all eut apart by the sharp bronze, and, when she saw him,

she poured herself alt over himn in tears and wailed with a voice most shrill, and with her
hands she tore at

285 her breasts and her tender neck and her beautiful face.

And then she spoke, weeping, this woman whe looked like the goddesses:

*Q Patroklos, you have been most gracious to me in my terrible state and most gratifying
to my heart, :

You were alive when 1 last saw you on my way out from the shelter
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—and now I come back to find you dead, you, the protecior of your people
290 —that is what I come back to find. Oh, how I have one misforhine after the next to
welcome me. :
The man to whom [ was given away by my father and by my mother the queen
—1 saw that man lying there in front of the city, all cut apart by the sharp bronze,
and lying near him were my three brothers—all ¢f us were born of one mother—
they are all a cause for my sorrow, since they have all met up with their time of destruction.
295 No, you did not let me—back when my husband was killed by swift~focted Achilies,
killed by him, and when the city of my godlike Mynes [= my husband] was destroyed
by him ' .
" —you did not let me weep, back then, but you told me that godlike Achilles
would have me as a properly courted wife, that you would make that happen, and that
you would tzke me on board the ships,
taking me all the way to Phihia, and that you would arrange for a wedding feast among the
Myrmidons.
300 So now I cannot stop crying for you, now that you are dead, you who were always so
sweet and gentle”
So she [== Briseis] spoke, weeping, and the women kept on mourning in response.
They mourned for Patroklos, that was their pretext, but they were all mourning, each and
every one of them, for what they really cared for in their sotfrow.

In the logic of the epic narrative here, Briseis is not just weeping, not just speaking
words of sorrow. She is represented as singing a lament (Dué 2002: 70-1, 81; 2006:
43—4). And the words of her lament are quaoted inside the epic narrative. Following
this quotation in fiad XIX (1. 287—300)} is the quotation of another lament for
Patroklos, this ane performed by the hero Achilles himsell (1. 515-37); here too, as
in the case of Briseis, Achilles is represented as singing a lament (Tsagalis 2004: 86,
139-40).

Such quotations do not represent the actual meter of lament as sung in real
lamertts, since the genre of epic regutarly uses its cwn meter, which is the hexameter,
in representing other genres that it quotes, including unmetrical genres (Martin1985:
12—~42; also pp. 878, specifically on lament). In other ways, however, as we see clearly
from the words of Briseis, such quotations do represent the -three characteristic
features of lament as I outlined them earlier:

(1) Briseis, even though she is not the wife of Achilles but merely his war prize and
potential war bride, is the woman mast closely affected by the death of Patraldos, the
best friend of Achilles, and so it is she who assumes the role of prime mover in the
performing of lament for Patroklos.

(2) As the prime mover of lament, Briseis becomnes the lead singer in the performing
of lament for Patrollos. As the lead singer, she interacts with an ensemble of other
wornen who had also been captured as war prizes. The ensemble is shown in the act of
responding to her song of lament by continuing it with their own lament, in antipho-
nal performance: Qs épara xhalovs) énl 8¢ srevdyovro yuvaires ‘5o she [= Briseis]
spoke, and the women kept on mourning in response’ (XUX 301). The verb epi-
stenalchizesthai, which I translate here as ‘keep on mourning in response) is the
conventional way for epic to refer to any form of antiphonal performance.
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{3) In singing her song of lament, Briseis as lead singer touches on her feelings as a
captive woman who has become the war prize of Achilles—and whe hopes to become
his war bride. She also touches on the projected feelings of the ensemble of captive
women who respond to her lament in antiphonal song. These women 00 are war
prizes, and they must therefore share in some ways the sorrows felt by the lead singer
as she sings her lament. But the lead singer laments primarily the death of Patroklos
and only secondarily her own misfortunes, while the ensemble of women who
respond in antiphenal seng are jamenting primarily their own misfortunes and
only secondarily the death of Patroklos. Sorrow aver the death of Patroklos seems
to be the primary concern of Briseis—4to the extent that her lament projects the
sorrow of Achilles, which is a driving theme in the plot of the epic. By contrast, the
sorrow expressed by the ensemble of captive women over their own misfortunes
seems to be a primary concern only for them. Or is it? In the lament of Briseis, the
sorrow of the captive women is projected as the primary sorrow of Briseis herself over
her own misfortunes, which had been caused by the deaths of her former husband
and her kinfolk at the hands of Achilles. Briseis shows that she remembers that old
sorrow, since her wording indicates that she had wanted to lament her dead husband
in the same way that she now laments the dead Patrokles. That death in her past is
relevant to the death of Patroklos in the present. And the love of Briseis for her
former husband and her kinfolk is relevant to her love for Patroklos as & stand-in for
Achilles. There is a diversity of emotions here. And the antiphonal exchange of
laments between the captive women and their lead singer leads to a communalization
of these emotions. The example of Brisels, then, supports the argument that lament is
a comumunalizing experience, It leads here to a communalization of diverse emotions.

Such communalization in antiphonal exchanges of laments between lead singer
and ensemble can be more straightforward. A salient example is the story of another
lead singer in the Homeric Hiad, Andromache. On three distinct occasions, the epic
narration shows this woman in tite act of singing a lament as a lead singer, and, each
time, her words cf lamentation are quoted. On the first occasion, she is lamnenting the
future death of her husband, Hector (VI 407-39); on the second occasion, she
larnents him when she first sees him dead, witnessing the horrific sight of Hector’s
corpse being dragged behind the charict of Achilles (XXII 477—514): then, on the
third occasion, she laments him on the formal occasion of his funezal in Troy (XXTV
725—45). On each of these three occasions, the lament sung by Andromache as lead
singer is followed by an antiphonal lament performed by an ensemble of women
attending her (VI 499500, XXII 515, XXIV 746). After two of the three laments
performed by Andromache, the antiphonal lament of the women is described in
these words: Qs édaro ihalove) énl 8 orerdyovTe yuvaires ‘So she [= Andromache]
spoke, weeping, and the women kept on mourning in response’ (XXII 515, ¥XIV
746). We have already seen exactly the same words describing the antiphonal lament
performed by the ensemble of women responding to the lament of Brisels as lead
singer: "Ws Eparo rAalovd, éni 8¢ orerdyorro yuvaixes “So she [= Briseis] spoke, and
the women kept on mourning in response” (XIX 301).
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In these examples of lamentation, we have seen two different kinds of community
being represenied by the ensemble of women who respond antiphonally to the song
of larnent performed by the lead singer. In the case of the three different ensembles of
women responding to Andromache on three different occasions of lament, the
community they represent is Troy. In the case of the women responding to Briseis,
on the other hand, the community they represent is mixed: just 1ike Briseis, whoisa
captive wornan and a war prize of the enemies of Troy, they too are captive women.
and war prizes, but their feelings of solidarity with each other are mixed with their
feclings of solidarity with Brisels, whose love for Patroklos and Achilles, the greatest
enenties of Troy, is now driving her to cross over to the other side. Mixed feelings,
mixed community. And these mixed feelings of community find their self-expression
in the antiphcenal exchange of lament, which communalizes these feelings into a
larger sense of community.

In ali the examples of lament as narrated within the genre of epic, the narration
never shows the actual words perfermed by any ensemble in antiphonal response to
the feelings of the lead singer. And so the feelings of the ensemble are never expressed
directly. They are only projected in the words performed by the lead singer in
antiphonal exchange with the ensemble.

By contrast, representations of lament within the genre of tragedy do show the
actual words being performed by the ensemble who sing their antiphonal response to
the lament sung by the lead singer—and who thus express their own feelings directly.
We see a striking example at the beginning of the Trojan Women of Euripides, where a
lengthy outburst of lead singing in the lament by Hecuba (Il $8-152) is followed by
briefer outbursts of her lead singing, each of which is followed in turn by antiphonal
responses from an ensemble of Trojan women (Il 153—234). As the drama proceeds,
there are further lead songs of lament performed by Hecuba, followed by further
antiphonal responses performed by the Trojan women (as at Il 278-91 / 292-3,
1240—50 / 1251-9). Not only does tragedy show in such cases the actual wording of
the antiphonal responses performed by the ensemble of Trojan women: it also
represents the actual performance of such responses. The performers of the repre-
sentation are the male chorus of tragedy, who sing and dance what a female chorus
would be expected to sing and dance in real laments. The underlying reality in such a
representation is this: women who sing and dance antiphonal responses in real
lament are a chorus in their own right (Dué 2006: 12; also p. 22 with reference to
the work of Calame 2001 on female choruses).

There is a parallel underlying reality in the representation of lead songs of lament
performed by Hecuba in the Trojan Wemen of Furipides: these performances repre-
sent what a female lead singer would sing in a real lamnent, Whereas the antiphonal
laments that respond t6 the laments of Hecuba are performed by a male chorus that
sings and dances what the represented chorns of Trojan women sings and dances, the
lements of Hecuba as the represented lead singer zre performed by a male actor who
sings or recites the represented songs of lament. He sings the laments composed in
choral meters, as in the case of the first lament of Hecuba (1. 98—152), while he recites
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the laments composed in iambic trimetes, which is the meter that represents spoken
rather than sung words, as in the case of a later lament by Hecuba (Il 1240-50).

Such an actor of tragedy needs to be a virtuoso singer as well as an actor. That is
because the artistic complexity we find in most of the laments sung by Hecuba as lead
singer, especially in her very first lament, requires such virtuosity. Here I return to this
first lament as sung by Hecuba in the Trojan Women (il 98-152). This lament is
performed as a monody. The term monody can be defined in general as & mediunt of
song intended for solo performance. In the case of tragedy, however, monody needs a
more narrow definition: monody in tragedy is a medium of song intended for solo
perjorimance by a professional actor wha is also a virtusso singer. To be contrasted with
monodic songs composed for virtuoso monodic performance in tragedy are choral
songs, that is, songs composed for singing and dancing by the tragic chorus. Such
choral songs, as distinct from monodic songs, require no special virtuosity. That is
because the members of the male chorus of tragedy were non-professionals, unlike the
actors of tragedy, who were professionals. In the fifth century BCE, which we know as
the classical era of Athenian tragedy, the non-professionalism of the tragic cherus was
an essential part of the civic ideology of Athenian State Theatre (Nagy 19904 382-413).

A master of classical tragedy like Euripides, no matter how ambitious he may have
Dbeen as a cormposer, had to work under severe constraints in composing the music to
be sung and danced by the male chorus assigned to him by the State. There are broad
hints in ancient sources {as in the Aristotelian Problems, 19.15) about the frustrations
experienced by masters of tragedy in having to compromise their own virtuosity as
composers in order to accommodate various limitations in the singing and dancing
abilities of their vartous non-professional performers (Nagy 10004 343). One way out
for a creative composer like Euripides was to concentrate his musical ambitions on
the composition of monody, to be performed by a professional actor who doubled as
a virtuoso singer. After all, the essence of menody in the tragedies of Euripides was
the virtuosity it showed in its performance. Tt is in this light that we need to consider
the monody sung by the professional actor who represented Hecuba as the lead
singer of the chorus of Trojan women in the original production of the Trojan Women
of Euripides.

From what we have seen so far, we already know that monodic performance, as it
exists in tragedy, is not restricted to any single metrica! structure. This fact needs to
be connected with another fact: in ancient Greek literature, many genres exist only in
the form of monodic performance, not choral performance. One such genre, it is
relevant to note, is elegy. Here I return to my earlier working definition: mionedy is
a meditm of song intended for solo performance. In terms of this definition, elegy is a
monodic medivm, By conirast, lament Is not an exclusively monodic medium. It is
also a choral medium.

This formulation is relevant to what we have just been considering, the menodic
lamenis performed by Hecuba in the Trojan Women. And it is even more relevant to
what we are about to consider, a monodic lament performed by Andromache in
another tragedy. This lament, as we will see, is an elegy. To say it another way, itisa
composition consisting of elegiac couplets.
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The elegy occurs near the beginning of a tragedy of Euripides known as Androma-
che, which was first produced sometime in the last third of the fifth century scE. In
this elegy, we are about to see the figure of Andromache in the act of singing a song of
lament as an expression of her sorrow over her misfortunes. Now that her husband
Hector has been killed and Troy has been destroyed, this beautiful and avistocratic
Pprincess has been reduced to the degrading status of a captive woman, a war prize
taken from Asiatic Troy to the Helladic city of Phthia, where she is fated to become
the slave of the evil princess Hermione, Andromache sings her lament in the form of
a monody (Euripides, Andromache, 1. 91117):

A, Aueis & olomep éyxelpect det
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-
An: But I, involved as T am all the time in laments [threnoi] and wailings [gdoi] and
outbursts of tears,
will make them reach far away, as far as the aether. For it-is natural
for women, when misforfunes attend them, to take pleasure [ferpsis]
90 in giving voice to it, voicing it again and again, maintaining the voice from one mouth
ta the next, from one tongue to the next.
I have here not one but many things to moumn:
1 mourn the city of my fathers. I mourn Hector, dead.
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And [ moum the rigid fate allotted to me by an unnamed force [daiman], a fate to which
1 am yoked,
having fallen captive to a life of slavery—so undeserved!
100 You must never call any mortal blessed [olbios]
before he dies and you see him on his last day alive,
and you see how he lives through that day before he finally goes down below.
To Tlios {= Troy] with its steep walls did Paris bring not a wedding to be celebrated but
somme kind of aberration [aze)
when he brought to the wedding chamber, as his partner in bed, Helen herself.
105 Decause of her, O Troy, by spear and fire weze you captured by the enemy.
Seized you were by the thousand ships of Hellas sent by swift Ares,
and so also was my husband Hector taken from me, wretched that Tam. Around the
walls [of Troy]
was he dragged from the chariot driven by the son of the sea-dwelling Thetis.
And then T myself was taken out of my chamber and brought to the shore of the sea.
110 Hateful slavery did I place as headwear upon my head.
And many a teax came falling, all over the complexion of my face as I left behind
my city and my chamber and my husband lying in the dust.
T ery O for me, wretched that I am! Why did T have to see the light of day
as 2 slave of Hermione? Worn down by her domination,
15 to this statue of the goddess do I come as a suppliant, embracing it with both hands,
and T dissclve [tekesthai] (into tears) like a streapn that flows from a spring in the rocky
heights. ‘
Cho: My lady, you who have been sitting there on the sacred ground and precinct of Thetis
for some time now, unwiling to leave,
1, a woman from Phthia, have cormne, approaching you, a woman born in Asia. ..

We come to a decisive moment in the ongoing argumentation about the relationship
of clegy and lament as we contemplate the monodic singing of this elegy here
in Furipides’ Andromache. Here it all comes together. The elegiac couplets at lines
105-16, a5 sung by the actor who represents Andromache in the act of lamenting her
misfortunes, show elegy in perfect convergence with lament.

At lines 91-102, before the elegiac couplets get started at lines 103116, the actor
who represents Andromache is speaking in jambic trimeter, which is the meter that
represents spoken rather than sung words (as we saw already in the Jament of Hecuba
at lnes 124050 of the Trojan Women of Buripides). Then, at line 103, we see an
abrupt switch (as merked by the absence of an expected word of syntactical connec-
fion) from speaking in iantbic trimeter to singing in elegiac couplets. The singing of
the elegy gets started at line 103 and continues through line 116

it is particularly relevant to elegy that the lamenting words of Andromache
hightight what she calls her fate, as aliotted by some unkmown fozce, at line 98. In
Modern Greek traditions of womer’s lament, the actual word for ‘lament’ is
poipsidyy, which means ‘speech of fate’ (Nagy 199ga: 80 1.3 decisive for this interpre-
tation of the meaning is the dialectal veriant form popoiéy:). This word, in and of
itself, is a most cloquent indication of the extraordinary capacity of lament in making
relevant to a given moment of sorrow all the other sorrowful moments of life, and,
far more than that, in making relevant the sum total oflife’s lived experiences. We see
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in this capacity another vital peint of contact between lament and elegy, as we pursue
the ongoing argument that elegy evolved out of lament. -

The elegy of Andromache in Buripides” tragedy actually sliows the evolutionary
relationship between lament and elegy. We see it in the simple fact that this elegy is
complete as an elegy, but it is incomplete as a lament. The elegiac singing of
Andromache is not a complete performance of lamentation. It is only part of a
performance, as we see from what happens after Andromache finishes her song of
lament. This lament, which is a monody sung by the tragic actor represemting
Andromache, leads into an antiphonal Jament, sung and danced by the chorus of
tragedy. At line 137, the hexameter of what was expected to be the next elegiac couplet
is picked up as the first line of a choral song—a song that is meant to be sung and
danced by the chorus. This choral song is decidedly not elegiac in form. From line 137
onward, there are no more elegiac couplets to be heard, since the hexameter at this
line will not be followed by a pentameter. Rather, this hexameter at line 117 is the
beginning of strophe o of & choral song consisting of trochaic as well as dactylic
thythms; then, the hexameter at line 126 is the beginning of antistrophe a. The choral
rhythms zre maintained by the hexameters at lines 135, and 141, which are respectively
the beginnings of strophe § and antistrophe j of the choral song.

So, the elegy of Andromache, as a monody, is only a part of the lament here, since
the choral song of the women of Phthia continues where Andromache left off (Allan
2000: 55--7; Faraone 2008 127-37). From the plot of the tragedy, we can see how the
continuation comes about. An ensemble of local women from Phthia has just arrived
at the scene of action, finding there a foreign woman from Troy, Andromache. She is
in a state of abject isolation, lamenting her misfortunes as she sings her monody of
sorrow. The local wormen react to the sorrow by singing and dancing an antiphonal
lament in response to the monodic lJament sung by Andromache. This sharing of
sotrow between the two sides, by way of the monody sung by Andromache on one
side and the choral song sung and danced by the local wormen on the other side, leads
to a communalization of emotions, in all their diversities.

By way of this communalization, the local women from Phthia have i effect
accepted the foreign woman from Troy as their lead singer. For the male chorus who
represents this ensemble of women, the actor and virtuoso singer who represents
Andromache in singing her Tament is in fact the lead singer, since the monody he
sings leads into the singing and dancing of the chorus. -

Such communalization of emotions is anticipated in the fnitial lamenting words of
Andromache herself, since she speaks about lamentation not only in terms of her
own monodic lament but also in terms of antiphonal lament—which is the kind of
lament that the tragic chorus will be performing when it arrives on the scenre. In her
state of abject isalation, the figure of Andromache speaks openly about expressing
her sorrow in lament, saying that the voicing of lament is a woman’s way of sharing
her sorrow with other women, who will then continze the lament by voicing their
own sorrows, ‘maintaining the voice from one mouth to the next, from one tongue to
the next’ (1. ¢5). These lamenting words of Andromache, which merely imagine the
antiphonal lament of a chorus of women, anticipate what wilt actuzlly happen when
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the monody of Andromache leaves off: the lead song of lament performed by
Andrornache (Il 10116} will now be taken up by an antiphonal song of lament
that is no longer imagined but actually performed (IL 117-46}. And the performers of
this antiphenal lament are no longer an imaginary charus but the tragic chorus that
sings and dances in the tragedy of Euripides.

‘When Andromache in her song of lament actually speaks of women’s sangs of
lament, there are two words used in speaking of such songs, thrénei and géoi (the
singular forms are thrénos and gdos). This usage is telling us something about the
special ways in which the genre of tragedy refers to lament. To understand these special
ways, we must first consider how these same two words are used in the genre of epic.

In epic, we learn that thrénas and gdos refer to two distinct genres of lament:
thrénos refers to lament as performed by men who are professional singers, while gdos
refers te lament as performed by non-professional singers, whether they are men
or women (Nagy 1999 112). On the occasion of Hector’s funeral in the Hiad (XXIV
7203}, the word threnoi (I 721) marks the songs of men described as aoidei or
‘singers” (1. 720), while gdos (1. 723) marks the songs of women led by Andramache as
the first of three lead singers set to perform a lament (again, L 723); the second lead
singer is Hecuba (1. 747), and the third is Helen (L. 761). The laments of the lead
singers in each case lead into antiphonal singing and dancing, as indicated by the verb
epi-stenakhizesthai | epi-stenein “keep on mourning in response’ with reference to
those who perform laments in response to the lead singing; those petformers are
women (1l 722, 746) or, as we will see in more detail later, a combination of men and
women (L. 776). In the case of the thrénoi, the lead singing is indicated by the noun
exarkhot or ‘leaders’ with reference to the professional male lead singers (L. 721). In
the case of the géos, the lead singing is indicated by the verb exarkhein [ arkhein or
“lead’ with reference to the non-professional female lead singers Andromache (1. 723:
arkhein), Hecuba (L. 747: exarkhein}, and Helen (1. 761: exarkhein). Besides the funeral
of Hector, there is another cccasion wheie the word gdos is used with reference to
both the lead singing and the antiphonal performance of lament: this time, it is at the
funeral of Patroklos, where the performers of the géos are not women but nien (XXI1I
10, 12), whose mourning is led by Achilles himself (XXIIT 22, 17: arkhein). In epic
narrative, antiphonal lamenting may be performed not only by women representing
a community but even by the community itself, in its entirety. Towards the very end
of the Iiad, at the funeral of Hectos, when Helen finishes performing her lead song of
lament, the antiphonal respouse to her lament is performed not by an ensemble of
women but by the entire community or démos of the Trojans (XXIV 776). Evidently,
the antiphonal response is being performed here by men as well as women, and thus
the lament of women is being transformed into ‘a collective civic sorrow’ {Dué 2006:
44; also Tsagalis 2004 61 on Hiad XXX 420, where antiphonal lament is performed by
the politai or ‘city-dwellers’ of Troy in response to the lament of Priam).

By contrast with epic, which shows a distinction between thrénos and gdos as
genres, we see 110 such distinction in the monody of Andromache as represented in
the Andromache of Euripides. Both words #hrénos and géos refer in this monody to
laments performed by women, Nor can we find a clear distinction between thrénos
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and géos anywhere else in tragedy. For example, in the tragedy of Buripides knowi as
Iphigeneia among the Taurians (I, 143-7), the male actor who represents Iphigeneia
sings in a monody: io Spwal, | Sualpyprivows de Bphvows | Eyreiat, Tds odx edpotioon |
;,co)rrr&s dAﬁpms éréyous, alal, { &y ijefocs otkracow, ‘O my handmaidens! How
involved I am in thrénof so sad for singing as thrénoi, coming as they do from the
kind of song that has no kindly Muse, with its elegoi having no lyre to accompany
them, afai, in thelr pitiful expressions of anxieties.” In the wording of this monody by
Iphigeneia, thrénos refers to non-professional female lament, not to professional
male lament. Moreover, the word elegoi here means simply ‘mournful songs’, which
cannot refer to the genre of elegy as we know it, since the monody of Iphigeneia is
composed in choral meters and not in elegiac couplets; we have already seen another
such use of the word elegoiin the stylized sense of ‘mournful songs’ in the monody of
Hecuba as sung in the Trojan Wornen of Buripides (1. 119 Sarpiwr E\dyovs),

An explanation for the ignoring of distinctions between the separate genres of
threnos and géos in tragedy can be found in tragedy itself as a genre in its own right.
This genre, like epic, is capable of representing other genres within itself. Unlike epic,
however, the genre of tragedy represents other genves directly and in some ways more
realistically. For example, the female form of lament known as gdos in epic is
represented directly in tragedy. The singing and dancing of the gdos is shown in its
entirety. To be seent and heard are not only the singing of the lead song performed by
the lead singer but also the singing and dancing of the antiphonal song performed by
the chorus. Also, tragedy represents these songs realistically by retaining their
multiform meters. By contrast with what we see in the genre of tragedy, the genre
of epic represents only indirectly and less realistically any genre other than itself. In
the case pf the gdos as performed by women, for example, epic quotes within its
narration only the words of the lead song performed by the lead singer. Also, epic
represents these quoted words unrealistically by transforming their potentially mui-
tiform meters into the uniform meter of eplic, the hexameter. As for the antiphonal
song of the gdos as performed by a chorus of singers and dancers, the genre of epic
does not represent the words of the chorus, even indirectly, and it narrates the action
of its antiphonal performpance in a most reductive and thus unrealistic way by
compressing an entire sequence of choral responses within the frame of a single
word, epi-stenakhizesthai (alternatively, epi-stenein), in the stylized sense of ‘keep on
mourning in response’

Having, seen how the genre of tragedy is more realistic than the genre of epic in its
representation of lament, we can also see why it ignores the distinction between the
separate genres of thrénos and géos. Lead singers such as Andromache and Iphigeneia
can refer to their laments as threnoi because thelr singing is actually performed by
professional male singers who are comparable to the professional male singers of thrénoi
in the epic, not to the female singers of gdo, who are of course non-professionals, In
brief, the conventions of Athenian State Theatre, where males play female as well as male
roles, makes the overlapping of these two genres of lament inevitable.

it is not énough to say, however, that tragedy ignores the distinction between
professional male lead singing of thrénoi and non-professionat fernale lead singing of
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gooi simply because professional male singers are used for such performances. Moze
thai that, tragedy ignores this and other such distinctions because it is understood to
be the most definitive imaginable form of performance. Tragedy is the ultimate
genre, from the standpoint of the civic ideolagy that shapes the festivals of Athens,
especially its main dramatic festival, the City Dicnysia, which is the main venue for
Athenian State Theatre. From the standpoint of this ideclogy, there is no need to
nmiake distinctions in referring to male or fernale lament, since the definitive form of
Jament is Tale by virtue of being petformed in the all-male genre of tragedy (Nagy
1994/5: 21). Wor is there a need for Athenian State Theatre to make distinctions in
referring to Greek or non-Greek lament, as we see in the Persians of Aeschylus, since
the definitive language of lament is Greek, not Persian (Ebbott 2000).

In short, the references to female lament in tragedy are in realify references to
female lament only as represented by male lament. Such a representation of female
izment by tragedy can be considered an act of male appropriation, to which I will
refer hereafter as a asculinization of wornen’s lament.

With its power of direct representation, which is called mimésisin Greek, tragedy is
not only more realistic than epic in the ways it shows lament in action. It is also more
deceptive, since this realism males it all the more difficult to distinguish between
genres of male and female lament embedded within tragedy as a genre of all-male
performance. The masculinization of women’s lament in tragedy is so realistic that it
becomes barely noticeable. That is what makes tragedy in Athenian State Theatre
seem so threatening in Plato’s Republic (Il 3p5d-¢). As we see from the analysis of
Nicole Lorawx (1998 10-11), the perceived threat is that men who 1epresent the
laments of women in tragedy will start to talk and think and even feel like women,
not like the men they really are. In the masculinization of women’s lament, from
Plato’s point of view, the danger is that men’s lament can in turn be feminized.

Now that we can appreciate more fully the power of tragedy in representing
women's laments realistically, T am ready to make three points about the elegy sung
by Andromache at lines 103116 in the Andromache of Buripides:

{1) The elegy of Andromache, sung within the context of a lament, can be
considered a realistic representation of a lead song of a real lament as really sung

by women. Such a lead song is monodic, leading into an antiphonal song of lament

by a chorus. This conclusion supports the theory of Page (1936}, who argued that the
elegiac couplets of the elegy sung in the Andromache of Euripides represent elegiac
couplets as actually performed by women. In terms of this argument, ‘elegiac
couplets sung in stanzas were used by women for a mimber of ritual purposes,
including lament and hymns’ (Farzone 2008: 137, citing Alexiou 2002t 1314 on
‘common features of lament and hymi’). Tn the Hellenistic period, which extends
from the fourth into the first century BeE, such a form of women’s singing in elegiac
couplets seems to be imitated in learned poetry; a case in point is Hymn 5 of
Callimachus, whe flourished in the third century sce (Bulloch 1985}

(2) The elegy of Andromache, if it is taken out of its context as a lament sung by a
~woman, can be considered a realistic representation of real elegy as really sung by men. By
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rea] elegy I mean the existing form of elegy as we see it attested in. the histarical period of
Greek literature starting from the seventh century Bce. As we are about to see in the
analysis that follows, real elegy was strictly monodic, without a choral follow-up. And real
elegy, in its monodic form, could be performed only by men.

(3) The clegy of Andromache corresponds 1o a pre-existing form of elegy as
represented in epic. This form is the thrénos, 2 monodic lead song performed by
men, which leads into choral song performed by either men or women. This pre-
existing form can be considered a pre-genre, to which T will vefer as threnodic elegyin
order to distinguish it from the existing genre of elsgy. Unlike the monody of elegy,
which is cut off and disconnected from any follow-up in choral performance, the
threnodic elegy still retains its choral connectivity, as we can see from the representa-
tions of this genre in epic.

In brief, then, the elegy of Andromache composed by Buripides for his Andromacheis
exceptional in ancient Greek literature because its form represents three different but
related genres: (1} lament as performed by women, (2) elegy as performed by men, and
{3} threnodic elegy as performed by men who are professional singers. The representa-
tion of all three of these genres must have scemed most realistic to the andiences of
Euripides, since he is ridiculed in the Frogs of Aristophanes (Il. 1301~3) for heavy-
handedly inserting what is called the ¢hrénos into his tragedies (Nagy 19904 £03).

The differences we see in these three genres stem fromm 2 basic tendency in the
evolution of poetic forms in the prehistory of Greek literature, That tendency can be
described as an ongoing differentiation of specialized forms of solo performance
evolving out of unspecialized forms of group performance. What resulis is the
emergence of specialized forms that exist only in solo performance, cut off from the
corresponding unspecialized forms that continue to exist in group performance. To
put it in texms of attested forms of performance in the fifth century BcE, a period of
time that coincides with the classical phase of ancient Greek literature, solo perfor-
mance becomes menodic while group performance remains choral (Nagy 19004; 85,
340-1). Almost alt of the poetry we find surviving from the literature of this period has
been composed exclusively either for monodic or for choral performance.

An exception is tragedy, along with other dramatic forms as attested primarily in

+ the context of Athenian State Theatre in the fifth century. Within the framework of

tragedy and other drama, the monodic and the choral dimensions of performance
are still connected, as we saw for example in the elegy of Buripides’ Andromache.
Qutside the framework of tragedy and other drama, however, in all othex forms of
attested poetry and song-making, the medium of monodic performance had already
become disconnected from the medium of choral performance, A primary cause was
the ongoing professionalization of monodic poetry and song-maling in the classical
phase of Greek literature in the fifth century scz. By this time, @ man needed to be a
professional singer in order to have the skills required for singing monody; and, ifhe
happened to be an elite amateur who aspired to be able to perform monodic song in
front of his fellow elites at special private events like symposia, he needed to be
properly educated by professionals in order to develop the skilis of monodic singing.
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Only the medium of performing choral poetry remained unprofessionalized in the
classical phase of Athenian State Theatre. Amateurs recruited for perferming in the
civic event of a drama would be expected to have the minimal skills needed for the
choal singing and dencing that the composer-director of the given drama would
teach them. {The relevant evidence for the formulations in this paragraph is surveyed
in Nagy 19904 378-9, 406--10.}

Even choral performance became professionalized in the post-classical phase of
Athenian State Theatre in the fourth century Bce (Nagy 19964 175—4 1. 74). And the
trend of professionalization must have been already underway in the earlier classical
phase, since any choral song featuring a Jead singer who sings a monody in concert
with the chorus would have required a professicnal actor for the lead singing. This
formulation can be extended further to the professional actor of drama in general,
since his professionalized function as actor had evolved from the non-professional
function of lead singex in the chorus, The actor who performs as a virfuoso singer of
monody can be considered a revitalized affshoot of such a lead singer.

There is one genze that remaing exernpt from the professionalization of monodic
performance. It is the genre of women's lament. And the same can be said about all
other forms of women's seng besides songs meant for lament, such as love sengs
mieant for courtship rituals and weddings, hymnic songs for worshipping the gods,
and so on (Tsagalis 2004: 82—5; Dué 2006: 20). The performance of such songs by
women could always remain unprofessionalized. But there is an essential qualifica-
tion to be noted here: the performance of such songs could remain unprofessicna-
lized if the performers were wormen. These same forms of performance could become
professionalized, however, f the performers were womet: as represented by men.

A salient example of such professicnalization by way of masculinization is the
poeny and song-maling of Sappho, whose life and times are conventionally dated to
+he late seventh znd early sixth centuzies Boe. Songs attributed to Sappho, stemming
from the song-making traditions of the local women of her native island of Lesbos,
could be sung not only by women but zlso by men, and there were two basic social
contexts for such singing by men, namely, the symposium and the public festival
{MNagy 2007 zi7—26; see in general the fandamental work of Yatromanolakis 2007 on
the reception of Sappho). The tradition of singing Sappho’s songs, which required
virtuoso lead singing that leads into choral singing and dancing, became professio-
natized as a tradition of monodic singing as performed by men at symposia, first
already in Lesbos and then later on in places like Samos and still later on even in
Athens, as of the early sixth century and continuing all the way into the fifth; in the
case of Athens, we have feason to believe that Sappho’s monodic songs were
performed there not only at symposia but also, eventually, at the major public festival
of the Athenians, the Panathenaia (Nagy 2007: 243-6).

The professionalization—and masculinization—of Sappho’s monedic songs in
the fwo social ‘contexts of the symposinm and the public festival is comparzble to
what we find in the history of elegy. There are two historical facts about elegy that
establish the comparison:
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1. There were two basic social contexts for the singing of elegy by men, namely, the
spmposiuni and the public festival (Bowie 1986: 1421, 34).

2. As we have already seen, elegy was 2 monodic medium, testricted to singing by men,
but the actual form of the elegiac couplet bad a broader range, since it was not
restricted to singing by men, Within the broader context of threnodic elegy, the chorat
lead singer could sing in elegiac couplets, to be followed up by the singing and dancing
of the chorus, and such lead singing could be performed by women as well as by men.

Using the analogy of Sappho’s monodic songs, then, we can say that the formation
of elegy as a genre sterns from traditions of monedic performaence by men at
symposia. Such moncdic performance, in the context of the symposium, can be
described as a meditim that has been disconnected from choral performance, that is,
cut off from its roots in the chorus, The medium of choral lead singing, which leads
into the singing and dancing of the chorus, loses its original choral context in the
process of becoming transformed into the newer medium of monodic singing at
sympaosia. Such a less of choral context in the newer medium affects what I described
earlier as a communalization of emotions between the choral lead singer and the
chorus in the older medium. In the newer medium of monodic singing at symposia,
such cemmunalization is taken out of context, decontextualized.

Such decontextualization of shared emotions in monodic singing at the sympo-
sium is only partial, however, since the monody iiself can represent a communaliza-
tion of emotions even without the presence of a real chorus. In the context of
monodic singing at 4 symposinm, the choral context can be partially recontextua-
lized by way of representing the shared emotions of a chorus that is no longer there.
The monody can still pretend to have a choral follow-up, a choral response, But now
there is simply one voice that expresses and represents what is being felt, both in the
singing of an imagined lead singer and in the antiphonal response of an imagined
chorus. And the chain of recentextualization in monody can extend even further,
from the syniposium into the public festival. The choral lead singing that is recon-
texiualized by being represented in monodic singing at symposia can be further
recontextualized by being represented in monodic singing at public festivals, where
the singing takes the form of competitive performances by professional singers called
kithariidoi or ‘citharodes) performers who sing lyric songs to the accompaniment of
the seven-string lyre or kithara (Nagy 2004: 37-8).

On the island of Lesbos, in the context of public festivals, citharodes would sing
the songs of Sappho as a model of women’s lead singing, in the context of an
imagined chorus, and the songs of Alcaeus as 2 model of men’s monodic singing,
in the context of an imagined sympostum. Similarly, in the context of a real
symposiwm, men would sing the songs of either Sappho or Alcaeus or other models
of monodic singing. Aud, beyond their original setting in Lesbos, these songs were
approptiated and maintained in Athens, where they kept on being performed both in
the less formal context of the symposinm and in the more formal context of the
public festival of the Panathenaia (Nagy 20071 243-6).
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Corresponding to the citharodes, whose monodic singing of lyric songs was
accompanied by the kifhara, there were professional singers called auldidei or
“audodes, whose monodic singing of corresponding songs was accompanied by the
aulos, and we know for sure that these two forms of monodic singing, citharody and
aulody, were symmetrically institutionalized at public festivals like the Panathepaia
{Magy 19904 104). And, though we da not know for sure, we have reason to think
that auiodes who sang to the accompaniment of the aulos in aulodic competitions at
the Panathenaia would be singing songs composed in elegiac couplets. In other
words, they would be singing in the genre of elegy. To back up this line of thinking
about the singing of clegy at public festivals, I point to the cumulative evidence
showing that the singing of elegy at symposia was conventionally accompanied by the
aulos (Bowie 19861 27).

In terms of the ongoing argument, then, the traditions of auledy stemmed from
the singing of men’s and women's elegy (1) by amateur men perforining for each
other at symposia and (2) by professional aulodes performing for civic assemblies at
public festivals. And the repertoize of men singing elegy at symposia and at public
festivals would include sougs composed in elegiac couplets as sung by women who
were lead singers of lament. Such songs composed in elegiac couplets could have
included elegiac songs of Sappho. There is an attested reference {Qxyrhynchus Papyri
1800 fi 1) Lo au ancient edition of Sappho’s songs in which one of the scrolls
contained a whole collection of her elegeia or ‘elegies’; there is also a reference to
her elegein in the Byzantine encyclopaedia known as the Suda (2 107).

We have noted that the sharing of emotions in the monody of elegy has been taken
out of its earlier context, which was a mournful exchange between lead singer and
chorus. The occasion for such an carlier context, as we have also noted, was
lamentation over personal misfortunes, and the most common example of such
lamentation was the mourning of the death of a loved one. For elegy, however, both
the context and the occasion have changed. The context is no longer an exchange
between lead singer and chorus, and the immediate occasion is no longer the coming
together af mourners at a funeral. Instead, the context is now monodic singing, and
the immediate occasion is the coming together of revellers at a syrposium, where
men drink wine together as they recline on sympotic couches and enjoy each other’s
company while conversing or taking turns in singing monodic songs.

In general, monodic singing at symposia would feature either virtioso citharodic
singing, where the singer accompanies himself on the kithara, or, more commenly,
aulodic singing, where the singer is accempanied by a giel or boy playing on the
aulos—or even by a fellow symposiast playmg as a spontaneous accompanist. In
particular, one special kind of aulodic singing at symposia would be the monody of
elegy, that is, of singing in elegiac couplets to the accompaniment of the aulos.

All this is not to say that a man could not lament a death in 2 monody sung in
clegiac couplets at a sympesium. He could, but such a Jament would not be the
Jament he would sing on the immediate occasion of, say, mourning a death at a
funeral. His lament would now be sung on the immediate occasion of a symposium,
where he would be sharing his emotions not with fellow mourners but with his fellow
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symposiasts. Yes, he could still be singing the kind of lament he would sing at a
funeral, or even the kind of lament that his women kinfolk would sing at that funeral.
But his lament would be decontextualized. His lament would not be real lament but
elegy.

In real lament, as still attested in recordings of songs sung by women who have
kept up the traditions of singing lament in the surviving song cultures of the Greek-
speaking wotld today, we find a stunningly wide diversity of ways in which to express
emotions. Besides the countless different ways of expressing the most relevant
primary emotion of sorrgw over the death of a loved one and over all the suiferings
occasjoned by that death, there are also countless different ways of expressing
another relevant primary emotion, and that is love—love not only for the beloved
dead but also for any of the living who are mourning both for the dead and for each
other. Such expressions of love in Greek lament can even be transferred to expres-
sions of love in love songs sung on occasions such as courtship rituals and weddings
(Dué 2006: 20), And the diversity of other relevant emotions extends to expressions
of the mourner’s diverse feelings of fear, anger, or hatred as well. All these diverse
ways of expressing emotions are tied to the singing woman’s full range of lived
experiences. In short, there is a remarkably wide range of possibilities for the self-
expression of a woman who is singing a lement.

‘We may expect a correspendingly wide range of possibilities for the self~expression
of a man who is singing an elegy. For a man, in fact, the range of emotional self-
expression is even wider than it is for a woman, since the singer of elegy at a
symnposium, everr if he is lamenting the dead, must take note of the immediate
occasion for his expression of lamnent, which is a sympotic occasion. Such is the
dramatized occasion of Poem 13 of Archilochus, whose lifespan is traditionally dated
to the first half of the seventh century:

wiiea pdv srovbevra Mepludees olré Tis dordw
pepdiperos Badims répherar olidé méhis’

rolovs ydp xara wdpa wolugielafos fardoans
Exdugey, olbardous & dud’ dbdvqis Eyouer

5 mreipovas. dAdd Geol yap dvpréeroio kakoiaw

& LN & wparepiy Phqpoctny Sfeons

$dpuaiorn dAore dAdos Exes T8€ viv pév & fu<éng
érpdnelf, afparder § EAxos dracrévoper, '

adris § érdpovs Emopelpera. MG rdyora

10 TAfre, yuveukelor wéufos drwadpevor.

To care about mourning, Pericles, is not something that any one of the citizens
would find fault with, on the occasion of festivities [thaliai = symposia]. Nor
woulddny city find fault.
You see, that’s the kind of men the waves of the loudly roaring sea
have swept under, and now we have our lungs all swollen with painful sorrows,
5 yes, our lungs, But you see what the gods have done for our incurable misfortunes,
my friend. They have placed as a cover over them a strongly resistant endurance
as an antidote. Different people have this thing happen to them at different times.
This time,

é
i
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it was our turn. And we mourn the bleeding wound inflicted on us.
Next time, it will happen to these who are next in line. So, come on, s time to get
going, as fast as you can-
10 It's time for you ¢o get over it and endure, pushing aside the kind of grief
[penthos] that women have.

The sympotic singer here is lamenting the death of beloved companions who drowned
at sea, Just as the lungs of the drowned men are swalien with the salt water of the sea that
has drowned them, so also the lungs of the men who lament ther are swollen with the
salt water of the tears they shed for their dear companions. This reference here to men’s
lamenting for the dead, however, is contextualized in the setting of a symposium, where
a2 man is singing & monedic song of elegy, And this sympotic setting of elegy makes a big
difference. At a symposium, men must be men in contemplating death in particular and
mortality in general. Their civic identity is foregrounded: itis essential for the sympo-
siasts to be consciows of what the citizens think (1. 1), what the city thine (1. 2). Men
must sing elegy not the way womern sing and dance Jlament. That is the thinking behind
the ostentatious rejection, in this sympotic context, of a typical woman's way of
expressing her penthos (1. 10). As we see most clearly in epic, this word penthos along
with its synonym akhos means ‘grief, and both words refer to lament as performed
either by women or by men (Nagy 19594: 94-117).

The point of the sympotic singer’s ostentaijous rejection of women’s lament is this:
whereas men can exprags their grief not only by way of singing lament on occasions like
{inerals bui also by way of singing elegy on the occasion of a symposium, woren cannat
have such a sympotic occasion to sing elegy, restricted as they are to expressing their
corresponding grief by way of singing lament. 'The lament of men in their symPuﬁc
singing of elegy may be a stylized and representational form of lament. Still, by differ-
entiating itself from women’s lament, elegy can stilt caim to be a form of men’s Jament.

Elegy as a form of men’s lament can extend from the narrower comtext of the
symposium into the wider context of a public festival, A shining example is a lengthy
monodic elegy composed by Simonides, whose lifespan is dated to 556-468 BCE. The
elegy is Poem 22 of Simonides, preserved only in fragmentary form (ed. West 1998).
The monodic singing of this elegy was evidently a public act of festive lamentation for
the citizen warriors who died in the battie of Plataea in 479 pCx (Boedeker and Sider
2001; Nagy 200s). Though the actual venue for this elegiac performance has et to be
ascertained, one possibility I highlight here is that Simonides entered his Plataea Elegy
for performance in the aulodic competitions at the festival of the Panathenaia in Athens.

The public festival is not the only other context for elegy asa form of men's lament.
Yet another coutext is the epigram, which is a poetic text inscribed on a monument
Imeant to be seen by the public at large. A telling example is an epigram dated to the
mid-sixth century BeE and deriving from the region of Ambracia (Supplermentum
Epigraphicum Graecum X11 540). This epigram, inscribed on a monument enshri_m
ing the remains of a group of men who had been armbushed and killed while
performing a diplomatic service for their community; is an elegy that laments the
men while telling their mournful story within the poetic space of five elegiac couplets

{Cassio (1994) has produced an improved edition of the text, with commentary). The
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speaking voice of the elegy starts off by declaring monodically in the first person:
andras tousd’ . .. olophuromad, ‘1 lament these men’ (1 1), while addressing the
community in the second person as politei or ‘citizens’ (1. 9). The death of these
men, as the elegy declares, was a penthos or ‘grief” for the community of fellow
citizens, and this civic grief ethalle, that is, ‘it reached full bloony” at the time of their
death (L 6). The verb thallein, ‘reach full bloowr), is a mietaphorical reference here to
the festive aimosphere of a symposiurn, as we see from contexts where the derivative
noun thalia or Testivity’ refers to a generic symposium {as at 1. 2 of Poem 13 of
Archilochus, quoted above; also in Homeric Hymn to Hermes il 56, 454). So the
epigramn pretends to majntain and even perpetuate that sympotic atmosphere in its
elegiac words, permanently inscribed in stone.

Simonides, who was a celebrated composer of elegy as performed at public

. festivals, became an equally celebrated composer of epigrams featuring such elegiac

poetry. The composition of elegies inscribed as epigrams could be commissicned by a
comununity just as readily as the composition of elegies performed at their public
festivals. In the case of Simonides, there survives a sizeable number of such elegies
inscribed on public menuments and attributed to this master poet (Petravi 2007).
The actual tradition of composing elegies for epigrams became widespread already in
the sixth century Bce (Aloni 2009). By the time of Simonides, whose era extends well
into the fifth century, the epigrammatic uses of elegy becarne so versatile that they
extended far beyond the ariginally sympotic contexts of this genre (Elmer 2c05: 10 on
an eleglac epigram in Carming Epigraphica Graeca, no. 429, dated around 475 BCE;
p- 15 on an eleglac epigram attributed by Pausanias 10.27.4 to Simonides, whose
composition was inscribed on the monumental painting of Polygnotus adorning
the Leskhe of the Cnidians at Delphi). This epigrammatic functon of elegy is
vigorously continued in the Hellenistic period (Fantuzzi 2004).

Despite its claim to be a form of men’s lament, elegy can simultaneously make a
counter-claim: that it is also an antidote for the grief and sufferings of lament. We
find such a counter-claim in Poem 13 of Archilochus, quoted eatlier, where the
sympotic setting of elegy is seen as a pharmakon or ‘antidote’ for the grief of
mourning (1. 7; Martin 2001: 678, also with reference toe Theognis, Il 1133—4; Lentini
2006: 225 . 24}. In such a convivial sympotic setting, as I noted earlier, men drink
wine together as they recline on sympotic couches and enjoy each other’s company
while conversing or taking turns in singing monodic songs. In such a setting, as in the
setting of women’s laments, there is a wide range of possibilities for expressing
emotions—not only the primary emotion of sorrow but alse love, especially love, as
also fear, anger, hatred, and so forth. And all these emotions can be tied to lived
experiences—or even to linagined ones, These experiences, especially when it comes
to affairs of the heart, can reflect negative as well as positive values.

Tt can be said in general ebout sympotic singing that the singer is free to represent
negative as well as positive forms of behaviour. In any given sympotic song, the ‘I’ of
the singer can be represented as roguish or decorous, antisocial or social, uncivil or
civil, so lonig as the overall mentality of representation privileges the positive side of
such oppositions (Nagy 19964: 216—23). In terms of this overall paositive mentality,
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men who come together at a symposium should be decorous, social, and civil, since
the symposium as it represents itself in sympatic poetry is & community of compa-
nions who have sacial ties with one another, and these ties are commurnal, even civic
(Nagy 2004: 44-8].

Such a civic self-representation of the symposium by sympotic poetry is a key to
explaining how elegy, as 2 primary medium of sympotic poetry, became also the
medium of self-expression for the speaking voice of a civic model like Salon of
Athens, whose lifespan is dated to 630-560 BCE. Solon was figured as the lawmaker of
the Athenians (Nagy 1985: 36-41; o the civic function of Solonian elegy in generai,
1 cite the foundational work of irwin 200s). In the elegiac paetry attributed to Solon,
which teaches by example how to achieve order in society, the oppesite forces of
social order and disorder are made paraliel to the opposite forces of orderly and

disorderly behaviour at a symposium (Poem 4.16; commentary by Nagy 1985: 59-60;

1990a: 430), Like Solom, another such civic model is Theognis of Megara, already
mentioned, whose speaking voice claims for him the authority of a lawmaler (L. 543-6,
So5-1¢; Nagy 1985 36-8). Still another such civic model is Tyrtacus of Sparta, whose
voice of authority articulates the Spartan social order (Nagy 1590b: 269-75).

The civic function of elegy led to 2 wide variety of applications in the context of
public festivals celebrated in cities large and small; at such festive occasions in any
given city, elegiac poetry served the purpose of glarifying the cultural heritage of that
city, and such poetry tended to be prodigiously detailed and lengthy (Bowie 1986).
We have reports from the ancient world about such monumertal elegies celebrating
various city-states: examples include a lengthy elegiac poem about -the city of
$myrna, attributed to Mimnermus of Smyrnz and Celophon, dated to the seventh
century 5CE, and another lengthy eleglac poem about the city of Colophon and its
daughter city Elea, attributed to Xenophanes of Colophon, dated to the mid-sixth
and early fth centuries scE (Bowie 1986; Irwin 2009). Such monumental poeiry,
which s sometimes called ‘catalogue clegy’, persisted into the Hellenistic period, as
exemplified by the Aetia of Callimachus (Faraone 2008: 139; Cameron 1995: 277-89).

The civic seriousness of such elegy as sung at public festivals must be contrasted with
the mixture of seriousness and lightheartedness we find in elegy as sung at symposia. In
the good compary of fellow symposiasts, the spirit of comviviality can induce even the
voice of elegy to abanden from time to time its sexfousness in tone and to forget about
the cares and werdes of civic extstence. For example, affairs of the heart can at times
overrule the affairs of state in the poetic agenda of elegy (examples abound: one ameng
many is a poem embedded in Theognis 1l. 1063-8). Comparable is the ostentatious
abandonment of civic virtue in the atmosphere of hedonistic abandon that pervades
Roman love elegy, as analyzed by Paul Allen Miller in this volume.

Despite 50 rnany such moments of celebrating the pleasares of life in ancient Greek
elegy, however, death and mortality are never far away. Sorrow aver mortality presses
against the joy of being alive, and that is why life’s transient pleasuzes must be seized
and enjoyed all the more, That is the pervasive sentiment of elegy. And I close by
showing a most exquisite declaration of this elegiac sentiment i Poen11 of Mimnermus:
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‘What is life, what is pleasurable, without golden Aphrodite?
Iwant to be dead the moment I reach the time these things no longer matter to me—
1 mean, secret lovemaking, sweet love gifts, bed of love.
Oh, how the blossoms of youth are ready for picking
5 for men and women alike! But then, once the time comes for the painful arrival
of old age, which turns even a good-looking man inte something repulsive,
that is when a man’s thinking, over and over again, gets worn down by bad anxieties.
No, he gets no pleasure even from looking at the rays of the sun, ne.
So there he is, someone boys will have nothing to do with, and gone is any respect from woinen.
10 This is how painful it is, old age is, and it was made to be this way by the god.

In this sad and mournful song lamenting old age and its sure signs of a death yet to
cerie, we can hear the sounds of real lament as really performed in lament. The
formal cries of serrow in real performances of lament, most commonly oinei and
aiai, are echoed by the arrangements of sounds produced in this song of elegy. In the
second verse, the lamenting cry of oimoi is echoed in the thyming vowels positioned
at the end of the first half of the pentameter, . .. (#)o7, and at the end of the second
half, ... ¢i. In the seventh verse, the lamenting cry of aiai is echoed in the rhyming
words positioned at the beginning of the first hall of the hexameter, ai-, and at the
end of the second half, -ai. There is further echoing at the end of the word kakai or
‘bad}, which ends at the main word break of this hexameter and which describes the
merimnai or ‘anxieties’ of the mowrnful man. And the sound of this word for
‘anxieties’, merimnai, refracts the sound of the name of this mournful man of elegy,
prenounced in the original Greek as Mimnermos. (On the poetics of representing an
echo as a refraction of light, see Nagy 1996a: 24.)

There are even further echoes of lament. In the eighth verse, where the mournful
man of elegy laments that he gets no pleasure even from looking at the rays of the
rising or setting sun, T have put into my translation an added 'no’ of denial to convey
the sound of the final syllable o of this verse, which is the ending of the word egiiou
meaning ‘of the sur’ The added “no’ conveyed by the sound of this final -ou is a
plaintive echo of the sound of the ou- that began this verse, where the ou- of cude
really means the ‘no’ of denying the pleasure to be had frem looking at the rays of the
sun. The whole song begins on a note of derying pleasuze, since the word ferprion in
the first verse, meaning ‘pleasurable, is acoustically denied by the word that follows
it, ater, meaning ‘without’ The denial is made by the sound of ater; not only by its
meaning, ‘without) since the sound ter of ater echoes the sound fer of terpron,
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meaning ‘pleasurable’ What is ‘not pleasurable’ would be aterpnon, which is how the
sound of the word ater begins, to be followed by the wording for ‘golden Aphrodite;
which completes the verse and completes the idea. And the idea is this to deny
pleasure is to deny golden Aphrodite, the goddess of sensual pleasure and love. More
than that: to deny Aphrodite is to deny life.

The refusal to deny life is to lament, lament sadly and mournfully but sensually as
well, the way that women lament as well, sensually. There is 2 pleasure to be had in
the sensuality of Jament. We have already heard Andromache saying that, as she
started singing ber elegiac song in the Andromache of Euripides (1L 8790}

But I, involved as T am all the time in laments and wailings and cutbursts of tears,
will make them reach far away, as far as the aether. For it is natural
for women, when misfortunes attend them, to take pleasure [ferpsis]
go in giving voice to it all, voicing it again and again, maintaining the voice from one mouth
to the next, from one tengue to the next.

That sensuality of lament is passed on, from one lamenting worman to the next. Men
hear their song of lament, and they too pass it on, singing elegy. That sensuality gives
pleasure, and such pleasure is an elegiac pleasure, derived from the pleasure that
wamen take in passing on their own sorrows. Such are the delights of elegy.

B EFERENCES

Avgxion, MARGARET (2002), The Ritual Lament in Greek Tradition, 2nd edn rev. Dimitrios
Yatromanolakis and Panagiotis Reilos (Lanham, MD: Rowman & Littlefield).

ALLAN, WILLIAM [2000), The Andromache and Euripidean Tragedy (Oxford: Oxford
University Press). ' ’

ATIEN, WiLLian STDNEY (1973), Accent and Rhythm. Prosodic Features of Latin and Greek:
A Study in Theory and Reconstruction (Cambridge: Cambridge University Press).

—— (1987), Vox Graeca: The Pronunciation of Classical Greek, atd edn (Cambridge: Cam-
bridge University Press).

" AroNT, ANTONIO (2009), ‘Elegy: Forms, Functions and Ways of Communicating, in
Budelmann {z009: 168—88).

Bariey, CyriL, ed. (1936), Greek Poetry and Life: Essays Presented te Gilbert Murray on his
Seventieth Birthdny {Oxford: Clarendon).

_Banwes, Hargy R. (1995), “The Structure of the Elegiac Hexameter: A Corparison of the
Structure of Elegiac and Stichic Hexameter Verse), in Fantuzzi and Pretagostini (1995:
1.135~62).

BartoL, KrysTyxa (1987), Greek Elegy and Iambus: Studies in Literary Sources (Poznan).

Br1ssINGER, MARGARET, JANE TyLus, and SusanNg WorsorD, eds. (1999), Epic Traditions
in the Contemporary World: The Poetics of Commuinity (Berkeley and Tos Angeles:
University of California Press).

BIERL, AnToN, REBEGCA LAMMLE, and KaTHARINA WESSELMANN, eds. (1997), Literatur und
Religion 1. Wege zut einer mythisch—rituellen Poetil bei den Griechen (Berlin and New York:
Basiliensia—MythosEikonPoiesis, vol. 1.1},

ANCIENT GREEK ELEGY 43

Brok, Josive H., and ANDRE LARDINGIS, eds. (2006), Selon of Athens: New Historical and
Philological Approaches (Brill: Leiden).

Boeprrrr, DEBCRAH, and Davip SIDER, eds. (2001), The New Simonides: Contexts of Praise
and Desire (Oxford: Oxford University Press).

Bowre, Ewen L. (1986), ‘Barly Greek Elegy, Symposium and Public Festival) Jourual of
Hellenic Studies 106 13-35.

Bupeimaxnw, Feux, ed. {200y), Carbridge Companion to Greek Lyric (Cambridge:
Cambridge University Press).

BurrocH, AntaoNy W. {1985), Callimachus: The Fifth Hymn (Cambridge: Cambridge
University Press).

CavaMe, CLaupe {(2001), Choruses of Young Women in Ancient Greece: Their Morphology,
Religious Role, and Social Function, trans. Derek Collins and Janice Orion, 2nd edn
(Lanham, MD: Rowman & Littlefield}.

CAMERON, ALaN (1995), Cellimachus and His Critics (Princeton: Princeton University
Press).

Cass10, ALBIC CESARE (1994}, T distici del polyandrion di Ambracia eI” “Io Anonime” nell’
epigramma Greco’, SMEA 33: 101-6.

CHANTRAINE, PIERRE (2009), Dictionnaire étymologique de la langue grecque: histoire des
mots, ed. . Taillardat, C. Masson, and J.-L. Perpillou; with a supplement Chronigues
détymologie grecque 1-10, ed. A. Blang, Ch. de Lamberterie, and Jean-Louis Perpillon
(Paris: Klincksieck). '

Dut, Casey (2002), Homeric Variations on a Lament by Briseis (Larham, MD: Rowman &
Littlefield).

—— (2006}, The Captive Woman’s Lament in Greek Tragedy (Austin, TX: University of
Texas Press).

Epsort, Mary (2000), “The List of the War Dead in Aeschylus’ Persians, Harvard Studies in
Classical Philology 100: 83-96.

ELMER, Davip B (2005), ‘Helen Epigrammatopoivs, Classical Antiguity 241: 1-36.

Fanruze:, Manco (2004}, “The Epigrany, in Fantuzzl and Hunter (z004: 283-349).

—— and Hounrer, RicHarD (2004), Tradition and Innovation in Hellenistic Poetry
{Cambridge: Cambridge University Press).

-—— and Roeerro PrETAGOSTINI, eds. (1995/6), Struitura e storia dell’ esametro Greco,
2 vols. (Rome: Gruppo editoriale internazionale).

FarAONE, CHRISTOPHER A. (2008), The Stanzaic Architecture of Early Greek Elegy (Oxford:
Oxford University Press).

' Frgueina, THomas, and GREGORY NAGY, eds. (1985), Theognis of Megara: Poetry and the
Polis {Baltimore; Johns Hopkins University Press).

Fowry, Joun M., ed. (2005}, A Contpanion o Epic {Oxford: Blaclwell).

GAGARIN, MicuaErL, ed. (2009), The Oxford Encyclopedia of Ancient Greece and Rome
{New York: Oxford University Press),

GenTint, BrRUNo, and CaroLus Praro, eds. (1988), Poetarumn Elegiacorum Testimonia et
Fragmenta (Leipzig: Teubner).

GREENEERG, NATHAN (1985), ‘Appendix Language, Meter, and Sense in Theognis) in
Figueira and Nagy (2085: 245-60). .

HousEHOLDER, FRED 'W., and Grecory Nacy (1972), Greek: A Survey of Recent Work (The
Hague). :




44  GREGORY NAGY

Irwin, ELizABETH (2005}, Solon and Early Greek Poafry; The Poetics of Exhortation
(Cambridge: Cambridge University Press).

{2009), “Flegy, in Gagarin {2009)- .

Jaxorson, Romaw (1g52), Studiesin Comparative Slavic Metrics’, Oxford Slavonic Papers3:
21-66; reprinted in Jakobson (1966: 414-63).

(1966), Selected Papers, vol. 4 (The Hague}.

Korigr, HErmaN {1972), ‘Epes, Glotta 151 16-24.

Larpivors, Awprf B, M. H. (2006), ‘Have we Solon’s Verses?, in Blok and Lardinois {zo06:
15-37)

and Laurs McCLurs, eds. {2001}, Making Silenice Speak: Women's Veices in Greek
Literature and Society (Princeton: Princeton University Press).

LenTIN GiuserPE (2006}, Un lamento da denna: 1 fr. 10 V. di Aleeo (é’pe SetAa) alla huce
dei frr. 6 e 130b V3, Seminari Romani di Cultura Greca 9t 215-242.

Loraux, NicoLe (1998), Mothers in Mourning, with the essay ‘Of Amnesty and its Opposite;
trans. Corinne Pache (Ithaca, NY: Cornell University Press).

Marin, RicHARD P (1983), The Language of Heroes (Ithaca, NY: Cornell University Press).

{zo001), ‘Tust Like a Wernan: Enigmas of the Lyric Voice!, in Lardinois and McClure

(2001 55-74).

{2005}, ‘Epic as Genre} in Foley (2005: 9-19}.

Nacy, GREGoT (1972). Introduction, Parts Tand IT, and Conclusions, in Householder and
Nagy (19721 15-72).

(1974), Comparative Studies in Greek and Indic Meter, Harvard Studies in Comparative

Literature 33 (Cambridge, MA: Harvard University Press).

{1685), “Theognis of Megara: A Poet’s Vision of his City} in Figueira and Nagy (1085

22-81).

Hopkins University Press).

(19908), Greek Mythology and Poetics (Ithaca, NY).

(1594/5), “Genre and Occasion, METIS: Revie d’Anthropologie du Monde Grec Ancien
9—10: 11-25. :

— (19964}, Poetry as Performance (Cambridge: Cambridge University Press).

(10u6h), ‘Metrical Convergences and Divergences in Early Greek Poetry and Song, in
Fantuzzi and Pretagostini (1096: 2.63-110).

{1999%), The Best of the Achaeans: Concepts of the Here in Archaic Greek Poctry, 2nd edn
(Baltimore: Johns Hopkins University Press).

(1890b), ‘Epic as Gente, in Beissinger, Tylus and Wofford (1999 21-32).

(2004}, “Transmission of Archaic Greek Sympotic Songs: From Leshos to Alexandria
Critical Inguiry 31 26—48.

{2005), Review of Boedeker and Sider 2001, Classical Review 55: 407—9.

(2007), ‘Did Sappho and Alcaeus Ever Meet?) in Bierl, Limmle, and Wesselmann

 (2007: 211-69).

Opsmk, DIRK (2001}, ‘The Genre of Plataea: Generic Unity 1n the New Simonides, in
Boedeker and Sider (2001: 65-85).

Page, Denys L, (1936), “The Elegiacs in Euripides’ Andromaché, in Bailey {1936: 206-30).

Prrrovié, ANpry) (2007), Kommentar zu den simonideischen Versinschriften (Leiden: Brill).

SurTaw, Naxce {(1999), Exile and the Poetics of Loss in Greek Tradition (Lanham, MD:
Rowman & Littlefield}.

(1090a), Pindar’s Homer: The Iyric Possession of an Epic Past (Baltimore: Johns

ANGCIENT GREEK ELECY 45

TsagaLts, CHristts (2004}, Epic Grief Personal Lameni in Homer’s liad (Bedin: de

Gruyter).
‘Wrst, MarTiN L. (1974), Studies i Greek Elegy and Iambus (Berlin and New York: de
Gruyter). ’
ed. {1908), Iambi et Elegi Graeci, 2 vols, (Oxford; Oxford University Press).
YarrOMANOLAKIS, Dimrtrios (2001), “To Sing or to Mourn? A Reappraisal of Simonides
22W™, in Boedeler and Sider (2001 208-25).
(2007), Sapphe in the Making: An Anthropology of Reception (Cambridge, MA, and
Washington, DC: Center for Hellenic Studies).




