SSOAR

Open Access Repository

Gender, emotion, und poeticity in Georgian

mourning rituals
Kotthoff, Helga

Postprint / Postprint
Sammelwerksbeitrag / collection article

Empfohlene Zitierung / Suggested Citation:

Kotthoff, H. (2002). Gender, emotion, und poeticity in Georgian mourning rituals. In B. Baron, & H. Kotthoff (Eds.),
Gender in interaction: perspectives on feminity and masculinity in ethnography and discourse (pp. 283-327).
Amsterdam: J. Benjamins Publ. Group. https://nbn-resolving.org/urn:nbn:de:0168-ssoar-9377

Nutzungsbedingungen:

Dieser Text wird unter einer CC BY-NC-ND Lizenz
(Namensnennung-Nicht-kommerziell-Keine  Bearbeitung) zur
Verfligung gestellt. Ndhere Ausklinfte zu den CC-Lizenzen finden
Sie hier:
https://creativecommons.org/licenses/by-nc-nd/4.0/deed.de

gesis

Leibniz-Institut
fiir Sozialwissenschaften

Terms of use:

This document is made available under a CC BY-NC-ND Licence
(Attribution-Non Comercial-NoDerivatives). For more Information
see:

https://creativecommons.org/licenses/by-nc-nd/4.0

Mitglied der

Leibniz-Gemeinschaft ;‘


http://www.ssoar.info
https://nbn-resolving.org/urn:nbn:de:0168-ssoar-9377
https://creativecommons.org/licenses/by-nc-nd/4.0/deed.de
https://creativecommons.org/licenses/by-nc-nd/4.0

This is an offprint from:

Bettina Baron and Helga Kotthottf (eds)
Gender in Interaction.

Perspectives on femininity and masculinity in ethnography and discourse.
John Benjamins Publishing Company
Amsterdam/Philadelphia
2002
(Published as Vol. 93 of the series
PRAGMATICS AND BEYOND NEW SERIES,

ISSN 0922-842X)

ISBN 90 272 5112 6 (Hb; Eur.) / 1 58811 110 5 (Hb; US)
© 2002 — John Benjamins B.V.

_ No part of this book may be reproduced in any form, by
print, photoprint, microfilm or any other means, without written permission
from the publisher.

Gender, emotion, and poeticity
in Georgian mourning rituals'

Helga Kotthoff

Intreduction

This article deals with the relationship between gender, emotion, and culture in
Georgian mourning rituals, especially in lamentations. In many parts of the
world laments are performed by women, as well in Georgia. The emotion of
grief is thereby indexically feminized. My article focuses on the poetic perfor-
mance of grief and pain, consisting of various conversational involvement
strategies, and the social meaning of this affective genre as gendered activity. In
the role of lamenters women enjoy high respect. However, this social role
contains tension for them. On the one hand, wailing reconstructs the feminine
gender ascription of being vulnerable and over-emotional, on the other hand,
it permits women to act as oral artists, and their talents are admired by the
whole community. Instead of regarding ritual wailing as a form of losing
control of oneself the high standard of verbal art clearly indicates that wailers
must be in good contrel of their affects. The aestheticized speech demands
bodily control of the mourners during the performance of "being beside
oneself.” They are admired as well as artists of pain and as persons having deep
feelings. By involving others with their moving words the loss is symbolically
shared and the wailers reaffirm the social network. Pointing out good deeds of
the deceased and his/her clan allows them to communicate their moral stan-
dards and their views on what good social relationships look like. They also take
the chance to praise each other in their laments. Another positive aspect of
wailing for the women consists in allowing them to play a public part in
practicing religion. Since within the official Orthodex church women have only
low positions, they enjoy their important role as mediators between the living
and the dead put on stage in the folk religious wailings. Lamentation is believed
to intensify relations to the deceased in the hereafter.
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Laments also represent an accepted form of complaint about all forms of

sorrow and pain in the lamenter’s own life.” Women use the genre to publicize
their sorrows,

Lamenting is interwoven in the Georgian system of gaining and paving
respect and honor (Kotthoff 1999). The lamenter represents her clan in
honoring the deceased (and thereby his or her clan},

In recent years it has been becoming more and more evident in cultural
studies that emotion politics is central in the construction of a gendered world
and has a lot to do with the organization of social hierarchies and solidarities.”
In taking a close look at gender and emotion politics in ritual wailing we hope
to get a differentiated picture of the arrangements between the sexes in one
culture (the Georgian).

[ present transcripts from a lamentation” and analyse the form and function
of the genre drawing on concepts of emotion work and involvement strategies,
thereby linking gender with body politics, power, and social structure. The
article focuses on specific strategies of indexing communalization of the Iving
and the dead, on interrelated affective dimensions, and on the tension the genre
contains for women's social position.

1. Xmit natirlebi

The region this article deals with is the eastern part of the former Soviet
Republic of Georgia, nowadays an independent country in the Caucasus.
Lament performances still play an important role as part of death rituals in rural
Georgia. When someone dies in a Georgian rural area, the “motiralebi™
assemble to bewail the deceased loudly in an improvised and partly formulaic
lament which is rhythmically and intonationally structured in lines. The
“motiralebi” are usually close female relatives and neighbors. Men and women
display different ways of emotion management and performance from the very
beginning of the death event, thereby reproducing cultural gender norms.
Laments constitute a body of women's expressive genres, and a societally
acknowledged female way of reaffirming social bonds and moral standards. In
the eastern parts of Georgia only women are lamenters. Interestingly, men play
the most important role in ending the mourning phase and managing the ritual
transition hack to everyday life. At the mourning meal, “kelexi,” they formulate
a series of toasts, first to the deceased person, then to other dead persons and
tinally to the living.”

Grieving is a public act in Georgia. For an entire year a picture of the
deceased is hung before that person's house. The transparency of village life
entails that lamenters will be well-informed about the life of the deceased. They
are able to interspere their dirges with many anecdotes from the deceased’s and
his/her clan’s live.

There is a certain order in who bewails whom and how much. For example,
on the occasion of a child’s death, its mother will be the principal wailer. Should
she lack the requisite skills, however, another woman will assume this role. In
every case the women take turns in lamenting, since they grieve all day during
daylight hours for three to five consecutive days. Usually several women
alternate in lamenting. The family of the deceased is not left alone with its grief.
The loss is borne by all, thus affirming the social network of the entire grieving
community.” The women continue to lament at the cemetery until the coffin is
lowered into the grave.” On the seventh and fortieth days after death, and once
meore a year later, they lament again,

The dominant form of ritual wailing is called “xmit natirlebi”. “Xmit
natirlebi” means “crying loudly with one's voice”. Also called “motkmiti tirili”
{spoken weeping or wailing with the voice), this genre belongs to a special form
of ritual communication. Sometimes, a woman laments and others hum the
melody with weeping sounds, a stylized background wailing called “zari”. The
lament performer orients herself to the deceased, to other deceased, and to
various present and absent addressees or the audience in general. There are
many formulaic phrases which appear again and again. Every lament, however,
is created individually for the deceased person and present persons, and large
parts of each lament normally consist of improvisations. An “aesthetics of pain”
{Caraveli 1986) is placed on stage.

I became acquainted with women's laments” only after having lived in
Georgia fur many months. The “xmit natirlebi” are still widespread in rural
areas, and in many regions (particularly in the Eastern mountain regions of
Piavi, Mtianeti, Xevsuretia and Tusetia) only women lament. In Svanetia and
Samegrelo, West Georgian areas, men also practice special parts in ritual wailing
(Bolle-Zemp 1997)."" In the mountain villages the dirges are sung and are
accompanied by forms of self-aggression like pulling one’s hair out, Grief styles
differ regionally within Georgia. In the valley they are today often performed
without a song melody; the lament has completely died out only among the
Thilissians in the capital of Thilisi (not among immigrants). However, even
among Thilissians the deceased is mourned for three to five days by a circle of
women who gather daily around the coffin, In contrast to Northern or Western
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Lamenlation at the cemetry of Muxrani 1995, photo taken by Helga Kotthoft

European cultures, this activity indicates that grieving in Georgia is a very
expressive and time consuming undertaking. The lamenting women demon-
stratively put their grief and attachment on stage, falling on their knees before
the dead, crying, kissing and hugging him/her.

In Eastern Georgia, only women are present in the room where the de-
ceased lies, while the men stand silently in the doorway or in the yard. Women
address their sorrow to other women, but men acknowledge it as well.

A few regional elements of the mourning ritual are exclusively performed
for men, which expresses the patriarchal orientation of the culture. In the
Eastern Georgian mountain regions widows cut off their hair and place it in the
grave with their husband as a symbol that they continue to be their wives, It is
regarded as morally bad if a widow remarries, since she still belongs at least in
part to her deceased husband. A husband, in contrast, belongs to his deceased
wite only for a short period of time; then he normally begins a new life with
another woman,

The intensity and duration of a lamentation signifies the social value the
deceased is ascribed. Various Georgian informants have explained to me that “a
man who had provided great benefits to the village would be grieved longer and
in many more lorms than an insignificant person”. Likewise, people who die at
an early age are more profusely lamented than very old people. In former times

4 woman’s wailing talent was seen as an important ¢riterion for a good wife,
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Young men waiched the voung wailers in order to choose a wife. To have a
good wailer as a wife meant to have someone who would involve herself into
making his transition into the hereafter easier. It is considered a terrible
malediction for a man (o insinuate that no woman will bewail him. Those whao
are seen as criminals are not (necessarily) granted the honor of a lament. In the
village of Muxrani, near Mcxeta, people told us of a man who allegedly did not
work, who drank and beat his wife and children. When he died, neither his
family nor his (female) neighbors wanted to “soften the earth” for him, which
indicates the religious function that is ascribed to laments in Georgia. Shortly
before burial, an old women staged a lament in which she set forth that she did
not want Lo have a bad conscience before the mother of the deceased 1in heaven
because she had not softened the earth with tears of grief for her son. A lament
is never only dedicated to the actual deceased but to her/his whole clan as well.

The length of mourning, the frequency of commemorative celebrations, the
abundance of the funeral meal, the beauty and intensity of the lamentations, the
number of guests and many other details indicate what place the deceased and
his or her family is assigned in the social hierarchy of the community.

There are many oral rituals in Georgia which also embaody the secrets of
social order.”’ Most of these genres,'” such as drinking toasts and forms of
verbal duelling, are gender-related activities. They help people to exercise
control over affective processes in a gendered way, Men, for example, must
display self-control during the performance of drinking toasts, which are
usually oftered under the strong influence of alcohol (Kotthoff 1995b). Women,
by contrast, tend to give expression to suffering in performing dirges, but they
must at the same time conform the expression of their feelings to demanding
conventionalized forms {as will be shown). The gender difference 15 not that
men control their emotions and women let them take their course, but that
both sexes practice emotion work in a specific way.

Men are fargely obligated to maintain silence in the situation of death, Asa
visual display of griel, they are allowed to tear scraps of dloth from their shirts
and to beat themselves on the chest.'” In addition, the men of a village will often
refrain from shaving for many months following their loss, Bearded men were
omce assumed to have lost a loved one, usually their wife. Symbaols of "letting
oneself go” as a sign of mourning have been found in many societics,

In this context expressive sadness is not only permitted for women, but is
considered their duty. Women assume this role in the emotional division of
labor in many societies {Finnegan 1970, Caraveli-Chaves 1980, Stubbe 1985,
Seremetakis 1991)."* By commenting on the life of the deceased and those who
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are present they also serve important functions for the production and repro-
duction of societal morality, This is one reason why lamentation is not just a
discourse of powerlessness. In any case, laments symbolize a kind of final
summing up for a member of society. Cultural gender politics is carried out in
that respective feelings are devolved on women as the principal mourners; they
must be expressed during the rite of transition. As lamenters women gain high
respect.

In addition, as an institutionalized form of expressive speech activity,
lamentations offer a framework for expressions of many sorts of overpowering
grief and pain in the lamenters’ own lives which can also be channeled in this
tashion.

In the countryside women play only a minor role in the community life
outside the home. Only in a state of grief do women become public figures
whao are allowed to speak for the community, Private space then becomes
public space.

Lamentation thus also plays an important role as a form of folk religious
ritual. Religious practice is not limited to churches (Luckmann 1991); the genre
of lamentation is extremely important for the constitution and manifestation of
folk religion in everyday life. One reason for the survival of the genre could be
that it fulfilled functions of cultural resistance in Soviet times. Through
mourning the Georgian local communities recreated their own values against
those of the dominant Soviet (Russian) regime, Ritual mourning allowed people
to show each other that their religious (and thereby national Georgian) identity
was still alive.

Another reason is, of course, that oral genres of morality and religion
require a close-knit society because they depend on social knowledge; the
Georgian villages fulfill these survival conditions even today.

In the post-Soviet era the Orthodox Church has regained power. Women
play only minor roles within the official Georgian Orthodox Church. A signifi-
cant aspect of the lament still is its religious dimension, because it constitutes
metaphysical communication outside the official church.'” Within the unoffi-
cial religious life of their villages women still act as mediators between the realm
of the living and that of the dead. In Georgian folk religion attachment to the
deceased is extraordinarily marked. One assumes that the deceased can influ-
ence life on earth and that one must remain in continual contact with them in
order to positively influence them. Throughout Georgia, even today people are
still strongly convinced that the soul of the deceased person continues to live on
for a while after death. We see in the transcripts that the deceased person is
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directly addressed and appealed to, for example, as the addressee of stories. One
reason for the extensive mourning and memorial work lies in the conviction
that the deceased person should feel good in the afterlife, and that it will be
better for those left behind if the deceased are content. The fictionalization of
life in the hereafter is parallelized to life in this world. The mourning meal
following the burial must, for example, be very abundant so that the deceased
will be greeted with an equally generous meal in the hereafter. The lamentations
which we have collected are full of messages for other deceased persons, for
example, in the form: “Tell my maother that we have finally moved into our new
hiouse. But please do not tell her that we have lost our house in Abxasia.” The
deceased must be kept in good spirits.

Women also reproduce emotional womanhood in this genre. Deeply felt
grief is regarded as a sign of being a good woman. The mourners display
behavior that is considered teminine by society. The general ascription of
emotional expressiveness, especially suffering, constitutes femininity in many
cultures (Grima 1991, Mills 1991}, Conventions of feeling demand that
women's grief and sadness be especially deep and long-lasting. In Georgia the
ability to express grief is definitely part of female body politics. In contrast to
Western body politics, whose essence nowadays consists in making the traces of
experienced life, of fear, suffering, aging and despair as invisible as possible
{(women attempt to continuously display the same flawless freshness and
youthfulness), in Georgia the chief concern is, to the contrary, to iconically
embody suffering and to portray expressive forms of suffening and gref through
the body. Wailers sit bent over, with stooped shoulders, arms and head. They
sob and often rest their heads in their hands. Movements become heavy and
slow. Older women in general move more ponderously in Georgia than in the
West. But we can observe changes nowadays. Young women have started
orienting themselves to Western values. They also refrain from wailing. Further
research must answer the question of how contact with Western ways of living
influences grief rituals and gender politics.

Grief rituals represent special ties among women. Women not only lament
the loss of the deceased, but also praise and support cach other in their dirges.
Their joint suffering and support constitute a social tie among them.

In principle, every woman can lament; however, some women are seen as
outstanding because they have developed speaal skills. We were often told that
only women who have experienced social tragedies are able to lament beautiful-
ly and move others. These lamenters are well-known and venerated throughout
their village. When someone passes away, the lamenters hurry to the house in
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which the deceased lived. They honor the dead and her/his family by lamenting
for her/him. The family announces the death of a person by crying loudly.

As lamenters, women fulfill important anthropological functions which
interpenetrate one another, including the thematization of a basic human
experience, the communilization of that experience, aesthetization and handing
down memory to the next generation.

The intensity of the presented and aroused empathy is the primary evaluat-
ive criterion for the lament’s performance. The lament performer should
transfer her pain to others. The value of formal beauty consists in its ability to
create and support strong feelings of empathy in the audience. Laments
represent a mixed form between formulaic and improvised texts, as is typical
for most oral ritual performances (Finnegan 1970, Edwards/Sienkewicz 1990},

1.1 Women praise each other

As Lalready said, the wailers also use the genre to praise other women present. |
presenta short segment taken from a lament for the 86 vear old woman Mariam
performed in the village of Muxrani in 1994 (40 km from Thihisi} on “panagvidi”
— the last day before the burial. The full text is presented in the appendix.

Methodologically I prefer a data-centered ethnography. That means to take
a close look at textual details of the wailing. | do not, however, claim that the
text itself tells us everything; I do believe, though, that we ought to take people’s
actual modes of behavior and dialogues as the starting point for theories of their
social organization and relevance structures. We, Flza Gabedava and me, also
talked about ritual wailing with many practicing lamenters in Georgia and will
integrate their views on that practice into our discussion.

When the sequence presented below took place, visitors one by one entered
the room where the deceased, the 86-year old Mariam, lied. The femnale relatives
and neighbors are seated around the coffin. The chief lamenters are the daugh-
ters, Liziko (L) and Ciala (). By the head of the deceased stands a small table,
on which candles and photos of persons who had died previously are arranged.
Tamara (T}, a neighbor and cousin, enters. | did not transcribe all the soft
background wailing of the onlookers. She then becomes the addressee of praise
for her care.

We will pay attention to the content that is communicated here and to an
interesting formal feature of Georgian dirges: the constant crossing and shifting
of address. I see it as an index of social unification.
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| Tamar:

2 Ciala:

153C

16T:

Sequence 1

i e i dwﬁ\wl‘l,b b, [hafim preprms, ‘ih'lt:hl?'ll. Al
rogor gameadebulyar, maro {Eﬂj grnaﬂae

how beautifully you have prepared }-uurﬁeif. Aunt Maro, genacvale
| et s LW, ATt g 3 g ;_Fm ‘-_|.~g~_~_h'-1.
verard, tamara deida, arar e rara kna kalo,
no, Aunt Tamari, you don't know what yow are domg,
WO,

[ -.ﬂn;g-fm i\tﬁn'}ﬂs‘ ﬂd& u;-mvﬂ'. e 1 S, stk (o joge, "F"'""._} )
AMASnn Fall'- ISCETING, Er-ar YVICl Fa vinal, lamadara fj-"“-i‘ Llllﬂ!?-_,

so much deference, ['don't know what we could do. Aunt Tamara, ob my
[

Leaens ey geyes Laadol, e mormel

qovel dre, qovel saramos, govel dilas

everyday, every oyening. cvery morning

(B e b bath, g sy

MAine game adebulyar, genacvale,

but vou have prepared yoursell , genacvale,

|5 Fn i ;J_Fm.| wustherghon, gl ome

ar vicl ra gasiamovne, genacvale

I donot know what pleasure | could give you, genacvale,
[imonme ;'Jl.'|.:-:fs-c1|'. baynbo Kty

didi gvaris xalxi xan

you come [rom a large clan

o 'Gl_ﬁ iy ko l’a&][n Jhﬁd-‘:d‘j"ﬁ‘_? i et aaag nﬂ:\
ik femogxy rdebat. Fveni bi gasvilebi, sul kargebi gvgavs iha,
there you will meet our cousins, all the good are there.

by g g e 'u[:| g b da, g, Fra o, e o
gemacvale, dema Elmmgm. ba, ici ra i‘]mr.lh kali iga
renacvale, you will ula.n meet my mother there, you know how good natured
she was

HE: g gagpezsbo el pooboffoeny spfd ; ddeggome. 9o
Hites geavilebi gquelas gaunagile, agremec Semogevle, fena
share these Mowers with everyone there, [implore you, you

Bt s didy g G vl il R aif'-t"’-ﬁlh'- 13‘_3]( r”dr
bareram guli mtlova, rom am ka Svilebsa stoveb

hul my heart aches that you are leaving your dear children

o ook
sl.uu: da muidixar

vou are leaving them and going away rom them
SLATHE HEfl.'u 1_'__1c1|4':-it Fen F:l.'-al'j.e.s

amati chkera firs ert rameda

it means so muech o look at them,

[&‘I}G "}Mlh st I'J '

fen gaixare, fenm,
vou should have joy, vou,

[Ehb g0 gy ol ma gy i g e LA

Ben Jo wvalic dagréa da gulic dagréa fen dvilebzeda®h %%

you, however. have left not only your eves, but also your heart with your
children'
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17 H:: Emﬁﬂh H"ﬁn Scﬁ'»a“_ RroY T I|.'.|."'|;j-:|. ;’:.:l-lr(fln iﬂj:sﬁnu;_-:::-
'H:: marus, $eni Srime, ar viel kargl, bevei tirli
Marus, let me bear your suffering, [ cannot cry well and much
I8 i perda Raggatamy
ra cqalsi éavvarde
into what water should | throw myself
14 |r1e£gkmdr]‘fmﬁu>dﬂj&mhf"n
minda bevr rame gitxra
I would like to say s0 many things (o you
mnC: L&.}..\El'.ﬁ&ﬂ'l.‘:-d.}d"‘la mrﬂw'ﬂﬁ'a%.u;_n s g By \ldj'.;_\:wﬁ&-,
gaixare, ramara d,e:d;: ten Svilehsa da #vilibvilebdi
may you be happy, Aunt Tamara, about your children and grandchildren
21 H:a.:h.m:x-l'l; i:_ﬂ”uﬂ'.
Bagaxarod rmertina
Gl give you joy

22 o, Fadm 3-:(5):1JL¢ Al '3]5:1 BodaBynenn s
deda, ramden pativsa geems feni bizaivili, deda

Mother, how many favors your cousin has been domng for you, mother
P! LB (B L:I\.'.;h .&j ol oo,

dre da fame ak aris tamara;

Tamara is here day and night,

24 £, depamay 3 0y, Ewnd adlyg e donbioges ol T o, ’LI"E'U' 1 oo
deda avadac igavi, rom rameca mixovda es daflil d.lk.m{uh kali

during mother’s illness this exhausted woman asked me if she could also

5 ‘B me.sh (9.'!:3{71 ﬂ:;;n:_“a 1 "}ﬁ Aif’tl*"" a }!dﬁ P.‘h:u b
fentan davrdebi, dvilo, fen gverdit davrielio

stay with you at night, child, T would stay with you (she sad)”
26 20 8) o6 B pbey

me ar vuivebds
but I did not let her

7 okt (D0, (DALMY Ty, }'11‘_ w, ';;'.g_r.ln ]s.\k\l:icu
tamara deida, daflili xar, kalo, cadi saxlii,

Aunt Tamara, you are tired, woman, go home,

28 qwadhsf iy s o, @ gobmo Rodensh qfese dyedo eqms
damanebe kalo tavi, ra ginda éemran ertad metki deda

leave me, woman, you do not need to stay (T said )™ mother”

25 [l:‘:"-cu]-:l Ers-fﬁi'}‘_thiﬂ.“l.mﬁ ..Jh .:L'r':hn {na.;{_:.lﬂ.j 'j‘-"L il
rit gadavuxado, deda, es pativiscema, kalo

how can I, mother, pay back this honor, woman

Tamara directly addresses the deceased Aunt Maro (a diminutive of
Mariam) with a compliment on her way of dressing. She pretends that Maro
had dressed herself to be ready for the journey inta the hereafter, To portray the
deceased as active is typical in dirges. The line ends with the formula “genac-
vale”. Laments are permeated with this formula which often marks the beginning
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or the end of a line. "Genacvale” expresses the process of immersing oneself in
a person’s sorrow and can be translated as “I take your place”. “Genacvalos
deda” accordingly means “I take mother's place”. Boeder (1988) writes that in
a certain contextual position one can as well translate the formula as “I die for
you”. “Genacvale” is one of the special sympathy formulae which describe a
strong religious wish for self-sacrifice.

Formulae which communicate the wish to take over another person’s
burden or even death play a major role in Georgian everyday life, not only in
dirges. These formulae presuppose a possihility of transcendence which leave
the realm of realism, imagining supernatural and magic powers.

First, there are the abundant, often-repeated formulae whose fundamental
semantic pattern states, at least ctymologically, the following: the speaker
wishes to shoulder the burden of pain (the illness, misfortune...) which the
person addressed suffers, The addressee’s misfortune should be conveyed o
the speaker; the lamenter wants to symbolically shoulder the suffering person's
pain. (Boeder 1988: 12; translated by H. K.}

Inline 17 we find the formula “$eni ¢irime” (“your pain over me” or “let me bear
your suffering”) which even more strongly expresses that the speaker would like
to assume the addressee’s misfortune, suffering, travail and even death. Despite
its high level of conventionalization, the formula “$eni ¢irime” has a strong claim
to authenticity. As well the lines 18 (into what water should I throw myself) and
21 (God give you joy) are highly conventionalized, The repetition of formulae
communicates iconically: we will be united in our suffering.

The unification in suffering is also indicated by continuous address shifting,
Ciala directs her words in line 2 to Aunt Tamara and thanks her for having
done so much for her mother. Tamara directs her words to the deceased
Mariam. Sudden address shifts are typical in Georgian lamentation, Line 2
means that Tamara is always trying to find things she could do for her neigh-
bors. In line 3 we find the word “pativiscema” (deference, honor), a central
concept in Georgian everyday life, not only in the ritual of wailing. Many
activities are integrated into a system of giving and receiving respect and honor
(Kotthoff 1999).

Ciala underlines Tamara’s involvement (5) in a three-part list. Hyperbole
in praising and thanking is among the characteristics of the lament-perfor-
mance. In line 6 Aunt Tamara addresses the deceased again. The metaphor of
travelling is important in representing death and highly frequent in dirges {not
only in Georgia). In line 7 Ciala refers again to how she could return the honor
and support she received from Tamara. Tamara, who is also Mariam’s cousin,
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imagines that grandmother Mariam will meet members of her clan in the
hereafter; they are said to be good. Typically, in dirges the deceased are imag-
ined as being better than the living. Among others, Mariam will meet her
mother, to whom good-nature is attributed (10). She again directly addresses
Mariam. In line 11 she suggests to Mariam to bring the flowers to those in the
hereafter. A religious conception holds sway that the deceased, at least as long
she has not yet been buried, takes note of all the messages presented to her and
upon arriving in the hereafter passes them on to the relevant persons. In most
lamentations those deceased persons are named with whom the deceased will
later be reunited in the kingdom of the dead.

In lines 12ff. Tamara recalls the children with kind words. In telling
Mariam that it means much to look at her children, she indirectly compliments
the present children. I call this strategy address-crossing. The deceased often
becomes the official addressee, others present the inofficial ones. She is told
praise stories about those present, who can be the praise objects or just the
listeners. In any case, good deeds and characteristics are made public that way.
In line 13 Tamara repeats that Mariam is leaving her good children now. This
15 of course an indirect way of complimenting Ciala and Liziko, the main
wailers. Ciala returns the indirect compliments in line 15, Tamara addresses the
deceased again in line 16. In line 17 we find the formula “$eni &irime™ (your
suffering should be mine) we already discussed. In other segments presented in
the article we will discover many formulae which communicate that a person
wants to carry all the sorrow and suffering for another person, These formulae
show a high degree of involvement and sympathy. The phrases in 18 and 19 are
also formulaic, In line 20, Ciala takes the turn again and appeals to God to assist
Tamara and her family. From line 22 on Ciala again tells her mother how much
Aunt Tamara had done for all of them, another case of address-crossing. She
talks to the deceased Mariam as though she were alive. This is one of the feature
that characterize the discourse as religious. The wailing women tell her every-
thing that present and absent people { mostly women | have done for each other.
Thereby they indirectly praise and thank each other. They celebrate their
readiness 1o help, their friendship, and their support. By constantly changing
addressees, a community which still includes the deceased is indexically
associated. In very concrete scenes Ciala continues showing everybody how
helpful Tamara was. She presents herselfl unwilling to accept so much help and
as notl knowing how to pay back such a great support. We will return to these
strategies of community formation later. It is evident that lamentations repre-
sent a genre of women's care for the bond of friendship.
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1.2 Women form family relationships

Lamentations also (rejconstruct images of good relationships within the family,
for example, between wife, wife's mother and husband:

The topic was already shifted to other deceased family members some lines
before. Now Ciala’s deceased hushand is brought into the center of attention.
Starting in line 58 she asks her mother a rhetorical question of whether her
husband gave her too little respect { pativi). This is only the start of praising him
for paying so much attention to her mother’s well-being, thereby staging him as
a man of high morals. In lines 60 and 61 she constructs a dialogue with her
husband. He is presented as urging her to please her mother. In line 61 she
quotes her own words. In line 62 she again cites her husband’s words and then
talks about him and her mother in the third person. The cited formulation
“pativi eci” — (pay her respect/do something good for her) runs through the
lines now. It is not easy to translate “pativi” because it designates the Georgian
concept of interactional honor {Kotthoff 1999). From line 65 on, she again
speaks with her mother and tells her all the things her husband would have
done for her. She also reminds her mother in line 67 how much she had pitied
her when her husband died. The mother now becomes the addressee of her
grieving for her lost husband. Indexically, Ciala also creates ties among the
deceased. She refers to her own long state of grief (wearing black costume for
the past twelve years), which in Georgia symbolizes good womanhood.

In line 70 she tells her mother, thereby including all the others present, that
people think she should finally put aside the mourning dress. She lets everyone
know that she is still unhappy about her husband’s death, thereby overfulfilling
all cultural mourning norms for wives. In line 73 the focus is again shifted to
the death of her mother. Now she has a new reason for mourning,

We do not know much about the truthfulness of Ciala’s narrative. At least
we do not know how representative the narrated dialogue is for her husband’s
behavior. But it is evident that this is the behavior she favors and portrays as
ideal. Lamenting women form social relationships (and especially the ideals of
those relationships) in praising certain ways of acting. Lamenting thereby
becomes a form of public discourse that sets moral standards in the interest of
women., Women in this genre tell their social world what they like and what
they don't like, what kind of behavior impresses them and what not.
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1.3 Reported dialogue as indexing communality

Durkheim (1915}, Van Gennep (1924), Radcliffe-Brown (1964), Feld (1982)
and many other anthropologists argued that the function of ritual weeping by
those left behind is to affirm the existence of social bonds between the living. In
the case where the social tissue is threatened by the departure of a person, the
social structure is knit together again by sharing emotion and common culture.
The Georgian “xmit natirlebi” also simultaneously combine several purposes:
They allow people to overtly express feelings of sadness on the occasion of
death, they reaffirm strong expressions of sorrow as a woman’s activity — and
they bind the community together by sharing grief and reaffirming its moral
values. They not only claim social bonding but stage it as a drama of different
voices in interaction with one another, A community of the living and the dead
is animated in lamentation (to use Goffman’s term 1981). Let's apain have a
look at some lines which show animated dialogue in sequence 1.

Tamara’s speech is quoted by Ciala in line 25. In lines 27 and 28 Ciala
directly quotes her own speech. Directly reported dialogue is an involvement
strategy (Tannen 1989). To be exact, we should say “constructed dialogue” or
“animated dialogue™; there is no claim and no evidence that real dialogues are
being accurately reported. Constructing dialogues is an effective strategy for
animating the imagined speakers in a specific way.

The voicing used in lamentation performances can be understood in terms
of Soviet cultural semiotics (Bakhtin 1981, Voloshinov 1978), which analyzed
the functions of direct and indirect quotation in fiction. Voloshinov (1978:153)
distinguished two types of reported speech in fiction. The type which works
with indirect quotation is said to be concerned with the stylistic homogenity of
a text. The other type individualizes the language of characters and also the
language of the teller. He refers to this as relativistic individualism and finds
examples in the works of Fedor Dostoevski and Andrej Belyi. Characters are
identified through their own quoted speech, through direct citation. Direct
citation permits ellipses, omissions and a variety of other emotive tendencies
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which would be lost in indirect quotation. He demonstrates this, among other
examples, by the exclamation, “What an achievement”, which in indirect
quotation one would have to transform into the clumsy phrase, “She said that
it was a real achievement. ", Direct quotation evokes “manner of speech”, not
only individually, but also typologically. It is "speech about speech, utterance
about utterance” (Voloshinov 1973:115).

Tannen (1989), Briinner (1991), Ginthner (1997, 1999) and Couper-
Kuhlen (1999) have shown that reported dialogue can contain verbal and
intonational characterizations through which — on the basis of stereotypes
images of persons, social groups, etc. are transmitted. By the ‘polyphonic
layering of voices' {Bakhtin 1981) protagonists are implicitly stylized and
evaluated. The speaker anchors the voices in a storyworld and animates them in
4 way that corresponds to her current intention,

As a specificity, lamentations contain quotations of deceased persons as we
saw in sequence 2. For example, in lines 60, 62, 63 Ciala animates her husband’s
voice in a dialogue with herself. This way, lamenters dramatize again and again
aspects of their life with the deceased. In a sense they dramatize their memory.
Throughout the text the voices of the deceased are intertwined with those of the
living. Thereby a community of the living with the dead is indexicalized. The
existence of this community is one of the basic religious convictions of most
Georgians. It is conversationally (re jereated.

The lamentation sequences discussed so far show how much community
members mutually reinforce one another in lamentation dialogues. The death
ol a person is taken as an occasion to praise each other, to remind each other of
good times spent together, to strengthen the common bonds. Ritual wailing
imports collective reassurance of the group into the disrupted domestic sphere.
This function, which is frequently conjured up by anthropologists like van
Gennep and many others, is activated by concrete performance strategies.
Repetition, reported dialogue and imagery are among the most important
involvement strategics of lamentation.

2. Communicating emotions

The language and communication of emotions have seldom been focused on in
madern linguistics, They have been declared a psychological question about
which we linguists have little to say. Only recently has the dogma that emations
are internal, irrational and spontaneous been exposed and questioned (c.g.,
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Irvine 1982, Wierzbicka 1986, 1987, Lutz/Abu-Lughaod 1990, Ochs/Schieffelin
1989, Gunthner 1997, Niemeyer/Dirven 1997). As Irvine (1990 points out, two
of linguistics’ most stellar hgures, Jakobson (19607 and Sapir (1921, 1927),
thought otherwise: Affect, or emotion, according to them, was a tundamental
dimension of human life and a factor cross-cutting all levels of linguistic
organization [ 199 126). Anthropological linguists, such as Irvine (1982, 1990,
Ochs and Schieffelin (1989), Besnier (1990), Fiehler (1990), Caffi and Janney
(1994} and the contributors to Niemeyer and Dirven (1997}, have begun trying
to find a new place for emotional discourse within linguistics. They consider
themselves well-placed in a solid linguistic tradition, For Sapir, an important
question was how much the communication of emotions is culturally con-
structed and culturally variable. He thought that the communication of
personality and emotional states is culturally organized in a speech community.

By studying the emotion work™ carried out in mourning rituals we obtain
a perspective from which to view the individual (female-male), interaction,
societal norms, and social structure, It allows us to inspect the relation among
emotive experience, emolion management, feeling rules, actual behavior and
ideology (Hochschild 1979:551). Such an interactive perspective on emotion
work and emotion performance in Georgian mourning rituals also provides a
way to observe the reproduction of societal arrangements between the sexes.

The death of a human being has always been an event which arouses strong
feelings. But historically and cross-culturally these feelings have not been the
same (Stubbe 1985). The internal states of the persons left behind are diverse,
and so are the external, conventionalized ways of expressing grief (the latter are
the central point of interest in anthropological linguistics). The study of oral
genres and of registers is a convenient way to look at emotional performance
and the way it is gendered. With Ochs and Schietfelin (1989:7) we take affect to
be a broader term than emotion, to include feelings, moods, dispositions, and
attitudes associated with persons andfor situations. Sadness is an emotion
which combines with other affects. Our particular concern as anthropological
linguists is to study the conventional display of emotion and affect through
semiotic means and by understanding its social meaning; we are not concerned
with the ‘truth’ of feelings. We are very concerned with how cultural masculini-
ty or femininity is made accountable by performing certain affects.

A few authors (e.g., Feld 1982, Urban 1988) point out that while the vocal
and verbal styles of ritual keening and lamenting are interculturally different,
they display common semiotic features and share in common certain resem-
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blances with what we call “wailing” and “crying”, and there are many icons and
indices associated with bowing and being lowered into the ground:

As a semiotic device, wailing is linked ro affect, just as at the core one assumes
‘crying’ as a formal device is linked to *sadness” (Urban 1988: 386).

As well in Georgia, cries of grief and appeals to the deceased occur. They are
spoken or sung in lines (pulse units), using crying sounds, voice changes,
drawn-out sighs, slowly falling intonation contours with integrated peaks,
bowed bodily postures and an expressive lexicon. In comparison to the exam-
ples discussed in the literature (e.g., by Urban on Amerindian Brazilian ritual
wailing 1991: 148 ff) Georgian laments are much richer in their poeticity, They
contrast in detail a desolate present with an idyllic past, praise the deceased
person and those present, giving detailed descriptions of pain and also of scenes
from the shared former life, show a complex management of address and
intertextuality by reporting numerous dialogues in which either the deceased,
other deceased friends and relatives or those present are involved. They implore
the deceased to deliver several messages from them to the dead persons whom
she/he will soon meet. Lamenting women involve themselves in a moving and
line-structured dialogue about life on earth and in the hereafter.

Ritual wailing fulfills many functions simultaneously. First of all, it helps to
communalize and structure feelings evoked by the death of a person. Death,
with its finality and inexplicability, is one of the strongest emotional experiences
of mankind (Ariés 1988), one which is, however, differently externalized and
worked out in each culture, Societies create “feeling rules” (Hochschild 1979,
1983) as the aspect of ideology that deals with emotion. If a close person dies,
“feeling rules” demand sadness; there are cultural appropriateness standards for
this. In Georgia (as well as in many other cultures) sadness is practiced in a
symbuolically stronger way by women than by men. It is women who stay with
the sick during their transition from life to death. It is obligatory that a woman
sit at the bedside of a dying person. Society uses this “liminal” phase (van
Gennep 1960, Turner 1969: 94-130) to reproduce its gender order. In Georgia
being-a-woman is not only associated with the liminal phase of giving life but
also with accompanying it to the end. Rituals of transition {and other rituals},
however, fulfill no instrumental functions, but have many-lavered social
functions. These interconnected functions likewise combine with affects. We
see these affects as social indexicals, Along with Hochschild (1979, 1983}, Urban
( 1988, 1991) and many other anthropologists and linguists {e.g., Fiehler 1990:96),
we asstmie that the ritualization of affect touches many levels simultaneously.
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Also Heller { 1980 criticizes naturalistic emotion- and need theories which
view human emotional life in terms of a few organically-anchored, substantive-
Iy fixed strivings. In agreement with ethology, she argues that mankind has only
residual traces of an organically anchored instinct system. Human drive- and
emotion potentials are, to the contrary, formable: They have embodied very
different forms of action historically. In human beings, emotions, needs and
embodied symbaols are transmitted together in comprehensible interpretive
patterns. As well grief is not simply a biophysical reaction, but rather transmit-
ted through the social-psychological orientational patterns of the culture and
includes specific linkages which we will call, following Urban, "meta-aftects”.

Urban described one (and only this one) meta-affect for wailing in Amerin-
dian Brazil as follows:

That is to say, one emotion (sadness) points to or 'comments upon’ another
emotion (the desire for social acceptance). Seen in the context of social action,
ritual wailing involves the signaling by one actor of a teeling of grief. But the
signal s emitted in a way that other actors consider appropriate. Hence the
sadness itsell 15 rendered socially intelligible, and it is through this intelligible
sadness that the basic intelligibility and acceptability of the social actor emerg-
es. Thus, an actor’s own alfect must be controlled as a means of signaling who
one s, In short, affect becomes meta-alfect. (1988: 386)

I assume a higher degree of complexity and greater diversity of meta-affects in
the case of ritual mourning. I conceptualize such dispositions as meta-affects,
which in the case of ritual coming to terms with a death are also of affective
significance for the community. With the term “meta-affect” | emphasize the
affective dimension of the aspects of gender, religion, regional identity, morali-
ty, social hierarchy, and communality, which are important in the ritual
process, [ would like here to focus on the affective perspective; obviously each
of the named phenomenal domains could also be viewed from a different
perspective, e.g., purely text analytically or functionally. Functions suggest an
instrumental perspective. Affects suggest the perspective of embodied perfor-
mance. Meta-affects have indexical values which are all linked.

The indexical associations we already discussed influence the affect manage-
ment and performance in the complex of mourning. One affect comments on
another: they are all interconnected. Gender puolitics, e.g., takes on the Gestalt
of a specific affect management and performance. It has an influence on the
production of empathy, religion, social hierarchy, community and regional
identity, and conversely as well.
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White (1990) points to the fact that there are prototype schemata for
emotive discourse which give an indication of the tvpes of inferential paths that
make emaotional speech a moral idiom. Specific emotions, such as grief,
designate interactive scenarios with known evaluative and behavioral implica-
tions, The formalized emotional discourse of lamentation promotes social
harmony with all its implications of recreating tradition.

3. The Dialectic of distance and involvement

Georgian lamentations meet a high standard of oral poetry, combining verbal
art and social purposes. To meet such a high standard of poetic performance
demands emotion work, We would be mistaken in regarding lamentation as a
form of letting oneself go. There is a dialectic between a certain degree of
distancing that is necessary to perform the ritual and the involvement it creates
for the audience present.

Emotion work in Georgian ways of managing grief starts with ritualization,
Beginning at the first moment after recognizing the death of a person, feelings
begin to be formed in accord with cultural conventions. According to Leach
(1968, 1976) and many other anthropologists, a form of behavior is considered
ritual if it is stereotypical and, within the framework of cultural conventions, in
itself powerful, however ineffective in a rational, technical sense.™ In rituals a
second symbolic layer suceeds denotative meanings. The way a ritual is per-
formed carries the most significant social and emotional meaning. A ritual
becomes empty if the linkage to the corresponding emotions is lost, as was
already established by Durkheim (1915/1965).

Before we look again at a lamention sequence, we take into consideration
what lamenters tell us about their art. In 1998, a couple of women aged from
50 to 70 in Muxrani 1998 told us that they performed xmit natirlebi when their
hearts burned very much (guli 3alian dameco). One of the women, Zenia, put
it like this:

My nephew, he was 12 years old when he died. To put it simply, I cried and
cried. Mobody could make me silent. Nobody, no, everybody wanted to lament,
but I let no one. | wanted 1o lament alone. And 1 wanted all the time to keep
standing on my feet. All the time crying and lamenting and shedding tears. All
the time my tears were running. People tried 1o stop me, but I couldn’t.
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Lamentation is presented as a physical need. She cannot but lament. All the
wailers we talked with told us that it must “come from heart”. They strongly
entertained the ideology of the naturalness of behaviour thereby implicitly
confirming Durkheim’s thesis. Performance aspects are also taken into consid-
eration. Standing on one’s feet while lamenting is more highly estimated than
sitting or even lying. She refers to physical reactions (tears were running) but
also to her efforts.

3.1 Poetic strategies

Although (and because) the lamenter’s “heart burns” she struggles with
wording. Georgian dirges are not only rituals, they also have a strong artistic
dimension, which consists in specific “sound and sense strategies”. In her book
Talking Voices Deborah Tannen writes that conversational involvement is
created by the simultaneous forces of music (sound and rhythm), on the one
hand, and of mutual participation in sensemaking, on the other {1989 135).

Poeticity is an important sound strategy. It is by no means only found in the
canonical, written text, but rather everywhere where a conspicuous artis-
tic/stylistic orientation becomes evident. Syntactical, semantic and intonational
parallelisms, recurrences of formulae, assonances, specific rhythms and melo-
dies, line structures and expressive metaphors above all characterize the
performance of dirges as poetic in Georgia. Here a concept of poetry is funda-
mental which goes back to Roman Jakobson (1960). The latter presented in
various articles his basic thesis that poeticity consists in a focus on wording and
a principle of equivalence of formal structures. The recognition of the same
evokes a sense of aesthetic pleasure. Poeticity varies in intensity,

It is quite easy to identify a line structure in the dirges because of the special
exclamation intonation. With Hymes (1981), I view speaking in lines as
characteristic of a poetic structure. It points to the prosodic similarity of the
lines, to a patterned intonational contour.

Lamentations demand this specific style of presentation, which is found in
no other genre. Stylization is in this case a form of body politics. As a lamenter
a woman enters into the suffering and at the same time acts it out for the
community in a beautiful style.

The special style of the lamentation consists in clusters of icons, which are
firmly associated with grief in the discourse history:

In fact, the relationships among styles within the broader configuration of
culture are grounded in similarity as well as difference. Ritual wailing and
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origin myth telling are constructed from teatures that oceur clsewhere, features
that have indexical values in those other styles. Ritual wailing and origin myth
telling, so to speak, import those features in order simultaneously to sneak in
their associated values. In this way, they become, in effect, clusters of icons
through which one looks out at the larger history of discourse and draws the
indexically relevant meanings into the present (Urban 1991: 120).

Not only in dirges, but in the everyday codes, drawn-out syllables, faltering
voices, singsong lines with downward tonal slopes, repeated callings, formulae and
crying breaks are associated with intense grief, This potential is exploited in dirges.

The downward melody stylizes grief and mourning, on the one hand, and
secures, on the other, a line structure; repetition facilitates text creation and
garanlees a certain automatism for both the performer and her public. The
melody makes the text easier to memorize.

Every Georgian region has its own lament melody, although there are
strong similarities among them. People have told me that listening to the
melody of their own region awakens much stronger feelings of sadness than
listening to an unfamiliar wailing melody.” There are also other differences in
singing style. Our data from Megrelian mourning chants, for example, show an
extensive use of a creaky voice which the other laments do not show.

I'will not go into every detail of the poetic structure of the text, but I would
like to point to the many alliterations and sound parallelisms, as, e.g., the /ara/-
group (vefara, afar ici, rara, afar icit and ar vici) in 2, 3, 7, the anadiplose in 12
und 13 (stoveb), and in 15-16, 52-53, 55-56, 5657, 67-68 etc., the epiphora,
e.z., with genacvale in 1, 6, 7 etc., with {v)igavi(t) in 45, 47, 50, and the line
endings with deda/mother in 22, 28, 31, 32, 34, 35, 36, 37, etc. It is evident that
the wording has a value in itself,

There are also many double- and triple structures, as, e.g., in lines 5, 16, 25
or in 31, 36, 43, 44, 50, 55, 56, etc. Reduplications and three-part structures
dramatize what is being said and give it a rhythmic effect.

The orientation of the performer to the community is preserved especially
through the aesthetics of the text. No mourner can simply draw back within
herself. Her social attention always remains dominant through the demands of
the form.

The fact that people later discuss the performances in other contexts can be
seen as a further device for its artistic dimension. When a death is spoken about,
Georgian people necessarily also talk about the excellence of the oral lament
performances presented on that occasion. Excellence is judged by the perfect
fulfillment of the generic norms, and originality is judged by the creativity used
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within the given presentation,”® Both should be optimally matched. Relatives
thank the performers of the best and saddest laments.

3.2 Literary strategies: Detailing and imagery

Lamentations are not only poetical, but also literary. The ethnolinguist Bright
(1982) holds that the term "literature” should be reserved for texts which are
regarded as possessing value in a society, which are preserved, repeated and
handed down in similar forms. Not only stories from the life of the deceased,
but also conceptions of the afterworld are continually celebrated in a consistent
form in Georgia mourning rituals.

A major form of creating conversational involvement in sensemaking is
organized by imagery: the power of images to communicate meanings and
emotions resides in their ability to evoke scenes, as we will see in an excerpt
from a lament. Also details, like reported dialogues, create vivid pictures, and
understanding is derived from scenes in which people are placed in relation to
each other. Individual imagination thereby becomes group imagination. Thus,
a collective memory of the time spent together is not only organized but
celebrated. The lamenting women play a big role in creating and celebrating
social memory, The particularity and familiarity of details such as those
communicated in the dialogue with Eliko (starting in line 80) is very moving.

We will look at conversational detailing and imagery as strategies of giving
the text a literary quality. The lamenting women describe the life of the de-
ceased in vivid images. Details and imagery play an essential role in making the
xmit natirlebi easy to memorize,

Ciala praises her mother Mariam for doing everything for her children. In
line 77 she uses a conventional, but powerful metaphor to communicate her
mother’s engagement for her children. The commentary in line 78 does not
belong to the wailing. In line 80 the dialogue with Eliko starts which we will
examine closely.

In line 80 Ciala suddenly addresses Eliko, who is in the audience. She opens
up a special dialogue with her. She first speaks about her in the third person and
then addresses her directly. Ciala talks about her life with Eliko, about their
school days. Now the speech is presumably directed at the entire group. She tells
that they shared a room (82). Eliko says something which could not be made out.
Ciala tells that Eliko came from a rich family, hers was poor (84, 86). The
contrast is also iconized on the level of wording: She uses three adjectives to
characterize Eliko’s situation and only two (one adjective and one inflected
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Sequence 3

O

i)

78 ™

SRS
a0 C:

R

¥

B3 E:
B

25T
Hé

Q90

o1

ks o Pﬂj"‘dﬁ":':l“?’t‘:"" ux-;p.'\-lu.l R L ] '_,\‘I..J.-»fu.'ﬂ
arapers ar gvaklebda, tavist gadirvebuly Jani

she wanted us to lack nothing, with her limited strength
bty P deriagrrpemo ma J’:_:_:k-'ﬂ; iﬁ'].;::f:L. S gl
xorcebs motgledda da éven miiers ar d.tgvl;m-rtllu.,
she would have cut off her own flesh [or us so that we would not go
hungry

[y gy biplispemsernnn, s b b o0 b, mognn amanemoos, goosgenl

aris gasasvlel, gasasvleli ars, didi adgilia, gaivlis

ong can certainly get through here. there is enough space, you can get
through

[hs Ty

gl g el e ) o L A

torem clikom kargad s, ho eliko?

Eliko also knows that well, isn't that so. Eliko?

afnan SUsenodo,  Feae g ghe@obpon ) e e g

ertad k‘!&_.‘dk'fﬁ;dit, ertad vexoveobdit me da elike

we learned together, lived together, me and Eliko

[y e bt sy ghe@ e dgm

ert otaxfi vexovrobdic

we lived in one room

[

[operns e H"pk:'jjj‘r.:p:u:l v bugeab nage, Aot thoymacio g hogab
eliko’ Seglebuli ‘ofaxidan i, ganeliveebuli, mdidari oJaxidan

Elike came from a well-to-do family, pampered, from a rich family

[

H1 Lo pern engsbonal spupge, aniindies

me saggali ofaxidan vigavi,, geicinda

L eame from & poor family, it was hard for us

[ g .

o, kargh erti...

ok, that.

[ ¥y g Leilagrren, R R

ra aris dasamali, eliko,

what is there to hide here, Eliko,

[ by iz

fen genacvale

let me take on the burden of your suffering

(b g oo gozpoabogd g Rodewsnesobfi sy o g
b bk

magis deda da dedaemi enad Gamodiodnen el da ertad
grmaxuloldnen

her mother and my mother always came W visit us fogether

iy h'l,'l'“!n‘l’ .F"I".\_'F"]A"! HSLERTEI |i;_]|:':]-=- ol 1:__:5&"-'.;. Fa:)\“_l.'. e I

s tiobiah

ra sicil kiskisi, eliko, peta im dros, neta im dreos, ro gagvgzavnidoen
whal laughter, Eliko, those were times, those were times when they sent us
out (i0o gel this and that))

b “3ogey” ephenfinh 33 @ g

ertxel pivaze gagvgravnes me da eliko,

omce they sent us out to get heer, me and Ghiko
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91 dadob bom sy biryfesbmom, gemo g b by?

masin sad vexoveobdir, , saburtaloze?
where did we live then, Eliko, in Saburtalo?

94 E: by ety Bydgenty
zemelze, zeme

on Semmel Street, on Semmel Street

95 ﬁaﬂcgﬂﬁﬂ &'}c&frl'bﬁﬂh? Sfe agebicib Besyhabnmer, ma

ramdeni gvitxres? bevri gvitxres, moitaneto, da
how much did they tell us? we should bring back a lot of ((beer)), and

96 Frody ema. Bobyy bed gouacines hoggoeno, fea gagagober
vaime, deda, fenc xom gigvarda sicili, unda gavacing

Oh, God. mother, you always liked 1o laugh. 1 must people laugh
97 E: [(?
98 C: G By ol B glatogden oo, y mibacin, stker o G rpogmoman

sty gorous,
ra muclis xethva gmagrebt metki, me utxari, amdent rom dalior,

HEHE amis deda,
vou deserved that your bellies will burst, 1 said, il vou drink so much beer,

99 [bogsoemn s ol oo e olgee, B 0 el ool @ogfbeonson
siﬁi da kiskisi edgat 1seti, neta im dros, deda: davrbedic

she laughed and giggled so, those were times, mother, we walked along
1007 [HE HE HE * 7

verb) to characterize hers. In line 89 Eliko utters one of the central formulae in
dirges. We do not only take semantics into account (the wish to suffer for the
other person) but also the role the utterance plays in context: Here it is impor-
tant that Eliko gets actively involved in lamenting,

In line 90 Ciala points out that Eliko’s mother and her own came together
to visit them. After stating differences, she now focuses their togetherness. This
again contains the implicit message: Fliko's mother didn’t bother about
differences in wealth. Money didn't play an important role. Elikos short
objection in line 87 can be understood in the sense that it is not worth mention-
ing their not paying attention to the wealth difference. In line 91 Ciala evokes
the shared joy of the past.

The detailing leads up to telling her mother (and the audience) that they
were once sent out for beer (92) and to asking about the street where they lived;
Eliko answers that question (Semmel street, 94). The question in line 93 goes
along with a shift in address. Again and again in the recollections images of her
mother and their social life are evoked. In line 98 Ciala cites her own words.
Then she informs the audience about her mother’s laughing and giggling. In the
middle of the line she shifts address again, reminding her mother of the

joy
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wonderful times they had together. Here, laughter occurs in the middle of a
lamentation. For a moment the past good times win over the sad present moment.

Especially the details give the narrative a touch of intimacy that everybody
present is allowed to share. Going into details enables Ciala, Eliko and the
audience to refer to their memories and construct images of scenes: people in
relation to one another and engaged in recognizable activities. Detailing
evidently belongs to the strategies of creating involvement. It is implicitly
evaluative. Ciala states explicitly that Eliko’s family made no distinctions based
on wealth. But she also implicitly shows the way Eliko's family ignored differ-
ences which are considered important by many people, not only in Georgia. In
lamentation we find both implicit and explicit evaluations of persons, activities
and situations. Tannen (1989) suggests that images are more convincing and
casier to memorize than abstract propositions. Internal evaluation by images,
details and reported dialogues is more persuasive than external evaluation. The
dialogue with Eliko is especially rich in details:

Inline 101 Eliko adds concrete details to the remembering. Ciala continues
the evoked image of walking in the streets of Tbilisi. Now there is a lot of turn
taking. In line 105 Ciala addresses her mother again. Tamara joins in the joy of
memorizing. Lines 107 to 110 in particular show how naturally the deceased
aunt Maro is integrated into the dialogue just by talking to her. Religious
bonds to the departed are not merely asserted in Georgian dirges, but rather
created in speech. The story of what they experienced together with Eliko and
her mother continues as a dialogue in which many concrete scenes are evoked.
In line 117 the evocation of memories shifts again to cries of grief addressed to
her mother. Ciala thanks her mother, and Eliko as well, for everything they
have done for her. The relational work which mourners perform is evident
here. Ciala repeats the memory of wearing Eliko’s dress and coat as a question
to her mother. Eliko’s crying shows her being moved by the memories she
contributed to herself.

From line 123 onwards Ciala sums up what she already made clear: Her
mother did everything for her. Tamara adds under which difficult conditions
Mariams activities took place.

As can be seen, laments play an important role for women's social life in
Georgia. They act out their attachment to the deceased and to those living,
create moving dramas to make everybody share similar feelings, thereby
shaping morals and memory.
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Sequence 4

101 E:

102 C:

103

104 E:

105 C:

107 E:

108 C:
109 E:

1oT:

11

nam

113 E:

114 7

115

16 C:

117

[l Bl apyhoo ‘ﬁ"*"”' el o

leminis moedanze pexit avedit, plosiebica

we wenl (o Lenin Sguare on fmt wearing house slippers
|3r.rl W l!"r']lu:rm {4 6a l‘ru;'_\_ ity M 3 anhottrymsm
mtl:f: rustaveli xeld gvedira, thvenc ML

all the way along Rustaveli we held hands, and vou were also happy,
[t

[ v g, gl gk

wcimodir, klﬁ‘]-l’.liﬂhdﬂ

laughed, giggled

[Boeeg yhoninda pfmom aanagatinon, more.

mreli exovreba ertad gavataret, deda

¥y i

we lived together all our lives, mother

[0 ot b teteomide. Gadeh Gudal A&L‘rhirjﬁ-ﬁlp L
ra kargm axalgazrdoba, ramden rames gaixsenchs kaci
how wonderful youth is, how many memories cleave (o it
|dhaBhoks skt L"scl.'&l:l.u Aot i jogma, .'uhu:_\_'la.'r"h".{?.s ]
madin upra sjobda, maro deida, axalgazrda igavit

it wis bener then, Aunt Maro, you were young then

I

an%'m“'l il o b, 30

gatirvebas vera granobdit, vera

you did not feel the difficulties,

orclfby s oo ayegom
tkbenc bavivebi avit

and you were children

Foddevomenebaf, Budy b Bk bbb
famovidodnen, rame hkonda Zamogvitandnen
they came, if they had tvumclhmg brought it to us

lm'bg_\_anh Jc'u"\.*:il. s
saxhis kiras dagvitevebdnen

The:.-' left us money for the remt

WE:]"':-' ]ll A e Lh:rL ik ﬂ:.-} h.ﬂ,_f"u sk Hc-m{%rﬁ:rm

dagvicera u:n, cetet saramoze, badeiani momanet
they wrote | do Ihm and that in the evening, go oul and get aubergines.
¢

R e Bowemay, B asaggegmadowmonn. oligg jlibo ges g er bbb
d:lgwuocpie onda xolme, dven gavoviw t, isev eseni gaaket?bdnen

we forgol that once, bul ran out of the house and they were forced 1o do
:»m}lhing

Lefhcy guevmepn B UF:-M h@}
da L‘:“:I da%tmﬁ!rebdnrn xolme
when we came h.'li..k everything was already prepared for us
ﬁk_‘l&“j‘\bﬁ.‘}_\_ﬁf b B ad

dagvaxvedrebdnen xolme
everything was already prepared for us
[H::::: (R ﬁ'x‘;‘]‘;ﬂflfr?ﬁcﬁ 4 "151"'1? liui'fll.‘lrr Eh:y._'_?: b, L,
ramdenier elikos kabit mivlia, deda,

Mother, how many times | wore Eliko's dress, mother



310 Helga Kotthoil

118 E: [psednEd st S A R

vaimeh vaimeh
alas alas
T R ]Fkﬁ?:ﬂ;-&f' :ﬁ'_‘\_lll‘_l_l.'l-l.l Jagrapheuno dhorrnoa oo,
ramdenier chkos palton mivlia, deda,
how many times T wore Eliko's coat. mother,
120 E: [%% %% H % TR R T T TR
1214 [df""[ﬂ‘t et Tt 7 ':IJ ﬂw;il-'.l] -ﬂ.g_lg e JV?‘_::'. Fup I}HMI i _H.'l d“)‘h al d'-h'hl"l’!n”': 1
genacvale, desada, me maine madlobeli vigavi feni, fen meti ar
sepeglo
dear mother, stall 1 was grateful to you. yvou could not have done more Tor
L.
122.E: | e e P T T e T o T e e T 0 T T T e T T T R G T S e
123C: "?']b rpemmay o6 oo mopa, otked el gy B,
den sulac ar gemdurebi, deda, mwmtom rom, rac Segeglo,
I am not mad at you. mother, because you did evervthing for us

124 ||?|:_|;_H1 .'u!"'ul:::frh a5 NN (ki et
cven arapers ar gvaklebdi

that you could, we lacked nothing
Concluding remarks

In contrast to Greece, Russia or Sicily, in rural Georgia laments still enjoy a high
reputation. Like Greek lamentations (Alexiou 1974, Caraveli 1980, 1986,
Seremetakis 1991), Georgian dirges are still seen as unofficial forms of religious
expression. For one thing, during Communist rule the practice of religion was
not in favor in the USSR and, for another, the currently very popular Georgian
Orthodox Church assigns women only background positions and functions. In
the unofficial folk religion, however, women have a very significant status as
“artists of pain” and mediators between the living and the dead.

The genre is, however, tied to a high form of privacy. Women's verbal art is
revealed in a private realm and emerges for a very sad reason. The most
beautiful and creative formulations are lodged in the memory of the people as
momentarily or as permanently as the occurrence of death itself.

The genre of lamentation shows the connection of emotion, religion,
gender and culture. The above-mentioned affects and functions are all linked.
Analyzing the culturally defined and socially situated activity of lamentation we
may discover how the attribution of gendered emotion creates cultural knowl-
cdge about the desirability or undesirability of activities. “Doing Gender”
{ethnomethodologically speaking) in the case of mourning rituals is multi-
dimensional.

Gender, emotion, and poeticity in Georgian mourning rituals

The gravity of the loss to the community 1s worked out in laments, The
social hierarchy of a village is thereby reproduced in a lament’s performance,
However, as we saw, social hierarchy has not only to do with authority and
power, but also with social popularity. Lamentation does not just reproduce the
socioeconomical order of a community. To the contrary, it reflects much more
the social influence of the deceased person. In a sense it can be seen as a counter
discourse. For example, in praising qualities of a dead husband women commu-
nicate what they see as a good husband’s acting. In lauding a mother’s deeds
they make them visible for everybody. The lamenters’ moral standards are
mostly in line with common Georgian value orders. Insofar the dirges are far
from being revolutionary. They just allow forms of renegotiating or correcting
these values. For example, male alcoholism is practically quite accepted in
everyday life. By praising men who did not drink wailers can take their chance
to implicitly criticize certain behaviors,

I have presented an approach which combines text analysis and ethno-
graphy of communication, Understanding a culture depends on using all the
data which the natives dispose of,

I'would like to finish my article by citing the words of Dell Hymes (1981)
about native American ethnopoetics, which I consider also true for my kind of
work (especially in Germany, where linguistic anthropology is not an estah-
lished academic field):

There is linguistics in this [book], and that will put some people off. “Too
technical’ they will say. Perhaps such people would be amused to know that
many linguists will not regard the work as linguistics. ‘Not theoretical! they
will say, meaning not part of a certain school of grammar. And many folklorists
and anthropologists are likely to say, ‘too linguistic’ and “too literary’ both,
whereas professors of literature are likely to say, “anthropological’ or ‘folklore,
not ‘literature’ at all. But there is no help for it. As with Beowulf and The tale
of Genji, the material requires some understanding of the way of life, Within
that way of life, it has in part a role that in English can only be called that of
‘literature’, Within that way of life, and now, I hope, within others, it offers

some of the rewards and joys of literature, And if linguistics is the study of

language, not grammar alone, then the study of these materials adds to what is
known about language. (1981:5)

3n
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Transcription conventions

T

(-]

==}

(0.5]

(fwas that so?)
(FE)

e
blabla
[{sits down))

Crying
ane hyphen indicates a short pause

twir hyphens indicate a longer pause [less than half a second)
pause of half a second; long pauses are counted in half seconds

indicates uncertain transcription
points to an incomprehensible utterance

shows overlap; two simultaneous volces

latching of an utterance by a speaker; no interruption
audible exhalation

audible inhalation

high rising intonation

falling intonation

angoing (slightly rising) intonation {“more to come”)
indicates that preceding sound 15 elongated

Crying

fat print means louder and higher

non-verbal actions or comments
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Appendix

Lamentation for Grandmother Mariam ( Mara), Muxrani (Kartll) 199457

Aunt Tamari, relatives and neighbors of the deceased enter bringing flowers,

1 Tamar: Gwpred &’%’Wf.'ﬁl'h‘ﬁ“ [ 1.13-5[,:;3.:. l‘iﬂ:"’tﬁ?"ﬂ'il
i . e

2 Ciala:

o
ol

6T

g,

BT

11

rogor gamzadebulxar, maro deida, genacv

how beautifully you have prepared yoursell, Aum Maro, genacvale
[pestiin. motlaho oo, semath oge G B, oo,
verara, tamara deida, arar ici rafa kna, kalo,
no, Aunt Tamard, you don't know what you are doing,
WO,

Lothes o ool gy, smaf gogge G yffoa, madlafha o, ey
amdent pativiscema, atar vici ra vknat, tamara deida, uime,

somuch deference, [don't know what we could do, Aunt Tamara, oh my,
[

[iiern e e bagoadil, ypvgpens opmals

qovel die, qovel saramos, qovel dilas

everyday, every evening. every morning

1300y godborendembio, g oy )

mainc gamzadebulxar, genacvale,

but you have prepared vourself | genacvale,

[561 gaer G g biowdegben. anfog e,

ar vici ra gasiamovno, genacvale

I do not know what pleasure 1 could give you, genacvale,

[y epaiiols Bapmbo B
didi gvans xalxi xam

you come from a large clan

nj -iﬁjlr:hh:ﬁ'ﬁum Fr'rﬂ}n dervidy e, ]-.:-ﬁ I|.u¢|?;r?m Eﬂ:.}.‘pah ::ui:._
ik E:mnngr‘]rbat cveni bigadvilebi, sul kargebi gvqavs ika.
there you will meet our cousins, all the good are there.
by oo s ddergbgmba. oy, G g, o oy
genacvale, femi dedac Semogxvdeba, 100 ra ketili kali igo
genacvale, you will also meet my mother there, you know how good natured
she was

H: b gogoemdo gaoemabs geapalown, sgndy Bpdepgaeny, B
'Hizes gvawilehi quelas gaunacile, agreme Semogevle, Sena
share these flowers with everyone there, | implore you, you
Baad geo &, e, end o o Foaemplis e

bareram gult mikiva, rom am kai $vilebsa sioveh

but my heart aches that you are leaving your dear children

e sons B i

stoveb da mudiear

you are leaving them and going away from them
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15C

16T

25

26

27

28

tu .!.
AL

sthaersy N L::::it"\|> T L‘":-.-.ﬂl'f_n_a.-n.
Bl chera’ FIrs ert rasmeda,
it means 5o much to look at them,
I'thh am ity b,
Ser garxare, e,
you should have joy, you,
L6 o engpoermng g mmogibn o gopeyy b b i s i,
Sen ki tvalic dagréa da gulic dagréa fen fvilebzedatoa o,
¥ou, however, have left not only your eyes, but also vour heart with WO
children
THz: dacfienl, hjhor Ao, ae R . St o
Mz mares, #eni drime, ar vics kargi, bevrei irili
Marus, let me bear your suffering, Ieamnot cry well and much
s oo Bapnacn
ra cgaléi Cavvarde
mia what water should | throw meyself
l:';t'rEg‘u i‘:wﬁm FL‘.HH pmmbet
minda bevri rame gicera
I would like to say so miany things to yoo
[penbadary, onadaa o ok ey Mzl oo iy e T
gaixare, tamara deida fen Svilehan da Svilisvilebi
ray you be happy, Aunt Tamary, abou your children and grandchildren
bl eodnenddy
BAZANATOS Froertm:s
Ciod give you joy
e, Cratkof Joghog o sl o Aoy e, o
deda, ramden pativsa geems seni higadvill, dedas
Muother, how many favors Your cousin s been doing for vou, maother
LmE) (D ;‘_-__\-.-Hﬂ .'bd SR ok,
re da rame al aris tarmara,
Tamara is here day and night,
Lo Ay g o, s L-:wﬂ:][ s i:hﬂ‘u-n;p;_l__u U'h R e ) {1}.‘1;!1‘5{ fiy Sl U
deda avadac wavi, rom Fameca imteevds es daflil dakanculi kali
during mother”s illness this exhapsed warman asked me if she could alas
Bfunsb oigoydon. e, BB o ronan oo
fentan -:Javr&er::, fvilo, Sen gverdit davriebio
stuy with you at night, child, 1 would stay with vou ishe sy
2 i) o o
da me ar vudvebdi
but I il not let her
ik EEp e fmarroenin Borf, dapmes §nimny Linksgido,
temara deida, darlili xar, kalo, cacli saxlis,
Aunt Tamara, vou are tired, woman, Lo hoarme,
soaidabiyiy otz avsipn. @ s Bydanabs e S| forpns
clamancﬂv kale: tavi, ra ginda cemtan erad metk; deda
leave me. womun, vou do not necd Liv stay ¢ F said ) mother
[0 goeagpybages, erens. il Aaghyon il il e
rit gadavaxade, deda, es pativiscema, kalo
how can I, mother, pay back this honor, woman
[
wdpbh aeril baree oo, Koo sl Bl oy goensy oy,
thvens pvars venacvale, deda, fugnaivilebis Yogvars venacvale, deda,
Iike vour clun, mether, the Tshuguashvilis clan, mother,
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iz

33

34 C:

s

36

37

BT

39

el &-im"mh ey by, e b= a.\ﬂc-ﬁ;.':ﬂl]-l];‘n Et.:% ;Jﬂ.\df;ﬂu. oL
Lo

cal 'gvaris kalt xar, kalo, nu gamocqdebt mag pvask, dedasn,
your clan 15 good, woman, you must not leave this ¢lan, mother,
(!

S A faFif, Rerpmpsobaihn, thovd o Ay o ) devayr juerbis, g
araravin ar darfs fugusantdi, rom ar movida da ar mogikirxa, Ji«_la.
there is no one in Tshuguaznis wha would not come and cxXpress syrnpatliy,
mather

HEEl b oo, s

quelam cremlebi dagagara, deda

everyone showered you with tears. mother

PO enpn. 4o e e, el o mpm,

targs dgavi, chviani kali iqavi, qvelas ugvardi, deda,

you were a good, Wise wonnn, everyone liked You, mother

: oo o dan v ok, o

;ﬁtﬁikﬁﬁ‘ e 2?;' il Banti, deds

genacvale mother, 1 like your nice character, mosther

[ b ooy, ot B gy

e genacvale, bifo, rad dagviave

you, you our dearcst, why did yon leave us
i b ]

((Near the head of the deccased is 3 small tible: on ot are arranged a candle. a cip o whieal
and the photos of previously deceased relutives and neighbors, among them as well 2 phisto
of Tengie, the choirmaster of Muxran, whi sang very well, played musical instruments,
and died af wge 50, It is customary that people also mowmn these photos: people also ysed to
mourn the deceased's garments, but mow anly photos are wept over, Aunt Tamari wits also
related 1o Tengiz: all the Tshupuashvilis were moud of Tengiz and liked him very mukgh.
Now Cialw wrns w his photo and mourns for him. She therchy reminds the relatives ol him
and atteanpts o tell them thereby thal the others hiave also eaperienced the same or a stif]
worse misforiunc, ) )

40C;

41 7
42T

43

RR

45

467
47 C:

gy T frayh o opeh, o dhge, e b e nenn mplye'h

vaime, lengiz, tengiz, fen mugikvides deidagvilli, lengiz

oh my. Tengiz. Tengiz, your cousin vught to die, Tengiz

[?

. pacfin b, i,

ra kargy xar, bido,

how good you are, hoy

Pt R @ gomor eghengio BBl G obah 4 S
tengiz, &ven rada vare cocxlebs dens mere tenglz genacvale
Tengiz, why are we still lrving adter your death Tenge genacvale
FhaEs o Fribe o, anhaa'h, Craghead o iy e bl gy
rada varl cocxlehi, tengiz, ralom ar davixocenit fens mere
why we are sull alive, why didn't we also die when you died
[oibae®: giog gy P beod ausiaghunen b oo,

tengiz, genacvale, dven xom tanatoleh) vigavir,

Tengiz, genacvale. we were the VETY Sime age,

[e?

B e i o ggnen. g o oy R, e
ey oo

pirvel Klasit enad vigavir, gadibrebuli vigavit, romeli vajobebdir

we went to first class together and enulated each ather (in good learing)
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45

44

;T

53

547

ol

55

5T

58

59

L]

51!

62

fad

L s o, o b
stuv ati, terl.;::‘i;gL
tried to learn better than the others, Tengie,
Aoy ey e e oo
genacvale, tengiz, okro igavi
my dear, good soul, Tengiz, you were pold
[Appabio. ﬂaﬁ&'- aedypboabo o pepia gaffign oo
cqviand, kargi, gamgebiani iqavi, gvelaperii harg igavi
you were wise, pood, understanding, vou were good at cverylhing
[y pbinabug 3 cuges "ﬁ’ Ty el Lt et T
gamgebianic 1o da fegnebulic” da gvelaper,
he was understanding and tactful and everything,
m‘_ﬁafl'b\. l:i;‘_fi:n &ﬂl’:‘kﬂ:}. Fraghimd Lf":'{]‘tl..‘,;‘:"ﬂ i by b, Fuaih
tengiz, feni firime, ratom cocxali ara xar exla, rag
Tengiz, let me bear your suffering, why ure you nod alive now, why
v l:_'l""t]i_b“'i-';"-:' i b £y 7 ‘u".‘_:{:ﬁnb. n-l:.ﬁwl'b. H-JE{: ﬂi:ﬂ.‘uﬂd
rate cocxall ara xar da ar guguneb, tengiz, feni Sirime
whiy are you not alive so that you could roar, Tengiz.
let me bear your suffering
[i?
d‘l;ﬁ"yl'h. ;&:ﬁ«w:l:h 'H:'ﬁl'b l.u':-__ i, :;.WG‘__-P:-L L T e [ e
tengiz, genacvale, fernma sjt_:vdjlma., Vanuas Silﬂ‘vdﬂm.l, lenas sikvdilma
Tengiz. genacvale, your death, Vanua's death, Lena's death,
bl Ly g, B Aoty Ly ot ety el joes ool ol
o b
?ﬁ::ci;s sibvdilma, Gemi kmris cikvdilma ar imokmeda dedadenis gulized
all your deaths, has the death of my hushand left no traces n my mothier's
hean?
% o “.p_l‘u'."
ar imokmeda?
has not affected her?
B e e Saghoealis o, o s, Fior st
naﬁc m; W\Erlv.sia g?:ex:?dl:a, L":i:éa, ﬁ;nliﬁkman?
did my husband respect you less, mother, my hushamd?
Frrniesh TR, !‘H'!a;-:lﬁ -Iwu"'-g_\_'na ﬂ:ﬂh JHarnl
rogor ugvarda, rogor ugvarda cems kmars
how much, how much my husband liked you

[ Japhongo e o s, ""‘?‘.:l""if e

el pativi eer dedas, pativi cci

Ciala, do "something good far muother, do ‘something good for her
A e, G Lo

vergadi, kaco, rafa pativi vee?

then I saud to him, man, what could T still do for hee?

By a0, ah dratlalig e, fened P.,,Hm:]nw“-wa.;p""'rm e ﬂc-:-h:r_]ﬁ-__‘fnl.
s theatl ik

pativi eci, ar momasvenchda, rom Gamovidoda, eni cuti mosvenehas
ar moemeemda

do something good for her, he did nou give me g moment's rest when
muether visited us

[Faghyng i o o)

F_r.i'!:l'n'l. [ 8 gl’."l’.l.ii."‘\'i e

do something good for her, genacvale

[i?
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7

T

73

74

75

T6

7

b el I Bk ] e p e = bgem i gy o
g,

exla rom cocxali qupdigo, dediz; exla rom cockali qupiliqe,

if he were alive now, mother, if he were alive now,

o Sty i ol sngeen bl b s oo, b e, g
fFrand L’

ra pativiscemadt thnebods, dedi. winmes daaclida, penacvale, deda,
raes?

he would have done everything for vou, mommy. would he have had
someone else do that, mother?

e o e e, oo, adoghed oy e,

ubedart row vigavi, deda, imitom gecodebod: hon,

you pitied me, mother, hecause T was unhappy, didn't Yol

otk e e Rt ke fiond B o e

mnitom gecodebadi, upatrono row viqavi., dedas:

beeause T was unbappy, | had no one to care for me, mother

Mgy ot ot smoma. it e amas appha a6
Aok (hobiogmal, Lo iR

Horogon Sekiian Ydavlkarge, deda, meunmeee celicadia Savebi ar
gunxdiz ranidan, dedahSi% % %%

what a husband 1 have lust, mother, for tvelve years | have wom MaAing
dress

e, Spobony Sidgpon B bl f

Sededa, Ygarkade Yiavelio, meubuebodnen

mother, T should put aside my mouming dress, so they said o me

Fepd el g e oo, Forbied Qe bagnes deponor, o

Cem guls araperi uxara, racom gavixado metkt, deda

nothing can bring cheer to my heart, why should | cast aside my maourming
dress, (1 replied), mother

i oo fuey p apokadiod, By mooomied Ao e

ar mixaria, roca gavixareh, me titon gavisdi metks

nothing cheers me, but if T should teel happy again, I will mysell case aside
oy mourning dress (1 said )

o by o, e, sfiog oo REERE SR

an, gavizare, deda, exla, eracvil et % %t % St %

new, could I hecome happy, Mother, now. genacvale

{r Ty

o s, e el g, g RS s P dhatls ey ool Y
__‘]].'- LHE™y a“'H‘?‘l] :ﬂs LR

deda, Eeni Ginme, deda, deda,%%%% deda, &ven mama ar gogavs, deda
€3 100, Ndmas €5 10

Muother, T should take on the burden of your suffenng. mother, mother,
mother, we have no father, she was mothier, she was Father {0 us

Al il ) e T erwy gt Ly ?}.s&"iﬁl:r-‘l't'r;:l\ b

arapers ar gvaklebda, tavisi padiceebuli janm

she wanted us 1o lack nothing, with her limited sirength

h‘f\g *].-r'rlp fh*m;g;'ﬁn';\g.-. 1 Prl'[;"ﬁ Jﬂu:f:-'ls T Qﬂ:j"‘u:!:llﬁ:xrka,\

xorcebs moiglelda da dven ndiers ar dagvtovebda,

she would have cut off her own flesh for us so that we worlld nol o
hungry
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LAER

51

B3 E:

R

85
Hi [

3TE

B4 E:

g0 C:

91

o2

95

4 E;

U5 C:

Fsaesl bl e, g b emepeess sk, gongno spynenoa, ool
aris gasasvlell, gasasvleli ars, didi adgilia. gaivlhis

one can ceramly get through here, there is enough space, vou can get
through

L8 T4

e ey e e oyl derr spome g

torein elikom kargad e, ho eliko?

Eliko also knows that well, isn't that so. Elika?

o 3L oo, o au*f*'rf" by dhy una g

ertad wscavlobdir, emad vexovrobdic me da eliko

we leamed wogether, lived together, me and Eliko

[opran cmmmns bk s ybe pne o

ot oraxdn vexovealdio

we lived in one room

iy

Dz S crgs bossali g, gebierfriopee. Boomathio oogsbomeal
cliko Zeglebuli ojaxidan iqo, ganebivrebaili, mdidar odaxidan
Eliko came from o well-to-do family, pampered. from a rich famity
[?

dy Lefipern evgeabosnab o, s

me sacgali ogaxidan vigavi,, gvicirda

I came from a poor family. it was hard for us

[ern i < wrm.

o, kargl ert,

wh, that.

L T R L

ra ars dasamali, eliko,

what is there to hide here, Eliko,

(b b

fen genacvale

let e take on the burden of your suffering

[l maems o mocesfiho (s Rutewogd b beenily ma fman
b

magis deda da dedademi errad camodiadnen xolme da emad
genaxnloldnen

her mother and my mother always canwe 10 visit us together

Frr beg g bkl e e frryfips od el By ol gacul, fun
paptofbonbh

ra sicil kiskisi. eliko, neta sm dros, neta oo dros, ro gagvgzaviidnen
what laughter, Elike, those were nmes, those were times when they sent us
ot ((to get this and that))

b Sl ey ey baninl 8 s geme e

ertxel pivaze gagvgravoes me da ehko,

onee they senl us oul Lo get beer, me and Eliko

ilaiinh Tugn o thesgie oo :{C?f‘<f'L Lo Famapmse sty

matin sad vexovrobdi, eliko, saburraloze?

where did we live then, Eliko, in Saburtale?

ety ket

zemelze, remelye

on Semmel Street, on Semmel Strect

{Vw']tr:-: g B B B aoen bl Hr'ul,:'_].\k-!n"_'pnt‘-!\. {ma

ramdeni gvitxres? bever gvirxres, moitaneto, da

how much did they tell us? we should bring back a lot of {{heer)), and
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97 E:
9%

100 2:

101 E:

102

103
104 E:

107 E:

18 C:

104 E:

et

111 C:

2
I3 E:

o g By beod g Loy e, oo gy b

vaime, deda, fenc xom gigvarda sicili, unda gavacine

O, Giod, mother, vou always liked to laugh, 1 must make people laugh

L2

ety ool B adafnadan doando. 8 pbafn, st fo il magacewn, HEHE
n'l&,!‘ 55:‘ Eh,

ra muclis xethva gmagtebt metki, me utxari, amdeni rom daliot,
HEHE amis deda,

you deserved that your bellics will burst, 1 said. if you drink so much beer,

| Lacng gomney s tl]'.J_n!sn HIAn n]_;-l"u-m_ E:ﬁ._-. ad Ln.‘-{fu.rfl., 1:“‘_1';""! @ﬂmmr
sicili da kisﬁisi cdgar =svali. neta im dros, deda: davrbodic

she luughed and giggled so. those were times, mother, we walked along

[HE HE HE ¢ m
lCE;M"h 3{‘-’1; ?.'!E’D“ 1mlfumr R i T 1&{1}"];5110”
leninis moedanze pexit avc‘fﬁ;i plostebia

we went o Lenin Square on foot wearing house slippers

(B g b 2o, o7 apbneros
miels mstav:li‘;ﬁii gvedira, thvenc gocarodat

all the way along Rustaveli we held hands, and you were also happy,
[

[ ptepoom, gols jolue buaoe

icinadit, kiskisobdn

laughed, giggled

I%nr:*wa'-‘*":r"uﬂ e g, erpes
mteli cxovreba ertad gavatarer, 3::1.:.

L

we lived together all our lives, mother

[ gy abagmas Bithgocda, Futim b Sl ascblighodl g
ra kargia axalgazrdoba. ramden rames gaixsenehs kaci
how wonderful youth is, how many memories cleave o it
kst -y lr_ml.-n-?i;!_m. it s, abogmaa b, T
ma$in upro sjobda, maro deida, axalgazrda iqavi

it wis better then, Aunt Maro, vou were voung then

I

aﬂ&ﬂ‘ﬁ i | :ml.'-"u El_ll.""ll'.'ﬁl.'ﬁgmul. "jfk‘r

gacirvebas vera granobdn, vera

you did not feel the difficulties,

an Tﬁ; h:j';]' E 4] I:'I:_FIW

thbenc bavgz.'rj:l(:li iqavit

and vou were children

Fdhyocorabinh, gy difeibues Fodeygybiobob
tamovidodnen, rame hkonda famogvirandnen

they came, if they hud something, brought it to us

L-th:u:lnju‘mh @.\mﬁrﬂm&gﬁ:‘ﬁ

saxlis kiras dagvitovehdnen

they left us money for the rent

I

E‘i‘-’f"‘?aﬁ-*am&ﬁl b o e Lagathe by Bamoshi drodbm.
gVICera nen,

es paakerer saramoze, badrijani moiraner.
they wrote , do this and that in the evening, go out and get auhergimes.

7
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14 @
oy penss ety Aygb ausiaommepean, aligg nlobo ges, e bbb

dagvavicqdeboda xolme, éven gavevivdebodit, isev eseni gaaketebdnen
we forgot that once, but ran out of the house and they were forced 1o de

everything
L5 i o wogpl; {L\““'ﬁ@ﬁ bengr)
eseni dagvaxvedrebdnen xolme

whrn we came hack everything was already prepared for us
L6 C: ok Fiee h
- ok s
everything was already prepared for us
17 [H::::: g fodrerfrfh oo el gabom dogema, ems
[H::: deda ramdenger elikos kabit mivlia, d:da
Muother, how many times | wore Eliko's dress, mother
1AE: [yt o BRRERREERRERERLRR R RRRER N,
vaimeh vaime
alas alas
119 [t Hal et Jagnihmone B
ramdender elikos paltoti mivlia, deda,
how many times 1 wore Eliko's coat, mother,
120 E: [ %R BT R % B T % T B T R
123 l&ﬁm&&mﬂ&iﬂﬁﬂmw e o e '&]Eﬁffbn e
genacvale, de::da, me mainc madlobeh vnqavl feni, Sen mell ar
segeglo,
dear mother, stll T was gratelul W you, you could not have done more for
us.
122 E: [ e e S e e i S S 8 S T e 0 e i S T T T T T T e T S T e T
123C: Bip lgpnagg o6 gfreyfrpa. wipes, odothed G, g dagdese,
fen sulac ar gemdurebi, deda, imiom rom, rac segeglo,
T am mist mad at :,'uu mother, because you did everything for us,
124 (R ofrompils o ,1.19;
L"n-"t'l'l :l.'l'aptf! ar g\"
that you could, we |3L|'C!.‘.‘d nmhmg
125°T, [LE.H.‘C'K': LLENY ﬁr] ol TR o Lmu: ELSN iiL mﬁﬁt LU Vd‘ht{wmr ad ].-.:[_:IIL"'![DL'L
kmart taviee ar edga am sacodavs, ukmrod gagrardat am sacodavma
she had no husband, poor thing, without a hushand she raised vou. poor

thing

g,

Notes

* lam grateful 1o Elza Gabedava for help with the Georgian language and her continuing co-

witrk.

Gender, emotion, and poeticity in Georgian mourning rituals

1. See Mills (1991} and Grima {1991) on a similar rofe of suffering in women's performance
in South Asian folklore.

2. See Kyratzis and Cahill in this volume.
3. "Muotirali” means female wailer, “motiralebi” is plural,

4- Drinking toasts also demand emotion work and emotional performance by men, as is
described in Kotthoff (19950}, but wailing is not a component of this work. Toasts are aften
delivered in a pathetic keving.

5. This functional ascription is found throughout the rich literature on mourning rituals
(Malinowski 1925, van Gennep 1960, Feld 1982, Stubbe 1985).

6. In order o maintain contact with the dead, food is placed on graves. The people of
Georgia bring food and drink to their dead on all religious holidays; in Eastern regions they
bring xaslama, a porridge made from cooked veal and mutton. The dead receive forty days'
provisions for their juurney into the afterlife; that is, they are customarily brought a plate of
food on the second, seventh, and fortieth days, and also a year after death. Wine is poured
aver the grave, In addition, mourners carry a burning candle, Later, there is at least one
commemarative day per year.

7. 1taught German language and linguistics for six semesters as a lecturer of the German
Academic Exchange Service (DAAD) at a university in Thilisi ( 1988—1991). I first did not go
to Georgia with the intention of researching ritual communication. The unusually rich
variety of oral poetic rituals became accessible to me only gradually (Kotthoff 1993, 1995a,b).
Later, lintegrated my intercsts into research projects,

8. Every region in the Caucasus has its own ritual peculiarities (Cocanize 1991, Nakadie
1993, Kotthoff 2000k). Thus, e.g., in Xevsuretia horses are integrated into the burial ritual. A
horse is decorated (=equipped for the journey) and carries all the food that the deceased
persan is given in the grave {for use on the coming journey in the afterlife). The deceased is
supposed to use the horse in the hercafter. After the burial the horse is given to a close
relative. The latter may only use the horse for riding and must give it dignified treatment,
since it is in the religious belief already serving in the hereafter. Lamenters also cry aver a
carpet which holds the clothes of the deceased.

Nakafiye {1993} differentiates four forms of lamentation for Xevsuretia: three forms of
lamentation with words and one without words. The forms with words are classified as zaxilit
tirili (wailing with shouting), datviit tirili (wailing with reason) and xmit tiriki {wailing with
voice). Xmit tirili is the most widespread form, the one dealt with in this article, Datvlit tirili
consists mainly of reproaches t the deceased for having left their relatives. They are sung
especially in the first hours after the death. Zaxilit tirili is only expressed by the sisters of the
deceased.

Each region has its own norms for dressing the deceased and its own semiotics of
culinaria. Meat is forbidden during the period of mourning in many regions and is likewise
not offered in the "kelexi,” the mourning meal, Each region is, on the one hand, convinced
that its way of treating the dead is superior to the customary forms of other regions, on the
hand, multicultural Georgia practices great tlerance in accepting others' customs.
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322 Helga Kotthoff

Repional identity is extremely strong in Georgia. Even in Thilisi a person who already
belongs o the second generation living there is still introduced as a Mengrelian or a
Kachetian. In laments the deceased person's region of origin is constantly referred to.

It is bevond the scope of this article to go into the many peeuliarities of the Georglan
regions. |t will only be maintained that mourning rituals are viewed as a central element of
regional identity, which is thereby confirmed.

9, Sec, ¢.g., Kotthoff (1995 a, b) for other Georgian ethnopoetic genres which communicate
moral values,

10, Bergmann/Luckmann (1994) and Ginthner/Knoblauch (1995) define genres as
communicative forms with a high degree of stability. Members of societies develop recurrent
prientations lo communicative patterns which can lead to speech genres. Stabilized
communicative genres which contain evaluative judgements about people and human
aclivities are considered genres of moral communication, Morals are understood in
Durkheim's sense (1915) as what people do for the community and has a community
oriented meaning which can be evaluated according to the eriteria of good and evil.

1. According to Stubbe these forms of self-flagellation are found in many cultures. The
practice of savagely lacerating one's face, likewise mentioned in Stubbe’s study, is also found
in Georgia,

12. In November 1995 a symposium was held at the University of Paderborn on the topic of
“The Gender of Gestures — Grief” (the articles are edited by Gisela Ecker 1999). The
symposium also confirmed that there is a gender-specific division of labor in rites, images,
symbols and art representations of grief (= female).

13. Caraveli (1986) describes a similar function for Greek lamentations.

14. She alludes to the common metaphorics of travelling. She means: prepared for the long
journey into the hereatter.
15 “Uime” or “vaime" is an interjection of pain.

16. She means that she will stay in contact with her children.

W

17. In Georgian it is possible, by adding an "o” to the last word in a phrase, to indicate that
speech is being quoted. Quoting in the second or third person is marked by this morpheme,
18. Quotations in the first person are marked with “metki”.

19. What is meant is that they should both watch over Mariam at night during her illness.
20, Literally the phrase means “pay honar to mother;” in practice it means that she should
do something for her mother.

11, "By ‘emotion work' | refer to the act of trying to change in degree ot quality an emotion
or feeling. To 'work on’ an emotion or feeling is, for our purposes, the same as 'lo manage'
an emotion or todo ‘deep acting™ {Hochschild 1979:561). Hochschild | 1979:558) speaks of
“deep acting” and “surface acting” in regard to “emotion work.” Both are subject to socio-
cultural rules and gender. *Surface acting” and ‘deep acting’ are combined in lamentation.
22, Ser also van Gennep (1960], Turner (1969}, Werlen (1984} and Senft (1987} on rituality,
There are, of course, many different positions on what constitutes rituality; a discussion of
this would exceed the scope of this article,
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23. We also taped some cross-cultural lamentations. See for the managment of regronal style
differences in Georgian wailing Kotthoff 2000a.

24. Wienold (1971) discusses excellence and originality as general evaluative criteria for
poretic texs,

25. Recorded by Nina Maxarasvili who kindly provided us with the cassette.

26. Important metaphor for crying,

27, She means hersell; formula.
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