SOME NEGLECTED ASPECTS OF LOVE
IN SAPPHO’S FR. 31 LP.

MAX TREU EBAOMHKONTOYTH.

I

Modern interpreters of Sappho’s fragment 31 in Lobel-
Page’s edition may be divided into two main groups: there are
those who see in the xijvog o a personal tival of Sappho and
argue that she is jealous of the man?), and those who reject
jealousy and say that the poem expresses Sappho’s love for the
gitl?). Textual difficulties would seem to account for this, but
added to them are certain preconceived notions concerning the
nature of Sapphic love: both groups of interpreters share, basic-
ally, the same belief of old: Sappho, to put it bluntly, gives
expression to her homosexual feelings. As a tesult the poem has
never, in my opinion, been treated fairly. The main purpose of
this paper is to discuss additional poetic material®) which sheds
light on the poetic situation. Fundamental in this discussion is
the legitimate distinction drawn between the poetic “I”” and the
personal “I”. Unless we rid our minds of the common fallacy
that lyric “I” must, with a few notable exceptions, reflect the
poet’s private affairs and personal feclings, we cannot possibly
hope to atrive at a just and fair interpretation of this fragment
ot, for that matter, of many a lyric fragment.

But let us first turn to the verses which are thought to

1) Of the most recent exponents of this view is G.Devereux, “The
Nature of Sappho’s Seizure in Fr. 31 LP as Evidence of her Inversion”,
CQ XXI (1970), 17ff., who follows D.L.Page, Sappho and Alcaens, Oxford
1955, 26fF.

2) See G.M.Kirtkwood, Early Greek Monody, Ithaca—London 1974,
p. 12, who reiterates the views held by M.Marcovich, “Sappho Fr. 31:
Anxiety Attack or Love Declaration?”, CQ XXII (1972), 19ff., and by
G. Wills, “Sappho 31 and Catullus 517, GRBS VIII (1967), 167f. G.A.
Privitera’s approach is different, “Ambiguita antitesi analogia nel fr. 31
L.P. di Saffo”, QUCC 8 (1969), 37ff., but not the end-result: ... Saffo
amava la ragazza” (p. 69).

3) See my study, Se/f-Expression in Early Greek Lyric, Elegiac and
Iambic Poetry, Wiesbaden 1977 (Palingenesia XI1), p. 74 n. 28.

7 Rhein. Mus. f. Philol. 122/2
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contain the answer to the question whether Sappho is jealous
of the man or declares her love to the girl:

Daiveral pot xijvog ioog Odowsww
Buuey’ dvno, dttic dvdyTids Tot
ioddver xai wAdowov adv povei-
4 oag Vmarxovet
xal yelaloag iuépoey, T6 W 1 uaw
xapdiay v otiileow énrdaioey,
g yagp & 0" w Podye ds ue pdvar-
8 o 008 &y €T eixet.

Two major points of ambiguity have been cited in these
two stanzas: the application of dzris in v. 2, and the reference
of 76 in v. 5. Now the relative pronoun dowis is, in its general
usage, indefinite, but it may also refer to a definite antecedent?),
and evidence for the use of do7ic = 6¢ is more copious than has
been assumed?®). In its present context drreg refers of course back
to xijyog dwvne who is sitting (note the present indicative igddver,
v. 3) opposite and close to the girl. This fact is important. Let
us ask if z certain man or any man could be thus sitting. “Any man
who sits opposite you is fortunate”, says Page. But not azy man
(this is the rendering of §77ic in two of the three choices Page
gives) could take this privileged position, if it is true, as Page
and othets agree, that the girl in question is 2 known individuals).
Not a7y man could enjoy the company, let us say, of a certain
movie star, ballet dancer etc. But a#y man could obviously sit
by « girl?). Page’s third rendering of i, which he accepts as
the “most natural” choice, “7hat man, whatever his name may
be, who is sitting...”8), yields, I am afraid, no better meaning;

4) Cf. Page, op.cit. 20; Wills, op.cit. 168.

5) See the material quoted by L.Rydbeck, “Sappho’s gaiveral pot
xipog”, Hermes 97 (1969), 161 ff.

6) That she is well known to the speaker is indicated by the “you’-
address (v. 2 and 7), and by the intimacy of the feelings expressed. More
on this point below.

7) Page says: “.Any man who sits opposite you is fortunate”. I could
not verify this usage of any with a factual indicative in standard English
dictionaries (cf. for instance the Oxford Engl. Dic. 1, p. 378, s.v. any). Page
quotes Sappho fr. 16, 3f., %7y’ érrw Tic dparar, which he translates: “7That
thing, whatsoever it may be, of which one is enamoured”. But éparar may
be subjunctive (cf. Rydbeck, p. 165 n.3) and this verb, assuming it is
indicative, expresses a personal, subjunctive, fact as opposed to the objec-
tive fact ({oddver) in the fragment under discussion.

8) Loc.cit.
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in fact it destroys the reality of the poetic situation created by
ioddve®). A man cannot possibly sit close to one’s beloved
friend (as the gitl is supposed to be) and still be “of no impor-
tance”, especially when #hat man’s privileged position is, as it
turns out, not a trivial incident of no serious consequences for
the onlooker woman (for Sappho in the view of modern inter-
preters); he cannot possibly be faceless and nameless, no matter
what school grammar tells us about ézvic.

An equivalence of xijvog dt7is to xijvog ds, though literally
attested and supported by the context, would, according to Page,
“have to be accepted by those who believe that the man is the
gitl’s bridegroom”. The implication is obvious. As a matter of
tact we do not know who the man really is, but even a bride-
groom would not necessarily make the poem an epithalaminm®).
There are thinkable situations, preceding or following a wed-
ding, in which a man could be seen sitting close to a girl. The
occasion could be a private gathering attended by close friends
and relatives or even an engagement. Page oversimplifies: “We
have no reason to suppose that in Lesbos, at the beginning of
the sixth century B.C., 2 man might not sit opposite 2 woman
and converse with her, whether he loved her or not and whether
he was married to her or not”11). But it all depends upon what
significance we attach to the sitting scene, and this is a matter
of some dispute. The possibilities of a meeting between a decent
citizen girl and a man were very limited outside a marriage con-
text, if such possibilities existed at all, for all freedom Aeolian
women may have enjoyed.

Once we grasp the reality of the man’s presence and its
effect upon the girl indicated by her reaction (yedaloac iuéooev,
adv pwveloag), it is not difficult to see that 7o refers to this reality,
i.e. to the sitting scene!?), not to the girl’s “sweet voice and
lovely laughter”13). Page rightly criticizes those who say “gram-
mar” and the ““archaic style” do not allow us to take 70 beyond
the immediately preceding words, but Page concludes indeci-

9) See also Rydbeck’s criticism (p. 163).

10) The view of an epithalamium has been kicked around, criticized,
rejected and even abandoned by original supporters (cf. B. Snell, Ges. Schr.,
Gottingen 1966, p. 97).

11) Op.cit. 32.

12) Cf. W.Ferrari, Ann. Pisa ser.ii vol. 7, p. 62; A.Barigazzi, Azt
Milano 75, p. 412f.; C.Gallavotti, RivFC 20 (1942), 117, and othets.

13) Snell, op.¢iz. 78; A.Setti, S2.Ital. NS 16 (1939), 212F.; G. L. Koni-
aris, Philol. 112 (1968), 183, and others.
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sively: “There is no certain clue to the correct choice”*). There
are at least three “clues” for the first “choice”, i.e. for the 70
referrmg to the sitting scene as a whole (Whether they are “cer-
tain” or not is for the reader to judge): 1) the privileged position
of the man, 2) the verb énrdaoey in v. 7, and 3) the psychoso-
matic descrlptlon (vv. off).

Let us first consider the second “clue”. Page’s own discus-
sion of éntdager is unsatisfactory. He sees in it a feeling of
“distress” or “distutbance” and quotes Sappho fr. 22, v. 14, and
Alcaeus fr. 283, v. 3. In the first instance the verb in question

describes the effect a woman’s fine garment has upon the be-
holder:

Tay xdiav* a yap xaroiywytg atra [v
énrdaus’ idowoav, Eyw 0¢ yaipw.

But this is obviously an entirely diffetent context and sheds very
little light, if any at all, on the application of the verb in the frag-
ment under discussion. As for the Alcaeus-passage, the subject
of the verb is Eros and there can be no ambiguity. More relevant
material should be considered, and Marcovich attempted this
task. He concluded: “The stock phtase 7d pot xagdiav éntdaioey
seems to denote the beginning of a /love passion’1%). But Marco-
vich left out major Archaic lyric poets, upon which he should
have concentrated, in favor of Hellenistic literature, and even
then he selected unambiguous passages in which the subject of
the verb in question is either Aphrodite or Eros. This is no
positive help. Marcovich has not shown that the girl’s “sweet
voice and lovely laughter” in the present fragment are equivalent
to Aphrodite or Eros6), or that what follows, i.e. the speaker’s
psychosomatic reaction, is “no more than a poetic device or
hyperbole” to say “I cannot help being in love with youa”17).
No other devices or hyperboles of this kind have been cited, and
there is doubt that any exist in Greek poetry.

14) Op.cit. 22. Wills, op.cit. 168, agrees with Page.

15) Op.cit. 22f.

16) If Ps. Longinus undetstands the poem “as a poem of love”, he
most certainly does not elaborate on the point, as his purpose in quoting
it is entirely different (cf. p. 118 below), and this testimony cannot, therefore,
be used in suppott of any patticular interpretation of the poem. Of course
the poem is about love. Who denies it. The question is what aspect or
aspects of love is the poem dealing with, who is affected and why.

17) Op.cit. 25.
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In other fellow lyric poets the verb signifies that someone
or something is negatively affected'®); how negatively is shown
by the poetic context which is, then, of the utmost importance.
In Sappho the verb acquires a negative meaning only if 74, its
subject, refers to the sitting scene as a whole. The gitl’s dv
paveioas and yelaioas iuépoey are her response to the man who,
we are told, is listening to her very attentively (note, again, the
present indicative dmaxoder)®). This is what crushes the onlook-
ing woman. To say that this response vexes the woman speaker
and makes her fall in love with the girl is to deprive the verb
(8nrdauoey) of its force and the scene of its significance. That the
verb is used in a negative sense is further shown by the deathlike
reaction of the speaker which cannot be easily dismissed as a
device. Devereux’s paper, though one-sided and biased, succeed-
ed in underlining this reaction as the key aspect of the poetic
situation.

To conclude the discussion of the possible “clues” for the
correct reference of 76, we must take into consideration the
subjunctive {dw in v. 7. The textual difficulties are known, but
there seems to be agreement on one point: this subjunctive is
used with ¢ in the sense of éray without xe ot dv, which is rather
rare in Greek literature. Now, some interpreters give this sub-
junctive the meaning of a generalizing iterative effect, completely
overlooking the poetic situation: Sappho, we are told, describes
“what happens whenever she sees the girl’”20) and the “onslaught
of Sappho’s symptoms must have been a recurrent, chronic
trouble, because the subjunctive i{dw in the clause... denotes the
repetition of this chain reaction...”?t).

This view is not compatible with the concreteness of the

18) See Anact. fr. 408 P.; Mimn. fr. 5 W., and Anacr. 346 P. (all
quoted in my study, n. 3 above). See further H.Frisk, Griech. etym. Wirterb.
11, p. 615, s. v. zT0éw: “scheuchen, in Furcht setzen, dngstigen”. Marcovich
does not quote Frisk.

19) Whether “sweet talking and lovely laughing” ““are characteristics
of the girl” (Koniatis, op.cit. 179), we do not know; they probably were.
What is certain, though, (Koniaris ovetlooks this point) is that we cannot
see these “characteristics” in isolation from the present context. It is impos-
sible to say, and idle to speculate, whether this gitl would also talk and
laugh in this manner if that man were not sitting next to her or if there were
another man in his place.

20) Wills, p. 170.

21) Marcovich, p. 21.

53 <«
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situation2?). The poetic happening, the speaker’s encounter with
the couple, requires a certain timespan whose length depends
upon the specific nature of the occasion, imaginary or real. Since
there is no indication that she surprised the two ot interrupted
something, we may safely assume that the sitting scene lasted
for some time in the present (ioddvet, dmaxover) and that it was
witnessed by more people. There is no thinkable situation in
ancient or, for that matter, modern Greek society involving a
young couple and another woman looking at them, and Sappho
would not create a situation with no relation to social life. Who
would understand it?

Now, if the sitting scene takes place in the presence of more
people, my question is this: could the woman speaker look at
the girl continuously for as long as the scene lasted ? Such an act
would be starring — a most embatrrassing, offensive and quite
unnecessary thing. A present subjunctive (6pdw), which denotes
continuous action, would simply not do. But the speaker could,
and probably did, look at the gitl now and again during the time
she was present, and the subjunctive aorist (i{dw), which denotes
a snapshot action, was best suitable and the only one available
to convey this kind of iteration?3). The woman speaker would
of course not express herself in the presence of other people, not
even in the presence of the couple alone. She only felt what is
described in the poem and intimates her feelings as one would
in a very personal letter, visualizing the situation anew.

To support his view of a love declaration Marcovich con-
veniently but quite unwarrantedly translates o#, v. 7, “at your
person (face, figure)”. But the “you” should obviously be taken
as pictured in the poetic context, i.e. as sitting next to the man
and reacting to his presence, for it is in this light that the “you”
is seen by the woman speaker, and it is exactly this “you’ that
troubles her, not the “you” ’s eyes ot face about which nothing
whatsoever is mentioned or hinted at in the poem. But once the
idea of “chronic trouble” dawned, it was pursued further: the
gitl’s face could be seen by Sappho trepeatedly in the past, but
not the sitting scene; therefore eioidw refers to the girl’s beauty,
therefore énrdatoer means “beguiled”, therefore the poem is

22) I very much doubt that 7/. XIV 294, quoted by G.Lanata “Sul
linguaggio amoroso di Saffo”, QUCC 2 (1966) 76, helps in understanding
Sappho at this point.

23) Cf. the formula dg dv éyd einw ... nelbdueba (I1. B 34, T 20,
M 75 etc.).
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about Sappho’s love for the girl, therefore we are dealing here
with a device.
Marcovich quotes a “parallel” from Sappho, fr. 23, vv. 3-6:

g yap dvltov giocidw ofe,

/ ’ 3 3 Q> ] /7 /
paiveral w’ o0d’] *Epuidva Tead[ta
Euuevar,] Eavlow & *Elévar o élo[x]ny
000y det]xeg.

He translates the first line as Page does, “For whenever I look
you in the eyes” and sees here “the most natural meaning of the
phrase a¢ yap (&) 0’idw”, which is: “Whenever I look i the
Jace” ).

But this “phrase” is not hanging in the air; it belongs to
a context like the above line does. The problem is that we do
not know much about the context of this “parallel”. But first:
“in the eyes” is again unwarranted. Since ¢¢ is in our text not
specified it could refer to a number of things: “When I look at
you” (in your fine dress or with your blond hair down or smiling
like that etc.). In what sense this “you” is spoken of here seems
to be indicated by the reference to Hermione, who may or may
not be Helen’s daughter, and to Helen herself. But what exactly
the speaker (I hesitate to say Sappho) admires in these two wo-
men is hard to say (this is presumably assumed by her and the
addressee); some idea of the nature of her admiration would
seem to be suggested by the epithet “blond-haired”.

Sappho can, if she wants to, qualify a “you” or, for that
matter, a “her” in terms of specific features of the girl’s beauty
(fr. 16, 7£.):

Td]c xe foAroluay Eoatdy te Paua
xaudovyua Adusoov 1dny mpoodnw.

It is then the girl’s “lovely gait” and “bright face” the speaker
admires.

But aside from the fact that ¢¢ is not clearly defined, the
iterative subjunctive is not tied to any conctete situation, unlike
the situation in the fragment under discussion where the present
indicative is very clearly marked. The application of the key
terms eigidw and o¢ is too vague in this fragment to be of any
help.

24) Op.cit. 22. Cf. also Page, 139.
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As already pointed out above the “you” in fr. 31 is not
defined in terms of any facial or corporal features; this “you”
must be taken with (Gdv) paveioas and yelaioas ({uépoev), which
are circumstancial participles, and must be seen in the light of
the concrete, timely fixed, situation (ioddvet, dmaxoder)?s). Each
time the woman speaker looks at the girl, i. e. at the “you” as
related to the man in the present situation, she feels what she de-
scribes in vv. 7-16, and this is a negative emotional disturbance,
not a response to love. The negative element is not only implicit
in the verb itself (énrdaioey) but also in the described psycho-
somatic reaction to which ydp in v. 7 leads. But another inter-
preter sees here a problematic “circularity”: ““This scene stuns
me becanse whenever I see it I am stunned”26). Aside from wheth-
er “stuns” is the meaning of énrdacer??), what is “I am stun-
ned”? One cannot possibly take this torturous reaction (7-16)
to amount to a mere “stunning” in order to talk about “circu-
larity”. Whatever the purpose, literary or personal, of this lengthy
description of the woman’s situation, there is very little doubt
on one point: she suffers an emotional breakdown which is not
only medically attested as such but- what is more important-it
can be paralled from Greek folk poetry as will be demonstrated
below. The man’s position is central; he dominates the poetic
situation, even though, understandably enough, no direct refer-
ence is made to him after the first stanza?). The man is not a
shadow figure. He is, like the girl, very much alive and his
presence most effective.

I

The tenor of the fragment we have seems to be the effect
which the sitting scene has upon the onlooking woman, not the
man or the girl outside the sitting scene-context. Attempts have
been made to define the relationship of the man to Sappho (as
the woman speaker). Those who emphasize the man’s presence
with the girl see in him the rival of Sappho and speak of her

3

25) For Marcovich however the man is “unimpressed”! But is dz-
axover not sufficient proof of his intetest, not to speak of the place he has
taken (certainly nobody forced him to sit there) next to the girl ?

26) Wills, 170.

27) Cf. p. 10off. above.

28) On ioog Oéowow below.
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jealousy (they premise their interpretation upon the common
assumption that the only kind of love Sappho talks about is her
love for other women). The weak points of the argument, in-
sofar as there is one, are not few. Page says: ‘““To maintain that
Sappho feels no jealousy of the man would be to ignore the cet-
tain response of human nature to a situation of the type de-
scribed...”?%). But what precisely is the “situation of the type
described” ? This is the very problem.

If vv. 7-16 describe the torture of jealousy, as has been
assumed?®), what literary evidence is thete to support such a
description of jealousy? “Physical symptoms of emotion” do
of course occur elsewhere in lyric poetry and in Homer as has
already been noted3!), but nowhere do such symptoms describe
erotic jealousy of any sort. Of course they do not have to, but
failure to produce relevant literary material3?) deprives the argu-
ment of its basis, whatever may be said about a “certain response
of human nature” and the like. But the psychiatrist has recently
come to the rescue of the philologist ready to produce “clinical
evidence” for the case of a male rival. Devereux, as already
indicated, considered the poem as the diary of a homosexual
patient and not as a piece of literature which it is. And what is
worse: Sappho is the patient herself.

Devereux’s argument is one-sided. It runs like this: Some
A’s are B, we have a B, therefore we have an A. But the aetiology
of anxiety (A) is so multiple?3) that the fact that homosexuals (B)
experience it does not prove anything. The emotional state of
the woman speaker is not, in other words, the undisputed proof
for the anxiety attack of a homosexual, let alone of Sappho.
Heterosexual women too reach, in some cultures, such as emo-
tional state as we shall see presently. There is, further, no proof
for a homosexual love in the address to the girl which some
found offensive3?).

The troublesome ioog Héotaew?s), which Devereux “pushed

29) Op.cit. 28.

30) Cf. Ferrarri, op.cit. 63; Barigazzi, op.cit. 414; G.Perrotta, Saffo ¢
Pindaro, Bari 1935, 46ff., and others.

31) Page, op.cit. 28, who quotes A. Turyn, Stud. Sapph. 321

32) Nothing helpful can be gained from poor imitations and paraphra-
ses of the poem in Roman and Greek literature in late antiquity.

33) See The Complete Psychological Works of Sigmund Freud vol. 111,
London 1956, p. 106ff.

34) Cf. A.J.Beattie, Mnem. IX (1956), 110. On this point below.

35) Cf. Wills, op.ciz. 1741, with bibliography.
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ad absurdun’3%), does not prove or even support the case of a
male rival. Nor does this formulaic phrase support the view of
a love declaration of course. Marcovich says, “From the fact
that the gentleman can keep sitting facing the gitl, and keep
listening too, to her irresistibly charming voice and laughter,
Sappho draws the playful conclusion that the man must possess
some superhuman strength: Sappho herself cannot stand the
girl’s overwhelming beauty for the moment”37). Playful is of
course the magic word here, but it should be obvious that not
every man needs to possess superhuman power to be able to sit
close to a charming girl without losing his head, especially if the
man is, as Marcovich tells us elsewhere in his paper, “unim-
pressed”38)! This phrase is no more than an expression of ad-
miration for the man who thus appears “to be elevated above
the standard of ordinary mortals” %), and can be paralleled, as will
be seen, from Greek folk poetry.

The undisputed fact is that the woman speaker reaches the
point of an emotional breakdown. No literary or clinical material
has, so far, shed sufficient light on all possible aspects of this
breakdown which we need not minimize unduly by reducing it
to a “device” or exaggerate by making one-sided assertions of
clinical expertise. If relevant material is not forthcoming from
Greek poetry, we may turn to folk song to which monodists,
including Sappho, were indebted in various ways). This legi-
timate source has, as far as I can see, been neglected by modern
interpreters and commentators of Sappho, and it is hoped that
the material presented here will prove inspiring!

The material in question dates from the more recent Hel-
lenic past#!), but to quote a learned student of Greek folk poetry,

36) Marcovich, 2o.

37) Op.cit. 27.

38) Op.cit. 21 (cf. n. 25 above). If Sappho, on the other hand, cannot
resist what the man can, she must be jealous of him, which is precisely what
Marcovich denies.

39) Page, op.cit. 21.

40) See my study (n. 3 above), p. 79.

41) I was able to collect a number of relevant folk songs (including
the ones quoted below) in a recent trip to Greece (May of 1976) which was
supported by a research grant from the Humanities Research Council of Canada
administered by the Office of Research of Memorial University of Newfoundland.
I am thankful for this support as well as for the help given to me by Greek
colleagues, especially by Professor Alke Kyriakidou-Nestora, at the Uni-
versity of Thessalonike, who discussed with me certain aspects of erotic
jealousy in folk song.
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“Greek poetry... continued to be composed uninterruptedly
from the end of the ancient world to the present day”%2). Due
allowance should have to be made of course for a somewhat
shifted emphasis in the use of certain ancient folk song motifs
since changes have been taking place in traditional cultural pat-
terns 43).

Erotic jealousy, to begin with, is not uncommon in Greek
folk song ). There is a very old song entitled ““The Curse of the
Deserted”” #%). The deserted girl feels like a reed plant abandoned
in the field: they sow and reap but the reed they do not care for
till it is burned down and the field darkens. Her heart is as black
as the blackened field. She wants to curse the man, feels sorry for
him but in the end she cannot help cursing him (v. 6f.):

%0l TOQa [’ GrapdTNoE 04y xadautd *G TOVY xdumo*

omégvovy, Oepilovy T6v xapmo »* 1) xalapid drouévet,

Bavovy pwtid ¢ Ty xaauid xe drmopavollel 6 xdumog.
“Evou elvar 2 1) xapdovla pov uaden, oxotewiacuévy.
Oélw va. Tov xarapactd x’ & Tu Tov uéAder dg mwdhy).

That the man deserted her for another woman need not be
said. This is the dreadful reality for the speaker. Note first that
the heart (v. 9) is, as in Sappho, adversely affected: it is black %6).
The simile of the burnt reed plant gives expression, in all sim-
plicity and naivety of folk song, to the feelings of utter despair
and devastation??). If her emotional condition could be tied
to the here and now of the specific event the effect would be most

42) C. A. Trypanis, Medieval and Modern Greeck Poetry, Oxford 1951,

p.V

43) In this context see, for example, D.Demetrakopoulou - Lee,
“Greece”, Cultural Patterns and Technical Change (ed. M.Mead), Paris
(UNESCO) 1953.

44) Disappointingly enough S. Thompson’s study, Motif-Index of Folk
Literature, Bloomington 1958, s. v. jealous and jealousy, does not contain
relevant information.

45) Quoted by N.G. Politis, * ExAoyai dno v teayodda rot “EMapixod
Zao®, Athens 1914, p. 160f., nr. 128 A.

46) In numerous erotic songs the heart is thus pictured-black being
the color of death. Cf. n. 69 below.

47) In another variation of the theme we read (P.Aravantinos, Xvi-
Aoyn) Inuwddv doudrwv, Athens 1880, p. 154f., nr. 228 v. 6f.):

xal Tdoa W dragvifnxe oav xalaud ’s 16 Bdizo,
omoD Tijc xopTOUVY TIW 200Q1), %’ 1) 2alauid *mouéver.
(But now I am deserted like a reed in the marsh
whose top is cut off and the stalk remains alone).
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powerful and physical symptoms too obvious to an onlooker.
Noteworthy is, further, the hostility of the deserted girl towards
the man which is manifest in the curse she wants to give him.
This is evidently not in Sappho. Yet absence of explicit or im-
plicit feelings of hostility toward the deserting person are not
unparalleled in folk song*$).

In another context the deserted girl pictures the man with
her rival and describes her feelings thus: she wants her mother
to find out at whose table her man dines while her table remains
empty; whose hands give him to drink while her hands tremble;
whose eyes look at him while her eyes shed tears; whose lips
kiss him while hers crack open; whose heart rejoices while hets
sighs:

2 7l roamélL Toder woul, xal To duxd pod ey’ ddeo,
Tlvog yeodnio TOV xevav, xal Ta Ouxd pov Teéuovy,
T{vog pataxia Tov xvTTdv, 2al Ta duxd pov Teégovy,
10 Tvog Ta yelAn TOV QLAoty xal Ta Ouxd pov oxdlovy,
Tivos xagdia Tov yaipetar, 7 Ouwer] wov avastevdle49)

The deserted girl visualizes the following scene: the man
is sitting with another woman at her table. She gives him food
and drink. Her eyes are on him, she kisses him and rejoices. This
scene breaks her heart, and she suffers: she trembles, weeps and
sighs. She identifies herself with the other woman and is jealous
of her, i. e. of her happiness.

If this girl were to see before her own eyes, as in Sappho,
what she only sees with her mind, her psychosomatic reaction
would be most powerful. And yet pathological symptoms, like
those which Devereux diagnosed for a homosexual Sappho, are
not, as already indicated, wanting in this situation of an evidently
heterosexual woman 59).

The first verse of the above quotation, more than the rest
of the poem, suggests that the deserted girl worries about losing

48) On this point below, 110ff.
49) Cf. Politis, op.ciz. p. 161 nr. 128 B v. 7ff. Note also the variant of
the first three verses (Aravantinos, p. 154f., nr. 228 v. 8ff.):
2¢ Tl roaméle xdOetar, oav moT TodeL xal mivet,
TOLaVTjG TA YéQLa TOV xegroty, xal Ta Otxed Hov Teéuovy,
TOLAVT]G TA UATIA TOV XVTTAY, %al TA Oixd pov xAaive.
50) More of pathological symptoms of love in another song, p. 111 ff.
below.
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a life partner, not a casual acquaintance®); the situation is very
serious. But she seems to have sensed defeat and wants to curse
the man (v. 12-14); for (v. 15f.) who is stabbed and does not
bleed, who is robbed of his love and does not sigh?:

Iowve Bapotve payawpiaic xal yaiua 8¢ otaldlet,
7 ) /’ s 3
Tivog aydmy malpvovve xal 0¢v avactevdlet;

Feelings of hostility, which may occasionally be suppressed,
are per se proof of the emotional state of the jealous woman?®2).
But this aspect of erotic jealousy is, as already noted, not appat-
ent in Sappho where the woman does not speak ill of the man
or the girl; on the contrary, she has only kind and laudatory
words for both of them. But it would not be safe to draw from
this evidence the conclusion that there is no jealousy in the
poem of Sappho (aside from the question, whom the woman
speaker is jealous of). Common in Sappho and in the folk songs
quoted so far are psychosomatic reactions of the affected petson.
The cause of distress and suffering is, in the folk songs, deset-
tion, and the same cause seems to underlie the woman’s reaction
in Sappho, though it has yet to be established what kind of de-
sertion this might be.

A non-hostile attitude of the deserted woman is evident in
a folk song called ““The Lovers” ). The girl has taken desertion
to heart and falls seriously sick (Bagvagoword, v. 1). Her best
girl friends come to confort her, and one of them sets out, at the
request of the deserted girl, to find and bring back the man. She
returns only to tell her that the man enjoys the company of other
women and is not coming back. Her only reaction to the heart-
breaking news is weeping (v. 40); there is no cursing. She then
sits by the window, and when she sees him riding down a hill
well groomed and towered on horseback (v. 42ff.) she is filled
with wonder and is at a loss how to express her feelings of ad-

51) To share one’s table means to live with him in lasting friendship
and partnership. Archilochus, fr. 173, v. 2 W., comes to mind: dAac 7e xai
todnelay. The phrase was provetbial (cf. Paroem. Gr. i. 24, 4, al.), and in
the case of Archilochus it was used in connection with a broken betrothal
(cf. Dio Chrys. 74.16, ii 198.10 von Atnim).

52) In another song quoted by A.Passow, Popularia carmina Graeciae
recentioris, Lipsiae 1860, p. 422 nt. 556, the deserted girl is referred to as
yoaouéyn (“‘all bile”), and when she is asked why she feels that way she
makes an angry reply (v. 5ff.) to the effect that the man she loves left her
for another gitl.

53) Cf. Passow, op.cit. p. 315 nt. 437.
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miration for him (47ff.). She calls him “my diamond sword”
(omalll pov dwapavtévo, v.s52) and a “green-winged eagle”
(moaowomtépovy’ GiTé, v. 53).

This interesting song, which is too lengthy to quote here,
offers new dimensions to understanding the psychosomatic si-
tuation. She still loves the man, which would seem to explain
why she expresses no ill feelings towards him. When she sends
her girl friend to find him she fears lest she take the man away:
@ofoiuar uy) Tov mdons, v. 15. She does not say, “I fear lest he
take you”. She senses, in other words, a hidden danger in the
friend’s eagerness to go after the man (v. 13£.); she wants to be
groomed for the occasion and even asks her to do the grooming:

Boad® drovor xal lf)ﬁaé ue, ,ué‘ xre:w ATEVLOE ue,
2 \ \ ~
I128&e pov ta warldxia pov, va mdw va 6ot Tov péow.

She has also previously praised the man (v. 11), and this appat-
ently adds to the uneasiness of the deserted girl, who is however
assured that what she fears will not happen (v. 16). Yet let us
think for a moment of a situation of the type suggested by the
deserted girl (that such a situation exists needs no additional
proof): two girl friends become interested in the same man and
one of them succeeds, for a number of reasons, in winning him.
What would be the reaction of the loser? Does the one word,
@ofotuar, not hint clearly at the agony of the loser? This possi-
bility will be considered in Sappho’s poem.

Of interest is, further, the praise bestowed upon the man
(v. 52£.). He is elevated above ordinary human beings. In v. 11
he is called dyyedopudrns (“‘angel-eyed”), and this is a super-
human attribute. A much closer reminiscence of Sappho’s igog
Odowow is given however in another song, where a man’s height
and gait are compared to those of Saint George:

>

Tov dywov 'idpyny ayamd yar’ Exe T dvopa cov,
! \ \ 7 ’
TI'av e xal 10 pdxpog cov xal THY mopmaTnold covs?).

In “The Lovers” song the girl expresses her feelings of admira-
tion in a direct address to the man (v. 53); in Sappho the man is
not directly addressed; only the girl is.

Pathological feelings and physical symptoms of love are
best found in the following song?%):

54) Passow, p. 412 nr. 532f.
55) Passow, p. 411 nt. 532b.
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Na un oé Blérw, dév Pactd,
“Oray o¢ PAénw dpoword*
Eov 6 6 Odvardg pov,
*Eod xal 6 yiatoeds pov.
(Not to see you I cannot endure,
When I see you I take ill;
You are my death,
You are also my healer)

5 Na ¢ xvrrdlo, dyand,

K0 drav ¢ 1o, xapdioyrond,

Avyawverar 1) xapdid uov,

Xdvw ta loyuxd pov.
(I love to look at you,
But when I see you I palpitate,
My heart is choking,
I lose my mind)

"Eyw mwola va 6ot eind,
10 K Sraw ¢ fAénw, crond,
Bovfalverar xai péver
‘H yAdood uov deuévn.
(Much I want to say to you,
But when I see you I cannot speak;
Crippled is my tongue,
Knotted it remains)
?Otav o¢ fAénw, layraod,
Kai 6év pumood va oé yaod.
15 2¢ fAémw, Tvgavvodua,
"Av 0év o€ b, Avmoduau.
(When I see you I am overcome with desire
But I cannot have you,
I look at you, I torture myself;
If T do not see you I am depressed)
Na o¢ Owod, émibvud,
"Av 0év 0f i, Auyoloud,
2¢ fAénw, 0év yoprahvw,
20 Ay d&v o¢ 0ud, mebalvw.
(To see you, I desire;
If I do not see you I faint,
I look at you insatiably;
If T do not see you I will die)
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At least five of the ten symptoms listed by the psychiatrist
Devereux as evidence for Sappho’s homosexual anxiety attack
are evident in this love song®), and we also note mefaivew in
v. 20 and Sappho’s zefvduny (v. 15). That the feelings expressed
concern lovers of opposite sex is certain®7), though textual evid-
ence is wanting: homosexuality is not a theme of Greek folk
song.

gThis is a passionate, torturing love. But is the anonymous
speaker5®) simply overwhelmed by the beauty of the beloved,
about which nothing is said in the song, or is he (ot she) facing
competition ? In the songs quoted previously competition in love
is a dreadful reality leading to the desertion of the less qualified
rival®®), which in turn causes jealousy and hatred®). The beauty

56) These are (p. 19): 1) ““Abnormal heartbeat: palpitations, cardiac
arrhythmia, etc.” (cf. v. 7 in this song), 2) “A psycho-physiological inhibi-
tion of speech” (cf. v. 10f. here), 3) “A symptom which affects her tongue”
(cf. v. 12 in this song), 5) “A sight disturbance, probably of vascular (cir-
culatory) origin” (cf. v. 1, v. 6 and v. 15 here), 10) “Fainting: perhaps a
syncope, in view of the other circulatory disturbances” (cf. v. 18 in this
song). Whether thete ate actually ten symptoms in Sappho is another
question (only some of those listed by Devereux are to be found in Freud’s
learned discussion of anxiety attacks, o0p.cit. 94ff.), and in any case one
cannot talk about poetic symptoms in a clinical sense of the term. Cf. p. 117 f.
below.

57) See for example the songs quoted by Passow, 0p. ¢i%. p. 450 nr.605,
p. 423 nr. 558. )

58) Folk song is representative without losing its individuality, and
has influenced lyric monody. Cf. my study (n. 3 above), p. 87f.

59) The loser feels that she is physically in a disadvantageous position
as the following distichs, quoted by N.Kabroulakis, Oi gpifes T@v gilitixew
Toayovdidv, Athens 1967, p. 106, demonstrate:

Znleber 1 yaunhn) xoeen) va prdén T peydin
Enheder xal 1) doxnun Toi] Spogens Ta xdAl).
ZmAever 1) yaunin) xoopn va erdén Tiw dndve
Enhedw xai 0T’ avtodwa udvra pmogd va xdpuw
(As a low treetop is jealous of a higher one
and tries to catch up with it

so is the ugly gitl jealous of the beautiful one.
A low treetop is jealous of the one above it
and tries to catch up with it

and I am jealous of martied couples but what
can I do!).

60) Freud, 0p. cit. vol. XVIII p. 223, speakes of “competitive or normal”
jealousy and describes it thus: “It is easy to see that essentially it is com-
pounded of grief, then pain caused by the thought of losing the love ob-
ject... further of feelings of enmity against the successful rival...”. In this
context see also Helen Deutsch, 7he Psychology of Woman, N.York 1967
(Rept.), p. 354.
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of the beloved need of course not be referred to in the song; its
effect upon the lover’s psyche is sufficient. And this effect could
be enhanced by feelings of jealousy. It is also possible that the
speaker suffers from unrequited love. There is longing for the
lover, a never-ending desite that is not fulfilled.

II1

The poetic material presented so far proves one important
point: psychosomatic reactions associated with heterosexual love
abound in Greek folk song. Their principal causes are desertion,
jealousy and erotic grief, and they are very real for those involv-
ed; they are no “devices” of any sort. On the basis of this evi-
dence it can no longer be one-sidedly maintained that the psy-
chosomatic reaction in Sappho is proof of homosexual love.

Let us now return to the fragment under discussion. The
woman speaker addresses herself to the girl, not to the man. She
intimates her feelings to her (as one would do in a personal let-
ter), though she probably never did so in front of the man and
other bystanders. This intimacy of feelings demonstrates that
she knows the girl, but it has yet to be established in what way.
This would shed light on the character of her psychosomatic
condition.

We have seen above that in folk song feelings of distress
and despair occur when a girl feels deserted by the man she loves.
But in Sappho it is not the man who deserted the woman; othet-
wise she would have addressed herself to him directly or in-
directly. The man is, as already noted, a key figure in the poetic
situation, but he appears not to be the real cause of the woman’s
suffering. The girl must then have deserted her, if desertion is
the issue. But even so, we still do not know what kind of rela-
tionship existed between the two since desertion is not easily
defined. It would be too hasty to assume a sexual relationship.

Now folk song teaches us that desertion kindles jealousy
which, as a rule, triggers feeling of hostility®l). But in isolated
cases the deserted woman’s love transcends such feelings®2). In
Sappho too there are no hostile feelings. But in Sappho the situa-
tion is more delicate since it involves two people of the same sex.

61) Cf. p. 1071 above.
62) Cf. p. 109f. above.

8 Rhein. Mus. f. Philol. 122/2
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The term Jove must therefore be seen in all of its possible aspects
(if we are to look at the matter with an open mind). At this point
a question arises of the utmost importance for any setious discus-
sion of the relationship between the two girls: What is the
speaker’s age? Is she an adult or a teenager?

Every psychiatrist knows that the age of a woman plays,
inter alia, a decisive role in any analysis of her love inclinations
and impulses®). It is a well established fact that a relationship
between two girls in prepuberty, eatly and later puberty “can
have the character of a completely sublimated friendship or its
context may be tender-erotic and sometimes (my italics) even
openly sexual”%). In puberty a girl needs, we are told, her “best
friend” with whom she shares failure and success, with whom
she allies herself against the world about and with whom she
identifies; and we are also told that “The sexual ingredient of
this relationship usually remains unconscious, but the mutual
tenderness often has an erotic character” ¢5).

What would now happen if one of the girls left the other
for the sake of 2 man? How would she feel? If, on the other
hand, the deserted is an adult her reaction would have to be seen
in a different light. But we know nothing about the age of the
Sapphic speaker; her words give us no clue. Lack of information
about this point should make us reserve definite judgement on
the character of the feelings expressed. The loss of sublimated
friendship should not be felt less intensively than the loss of the
love object of an adult woman. But there are other considera-
tions too.

Greek folk song teaches us, further, that a girl may experi-
ence fear and anxiety if her man is taken away by another girl66),
and I have already considered the possibility that the woman
speaker in Sappho sees in the gitl a successful love competitor67).
It is not without significance that she calls the man godlike. If

63) See Deutsch, op.cit. 325ff. Yet Devereux did not even raise the
question. Here I wish to acknowledge thankfully that my colleague psychi-
atrist Dr. E. Liberakis and his wife Helen discussed with me this point and
other aspects of the problem, making helpful and enlightening comments.

64) Deutsch, op.cit. 332, who says in the same context: “The union
of the two petsons of the same sex can assume various forms; the mildest
Sform (italics mine) is the most frequent”.

65) Deutsch, /oc. cit.

66) Cf. “I fear lest you take him from me” (p. 110 above).

67) See my study (n. 3 above), p. 70ff.
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folk song is instructive here too, this is an expression of admira-
tion %) for the man which hardly conceals her feelings.

It is remarkable, though, that there is no open hostility
towards the girl. In Greek folk song the love competitor is an
enemy. A gitl who saw the man she loved with another gitl ex-
presses her feelings in the following distich:

&uavplo’ 1) xapdovla pov ody To% Ywud Ty Tdva
\ ’ > -3 4 \ \ 3> / k) 4 69
oa 0é da 2w Exovfévtiales ué Tov 6xTed pov avrdua?).

The man was only talking to a girl but for the other she
posed a threat to her relationship to the man, and that is why she
1s her enemy. As in Sappho, and in other folk songs, the heart
is negatively affected”). Here, but not in Sappho, it is jealousy
that inflammes the heart. But as in Sappho hete too we have the
oé-address; the speaker expresses her feelings directly to the
person concerned.

There are however other aspects of the love competition.
A recurrent motif in folk song is the dowrixdg xanuds (love grief).
Feelings of hostility are absent”). The main causes underlying
love grief are: unrequited love), desertion, loss or death of the
lover, and resignation resulting in from defeat in love competi-
tion). In Sappho we should also take into consideration that
the speaker knows the gitl?). If she were her “best friend” feel-

68) Cf. esp. p. 109f. above.
69) Quoted by Maria Lioudakis, Mavtwddes, p. 241 nt. 9. In trans-
lation:
My heart turned black like the baket’s mop
when I saw you talking to my enemy.
For another lengthy folk song containing a reference to a love competitor
as “enemy’” see my study (p. 74).
70) In this context see also Thompson, 0p. ¢i#. 731, “Heart breaks when
girl hears lover kisses anothet”.
71) Cf. p. 109 ff. above.
72) A gitl was asked by the man whom she loved but could not marry
(Passow, p. 313 nr. 436 v. 21):
Kdon w’ ©i e xai 0Aifecar; T yews nt dvaorevdleis;
(My maiden what is the matter with you, why ate you
downhearted, why are you sighing?)
She replied: duaba wd¢ mwavrgevTnxes... (I have heard you got married). This
answer says everything.
73) See further Politis, 0p.ciz. p. 1621f., nr. 129 and 130. Cf. also Pas-
sow, p. 412 nr. 532f., esp. v. 6:
K 6 idinds oov 6 xavuos atov don Oa pé ndyy.
(And grief for you will send me to Hades)
74) Cf. n. 6 above.
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ings of friendship might not allow her to be hostile, but she
would not only feel the loss but also her own disadvantage in
her friend’s success.

It is not without significance that she is pictured as a charm-
ing girl (@dv pawveloag, yelaioas iuédpoev). In Greek folk song phy-
sical endowments play the most decisive role in the game of
love™), though not necessarily in the arrangement of marriages
since this matter has, as a rule, been in the hands of the parents
who consider other, more important, factors too. Good looks
are praised”®), and the girl who is not physically gifted loses??).
A rather obscure word in Sappho, #évyta v. 1778), might allude,
if seen in this light, to the speaker’s poverty in physical endow-
ments, especially in view of her own allusion to the gitl’s charm-
ing nature.

In Sappho it is art combined with a keen appreciation of
erotic situations that accounts for an elaborate psychosomatic
description of what may happen to a woman under certain
circumstances. But what actually happens need not, and cannot,
be presented in the original form; poetry, even as an imitation
of life, is never the actual experience?). The selection of the
most common psychosomatic symptoms and their combination
in a whole amounts to an exaggeration which, unlike the de-
scription of the same symptoms in folk song?®), is highly artistic
as the ancient critic realized, though no “device” of any sort.

To sum up: The above discussion has demonstrated that
the evidence claimed for Sappho’s inversion and its variants is
based upon one-sided and biased conclusions about the poetic
situation and particularly the nature of the psychosomatic reac-
tion described in the poem. We have seen that the feelings ex-
pressed are representative of women in love and in need for a
meaningful relationship. The character of the feelings in Sappho
cannot be definitely determined??).

From the above discussion have emerged a couple of new

75) Cf. Passow, p. 313 nt. 436 and its variants; Politis, p. 117f. nr. 83.
Cf. also n. 77 below.

76) Cf. p. 110f. above.

77) Cf. n. 59 above.

78) Page does not comment.

79) Cf. n. 89 below.

80) But exaggeration as such is at home in folk poetry. Cf. for example
the song entitled “The bridesmaid who became bride” (Politis, p. 117
nt. 83), and esp. v. 26ff. which describe the bridesmaid’s beauty.

81) Reasons have been given above. Cf. esp. p. 114.
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points which lend themselves to serious consideration of any
open-minded approach to this fragment of Sappho. The woman
speaker (her identity cannot be established, and we should do
well not to assume that she is Sappho herself) identifies herself
with the charming girl sitting close to the godlike man and suf-
fers an emotional breakdown (exaggerated but essentially true
to the nature of erotic experiences known to folk song) because
she does not enjoy what the other does: the company of a man
which leads, for the Greek girl, to matrimony-her life dream
since ancient times. The winner is the rival but the loser is noble
in her defeat:

aAra mway TéAuaroy, énel + xal wévyra + (v. 17)%2).

The emotional breakdown may also be attributed to a
young girl’s frightening realization that her “best friend” desert-
ed her for another, more meaningful, relationship. If T prefer the
first of the two alternative interpretations it is mainly because
it fits much better the admiration for the man. She is not mad
at her. Her friendship and perhaps affection would seem to
transcend animosity and hatred$3). She realizes that she must
now be alone, but this she must first learn to face (v. 17), how-
ever heart-breaking this experience may be. The meaning of such
a desertion cannot be fathomed since the character of the friend-
ship it presupposes cannot be determined either8?). The psycho-
somatic reaction does not as such — this point must be emphasiz-
ed — prove any homosexual anxiety. The feelings expressed
abound in Greek love songs.

A final word on Sappho’s objectivity. Ps. Longinus remarks:
wavra ¢ aAAdToia drovydueva émilnrel. Page comments: “Sappho

82) The motif of erotic grief has already been noted in Greek folk
song (p. 109f. above). Guided by Page’s understanding of the poem’s objec-
tivity (cf. n. 85 and 86) Devereux claims (p. 18), “All of Sappho’s ten
symptoms are psycho-physiological; not one word explicitly denotes a
purely psychological state such as sadness, and comes to the conclusion
that Sappho was able “to remain clear-headed and to obsetve herself objec-
tively”’. But Devereux, alike his source, has no comments to make on the
verse just quoted (cf. M. L. West, Maia 22 (1970), 313 ; for M. Treu, Sappho?,
Miinchen 1958, p. 179, is TéAuarov “kein Aufruf zu einem “Wagnis”, son-
dern zur tAnuoodvy’); nor does he make any thoughts at all about the fact
that the poem is not complete and that at this point, i.e. v. 17, a new stanza
begins which very clearly indicates that the speaker’s mood changes.

83) In this context cf. p. 109ff. above.

84) Cf. n. 81 above.
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speaks of her sensations as dispassionately as if she were an
interested bystander”#5). The difference between the two state-
ments is fundamental: while the ancient critic thinks of Sappho
in terms of her art, the modern scholar thinks in terms of Sap-
pho’s personal expetience?®). Sappho is able to objectify what
befalls lovers (va ovpPaivorta’?) Tais épwrixais paviais), what, in
other words, is common human experience, and of course per-
sonal since Sappho too was a woman besides being a poetess. The
ancient critic does not say or suggest that Sappho speaks in this
poem from her own personal experience as a woman. It is far
from his purpose to assert or deny that Sappho portrays her own
self. He knows that this poem is art, not a recording of live ex-
perience®®). If Sappho “observes and describes objectively” (De-
vereux), this is because she is a gifted poetess, not a “clear-head-
ed” patient®?).

Memorial University
of Newfoundland Odysseus Tsagarakis

85) Op.cit. 26f.

86) If the words just quoted are not explicit enough, read the previous
patragraph of Page’s text (p. 26): “Sappho describes the psychical symptoms
of the passion which possesses her when she sees a girl...”.

87) For 7a ovufaivovta = cwvmdgyovta cf. D.A.Russel, “Longinus”
on the Sublime, Oxford 1964, p. 100.

88) Ps. Longinus says xai éx vijc adAnfeias adris éxdovore Aaufdvet
(10, 1), but this dljfeia becomes poetty, and poetry is what we tead, not
the original dAifeia in whatever form it existed in someone’s life.

89) We should do well to keep in mind that the poet’s “observation
comes to us completely impregnated by his peculiar spirit and by the pur-
pose of his art” (Lascelles Abercrombie, The Theory of Poetry, N.York 1968

(Rept.), p. 309).



