SAPPHO FR. 31: ANXIETY ATTACK OR
LOVE DECLARATION?

ALEXANDRO TURYN SEPTUAGENARIO
I. THe QuEsTION OF THE ‘Rivar’

IN a recent article! the psychiatrist George Devereux reached the following
conclusion about fr. g1 : Sappho as a ‘masculine lesbian’ experiences ‘a perfect,
“‘text-book case’, anxiety attack’, elicited by ‘a love-crisis’, viz. by the presence
of a male rival for the attention of Sappho’s favourite girl. He then sums up: ‘In
fact, even if there existed no explicit tradition concerning Sappho’s lesbianism,
her reaction to her male rival would represent for the psychiatrist prima facie
evidence of her perversion’ (p. 21).

I find Devereux’s treatment of fr. 31 inconclusive in that it is built upon three
unlikely premises. Instead, I shall try to show that there isno ‘rival’ in the poem,
and consequently there is not on Sappho’s part any ‘reaction to her male rival’.

Devereux took all three of his improbable assumptions from Page (S. and 4.,
pp- 19-33). In fact, the only difference between Page and Devereux is that the
former thought that fr. 31 was a poem of Sappho’s jealousy of the man, while the
latter saw in it description of an anxiety attack suffered by Sappho as a reaction
to the man’s close presence to the girl. The three assumptions are as follows:

(1) That in line g5 76 refers to 2—4 évdvrids 7¢ | {7°>2 loddver kai wAdaov . . .
vmakover, and that in line 7 ¢’ implies ‘at you, sitting near him as you are’
(Page). It is the fact that a man is sitting near her favourite girl, capturing her
attention, which affects Sappho, provoking in her either jealousy or an anxiety
attack. ‘I am jealous when I see the man enjoying your favour’ (Page, p. 22).
“T'o maintain that Sappho feels no jealousy of the man would be to ignore the
certain response of human nature to a situation of the type described, and to
deprive the introduction of the man, and his relation to the girl, of all signi-
ficance. On this point, at least, there is little room for doubt’ (p. 28). Page then
concludes: ‘Its [the poem’s] subject is the emotion which overwhelms her
[Sappho] when she sees a beloved girl enjoying the company of a man’ (p. 33).

Hence Devereux: ‘. . . I propose to analyse the striking and quite singular
manner in which Sappho (vv. 1—4) describes her reactions to her male rival’
(pp- 19 f.). But he was not happy with Page’s jealousy’ thesis (. . . I suspect
that Page sensed that there was something odd about Sappho’s *jealousy”, if
any’, p. 19), and substituted ‘an anxiety attack’ for it: ‘Last but not least, one
need not be a clinical psychiatrist—one only needs some experience of the world

! “The Nature of Sappho’s Seizure in Fr.
31 LP as Evidence of Her Inversion’, CQ
N.S. xx (1970), 17-31.

2 Because of the hiatus caused by 2 7o,
I accept Page’s conjecture (p. 21) 7¢ | =’
But I prefer writing 7¢ | {7*) : P of ‘Longinus’
(De sublimitate 10. 2 Russell) has To{dvet.
I take vo. {{dvei apogr. to be the fruit of some
15th- or 16th-century scholar.

For the order 4 7¢ . . . kai B cf. Sappho,
fr. 16. 17 f.; Alcaeus, fr. 283. 7 f. This 7¢ has

no effect on the meaning of 2 érris what-
soever, contra G. Wills (‘Sappho 31 and
Catullus 51°, Gr., Rom. and Byz. Studies, viii
[1967], 168 : ‘6rris must be taken as general,
not individual’). Wills’s reference (n. 3) to
Denniston (Gr. Part.? 521-3) is misleading:
in fr. 31 7€ is a conjunction (re. . . kal, ‘who
both sits and listens’), while the Homeric re
(in 8s 7€) is an emphatic particle (cf. LSJ,
s.v. 7e B).
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—to know that the masculine lesbian whom a male rival deprives of her
partner will experience anxiety rather than ordinary jealousy’ (p. 23).

Here ‘some experience of the world” amends Page’s ‘the certain response of
human nature’. What is more important, notice the circular reasoning in
Devereux : Sappho experiences an anxiety attack because she is a masculine
lesbian (p. 23). And she must be a lesbian because she experiences such an
attack: “The occurrence of such an attack, in the situation Sappho describes, is
prima facie evidence of her authentic lesbianism’ (p. 31).

Now, the interpretation of fr. 31 as ‘a poem of jealousy’ was advanced for
the first time by H. J. Heller (Philol. xi [1856], 432) : ‘At potius {nlorvmias
affectiones Sappho describat necesse est. Quam enim ob rem aliter virum
commemoraret sedentem ex adverso puellae leviterque ad eam susurrantem
eique arridentem?’ (Incidentally, Heller wrongly took fwveicas . . . kal
yelaloas for nominatives.) His interpretation was endorsed first by E. Kalinka,!
then by three Italian scholars (G. Perrotta,2 W. Ferrari3 A. Barigazzit),
finally by Page. But only at the beginning of his monograph. For at the end
(p- 143) Page suddenly changed his mind : he referred the 74 to the immediately
preceding words (i.e. the girl’s sweet voice and ravishing laughter), and the ¢’
to the girl’s charming person, interpreting the poem now as concerned with
Sappho’s love for the girl : “The speech and laughter of the beloved can move her
almost to swooning : “ when I look at youa moment, I can no longer speak...”.’
Unfortunately, Devereux did not make use of Page’s second thoughts.

(2) That the aorist énréaioev in the sentence 5f. 76 p’ 4 pav | xapdilav év
orijfeow émrdaiaev has the same aspect, and the verb itself the same negative
meaning of discomfort and malaise, as the nine subsequent verbs in the
present (or in the perfect-present) tense dependent on 7 ds ydp (&) o’ {dw.
Thus Devereux sees no difference between the kapdiav . . . érrdaiger sentence
and the other clauses describing Sappho’s physiological symptoms: ‘Sappho
describes ten symptoms: 1. Abnormal heartbeat: palpitations, cardiac
arrhythmia, etc. 2. A psycho-physiological inhibition of speech . . .” (etc. down
to number ten, p. 19). In his turn, Page (p. 22) sees in émrrduoer ‘distress’,
‘disturbance’, ‘jealousy’, and translates the aorist in the same way as the perfect
of line 10 dmadedpdunrev (‘that, I vow, has set my heart . . . a-flutter’: ‘a subtle
flame has stolen beneath my flesh’, p. 19).5

(3) That the seated gentleman is ‘godlike’ (1 foos @éoiow) because he is
‘fortunate as the gods’ (Page, pp. 19 and 21): ‘How lucky that man is, to be
favoured with your attention’, says Sappho in her jealous ‘emotional response
to the scene’ (Page, p. 28). This was then pushed ad absurdum by Devereux
(pp. 22 £.) : Sappho as a masculine lesbian feels ‘female “phallic awe” ’: ‘She
may both envy and inordinately admire (‘‘godlike”) her fortunate (‘‘properly
equipped”) male rival . . . What does this man—and indeed any man—have
that Sappho does not have ?’

Now, that {oos 6éowsw implies ‘fortunate, happy or privileged as the gods’ is
a belief existing of old (it may even go back to Catullus, in view of the likely
contrast between 51. 1 ille . . . par esse deo and 5 f. misero . . . mihi). When Welcker
in 1816 objected to this interpretation, his voice was shy and ineffective (‘Der

! Wiener Eranos (Vienna, 1909), 158. 4 Rendiconti dell’Istituto Lombardo (Milan),
2 Saffo e Pindaro (Bari, 1935), 46—9. Ixxv (1942), 414.
3 Annali della Scuola Norm. Sup. di Pisa, ser. s As Wills, p. 183, already pointed out.

ii, vii (1938), 63.
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Mann . . . scheint mir wie ein Gott—nicht bloB gliicklich . . . , sondern auch
eine starkere Natur als ich Weib’).! Since Neue’s feeble advocacy for “fortunate
as the gods’ in 1827 (‘sed vocabula {gos #éoow altiorem quendam dignitatis et
felicitatis gradum ostendunt’),? this interpretation has become the current one:
among others, it was shared by Kalinka (p. 159), Turyn,3 Snell, and Page
(who calls Welcker’s suggestion ‘strong as the gods’ a ‘misconception’ which is
‘to be avoided’, but then adds: ‘Common sense rejects, though it may be
unable to disprove, this surprising interpretation of the cliché ioos féoow’,
p. 21). On the other hand, Welcker’s interpretation was shared by Wilamowitz
(‘Der Mann macht mir den Eindruck, Gétterkraft zu haben’,5 but with the
unwarranted interpretation of the man as the girl’s bridegroom), by W. Kroll
(on Catullus 51. 1), and recently, at length, by G. Wills (pp. 171-82).

Now, these three assumptions are not likely for the following reasons:

(1) The onslaught of Sappho’s symptoms must have been a recurrent,
chronic trouble, because the subjunctive {3w in the clause (line 7) &s yap (&)
o’ 13w Bpdxe’, &s pe . . . denotes the repetition of this chain reaction: ‘For each
time I look at you for a moment, I am . . . moved almost to swooning.” (Cf.
Kiithner—Gerth, ii. 449. Bowra was right in translating [1936]: ‘For whenever
I look at you . . .”,® as is Wills, pp. 168f.) Now a recurrent encounter of
Sappho with the favourite girl is likely enough : the latter must have belonged
to Sappho’s large company of young women (we have the names of at least
a dozen such young ladies,” and if our girl remained anonymous, so did
another beloved one, the girl of fr. 1). On the other hand, recurrent visits of
Sappho to the girl exactly at the time when ‘the gentleman’ was sitting there
(both opposite the girl and close to her), while during each visit the girl keeps
talking and laughing, the man politely only listening to her talking and laugh-
ing, is much less likely.

Anyhow, most scholars do agree that the first stanza bears the freshness of
a single happening, of a casual encounter : Sappho incidentally comes and finds
the girl talking to an (apparently unimpressed) man. If so, then «fvos . . .
avnp, 81Tis évdvmids 7€ {7’) loddver kal . . . dmaxover means “That man there
who is now sitting opposite you and listening to you’ (Page, p. 20, too takes this
to be ‘the most natural choice’), and not “That man who offen sits opposite
you and listens to you’ (the choice preferred by, e.g., D. A. Campbell).8 Con-
sequently, the clause &s yap (és) o’ idw (‘For whenever I look at you’) must imply
‘For each time I look at your person (face, figure)’: because ‘the sitting scene’ as
a whole (1-5) is not likely to be a recurrent one, while the action ‘Each time
I look at you’ is marked as such, the latter clause cannot imply ‘For each time
I look at you sitting near him there’. Finally, in line 5 74 in the bridge clause 76 u” 9
pav | kapdiav . . . éntdarsev cannot refer to ‘the sitting scene’ either, because the
subsequent sentence is meant to explain this bridge clause.

(2) Furthermore, ¢’ in the clause &s yap (é)> o’ (8w can hardly imply as

1 Sappho wvon einem herrschenden Vorurtheil 5 Sappho und Simonides (Berlin, 1913), 56.
befreit (Gottingen), 68 = Kl. Schriften, ii 6 GLP 213 = 2nd edn. (1961), 185.

(Bonn, 1845), 99 n. 45. 7 The names of Archeanassa and Pleisto-
2 Sapphonis Mytilenaeae Fragmenta (Berlin), dice (from P. Oxy. 2292 [fr. 213] and 2357)

29 f., quoted by Page, p. 21. may be added to those mentioned by Page,
3 Studia Sapphica (Eus. Suppl. 6 [1929]), pp. 133-6.

g ff. 8 Greek Lyric Poetry (Macmillan, 1967),

4 Hermes, 1xvi (1931), 72-6. 271.
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much as Page (p. 22) would have it imply: ‘For when I look at you, sitting
near him as you are and talking and laughing to him, I am overcome by
emotion, etc.” Now, A. J. Beattie (Mnemos. ser. iv, ix [1956], 111) felt this
weakness and tried to rectify it by eliminating o’ while reading s yap (el>oidw :
“The object of eloopdv need not be expressed ; we may take it to be o¢d, or
even 7ov (referring to the subject of the first sentence).” I do not see how this
reading would help the case for ‘the jealousy attack’, for two reasons: (a) The
iterative subjunctive eloidw still remains, whereas the actions of the subject of
the first sentence are not likely to be recurrent; and (b), both Plutarch (Amat.
763 a 7ijs épwuévys émpavelons) and Catullus (51. 6 f. nam simul te, | Lesbia,
aspexi) read this o’.

But, it has been objected, if it is the girl’s voice and laughter that had beguiled
Sappho’s heart, why then is she moved to swooning each time she looks at the
girl? I think the answer is simple : the girl’s voice and laughter are envisaged
by Sappho only as aspects of the girl’s face, or of her over-all beauty and
charms. Sappho is not likely to have fallen in love with the girl without even
looking at her. Likewise, a man sitting facing and close to (évdvrios and
mAdowov) a girl who is talking to him is supposed to look at her (unless he is
blind). That is why Catullus (51. g f. te | spectat et audit) and Lucian (Amores
46 dvrikpd ToD Pidov kabBélecbar kal mAnolov H8D Aadodvros dkovew; 53 ov yap
amdypn 76 fewpeiv épduevov 008’ dmavtikpd kabnuévov kal Aalobvros dkovew)
have added spectat and 76 fewpeiv, respectively. Thus there is no inconsistency
between ‘That sweet voice and ravishing laughter of yours is, I vow, what made
me fall in love with you [in the first place]’ and ‘For whenever I look at you’.

Moreover, the most natural meaning of the phrase &s yap {é) o’ {dw is
‘Whenever I look you in the face’, and can be paralleled by Sappho, fr. 23. 3-6:

9 \ b 7
s yap dvlriov eloldw ole,
’ ’ k] IQI > / 7
paiveral p’ 008’] *Eppidva Tead|ra
éupevar,] Edvbar 8’ *ENévar o’ éio{k]my

000¢v det]kes.t

‘For whenever I look you in the eyes, I think that even Hermione was not so
beautiful as you are, and that it is in no way unbecoming to liken you to golden-
haired Helen.’ Both images are close enough : the girl of fr. 24 is more beautiful
than ‘the beauty itself” (cf. Odyssey 4. 14), while the beauty of our girl moves
Sappho to fainting.

(3) The probability that in line 5 ¢ refers to the immediately preceding
words, viz. that it is the girl’s voice and laughter that had beguiled Sappho’s
heart, goes well with Sappho’s vulnerability to some detail of the physical
appearance of her girls. It is the lovely gait and the bright sparkle of Anactoria’s
face that Sappho would prefer seeing to anything else, in her Priamel on what
is kdAworov (fr. 16. 17-19). And she would rejoice at the excitement of another
girl upon seeing a fine gown, because this excitement made the girl beautiful
and desirable (wdfos) in the same way in which the desire-exciting laughter
(yeAaloas iuépoev) of our girl made Sappho fall in love with her: ‘Desire floats
about the beautiful girl ; for the gown set her fluttering when she saw it, and I
rejoice’ (fr. 22. 11-14). Most probably the fashionable Lydian sandals (udoAns,
fr. 39) on the feet of another girl produced the same effect in Sappho.

(4) The stock phrase 76 pou kapdiav énrdaioer seems to denote the beginning

! Supplements by Page, pp. 138 f.
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of a love passion (‘That is what beguiled my heart’), rather than any depressive
feeling, like ‘distress’, ‘disturbance’, ‘jealousy’ (Page, p. 22); ‘stunning’
(Wills, p. 183); ‘stupore e sbigottimento’ (C. Gallavotti) ;! ‘das zerreifit der
Dichterin das Herz’ (Kalinka, p. 158), etc. Cf. Alcaeus, fr. 283. 3 f. «’AXévas
&v om}f[e]ow [é]mr[daroe] | Oopov (sc. Aphrodite or Eros) ; Sappho, fr. 47 "Epos
8’ érlvagé pou | dpévas; Apoll. Rhod. 1. 1232 f. v 8¢ Ppévas émrolyoev | Kimpis;
Poeta ap. Parthen. narr. amat. 21, vv. 5-7 (Mpythogr. Gr. ii. 1 Suppl., p. 77
Martini) Kimpis. | 7 yap én’ Alaxibni kodpne ¢pévas émroinoer | Ileworbinne;
Callim. Dian. 190 f. ffs more Mivws | mromnbeis ¥n’ épwre; Eur. L.4. 586 (lyr.)
éwrti 8’ adros émrodbns.? The sequence 5 f. luépoev, 76 u” 4 pav | xapdiav év
orifleow émréucer seems to suggest the same love-yearning atmosphere of
épws, {uepos, and méfos.3

(5) Since the {dw-clause denotes an iterative action (‘Every time that I look
at you’), and since this clause is linked with the érrdaioev-clause by an ex-
planatory ydp, it follows that érrdaiocer must denote an action which is still in
effectwhen the recurrent action of s yap (és) ¢’ 8w starts happening. It means
that the aorist érréaioer must be taken as ingressive, expressing the beginning in
the past of a still lasting action (Kithner—Gerth, i. 156 f.): “This is what set
my heart fluttering [ever since I first met you]’, “This is why I fell (= am) in
love with you’. émrdaioe has the same inceptive aspect in Alc. fr. 283. 3 and in
Sappho fr. 22. 14: cf. Soph. Ajax 693, éppi&’ épwrt, mepLyapns 8 dverrduav.

Scholars either follow Kalinka (p. 157: ‘erschiittert mir jedesmal das
Herz’) in taking énréaioev for a gnomic aorist or simply do not distinguish it
from the subsequent series of praesentia. So, e.g., Gallavotti (p. 116: ‘esprime
azione che nel presente si esplica’), Page, D. A. Russell ‘it flutters my heart in
my breast. When I see you for a moment, I cannot speak . ..’).# But the itera-
tive aspect of émrdaioer is not likely here, because recurrence of ‘the sitting
scene’ is not likely.

(6) ydp. The choice is between: ‘Seeing you and him together stuns me,
because [ydp] among other symptoms I then feel fainting’ and ‘7 am passionately
in love with you, because upon each of your appearances I feel [among other
symptoms] fainting.” Now, the former choice is not likely, because fainting is
too strong a state to be used to prove (ydp) such a temporary emotion as
stunning (or setting one’s heart a-flutter). On the contrary, the latter choice is
likely enough because fainting can be used to prove such a lasting state as is
love-sickness.

(7) The most likely meaning of the Homeric ‘godlike’ in the formulae
lodfeos pds (14 times) ; éméoguro daipovt foos (7 times), or only Saiuove foos
(g times) is “strong or powerful as a god’. This ‘heroic’ meaning is the most
likely for Sappho’s 1 {oos féotaw as well (as scholars from Welcker to Wills
[p. 176] have seen). Not only does the meaning ‘strong as a god’ go well with
the rest of Homeric phraseology spread over the poem (see below, II. 2. 4), but
itis also supported by the following arguments.

(a) There seems to be an intended contrast between 1 f. paiveral po kfjvos . . .
dvnp and 16 daivop’ éu’ adr [at] (as Wilamowitz [p. 57] and Bowra? [p. 188]

I RFIC xx (1942), 115f. wéfov marijp; Pind. O. 1. 41 dauévra $pévas
2 The playful, love-exciting fluttering of  {uépawr.
the girl in fr. 22. 14 does not seem to contra- 4 ‘Longinus’, On Sublimity, translated by
dict this. D. A. Russell (Oxford, 1965), 14.

3 Cf. Plato, Symp. 197d 7 "Epws . . . {uépov,
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had suggested long ago). If so, then 15 refvdinyy, said of Sappho herself, must
be contrasted too with 1 f. {gos Oéotaww | éuper(ar), said of the man. Now, the
opposite of ‘to die’ can only be ‘to survive’: while Sappho herself is being
brought by the girl’s irresistible appearance almost to the point of dying, the
man proves to be strong enough to survive bearing the girl’s charms and spell.

(b) Furthermore, there seems to be another intended contrast : that between
the durative aspect of the present tense lgddver kal . . . Omakover, on one hand,
and the inceptive aorist énroaoer, together with the subsequent series of iterative
praesentia, on the other. The man is strong enough to keep sitting, listening (and
presumably looking at the girl too), while Sappho herself proves unable to
stand the girl’s presence for one moment, but is knocked down at the first
glance at her (cf. 7 Bpdye(a), 10 adrika, and Turyn [pp. 41-3]). This contrast
seems to have been envisaged by Catullus (51. 3 f. identidem te | spectat et audit
against 6 f. nam simul te, | Lesbia, aspexi), and by Welcker (p. 99 n. 45) too (‘Der
Mann, der dir nahe sitzen und ruhig verweilend deinem siilen Gesprach und
Lachen zuhéren kann, scheint mir wie ein Gott . . . eine stiarkere Natur als ich
Weib . . ).

(¢) Thereis quite possibly a third contrast : the man proves strong enough to
bear the girl’s close presence (cf. évdvrids 7é | <>, ‘facing you’, and mAdoiov,
‘close to you’), while Sappho is struck down at a distant look at the girl (eloopav).

In conclusion, the man is strong enough to bear the onslaught of the girl’s
overwhelming charms, while Sappho proves unable to stand them for one
moment without being moved to swooning. For Sappho there is one explana-
tion only: that man must possess a superhuman power ({oos féoiow = lodfeos
¢us or Saipove loos).

Consequently, 74 in line 5 refers to that tricky ‘touchstone’, the girl’s sweet
voice and irresistible laughter. It is a test common to the seated gentleman and
to Sappho. The man apparently passes the test: he proves able to stand these
charms. Sappho flatly fails in the same test. She then concludes: ‘That man
must possess some superhuman strength.” Thus, it is not true that ‘to maintain
that Sappho feels no jealousy of the man’ would be ‘to deprive the introduction
of the man, and his relation to the girl, of all significance’, as Page (p. 28)
believed. There is no ‘love triangle’ in the poem: Sappho uses the casual pre-
sence of the man only as a point of contrast, to express better her own deep love for
the girl. ‘No human being can stand your charms: only a superhuman one
could. As for me, I have been passionately in love with you ever since I first
met you.’!

I There is another misconception which

cf. his Saffo e Alceo [Collana di studi greci, x,
must be dismissed : that in line 5 76 refers to

Naples, 1947], i. 79; RFIC xciv [1966],

the whole preceding statement (i.e. not only
to 877is . . . loddve Kkal . . . Dmakove, but also
to the main clause beginning with daiveral
wot). The first to suppose so was C. Galla-
votti (p. 117). But his interpretation seems
to depend on the reading daiveral Frou,
shared by Voss, Bekker, Ahrens, which he
adopts: ‘Quell’uomo . . . si sente di essere
uguale a un dio, cosi felice e tranquillo come
&; e questo veramente mi ha stupita nel-
I’animo.” Now, to refute Gallavotti’s inter-
pretation it is sufficient to say that the
reading fou is far from being likely (al-
though the author still seems to insist on it:

257-67) : rou stands only in Apollon. Dysc.
De pronomine, p. 82. 17 Schneider, against
pou in Apollon., p. 59. 10; in ‘Longinus’ 10.
2, and in Catullus 51. 1 as well.

Both C. del Grande (Euphrosyne, ii [1959],
186) and G. Wills (p. 183) read po. and refer
76 to daiveral por: ‘This makes the most
probable reading of our text . . . ““The fact
that the man is godlike enough to sit there
stuns me” (76 = 76 8 adrov lodfeov elva
dara)’ (Wills). The following objections
may be raised to their viewpoints:

(a) If one refers 76 to daiveral por k7A.,
then a consequent equation will be this one
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II. Love FOR THE GIRL

Thus I would understand the Greek text as follows: ‘Strong as the gods he
seems to me, that man there who can both keep sitting right opposite you, and
keep listening, so close to you, to your sweet voice and ravishing laughter. This
it is, no other, I swear [i.e. your irresistible voice and laughter], that set my
heart fluttering within my breast [ever since I first met you]. For whenever 1
look at your (face), be it for a moment only, I no longer have the power to
speak . . . (and an onset of all possible symptoms of love overwhelms me almost
to swooning).’

(1) From the fact that the gentleman can keep sitting facing the girl, 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 one
moment. Now, the message of the poem might be either: ‘You are an over-
whelmingly charming girl’ (i.e. the piece is no more than a poetic device or
hyperbole), or: ‘I cannot help being in love with you’ (i.e. the poem reflects
some personal experience). The second choice seems more likely to me.

Fr. g1 was already understood as a poem of love by ‘Longinus’ (10. 1) : ‘the
emotions involved in a love passion’ (ra ovpufBalvovra Tals épwrkais paviais
mabjpara). When Devereux (p. 26) now writes that ‘Longinus’ ‘understood
Sappho’s reaction to belong to the domain of psychopathology’ and that the
word pavias ‘should be taken in a strictly psychiatric sense’, he can easily be
refuted by ‘Longinus’ himself, who a little later (10. 3) calls Sappho’s symptoms
‘things usually occurring in the case of lovers’ (mdvra pév Towaira yiverar mepl
Tovs épavras). As for ai épwrikal pavia, it is a phrase common enough from
Plato onwards (7 épwruc) pavia Phaedr. 256 d 6, 265 b 5, cf. 265 a 6 and
Laws 8, 839 a 7), meaning no more than ‘cases of love passion’, without any
psychiatric overtone.

(2) What is more important, Devereux (p. 19) makes the following diagnosis :
‘From the psychiatric point of view, she [i.e. Sappho] describes a perfect,
“text-book case”, anxiety attack. This repertoire of fen symptoms cannot
characterize any other reaction . . .” But to do so, we must first be sure about
two things: (a) that every symptom is correctly understood; and (4) that

(instead of that given by Wills): 76 = 76
dailvealal pou kivov loov Géoiow éupev(ar).
‘The fact that the man sitting there seems
to me godlike stuns me.” Now, it is highly
unlikely for Sappho to be stunned by her
own statement, just advanced with such an
emphasis. Nor is this statement so shocking
as to provoke her ‘stunning’, ‘stupire’.

(b) Wills’s interpretation is aggravated
by an unlikely change of the transmitted
text (pp. 185, 192 and n. 35). He first
changed the transmitted 5 76 up7) éudv
(‘Long.” P, slightly and convincingly emen-
ded by Lobel into 76 p’ 7 pdv) into 76 81 kev;
then he saw himself compelled to add the
missing u’ in the next line 6 kapdlav {u’> é&v
orifeaiv. The reason for all this lies in
Wills’s desire to save Welcker’s improbable
interpretation: ‘mir wiirde es gewi8 (denn

der Aorist hat diesen Nachdruck) das Herz

erschiittern’ (cf. Wills, p. 184: “. . . then 74
. kév . .. énrdaioer would give Welcker’s
sense to the passage . . .%).

Wills’s ‘fatal objection’ to Lobel’s 70 p’ %
pdv is that ‘4 uiv always introduces its
asseverative clause’. I do not think this
objection is a fatal one: in Alcaeus, fr. 344. 1
08’ 4 pdv, ‘I know for sure’, these particles
are not initial either; both here and in
Sappho, fr. 31 the reason for the unusual
order is the pressure of the metre. By the
way, there is a sheer mistake in Denniston
(Gr. Part* 350f.): ‘According to Ditten-
berger (l.c., p. 329, n. 4) 9 wiv occurs fifteen
times in the Parmenides, as often as in all the
remaining dialogues of Plato put together.’
In fact, Dittenberger (Hermes, xvi [1881],
323 n. 2) speaks of 008¢ pijv, not of 4 .
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Sappho is giving us true and clinically exact evidence. Now the point is that we
cannot be sure about either.

As for (a), I have already mentioned (p. 20 above) that the sentence 5 f. 73 pu’
% pav | kapdiav év orrifeow émréaicer has been interpreted by Devereux as
anxiety attack symptom No. 1 (‘Abnormal heartbeat: palpitations, cardiac
arrhythmia, etc.”). But I take the phrase to mean something quite different:
“That is what beguiled my heart’ (cf. Alc. fr. 283. 3 f. ‘[Aphrodite] set fluttering
the heart of Argive Helen in her breast’, and I. 4 above).

As for (b), we should bear in mind that Sappho is not a clinical patient but
an imaginative writer. We do not know where personal experience in Sappho
ends and poetic fiction takes over. We all assume that Sappho is to be trusted
to have personally felt some of the symptoms she describes; but we cannot be
sure about a// of them. For one thing, did she really hold a mirror in her hand
during ‘the attack’, to give us ‘clinical’ evidence about Devereux’s symptom
No. 9, ‘Extreme pallor’? Or is it not safer to take the etymological simile 14
xAwporépa 8¢ molas (cf. xAdn) as being inspired by the Homeric stock symbol
of fear, yAwpds (Iliad 10. 376, 15. 4, etc.), as Turyn did (‘item ex Homero de-
libatum est’, p. 54)?

Moreover, if we find unmistakable echoes of Homeric phraseology in fr. 31
(1: cf. lodfeos Pdbs; 3-5: cf. Bévyédwra h. Hom. 19. §7; Hdvemijs Iliad 1. 248;
{pepddwros Sappho fr. 186; 5 f.: éuol kpadin . . . évi omjfecor Odyssey 4. 548 £.
plus 7&v 8¢ ppéves émroinfev 22. 298 ;5 7: ws 8’ {Sev, ds pv Epws mukwis $pévas
duperdlvfev Iliad 14. 294, etc.) then I think we cannot rule out the possi-
bility that Sappho, fr. 31. 13-15 (7pdpos 8¢ | matoav dyper, xAwpoTépa 8¢ molas |
éupe) was influenced by Iliad 3. 34 f. $m6 e Tpdpos éMafe yvia | . . . dypds ¢ pw
el)e mapeuds. Here again (cf. pp. 2 f. above) Page is not consistent : on p. 30 he
writes : ‘But when the individual symptoms are described, the style is seen to be
free from the influence of, and fundamentally different from, that of the Epic’;
but on p. 25 he suggests for one of such symptoms the reading g dkav . . .
yéyaxe, built upon the Homeric formula dxay éyévovro ouwmi (cf. below, ITI).

However, the fact remains that six out of eight symptoms of Sappho have
their counterpart in Homer : dumbness, blindness, sweating, trembling, pallor,
and fainting (only deafness and numbness are missing).! There may be more
to this. In Homer blindness and fainting seem to go together:

76v 8¢ Nere oy, rard 8° SdBadudv kéyur® dxMs

(Iliad 5. 696 ; cf. 22. 466 f.). In Archilochus, fr. 112 D. these two symptoms are
linked with the love passion.? If they now appear in Sappho separated from
each other, I think we can understand why Sappho has changed the traditional
pattern : she wanted to produce a ¢limax by ending the series of symptoms with
the fainting (15 f. Tefvdiny 8 dAlyw *midedm3 | dalvop’ &’ adrar]).

In short, the possibility that Sappho, in her repertoire of twice-four-
symptoms, is combining personal experience with traditional patterns cannot
be excluded. If so, then true and exact clinical evidence for the psychiatric
diagnosis of ‘anxiety attack’ is missing, quite apart from the fact that there is
no motive (i.e. ‘the rival’) in the poem to provoke such a reaction. Here again

t Cf. Turyn, pp. 43-57; Page, p. 29 n. 1. ser. 4. ix [1956], 108f.: = Attic JAiyov

2 Cf. Archilochus, fr. 104 D., and Bowra, 8eiv), accepted by Wills, p. 192: mdedony

GLP 218 f. = 2nd edn., pp. 188 f. ‘Long.” P: *mdevns Hermann, accepted by
3 *mdedny Ahrens, A. J. Beattic (Mnemos. Lobel, Page, Bowra, Russell, et al.
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‘Longinus’ seems to have seen the truth (10. g) : ‘Each one of such symptoms
occurs in the case of lovers; but, as I have said (10. 1 s.f.), it is the selection of
the most striking of them, and their combination into a single whole that has
given singular excellence to Sappho’s art.’

(3) There is another case of the onslaught of Sapphic symptoms, described
by Plutarch (Demetr. 38. 4). The king Seleucus’ son Antiochus, who in his heart
was madly in love with his young stepmother Stratonice, suffered exactly the
same chain reaction of symptoms each time he saw her.

Here too Devereux (p. 26) takes Plutarch’s anecdotal fiction in chapter 38
for clinical evidence: ‘a manifestly pathological, quasi-incestuous, erotic
madness . . .”. “The neurotic, anxiety-arousing, oedipal element in this case is
so obvious as to require no further discussion.’

But why not understand Plutarch here as simply echoing Sappho, as he
himself seems to suggest : ‘those classical symptoms of Sappho were all present
in Antiochus each time’ (éyivero 7a 71fis Zampods ékeiva mepl adTov mdvra)?
Plutarch knew Sappho’s poem (De prof. virt. 81 d), and Antiochus’ symptoms
of love passion upon the appearance of Stratonice (r7js 8¢ Zrparovikys . . .
dourddans, Demetr. 38. 4) resemble very much those of Sappho upon the
appearance of the beloved girl (s épwpévns émpaveions, Amat. 763 a).
Incidentally, the physician Erasistratus had diagnosed love-sickness in
Antiochus long before knowing that the object of the latter’s love was his
step-mother (88. 3); and Plutarch’s phrasing in Amatorius clearly shows that
he understood Sappho’s poem as one of love, not of jealousy.

(4) Finally, we need no ‘anxiety attack’ to evince homosexual inclinations in
Sappho. If we are willing (as I certainly am) to understand fr. g1 as Sappho’s
declaration of love to the girl, then such inclinations are likely enough. Now,
to diagnose ‘love-sickness’, as opposed to an ‘anxiety attack’, the sincerity on
Sappho’s part of either the statement 76 p’ N pav | kapdiav év omifeow ém-
Téawcev or of just one of the described symptoms is sufficient.

These inclinations can be confirmed by fr. 1. 23 f. Tayéws ¢uvjoer | kwix
é0édowoa. Here Knox obiter had suggested the reading xw?d ge Gélowgalv),!
praised by Page (p. 11). However, this conjecture cannot transform Sappho’s
homosexual love into a heterosexual one : it is out of the question for Sappho to
have either pursued a man (21 Sudéer) or sent him gifts as tokens of love (22 8@pa
... dddoer).

Thus, I would side with Page (p. 144) in believing that we have sufficient
evidence for Sappho’s homosexual inclinations. As for her practice as ywva-
kepdorpua (P. Oxp. 1800, fr. I, col. 1. 18), that is beyond our power to prove
(perhaps because fr. 94 is so badly damaged, in the first place).

ITII. SappHO’s CRIPPLED TONGUE

Devereux’s second purpose was ‘to delimit, on the basis of psycho-physio-
logical considerations, the sense any emendation of éaye (v. g) must have, if it
is to match the clinical precision and to fit the rest of the seizure she describes’
(p- 17). The conclusion reached is ‘that, during her seizure, Sappho’s tongue
and mouth were extremely dry and that the little saliva that remained was
viscous, causing her tongue to stick against her palate. It is such a “glueing”
of the tongue to the palate, rather than a paralysis of the tongue, which would

1 SIFC xv (1939), 194 n. 3.
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occur in a state of extreme anxiety’ (p. 23). Accordingly, Barnesius’s (and
Cobet’s) conjecture mémaye best matches the clinical precision of Sappho’s
‘anxiety attack’ (p. 24).

Devereux’s ‘philological considerations’ were not happier than his ‘clinical
considerations’. Generally speaking, if we dismiss both the motive for Sappho’s
‘anxiety attack’ (i.e. ‘the male rival’) and the attack itself (on the grounds of
inexact clinical evidence), then psychiatry cannot help us to interpret any one
of the symptoms of the supposed attack either, for instance Sappho’s crippled
tongue.

Coming to Devereux’s philological evidence for ‘glueing’ of Sappho’s
tongue to her palate (pp. 23f.), I find it incomplete and inconclusive. Thus
Plutarch does not speak of Sappho’s tongue (v. g), but of her voice (v. 7 f.) : mjv
Te pawvny loxealar (Amat. 763 a) = dwvijs émioyeois (Demetr. 38. 4). In doing so
he is using not Sapphic but Homeric phraseology (falepy 8¢ of éoyero i,
Iliad 17. 696; Odyssey 4. 7705, 19. 472; cf. Turyn, p. 44). Theocritus (2. 110)
GAX’ émdymy Bayid kadov xpda wdvrofev {oa (‘but all my fair body grew stiff as
it were a doll’s’, Gow) cannot help the conjecture mémaye, because the line
does not refer to the tongue but to the torpidity of the whole body (cf.
Plutarch’s symptoms dmopla kai OduBos). Ovid, Her. 15. 111 et lacrimae deerant
oculis et verba (f: lingua H F) palato (cf. Amores 2. 6. 47) is not the closest parallel.
Better are: Her. 11. 82 torpuerat gelido lingua retenta metu;' M. 6. 306 f. ipsa
quoque interius cum duro lingua palato | congelat; Tr. 3. 3. 21 si tam deficiam
subpressaque lingua palato. Catullus 51. g lingua sed torpet does not support
‘glueing of the tongue’ any more than ‘paralysis of the tongue’, etc.

Now what Devereux does not mention is that Lucretius, in his description of
fear (3. 154—7), while accurately reproducing all the symptoms of Sappho
except Mémrov . . . wip, has et infringt linguam vocemque aboriri (cf. Ferrari, pp. 137—
50, esp. 142 n. 2). Thus I would think that the most likely reading of line g is:
dMa kap pév yAdooa éaye (for the transmitted: dA\a xdu ‘Long.’ apogr.: dAda
kdv P: dAa kard Plut. Mor. 81 d).

Lobel’s dA\’ dkav, accepted by Page, Beattie (pp. 103 f.), Campbell, and
many others, was not a happy solution : (a) it does not explain Plutarch’s xard.
P’s kdv pév may rather be a corruption of xkap pév than the reverse (D. A.
Russell too gives preference to «du). (b)) What is worse, this reading replaces
a minor difficulty by a major one. For the usage of the Homeric adverb dx7v is
restricted to a few verbs: to the common formula o 8’ dpa wdvres drry éyévovro
owwmiie (Iliad 3. 95 et al.), in the first place ; then to dknw éoav (Odyssey 2. 82, 4.
285), denv éuevar (21. 239), and dxyy loav (lliad 4. 429).

Page is right when objecting to «xau . . . éaye: ‘Metaphorical use of kard-
yvoue is hard to illustrate’ (pp. 24 f.). But this is a minor difficulty in comparison
with the alternative. For if we choose to read dxav, then we must sacrifice not
only éaye (which is strongly supported by Lucretius, ‘Longinus’, and Plutarch),
but also Barnesius’s wéraye (which unfortunately still stands in Bowra’s text of
Sappho). Lobel’s reference to Hesych. dxiv #yes proved to be futile. Page’s
own conjecture dkav . . . yéyake is neither genuinely Homeric nor palaeo-
graphically convincing. Most probably Lucretius read kay . . . éaye. According
to Page, ‘this only indicates that &xye was already established in the text of his
day’. But the change of dAX’ dkav . . . yéyaxe into dAXd kap . . . éaye in the
period down to Lucretius does not seem to be a likely corruption.

t Cf. W. Ferrari, SIFC xiv (1937), 143 n. 2.
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Beattie’s combination of the Homeric dxjy with the transmitted éaye by
reading dkav . . . yA@doo’ d{m)éaye (adopted by Wills, pp. 192 f.) is not more
convincing: (a) metaphorical use of dmdyvuue is even harder to illustrate;
(6) dkav . . . dméaye seems to be neither Homeric nor Greek; and (¢) yAdooa
does not mean here ‘voice’, ‘speech’, ‘language’ (which was already implied
by line 7 ¢uvalt)a(ar) Danielsson: ¢wrds P), but clearly ‘tongue’; thus, the
meaning of dwéaye ‘break off’, ‘stop short’ is not established either.

Under the circumstances, Milman Parry’s defence of xap . . . yAdooa éaye
(HSCP xlii [1932], 31) as one of the few cases of influence of the traditional
digamma (cf., e.g., Alc. fr. 356 édvacoe) seems to be the preferable reading. It
has recently been advocated by both E. Heitsch (Rk. Mus. cv [1962], 285) and
R. Hiersche (Glotta, xliv [1966], 1-5), especially by reference to Hesiod, Erga
534 0b 7’ émi vdra éaye, and to the formula kard 0 dppara dfw (Iliad 8. 403
et al.).

Possibly, ‘my tongue is broken’ or ‘crippled’ was a colloquial phrase, such as
line 14 ‘greener (paler) than grass’ (xAwporépa 8¢ molas). If kardyvvue could
be used in Greek for broken bones, broken ears of boxers (cf. 6 droxdraéis),
broken trees (cf. Hesych., s.v. peookovpddes* 8évdpa . . . karayévra), presumably
it could be used for a ‘broken tongue’ as well. After all, if Sappho could produce
such an unusual metaphor as ‘If . . . your tongue were not brewing (or concocting)
some evil thing tosay.. J (fr. 137.3 fal... ;Lﬁ T ei'ﬂnv y/\&)ao" éxvka Karcév),
one would think she could well write kap pév yAdooa éaye too.!

APPENDIX

‘A Bridegroom Like Ares’ (fr. 111. 5)

(1) The fact that Sappho in fr. 31 uses the Homeric cliché {sos Oéotowr =
lodfeos s, with the most likely meaning ‘strong as a god’, does not imply that
the phrase {cos Apeve in her epithalamian fr. 111. 5 must have the same
meaning as in the Homeric formula Bporodovyde {oos Apni (Iliad 11. 295; 12.
130; 13. 802; 20. 46. Odyssey 8. 115; cf. ékpodev loos Apni, Iliad 11. 604),
‘powerful’ or ‘impetuous as Ares’.

Nevertheless, this is the way that Wills takes it: ‘the groom is as powerful,
as full of prowess, as Ares’ (p. 181 n. 26). And the same is suggested by Lobel’s
reading i’ Apev: (for the transmitted ioos or {gos Apevi), which is accepted by
the majority of scholars. Naturally in a clause like this, ydufBpos elo’? ic’
Apewt, the word io(a) is an adverb to be taken with elo’. Accordingly, the
meaning is not ‘a bridegroom will come, the size of Ares’ (Page, p. 120), or
‘a bridegroom comes like Ares’ (Bowra?, p. 216), but ‘a bridegroom will be
coming in the way Ares used to’, i.e.

/’ > v 3 7 7 34 0y
oedar’ émeld’ olds Te meddopios épyerar Apns

({liad 7. 208; cf. 13. 298). G. S. Kirk (CQ xiii [1963], 52) has consequently
rendered Lobel’s text, which he adopts, as * “will rush along’ as Ares rushes
into battle, emphasizing the bridegroom’s impetuosity’.

Now since our bridegroom is not about to rush into any kind of battle but is
solemnly approaching his new family home (cf. the refrain durjvaov), the epic
eagerness for struggle and the impetuosity of a fodpos Apys is out of place here.

! Heitsch’s argument, p. 285 n. g.
2 eta’ is Lobel’s convincing emendation of the transmitted elo[épxerar] or épyerar.
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This is confirmed by the subsequent, epexegetic line: dvdpos peydiw mélv
pélwy, ‘far taller than a tall man’. This line gives us the tertium comparationis
between the bridegroom and Ares. Moreover, the word uélwv suggests the
following reading in the preceding line : ydufBpos elo’ {gos Apet. (The lengthened
alpha in Ape. can be explained by epic influence: cf. Iliad 2. 767; 7. 208;
Soph. 4jax 614 lyr., etc.) Now we can render the line: ‘A bridegroom is
coming, the size of Ares’ (or ‘who is like Ares’).

(2) Nevertheless, a new misconception arose with Kirk’s ingenious but
unlikely interpretation: ‘The bridegroom is a big man, perhaps, but on this
occasion he is much bigger than a big man—because ke is fantastically ithyphallic.
As he approaches the bridal chamber and his new bride his membrum virile is
envisaged as extending far higher than his head (analogous exaggerations can
be cited from vase-paintings), and it is this flattering hyperbole that is the
reason for the order to raise the roof’ (p. 51) : {ior 81 70 péXabpov, | duijvaov, |
déppere, Téxroves dvdpes. K. J. Dover (ap. Kirk) added that ‘bigness in this
vital respect is more important than sheer tallness of stature’.

(3) Furthermore, Hugh Lloyd-Jones (CQ xvii [1967], 168) has tried to
support Kirk’s ‘quite likely’ interpretation by referring to Tzetzes on Lyco-
phron 1378 (ed. Scheer, ii. 381 f., q.v.) falepov méow, which corresponds to
wéyav dvdpa in the version preserved in Eiym. M., s.v. doedyaivew (p. 153. 2
Gaisford). He then concluded: ‘The occurrence in this particular place of
péyas dvijp used in just the sense which Dr. Kirk ascribes to it in Sappho seems
to me to lend useful support to his suggestion.’

I am at a loss to see why péyas dwijp in the supporting text must have the
sense ‘a fantastically ithyphallic man’. Let us accept Lloyd-Jones’s assumption :
‘What is important for my purpose is to note that fadepor méow and péyav
dvdpa clearly mean the same thing.” Now, if we know that fadepos mdéots is no
more than a Homeric cliché (fadepos mdous in the same position in the hexa-
meter is to be found at Iliad 8. 190; cf. also 6. 430, 8. 156, 3. 53, k. Cer. 79),
meaning ‘a blooming, buxom, or sturdy husband’, and if it clearly means the
same as péyas dwmjp, then the latter need not mean more than ‘a strong, or
vigorous husband’, without any obscene overtone (by way of, e.g., Iliad 3. 26;
11. 414 Badepol 7° allnoi, ‘vigorous, full-grown men’). G. Wills too remarks
that péyas dwmjp here clearly means ‘lusty bridegroom’ (CQ xx [1970], 112). If
so, then how can this sense support Kirk’s ‘fantastically ithyphallic man’, as
both Lloyd-Jones and Wills think that it does?

As for the corrupt text of the two-line oracle, given by Elegeis to her father
Neleus about the foundation of Miletus, line 1 in Tzetzes’ version reads:

dtleo oeb ,u.a'./\a és Badepov moow ﬁ és x"wﬁvas.
This version I would read:
3iled oot pdda 87 Baepov méow éxtos Abmyiv.
The reading éxrds (éxrof’ ci. Scheer) is required by Tzetzes’ text (p. 383. 20)
86 0d8els adriy Abnpalwy HBovhily yiuar. The other version of the same line
runs : 8{feo 8{leo &7 uéyav dvdpes Abnmvaiow Etym. Gen. ' péyav dvdpa af Etym. M.
I find Wilamowitz’s reading of this version convincing

8ileo 8iled oot pdAa) 87 péyav dvdp’ (am’)y Abnvav.?

1 M. E. Miller, M¢élanges de litt. gr. 2 Einleitung in die attische Tragidie (1889),
(Paris, 1868), 47. 58 n. 18.
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As for the second line, it seems to me good as it stood in Etym. Gen. :
6’5 0" €’7Tl‘. ML’AﬂTOV 8€‘ Ka‘raffa 7T7f,u.a7'a KGPO'L’V.

Finally, both lines of the oracle are well illustrated by the following text of
Tzetzes (p. 883. 13-16): 7@ 8¢ NnAel 700 Oeod elmdvros v Ouyarépa Seifew
émov 8el krilew, dmofdvrwv adrdv els Midprov dvacvpauévny Tods unpods
elmeiv Tis 0édeL por cuvovoidoar; ouvels 8¢ 6 marnp adTiis TO AdyLov ékel kaTdi-
knoe.!

(4) In turn, Wills (GRBS viii [1967], 180 n. 26) adduced Aristophanes, Pax
1351 f. 700 puév péya kal mayy, | vis 8’ 180 70 odrov as ‘the passage that confirms
his [Kirk’s] suggestion’, which is ‘fitting the obscene banter of marriages’.
Here again I do not see how the statement ‘His (ro6) membrum is long’ can
confirm the sentence ‘He (ydufpos) is a tall man’. I think Wills is refuting
himself when adding (CQ xx [1970], 112) that in Aristophanes’ text ‘méos
could be immediately supplied’.? Anyway, Wills is wrong in thinking that this
fantastically ithyphallic bridegroom (very much like a satyr from an Attic
vase) can be reconciled with the Homeric formula loos Apni (‘With this
interpretation, Sappho 111. 5 would keep its Homeric sense : the groom is as
powerful, as full of prowess, as Ares . . .).

Finally, K. J. McKay (CQ xvii [1967], 189), while dismissing Kirk’s inter-
pretation, correctly pointed out that it is ‘the superhuman stature which permits
comparison with a god’ (dv8pos peydAw méAv uélwv being ‘the equivalent of an
emphatic pellwv 4 kar’ dvfpwmor’). But he then went astray when suggesting
instead : ‘... the choice is certainly made the happier by his [Ares’] celebrated
liaison with Aphrodite, herself commonly compared with the bride in epi-
thalamia.” Aphrodite is wholly absent from the fragment, and the fact that
Sappho likens another groom to Achilles (fr. 1056) suggests that bride and
bridegroom were likened separately (in the ritualistic complimentary wedding
likening : Tiwe 0’, & Pide ydufpe, kddws éwdadw ; fr. 115).3

(5) But the way to link Sappho 111. 5 with the Homeric tradition seems to me
quite simple. The bridegroom is said to be ‘far taller than a tall man’, and
thanks to this epexegetic line we know why he is ‘like Ares’. Now as we happen
to know the ‘exact’ size of Ares, seven plethra—

3 QY Y s ’ ’, 7 \ ’
E€ETTTA 8 ETTECYE WE/\EGPG TETWYV, EKOVIOE 86 xatas —

(Iliad 21. 407), we need no other tertium comparationis but the tall size of both.
This goes well with another piece of the customary wedding Fescennina iocatio :
the feet of another bridegroom’s door-keeper are seven fathoms long, etc. (fr.
1104. 1 Qupdipwt wé8es émropdyvior).# “This is the same kind of humour as that
in which she [Sappho] mocks the bridegroom, simple and primitive and
traditional’ (Bowra?, p. 217).

1 Cf. also Lycophron 1385-7:

Srav képn kaowpls els émeloiov
xAevny SAakTioaca knkdont yduovs
vopgeia mpos knAworta kapPBdvwy Teleiv.

Both improper acts of Elegeis, this one in
Asia Minor and that in Athens while singing
the oracle (cf. Tzetzes, p. 381. 28 mapa-
yevduevos 8¢ els Abrjvas (sc. Neleus), fkovae
71s Quyarpds yvuvis Tumrodons To émeloiov kal

Aeyovons), seem to have magic meaning; cf.
Lobeck, Aglaophamus, 826 n. 1, and Crusius,
in RE v. 2258-60 (Elegeis).

2 His new suggestion, ‘but where a more
general heroic notion is probably under-
stood at first—puévos, for instance’, is dis-
proved by the very physical epithet maxd.

3 Cf. R. Merkelbach, Pkilol. ci (1957), 10.

4 As, among others, Campbell, p. 284, has
pointed out.
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The bridegroom’s moderately tall size (no more than this need be supposed)
is the only reason for the members of his escort to order, in jest, the carpenters
to raise high the roof of the hall that the groom is going to enter. All this is part
of the traditional wedding folklore. In her epithalamian poetry Sappho is not
indecent but strongly ritualistic.

One parallel: nowadays in the country of the epic guslars, when the bride-
groom and his retinue approach the bride’s house, his companions are expected
to sing these deseterci (decasyllables) :

Listen, bride’s mother, our new friend :

Too low is thy roof for such a tall bridegroom.

Raise high the roof, ye our new relatives,

Lest our Ranko [i.e. John Doe] breaks his panache.!

One may object that it is a long way from Sappho to the Yugoslav epic poetry.
Maybe, but the way from Sappho to Homer (Iliad 21. 407) is shorter than it is
to the Attic Comedy.

University of Illinois M. MarcovicH

T Vuk Stefanovi¢ KaradZié, Srpske narodne  bridegroom enters the bride’s house’) :
pjesme (The Serbian Folk Songs) i, no. 32
(Vienna, 1841 = Belgrade, Nolit, 1969,
p. 20): ‘Kad mladoZenja ulazi u kuéu
djevojatku’ (‘On the occasion when the

Sniska strea, visok djuvegija,

prijo na$a, devojatka majko!
Di#te streu, novi prijatelji,

da na$ Ranko ne polomi perje!
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