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MurneHa

HukonuunHa
Mpawara 3a
6ecMpTHOCTa BO
¢pparmenT op Cacpo*

Tparara mrto ja octaBam 337 cebe BO UCTUOT MUT ja O3HA-
YyyBa MoOjaTa CMPT, KOja jjoara WIH € Beke J[0jeHa, KaKo
U HaJIeXKTa Jieka ke Me Hamkupee. Toa He e cTpeMex 3a
6ecMpTHOCT; CyIITHHCKO €. OcTaBaMm OBJie JIUCT XapTHja,
ocTaBaM, yMUpaM; HEBO3MOXKHO € /la Ce HAIyIITHd OBaa
CTPYKTypa; Taa € HempoMeHJuBaTa ¢opma Ha >KHUBOTOT.
CekojnaT kora ke 3aBpIllaM HEIITO, ja KUBeaM CBOjaTa
CMPT HU3 NIUIIIyBamkeTo. EKCTpeMeH mporiec; ce obumyBame
6e3 /1a 3HaeMe KOMy IIOTOYHO MY T'O JIOBEpyBaMe OHa IITO
ro ocraBame 3ax cebe. Koj ke ro naciequ u kako? OBa e
Ipamame IITO YOBEK Tpeba /1a cu ro ImocTaBu cebecH IeHec
moseke o7 Kora GuIo.

Kak Jlepuza, [TocyiemHOTO HHTEPB]Y

3a ®parmenT 55 ox Cado /o3HaABamMe O] TPU U3BOPH:
[Tmyrapx aBamatu IUTHpA JIEJOBHU OFf HErO IPH INTO
MIPBHOT IIaT TBPAU Jieka ¢pparMeHTOT M ce obpaka Ha
HeoOpa3oBaHAaTa JKEHa, I0/IeKa BTOPUOT AT TBP/U JleKa
1 ce obpaka Ha 6orararta jkeHa; CTobaj UCTO Taka cMeTa
JleKa ImecHara ¥ ce obpaka Ha JkeHaTa 6e3 0Opa3oBaHUe.

* Pu cakasna Jia u ce 3absarogapam Ha Hesena [laHoBa 3a

HaIlNTE NHCIIMPATUBHU AUCKYCUHU HA TPYKUTE TEKCTOBU.

Miglena
Nikolchina

Questions of
Immortality in a
Fragment by Sappho*

The trace I leave to me means at once my death, to come
or already come, and the hope that it will survive me. It is
not an ambition of immortality; it is fundamental. I leave
here a bit of paper, I leave, I die; it is impossible to exit this
structure; it is the unchanging form of my life. Every time
I let something go, I live my death in writing. An extreme
process; we exert ourselves without knowing whom exactly
the thing we leave behind is confided to. Who is going to
inherit, and how? It is a question that one can pose oneself
today more than ever.

Jacques Derrida, The Last Interview

Sappho’s Fragment 55 has reached us through three
sources: Plutarch quotes parts of it twice claiming, in
one of the cases, that it was addressed to an uneducated
woman, and, in the second case, that the addressee was
a rich woman; according to Stobeus, once again, the
poem was addressed to a woman of no education. In

* T would like to thank Nevena Panova for our inspiring dis-

cussions of the Greek texts.
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Cado, koja Bo pyruTe IecHU 3a cebe BeIU JieKa uMa
MeK KapakTep JIHIIEeH oj 3Ji00a, BO 0BOj (bparMeHT e
npuwingyHO cypoBa. Ex Kapcon (Anne Carson) coogBeTHO
3abesnexxyBa zeka ,llecnara Ha Cado u ce 3akaHyBa
Ha ’KeHaTa co 3a00paB 3a MMOTOAa W BUCTUHCKHU Jla Ce
IIOUTPYBA CO TOA TaKa IITO He ja UMeHyBa.“" ®parmMeHTOT
BCYIIIHOCT HA €JleH BeceJl HAYMH IPETCKaKyBa JleKa
Jipyrara >KeHa e MpTBa:

KotBdvoloo 8¢ KeEToNL 0VOE TOTH LVOLOGHVOL GEBEV
gooeT’ 0088 ~moK ~VoTeEPOV: 00 Yop TeEdEYMIC Ppddwv
v €k [Meptog GAL aedvng kv ~“Atdo oL
@ortdiontg med AUOOP®V VEKDWOV EKTETOTOUEVOL.

,Ke nesxumnr 3acexoram MpTBa M HEMa Ja OCTAHE CIIOMEH
Ha Tebe HUTY cera HUTY IIOJIOIIHA 30IITO HEMAIl YZes BO
posure, oune o7 Iluepuja, Ta Aypu XU BO KPAJCTBOTO HA
Xan ke ckutai He3abesexkaHa, ieb1ejku Mely CEHUIITHUTE
MpPTOBIH. “?

3a pasyiuka o IpyTuTe IoOMajd WX morojeMu ¢par-
MeHTH o7 zesnoro Ha Cado, 0BOj € MajKy MOTEXOK
3a mpeBenyBame. Posute o Ilmepuja BepojaTHO ce
necHu - [Imepuja e mMecto BO mofHOXKjeTo Ha OsuMn
Kazie OOKHUIlaTa HA MOMHEWmeTO MHeMocHHa Ty para
mysure. Jlocra orBopeHo, Cado ja 3amuciyBa cBojaTa
COTOBOPHUYKA MPTBA U 3a00paBeHa OUEjKU He e 3auH-
TEpPECUPAHA 32 My3UTE.

Ypen Bo po3ute

Cemak, BakBaTa OTBOPEHOCT € JIBOCMHUCJIEHA OuJIejKu
r0 KpHe MHCTEPHO3HOTO JPYro JIMIe HAa OHA IITO
e KakaHo. AKO cMpTTa U 3ab0paBOT Ce IOCJIeIHIIa
Ha HEMameTo yZea Bo po3ute oj Iluepwuja, Torarm
IITO Ke TH CHAjJle OHWE KOWIITO WMaar yzen? Jlamm
¢dparmenToT ja moxpaszbupa cMpTTa M 3a00pPaBOT Ha

this fragment Sappho, who elsewhere describes herself
as having a sweet nature without malice, is rather harsh.
As Anne Carson pertinently puts it, “Sappho’s poem
threatens the woman with an obliteration which it then
enacts by not naming her”.' The fragment, in fact, rather
gleefully envisions the other woman dead:

KotBdvoloo 8¢ kelont 0V ToTal [LVOLOCOVOL GEBEY
€00eT 0VOE ~TOK ~VOTEPOV: 0V Yap TEdEXMLS Ppddov
Tov €k ITiepiog GAA dedvng kév ~Atda dopmt
@ortdionig med AUAOpWV VEKVMV EKTETOTAUUEVOL.

“You will lie completely dead forever and there will be no
memory of you, neither then nor later because you have no
share in the roses, the ones from Pieria, but even in Hades’
kingdom you will wander unnoticed, flitting among the
shadowy dead.”

Unlike other bits, large and small, of Sappho’s writing,
this one seems to present few problems for translation.
The roses from Pieria must be poems — Pieria is a place
at the foot of Olympus where the goddess of memory,
Mnemosyne, gave birth to the Muses. Somewhat bluntly,
Sappho is envisioning her interlocutor dead and forgot-
ten because she has nothing to do with the muses.

A Share in the Roses

And yet, this transparency is misleading because it
conceals the mysterious obverse of what is being said.
If death and oblivion result from having no share in
the roses of Pieria, whatever does the having of such
a share incur? Does the fragment project the death
and oblivion of the rival against the prospect of their
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IIPOTUBHUKOT HACIIPOTH MOKHOCTA 3a HUBHA HAMOK?
Axo ,,Tu® yMUupal 3aITo HeMalll y/ieJ BO PO3UTe, JaIn
TOa MoJIpa3bupa JieKa ,jac“ HeMa Jla yMpaM 3aToa IITO
nMaM yzen? Ako jac 6e3rpHKHO Te IIOTCeTaM Ha TBOjaTa
Heus30eKHa CMPT, JaJIi TOA 3HAUYM JieKa jac Ha HEKOj
HauWH ja u30erHyBaMm cocrojbara Ha cMmpt? Mim Toa
MO>Ke0H 3Ha4Yu JieKa Ke ce cekaBaaTr Ha MeHe, HO He U Ha
Tebe? [loHaTamy ce BesIH ,,M BO ITajlaTaTa Ha Xaj " JKeHarta
KOja HeMa yZieJl Bo po3ute ke bujsie Hezabenexana. Taa
e He3zabesiexxaHa OBJIE U cera, He3abesieskaHa € BO MUTOT
Ha Hej3WMHATa CMPT U IO/IOIHA, 1A JYPH U BO MEKOJIOT
ke ocTaHe HezabesieskaHa. AKO IIPETIIOCTaBUME JieKa Ce
IITO Ke My Ce CJIy9H Ha ,TH“ BO IeCHATa r'o Pa3jINKyBa
,TH“ O] ,MeHe" 3aIlITO jac UMaM YZeJl BO PO3UTE, TOTAIII
IecHaTa HaBeJyBa Ha CJIEAHOBO:

~Jac HIKOTalll HeMa J1a JiexkaM MPTBa U Ke ce cekaBaar Ha
MEHe cera ¥ 3aCeKOTalll 3allITO jac UMaM yZesl BO PO3HUTE,
onue oy [luepuja, Ta AypU 1 BO KPAJICTBOTO Ha XaJ1 HEMA /1a
ckuTaMm He3abesnexaHa.

EaHWMHA MNK MHOXXUHA

OBne cempucyTHa € TOpZOCTa, TOPJIOCT Off Koja ce
CTpaByBa, HO M 4YeCTOIIAaTH Ce€ BOCIIEBA BO TIpUKaTa
kynTypa. Cado e ybesieHa Jieka Taa HeMa /ia IO JOIpe
HeboTo (F 52), mTo o sipyra crpaHa IIOCcodYyBa JieKa
caMara IMOMHMCJIA Jia Ce JOoNpe HeOOTO ja MpPHUKaKyBa
KaKo ’KeHa Ha Koja Adpoaura ¥ mpuora Ha IOMOII, ¥
ce obpaka mo MMe U ja CJIyIIa BO HEj3SUHUTE COHUIITA.
Axo HeKkoram IIOCTOeJia ToeTeca Koja Owmia ybOemeHa
Jleka gapbaTa Ha OOroBHMTe HeMa Ja ja YHHINTH KaKO
MoJTEbaTa ImTo ja 3amatmia Cemerna (BHAM ja mecHaTa
Ha XenaepauH ,Ha moerure®) - Toramt Toa 6mna Cado.
Tu cu maneky, HO MOUTe CTUXOBH Te€ BpaKaaT OBJE; Ce
paszesyBame, HO paJioCTa IITO ja UCKYCUBMe Kora 6eBMe

transcendence? If “you” will lie dead because you have
no share in the roses, does it mean that “I”, granted I
have a share, won’t? If I somewhat blithely remind you of
your inexorable death, does it mean that I will somehow
eschew the condition of ever lying dead? Or does it
simply mean that there will be memory of me but not of
you? It is said, further, that “also in the palace of Hades”
the woman with no share in the roses will be unnoticed.
She is unnoticed here and now, she is unnoticed at the
moment of her death and later, but there, in hell, she
will also be unnoticed. If we assume that all these things
that will happen to the “you” in the poem, distinguish the
“you” from the “me,” because I have a share in the roses,
the poem implies the following claims:

“I will not lie dead ever and there will be memory of me now
and always because I have a share in the roses, the ones
from Pieria, and even in Hades’ kingdom I will not wander
unnoticed.”

Singular or Plural

There is an aura of hubris here, the hubris so very much
dreaded and so frequently perpetrated in Greek culture.
Sappho’s assurance that she will not try to touch the
sky (F 52) indicates that the thought of touching the
sky, nevertheless, presented itself to the woman who
had Aphrodite rush to her help, address her by name,
and listen to her in her dreams. If there ever was a poet
confident that the gift of the gods would not strike her
down as the lightning that burnt Semele (see Hoelderlin’s
poem ‘To the Poets’) — here she was. You are away but my
verses bring you back here; we part but the joys we had
together are forever; I am in pain but here is my voice
creating moments of incorruptible bliss — how can it be
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3ae/IHO € BeYHa; jac maraMm, HO MOJOT IJlac cO3/aBa
MHTOBH Ha HEYHUIIITHBA CPeKa - KAKO € MOXKHO jac, Koja
co 6oroBuTe pazroBapam, /ia CyM IOJJIO’KHA HA CTapOCT,
CMPT U 3a00paB?

Bo cekoj ciyuaj, UMIUTAIUTHUTE TBpJieka BOo F 55,
HEeBOOOUYAEHHM TI0 CBOjaTa rOp/0CT, MOXKAT Jia ce carar
Y BO €/IHMHA ¥ BO MHOXKHWHA. 3apazu GparMeHTHPaHOCTa
Ha rpYKaTa [oe3Hja IIITO OICTOojasia /10 JIeHeC, YeCTOIaTH
€ TEIIIKO J1a Ce KayKe CO CUTYPHOCT KOj 300pyBa - WK KOj
nee. Jlamu caMHUOT IoeT/TI0eTeca, WM TOj/Taa e oyIulle-
TBOpeHHe Ha Hekoj? Jla Oujar paboTUTe MOKOMILIU-
IIMpaHH, MIECHUTE MOXKE Jila TH Iiee XOp Koj Iee ,jac”
03HAUyBajKku TH CUTE APYTH WK COJIUCT KOj 1ee ,Hue“ u
MpUTOA T'H MOApa3bupa CUTe JIUIA CO HEJBUHUOT UCKA3.
Bunejku pacnosarame co ¢pparMeHTH, CEKOTall IOCTON
Jlo3a Ha HEJaCHOCT BO OJIHOC HAa HAYMHOT HA KOj ce
TOJIKYBaar ,jac” Wiu ,,Hue". Vl mokpaj BakBaTa HEjaCHOCT,
CO CHTYPHOCT MOJKEMe Jla KajkeMe JieKa IOCTOW Hau3-
MEHUYHO KOPHUCTEHE Ha €JHHMHA U MHOXKHWHA BO HWH-
TUMHHOT KPyTI Ha IpUjaTeJd IINTO YECTONaTH Ce Har-
sacyBa Bo moesujara Ha Cado. Hamecto nma takume
3apazu (pparMeHTHPAHOCTa, MOKEME JIa Ce IPeJiaJieMe
Ha dacrHaHTHATA IUIACTUYHOCT, XHUITHOTHYKaTa (JIy-
HUJTHOCT Ha ,jac“ u ,Hue“. BakBata dynmHoct - pyna-
HOCTAa Ha CIIOjYBAaKETO U O/IBOJYBAHHETO HA II€jauyKHUTe
IJIACOBH - MPEU3BUKYBAa KPEBKa U KPIIUIMBA CaMOTH]ja
BO MOMEHTH Ha Kpu3a (,,BO THUIIMHATA MOjOT ja3WK Ce
npekpiryBa®, F 31) wiu HenocrymHoCT (,HEKO! BeJIaT ...
HO jac BenaMm“, F 16). Ce YuHH JieKa 3a/I0BOJICTBOTO €
IIPOCJIEJIEHO CO IMOMET BO MHOKHHA, O0JIKaTa 1 pa3MUC-
JIyBam-€TO HaMETHYBaaT eITHUHCKA popma, eTHUHA KOja
II0TOa € MO/JIOKHA Ha KOHQJIUKT U ABojOa (,He 3HaAM
IIITO Ja IpaBaM, Ha aBa yma cyMm“, F 51). Bo F 147, koj
MOZKe Jla Ce TOJIKYBa KaKO e/leH O] HajeKCILUIMI[UTHUTE
MCKa3W Ha UMIUTUIIUTHUTE TBpAEewma Bo F 55 - HazexTa

that I, who converse with the gods, should be subject to
old age, death, and oblivion?

The implicit claims of F 55, remarkable for their hubris,
might, however, be understood to be either in the
singular, or in the plural. Due to the fragmentariness of
the Greek poetry that has survived it is frequently difficult
to know with certainty who is speaking — or singing.
Is it the poet him/herself, or is s/he impersonating
somebody? To complicate things further, Sappho’s
poems might be sung by a chorus, which uses “I” as
part of everybody else, or by a soloist who says “we” in
order to subsume other persons in her statement. Since
we are dealing with fragments, there is always a dose
of uncertainty as to the way one should read the “I” or
the “we”. Beyond the uncertainties, there is for sure a
rotation of the singular and the plural in the intimate
circle of friends that Sappho’s poetry so frequently
implies. Instead of lamenting the fragmentariness, we
might surrender ourselves to the fascinating plasticity,
the hypnotic fluidity of “I” and “we.” This fluidity — the
fluidity of the merging and separation of singing voices
— gives way to a crisp and brittle aloneness in moments
of crisis (“”in silence my tongue is broken”, F 31) or
defiance (“some say ... but I say”, F 16). Pleasure seems
to pluralize the subject, pain and thinking impose the
singular on it, a singular, which is then subjected to
conflict and division (“I do not know what to do, I have
two minds”, F 51). In F 147, which could be read as one
of the explicit statements of the implicit claims in F 55
— the hope of being remembered in the future — the “I
say” is juxtaposed to the “us” who will be remembered:
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Jla ce OuJie 3amaMeTeH BO MIHUHATA - ,jac” € CIIopeeHO
€O ,Hac" Kou ke OuaT 3anaMeTeHu:

pvéoocot Tvé goupt ~kod Etepov~( kai UoTepov) dppémv
Jac Besam otcera rma HaTamy JIyf'eTo ke He 3aIllOMHaT HAC...

Bo F 55 360poT mITO TO IpEBENOB KaKO ,Ja Ce MMa
yzen“ o3HauyBa 3aeJHMYKA IIPHUCBOJHOCT WJIM yIOTpe-
6a Ha Hemrto. Cropes Toa, po3ute of Iluepuja mper-
[IOCTaByBaaT 3aeJ[HUIITBO BO HHUBHATA IPHUCBOJHOCT U
yrnorpeba: THe He caMO IITO Ce IOCEAyBaaT TYyKy U Ce
cnoziesyBaar. OTramMy MMITUKAamnujata 3a 0€CMPTHOCT
Bo F 55 ru ondaka ,jac/mene“ u ,Hue/Hac*:

Jac Beslam orcera ma HaTaMy JIyfeTo ke HE 3alIOMHAT Hac
Koun nmawme yzes Bo poswure...

¥eHute u 6ecmpTHoCTa

MHoX1HaTa, Koja ce 0O/JHeCYBa Ha KPYTOT Ha CTY/IeHTH U
npujatesin Ha Cado, HaBeZyBa Ha pa3MUCIyBame 3a
nHAKOB BUJ ropgoct. Cado, uuj KUBOT U JI€JI0 TO OI-
(akaaT mpeMUHOT HA CEIMHUOT U IIECTUOT BEK II.H.E., €
e/lHa 07 HajpaHUTe I'PUKU IIoeTecHu 3a Kou 3HaeMe. Taa
ce jaByBa OKOJIy efieH Bek mpen [IuHzap co HeroBute
ybenyBama 3a IoeToBaTa BeJImdecTBeHOCT. Taa ucro ta-
Ka UM MPeTXoau Ha GrIocopCKUTE Uien 3a 6eCMPTHOCT
KOH, KaKo IIITO IIPENM3HO ce T0COUyBa, He 61 MOXKeJe Ja
IIpou3sIe3aT 0Jf XOMEPOBCKUTE UJIeH 3 JiylllaTa U Hej3U-
HHOT y»kaceH 3aarpobeH »xuBoT.® [loHekoram opdej-
CKHUTe TPEHJIOBU BOJAT AYPHU JI0 CEAMUOT BEK I.H.e, HO
BAaKBOTO 0/Ipe/lyBae Ha BpeMeHCKaTa paMKa U HUBHATa
pesieBaHTHOCT BO ofiHOCc Ha Cado mpercraByBa camo
IIpeTIIOCTaBKa. be3 orsies Ha BakBUTE HEjaCHU TEHJIEH-
nuu, unente Ha Cado 3a cmprra 1 GecMpTHOCTa Tpeba

pvéoactot Tvé eonpt ~kod Etepov~( kai UoTEPOV) dppuénv
I say even hereafter people will remember us ...

In F 55, the word I have rendered as “having a share”
entails a joint possession or use of something. The
roses of Pieria thus presuppose a togetherness of their
possession or usage: one does not simply own them; one
has a share in them. Hence the implication of immortality
in F 55 involves not just “me” but “us”:

I say even hereafter people will remember us
Who have a share in the roses...

Women and Immortality

The plural, which refers to Sappho’s circle of students
and friends, induces the consideration of a different type
of hubris. Sappho whose life and work encompass the
threshold between the 7" and the 6™ century BC is one
of the earliest Greek poets to have reached us. She comes
about a century earlier than Pindar with his assertions
of the poet’s grandeur. She precedes, too, the philoso-
phers’ ideas of immortality, which, as has been right-
fully pointed out, could not have evolved from Homeric
notions of the soul and its dire afterlife.® Orphic trends
are sometimes traced back to the 7™ century BC but this
timing and their relevance with regards to Sappho can
only be a matter of speculation. Whatever the case with
these uncertain tendencies may be, Sappho’s thoughts
on death and immortality have to be measured against
the predominant heroic values of the epic world.
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Jla ce BpeZIHyBaaT CIOpeJ] IOMUHATHUTE XePOjCKU Bpesi-
HOCTH Ha €IICKUOT CBET.

OBue BpeHOCTH IO IPABWJIO ja MCKJIyYyBaaT jKeHaTa
O/l CpeAcCTBaTa CO KOHM MaXKUTE ja HAJOIOJIHyBaaT
cBojaTa cMpTHOCT. KeHUTe ce 3auyyBayKu JIUIIEHHU
O] ,,y/leJ1“ BO OBHE CPEJICTBA HE CaMO BO EICKHOT CBET,
TYKy W BO IIOCJIEZIOBAaTEJIHUTE CHUCTEMU HA BPEIHOCTHU
Ha TpajioBUTe-monCcH, 1a Taka Katepraa Koso3osa Bo
cBOjaTa CTy/1ja 3a TPUYKUTE CTABOBU BO OTHOC HA CMPTTAa
CO TpaBO IMpallyBa Al >KEHUTE BOOIIITO (3aeqHO
co poOOBUTE U CTPAHLIUTE) UMayle HEKaKBa yTexa COO-
YeHH CcO IleJlocHa aHuxwianuja.* Pazpaborkara Ha
eIICKUTE MPUOPUTETH BO JimpukaTa Ha Cado BKIyIyBa
KOHIIENITYQJIHU IPOMEHH KO T'O MPEU3BUKYyBaaT BaK-
BOTO HCKJIydyBamwe. Cado Kako CMPTHO CYIITECTBO U
KaKo ’keHa 6apa maT 1mo cMpTTa u 3a6opasot. Co apyru
300pOBH, Taa ja monMa O0ecMPTHOCTa Ha HaUWH CO KOj
Taa UM CTaHyBa JIOCTallHA Ha >keHuTe. VpoHwujaTta ce
COCTOH BO TOA IITO MAKO IPABIUTE KOWIITO Taa IpBa
ru pa3paboTyBa IpeBJiasieasie, HUBHATA PEJIEBAHTHOCT
3a JkeHUTe U yiorara Ha Cado Bo HUBHaTa pa3paboTka
Ouia peuricu U3rybeHa.

Nlanu 4oBek MoXe aa 6upe 3abenexxaH Bo NeKonoT?

Cure ke Ou1aT MPTBHU €/IEH JIEH: TPUYKATa KyJITYpa 0CcOOEHO
ro HarJlacyBa OBa IIPEeTCKakKyBarbe 3a Jyrero. CeHkaTa
Ha Oe3yIMYHA JKeHa - He3abeJiekaHa, HEIPU3HAeHA U
BepojaTHO Oe3 HHMKaKBa I0jaBa - Koja jebau mery OJie-
JIUTe CEHKU Ha MPTBUTE € MPHU30P O MEKOJIOT CO KOj
ce cpekaBaMe Kaj XoMep U KOj ce 3aprKaJl YIITEe J0JITO
BO aHTUYKHOT CBET U MOKPAj OpdejCKuTEe TPEHOBH, OF
e/lHa CTpaHa, U pa3BOjHUTE IPaBIH BO duiocodwujara,
ox apyra crpana. Criopes; HalIUTe CO3HAHUja, CEHKUTE
10 MMPABUJIO HE MOJKAT Jla Ce Mperno3HaaT Mely cebe BO

These values as a rule exclude women from the devices
that compensate men for their mortality. Women are so
strikingly deprived of a “share” in those devices both in
the epic world and in the subsequent system of values
of the polis that in her study of Greek attitudes towards
death Katerina Kolozova rightfully asks whether women
(along with slaves and foreigners) had any consolation at
all in the face of annihilation.* The reworking of the epic
priorities in Sappho’s lyric involves conceptual shifts that
challenge this exclusion. It is both as a mortal being and
as a woman that Sappho looks for a route beyond death
and oblivion. To put it differently, she conceptualizes
immortality in a manner that would make it accessible
to women. The irony is that, while the trends she was the
first to articulate prevailed, their relevance for women
and Sappho’s role in their elaboration were practically
lost.

Can One be Noticed in Hell?

Everybody will lie dead one day: Greek culture
was especially emphatic about this predicament of
humans. The shade of the faceless woman — unnoticed,
unrecognized and, perhaps, lacking any appearance at
all — flitting among the pale shades of the dead belongs
to a vision of hell which we find in Homer and which
persists until late into antiquity in spite of orphic trends,
on the one hand, and developments in philosophy, on
the other. For all that we know, it is likely that in hell
the shades cannot recognize anybody at all as a matter of
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mekosioT. Pajuep Mapua Pusike (Rainer Maria Rilke)
ja mojiip:KyBa OBaa HJieja BO cBojaTa IecHa ,,Opdej,
EBpunuka, Xepmec“: kora XepMmec HaTa’KeHO M BeJIH
Ha EBpuzauka ,,Ce cBpre® (cBpTyBajKu ce Ha3asj 3a /Ja ce
yBepH Jieka aymiata Ha EBpuauka ro ciaemu, Opdej ja
r'yOU JlaJieHaTa IIIaHca /1a ja BpaTH BO CBETOT Ha JKUBUTE),
EBpuauka camo my oaronapa ,,Koj?“

Cenak XoMep He e TOJIKy KaTeropudeH. HarmacyBameTo
Ha Jlera u 3ab0paBeHOCTA - HACIIPOTH OHHE KOW 3HAaT,
criopes; opdejckure M3Bopu - He (GYHKIMOHHUPA KOTa
Opnucej ro moceryBa Epe6. MpTBuTe Jymu KOW T cpe-
kaBa Ojucej ce ceKkaBaaT Ha COIICTBEHHTE ITPUKA3HH
U MOJXKAaT Jila T pa3depaT HOBOCTHTE IITO TO] UM TH
npekakyBa. Ce pa3bupa, THe Mopa Ja IujaT KPB Of
I[PH OBEH U IIPHA OBIJa 3a /1a OWUJaT JJOBOJIHO BUTAJTHU
u 71a pasroBapaar co Oxaucej. Ako Opuicej caka J1a KOMy-
HUIIMPa CO CEHKaTa Ha cBOjaTa MPTBa Majka, TOj Tpeba
Jla 11 OBO3MOXKH IIPUCTAIN JI0 KPBTA, My BEJIU IPOPOKOT
Tejpecuja. Cemak, Tejpecuja ro mpemosnaBa Opucej
yIIITE TIpes 1a ja BKycu KpBTa. CIMYHO U Ajak KOj THEBHO
ozn6vBa J]a ja mye KpBTA 3aIlITO CE€ YIITE € JIYT 3apaju
HelITaTa mrTo My ra ctopun Opjuce] Aosieka OMIT JKUB.
Ja ryemame pymaTta Ha AXuiiej Kako BeceJIO IeTKa IO
MIOJINEbATA CO JIMJIMU OTKAKO Ke T uye J0OpUTe BECTH
3a HETOBHOT CHH: OUHIJIEJTHO € JIeKa TOj CE YIITe MOXKe
Jla ce CeTH Ha OHA IITO My OmiIo kakaHo. Ce YMHU JIeKa
0/I0MBAFbETO HA CEHKUTE Jla Pa3roBapaaT CO PETKUTE
MIOCETUTETHN OJT HA/IBOPEIIHUOT CBET HE € MOC/IeTNIa Ha
BHCTHHCKA aMHe3Hja, TYKy caMo BellITa hu3MaMa Cco Koja
MPTBUTE T TEPAAT OCETUTETUTE J]a TY HaXpaHaT.

Tue camuTe He MOXKAT /Ja ce HaxpaHaT; PEYUCU Ce
HeBUIUBY (Osieu, HejacHU, HEOBOJIHU); U JIUIIEHH
ce ox morup. Oaucej TaKu MOPaJyd HEMOXKHOCTA /A ja
IIperpHe cBojaTa Majka Koja My ja o0jacHyBa cocrojbara
BO KOja ce Haora jyiraTa Ha MPTBHOT ,JiebJiee Kako /ia

principle. Rainer Maria Rilke seems to espouse this view
in his poem ‘Orpheus, Eurydice, Hermes’: when Hermes
says sadly to Eurydice “He turned back” (by turning
back to make sure Eurydice’s dead soul is following him,
Orpheus lost the chance of returning her to the world of
the living), Eurydice simply answers “Who?”.

Homer, however, is not so definitive. The emphasis on
Lethe and forgetfulness — which could, according to Or-
phic sources, be countered by the ones who knew — is
not fully operative in the episode with Odysseus’ visit to
Erebus. The dead souls Odysseus meets remember their
own stories and are able to appreciate the news he can
give them. True, they need to drink the blood of a black
ram and a black ewe in order to acquire the measure of
vitality that will allow them to talk to Odysseus. If Odys-
seus wants to communicate with the shade of his dead
mother, he should allow her access to the blood, the
prophet Teiresias tells him. And yet, Teiresias recog-
nizes Odysseus even before being allowed to partake of
the blood. So does Ajax who sullenly refuses to taste the
blood because he is still angry with things which Odys-
seus did to him in his lifetime. We see Achilles’ soul stroll
away happily through the fields of asphodel after he
hears good news about his son: clearly, he can keep the
memory of what he has been told. It is as if the shades’
refusing to speak to the rare visitors from outside is not
the result of real amnesia but just a ruse to make them
feed them.

They cannot feed themselves; they are next to invisible
(pale, indistinct, insubstantial); and they are deprived
of touch. Odysseus is grieved by the impossibility of
embracing his mother who gives him a briefing on the
condition of the dead person’s soul “flitting away as if it

161



162

Miglena Nikolchina Questions of Immortality in a Fragment by Sappho

e coH“. BakBHOT HeBKyceH, 6e300eH 1 OelleH Ha4YuH Ha
IIOCTOEE € JIOBOJHO Mu3epeH. Hema coMHexX aeka
,XEJICHCKUOT CBET Ha MPTBUTE HE € MEeCTO Ha KOEIITO
ce O/IBMBA HEKAKOB ‘3ajirpobeH KuBOT.“> OCBeH IO
HEroBaTa IeTUIa, AXUJIE] € YIITe IO3HAT U II0 OHA IITO
My To Kakas Ha Opucej: feka e 1mogo0po /ia cu ciryra
BO KyKaTa Ha CHPOMAaBHOT, HO JKHB, OTKOJIKY KpaJ BO
kpasictBoTo Ha mMpTtBUTe. Cado mosOUBHO 3abesexyBa
JIeKa akKo CMpTTa He Oele 3710, TOramr OOTOBUTE OU
n3bpaste s1a ce MmptBH. (F 201)

Cemak, mocTOjaT OJIpEAEHU PABJIMKH BO IOJI3EMHHOT
ceer. Onucej Toa Habp30 ro 3abenexxyBa. EnHu ce kas-
HETH, IPYTH ce IPUBWIErHpaHu. XepakJje BOOIIIITO 1 He
e Tamy! Bo mekosioT, mocTou camMo HaJIMK Ha HaroBara
CEHKa, TOj € BCYIIHOCT rOpe 3aeJHO CO OJUMIIHCKUTE
6oroBu. McTo Taka, TaMy Ce U CJIABHUTE JKEHU - OHUE KOU
ce cakaHH 07 OOTOBUTE U KOU T POJUJIE CBOUTE CJIABHHU
cuHOoBH. O/1Hicej € 0cOOEHO JbYOOITUTEH /1A T'H Uye HUBHUTE
npukazHu. Eimcej, eqHO coceM pasyiMuHO 3aArpoOHO
MECTO Ha cpeka ¥ U300MJTHe, ce CIIOMeHyBa HaceKaie HU3
IecHaTa Kako MeCTO KaJie o/1aT cpekHunuTe. Vcro Taka,
C€ YIIITe IIOCTOH U CIIOPHOTO Ipalllahe 3a IOYETOIUTE HA
TPEH/I0T HA MUCTEPHH BO KOU HA yIIATEHUTE UM Ce BETYBa
CpEeKeH KHBOT 10 CMPTTa ¥ MOXKHOCT 32 peMHKapHAIyja.
HayuHwuiiute cMeraar /ieka UCTUTE MOXKE J1a ce HajaaT
JIyPH JI0 CEIMHOT | IIECTHOT BeK II.H.€., BO BPEMETO Ha
Cado. Ce cmera aeka 3anagHuoT Oper Ha Masa Asuja,
HajOIMCKUOT cocest Ha JIe30oc, 61t IeHTap o1 Kajie buie
3ayHATH BakBUTE HeH. Bo ofpesieHu cay4yau, BpcKaTa
nmomery moeswjatra Ha Cado u opdpusmor (ce BesH
Jleka ryiaBata Ha Opdej Omia mpeHeceHa MpeKy Mope
Ha Jleszboc) ce 3eMa 3apaBo 3a rotroBo.’ KomHexor Ha
Cado 3a staHUTE BOIM IIOKPUEHH CO JIOTOCOBHU I[BETOBH
Ha nekosiHaTa peka AxepoH (F 95) jacHo e moBp3aH co
pa3ovapyBameTo Off KUBOTOT KOJIITO TH IPUKAXKYBa
TpeJieJTuTe Ha MOA3EMHHUOT CBET KAKO 3eMja Ha JKeJIOH.

were a dream”. This tasteless, colourless, flimsy manner
of being is dismal enough. There is no doubt that “[...]
the Hellenic world of the dead is not a site at which any
sort of an ‘after-life’ is taking place.” Apart from his
heel, Achilles is probably best remembered for telling
Odysseus that it is better to be a servant in a poor man’s
house but alive, rather than a king in the kingdom of the
dead. Sappho’s wry comment is that if death were not an
evil, the gods would choose to die. (F 201)

And yet, some manner of distinction does remain in
the netherworld. Odysseus is quick to notice it. Some
are punished, others are privileged. Heracles is, in fact,
not there at all! In hell, there is just the semblance of his
shade; he is actually up there, with the Olympian gods.
And there are also the famous women — those whom the
gods loved and who gave birth to famous sons. Odys-
seus is especially curious to hear their stories. Elysium,
a very different afterlife realm of bliss and plenty, is
mentioned elsewhere in the poem as the place for the
lucky ones. There is, too, the still disputed issue of the
precise beginnings of mystery trends that would promise
to their adepts a happy life after death and the prospect
of reincarnation. Some researchers believe they can be
pushed back to the 7"/6™ century, to Sappho’s times. It
is believed, moreover, that the Western coasts of Asia
Minor, Lesbos’s closest neighbour, were the centre from
which such ideas emanated. In certain cases the link be-
tween Sappho’s poetry and Orphism (Orpheus’s head is
said to have been carried by the sea to Lesbos) is taken
for granted.® Sappho’s longing for the cool waters of the
lotus-covered hell river Acheron (F 95) is explicitly con-
nected to her chagrin with life that opens the landscapes
of the netherworld as a country of desire. Her hope that
having a share in the roses might make one eminent in
hell should be read literally.
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Hej3uHaTa Haziexx JieKa yZeJoT BO PO3UTe MOXKeOu ke
1 00e30e1 UCTAaKHATO MECTO BO IEKOJIOT Tpeba jia ce
chaTu OYKBaTHO.

3anoMHaTK 3aceKorau

XOMepOBHOT YOBEK UMAJI €JHA MOKHOCT Jia TpuyMdupa
HaJl CBOjaTa CMPTHOCT: Jila Oujie 3alraMeTeH II0 cBOjaTa
OpPHUJIMjaHTHOCT WJIM, YIITEe I0A00pO, Ja 3aruHe BO
6utka. Ho, 3a na Ouzem 3armoMHar, noTpebHo e A0ToJI-
HUTEJTHO CPEJICTBO, OJTHOCHO, CAMHUOT WHCTPYMEHT Ha
IIOMHEMe: I0eTOT. Taka, XepojoT € ABOJjHO 3acUJIeH:
TOj He IIOCTOW 0Oe3 IOEeTOT, TOj € Xepoj-co-moeT. BakBo
JIBOJHO 3aCHJTyBambe € MMpuKakaHo Bo Oduceja, Kajie ciie-
ot mmoet JleMOJI0K ce TojaByBa Ha roszbara Ja Iee 3a
Opyucej, KOj MaK e MPUCYTEH Ha ro30aTa W CIIyIa Kako
ce BocIrieBaaT Heropurte jiesia. Toram Opyicej Besu JieKa
JleMOIOK € ,Haj CuUTe CMPTHHIU® 3apajii HeromaTa
WHTUMHOCT cO My3utTe. Taka Bo3aursar, Ha JlemMozok
My e moTpeOHa Taa MOTBPJA OJ HETOBUOT XepOj, UCTO
KaKo IIITO My € Ba)KHO XEePOjOT Jia OTCede O CBOETO
Iapue MecO W JiJa My ro IOHYAU. XepPOojoT-CO IOETOT €
cuMOUOTCKa dhUrypa: THe jazjat o/ UCTa YUHUja U TU CII0-
JleJlyBaaT WCTHUTE Jiejia, HO Kaj XOMep, XepojoT € TOj KOj
cHab/ryBa XpaHa U T'Ml UI3BeJIyBa Jiejiarta.

Cado nomHaky ro 3aMuCIyBa OBOj Ma)KECTBEH HaT JI0
OGecMpTHOCTa M TOA TO IMPABU CO €7IeH y/Aap: ro ocaobo-
JTyBa MIOETOT O XepojoT. OBa ce YUHU IMOJIECHO OJ[OIITO
HaBucTuHA e. {mnemure Bo F 16 ja wiyctpupaaTr oBaa
TelIKoTHhja: Bo oBOj dparmeHT Cado TBpAM feKa Jpy-
’KMHA KOWaHUIIH, Telainja Wik 6pomoBu (HemTa Io-
Bp3aHU CO BOjHA COTJIACHO CO XOMEDPOBCKHOT IIPHCTAM)
ce HajyOaBUTE HEINTAa CIOpEZ, HEKOU Jyfe, Jofieka Taa
cMeTa Jieka Hajy0aBOTO HEIITO € OHA IIITO YOBEK T'0 IToca-
KyBa. HeKOJIKy JieTai Th MaJdea TOJIKyBauUTe HA OBHE
ctuxoBu: 3o1mTo Cado 61 v crioMeHyBasia HEIIPH jaTesl-

Remembered Hereafter

Homer’s man had one chance to triumph over his
mortality: being remembered for his excellence and,
preferably, death in battle. Being remembered, however,
requires yet another figure, the instrument of memory
per se: the poet. The hero is hence necessarily redoubled:
he cannot be without the poet; he is a hero-cum-poet.
This redoubling is staged in The Odyssey where the
blind poet Demodok appears at the banquet to sing of
Odysseus who is actually present there and listens to
the glorification of his own deeds. Odysseus then says
he places Demodok “above all mortals” because of his
intimacy with the muses. Exalted as he is, Demodok
needs this confirmation from his hero as well as the meat
that the hero cuts from his own portion to feed him. The
hero-cum-poet is a symbiotic figure; they eat from the
same plate and share the same deeds, but, with Homer,
it is the hero who provides the food and the deeds.

Sappho re-conceptualizes this virile road to immortality
by what seems to be a single stroke: she emancipates
the poet from the hero. This may seem easier than it
actually is. The confusions around F 16 illustrate the
difficulty: in this fragment Sappho claims that some
say a host of horsemen, or infantry, or ships (all items
of war in the Homeric vein) are the most beautiful thing
but she says it is the thing one desires. Commentators
struggled with a number of details in this statement:
why would Sappho mention enemy Lydian chariots as
something someone would like to see as much as she
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CKHTE JIUJUjCKU KOYMH KaKO HEIIITO IITO HEKOj Ou Toca-
KyBaJI /Ia TO BHIU UCTO KOJIKY IIITO Taa MOCAKyBa /ia ja
BUM ybaBaTta AHakTopuja? Moskuo yin e Cado ga ro
BocneBasia npebernyBameTo Ha Enena co [Tapuc 6e3 nes-
3ypa? HecoMHEHO € MOKHO IIITOM HajybaBOTO € OHA IIITO
YOBEK I'0 [TOCAKYBa, a HajyDaBOTO € UCTOBPEMEHO U Haj-
JI00po: oBze Tpeba Jla HallOMeHeMe JieKa IojaBaTa Ha
ABTODUTATHUBHUOT 32 TOA BPEME TPYKH KOHIIEMNT
KoAOKGyo®i0, OTHOCHO IOHMCTOBETYBAIbETO Ha y0ABOTO
co mobpoTo, UCTO Taka U ce mpunuirysa Ha Cado. (F 50)

Axo0 Hajy0aBOTO HEIIITO € OHA IIITO YOBEK 'O IMOCAKYyBa,
TOTAIll €JHA MOKeOU IMOcaKyBaaT BOjHA, a APYTH IIOCA-
KyBaaT Jby00B. Co3/1aBameTO BpEAHOCT O] JbyOOBTA €
CYIITUHCKA HOBOCT BO TPUYKHOT cBeT.” E¢eKToT o7 0BOj
IIpUCTal e MPUKaXkaH BO IecHaTa Kajie Eyena yasa co-
ceMa MHAKBO BHUyBaibe Ha TpojaHcKaTa BojHa: Taa, Koja
ce cMeTa 3a HajyDABOTO HEIITO HA CBETOT, HE € TOBEKe
IMMOH Ha OCBOjyBaYKHTE BOjCKH; Taa OCTaBa CE 3a OHA
mTO ilaa 20 tiocakyea. Ejena e Taa koja medbuHupa
TO € HajybaBo IPEKy CBOUTE COIICTBEHU KeJIOH, Taa
CTaHyBa IIpeAMeT Ha »keJiba. JlomaBajku ja JjbyO0OBTa KOH
BOjHaTa Kako ,HajybaBo“ Herrro, Cado oTBOpa mpocTop
3a JKEHCKaTa Cy0jeKTUBHOCT U ja UCIUIIIyBa IPUKa3HATA
3a xepoute u butkute o Maujada npeky cBojata GypHa
IIPHKa3Ha 32 OJIpEKyBaIbE OJ1 C€ BO UMe Ha JbyDOBTA.

Waxko oBOj oTer e BUCTHHCKA HOBOCT, Cado mpoi0KyBa
nmoHaramy. Bo cBojaTa MoOIlTHe MHTepecHA aHaIW3a Ha
oBaa mecHa Ileji /Tubya (Page duBois) mocouyBa sieka
Cado bGapa oaroBop Ha IpallameTo MITO € ybaBo ca-
MOTO 1O cebe? OAroBOpOT € elleH BUJ JedUHUITjA
- Hajy0aBOTO € OHa IIITO YOBEK ro mocakysa. ,Cado ce
CTPEMU KOH aHAJIUTHYKH ja3UK, KOH TOUMOT 3a JiepUH-
unyja [...] BakBata Hej3nHA ClIOCOOHOCT BPEMEHCKU Ce
coBIIara co U3yMOT Ha KOBAHUTE MOHETH BO UCTOYHOTO
Cpenosemje, Bo OJIMCKOTO KpasicTBo JIuauwja, uekop Ha

herself would like to see the beautiful Anactoria? Could
it be that Sappho spoke of Helen’s elopement with Paris
without censure? Well, clearly she could if whatever one
desires is the most beautiful and the most beautiful is
also the best: we should note here in passing that the
invention of the magisterial Greek concept of kohokdryad1
o, the coincidence of the beautiful and the good, is also
attributed to Sappho. (F 50)

If the most beautiful thing is whatever one desires, then
some may desire war, and some may desire love. Creating
a value out of love marks a fundamental novelty in the
Greek world.” Its immediate effect is demonstrated in
the poem where Helen provides a totally new perspective
on the Trojan war: she, who is considered to be the
most beautiful thing on earth, is no longer the pawn of
contending armies but the one who forsakes everything
for what she desires. Helen becomes the one who defines
the most beautiful thing through her own desire; she
becomes the subject of desire. By adding love to war as
a possible “most beautiful” thing, Sappho clears space
for female subjectivity and overwrites the Iliad story of
heroes and battles with her own tempestuous story of
renouncing everything for love.

Groundbreaking as this move is, Sappho’s does not stop
here. In a compelling analysis of this poem Page duBois
points out that Sappho wants to answer the question
what is the most beautiful per se? The answer is a type of
definition — the most beautiful is whatever one desires.
“Sappho is progressing toward analytical language,
toward the notion of definition [...] Her ability to do
so coincides in time with the invention in the eastern
Mediterranean, in nearby Lydia, of coined money, a step
which Aristotle sees as enabling abstract thought....”® To
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KOj ApHCTOTEN IJlefla KaKo Ha OCTBapyBale Ha €JlHA
ancrpaktHa uzeja...“® Co apyru 36oposu, Cado He
ja 3amMeHyBa BOjHATa cO JbyOOBTa HHUTY IIaK ja JoAaBa
Jpy0OBTa KOH BOjHATa KakKo yIITe €JHO yOAaBO HEIITO.
Kako moeTeca Taa He TO 3aMeHyBa XEPOjOT CO JbYyOEHHOT
BO JIyXOT Ha CUMOMOTCKUOT IPHUCTAIl OIMHUIIAH IOTOPE.
Toa Ke ce CJlydd BO MOJOITHEIKHUTE MEPUOIU - CEKAKO
He Ha HAaWBeH TYKy Ha CEHTUMEHTAJIEH HAYMH, [IOMAJIKY
WU TIOBeKe 0e3BOJTHO/ 01 3J1a BOJIja/0/1 HEMYKAET.

Cado e zamHTepecupaHa u mpaBu Apyr udekop. OHa
IITO YOBEK IO IIOCAKyBa € TOa IITO YOBEK IO IMOMHH
- BO HEJ3MHHOT cjIy4yaj Toa € AHaktopwja koja Cado
IoBeKe I0CaKyBa Jia ja BUAU OTKOJIKY ,, TBOUTE/BaIIuTe"
sunujcku kounu. OHA MITO YOBEK I'O IIOMHH € TOa IITO
yoBeK ro mee. ,,OBa“ e BCYIIHOCT IPa3HO CaMOTO IO
cebe. Mozke /1a TO TIPETCTaByBa XEPOjOT WJIU JbYOEHUOT
- camoTo 10 cebe Toa e oTBOpeHO. Toa IITO TO YUHHU
Jla bujie e JbyOemeTo - MocaKyBameTo. MeHyBajku To
HaTJIaCOKOT Ha OHAa IIITO YOBEK To mocakyBa, Cado ro
IIpeHeCcyBa Ha MOETOT KOj ITOCaKyBa, ce CeKaBa U IIee.

Yectronatu ce TBpAU JieKa oHa 3a koemTo Cado mee He
e Jby0OBTa, TYKy (DU3HOJIOTHjaTa U CETHIHOTO 3aJI0BOJI-
ctB0.’ Cemak ce YMHU Jieka oAToBopoT 11To Cado ro 6apa
He e arcosiyTHara Jby00oB. HekosiKky BEKOBH IOJIOIHA,
cBemrennukara Jluoruma Bo Ilinaronosara I'o3ba ke
Ka’Ke JIEKa OHA IITO IO IT0CaKyBaMe fiogeKe 0T €THO WJIH
JIpyTO yOaBO HEIITO €, BCYIITHOCT, 6ECMPTHOCTA.

Cera moskeMe J1a ce HaBpaTuMe Ha po3uTte oj [Tuepuja.
Bunejku CekaBameTo, MajkaTa Ha My3HUTE, € IIOETOBHOT
yzei. Jla ce mma yzies1 BO Kou OUI0 PO3H He € TapaHIuja
3a ga ce bune 3anomuet. [ToTouHO, He ce mozapaszbupa
Jla ce ©UMa y/ieJl BO po3uTe Ha ApposuTa, OHHE BO KOU ce
BOCITeBaaT O0JIKaTa U 3a70BOJICTBATA OJ1 JbyOOBTA, HAKO
noe3ujata Ha Cado MocTojaHo ' CIIOMEHYBa 08ue po3ul.

put it differently, Sappho does not simply replace war
with love or add love to war as yet another most beautiful
thing. As a poet she does not, consequently, replace the
hero with the beloved in the symbiotic vein described
above. Later ages will do it — of course, not naively but
sentimentally, in a more or less mauvais fois.

Sappho is interested in a further move. Whatever one
desires is whatever one remembers — in this case, it is
Anactoria whom Sappho would see rather than “your”
Lydian chariots. Whatever one remembers is whatever
one sings. This “whatever” is empty in itself. It can be
filled by the hero or by the beloved — in itself, it is open.
It is the loving — the desiring — that makes it. By shifting
the emphasis onto whatever one desires, Sappho
displaces it onto the poet who desires, remembers, and
sings.

It has often been claimed that it is not yet love, the thing
that Sappho sings, that it is just physiology and sensuous
pleasure.’ The answer is that, perhaps, it is not ultimate-
ly love that Sappho is after. Centuries later, a priestess,
Diotima, will appear in Plato’s Symposium to assert that
whatever we desire beyond this or that beautiful thing is
immortality.

Now we can go back to the roses of Pieria. For memory,
mother of the muses, is the poet’s share. It is not the
having a share in just any roses that guarantees being
remembered. More specifically, it is not the having a
share in the roses of Aphrodite, of the pains and pleasures
of love, although Sappho’s poetry refers constantly
to these roses. It is the having a share in those roses,

165



©
Lol

_166 |

9

Miglena Nikolchina Questions of Immortality in a Fragment by Sappho

Tpeba sa ce mma yzies1 Bo oHue posu, of [Tuepwuja, co 1mro
UM Ce OBO3MOJKyBa Ha JIyreTo Ja OujaT 3amaMeTeHH
3acexoeaw. Cado ja KOpHCTHM cCBOjaTa MO3UIHja HA
’KeHCKU CyDjeKT Ha kes1ba 3a 1a ro 0cs1000/11 ITOETOT.

Jac Hema pa neXxam MpTea

OBa OTKpUTHE € Ba’KHO, HO HE U 3a JKeHuTe. Jlanu ,sxkeHa-
Ta“ e MOKeOU CMMOOTMYHA PU3HUIIA OJT KA/I€ IIITO ITOTEK-
HyBaaT JIBIDKEUYKHUTE YCUJIOU 32 CEIIPOMEHIUBUTE XOPH-
30HTH Ha 4YoBeukara csioboza? Cado, Bo cekoj ciiyuaj,
O/lN YIIITE €/IeH YeKOp ITOHATaMy, YeKOp KOj O/ eITHO
JIDYTO TJIEJIUINTE € Aypu U moapamaTtuydeH. Ociaobomy-
BajKH ro IMOETOT O] HEroBaTa CHMOM03a CO XEPOjOT, Taa,
HCTO TaKa, ce 00MyBa U J1a ja OTdpJIu TparuyHaTa CTpa-
Ha Ha peIlleHHEeTO 32 YOBEUKaTa CMPTHOCT, BU/IeHA HU3
MIPUMEPOT Ha AXWJIEj KOMY My € IIOMIJIO Jla yMpe MJIaj
U CJIaBeH, OTKOJIKY cTap U HemosHart. Toj mopa na ympe
MJIaJ] aKO CaKa JIa ja 3aCJIy:KU CBOjaTa cjiaBa, EJUHCTBEH-
HOT BUJ] Ha 0ECMPTHOCT /I03BOJIEHA HA JIYT'€TO - XEPOjOT €
cekorail MPTOB XepOoj; XepojckaTa yOaBHHA € OJIUIIET-
BOpeHAa BO yOABUOT TPYII.

CamoTO 3aMeHyBame Ha BOjHATA €O JbyOOB HE MOXKe J1a
ja mpodmcTH OBaa TparuyHa JIBOCMUCJIEHOCT: JbyOOBTa
e cernak bapeM MaJIKy ,,lOPYWINBO-CJIaTKa , 30yHyBayKa,
MOHCTPYO3Ha ¥ KPajHO TParu4Ha, UCTO KAaKO U BJIOTOT
Ha XepOjoT.

ITocraByBajku ja GecMpTHOCTA IOJ] 3HAKOT HA MYy3HUTE
HaMmecTo JbyOOBTa, Cado ce obuayBa na ja usberse
JIBOCcMUCJIeHocTa. Tarata He TOCTOM TaMy KaJie IIITO Ipe-
ouBaat my3ure. (F 150) Ako My3uTe Te MUIyBaaT - U aKO
TH CaKalll /ia TH ce 6JIaTOHAKJIOHETH - Torall Tpeba /1a Th
n30erHyBalll CTpaJlambaTa.

the ones from Pieria, that will make people remember
you hereafter. Sappho utilizes her position as a female
subject of desire in order to emancipate the poet.

I will not Lie Dead

This discovery will stand, although not for women.
Could “woman” be the symbolic reservoir propelling
the struggles for the always shifting horizons of human
freedom? Sappho, in any case, goes yet another step
further, a step which is, from a certain point of view,
even more dramatic. While emancipating the poet from
his symbiosis with the hero, she tries, also, to reject
the tragic aspect of the solution to human mortality,
exemplified by Achilles’ choice to die young and famous
rather than old but unknown. He has to die young if he
wants to earn glory, the only type of immortality allowed
to humans — the hero is a dead hero; heroic beauty is
epitomized by the beautiful corpse.

The mere replacement of war with love cannot purge
this tragic ambiguity: love, after all, is at least as “bitter-
sweet”, ambiguous, monstrous, and ultimately tragic, as
the wager of the hero.

By placing immortality under the sign of the muses
rather than love, Sappho tries to do away with ambiguity.
Sorrow is out of place where the muses dwell. (F 150) If
the muses favour you — and if you want to be favoured by
them — you should stay clear of misery.
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OBa e TelKo U HEBO3MOKHO MPABUJIO - Ta AYPH U 3a
Cado. Ce ynnu nmeka [IuHAAp rO MOYUTYBAJ CO CeTa
BesimueHcTBeHOCT; Xesmepaud (Holderlin) mosyme o
HeroBaTa 0JI€CKaBOCT, y/IPEH OJT MOJIEha. ,,/KaJIoCHO aKo
MOETO CpIle KpBaBU caMopaHeTo.“ be3 xepojoT, HeroBara
JIBOCMHCJIEHa cyba OCTaHyBa CO OHHME KOH ja »KHUBear
CBOjaTa CMPT HU3 ITHUIIYBAETO.

IIpeBox ox anrncky jasuk: AHacrasuja Kupkosa

benewku:

1. Anne Carson, If Not,Winter: Fragments of Sappho, (New
York: Alfred A. Knopf, 2002), 368. JIokosky 6e3umeHaTa
’K€Ha BCYIIHOCT He € UHu(epeHTHA KOH My3UTe, MOKHO
€ /1a ce TOCTaBaT coceMa APYTH Mpallama O OHHE KOU TH
mocouyyBaM oBzie. Busu ja mojata Matricide in Language:
Writing Theory in Kristeva and Woolf, (New York: Other
Press, 2004).

2. Pedepennure Ha TekcroBuTe Ha Cado ce 6azupanu Ha Ed-
gar Lobel et Deys Page, Poetarium Lesborium Fragmenta,
(Oxford: Clarendon Press, 1955); u David A. Campbell,
Greek Lyric. Vol. 1 Sappho, Alcaeus. The Loeb Classical
Library. (Cambridge, Massachusetts: Harvard University
Press, 1982).

3. Cf. Katepuna KosozoBa, Xeaenuilie u cmpitita, (Ckotje:
Kyntypa, 2000), 80.

4. Ibid., 71.
5. Ibid., 13.

6. Cf. T.T. Msakun, Cango. AcnekmuL ucmopuu cemMaHmu-
yeckux mpamvegopmauuii, (HoBocubupck, 1999), 67-68.

Now, this is a difficult, an impossible precept — difficult
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majestically followed it; Hoelderlin went mad under its
light, thunderstruck. “Alas, if my heart bleeds wounded
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Lyric. vol. 1. Sappho, Alcaeus. The Loeb classical library.
(Cambridge, Massachusetts: Harvard University Press,
1982).

3. Cf. Katepuna KosnozoBa, Xeaenume u cmpmma, (Cxotje:
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