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I. LIFE OF GRILLPARZER

Frahz Grillparzer was born in Vienna, on January 15, 1791,
" The beautiful Austrien capital, with its precious tradition of leg-
end, of music and song, impressed him with its spirit. He loved his
" home passionately; the Austrian people were his people, and he knew
them intimately; He‘remained Viennese to ths end of his days, and

a few months before his death he said: "Ich bin kein Deutscher,
sondern ein 6sterreicher, ja ein NordBsterreicher, und vor allenm

ein Wiener."

Grillparzer's parents, like those of Goethe, were widely
digsimilar in character. His father was an advocat, a stern, re-
served figure, very earnest, but with little practical sense. He
paid almost no attention to the education of his four children,
although he encouraged them to read the ghost stories and horror
tales of which he was morbidly fonds From him Franz inherited his
serious and upright nature and his ceritical faculty of minde

The poet's mother was a member of the poted Sonnleithner
Vfamily. Her father's home was a rendezevous for all the musiciang
of Vienna, and Haydn and Mozart were honored guests there. In such
A household‘it was not to be wondered at, that all the children

should develop a2 passionate love of musice

Grillparzer received from his mother this musical talent, V////

ang artistic temperaments He was given piano lessons but wasg never

satisfied with his own interpretationss He felt restrained by rules,

and longed for free artistic expression.
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Unfortunately for her children, Marianne Grillparzer
transmitted to them the darker side of her character also -- 2
brooding melancholy which in her own casevended tragically in
suicide. Franz alone of the four brothers struggled successfully
against this common morbid tendency. The others all went down
before it. Karl became a soldier, and later received a position
in the customs. For some reason, he accused himself of murder,
and it was only with great difficulty that he was rescued by
Franz from the consequences of his act. - He remained dependent
on his brother for the rest of his life. Kamillo held a sub-
ordinate clerk's position in the gdvernment, but was never suc-
cessful. Adolf committed suicide in 1817, at the age of seven-
teen.

During Grillparzer's early youth the family lived in
a large house in the old part of Vienna. The father took little
interest in social life, and preferred to live in retirement.
The poet spent his childhood in this gloomy old house with huge
dark rooms which his lively imagination peopled with all manner
of ghosts, goblins, and robbers.

The elder Grillparzer was opposed to.public gchools,
and the boys were put under a private tutor, from whom they
learned practically nothing. As their father paid no attehtion
to them, they grew up under very lax discipline, a state of
affairs which continued until it was time for Franz to take the
examination for the Gymnasium. Then there was a rude awakening,

and an immediate change. Another tutor was engaged, and by dint



of much serious application’Franz was admitted, in 1801, to the
St. Anna Gymnasium in Viennsa.

Here he remained for three ysars, but was a most un-
satisfactory student. He had no interest whatever in his stud-
ies, and spent the greater part of his time reading history,
especially the lives of the saints, in whose sufferings and
mertyrdom he took a deep, and somewhat morbid interest.

In 1804 Grillparzer loft the Gymnasium and entored
upon & course in literature and'philasophy at the University
of Vienna. He was no better in his studies than before and
‘the chief importance of this part of hie life lies in the
friendships which he made. He aﬁd two other young students,
Ignas Joseph Maillar and Georg Altﬁutter, fermed a 'Society
for Mutual Culture' which met once a week. Political and rel-
igious topics were banned, but they discussed art and liter-

ature with great warmth and enthusiasm. Grillparzer had al-

ready formulated plans for his first play "Blanka von Kastilien."

He now completed the tragedy and attempted to get it published,
but it was refused.

At the wish of his father the young poet now began
the study of law. Here again he had no interest in his courss,
but forced himself to concentrate upon it, in accordance with
the desire of his father, who, at this time, was very ill.

The condition of the elder Grillparzer soon became
very serious. He was desply moved by the chaotic war period
of 1809. The entrance of the French into Vienna, and the Peace

of Pressburg were the events which hastened his death., He died
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on November 10, 1809, leaving his widow and four childrea almost
penniless. On Frénz fell the burden of providing for the family.
He managed by tutoring to earn enough to keep them, and also 4o
scrape together the necessary money to finish his law courses

In 1813 he entered the household of the Count von
Seillern as private tutor to the count's nephews The old noble~
man was coarse and unintellectual, and Grillparzer found his work
very uncongenial, bui he managed to read a great deal, in secret,
from the count's extensive library. It was here that he received .
his first introduction to English literature.

In the spring of the following year Grillparzer became
seriously ill, after a severe cold. The heartless count returned
to town, leaving the poor young man on the estate, under the care
of fhe village physician. For some time his life was despaired of,
but thenks to his strong constitution, he finally recovered and
.returned to Vienna. |

Soon after this he took an unpaid position in the court
library, where he spent his days in devouring the works of the
ancient Greek dramatists, and also became interested in Spanish
literature. He translated Calderon's "La Vida es Sueho” (Life is
a Dream,) and through this made a friendship which was to be of
great importance in his life. Hebenstreit, the editor of the
"Modezeitung" saw Grillparzer's translation, and thought it so
excellent that he published it side by side with a similar trans-
lation by the critic and dramaturgist Schfeyvogel-- to the ob-
l,vious detriment of the latter. Schreyvogel, who was acquainted

~with the Grillparzer family, was at first very angry, thinking
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the young peet had purposely tried to embarrass him. Later,
when he discovered the truth of the matter, he took a great
interest in Grillparzer, and became one of his most intimate
friends.

Schreyvogel encouraged Grillparzer in the writing
of his first important play "Die Ahnfrau.” Grillperzer had
told the noted critic of his somewhat vague and fantastic
plans for this trégedy. Schreyvogel saw great promise in
them, and insisted that Grillparzer write his play immed-
iately. The first version was strongly romantic in style.
It isbthe story of the ruin of a house due to the sin of thev
ancestress. She is doomed to watch the members of the family
perish, one by one, and is powerless to avert their fate.
Sdhreyvogel suggested changes in the play which made it pract-
jcally a Fate Tragedy (1), although Grillparzer denied even
its resemblance to that form of drama. It was largely because
of his annoyance at this designation that he decided on the
clagsical story of Sappho for the theme of his next play. He
wanted a subject entirély different from that of "Die Ahnfrau.”

“Sappho" was first performed April 12, 1818. It

created a great éensation, and Grillparzer was offered a pos-
ition in the government service, on the condition that‘all his
futurevdramas were to go to the Burg theater.

He had begun to prepare the plot of his "Medea" trag-

edy, when the suicide of his mother, January 24, 1819, shocked

(1) Fate Tragedy:- a type of play belonging to the Romantic
Schools A further discussion of this dramatic form will be

found in the discussion of the origin of the play "Sappho."
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him beyond measure., He was crushed by this tragedy, and
decided to make a journey to Italy, in order to recover frod
the effeets of his loss. He applied for a passport, but as
this was delayed he started off without it, and through the
efforts of a friend he managed to join the suite of the Emp-
ress, who was making the same journey. The young man with
whom Grillparzer was travellin% becams ill in Naples, and the
poet remained with him until he recovered, thereby overstaying
his leave-of-abgsence. For this he was severely criticized by
other workers in his department.

On his return from Italy Grillparzer published a
poem, “Die Ruinen des Campo Vaceino,® deploring the fact that
the symbols of Christianity were to be seen above ths ruins
: pf the ancient Colosseum. This poem was taken as a direct
insult to the Church and to fhe Emperor and a great scandal
ensued. These unhappy experiences following so closely upon
his bereavement were more than enough to offset any good im- <~
prossions which the Italian journey might have made on him.

Grillparzer now_bégan work again on "Das goldense
Vliess.”" He planned a trilogy, and had already written the
first part, "Der Gas} freund," before he left’for Italy. He
soon finished the second and third parts, "Die Argonaﬁ%en,"
and "Medea." In the tragedy he shows the development of
| Medea's characters She belongs to the barbaric country of
C§lchis, and her nature is the exact antithesis of the sunny,
cultured world of Greece, to which Jason belongs. Like "Sap-

pho" it is a tragedy of conflicting natures and forces.
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Medea, like Phaon and Melitta, is a child of nature. She has
been brought up in unrestrained freedom, and chafes against the
fetters of civilized Greek society. Jason is intellectually
her superior. He is.a cultured aristocrat. Their temperaments
and their heritages are entirely dissimilar, and it is this diff-
erence which motivates the tragedy.

The play was first produced in March, 1821, but it was
not a great success at the time, although some later critics con-
gider it his best works

"K8nig Ottokar's Glilck und Ende,” a drama based on the
fall of the king of Bohemia, and the rise of the Hapsburg dynasty,
was completed in 1823, but was not produced until two years later,
on account of unfavorable censorship.

The years dufing which he wrote "KOnig Ottokar” were the
happiest of Grillparzert's life, At an evening party, in 1821, he
met Katherina Frghlich, the youngest of four sisters, a strikingl&
beautiful girl, with whom he fell passionately in love, It is in-
teresting to note that ip almost every one of his plays, Grillpar-
zer depiéts this sudden initial impulse of affection. This was
neither the first nor the only love affair of his life, but it was
by far the deepest. They became engaged, but they were too much
alike in temperament ever to be happy togeﬁher. Both were inten-
gsely individual, and neither would yield. The engagement ﬁas
broken off, but their frisndship continued throﬁghout their lives,
Grillparzer was a welcome guest at the house of the Fr8hlich sis-

ters, and spent many hours in their company.
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In 1826 Grillparzer visited Germany where he met many
of‘the literary celebrities of the tims, including the Roman-
ticists Tieck, Fouqu: and Chamisso. But his goal was Weimar--
and Goethes Grillperzer regarded Goethe with something akin 1o
blind herc-worship, and looked forward to his meeting with the
great author with awe, and no little trepidation. He was in-
vited to an evening entertainment at Goethe's house, and there
he met his idol for the first time. But he was sadly disapp-
ointeds Goethe sesmed to him etiff and ceremonious. He had an
air of cold condescension almost like that of a monarch, ahd
Grillparzer looked in vein for the gifted poet of "Iphigenis"
and "Tasso." |
Their next meetings were no wmore propitious, al-

though Grillparzer found Goethe warm-hesrtsd and friendly. They
discussed "Sappho” and Goethe praised it highly, and encouraged
Grillparzer in his writing. But the younger poet was not at his
ease. He was overawed, and felt that his own works were unime
portant beside those of Goethe, while the latter did not'under-L//
stand the sensitiveness and timidity of Grillparzer's nature.
Thus the viﬁit to Weimar, which, like the Italian journey, might
heve meant so much in Grillparzer's’life, proved unfruitful,
although his regard for Goethe was in no way diminished.

| After his return to Vienna Grillparzer continued to
’produ;; plays, but was constantly vexéd by the arbitrary cen-
sorshi§ of the Metternich regime. Alse his own affairs were

not progressing favorable. He was moved from one minor position
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to eanother without the slightest regard for his wishes, and his
life was embittered by criticism and persecution.

For his hext play Grillparzer éelected a subject more
likely to meet witk the approval of the censor. "Ein tréuer
Diener seines Herrn" was written for the occasion of the coron-
ation of the Queen of Hungary. It was performed on February 28,
1828, and was enthusiastically receiveds

In "Des Meeres und der Liebe Wellen® (1831) Grill-
parzer again turned to classical antiquity for his theme. He
used the old legend of Hero and Leander, with which he had been
familiar for many years. . This drama is perhaps the most beaut-
iful love-tragedy in German, and has besn compared to "Romeo and
Juliet” in English literature.

In 1834 "Der Traum ein Leben" appeared. The idea of
this play probably went back to his early studies of Spanish
literature, and it was no doubt suggested by Calderon's "la
. Vida es Sueno." It was produced with great success, and is
still one of his most popular plays.

Grillparzer visited Paris and London in 1836, and
made the acquaintance of meny of his contemporaries in the 1it-

_ erary worlds After his return, "Weh dem der 1lgt, " his only
comedy, was finished, and produced in 1838, It was a complete
failure, and Grillparzer was so hurt by its reception, that,
during his lifetime, he allowed no more of his plays to be

given to the publics With the exception of the fragment "Esthey,"
his other dramas were not even published until after his death,

These plays are: "Libussa," a fantastic and symbolic legendary
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play; "Ein Bruderzwist in Hapsburg," a historical drama; and
“Die Jdian von Tolede,® a tragedy of illicit lave.

In 1832 Grillparzer was made Direktor of Hofkammer-
archiv, and he retained this position until he was pensioned
in 1856, During this latter part of his life he busied him-
gelf with his later dramas and also undertook a journey to
Greece, and another visit to Germany.

Now he was hailed by Austria as its foremosf poet and
dramatist, and showered with honors. In 1849 he was presented
with the Order of Leopold by Francis Josephl, and in 1861 her
was appointed member of the council of the Empire. But he
could never forgive thé slights and insults which he had receive
ed earlier in life. As hs grew older the melancholy tendency
became stronger and at last he refused to go out in society. In
1849 he moved into the house of the Fr8klich sisters, and they
cared for him until his death in 1872,

One of the most notable traits of Grillparzer‘s char-
acter, and one which‘had a deep influence on a great many of his
literary works, was his intenss vpatriotism. He was essentially
an Austrien aand was definitely opposed to any union between his
couﬁtry aﬁd.Germany. He objected pérticularly to the Prussian
methods of goverument, and protested against the dohineering spirit
of that country, but he understood the weaknesses of Austria, and
recognizeé tha neod for forcefulness and decisive actions

He was almost narrow-minded in his national feeling,
and even declined the offer of a German firm to publish his works,
although by this means his plays would have been given a much

wider circle of readerss
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He was politically a comservative, and was strongly
opposed to any form of revolution. His reaction to the trying
period of 1848 was one of extreme distress, and he went away
for a time, to escape from what seemed to him absolute chaos.
At this time he wrote hig charming short story, "Der arme Spiel-
menn,® in which he expresses his love for the Viennese people,
and his intimate connection with them.

Grillparzer reinstated Austria in its true place in
German literature. Since the time of Walther von der Vogel-
weide, (1) poetry had been practically dead, and had given
place to music, in the lives of the Austrian people. The
dfama had been flourishing at the Burgtheater,.largely be-
cause of the excellence of the actors, but none of the plays
they produced were by Austrian dramatists. All were 'im-
ported' from Germany and foreigh countries.  Grillparzer
gave them plays written by an Austrian, for the Austrian
public, and so great was his genius that his plays have
now éome to be known and admired, not only by his own people;
but by the whole worlds |

Grillparzer belongs to no distinct school of liter-
atures He is in turn romanticist, classicist, and realist.
But in his romanticism he is always a master of form. His
romantic dramas -are free from that looseness of structure

which is a weakness of so many others of that class. In his

(1) walther von der Vogelweide was the greatest of the early
German Minnesingers. He led a roving life, but Austria was

his native land, His literary career began about 1190.
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historical plays he is often idealistic, but his realism is neither
brutal nor stark. It is always veiled in beauty. His classical
tragedies are excellent in form, and style, and because of their
themes, possess an universal appeal. This latier group of plays

is more widely known outside his own country, than are'the others,

a fact which is due, in part, to the familiar legendary subjects,
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II. ORIGIN AND SOURCES OF "SAPPHO"

A, Origin

On July 29,»1817, Grillparzer was walking alone along
the bank of the Danube. At the entrance to the Prater, that fam~ .
ous and beautiful park of Vienna, he encountered a friend, Dr.

Felix Joel. The two began chatting, and the discussion soon turn-
ed to a new opera by the composer Kapellmeister Weigl. Joel asked
Grillparger if he would consent to write the libretto, but the poet
answered he had no appropriate subject in mind. His friend at once
replied that he had already hit on such a theme -- the legend of
the poetess Bappho, "Na=--ist das ein Operntext?" he asked trium=
phantly, but Grillparzer cried in reply, "Eine Traggdie ist'sl?

Joel protestéd; there were too few events, the plot
could not be made dramatiec enough. But Grillparzer had suddenly
seen the possibilities of the subject, and his viewpoint could
not be shaken. The two friends soon parted, Joel returning to the
c¢ity, while Grillparzer strolled farther into the park, alone with
his thoughts, his brain filled with this new plan.

Since the appearance of "Die Almfrau," Grillparzer had been
much annoyed by the eriticisms which that play had célled forth. It
was spoken of as a "Fate Tragedy,?.and indeed it does possess the
essential charaqteristics of that type of playe

The Fate Tragedy was a literary class very popular among
" the Romantic dramatists. All plays of this type have similar thewmes,
and in all, the atmosphere, which is one of horror and ferror, is

built up by means of the same devices. - There is usually a storm
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cloud hovering over the scene, symbolic of the approaching doom.

The night is dark, and the setting of the action is a lonely spot,
Owls hoot dismally, and bats flit eerily about. The tragedy is

often connected with a definite date or place, or with some mater-
ial object, such as a dagger or knife, Unnatural love is a common
theme, and it often brings about the murder of relatives, The char=-
acters seem to feel the overhanging doom, and the element of heredity
is offen connected with this,

It is easily seen with what apparent Jjustice "Die Ahnfrau"
was grouped with these plays. The whole atmosphere of mystery and the
- supernatural, is similar, A fatal dagger plays aﬁa‘important part in
the action.v The young lovers are discovered to be brother and sister.
The hero kills his own father, without being aware of his identity.
The spirit of the ancestress is symbolic of the brooding spirit of
fate, overhanging the characters.

Nevertheless Grillparzer strongly objected to this class-
ification, and contended that he had no such idea of 'fate' in mind
when he wrote the play. For months he searched for a subject for his
next work. He wanted some simple direct theme, which would allow him
tq exhibit his real poetic genius, and show that he was not dependent
on ghosts, robbers, and other sensationalism for the production of a
successful play.

At last he had discovered such a theme. The story of
Sappho was simple in the exireme, and there would be plenty of opp-
ortunity for free imagination.

By the time Grillpafzer returned to his home, late that
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evening, the play had taken shape in his minde.
| The next morning he went to the library and pored over
the fragments of Sappho's poetry. One of the two longer odes
struck him as being particularly appropriate, and he translated
it at once.

On the following day he set to work on the composition
of his tragedy, and applied himself so diligently that it was
completed.in the remarkable short pefiod of three weeké. He later
re?ised it slightly, the most important change being the elabor-
ation of the character Rhamnes, who was called merely "Diener" in
the first version.

The first_performance was given om April 21, 1818, at
the Burgtheater. It was a great success, and the critics were,
on the whole, favorable, with one notable exception. Grillparzer
had sent the original manuscript to ﬁallner, one of the foremost
contemporary critics, who had praised the work, but advised cer-
tain changes. These changes CGrillparzer refused to make, giving
his reason in the matter. Mgllner ﬁas highly incensed at what he
considered a_gross insult, and, in consequence, when the play was

produced, he was scathing in his criticism.

B. Sources

| Grillparzer's main source was, of course, the story of
the encient Greek poetess, Sappho, but so 1ittle is known of the
events of her 1ife, that he was able tp let his poetic imagination

have full reins



According to tradition, Sappho was born in Mitylene,
on the island of Lesbos., She was the greatest of the ancient
poetesses and flourished betweenm 630 and 570 B. C. It is thought
thaf she left Lesbos for'Sicily, on accouﬁt of political turmoil,
but she later returned to Mitylene where she became the centre of
a female coterie, and founded a school of poetry; She was the
author of a large number of poems, but only two complete pieces,
. "To Aﬁhrodite,“ and "To a Maiden," together with some fragments,
have‘come down to us. These display intense feeling, and glow-
ing imagination. The ode "To Aphrodite" was used almost in en-
tifety by Grillparzer in ActI, scene 6, of the play.

The remaining facts of Sappho's life are purely leg-
endary, as is the figure of Phaon, who was known in Greek myth-
ology as a boatman at Mitylene. He is said to have been orig-
inally an ugly old man, but having carried Aphrodite across the
sea without accepting payment, he received from her the gift of
youth and beauty; After this, Sappho fell in love with him and
when he slighted her,Aleaped from the Leucadian rock.

In the later Greek comedies the figure of Sappho was
always a ridiculous one. She was represented as an aged spinster
who pursued Phaon, a young and handsome youth. He spurned her
advances, and in her excess of passion, she leaped from the rock
into the sea. The plunge having effectually cooled her ardor,
she was picked up by a boat, and conveyed unharmed to the shore,

This story was the kernel of the play, but it was so
vague, and above all, so brief, that Grillparzér was able to

make use of other materials and motifs which impressed him.
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Zacharias Wernerts “Wanda" had somé influence on him
at this time, although its similarity to "Das Goldene Vliess" is
more marked,

Another work of more importance in comnection with
%Eappho," is Mme, de Stagl's #"Corinne." Grillparzer had been
strongly impressed by this novel, and had writien his opinion
of it in his "Studien zur franzosischem Literatur." (1816). It
is the story of the poetess Corinne's love for an inferior man,
Lord Nevil. They meel under much the same circumstances as do
Sappho and Phaon. Corinne is riding in {triumph to Rome, where
she is to be crowned poeless of Italy. Just as Sappho drops her
lyre, so she lets fall her %reath, and it is returned to her by
the young man, who is awed by her fame and beautye. She is‘im-
presgsed by his appearance, and feels herself attracted to him.
Both she and Sappho feel the awakening of love at the @oment
when they are at the height of their fame.

Still another work had a tremendous influence on
Grillparzer, and its effect is seen not only in this play, but g | u/
in a great many of his other writings. This was a French work-
“Tglémaque" by Fénelon. While still a boy, Grillparzer had be-
éome acquainted with this pcem through his tutor, G;rtnef, and
laier it became one of his faverite works. The points of sim-
ilarity between it and Sappho are very marked, even the scenery'
end the names of characters showing Fenelon's influence, A

brief sketch of the plot will serve to illustrate its resemblance

to Grillparzer's tragedy.

.
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The goddess Kalypso has been deserted by Odysseus, and
lives on a Beautiful isiand, surrounded by her maidens. Telemachus,
Odysseus® son, comes in search of his father. He has been through
many dangers and iribulations, and is grateful to have reached, at
last, a peaceful spot. Kalypso persuades him to stay, and takes him
fo her grotto in the hiliside, where a feast is prepared in his hounor.
Telemachus does not.feél happy. He is discontented, and longs for his
father. His mood at this time récalls Phaon's melancholy yearning for
his home,

Kalypso falls in love with the young man; but he looks upon
hermﬁith honor and réspect, as a divine being. In one of her maidens,
Eucharis by name, he finds a sympathetic companion. Hucharis is tﬁe
.counterpart of Melitta, a young and innocent maiden in contrast fo the
more mature figure of the heroins.

Kalypso becomes enraged, just as Sappho does, but iikev
'Sappho, she later becomes aware of her own folly. Telemachus escapes
frouw the island on a ship, while Kalypso sadly returns alone to her
grotto.

Grillparzer was not the first dramatist to use the story
of Sappho for the plot of a tragedy. Franz von Kleist's "*Sappho"
appeared about the time of Grillparzer's birth, and exhibits quite a
ﬁumber of the same elements as, the greater work of Grillpérzer. It —
has been suggested (1) that Grillparzer was familiar with this earl-
ier drama. Ae Sauer (2), howeﬁer, denies the fact that Kleist's play
was one of Grillparzer's sources. At any rate, the play of our poet
is, in every way, superior to the earlier work, énd shows a much deeper

artistic sense, as well as finer form and characterization.

Xl) Je Schwering, "Franz Grillparzer's hellenische Trauerspiele,"

Paderborn, 1891, P. 14,

{2) Review of Schwering's book in "Anzeiger fur deutsches Altertum" 19, 308-338.,
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III. Critical Analysis of “Sappho, ™

() Theme and Characters.

In "Die Alnfrau," there is 1ittle or no character develop=-
ment. The play is of the romantic type, and the external action is
important. In "Sappho,” Grillparzer turned to an entirely new field,
that of the psychological drama. A sﬁudy of this play becomes a study
of the psychological development of the three principal characters.

In thg main, the action is internal, and what little external action
there is, takes place as a direct result of the mental changes under-
goneé by the characters.

The main theme of the play is the conflict between art and
life. The true artist can nevef live a normal, soclal life. He musi
always stand aloof, and, as it were, watch life from a distance. It
is when he tries to draw near, and share in the joys and sorrows of
this life that catastrophe inevitably overtakes him,

Griliparzer was by no means the only poet to'recognize this
fact, This same theme in literature can be traced from Goethe, through
Grillparzer, up to the present, where we find it expfessed partiecularly

strongly in the works of Thomas Mann. (1).

Thomas Mann is one of the foremost contemporary novelists of Germany.
In all his works, the important problem is the continuous conflict
of the soul torn between the contemplative world, and thevworld of
actuality. His short story "Tonio KrOger" expresses this conflict

perhaps the best of all his works.




This doctrine of artistic conflict is the subject of
Goethe's play, "Torquato Tasso," with which Grillparzer was fam=
iliar. Hefe, too, we seé theisame conflict, between the two views
of life, the two natures, so diametrically opposed. On the one
hand we h%ve Tasso, the great Italian poet, a man above the world,
lost in his own creations. On the other hand is Antonio, the strong,
vigorous, efficient man of the world. Tasso feels that he has lost
touch with 1ife, and seeks to establish contact with it, throﬁgh love.
But he succumbs in this encounter with real life, and returns, chast«
ened by the experience, to his poetrye.

There 1s no tragic catastrophe in this play, as.there is in
"Sappho," and it is possible that this is at least one reason for the
storm of crificism aroused by Bappho's suicide. But {the development
of the problem is entirely different in the fwo plays. Sappho is over-
whelmed almost immediately, while Tasso discovers his folly only after
a 1ong.series 6f minor clashes with life. Also there is'a difference .
in the natures of thé chief characters. Sappho is a woman, highly
strung, and extremely sensitive. She feels keenly the slight put upon
her, and at the same time she is under a strong emotional strain. The
events of this one day are too much for her. .Hér deeply sensitive,
and passionately emotional nature is shaken by this blow. For her
there is no retreat; she finés peace only in death.

Tasso is also a sensitive nature, but he is a man; therein
lies the great difference between the two characters. He is not so
ewotionaslly tense as Sappho, and his catastrophe therefore, is not so

devastating. He can return to his poetic world, broadened by life's

experience.
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Grillparzer constructedbhis play around the figure of
Sappho. She is the nwcleus of the action, and her character is
finely drawn, and beautifully interpreted. Grillparzér knew welll
~ how to do this, as he himself was of the same type-=-the artist who
longs to taste the delights of this wundane existance, along with
the raptures of a higher sphere.

The Lesbian poetess haé long been idolized by tﬁe peoplé
of Greece. From Phaon we learn with what reverence, and even ador-

ation, she is looked upon by everyone. She is almost a divine fig-

ure, a goddess. But she is also a woman, an intensely human and

passionate woman, who feels that there must be more to life than
what she experiences on the lofty heights of posetry. There cowes
a time when mere respect, and awed worship are not enoughe Sappho
is anxious for love. She realizes ithat youth is slipping from her,
and feels that she has never really lived. She has always been
above her fellow-men; now she longs for companibnship and love,.
She wants to leave the lonely mountain tops of art, and descend
into the warm, sunny valleys of life.
Racked by such a mood of longing and discontent, she meets.

Phaon. She is at once attracted to him, although he is wmuch younger

than she is, and also is her inferior intellectually, and spiritually.
She endows him with all those virtues which he does not, in reality,
possess; she loves what she thinks he ié.' She blinds herself to his

shortcomings, and in her passionate longing to be loved, she forces

herself to believe in his affection for her.
Through her union with Phaan, Sappho seeks to bridge the

gulf between poetry and life. She cries:=



-Lass uns denn irachien, mein geliebier Freund,
L .

Uns beider Krénze um die Stirn zu flechten,

Das Leben aus der Kunste Teumelkelch,

Die Kunst zu schlurfen aus der Hand des Lebens." (1).

She attempts this in vain. Through her search for earthly happ-
iness, she falls to ruin. She sees her mistake too late, and can

only lament her follye.

it B
Der Menschen und der Uberird'schen Los,
#
Es mischt sich nimmer in demselben Bechere.
Von beiden Welten e i n e musst du wghlen,

Hast du gewahlt, dann ist kein Ruckiritt mehr;" (2).

At first, indignaticn is her only emotion. She is fur-
ious at Phaon for his slight, in preferring Melitta to herself;
she is wounded by Melitta's seeming ingratitude for past kindness;
and she is angry at herself for having placed herself in such a
situation. She determines to be revenged on ﬁhe lovers, and to
make them as unhappy as they have made her,

Then, when she sees them before her, her anger coolse.

She knows that she herself was to blame for all that has happened.

22

She has attempted the impossible, and failed. Now she sees clearly

what she has done. No longer can she return to the heights of
poetry, nor is there any longer any happiness for her in earthly

pleasures, The only release for her is death.

(1) Act I, Seene 3, 1. 218 ff.

(2) Act III, Scene 2, 1. 951 ff.
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"There has been much discussion over the matter of
Seppho's tragic guilt. Why wmust she die? Is there ény real
motivation for such an act? Perhaps a stronger character could
have faced life with its unhappiness. But Sappho's whole life
has been her peotry; she felt dedicated to it, as a priestess
4o religion. By her love for Phaon she has desec¢rated her art,
and her death is, as it were, an atonement for her guilt. The
necessity for her death is subjective rather than objective,
but nevertheless, the spirit of the play, and, above all, the
character of Sappho make her suiéide in perfect harmony with

the rest of the action. In the words of Rhamnes:=

-- Es war auf Erden ihre Heimat nicht. BSie ist zurtckgekehret
" .

zu den Ihren." (1).

Pheon is not a strong character; Hany of Grillparzer's‘
men show the same weaknesses; they are weiblich. Brought up as a
éimple peasant, Phaon is uneducated and uncultured. Sapphe's
songs were familiar to him, as they were to hundreds of otﬁers
throughout Greece. Like them he looked on the poetess as a half-
divine figure, the inhabitant of another sphere.

When, at Olympia, the favor of his idol rests upon him,‘
he cannot credit his senses. His feeling for her is one of awe .
and adoration, of respect, but it is not.love. Phaon does net

realize this. Carried away by her ardor, he allows himself to be

taken to Lesbos with her, and even believes himself in love with

(1) Act V, Scene 6, 1. 2041-2.
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her. Once his first excitement has worn off, however, he feels
uneasy. He is comscious of a longing for his home and parents,
for the familiar scenes of his own country. He is strange, and
ili-at-ease in his surroundings, and cannot understand his own -
confused state of mind.

In Melitta, he finds a sympathetic, and understanding
companion. She is his own age, his own type, a true child of
nature, and she awakens in him that love_which Sappho hoped for,
but was powerless to arouse. He understands at last the diff-
erence between adoration for en idealized being, and trug love

for a persoh whose thoughts and emotions are the same as his own.

“Gleich und gleich gesellt sich gern;" the two young unsophist-
jecated natures find in each other that happiness which was denied
to the highly-cultured, and more mature Sappho.

The swakening of love has a very definite effect on
Phaon's character; From a shy, and almwost melancholy dreamer,
he becomes suddenly the man of action. It is he who takes the
initiative in their attempted flight from Lesbos, and when they
are captured and brought back, he is not afraid to face Sappho
and accuse her of wrongdéing. The feeling which he had for her
has turned to hate, and he looks on her now with contemp?, not
és his ideal, but as a jealous woman, the enemy of his beloved
Melitta.

This beautiful young girl is Grillparzer's own con-

tribution to the story. She and Hero ("Des Meeres und der Liebe

Wellen") represent his ideal of womanly beauty and grace, and he
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has sketched them lovingly, in elear,glowing colors. Mellitta is
Sappho's favorite maeiden. She is.young and ingenuous, and en-
dowed with charm and innocence. Torn from her parents at an early
age, she has known only Sappho's care and love, and looks on her
benefactress with the deepest devotion. This is shown in the
first scene when Rhamnes points out to her the wreath which Sappho
wears. Melitta cares nothing for this symbol of viciory; she sées
only her beloved mistress, home once more.

Melitta's longing for her native land, like Phaon's, is
really only a desire for love~and companionship. When Phaon
speaks With'her, she is comforted, and like a child, she feels
happy once more, forgetiing her sadness.

The love of this naive young maiden for Phaon is purely
_instinctive. ©She does not even recognize its first stirfings, but,

once awakened, it transforms her in a moment, from a child to a
woman. She first becomes conseious of her love, when Sappho de-
mands from her, Phaon's rose. Then, perhaps for the first time, she
dares to defy her mistress. ‘As soon as she sees the depths of
wmisery into which Sappho is plunged, reworse and ienderness over-
come her other feélings. Shé is torn between her gratitude and
devofion to Sappho, and her love for Phaon.

It is interesting to notice the means by which Grillparzer
sketches his characters for us with a few deft touches. They reveal
their real personalities not only in their speeches, but also
‘through their actions. Therefore, in Grillparzef‘s dramas, the stage-

directions play an important part in the development of thé plote
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In this play, Melitta's shyness and timidity are shown by

‘her downcast eyes, (1) her tears, (2) and her silence. (3) Sappho's

despair and anger are reflected as much in her long silences (4) as
in her furious speeches, while her mood of renunciation at the end

‘of the play is made more clear through, the stage-directions. (5).
(v) Structure

The excellent structure of this play shows us that Grill-
parzer was a master of dramatic technique. All the unities are
strictly observed, there not being even a.sub—piot to comp;icate
the action, | |

The whole drama takes.place in‘front of Sappho's grotto,.
the same setting being used during the entire play. The events all
take place within.the space of tweniy-four hours, a fact Whicb
makes Sappho's tragedy all the more moving, when we consider that
the catastrophe which overtook her, was so sudden in its onslaughte.
}At the height of her fame and glory, she is plunged, in a moment,
jnto the depths of despair and misery, and finally.goes 10 her
death. |

The action is classically simple; not one irrelevant

(1) Act II, Scene 2, 1. 537.
 Act II, Scene 4, Stage-direction after l. 604.

(2) Act II, Scene 2, 1. 556.
Act II, Scene 4, Stage-direction after 1. 616.

(3) Act II, Scene 4, Stage-direction after 1. 623.

(4) Act III, Scene 4, Stage-direction at first of scene.
Act III, Scene 5, Stage-direction after 1. 1020.

(5) 4ct V, Scene 6, Stage=direction at first>of scene
‘ also after 1. 1950, 1972, etc.



motif is intreduced. ZEvents lead directly to the elimax, and
from thére, they move swiftly to the catastrophe., The various

steps in the development of the plot are:

1. At Olympia Sappho falls in love with Phaon, and brings him
to Lesbos with her. (Act I).

2. During.the banquet in his honor, Phaon becomes aware of
Melitta. (Aet II, Scenes 1 and 2).

3. Phéon meets Melitta among the roses, and their coanver-
sation leads to the kiss. (Act II, Scene 4).

4; Phaon dreams of lelitta, and utters her nawe in his
sleep., Sappho pverhears, and realizes that her fears are
now fully justifief®. (Act III, Scene 1).

5¢ In her rage Sappho draws her dagger on Melitta, but Phaon,
now fully conscious of his love, comes to the rescue of his
beloved. This scene is the climax of the action. (Act III,
Scenes 5 and 6).

6« Phaon and Melifta‘escape together, but are captured and
brought back. (Act IV, Act V, Scenes 1 and 2).

7. They are brought before Sappho. Phaon hotly accuses her of
jealousy, and desire for vengeance. (Act V, Scene 3).

8. Sappho realizes her own folly, and nesélves to atone for

her guilt by death., (Act V, Scene 6).

(¢) Treatment of the Greek Theme

To & reader of "Sappho! it will be evident‘that, while"
in outward form and appearance the play is a Greek tragedy, in

spirit it is something quite different. The setting for the

27
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drama is Greek, but the ideas expressed are modern in their
‘appeal. Grillpérzer was criticized on this account, but his
reply wés, that hé did not write his play for ancient Greeks,

but for modern Germans. The characters wear Greek dress, but

in every other respect they are wodern people, and their prob-
lem is one:which belongs to any age, the present as well as the
past'of antiéuity. Our interest in the play lies, not in the
historical background, or in the geographical location, bﬁt in
the psycholpgical development of the characters. Sappho,

Phaon, and Melitta arouse our interest and sympathy, not as

types of ancient Greeks, but as real, living personalities.
Grillparzer intended that we see them as-such, and therefore
constfucted his classical dramas around legendary, rather thgn
historical subjects.

The atmosphere of tﬁe Greek- background is created
‘by various:means, such as classical allusions, descriptiens of
séttings, and of dress and customs of the characters.
In Saﬁpho we find, on almost every page, allusions to

Greek mythology, to persons and places well known in ancient
fimes. In the first scene, Sappho is described as returning from
Clympia, where the Greek games are known t0 have been held. In
the same écene; Melitta likens Phaon to Apollo, the Greek sun-
god. Later in the first act, Phaon enumerates some of the games
which were played at Olympia, such as chariot racing, and discus |
throwing. He speaks of Alcaeus and Anacreon, well known poets

of the time.
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The setting is definitely Greek. Sappho's grotio in
the hillside is covered with ivy. Close by the bank is an altar
to Aphrodite, the Greek goddess of love and beauty. Phaon des-
cribes for us the scene of his home, a typical peasant household..
(Act I, Scene 3, 1. 165 ff.) It is also through his lips that
ﬁe have a description of the banquet in his honor., (Act II,
Scene 1, 1. 450 ££.)

In his treatment of the classical theme, Grillparzer
was indebted to Goethe. The influence of "Iphigenie" and "Tor-
quatd Tasso" on "Sappho" is very marked. We find in Grillparzer
the séme background of classical antiquity used to set off prob-
lews that are ageless and uﬁiversal; the same simplicity and dig-
nity of classical diction; the same clear end direct unfolding of
action with which we are familiar in the works of Goethe,

If we examine the literéry style of "Sappho" in com-
parison with that of "Die Ahnfrau," we find a marked contrast
between the two. The earlier drama was written largely under
the influence of the Spanish writers, and of Schiller's early
works. In its euphuistic phraseology, its extravagant metaphors,
the language of "Die Ahnfrau" bears a strong resemblance to that
of Schiller's "Don Carlos," and "Die Braut von Messina." The
play is in verse, the form being trochaic tetrameter, for the
use of which Grillparzer was indebted to Calderon.

In “"Sappho," Grillparzer turned from the more rom-
antic forms of Schiller and Calderon, to the classicism of the

ancient Greek dramatists, and of their modern expounent, Goethe,
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Gone is the diffuseness, the redundancy of "Die Ahnfraui" the
language of "Sappho" is Attic in its simplicity, and unaffected
grace. It possesses glowing vigor, and elegance of diction, which
betray a careful étudy of the classical models. The metre is the
iambic pentameter, blank verse, which is the traditional form for
classical tragedy, and which was.introduced into Germany by Lessing,
in his "Nathan der Weise." (1779).

K The main difference in style between "Sappho" and Goethe's
"Iphigenie," is that Grillparazer carefully chose his language in
aceordance with the characters whose thought it expressed. For ex-
gmple, in "Sappho,® Melitta and Phaon do not speak in the same poetic
and sublime phrases, which come from the lips of Sappho herself.,
Their speeches, at times, lapse into colloéuial phrases, (1) a styl-
'-isfic device used in the Greek dramas to denote that the character is
of the lower class. In “Iphigeﬁie," Goethe makes all the characters
speak the same pure, poetic diction, the barbarian, Thoas, as well as
the cultured priestess, Iphigenie. Therefore, in Grillparzer's play

the minor characters appear more natural and lifelike than they do in

the classical tragedy of Goéthe.

(1) Act II, Scene 6, 1. 729, 739, 752.

Act IV, Scene 5, 1. 1391, 1426,



IV, Hotes on the Text.

Act I
Eppich - 'ivy'. The more common term is Epheu.
Ragenbank - A grassy seat, or raised bank, probably in the shape
of a couech.
Scene 1
2. dass doch nur.... Supply wie schade ist es, or some similar
axpression.

3. Supply ist after Fuss and lebendig.
5. trifft:- ‘"refer to."
ggg;....,der: NEesssoeeWNOanssesns
10. Qgégg:- instead of fragi. A muchbless common construction,
but occasionélly used.
| 11, Olympia:- A plain in Elis, where the Olympic games were cel-
ebrated, every four years. Song and poetry contests had no
part in these games, aﬁd Grillparzef is confusing Olympia
with other places, such as Pytﬁia and Nemea, wheré such com=
’petitions did take place,

14, Zeugens- here in apposition te Griechenlands.

20 ff. "which first taught her to call forth the speech of the
lyre, to bind the unrestrained freedom of (her) song with the

sweet fetter(s) of harmony.”

31,




24.

264

32.

33,

36.

44,

460

50,

S1.

32.

Rhamnes, the teacher, sees with pride the symbol of victory,
which Sappho bears. Melitta disregards this, thinking only

of her joy at her mistress' return.

Was solleeess~ sollen here means "to be of use,” "to have
import."” Translate: "Of what use to her is the worthless
tribute of your Joy?"

schlgct:- ‘an old form of schlicht, meaning "simple," "plain.,"

der Leier und des Bogens Gott:~ Apollo, the Greek Sun-god,

to whom various powers were attributed. He was known as the
god of music, whenceffollows his counnection with the lyre,
and as ihe god of punishwment, and sudden death, whereforé he
is represented as bearing a bow ahd arrows. Melitta pays
high tribute to Phaon's personal appearance, by likening him
to the beautiful god of the sun.

ihr geht! The present indicative is here used as an emphatic
imperative,

Y ,
dass _euch Freude Pflicht:- supply ist. Literally: "to you

gladness is duty." Translate: "It is your duty to be glad."
Scene 2

Land sgenossens A poetic term for "Landsleute."

Sappho moans that she valuos tho wreath only:because it brings

honor on her towne.

‘Whhnsinnglahnde-Lust=~ fervidly-glowing joye"
mit einss- “auf einmal,"

trunknest=- 1. e, with joy, or emotion.
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52 Zynressen:-' Among the ancients, the cypress treé was com-
monly associated with death and funerals.

55+ sich erfreut:- Supply ‘hat'.

58. ggggg;:- Used instead of the more common 'frevelhéft' -
"audacious," "bold," is e. in that it seemed beyond her
deserts. Translate: "Here, for the first time, this dec~
oration, the acceptance of which formerly seemed to me aud-
aclous, becomes a true adornment."

6le The subject of the sentence is, "ihr Wort."

63effe The names of the countrymen are purely fictitious. Grill-
parzer introduced them here to show Sappho's interest in her
people.

66+ The meaning is that her eyes repay tears for the tears of the
people, even as her heart responds to their hearts.

73. sich stellen zu:- "“take his place among."

T4. Notice here the reference to Phaon's youth.

75 50essesssals:~ Common usage has "sowohl als.”

8le hitt' ich:=- This is virtually indirecet discourse, "do you

mean to say I have~--" Translate: "How could I havew--*"

85e "You only secure for yourself the more surely, that which
you disclaim."

i
87« Mogt ihr's immer wissen! Literally: "You are welcome to

‘know it." Translate: "I would not keep it from you."

89¢ ffe With Phaon's help Saépho'seeks to unite thé two worlds
of poetry and life.

95. Lorbeers- .The laurel, or bay, of the poet.
Myrte:- Myrtle was sacred to Aphrodite, and was the symbol

of wedded life.
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Scene 3
108. ff., She longs for love, not mere friendliness.

109, 5o ward mirs:- "This was my lot."

Wechseltauschs:= Translate: “barter". The two words mean
practically the same.

115 Geschwisters- Sappho is thought to have had two brothers,
but very little is known of them.

118, sie:- Refers back to 'die Geschwister', because the object
is separated so far from the veyb.
Acheron:= The name of one of the rivers in the infernal
regions. "Acheron"‘is often used, as here, to designate ﬁhe
whole of the lower world. |

123, Notice the strong dramatic irony in this passage.

126 Unermesslichkeit:= "immeasurable depths” i. e. of feeling.

132, doch:= ‘really."”
beginnei:s= Here means merely “do".

145-154, The construction is slightly confusing. The wain sen-
tence is, "Und bist du wirklichvdenn die hohé Frau diCeseee
der Ruf mit Jubel zu den Sternen hebt?"

146, PelopssInsel:~ Peloponneses, or the "island of Pelops," is

said to have derived its name from the mythical Pelops, son
of Tantalus; and grandson of Zeus. This peninsula was the
southern extremity of Greece, and was counnected with Hellas
proper by the isthmus of Corinthe.

147, Thrakerss- "Thracians.” Thrace was, in early times, a vast
space of country in the northern section of the Greecian main-

land. Its native tribes were noted for their savagery and
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cruelty, but were brave warriors.

150. Kronions Hand:- Kronus, called Saturnus by the Romans was

the father of a number of the gods and goddesses, including
Zeus., "Kronion" means "son of Kronus," and refers to Zeus,
who, according to ancient tradition, flung the isiands far

out to sea.

151. 4in Asiens reicher, sonnenheller Kuste:- This refers to the

numerous Greek colonies along the coast of Asia Minor.

153; Die heitre thtersprgche:- The Greeks recognized only one -
langﬁage,btheir own, and naturallé they supposed‘that the
gods spoke in the same tongue. |

158~159. Phaon likens himself to Sappho's lyre, which is famous
only because of its association with the poetess,

160s schlechtgestimmten:- "out of tune."

167, Theano:- A purely fictitious character.

168 Die Rollet- i. €. of manuscript, "seroll."
Simse:~ "shelf." 'Gesimsg' is more common.

173. ff. The reference is to a fragment of an ode "To Adonis."
Adonis was beloved by Aphrodite, but he died of a wound whiech A
he received from a bear ddring the chase. The grief of the
goddess was éo great that the gods of the lower world allowed
him to spend six mounths of every year with Aphrodite.

176-177. Andromedens, Atthis'®s:- These names occur in some very

short fragments of Sappho's peetry, but it is not known to
whon they refer,
178+ schwedlltes= "“caused to swell.”

189, Pallass= Pallas Athena was a goddess in whom power and wis-
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dom were harmoniously blended,
Heras= fhe wife of Zeus. ©8he was usually represented as a
majestic woman, of grave and beautiful expressieon,

190. reizdurchwirkten Girtels=- Aphrodite possessed a wmagic girdle

which had the power of making its wearer the object of love.

"reizdurchwirkten" = "interwoven with charm."”

196s Flockenschnees= "light, fleecy." == best translated by an
adjective.

205. Wagenlaufes Streit:~ "chariot race."

207, uM,..Krones= Placed before ™in diesem Kampfe® for the sake

of the rythm.

213. des Diskus frokes Spiels~ This was a favorite game at Olym-
pia. Other-contests were held in wrestling, running, jumping,
chariot and horse racinge.

216 doch:= Explanatory, "since I had.™

219. Alkaos:- A poet contemporary with Sappho. Like her, he came
from Lesbos, and flourished about 611 Be Cs Alcaeus wrote a
number of warlike odes, but not many of these have come down
tq us in entirety.

Anekreons~ A celebrated lyric poet, born at Teos, a city in
Asia Minor. He belongs to the same school of poetry as Al-
caeus and Sappho, but actually lived severeal yéars later. His
most famous poems sing the praises of loﬁe and wine.

220, "they could not free my spirit from its bonds.™

2264 lichtversagten:- "denied the light." i. e. *hidden."
227. The mantel covered her figure like a brook flowing over flow-

§ry hillsides. ==a very strained simile.
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240, Bun:- "then."
245, blgde:-v ”awkward," "clumsy.*

schamentgeisterts~ “robbed of his wits through bashfulness.”

262-263. "These are strong supports, to which existence may bind
its easily~torn threads.

267, dem, was isti= "that which exists."

271e Musen Chor:- The muses were the'inspiring goddesses of songe

275+ steht sich's:- A passive comstruction corresponding to "man

steht." Translate. "It is uneasy standing on the heights
of human greatness.
282+ Taumelkelch:= “intoxicating chalice."

285, den Fluren, die die Lethe kusst:=~ The Elysian fields were a

part of the lower world, and the abode of thé‘spirits of the
Blessed. Through this valley flowed Lethe, thé river of ob~-
livion. Whoever drank of its ﬁaters was granted forgetfulness
of the paste

293-2§4. ¥Only when you use it, does the possession (of what is mine)

. bring me joye"

Scene 4

313, des Gastrechts geilig Amts= For the Greeks, hospitality was a

sacred dutye.
320, harre Pein:~ *"dein" is a poetic form of the genitive "deiner."
"Harren" is now commonly followed by ‘auf' and the accusative.
Scene 5

328. der ihmen sich entpresst:= Mwhich forces itself from theme"
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336,

341,
343,
353,

362,
366«
367,

3804

382.
387,
394,

419,

429,
454,

38,
Sappho calls Melitta's attention to Phaon,'little dreaming

of the tragic consequences which result.

in Fremder Gegenwart:- "in der Gegenwart von Fremden."

M;dchen:- Hoirl. Y

dJungfraus- “young woman."

ff. Sappho's’tenderness to Melitta in this scene, forms a
sharp contrast to her infuriated actions later.

Schoss der Fluten:~ "bosom of the waves," i. e. the Aegean

Sea.

gleichgepaart:=- ‘“equal." Literally, "evenly-matched.®

"as men call that good, which (is) not bad.*

hohen Lohn:= i, e. Phaon's love.

ff. BSappho longs for her ybuthg This passage shqws that she
recognizes the difference‘in age between Phaon and herself,

tiefgetretne Spur:- "deep-worn trace.™

schwerans- "troubled.”

ffe This is Sappho's first presentiment of disaster.

Seinem Reichtum:i~- i, e, Phaon's treasure of youth and hand-

SOome appearance,
Scene 6

This ode is a beautiful, poetic rendering of the longest frag-
ment of Sappho's poeiry. Grillparzer changed the poem slightly,
in order to make it refer to Phaon,

listenersinnende:s- “artfully contriving."

Supply ‘das’ before 'erringen'.

lieblichen:="of love."
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4604
461,
468.
475.
477,
483.
488.

491,

5154

S18.

525;

S52T.

3336

542,

543,

39,
Act IT
Scene 1

losgelassnen:= ‘*unresirained."”

lautes Regen:= "loud signs."

"as though afraid of distﬁfbing."

ladens= More usually "einladen."

es:- Refers loosely to "verworréner Empfindung.”

mirse~ "for me."

der erst geschiednens= ™hat which is just past.®

ja sagt mir alles:- Order is “alles sagt mir ja."

schlechtgetroffnes:~ "badly drawn.?

" : > . ) i -« 3 " .
*Fur' in the previous line also governs "ein gut'ges Wort."
Scene 2

Haufen Blumens:- "“heaps of flowers.

futs=- Madd.®
This may mean either “will holen," or "will nichts.”
ff. The scene at the banquet served to draw Phaon's attention

directly to Melitta.

des oft versehnen Dienstess- "of the service so often performed.”

dich:= The object of 'sah', and the subject of “vergessen,"

et ittiistp

which here takes the genitive.

Nichts dals:= "not at all." "by no means."
bekannt s~ The past participle is sometimes used with imperative

force.

546-547, "If you often act thus, then I will get angry."

5484

alles- "all gone."



552,

556,

562,

572,

3
3

597,

603.

607,

624«

40,
Scene 3

Melitta is moved by vague longings for sympathy and love.
She is nbt thinking of Phaon, nor does she realiza the
true reason for her discontent. (Cf. Grillﬁarzer, * Zum
eigenen Schaffem" Werke XVIII. P. 177.)

es geht nichts~ "It's no usel"

This is not true. Melitita is not treated as a slave., In
her mood she exaggerates her hardships.
"beats for me." i. €. in response to mine.

Supply ‘ist' after miberflossen. "
Scene 4

des Einen Kummer:- "Kummer des pinen."

Es:- Anticipates the real subject, "der Unfall.” This im-
perseonal construction is quite common., Cf. l. 613.
lasss= Some such word as "gehen" must be supplied.

Supply “tun® after “gewiss."

630~631. Order is:= "Das Gedachinis hate—-==----behalten,"

650,
653,

6566
657,
6624

6804

ff. HNotice the change to the present tense. This heightens
the dramatic inteunsity of the description.

This line is a good example of alliteration. Note alse
line 655,

fand mich:~ “wieder" should be taken with the verbe.

pfeilschnell s~ "swift as an arrow."

Mondens- Monaten.

"draws back the golden veil from my bright home far in the

distance."




6834

592 6.

705,

T12.

724,
727,
731,

T34,

737.:

744,

792«
804,
806,
82l.

823,

41.

wie auf fleischentblgsste Fibern:- 'as on fibers stripped

of flesh." 1. e. an open wound.

Yas hatto- ichi~  See note on 1. 8l. "What could I have of

my own?"

S
ich reiche nicht:-"ich es kann nicht erreichen.”
Scene S

Literally:~ "you make yourself be looked for." Translate:

"Must I look for thee?“
Scene 6

rauschends= "noisy," "murmuring."
Gewihl:= “tumult," "bustle."
das:- ‘“such peoble.“

Willst du?:- "do you wish it?"

i . .
mit Uberwindung:- ‘"with reluctance."

ff, YSo ist es Nur--e—w-= um _jeneee=---- zu entziehen.

The cléuse, *da die Natur uns sﬂsste versagt," is parenthetical.
At 11T
Scene 1

Sapphe likens her thoughts to bees.
wohls= ‘"perhaps."

launenvolles:~ "wayward," "ceapricious."

Translates- "if he finds love~==-- oM

freut sich sein:= Impersonal construction. Translates-

#is pleased."




882,

888,

890,

918.

929,

930,

942.

943,

950.

gﬁﬁen:— "o keep to," as in the phrase "das Bett hiten, "
"o be confined to bed." Translate here, "remain near."

den Herrn des Tagess- Helios, the sun-god. Originally

he was quite distinect froﬁ Apollo, but later their iden-
tities became confused. Helios was described by Homer,
as rising in the Bast, out of the ocean, and travelling
across the heavens to the west. He drove a chariot
drawn by four beautiful, spirited horsese.

She almost forgets her anger, in listening to his tender

speechese

der Figbertaumel:= "fever of excitement."

Pallas:= See note on 1. 189.

Scene 2

schwurvergessnens:- 'perjured.”

schamentblgssten:- Cf. 1. 245,

Aganippe:- A fountain at the foot of Mt. Helicon, in
Boetia. It was sacred to the Muses, and was believed to
inspire those who drank of ite

Sternenklang:~ Refers to the theory of Pythagoras,

which asserted that the spheres, whirling in their courses,

gave forth music. This reference is an anachronism,

since Pythagoras was not bornm until 540 B. C. GCf. 1. 1632

Proserpinens Granatenkernen:- Persephone, called Proser-

pina by the Romans, was the daughter of Zeus and Demeter

(Ceres). She was captured by Pluto, and carried to the

426



958«

982,
992,
1000,

1010.

1021,

1043.

1070,

1118

1146,

1147,

underworld. While a captive she refused to partake of

food, but was finally tempted by the wily Pluto to take
one bite of a pomegranaie. Six seeds remained in her
mouth, and for each of these she was compelled to spend
one month in the lower regions,

"However lovely life may appear to you."
Scene 3

kurz aur ersts~ ‘"only just now."

keines Lauscherss:= "of no eavesdropper."

Diana:~- A roman divinity, identified with the Greek Art-

" emis. As a female deity she represented the same ideas

as did Apollc as a male divinity. ©She was also the god-
dess of nymphs.
emsigs- "busily," "assiduously.”

Secene 5

Buhlen:=- "lover." This word is used now in a good sense

only in poetry.

Leicht mag es so seins= "That may easily be so."

nicht soy Melitta is in a suppliant position, probably
at Sappho's feet,

ie ee like the rose they too are so soon vanished.
Scene 6

Melittion:~ A Greek diminutive of endearment,

mitbezahlt s~ “paid for these also."

4 3..




1174, Circe:- A sorceress who dwelt in the island of Aeaea,
upon which Ulysses was cast. His companions tasted the
magic cup which Circe offered thew, and were changed into
swine. Ulysses received from Hermes a root which protee;
ted him against the enchaniment. He thehvcompelled Circe
to restore his friends to their former shape.

1184. mwit aufgelgster Stimmes~ “brokenly."

1188, verhallends= "her voice dying awaye™

Act IV

Scene 1

1189 biﬁ.....ist:- "Tive," ‘“exist."

1201, Translate as an‘Optative Subjunctive.
#iould that I could S1€CPescccescses

1209. Hyder:- The Hydra, a terrible monster which ravaged the
country of Lerna. It had nine heads, the centre one being
immortal. Hercules fought with the monster, and tried to
strike off its heads with his c¢lub; but for every head he
cut off, two more grew in its place. Finally he burned

away the mortal heads of the Hydra, and buried the inmortal

one upder a huge boulder.

1210. des Abgrunds Flammenpfuhls- The region of Tartarusy said

to be as far below Hades, as Heaven is above the earth.
The idea of the "fiery pit" was not known in Greek myth-
olegy; it is a Biblical reference.

1237, Chios:= One of the largest islands of the Aegean Sea.



1243,
1254,

1306,

1318.

1319.

1332,

1341.

1350

1351,

1354.

1358,

45,

Scene 2

ebeutsts~ 0ld form of'gebietest.!
ESbeutst gevieuest.

Ygrowing on the same stem as reality."

das wohl nichts:= “perhaps not,."

noch vom Vater her:-~ i. e. he was ‘a friend of her
father's,

Gastfreund:= £ friend with whom hostipality is ex-

- changed.

gebeut:~ See note on l. 1244.

Sappho rufe sie:- Indirect discourse, "say thateeoce®

Scene 3

noch:= "waitl™ Her love for Melitta almost forces her

to relent again, as above in 1. 1328.
Scene 4

erst vor Kurzem:- BSee note on l. 983,

freiblickend s= "looking boldly," "with a straightfor-

ward glance.*

Supply some such word as "scheinst," or "bist," after
"angstlich, "

Neotice the use of the ﬁodal auxiliary, without o depen-
dent infinitive. Cf. 1. 13586, lBﬁQ) 1362

Mach fort:~ "Come at once!®

Was hast du vor:- “What do you intend?"




1360,
1368.
1370,

1371.

1378,

1387.

1389
1406,

1422,

1428.

46,

Was £allt dir eins- "What are you thinking of?"

Lass dich erbitien:= "Be moved by my entreaties.”

Is muss doch einmal seins= "Still it must be done.™

lLass dich erflehn:- Cf. 1. 1368.

Scene 5

Li
leisegpéhnden:— “secretly spying."®

wir und ihrs- Both are held in bondage by Sappho.

fremder Bosheit:- "evil designs of another.™

du siehst bleich:= Supply ‘aus’.

Eisen:~ ‘“dagger." |

Refers to Plato's doctrine that man was'originally &
being with four arms and legs, and two faces. He was

cut in two by Zeus, and now each half is drawn to the

. other by what we term "love." Crillparzer uses this idea

in "Die Argonauten," Act IIT.
Medusenhaupt:= Medusa, one of the Gorgons, frightful

maidens, who instead of hair, had their heads covered

- with horrible serpents. WMedusa was so dreadful that

whoever looked upon her, was turned to stone. Perseus,
a famous hero of Greek mythology, cut off her head by

lboking at the reflexion of her figure in a wmirrer.

1433-1434. ‘"Remember what you wanted to do, (and also) that

1444,

you are in my power."’

Supply "sind" after "Sicherheit.” -

1449, fahre hins- ®die.®




1469,

1470.

1471.

1490,

1495,

1502.
1519.
1529.

1536.

1545,
1546,
. 1552.

1555.

1575.
1579.

1582.

47,

Amphitrites- The wife of Poseidon, and goddess of the

~ Seta

Es gilt dein Leben:= "“Your life is at stake.®

Scene .6
Mir wars= "it seemed to me."
Scene 7

abscheuwurd® ges- "abhorrent."

"and takes upon itself the duty of Care, the banisher
of sleep.

Supply “"war" after "bereitet."

Supply "war" after ”gggg."

"That my eyes may pierce deep into hié.“

beflagelna- *oive wings to."

Aet V
Scene 1

comapmaties

doch:= ‘"perhaps."

noch nichiss= "nothing yet."

Lass dich erbittens:~ See note on 1. 1368.

Mir deucht:- Less commorn than "dunkt."
Scene 2

nun und nimmer:=- 'mever gt all."

up ihn lenken:~ for "ihn umlenken,"

He fears Sappho is about to swoon.




1595.

1631«

1633.
1634.
1635«

1640.

1643.

1649.

1659,

1665.
1672.
1683.
1687.
16598.
1710.
1736.
1741.

1766

1767,

48.

Scene 3

wenn auch gleich:= ‘“even if," "although."

Krosus' Schatze:- Croesus, the last king of Lydia, a

very wealthy and powerful monarch. A reference to him,
in this play, is an anachronism, as he was not born
until some time after Sappho's death.

Rache:~ In the dative case.

Order: "dgss--~ihre--leiht.”

Wechsellaunen:- “wayward fancies.™

Literallys= "™that you respect her tongue as much as the

tbngue (or needle)‘on the balance of justice." The fig-
ure is strained in English, Translate: "that you res-
pect her word as law.”.

umsponnen:~ ‘"woven & spell around.”

liegt hingegossen:~ "“lying prone."

ungewohnten Waffen:~ i. e. because they were peaceful

‘eountry-folke

Circes- See note on 1. 117%.
steurens- "come to wmy aid."
entmenscht s~ "inhuman.®

verwirkt:= "forfeited."

makellos:- “spotless," “immaculate."

die Winde tragen's hin:~- ‘"may the winds bear it away."

Wghich I in sleep believed, but which really never were."

die Besinnung:~ "reflection," "“consideration."

" . . . .
storrischerauh:- "harsh and unyielding."

wod es auchi- "even if it were."
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201 6.

Scene 4

Ungestalts- “imperfection.”

was:= “warum.®

blgdsicht'ger:- Ypurblind."

Supply 'ist' after 'huge.'

ei doch:= “Indeed." An example of collogquial speech.

morschen Hullen:- "™decaying husks," l. e. their bodies.

ﬁagelfrei:- "outlawed."

Euménide:- The Furies, or Avenging Deities. They are
represented‘as three frightful maidens who dwelt in
Tarturus, whence they arose to avénge WI'ONES o

%A quiver went through her whole body."

mit eins:~ Yauf einmal.”

Yolowing" 1. €. Trosy.
"with the light of transfiguration shed about her."
Compare Eucharis' description of Saprho with Phaon's,

in L. 223 ff.
Scene 6

beraten:~ ‘“endowed."
gebeugts- “when bent."
gebt - zus- ‘“suffer it not."

die Flamme:= i. e. Oon the aliar.

49.




2023,

2025.

2030.

2033,

The text used asg

50.

verklarts= "glorified," "transfigured."

Phaon used these words, 1. 1782.

mit Melitten beschaftigt:~ Melitta has fallen swoon-
ingo

tragt sies- 1. e. "ihr Gotter tragt sie.”

a basis for these notes is that of August Sauer, in his editimn

of Grillparzer's worksg, published in Vienne,1909,
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