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Echoes of Sappho in two epigrams of
Posidippus

November 19, 2015 By Gregory Nagy listed under By Gregory Nagy, Sappho Comments off  Edit This

Epigrams 52 and 55 of Posidippus, a poet who flourished in the third century BCE, contain references to the
songs of Sappho. That is what I argue here. Further, I argue that these references seem to be evoking the
main themes that we see Sappho’s Tithonos Song, which is quoted and analyzed in my posting for
2015.11.12.

Charles Fairfax Murray’s “Replica of Beata Beatrix,” c. 1900-1910. [Public domain],.
via Wikimedia Commons; “Beata Beatrix,” by Dante Gabriel Rossetti, c. 1864-1870.

Introduction

§0.1. This posting for 2015.11.19 picks up from where I left off at 2015.11.12. That earlier posting in turn
picked up from where I had left off at 2015.11.05. In the posting for 2015.11.12, I highlighted the use of
the word paides in Sappho’s Tithonos Song, line 1, and I interpreted this word to mean ‘girls’ in that
context, comparing the use of the word pais in the sense of ‘girl’ as inscribed on a vase painting that I
analyzed in my posting for 2015.11.05. That painting, as we saw, shows the pursuit of a girl by a woman
who is in turn pursued by the girl in a seemingly eternal cycle. At 2015.11.12, I argued for a comparable
use of the word pais in the Tithonos Song of Sappho. Here at 2015.11.17, we will see yet another
comparable use of the word pais in the sense of ‘girl’—this time in an epigram of Posidippus, a poet who
flourished in the third century BCE. I have in mind Epigram 52 (here and elsewhere, my numbering of this
poet’s epigrams follows the original edition by Bastianini and Gallazzi 2001, as listed in the Bibliography
below). Basically, I will argue that Epigram 52 reveals echoes from Sappho’s Song of Tithonos. And the fact
is, I have already made such an argument in an article I published on the Song of Tithonos (Nagy 2010, as
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listed in the Bibliography), but I now see, by hindsight, that I had not make my argumentation clear
enough in that article. Nor had I made it clear enough that another poem of Posidippus, which I compared
with Epigram 52 in that same article, likewise reveals echoes of Sappho’s Tithonos Song. That other poem
of Posidippus is his Epigram 55, which actually refers to Sappho by name. Viewing the words of Epigram 55
together with the words of Epigram 52, I will also argue that the poetry of Posidippus is echoing the
references to a choral interaction between paides ‘girls” and the persona of Sappho in the Tithonos Song.
And such a reference to choral performance, as we will see, does not rule out the possibility that the same
kind of reference could also be made in sympotic and concertizing performances of Sappho’s songs.

Epigram 52 of Posidippus
§1. Here is the text as re-edited by Francesca Angio 2015 (the translation is my own):

|1 Tipwv, 6c ckid[Bnpov £6r]karto To08’, tva peTpfr |, bpac, viv 18ek[£10 letters]al nediov
|3 Actn naftc B[+10 letters 6]d0inope, TNV EAIQP’, €lwe |4 EVOEXET' EAN[1£6 letters n]apBévov
WPOAOYETV: |5 AAAG cU yipac ikol, koUpn: Napa crpaTi TouTwl |g CWPOV ETEWV HETPEI TOV
KaAOV HEAIOV.

|1 Timon, who set up this sundial for it to measure out [metrein]|, the passing hours
[horai], now [. . .] ground. |3 The girl [pais] Asté [. . .]—I say this to you the passerby—
she was left behind by him for as long a time as |4 is possible to hope [. . .] that the girl
[parthenos] will continue to read the passing hours [horai]. |5 As for you, O girl [kouré],
you will approach old age at this marker [séma] as you, |g for piles and piles of years to
come, will be measuring out [metrein] the beautiful sun.

Posidippus Epigram 52[1]

Epigram 55 of Posidippus
§2. Here is the text as re-edited by Bernd Seidensticker 2015 (again, the translation is my own):

|1 navra Ta Nikopdaync kdi aBupuarta kadi npoc Emiav |, kepkida Canpwiouc § 6apwv
bapouc |3 dixeto Molpa pépouca npowpia- TAvV d& TaAaivav |4 napBevov Apyeiwv
Au@eBonce noAic, |5 “Hpne 1o Tpagev Epvoc Un’ dAévoc: & TOTE yapBpdv |g TdV
HvNncTeUopévwY Wuxp’ EPEvov Aéxea.

|1 Everything about Nikomakhe, all her pretty things and, come dawn, |, as the sound of
the weaving shuttle is heard, all of Sappho’s love songs [oaroi], songs [oaroi] sung one
after the next, |3 are all gone, carried away by fate, all too soon [pro-hdria], and the poor
|4 girl [parthenos] is lamented by the city of the Argives. |5 She had been raised by the
goddess Hera, who cradled her in her arms like a tender seedling. But then, ah, there
came the time when all her would-be husbands, |g pursuing her, got left behind, with cold
beds for them to sleep in.

Posidippus Epigram 55[2]

Echoes of Sappho in Epigram 55 of Posidippus

§3. I start with the second of these two epigrams by Posidippus. As I interpret it, Epigram 55 pictures those
happy times long ago when a girl named Nikomakhe would be partying all night with her girl-friends while
singing and listening to the love songs of Sappho. I focus here on the expression we read at line 2,
Cangwiouc €€ 6apwv dapouc, which I have just translated as ‘Sappho’s love songs [o0aroi], songs [oaroi]
sung one after the next’. In the dictionary of Liddell and Scott, I should note for background, this noun
oaros is said to be the synonym of the noun oaristus, which is glossed as ‘familiar converse, fond
discourse’. But there is more to it: from a survey of attestations, we find that these nouns oaros and
oaristus refer specifically to love songs.[3] Viewed in this light, the combined use of the terms ‘familiar’ and
‘fond’ in the definition of Liddell and Scott is apt. And it goes without saying that the ‘familiar converse’ or
‘fond discourse’ indicated by the words oaros and oaristus may be seen as songs of homoerotic as well as
heterosexual courtship. But there is still more to it. The expression Cangwiouc £€ 6apwv dapouc ‘Sappho’s
love songs [oaroi], songs [oaroi] sung one after the next’ at line 2 of Epigram 55 indicates that the songs
are sung in relay, from one song to the next. Each singer is followed by the next singer in singing her song.
Such relay singing, as I have argued in other projects, is typical of performances at private symposia
arranged by and for male participants, as also at public concerts where kitharddoi ‘kithara-singers’ or
auldidoi ‘aulos-singers’ compete with each other for prizes as they take turns in singing citharodic or aulodic
songs respectively.[4] Similarly in Epigram 55, I argue, we see a reference here to the taking of turns in
singing citharodic songs of Sappho at a symposium—but the difference here is that the singers are
represented as girls, not as boys or men. Essentially, we see here a female symposium.

84. In my posting for 2015.11.12, I had argued that the shorter of two versions we have of Sappho’s
Tithonos Song was suitable for relay singing at private symposia or at public concerts. Now I can take the
argument a bit further: the shorter version of the Tithonos Song would have been suitable also for relay
singing at private female symposia at well. At least, that is what we have seen being represented in the
stylized wording of Posidippus at line 2 of Epigram 55.
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Echoes of Sappho in Epigram 52 of Posidippus Archives (_Select Month 4]

§5. In Epigram 52, as I have already quoted it above, the closing words of the sixth and last line focus on USGI‘S
the image of the beautiful sun (52.6: TOv kaAdv RéAIOV), and the beauty of the sun is linked with the
accumulation of years (52.6: owpdv €Téwv), which is being measured out by a skioth&ron ‘sundial’ set up to
commemorate a dead man named Timon (52.1). Observing the sundial is a pais ‘girl’ named Asté (52.3),
whom the dead man has left behind just as he has left behind the sundial. On the surface, the girl seems to
be the dead man'’s surviving daughter.[5] But there is more to it. I now focus on the conclusion of the
epigram, where Asté is addressed as a kouré ‘girl’ (52.5). This alternative way of saying ‘girl’ is relevant to
the name Asté. The adjective astos, including the feminine astg, is conventionally used to indicate a native
of a given city, and so it seems perfectly appropriate to a local girl who is native to the city where the
sundial is located. But, as I say, there is more to it. The fact is, the feminine substantive byform of this
adjective, Astos, is attested as the epithet of the local Koré in Paros (IG 12[5] 225, 5th century BCE). In
such a sacral context, koré or kouré refers to a goddess nymph par excellence. In such a context, the word
for ‘girl’ refers to the primary local nymph worshipped by the local population.[6]

Log out

§6. In Epigram 52 of Posidippus, the name Asté—whether or not we read it as an epithet—may evoke the
idea of a local Kouré or nymph goddess in the making. I think that this local nymph is pictured as part of an
object of art, probably a statue, which functions as an accessory of the sundial. So, I agree with those who
think that the sundial here is figured together with the statue of a girl.[7] The dead man who notionally
commissioned the sundial expects the parthenos ‘maiden’ to keep time, ‘to watch the time go by’ or
hérologein—even as the sundial watches the time go by (52.4: évdéxet’ €An[. . . n]apBévov WPOAOYELY).
There she is, this parthenos or ‘maiden’ who is ever watching time go by. It happens on her ancient watch,
as it were, which is a sundial ever watching the movement of time, ever observing the solar radiance that is
ever loved by this lamenting pais or ‘girl’. The sundial is meant to metrein or ‘measure out’ the horai or
passing ‘hours’ (52.1-2: {va peTpfj | dpag). It measures out one hora after the next hora. That is its
purpose. That is why the sundial is there, marking time to compensate for the death of the dead man. The
sundial measures out time, which is the passage of one seasonal phase or hora to the next. The sundial
measures one hora at a time, counting the hours from one hora to the next one. The plural of hora, horai,
is a metonymic expression of this eternal passage of time. As we hear in a song of Sappho, napa & £pxer’
®pa ‘and time [hdra] goes by’ (PMG Fragmentum Adespotum 976.3). I quoted this song already in my
posting for 2015.10.22.

§7. The maiden in Epigram 52 of Posidippus is herself measuring out time just as the sundial measures out
time, and, as she is measuring, she is addressed as kourg ‘girl’: AAAG cU yApac ikod, kolpn: napda chuar
TOUTWI |g CWPOV ETEWV PETPEI TOV KAAOV AEAIOV ‘As for you, O girl [kouré], you will approach old age at this
marker [séma] as you, |g for piles and piles of years to come, will be measuring out [metrein] the beautiful
sun’ (52.5-6). If we apply terminology that suits the poetics of the Hellenistic era, we may say that there is
an adunaton or ‘impossibility’ at work here at the close of this epigram. The fact is, this closing cannot
really be a closure because the wording leaves everything openended. The kouré or ‘girl’ cannot ever reach
géras ‘old age’ because the sundial cannot ever finish counting one hora after the next—just as the
lamenting girl cannot ever finish measuring the radiance of the sun that shines its light for the sundial to
measure out time. So the kouré cannot be simply a ‘girl” interrupted.[8] The girl cannot be interrupted by
géras ‘old age’. She cannot grow old with the passage of time, despite the abrupt command for her to
reach géras ‘old age’ finally. That is because she measures out the passage of time by observing the sun
just as the sundial observes the radiance of the sun. She can be a ‘girl’ for eternity because the passage of
time can never come to an end, just as the sun can never lose its radiant light.

Comparing the Tithonos Song of Sappho

§8. The uninterrupted pais or ‘girl’ of Epigram 52 as I have interpreted it can be compared to the use of
this same word pais in the invocation addressed to the ensemble of singers and dancers at the beginning of
Sappho’s Tithonos Song as quoted in my posting for 2015.11.12. I quote the song here again:

|1 [. .. words missing . . . {Jok[0]Anwv kaAa d®pa, naildec, |, [. . . words missing . . .Talv
@INGoidov AiyUpav xeAUvvav: |3 [. . . words missing . . .] noT’ [€]ovTa xpoa yApac Adn

|4 [. . . words missing . . .]éy]évovTo Tpixec €k peAaivav: |5 Bapuc 8¢ p’ 6 [B]0poc
nenonTai, yova &’ [0]u gpeEpoic, |g Ta dr) nota Adaiynp’ Eov épxncd’ ica veBpioict. |7 Ta (PEV)
cTevayicdw Bapéwc: AANAG Ti Kev noeinv; |g Aynpaov dvBpwnov €ovt’ ol dUvaTtov yévechHal.
|9 kdl yap n[o]ra TiBwvov épavto Bpodonaxuv Alwv |1 Epwi @, aBeicav Bapev’ elc Ecxata
yiipac, €x[o]vT’ dBavarav Gkormv. |13 [. . . words missing . . .]Jiuévav vopicdel |14 [. . .
words missing . . .]aic 6nacdol |15 1Eyw & GiAnuu’ aBpocuvay, . . .; To0TO Kai Yol |1g TO
Aapunpov Epwc aehio kdi TO KA jAov A& A jOYXE.

|1 [. . .] gifts of [the Muses], whose contours are adorned with violets, [I tell you] girls
[paides] |5 [. . .] the clear-sounding song-loving lyre. |3 [. . .] skin that was once tender is
now [ravaged] by old age [géras], |4 [. . .] hair that was once black has turned (gray).

|5 The throbbing of my heart is heavy, and my knees cannot carry me |g —(those knees)
that were once so nimble for dancing like fawns. |; I cry and cry about those things, over
and over again. But what can I do? |g To become ageless [a-géra-os] for someone who is
mortal is impossible to achieve. |g Why, even Tithonos once upon a time, they said, was
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taken by the dawn-goddess [Eos], with her rosy arms |19 —she felt [. . .] passionate love
[eros] for him, and off she went, carrying him to the ends of the earth, |11 so beautiful
[kalos] he was and young [neos], but, all the same, he was seized |15 in the fullness of
time by gray old age [géras], even though he shared the bed of an immortal female.

|13 [. - .1 114 [. . .1 |15 But I love delicacy [(h)abrosuné] [. . .] this, |1 and passionate love
[erds] for the Sun has won for me its radiance [to lampron] and beauty [to kalon].

Sappho, Tithonos Song

§9. At line 1 of the Tithonos Song, the first-person speaker speaks to paides ‘girls’, and she goes on to
lament at line 3 the passage of time and the coming of géras ‘old age’. The theme of old age persists till
line 12, where we hear of the géras ‘old age’ that afflicts Tithonos, mortal lover of Eos the goddess of dawn.
Then the song stops, right then at there at line 12, in the papyrus labeled nt by Dirk Obbink.[9] In another
papyrus, however, labeled n?2 by Obbink, the same Tithonos Song continues from line 12 and keeps on
going for four more lines, 13-16, culminating in an affirmation of hope for an afterlife. These lines 13-16 of
the Tithonos Song are the equivalent of lines 23-26 in a text that used to be known simply as Fragment 58
of Sappho.[10] I should note the special formatting at lines 15-16 (= M2 25-26) of the Tithonos Song as
we see these lines quoted above: the wordings enclosed in half-square brackets are restorations based on a
quotation by Athenaeus 15.687b (Clearchus F 41 Wehrli).[11]

§10. The longer text of the Tithonos Song of Sappho as recorded in NM2—a text that extends through

line 16, as we just saw in the quotation above—is a version designed for choral performance. By contrast,
the shorter text of the same song as recorded in M!—a text that extends only through line 12—is a version
repurposed for sympotic or concertizing performance. That is what I argued about the longer and the
shorter texts in my earlier work, as I already noted in my posting for 2015.11.12.[12]

§11. At line 16 (= n2 26), which is the last line in the longer version of the Tithonos Song, the speaker
affirms her ‘passionate love of the sun’—her £€pwg deAiw.[13] This love is what makes it possible for the
speaker to possess everything that is bright and beautiful in life—and to prevail over old age and death.

§12. I repeat here my translation of the last line in the longer version of Sappho’s Tithonos Song, line 16

(= N2 26): ‘passionate love [erds] of the Sun has won for me its radiance and beauty’. This translation is
based on the reading £pwc deAiw. I must note, however, that there is also an alternative reading, £poc
TweAiw, which would require a different translation for the whole line: ‘Passionate love [erds] has won for
me the radiance and beauty of the Sun’. I prefer the first of these two readings, £pwc dehinw, which makes
the Sun the objective genitive of erds ‘passionate love’.[14]

Comparing Song 16 of Sappho

§13. Such an objective genitive construction £pwc deliw ‘passionate love of the sun’ would be parallel to
the phrase éTTw TIg £patal ‘whatever one loves’ in Song 16 of Sappho, where this ‘whatever’ (16.3-4) is
described as kdAAigTov ‘the most beautiful thing’ in the whole wide world (16.3). Here is the text of that
song, along with my translation:

|1 [o]l p&v tnnAwv cTpdTOV ot BE nécdwv |, ot 8& vawv ¢alc’ enf1] yav peiaiv]av

|3 [E]ppevar kaAAicTov, Eyw B KAV’ OT-|4-Tw Tic EpaTar- |5 [nalyxu &’ elpapec cuverov
noncai |g [nlavt T[o]0T’, & yap ndAu nepckeBoiga |7 kaAoc [Ave]pmnwv EAéva [TO]v
Avdpa |g TOV [navaplictov |9 kaAA[inoi]g’ €Ba ‘c Tpoiav nAéoi[ca |1g kwUS[E nalidoc oUdE
@idov To[K]RwV |11 nalpnav] épvacon, dAAAa napayay’ abrav |15 [. . .Jeav [. . .] |15 [. .1pe
vOv AvakTopi[ac 6]véuvai-|1g [-¢’ 00 ] napeoicac, |17 [Ta]c <k>e BoAloipav E€patov Te
BApa |1g KApapuxpa Aapnpov dnv npocwnw |1g fj Td AUSwV dppata tkavonAoic

|20 [Mecdop]axevTac.

|1 Some say a massing of chariots and their drivers, some say of footsoldiers, |, some say
of ships, if you think of everything that exists on the surface of this black earth, |5 is the
most beautiful thing of them all. But I say it is that one thing |4 that anyone passionately
loves [eratai]. |5 It's really quite easy to make this understandable |g to everyone, this
thing. You see, that woman who was by far supreme |7 in beauty among all mortals,
Helen, |g she [. . .] left her best of all husbands, |g him she left behind and sailed to Troy,
|10 caring not about her daughter and her dear parents, |11 not caring at all. She was
swept along [. . ] |15 [All this] reminds me right now of Anaktoria. |1g She is [not] here.
[15] |17 Oh, how I would far rather wish to see her taking a dancing step that arouses
passionate love [= eraton], |1g and to see the luminous radiance from the look of her face
|19 than to see those chariots of the Lydians and the footsoldiers in their armor |, as they
fight in battle [. . .].

Sappho Song 16[16]

§14. There are three things to compare with ‘the most beautiful thing’ in Song 16 of Sappho here, but each
one of them pales in comparison to ‘whatever’ that thing is that ‘one’ loves. These three things to be
compared are three radiant visions of beauty. The first of these visions is the dazzling sight of magnificent
chariot-fighters in their luminous war-chariots massing for frontal assault against their terrified enemy; the
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second vision is of footsoldiers on the battlefield; and the third vision is of battleships at sea (16.1-2). But
none of these three radiant visions of beauty can match that ultimate brightness radiating from the
speaker’s love-object, Anaktoria (16.15-16). When Anaktoria sings and dances in the chorus, the loveliness
of her steps and the brilliant light you see radiating from her looks (16.17-8: £patdv Te BApa | KApapuxpa
Aaunpov dnv npoownw) cannot be surpassed by anything in the whole wide world. That radiance of
Anaktoria is now directly compared with the radiance of the luminous chariots and the other two luminous
foils (16.19-20).

§15. In the logic of Sappho’s poetic cosmos, nothing can surpass the radiance of the sun. So the all-
surpassing radiance of ‘whatever’ it is that the speaker says she loves more than anything else in the whole
wide world must be the same thing as the sun—or at least it must be a metonymic extension of the sun,
such as the radiance of Anaktoria herself as she sings and dances in the chorus.[17]

Back to the Tithonos Song of Sappho

§16. Similarly in the Tithonos of Sappho about the terrors and sorrows of dark old age, the speaker’s
declared love for the sun is what turns her life into a world of radiance and beauty. As we read toward the
end of the longer version of the song, at line 15 (= n2 25), she loves habrosuné ‘luxuriance’: Eyw &&
@iAnpp’ dBpoolvav, and this love is associated with her passionate love for the sun. In the poetics of
Sappho, this association extends to the beautiful heroes Adonis and Phaon, lovers of Aphrodite and
projected lovers of Sappho: they are habroi ‘luxuriant” and they shine like the sun in their radiant
attractiveness.[18]

§17. In the Tithonos Song of Sappho, then, the sun is the promise of recycling for the girl who fears the
interruption of her youth by old age, for the woman who fears the termination of her life. The passionate
love or eros (Epwg) for the sun as experienced by Sappho in the longer text of this song, at line 16 (=

n2 26), is the converse of the passionate love or eros (£poc) for Tithonos as experienced by the goddess of
dawn, Eos, in the shorter text that we now call the “"New Sappho,” at line 10 (= nt 18). As we see from the
wording that survives at line 11 (= nt 19) of the shorter text, the beauty of Tithonos, who was kalos
‘beautiful” as a neos ‘young man’, will be ruined by what is described as a polion géras ‘gray old age’ at
line 12 (= nt 20), just as the speaker’s beauty has been ruined (line 3 = nt 11) by the graying of her hair
(line 4 = nt 12) because of géras ‘old age’ (line 3 = nt 11)—after all, no human can remain a-géra-os
‘ageless’ forever (line 8 = nt 16). For a human to remain a-géra-os ‘ageless’ is ou dunaton ‘impossible’
(line 8 = nt 16). This impossibility, this adunaton, is keenly felt by the speaker as she laments her inability
to dance any more, now that her knees are no longer nimble for dancing —no longer nimble like the limbs
of playful fawns (lines 5-6 = M! 13-14).

§18. Such a poetic adunaton is a specifically choral poetic adunaton, as we see from a comparable
expression in a choral song of Alcman, Song 26, where the speaker declares that he is too old and weak to
dance with the chorus of women who sing and dance his song: by implication, he continues to sing as the
lead singer—even if he cannot dance any more.[19]

§19. The promise of the girl who comes back full circle, as expressed in the longer version of the text of
Sappho’s song when the speaker declares her passionate love (Epwg) for the sun at line 16 (= n2 26), is
withheld in the shorter version of the song. As Lowell Edmunds has shown, the shorter version fails to
return to the present poetic situation that had started the song—and had introduced the myth of Tithonos.
[20] There is no return to the start, which is the present. Such failure to return to the present suspends the
coming full circle that is being promised by the present. And this suspension creates a sense of suspense. It
is not so much a truncation of something that is thereafter left out of mind as it is a withholding of
something that is thereafter kept in mind. I find this effect comparable to the suspense created by the
narrative device of ending one performance with a men-clause (‘on the one hand’) and then beginning the
next performance with a de-clause (‘on the other hand’).[21] Such a device is typical of transitions in the
relay-performances of rhapsodes competing at the festival of the Panathenaia, as we see for example in the
transition from Rhapsody 2 of the Odyssey (ending with a men-clause at verse 434) to the subsequent
Rhapsody 3 (starting with a de-clause at verse 1).[22]

§20. Such transitions are to be expected in the relay-performances of kithara-singers, not only of
rhapsodes. If it is true that the songs of Sappho were included in the repertoires of kithara-singers
competing at the Panathenaia, then the shorter and earlier version of Sappho’s song featuring the myth of
Tithonos and Eos may be viewed as a variant stemming from the performances of kithara-singers
competing at the Panathenaia.

§21. I should add that both the shorter and the longer versions of Sappho’s song may also be viewed as
variants stemming from the performances of participants in private symposia. Variations in the singing of
Sappho’s songs by men and boys at Athenian symposia help explain differences in the textual transmission
of Sappho—including differences that have come to light with the discovery of the Cologne Papyrus showing
a different version for the closure for the Tithonos Song.

§22. In the case of Song 2 of Sappho, for example, we find two attested versions for the closure of this
song. In the version inscribed on the so-called Florentine ostrakon dated to the third century BCE, at lines
13-16, the last word is olvoxoeioa ‘pouring wine’, referring to Aphrodite herself in the act of pouring not
wine but nectar. In the “Attic” version of these lines as quoted by Athenaeus (11.463e), on the other hand,
the wording after olvoxoodoa ‘pouring wine’ continues with TouToIg Tolg £Taipoig épolg ye kdi oolg ‘(pouring
wine) for these my (male) companions [hetairoi], such as they are, as well as for your (male divine)



companions [= Aphrodite’s]’.[23] Both kinds of sympotic closure, I argue, are compatible with the singing
of Sappho’s songs by men and boys at Athenian symposia.[24]

§23. On the basis of such sympotic contexts, I infer that the shorter version of Sappho’s Song of Tithonos,
attested in the Cologne papyrus containing the “New Sappho” (I'I2), is not necessarily an earlier version
than the longer version as attested in the later papyrus (I'Il)—or the other way around.

§24. In the case of the Tithonos Song as transmitted in the older papyrus, the failure of the song to return
to its own present time, back from the timeless myth of Tithonos and Eos, means that the speaker’s
contact with the paides ‘girls’ whom she addresses at line 1 (= nt 9) has been for the moment suspended.
There is a comparable sense of suspension between Sappho and her paides ‘girls’ in the visual arts of
Athens in the fifth century. I started this essay by comparing the use of the word pais in the sense of ‘girl’
as inscribed on a vase painting that I analyzed in my posting for 2015.11.05. I now come back to that
painting, which as we saw shows the pursuit of a girl by a woman who is in turn pursued by the girl in a
seemingly eternal cycle. So, the moment of catching up is eternally deferred. The woman, who is Sappho,
cannot catch up with the pais or ‘girl’ she once had been, and the girl cannot catch up with the woman she
will become. As I said in the posting for 2015.11.05, we see here not just amor versus, but amor
conversus. It is a yearning for a merger of identities as woman pursues girl pursues woman.

§25. But Sappho, addressing her paides ‘girls’ while lamenting her old age in the Song of Tithonos, is not a
woman whose life is about to be terminated. She is a woman to be continued. More than that, she is the
girl who comes back full circle.

Circling back to Epigram 55 of Posidippus

§26. Here I return to the expression Cangoiouc £€ dapwv 6dpouc ‘Sappho’s love songs [oaroi], songs
[oaroi] sung one after the next’ at line 2 of Epigram 55, where the wording indicates that the songs of
Sappho are sung by girls in relay, from one song to the next.

§27. In the poetics of Sappho, as we see from this learned reference, one oaros or ‘love song’ continues
after another, over and over again. Each oaros is a coming full circle from the previous oaros. Each song
extends from the previous song into the next song. The singing of the songs of Sappho is envisioned as an
unbroken cycle of song, a singing by relay.

§28. Just as Sappho’s medium comes full circle from one oaros or ‘love song’ to the next, from one
amorous converse to another, so also Sappho herself comes full circle, for eternity. She is a girl who
becomes a woman who becomes a girl again, coming full circle. That is the perennial poetic theme of
Sappho. This girl will not be interrupted.[25]
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Notes

[1] For an apparatus criticus that tracks till 2011 the editorial work that has been done on this text since its
original publication by Bastianini and Gallazzi 2001, see Angio, Cuypers, Acosta-Hughes, and Kosmetatou
2011.

[2] For an apparatus criticus, see again Angio, Cuypers, Acosta-Hughes, and Kosmetatou 2011.
[3] Nagy 1990b:200n123, with reference to lIliad 22.126-127; also Nagy 1990b:253.

[4] Nagy 2007a, 2010.

[5] Such is the interpretation of Angi6 2015:215-20.

[6] Starting with this paragraph, I offer an improved version of what I published in Nagy 2010.

[7] See the remarks of Bowie 2002:161. In the context of a viva voce discussion that had led to those
published remarks, as E.B. has kindly confirmed for me in an e-mail exchange, he may have brought up the
idea of a statue as figured together with a sundial. Angid 2015:217 expresses her doubts about such an
idea. She does not mention my relevant observations in Nagy 2010:187-188.

[8] The expression “girl, interrupted” comes from the title of the 1993 book of Susanna Kaysen. I first used
this phrase in relation to Sappho in a 2010 article titled “The ‘New Sappho’ Reconsidered in the Light of the
Athenian Reception of Sappho.” This article also appears in the online journal Classics@ Volume 4, edited
by Ellen Greene and Marilyn Skinner.

[9] Obbink 2010.

[10] Again, Obbink 2010.

[11] The last two lines of this version of the Tihonos Song, 15-16 = n2 25-26 = Sappho F 58.25-26 V, are
highlighted in H24H Hour 5 Text I.

[12] Nagy 2010.

[13] The noun £pwg in this phrase £pwg dehin (F 58.26) is a byform of £pog in the diction of Sappho (as
also at F 23.1).

[14] On the reading £€pwc deliw instead of Epoc TweAiw, see Nagy 1990a:285 [10§18], Nagy 1990b:261-
262; Nagy 1996:90, 102-3. More in Nagy 2010.

[15] In the papyrus fragment, the negative ‘not’ is not visible, but its restoration is supported by editors.
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[16] H24H Hour 5 Text H.
[17] I offer a fuller analysis of Sappho’s Song 16 in H24H 58§§73-77. For more on this song, see Bierl 2003.

[18] Nagy 1990a:285 [10§18], 298 [10§29] n113; Nagy 1990b:235, 255, 257, and especially 261-62;
Nagy 1996:90, 102-3.

[19] Nagy 1990a:352 [12§32]; Nagy 2007b:22.
[20] Edmunds 2006.
[21] Nagy 1996:161-62, with reference to Plutarch Quaestiones convivales 736e.

[22] Nagy 1996:161-62n30. Further examples in Nagy 2002:61-69. Relay-performances in rhapsodic
contests at the Panathenaia require collaboration as well as competition: see Nagy 2002:22. For a
comparative perspective on the concept of competition-in-collaboration, see Nagy 1996:18.

[23] On the relevance of this wording to questions of genre, see Yatromanolakis 2004 [2003]:65. On the
“Attic” transmission of the sympotic songs of Alcaeus, see Nagy 2004:37-41. The term Attic here is used
not only to indicate the Attic dialect but also the Athenian cultural context of transmission.

[24] Nagy 2010: 191-92,

[25] Once again, I note that this expression “girl, interrupted” comes from the title of the 1993 book of
Susanna Kaysen.
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