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Abstract

Building upon recent research on the motif of Sappho’s leap from the Rock of Leucas in ancient
iconography and texts, this article explores its background in greater depth, raising new issues
and proposing new solutions. The first section locates the iconographic project of the so-
called Porta Maggiore ‘Basilica’ in its historical context, through the comparison with another
coeval and contiguous building in Rome. The second section focuses on the issue of the rela-
tionship between the story of Sappho’s unhappy love for Phaon and the corpus of Sapphic
poems, arguing that the theme is unlikely to have been represented in the standard edition of
the poetess and offering an explanation for the origin of the tradition of alternative Sapphos.
The third section identifies the third text of the famous Sappho’s Cologne papyrus as a post-
classical poem in the voice of Sappho, where the poetess takes leave from Phaon and faces a
journey toward the Underworld while holding in her hand Orpheus’ lyre. Finally, I argue that
this poem provides an important missing link that can help understanding the background of
the representation of the poetess in the Porta Maggiore ‘Basilica’.

The lconographic Evidence and Its Background

Sappho’s leap from the Rock of Leucas is arguably the most salient iconic trait in mod-
ern visual images of the lyric poetess from the Renaissance onwards.! On the other
hand, only one single, if conspicuously spectacular, representation of the motif is
known from antiquity. Its depiction in the apse of the so-called underground ‘basilica’
at Porta Maggiore is the focal point in the iconographic programme of an impressive

Icf. D’Alessio (2022) with bibliography.
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underground building.? More than a century after its discovery in 1917, and almost a
century after its first full publication by G. Bendinelli,? the overall interpretation of the
hypogeum is still very much an object of debate. It probably was a funerary building
and is likely to be dated to the age of Tiberius or Claudius.* Its topography, in proximity
to the Horti Tauriani and to the large group of burials (more than 700) of the liberti and
slaves of the Statilii Tauri, the so-called Monumentum Statiliorum (just within the city
walls), founded by either T. Statilius Taurus, consul in 26 BCE and general of Octavian’s
land army at Actium, or by a later member of this powerful family, makes its attri-
bution to the Statilii Tauri plausible. Its striking and rich decoration has been read in
several ways. Its apparent uniqueness, though, may to a certain extent also derive from
the loss of potential elements of comparison. I draw attention here to an intriguingly
similar underground funerary chamber adorned with rich stucco decoration that was
discovered in the same area of Rome in 1733. This was part of the large burial complex
of another prominent senatorial family of the period, that of L. Arruntius L. f., possibly
the consul of 22 BCE (and, interestingly, the general of the central division of Octavian’s
fleet at Actium and a Quindecemvir sacris faciundis at the time of the ludi saeculares), or
of one of his descendants. The building itself and its decoration have vanished long
ago. They were destroyed to make way for modern buildings on the Esquiline in the
late nineteenth century but they were recorded in the eighteenth century, notably in
a series of drawings by Pier Leone Ghezzi between 1733 and 1740 and of etchings by
Giovanni Battista Piranesi in the early 1750s.> The similarities with the Porta Maggiore
hypogeum are not limited to the general lay-out nor to the style of the decoration. It
is difficult to make out all the details of the iconography of the panels reproduced by
Piranesi, but one of them can be recognised as the abduction of one of the daughters
of Leucippus (figure 1).° This is the same subject of one of the two main panels in the
central nave in the Porta Maggiore hypogeum (figure 2).” As noted by Wadsworth in
the aftermath of the discovery of the ‘basilica’, ‘if it were possible, it might be most
interesting to compare these two monuments especially as they were not far apart geo-
graphically’.? It is indeed striking to find such similarities in two funerary buildings so
chronologically and topographically close, possibly belonging to two families brought

D’Alessio (2020), D’Alessio (2022, with fig. 1) and Romani (2022), with bibliography and references.
While this visual representation has attracted attention from archaeologists and historians of Graeco-
Roman religion, it has been sidelined, if not entirely ignored, by literary historians. To quote only some
recent examples, it is not mentioned at all in Neri (2021) nor in the Cambridge Companion to Sappho
published in the same year (Finglass and Kelly (2021)).

3Bendinelli (1926).

“Cf. Bastet (1970) 149, with bibliography (Tiberian), Mielsch (1975) 32-3 (Claudian). Sauron (1994)
612-13, based more on historical than on archeological grounds, argues for an earlier date.

5Cf. Lindsay (2011), with bibliography. Ghezzi’s drawings are preserved in the Codex Ottobonianus 3108.
For the etchings, cf. Tables VII to XV in Piranesi (1784) (available open access here https://doi.org/10.
11588/diglit.1126). The etchings themselves were produced between 1751 and 1756. Digital images of the
printing plates by G. B. Piranesi and J. Barbault and additional information are currently available at
the website of the Istituto centrale per la Grafica (https://istitutocentraleperlagrafica.cultura.gov.it/) and
at https://www.calcografica.it/matrici/inventario.php?id=M-1400_61a (last accessed July 2025).

¢Cf. Lindsay (2011) 112.

This was to become a fairly popular image in later sarcophagi: cf. Zanker and Ewald (2012) 88-90,
134-7.

8Wadsworth (1924) 37.
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Figure |. Section of the vault of the Sepulcrum Arruntii, from Piranesi (1784) tav. XII.

to great prominence by members closely involved in Octavian’s/Augustus’ military
and ideological enterprise. This should probably make us more cautious in assessing
the degree of originality (or even uniqueness) of the so-called ‘basilica’.

The basilica’s iconographical project must have been based on an eschatological
interpretation of a wide range of mythical scenes. Attempts at linking all this to a
definite religious/philosophical sect, however, do not seem to me to have been success-
fully argued and none of the pieces of evidence adduced so far for a more specifically
Neo-Pythagorean reading stands up to scrutiny. It would be safer to acknowledge
the eclectic nature of the project. Some of its elements can be variously defined as
‘Dionysiac’, ‘Orphic’, or even ‘Pythagorean’, or, more vaguely, as related to mystery
cults but it is difficult to identify a distinctively systematic approach behind the whole,
and much of it can be paralleled in less elaborate contemporary or later funerary
imagery.’ Even taking into account this eclecticism and the element of comparison
provided by the Arruntii building, however, Sappho’s scene, dominating the apse of
the Porta Maggiore building, remains, at the present state of knowledge, unique for its
iconography.'® The central role of Sappho’s leap, moreover, is unusual also if we look at
its relationship to literary sources, and, more specifically, to actual texts attributable to
Sappho. In the next section of this paper, it is my intention to explore some neglected
pieces of evidence that may help to shed light on its background from this perspective.

°For this approach, cf. especially North (2012).
1Bastet (1970) 152 suggested as a possible parallel a later mosaic from Carthage, but this is interpreted
rather more convincingly as a depiction of Ino, cf. Darmon (2004) 109-11.
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Figure 2. Detail of the vault of the central nave of the Porta Maggiore hypogeum (© Soprintendenza Speciale
Archeologia Belle Arti e Paesaggio di Roma).

In Love with Phaon

In a recent contribution, I have suggested that an eschatological interpretation of
Sappho’s leap might have been known already in late fifth-century-BCE Athens. In
a fragment of a play of the comedian Pherecrates, The Miners, a woman comes back
from the Underworld and describes the blessed life of its residents. An interlocutor
interrupts her lengthy description, noting that she might cut it short and plunge
(koAvpPdw) back again into Tartarus (fr. 113.20-21 K-A). I have argued that the woman
in this episode is likely to have been either Sappho, coming back from the realm of the
dead, or a character inspired by Sappho.!! This might have been based on represen-
tations of the Underworld and metaphorical images present in lyric poems of Sappho
herself. A fragment of Anacreon (376 PMG = 94 Gentili, 23 Leo) shows that the motif
of the leap from the Rock of Leucas (here, too, the verb koAvufdw is used) was con-
nected to love and suffering already by the late sixth or early fifth century. Since the
motif was later linked to Sappho, and Anacreon conspicuously showcased his poetic
debt to Sappho, it is not unlikely that the leap metaphor might have already been used
by Sappho herself."?

1t is often assumed, especially since F. G. Welcker, that Attic Comedy played an important role in shap-
ing the love story between Sappho and Phaon. It is to be noted, though, that there is no positive evidence
for this, apart from the possible allusion in Pherecrates and the passage from Menander’s Leucadia dis-
cussed below, which alludes to the event but where Sappho was not a character in the play: cf. D’Alessio
(2022) 50 and 52-3.

12¢f. D’Alessio (2022) 52 n. 12, with bibliography.
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But was there any connection between this and her unrequited love for Phaon in
Sappho’s own songs? Or, indeed, was there any mention of Phaon at all? The evidence
is apparently conflicting. There is only one source apparently implying that Phaon was
the subject of songs by Sappho. In all other texts that mention her love for Phaon the
story is told as part of her biography, but without any reference to her poems. In some
of them, indeed, the Sappho in love with the young boy is even presented as a different
character from the famous poetess herself.

The only source that would seem to mention explicitly lyric songs composed by
Sappho for Phaon is a short story inserted in the collection of Unbelievable Tales (nept
Gnictwv) that goes under the name of Palaephatus. Palaephatus was a Peripatetic
‘historian’, a direct pupil of Aristotle, active in the fourth century BCE, author of var-
ious mythographic and paradoxographic works characterised by their rationalising
approach, mentioned and quoted by several ancient sources. Whether the collec-
tion of tales handed down to us under this name is actually the work of this same
fourth-century author or it is a later work nobilitated by being tagged to a famous
author has been the subject of a long debate. Nicola Festa, editor of the work in
Teubner’s Mythographi Graeci, was of the opinion that this was a later work that may
have included original materials.”> More recently, Greta Hawes and other scholars,
including Renee Niinlist, the editor of Palaephatus’ fragments and testimonies in Brill’s
New Jacoby, are ready to accept that the collection, too, goes back substantially to the
real Palaephatus.* At any rate. it is frequently assumed that our witness about the
presence of Phaon in Sappho’s songs may go back to the fourth century BCE."

Here is the whole short story, with a critical apparatus limited to its last sentence.

[Palaephatus], De incredibilibus 48

i1 Pdwvt Ploc v mepl mhoiov eival kai BdAaccav. mopduodc fv 1 BdAaccar
#yrAnua 8¢ 008ev ap’ 00devoc ékouileto, émel kal pétploc AV kai mapd TGV
gxOvtwv udvov édéxeto. Badua Av Tod Tpdmov mapd toic Aecfiorc. Emarvel tov
&vBpwrov 1 Bedc Appoditny Aéyouvct thv 0edv- kai vodca Béav dvBphdmov,
yuvaikoc fn yeynpakviac, T@1 ddwvi StaAéyetar mepi mAod. tayc A éxeivoc
kad Srakopican kad undév dmantfcat. tf 0OV émi Tovtolc 1} Bedc; dueipai pact ToOV
&vBpwmov, kai dueifetar vedtntt kai kdAAel TOV yépovta. oUtoc O Pdwv Ectiv,
¢’ (1 1OV Epwta avdtiic 1§ Canew ToAdkic dicua énoincev.

7 &¢@” 1 TOV codd: €@’ M1 <d1a> tdv Tollius 1649 || 8 dicua Tollius 1649: aiua codd.
[Palaephati] et [Eudocia]; éuelomoincev Festa 1902; dAua W. Hoerschelmann 1891

Phaon’s life revolved round his boat and the sea: the sea was a strait. He met
with no complaint from anyone, since he was a fair man and accepted money
only from those who could afford it. There was amazement among the Lesbians

13Cf. Festa (1902) xlviii-1.

Mcf. Niinlist (2008) and (2018), Hawes (2014) 227-38.

1550, for example, most recently, Finglass and Kelly (2021) 1; Thorsen (2019) 37 introduces our
source as ‘Palaephatus (or pseudo-Palaephatus) of Athens [...] normally dated to the century preceding
Nymphodorus’ (i.e. to the fourth century BCE); Thorsen and Berge (2019) 306 date the story to the fourth
century BCE.
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at his way of life. The goddess approved of this man - the goddess was Aphrodite
- and, having assumed the appearance of a mortal, an already aged woman, she
spoke with Phaon about a crossing. He was quick at carrying her over, and at
asking for nothing. What did the goddess do then? They say she transformed
the old man and repaid him with youth and beauty. This then is the Phaon on
account of whom Sappho often made songs about her love. (Translation from
Thorsen and Berge 2019: 306, slightly modified).

There are two points that need addressing in this passage. The first is a relatively minor
textual issue. The transmitted text of the final sentence, with its crucial reference to
Sappho’s songs,® is obviously corrupted. All manuscripts read aiua émoince(v). The
meaning of this would be ‘she made blood’, which makes no sense in the context. Most
editors until Festa printed &icpa émoince, which Festa defines as the vulgate reading
and attributes to his siglum ‘E’, i.e. what he calls ‘personata E(udocia)’, an author using
the pseudonym of Eudocia. The reference is to the so-called Eudocia’s Violarium, a large
compilation of stories and biographies attributed to the Byzantine Empress Eudocia
Macrembolitissa (eleventh century) but in fact a forgery assembled by the Greek scribe
and erudite Constantine Palaeocappa in the sixteenth century and based, among other
sources, also on Palaephatus. However, Palaeocappa’s own autograph, preserved in Par.
gr. 3057, has the same reading as all manuscripts of Palaephatus. The vulgate read-
ing does appear (with the wrong accent, doua) in the eighteenth-century first edition
of this work by de Villoison.!” The correction, though, goes back already to the 1649
edition of Palaephatus by Tollius,'® who also proposed to read <8ix> tov €pwta (as
correctly reported by Festa). This is a very easy correction, even if it entails a cer-
tain linguistic clumsiness, since &icpa should be understood not as the direct object of
the verb but as a predicate to tov €pwta avtiic (literally ‘on whose account she often
made her love into a song’). I cannot find precise parallels for this construction, but it
would be difficult to argue that it is not possible.!® I suppose that this difficulty must
have led Festa to his conjecture éuelomnoincev, accepted, to my knowledge, by all sub-
sequent editors. This is linguistically much easier, and its origin can be explained if
we assume that the corruption to aiua énofnce originated not as a palaeographical
error but as the result of a phonetic mistake with emelopiisen corrupted into ema epiisen
(though Festa did not state this). It seems difficult, at any rate, to envisage alternative

16In this context, since no further qualification is given as to the identity of the Sappho mentioned, a
reader would naturally understand it to refer to the famous poetess so named.

7de Villoison (1781) 414.

"Tollius (1649) 251.

YFor some (not entirely) comparable turns of phrase, cf. Philo, De migratione Abrahami § 158 éneidav 6
Oeioc évtakeic Tpepoc TOV T00 yevntol Gpﬁvov &icua gic oV dyévntov Buvou (v.L Suvov: fortasse delen-
dum) nowicy; Phot. Amphiloch. 30.5 xopdc dyyéAwv dicua O Bapa Tolo0pEVOL, 284.2665 Kal YaApOV Kai
cucpa 10 €pyov motovpévouc; Constantinus Stilbes, Didascalia de mandylio et ceramo, 2.4 ravmv TEPTVOV
oucpoc Tl Tavnyopet nomcwpsea v Sifyncy; Hierocles, in carmen aureum, 19.2 &mikoitiov dicua Ot
v TV drabécewv dvdrpicty motovpevol All of them, apart from the Philo passage (where the sense is
not entirely comparable, involving, as it does, the transformation of a kind of song into another), feature
forms of the middle. The further correction dicpata would make the text marginally easier.
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textual solutions not entailing a reference to Sappho’s song.?’ The fact remains that
this unique piece of information rests upon a somewhat uncertain conjecture.*

The second point is of much greater consequence. All editors of Sappho and all
scholars who have dealt with the implications of this source (with the single excep-
tion of Wilamowitz, impressively ignored in subsequent scholarship on this issue)?
have either not noticed or failed to draw attention to the fact that, even if we accept
the hypothesis that our collection of Unbelievable Tales actually goes back to the fourth
century BCE, Phaon’s story belongs to a group of seven tales appended to the rest of
the collection only in a late branch of the manuscript tradition that all editors con-
sider to be an interpolation which has nothing to do with the rest of the collection
(they also lack the rationalising approach characteristic of Palaephatus and of the rest
of the work).?

Summing up, our only source mentioning Phaon as the object of Sappho’s songs is
a late, possibly even Byzantine, interpolation in a mythographic compendium, whose
uncertain phrasing rests upon a conjecture. Other sources, starting with the passage
from Menander’s Leucadia (fr. 1 Austin, Blanchard, 258 K.-T.: our earliest evidence of
the circulation of the love story with Phaon), involve Sappho as a character in the
story, not as its source, and make no reference at all to poems composed about Phaon
among the works of the poetess. A significant group of witnesses, indeed, attribute the
unhappy love story to a different character, a namesake of the famous Sappho.

Another Sappho?

What might be the earliest source mentioning another Sappho is a textually problem-
atic passage of Book 13 of Athenaeus’ Deipnosophistae, where one Sappho from Eresos
features within a survey of famous hetairai (‘courtesans’) (596e):

kal 1 €€ 'Epécov 8¢ trtfic fralpact Zamew to0 kalol ddwvoc épacheica
nepipdnroc Av, e enct Noueddwpoc év IMepimAw Aciac (Nymphodorus, BNJ? 572
F6).

Hoerschelmann (1891) conjectured dApa (jump’), but this would be very odd, if not impossible (and,
at any rate, comically distorted) with moAAdxic, implying that Sappho jumped several times from the
Rock. We could in theory compare the case of the fictional Makes of Bouthrotos, nicknamed Leucopetra,
who, according to the parodical author of mythological curiosities Ptolemy Chennos (in Phot. Bibl. cod.
190, 153a), would have jumped from the Rock four times.

#0ne of the journal referees has suggested that we should consider tov épwta abtfic as referring to
Aphrodite, not to Sappho (abtfc is actually Festa’s conjecture, but the transmitted form has been regu-
larly interpreted as reflexive already by previous interpreters). This ingenious solution would eliminate
even this single allusion to love songs of Sappho for Phaon. While I would not rule this out, I think that
the widespread knowledge of Sappho’s love for Phaon in the biographical tradition (on which more below)
would have made the current interpretation of the wording much more natural for the author of this text
and its readers.

22yon Wilamowitz (1913) 33-4.

BFesta (1902) li: ‘quae pars tantum eaque deterior codicum nostrorum servavit’. None of the
manuscripts that preserve these additional seven tales is earlier than the fifteenth century. All of them
have the characteristics of rhetorical school exercises. Festa argued that the seven tales are a Byzantine
interpolation to the collection, but they may well be late antique. The later the interpolation, the less
likely it is that the tale’s author might have had first-hand access to Sappho’s poems.
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thic étaipac A: thic €tépac (Musurus) (dpwvupoc) Casaubon; tfic (mownrpioc dudvupoc)
étaipa Kaibel; 1 ¢€ "Epécouv &€ tic etaipa Zangd Meursius; fort. Tic £tépa <OpwvLpoc
étalpa> Zaned vel etiam tic étépa Tangd (D’Alessio) || NUugic A: Nuugddwpoc
Wilamowitz, cf. 6.265c, 7.321f, 8.331e

and the one from Eresos Tof the hetairat Sappho, who fell in love with the beau-
tiful Phaon, was much talked about, as Nymphodorus says in his Voyage Around
Asia.

The identification of the source from which Athenaeus derives this piece of informa-
tion could in theory help to provide a chronological context. The manuscript has the
name Nymphis, a third-century-BCE author whom Athenaeus quotes elsewhere for a
work on his hometown, Heraclea on the Black Sea, a topic that does not seem relevant
here. On the other hand, Athenaeus quotes several times a Nymphodorus of Syracuse,
twice attributing to him a Voyage around Asia: in the first passage (Book 7,321f-322a, 572
F 5 BNJ?) regarding a poetess from Lesbos, and in the second one (Book 13, 609¢, 572 F
7a BNJ?) when dealing with the beauty of the women of Tenedos (an Aeolian island not
far away from Lesbos). Wilamowitz hence plausibly conjectured that Nymphis in our
passage is a corruption for Nymphodorus. Nymphodorus’ date is uncertain: he must be
earlier than Pliny the Elder, who quotes his geographical works, and is usually thought
to belong to the early Hellenistic period.* One of the main issues of this text is whether
Nymphodorus (or Nymphis) stated that the poetess Sappho was a prostitute and that
she was in love with Phaon,” or whether he thought that there were two different
Sapphos, the poetess and the prostitute. The text is undoubtedly defective and some
sort of correction is necessary: the presence of the meaningless genitive tf¢ £taipag
is more easily accountable if there was a mention of two different homonymous indi-
viduals (as in the text as reconstructed by Casaubon and Kaibel). A solution such as
that of Meursius (1] €€ "Epécov 8¢ tic étaipa), though, could be taken as attributing to
Nymphodorus the mention of just one Sappho, ‘a certain hetaira’. Even so, however,
it would be very difficult to suppose that Nymphodorus/Nymphis (and Athenaeus)
would have referred so vaguely to the poetess as tic £taipa. The indefinite pronominal
adjective (‘a certain hetaira’) implies that we are dealing with a potentially unfamiliar
character, and the lack of any mention of the fact that this Sappho was also a poet-
ess makes it very unlikely that the reference was to the same individual as the famous
lyric author. Whether or not the issue of homonymy was present in the text, it seems
reasonable to assume that Nymphodorus/Nymphis mentioned this character as a dif-
ferent Sappho, as it more explicitly happens within the parallel passage of Ael. VH 12.19
novBdvouat 8¢ 6Tt kai tépa €v Tfj AécPw Eyéveto Zanew, Etaipa, ob mowqtpia: ‘T know
that there was also another Sappho in Lesbos, an hetaira, not a poetess.

In other sources, too, the Sappho who falls in love with Phaon is an hetaira or, at any
rate, a different individual from the poetess. A second text, though evidently later, has
great relevance:

%cf, williams (2023).

530, for example, Thorsen (2019) 36 and Thorsen and Berge (2019) 296-7. Thorsen and Berge do not
explain how they would reconstruct the Greek text. Their translation seems to presuppose the nominative
£taipa, but a corruption into the genitive tfjc étaipac would be difficult to account for.
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Oawv: €ml TV épacuinwv kal LEPNPEVWVY ToD yap ddwvoc €pacdijvai act
noAAol trv Cane®, o thv motTplay, GAAX <...> AecPiav? kal drnotuyxdvouvcav
pipat Eavthv anod tic Aevkadoc métpac.

schol. Liban, Ep. 257 = Paus. Att. ¢ 4 Erbse (I) = Phot. ¢ 100 Th. (II) & Et, Gen. AB s.v.
®dwv (gl. 164 Calame) = Et. Sym. FCVE s.v. ®dwv (I1T) = Suda ¢ 89 A. (IV). Cf. Apostol.
17,80 = Arsen. 52,16.

Phaon: (a noun used) for handsome and arrogant people: for many say that Sappho,
not the poetess but <...> from Lesbos, fell in love with Phaon, and having been
unsuccessful threw herself down from the Rock of Leucas.

Hartmut Erbse traced back this passage to the work of Pausanias, a lexicographer
active at the time of Hadrian, and the author of an 'Attik®v dvoudtwv Zuvaywyr (a
Collection of Attic Words), which was widely used by later sources.” Pausanias was a
highly learned scholar, who made abundant references to many early authors, based
on his obvious first-hand familiarity with their current editions, at a time when many
of these editions (including that of Sappho) were available in the libraries of most
important and even of minor provincial urban centres. It is very unlikely that an eru-
dite source of this calibre would flatly deny that Sappho ‘the poetess’ was in love with
Phaon if there had been any actual poems on the subject in the standard edition of
Sappho’s poems current at his time.” An alternative Sappho is linked to Phaon also in
the double biography (entries ¥ 107 and 108) provided in the Byzantine encyclopaedic
lexicon Suda, where the entry of the famous poetess is followed by the one of another
Sappho:

Suda = 108

108 Zomew, AscPla ék MitvAfvne, Ppditpua. altn &' €pwta ddwvoc toD
MitvAnvaiov €k ToD AEUKATOV KATEMOVTWCEV £aVTAV. TIVEC 8¢ Kol TavTHC Eivat
Avpiknv avéypapav moinov.

108 Sappho, a Lesbian from Mytilene, a harp-player. This Sappho threw herself
into the sea from the cliff of Leucates for the love of Phaon the Mytilenean. Some
have attributed lyric poetry to her too.

%The article in trv AecBiav, printed in the text by Neri (2021), Testimony 211 a5, seems to be an
addition present only in Apostolius (fifteenth century), and not in the other much earlier witnesses
(Photius, Suda, and the Etymologicum Genuinum). Perhaps we should read &dAA& <&AAnv> (so already von
Wilamowitz (1913) 33-4, not followed by subsequent editors) or Aecpiav <Etépav>.

2Erbse (1950) 218.

%The hypothesis of the existence of love songs for Phaon among Sappho’s poems is still considered
probable in current scholarship. According to Kivilo (2021) 16, for example, ‘the link between Sappho,
Phaon, and the leap may have been based on her poems, since Pseudo-Palaephatus claims that she often
sung about Phaon’. Scodel (2021) 193 argues that Sappho spoke of Phaon in the voice of Aphrodite and
that this prompted the biographical tradition. The hypothesis, which cannot be said to be supported by
an analysis of our sources, was already in Bowra (1936) 202, and still earlier in Miiller (1841) 314-15 (both
not quoted by Scodel: for the reference to Miiller, cf. Lardinois (1994) 60 n.14).
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In Suda the famous poetess (entry = 107) has nothing to do with Phaon, while a different
Sappho, a harp player (a category of female musicians often linked with the role of
entertaining at symposia, and in several ways contiguous with hetairai), is said to have
been in love with Phaon and to have thrown herself into the sea from the Rock of
Leucas. Very interestingly, she too is said to have composed lyric poetry, suggesting
that there must have been poems attributed ‘by some’ to this other Sappho.

The story of Sappho and Phaon belongs to the construction of Sappho’s per-
sona and seems to have become an important trait of her reception from an early
date. In the Hellenistic period, when a definite textual body of poems attributed
to Sappho started to be available within authoritative editions/collections, the lack
of correspondence between the anecdotal tradition and the content of the poems
themselves became a problem and must have played a role in the development
of the double-Sappho theory® It is certainly no coincidence that most of the
sources on Sappho the hetaira/harp player, when they do provide additional details
(Nymphis/Nymphodorus, Pausanias, Suda), turn out to be all centred around the
Phaon story. This very strongly suggests that this story might have been entirely
absent from the consolidated corpus of Sapphic poetry, and this must have been one
of the reasons (if not the reason) behind the development of the double-Sappho
theory.*

The Third Cologne Poem: a Missing Link?

There were other avenues to keep the textually sanctioned Sappho and the protago-
nist of the Phaon story together. The Epistle of Sappho to Phaon is a remarkable example
of a possible alternative. The dialectic tension between lyric and elegiac tradition in
the Epistle has recently provided key insights for its understanding.*! Here, too, the
importance of the (arguable) lack of lyric poems for Phaon in Sappho’s standard edi-
tion might have played a more important role than hitherto surmised. In the Epistle,
Sappho’s unhappy love story with Phaon in fact coincides with the end of her career
as a lyric poet, and this may explain why we have no lyric poems of Sappho for Phaon
in her standard editions.

In the next section of this paper I am going to argue that there were other, earlier
attempts at dealing with the issue and that we may indeed have a neglected piece of
evidence that can help us to figure out how the story of a pseudo- or deutera-Sappho
took shape, bringing to light what might be one of the missing links with the apse of
Porta Maggiore’s hypogeum.

PWith ‘standard’ edition 1 indicate the edition represented (for Sappho as for all other canonical
lyric poets) in virtually all the papyri circulating in the Roman period and in the learned quotations
from the late-Hellenistic period onwards. For Sappho’s edition in particular, cf. Prauscello (2021), with
bibliography.

PMost (1995) 18-19 deals with the duplication solution as a possible means to deal with the ‘chal-
lenge to anyone trying to imagine a coherent picture of Sappho’s life’. For a precedent of the position
maintained here, cf. Miiller (1841) 314-15. A neglected element, to which I think it is important to draw
attention, is that one of the functions of the duplication (possibly even the main one) was to cope with
the mismatch between the development of a biographical tradition and that of a standard textual corpus
authoritatively sanctioned (which presupposes the Alexandrian edition).

3n the first place, Bessone (2002-3) and Bessone (2003); cf. also D’Alessio (2018).

https://doi.org/10.1017/51750270525100213 Published online by Cambridge University Press


https://doi.org/10.1017/S1750270525100213

The Cambridge Classical Journal 11

The clue is provided by what is to date the most ancient Sappho papyrus. A first
portion was published more than twenty years ago, in 2004, from a cartonnage of
unknown provenance acquired by the University of Cologne (P. Kéln 429). 1t is dated
on palaeographical grounds to the first half of the third century BCE and preserves
in two columns two poems in the same metre and dialect, the second of which (58c
Neri = 58.10-21 Voigt) was already known also from a papyrus roll with Book 4 of the
later ‘standard’ edition of Sappho (POxy. 1787). The two poems share several thematic
and linguistic features. The first, very fragmentary poem (58b Neri) seems to focus on
the destiny of the poetess in the Underworld. The second, much better preserved, and
already partially known as Sapphic, is the so-called ‘Tithonus’ poem (58c¢), featuring
the poetess’s considerations on old age. The language, metre, content, and style of the
first poem are perfectly compatible with an attribution to Sappho, too.

In 2005 the same editors published a further portion of the second column con-
tributing a third lyric poem (PKéln. 430). This was added by a possibly slightly later
hand immediately after Sappho’s ‘Tithonus’ poem and is linked through imagery and
keywords to the two preceding poems. Most scholars have realised that language, style,
and metre of the third poem are incompatible with an attribution to archaic Lesbian
poetry.3? It is a rare example of lyric poetry produced between the fourth and the third
century BCE. Here is the text as reconstructed by Gronewald and Daniel (2005):

P10upomAdke d6Aie uvBwv adtovpy[(€)
enifovle mai [[Boro I1[1'. ve'l...Jas[ 1.1
étaipe dépmw: §[

Ll (M

[.]..v:(?) dnyovcmp [

[pldoc detépwv te[
[t]0 muprgpeyyic dell

[] mac dxobw: 0 | [ 0id-]
[y]pov x8pov Oppéa ]

10 [ép]meta mavTa K[

[..] tavépatav Aaf
[eG]@Boyyov Abpav | [
[culvepyov Exorcam | [

Weaver of whispers, deceiver, fabricator of fables (...), treacherous boy (...), my com-
panion, I go away (...) without breathing (I abandon) (...) the light and of the stars (...)
the fire-blazing (... of the) sun (...) L hear (...) the son of Oeagrus, Orpheus (...) all animals
(...) the lovely (...) [good]-sounding lyre (...) holding (female subject) as a helper (...)
Without providing here a complete status quaestionis, I will focus straight away
on what I see as the most obvious reading of this very fragmentary text, after deal-
ing with only a few preliminary issues. One of the first questions to address is

#Bibliography on the poem includes: Gronewald and Daniel (2005) (the editio princeps); Rawles (2006);
Lundon (2007): 149-66; Puglia (2008); Yatromanolakis (2008); Clayman (2009); Gangutia (2010); Martinez
Nieto (2011); Gangutia (2014); Bierl (2016). The only scholar who attributed this poem to Sappho is
Tsantsanoglou (2019) 42-71, who offers several interesting insights, but does not carry conviction for
his extensive rewriting of the transmitted text and unparalleled tentative reconstructions.
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that of the function of the dicolon, the two superposed dots that appear at least
at 1. 3 and 8 and possibly at 1l. 4 and 5. This is attested in ancient papyri to sig-
nal changes of speaker, but also as a punctuation mark and/or to indicate internal
articulations of metrical sequences. This is the function it has, for example, in an
early-second-century-BCE papyrus preserving a text that has several points of con-
tact with our poem, the so-called Fragmentum Grenfellianum, known also as the Maiden’s
lament (PGrenf. 1), a Hellenistic lyric poem giving voice to the monologue of a woman
abandoned by her lover.”® The alternative explanation, that of its use as an indica-
tor of change of speaker, was formulated as a possibility already by the first editors
and endorsed by Rawles (2006). The overall interpretation of this poem as a dia-
logue, though, with (in Rawles’ reconstruction) a hymnic opening, followed by an
exchange with an address by a speaker to a fellow performer, seems contrived. This
is true also of the articulation envisaged by Gangutia (2010) 17, who posits a change
of speaker between £taipe and d@épnw, i.e. immediately before the dicolon (and so
effectively ignores the actual evidence on which this interpretation should have
been based), and by Martinez Nieto (2011), who argues for a female speaker declar-
ing her intention to abandon her lover and uttering a magical charm that would
have been followed by the words of her lover (who, in the meantime, would have
changed his mind). The remains of the whole text in my opinion can be interpreted
much better as a coherent speech by a single speaker, as envisaged by most other
interpreters: the poem opens with an address to an individual characterised in neg-
ative terms (Il. 1-2) and continues with a statement of the speaker’s intention to
take leave from his/her partner (1. 3 étaipe dpépnw). The last preserved section con-
tains a section on Orpheus and his lyre, an instrument possibly held by a female
speaker.

Who is the individual addressed in these lines, and who is the person address-
ing him? Some of the adjectives of the first two lines can all very well be applied
to the gods of love (cf., for example, Aphrodite SoAomAdkoc (‘weaver of deceits’) in
Sapph. 1, and Eros pvfomAdkoc (‘weaver of stories’) in Sapph. 188) as well as to a
lover. If they were addressed to the speaker’s lover, the Fragmentum Grenfellianum would
provide excellent parallels for §6Aie and £rifovAe, matched by émpBovAwc (‘treacher-
ously’) at v. 5, and @pevandtnc (‘mind-deceiver’) at v. 18.3 In the Cologne papyrus
the use of agépnw, though, settles the question. The basic meaning of the verb is
‘to go away’. It may be understood also as a euphemism for ‘dying’, a meaning for
which we have only one example in a pseudo-Pythagorean Doric fragment trans-
mitted by Stobaeus and attributed to a pseudepigraphic work of the obscure and
certainly fictional Pempelos.®® In our text, however, after the series of deprecatory
address terms, and after the vocative étaipe, it would be very difficult not to under-
stand it in its primary sense, ‘1 go away’ (from you). Death may be the final goal of

3The most recent critical edition is Esposito 2005; on the dicolon in this papyrus, cf. Battezzato (2009)
(who argues it was used to indicate metrical articulations). Another thematically linked, Hellenistic lyric
poem on papyrus, this time without dicola, preserves the monologue of an abandoned woman (Helen
abandoned by Menelaos), PTebt. 1.1 (cf. Lundon (2007) 163 £.). On the genre as a whole, see Gangutia (2010).

34 At v. 7 of the Fragmentum Grenfellianum dxatactacine evpetric (‘inventor of inconstancy’) is similarly
ambiguous and has been understood by readers as referring either to the lover or to Eros.

50n this text, cf. Donato (2021). The passage is a rewriting of Pl. Leg. 11.932 a2-3, with dgépmovtec
standing for the Platonic &mdvtec. For the textual issues behind these passages, cf. Donato (2021) 296-9.
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the speaker’s movement (and, as I am going to argue, it actually is, in a way), but the
most immediate implication at this stage is that the speaker is ‘taking leave’ from a
harmful addressee. And it is from a lover not from a divinity that the speaker can take
leave.*®

But who is the speaker in our poem? And who is the perfidious partner? According
to most scholars, based on the feminine participle at the nominative, €xoica at 1. 13, the
speaker in our text is a woman. This cannot be considered as completely certain, but,
within the context, it seems indeed probable. At 1. 5 &rvouc (ni1, rather than lambda, is
the most convincing reading, as the first stroke is practically vertical) is a two-ending
adjective and can be feminine as well as masculine. If we are dealing with a female
speaker, the use of etaipoc for a heterosexual partner can be paralleled in Ar. Eccl.
911-13,

alat, ti mote meicopat;
ovy fket povtaipoc
uévn &’ avtod Asimop™ 1y
yép por priTnp dAAn pePnke.”’

Ah, what am I going to suffer?

My companion has not come,

and I am left here alone,

as my mother has gone somewhere.

This is particularly relevant for our poem as the Aristophanes passage is rightly con-
sidered an early occurrence of the lyric motif of the lament of the abandoned woman,
modelled upon the famous ‘quasi-Sapphic’ ¢y 8¢ uéva kabeddw (Sapph.? 168B),
paralleled also in Fragmentum Grenfellianum 35.3®

The adjective dnvouc (‘breathless’) has been understood already by the first editors
asreferring to ‘death’ or ‘apparent death’. The term may echo Sappho’s attention to the
technical description of medical symptoms and can be paralleled in the Hippocratic
corpus, On Diseases 2.20, where the symptoms of an &nvooc individual include Ydyoc,
‘cold’, and 18pdc, ‘sweat’, as in Sapph. 31 (describing a near-death experience, cf. v.
15) and lead to death within three days.* Following this, mpo[Aeinw or mpo[Aimoiut
would be a very attractive supplement expressing the speaker’s intention to aban-
don the world of the living (ed. pr., ‘I abandon (...) the light and of the stars (...) the
fire-blazing (of the) sun (...)"; tpo[Ainoica would be another exempli gratia alternative).

3Thus Lundon (2007), Puglia (2008), and Gangutia (2010) (2014). Puglia adduces a useful comparison
with [Theocr.] 23.22-3 Badilw / #vBa T0 pev katékpvac, ‘1 go where you have condemned me to go’, where
amale lover is on the point of killing himself in front of the young beloved house. Rawles (2006) argues that
the first lines are an address to Hermes. Clayman (2009) and Tsantsanoglou (2019) also think that they are
addressed to a deity (Eros addressed in a reported speech of Orpheus according to Tsantsanoglou). Bierl
(2016) surveys the various options without taking a stand. The first editors leave the question open.

37Cf. also Semonides 7.49 W. The term is frequently used for male-to-male relationships.

38Cf. Gangutia (2010) 17-18 with bibliography.

%0n the same line, but without the Hippocratic reference, cf. also, for example, Gangutia (2010) 18 and
Tsantsanoglou (2019) 59.
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As noted already in the editio princeps, this would find a close parallel in the words of
Praxilla’s Adonis in the Underworld (where the verb used is the simple Asinw):

Praxilla 747 PMG

"HMb1dhtepoc to0 Mpa&idAnce Adwvidoc: émi tdV dvortwy. Mpd&ila Cikvwvia
pelomoloc éyéveto, we el MoAéuwy. Altn 1 Mpd&ida tov "Adwviv év toic
Uuvoric (uélecwv varia lectio) eicdyet épwtduevov OTO TOV KATW, TL KGAAICTOV
KataMnv fKel, Ekeivov 8¢ Aéyovta oUtwe

KAGAAcTOV pév éyw Aelnw @doc fieAioro,
devtepov dctpa pagva ceAnvaine te tpdcwmnov
Nd¢ kal wpaiovc cikvovc kai piAa kal Syxvac

‘Sillier than Praxilla’s Adonis’: used of stupid people. Praxilla of Sicyon was a lyric poet-
ess, as Polemon says. In her hymns (or ‘songs’, a variant in the manuscript tradition)
this Praxilla represents Adonis as being questioned by those in the Underworld about
the most beautiful thing he left behind when he came, and giving as his answer:

‘The most beautiful thing I leave behind is the sun’s light;
second, the shining stars and the moon’s face,

and ripe cucumbers and apples and pears’ (Trans. Campbell (1992) 375, modi-
fied).

We find an even closer turn of phrase, with the same verb supplemented here,
npoleinw, in the words uttered by Aphrodite when describing her descent into the
Underworld in search of Adonis in the new Orphic fragments of the Sinai Palimpsest
(fr. B, vv. 11-13):%°

gTAnv § gjc Atdao déuovc ckotlio]uc katapivar
"HeAiov mpoAtnoTca gpdoc Aaumpdv te CeARvny
oVpavidv te TéAov ik cov TdBov, Guppote kKodpe.

‘I suffered to descend into the dark halls of Hades,
leaving behind the light of the sun and the bright moon
and the celestial pole through my longing for you, immortal youth.

The verbs Aginw and tpoAeinw are not infrequent in funerary contexts with the Sun as
their object,*! npoAeinw is attested in the ‘Orphic’ golden tablet from Thurii (OF 487.1
B.: &AN omdtav Puxn mpoAinnt gdoc deAioto, ‘when a soul abandons the light of the
sun’), and in OF 339.6 B. (quoted by Proclus, probably from the Rhapsodies): 6nrdte &
&vOpwnoc mpoAinnt doc felioto,/Puxac ddavdrtac katdyst KuAAfvioc Epufic/yaine

“For the most recent textual reconstruction and interpretation, cf. D’Alessio (2024) with bibliography.

“With rpoAeinw, cf. IGIV 623 (supplemented), V, 1 1222, SEG 34.498; IGLSyr 13, 1 9393, IG XII Suppl. 455,
St. Pont. 111 58, IGUR 111 1208, supplemented, SEG 20.299, Cyprus, Bernand, Inscr. Métr. 64, IGLSyr 13,1 9393,
and a few other ones where the word ‘sun’ does not occur explicitly, such as IGBulg. 12 222, SEG 25.808, IK
Kyme 50 (thanks to Serena Cannavale and Lucia Prauscello for pointing to most of the instances).
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éc kevBu@va teAwpiov (‘when a man abandons the light of the sun/Hermes Cyllenius
leads the immortal souls/in a giant cave of the earth’). The presence of the Moon as
the object is limited to Praxilla and the Sinai Palimpsest, but the Moon is likely to have
been in a gap in the Cologne papyrus, too, and the stars occur only in Praxilla and the
Cologne papyrus (in the Sinai Palimpsest they are represented by the o0p&vioc néAoc).
This suggests a conceptual link between the three passages, which becomes even more
evident if we consider that all three of them involve (or may involve, in the case of the
Cologne papyrus) catabatic experiences of characters related to each other (the pairs
Aphrodite/Sappho and Adonis/Phaon).

Against this background, therefore, the fact that the very rare adjective tupipeyyric
(‘fire-blazing’), found at 1. 7 in the papyrus, is attested almost only in Orphic contexts
acquires additional interest.*? It occurs in the Orphic Hymns (52.9), in the Orphic Lithica
(173), in the Orphic Argonautica (214), and in the famous Hymn to Zeus included in the
Rhapsodies, 243.22 B in a variant text quoted by Proclus, who also uses the adjective
in one of his Hymns (2.6).*> If we consider that this section immediately precedes the
mention of Orpheus himself, the idea that the speaker is here linking her/his taking
leave from a lover with language connoted as Orphic and catabatic is more than simply
likely.**

Line 8 has always been a stumbling block for the reconstruction of our text. The
Tac sequence is preceded by a trace compatible with a sigma or a nu, and it is difficult,
if not impossible to find a word ending in -crac suitable to this context. Most schol-
ars have thus opted for understanding this as a form of the adjective nac. If, based
on the single instance of . 3 (¢taipe dpépnw),* we suppose that the scribe made con-
sistent use of scriptio plena, without marking elisions, nac should be interpreted as a
masculine nominative form, and, since it immediately precedes the first-person ver-
bal form dxolw, it would seem natural to infer that the speaker of the whole poem
(or of this sequence if we suppose that the text was a dialogue) was a male charac-
ter. There are, however, several problems with this hypothesis. The first is that at 1.
13 we find the Aeolic form (and a frequent trait also of the non-strictly Aeolic lyric
diction) &xoica. If the scribe and the composer were consistent, we would expect to
find natic here. The composer of this poem and/or its scribe, though, were not consis-
tent in adopting purely Aeolic forms for other lexemes and morphological features.
The second problem is that the expression ndc dGkovw is very difficult to understand
in this context. Most translators understand it along similar lines: ‘ich bin ganz Ohr
(?) (Gronewald and Daniel, with a significant question mark), ‘io sono tutt’orecchie’
(Lundon), ‘soy todo ofdos’ (Gangutia), ‘completely I hear’ (Bierl). When joined to a verb

“2This was noted already in the editio princeps.

“The only two other non-‘Orphic’ occurrences are in Nonnus (Dion. 38.85), a poet well familiar with
Orphic poetry, and in the magical papyrus Preisendanz 4.960 (in magical texts contact with ‘Orphic’
literature and language is not unusual).

“We cannot rule out, theoretically, the possibility that this was part of a pathetic address to the ele-
ments of nature, for example, within an oath (so Puglia (2008); Gangutia (2010) 18); Martinez Nieto (2011)
argues that this was part of a magical charm performed by the speaker. The Orphic parallels adduced
above, however, make the alternative reconstruction, with these terms as the object of a form of npoAeinw,
much more likely.

“The scriptio plena at 1. 3, however, might have been due to the desire to avoid dangerous ambiguities
between £taipoc and taipa and might not be indicative of a consistent scribal habit.
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such as dko0w, the adjective (or the pronoun) ndc would naturally be understood as
a collective, but this would, of course, be incompatible with the first-person singu-
lar form of the verb. The only parallel quoted by the first editors (and by subsequent
scholars) is Xenophanes fr. 21 B 24 D. K. oDAoc ydp 6pd, obAoc 8¢ voei, obAoc &¢ T
dxovet, ‘he sees in his entirety, in his entirety he perceives, and in his entirety he hears’.
This refers to the conception of a non-anthropomorphic god, who, having no sepa-
rate organs of perception, experiences perception in his entirety. Puglia proposes an
alternative interpretation, ‘del tutto [innocente] sento [i tuoi biasimi]’ (‘entirely [inno-
cent] I hear [your accusations]’), supplementing e.g. the adjective dvaitioc before nac,
and implying an adverbial use of the adjective ndc, modifying the previous, now lost
adjective.*® Similar difficulties apply to the possibility that what we have here is the
elided nac(a). The most likely solution, thus, is to assume that this was an elided verbal
form.”” The ending of the infinitive active of the sigmatic aorist is elided only in the
Lesbian poets (cf. Sapph. 31.7-8 as reconstructed by all modern editors, and Alcaeus.
349a2, unanimously accepted reconstruction of a text based on indirect tradition) and
(fairly frequently) in comedy, precisely the two genres that seem to have more clearly
influenced the lyric lament of the abandoned maiden. A very suitable supplement in
our context would be &i|a]crdcat, with a verb, Siacndw (‘to tear apart’), particularly
appropriate to describe the sad destiny of Orpheus, the mythical poet evoked in these
lines: ‘T hear that [the women of Thrace] tore apart the son of Oeagrus’.*® The verb is
applied to Orpheus’ death in various sources (cf. Isoc. Bus. 39, [Apollod.] Bibl. 1.15) and
more particularly in connection with the women of Thrace in Lucian Adyv. Indoct. 11.3.
This would fit very well also the traces preserved at the end of the line (6pn [or 8pa[),
inviting a supplement such as &1|a]créac’ (o) dxovw @pafiriac ylu[vlalikac ... 0id|ylpov
kGpov 'Oppéa.*® The ‘Lesbian myth’ reported by Lucian Adv. Indoct. is interestingly rele-
vant to our context in that it mentions the death of Orpheus torn apart by the Thracian
women (with Siacndw, as in my reconstruction here), the journey of Orpheus’ head and
of his mourning lyre towards Lesbos, the burial of his head in a sanctuary of Dionysus
and the dedication of the lyre to Apollo,* and the magical power of the lyre to enchant
wild beasts.

“None of the scholars dealing with this passage quote parallels for these usages. Cases where the
adjective is applied to ‘collective’ entities are well attested, but do not apply here. After a preliminary,
and probably non-exhaustive, survey, for the adverbial use I have found a handful of tragic occurrences:
Soph. Aj. 275, OT 823; Eur. Ion 427, Phoen. 721, with two further passages quoted by Mastronarde (1994) 355
ad loc. Of these, the only passages in which ndc clearly modifies an adjective are Soph. OT 823 and Eur. Ion
427.

“’The only other scholar who has interpreted this as an elided infinitive form is Tsantsanoglou (2019)
51: his proposal to read éndcat (understood as énagicar), though, is linguistically improbable and incom-
patible with the traces of the first letter (and, apart from this, would require supplementing a single elided
consonant at the beginning of the line, against regular scribal habits).

“For the use of the present tense of a verb of hearing governing a past story related at the aorist
infinitive, cf. e.g. Eur. Hyps. 752g 28 TrGE, Med. 1282-3 (kAOw: in both cases within lyric passages).

“For the dicolon not corresponding to a syntactic pause, cf. e.g. Fragm. Grenf. 6. The
sequence]u[.Ja[might be preserved in a detached fragment, which I suspect should be placed in
this position.

*Note that Sappho promises her lyre to the god in Sappho’s Epistle, 181-4, and holds it in her hands
while facing him in the apse at Porta Maggiore.
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In the papyrus poem, too, it would seem that the story of Orpheus’ tragic destiny
led, eventually, to the mention of the magic power of his lyre. And this is likely to
be precisely the same lyre that at line 13 a female individual holds as her ‘helper’
(culvepydv). Most scholars, since the first edition, have identified this female individ-
ual with the speaker of our text. Even so, with the exception of Clayman (and, of course,
of Tsantsanoglou, who thinks that this is actually a poem by Sappho), they have been
reluctant to take into consideration the hypothesis that the poem might have been in
the voice of Sappho herself, allowing only, in one case, for the possibility that some
readers might have understood it in this way.>! But, as Clayman notes: ‘in the context
of the first two poems, however, what other female would be holding a lyre?>* By the
third century BCE the tradition that Orpheus’ lyre and his head, after it had been torn
asunder by the women of Thrace, had been brought by sea to Lesbos was already well
established, as an aition for the island’s musical and poetic excellence.” In our text,
the woman who holds the lyre as her helper inherits this tradition, and which other
female individual could have been constructed as the heiress to this tradition more
appropriately than ‘Sappho’?

If the poem is in the voice of Sappho, who might then have been her étaipoc?
Scholars, even when they have envisaged the possibility that the individual addressed
was not a deity but a lover, have been remarkably consistent in considering his iden-
tification with Phaon as on the whole unlikely.>* Even Clayman, who correctly, in my
opinion, sees the poem as composed ‘in the voice of Sappho’, rejects the identifica-
tion on the ground that Sappho’s descent to Hades would have evoked Orpheus’ own
descent, which she maintains must have been linked to his homosexuality, thus ruling
out a representation of a heterosexual ‘Sappho’.*>® Clayman accepts, therefore, that the
first lines are addressed not to ‘Sappho”s lover but to a deity.

And yet, who else might have been addressed by a ‘Sappho’ taking her leave from
him and ready to abandon the world of the living? The epithets of 1l. 1-3 square
very well with Phaon’s traditional representation. The poem’s addressee is a devious
seducer, prone to deceit, and so young as to be called a naic. All these features will
be very familiar to the reader of Sappho’s Epistle to Phaon, where the abandoned Sappho

51¢f. Lundon (2007) 166.

52Clayman (2009) 133 n.13.

53The earliest occurrence is Phanocles fr, 1.11-22 Powell (head and lyre, Methymna); ‘Antigonus of
Carystus’ (head, Antissa) is probably a late pseudepigraphical work (cf. Dorandi (1999) xiv-xvii). Cf.
Clayman (2009) 133, Tsantsanoglou (2019) 63. For the various sources of this story, cf. OF T 1052-61 B.

>4Gronewald and Daniel (2005) 8 n. 5 mention (among other hypotheses) the possibility that our text
was part of a comedy featuring Sappho and Phaon, but judge that this cannot be proved; Lundon (2007) 166
(even when providing interesting clues pointing in this direction) considered a scenario featuring Phaon
and the leap from the Rock as not adequately founded; Rawles, Puglia, Martinez Nieto, and Tsantsanoglou
do not mention Phaon at all; Bierl (2016) 332 merely reports the opinion of the editio princeps.

5>Clayman (2009) 133 n. 32: ‘This seems to tell against the hypothesis that the third poem is Sappho’s
lament for her lost lover Phaon, see Gronewald and Daniel (2005) 8 n. 5 and Lundon (2007) 165-6 who
rejects it on other grounds. Contra Clayman, I note that, differently from what happens in Phanocles, the
issue of the opposition between homosexual and heterosexual love does not seem to have played any role
at all in our poem, at least if we are to judge from what remains of it.

*¢In Hellenistic poetry (notably in Theocritus and in the Theocritean corpus) YpiBupoc and related words
can have erotic connotations without implying slander, but the context here makes this implication likely
enough.
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warns Sicilian women about her former lover’s deceitful lies: nec uos decipiant blandae
mendacia linguae (‘let the lies of his charming tongue not deceive you’, v. 55) and dwells
on his very young age (quid mirum si me primae lanuginis aetas/abstulit, atque anni quos uir
amare potest? ‘how strange is it if the age of a young man’s first beard carried me away,
and years that could attract male lovers’, vv. 85-6).%7

It is thus possible to offer a coherent reading of the remains of this poem as a
speech in the voice of Sappho, who declares her intention to take leave from her part-
ner, a deceitful youth (Phaon himself) and, eventually, to abandon the world of the
living, bringing with her a lyre connected to (and possibly inherited from) Orpheus.
It is a poem developing the figure and the story of Sappho beyond the corpus of the
Sapphic poems transmitted from the Archaic period in an exemplary case of cre-
ative reception. The Cologne anthology shows how this was subtly intertwined with
the transmission process of the ‘genuine’ poems, a process through which the whole
tradition, Archaic, Classical, and Hellenistic, was subject to a complex and varied rein-
terpretation.® The Cologne poems acquire new potential meanings through their
arrangement within a book roll, whereby the ‘new’ (pseudo-)Sappho re-orients the
reading of the ‘old’ one(s), and, at the same time, gains ‘authority’ not only through its
imitative style, but also thanks to its circulation within a written sequence. How this
complex transmission interacted with the formation of the standard Alexandrian edi-
tion of Sappho’s ‘genuine’ works is a fascinating subject, which is largely covered by
darkness.

The conspicuous echoes of Orphic poetry show that in the Cologne papyrus this
story was charged with eschatological implications, which, if my former argument
about Pherecrates’ Miners is correct, may go back already to the late fifth century.
The Cologne poem can be seen as providing a missing link to the majestic iconogra-
phy of the hypogeum. It would be Orpheus’ lyre that Sappho is holding when facing
her farewell to the world. And Orpheus’ lyre was the subject of astrological/escha-
tological speculations, alluding to the celestial ascension of the soul, in an Orphic
poem that went by the title Lyra. As we know from an enigmatic passage in a com-
mentary on Verg. Aen. 6.119 in the manuscript Par. lat. 7930 (OF 417 Bernabé), Varro
autem dicit librum Orfei de vocanda anima liram nominari, et negantur animae sine cithara
posse ascendere, ‘Varro says that a book of Orpheus on the evocation of the soul was
called Lyre, and it is said that it is not possible for the souls to ascend without a lyre’.>
In our case, with (possibly) Orpheus’ lyre in her hand, Sappho is equipped for her fatal
step, a step, though, that would have brought her to a blessed life. This Hellenistic
poem thus provides the key, or a key, to understanding the magnificent Sappho of the
apse of the Porta Maggiore ‘basilica’ as part of a process of creative representations
of Sappho going back at least to the third century BCE, and probably already to the
fifth.

"The latter parallel is already in Lundon (2007) 166 n. 78. Interestingly, in the Epistle this line immedi-
ately precedes the mention of Aurora (Dawn)’s abduction of Cephalos, while in the Cologne papyrus our
poem immediately follows a poem about Eos/Dawn abducting Tithonus.

%80n this, see the enlightening approach of Clayman (2009).

1t is debated whether this is meant to be Varro Atacinus or Varro Reatinus (a solution on the whole
more likely but by no means certain). On the Lyre, cf. Molina Moreno (2011), with bibliography.
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