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Ornately throned, immortal, Aphrodite,
child of Zeus, weaver of deceit, I beg you,
do not, lady, subdue my spirit

with pain and anguish,

but come here, if ever on another occasion

on hearing my voice from afar

you listened, and, leaving your father’s golden
house, arrived

after yoking your chariot. Beautiful swift sparrows
were drawing you above the black earth,

thickly whirring their wings, from the sky through the
middle of the air,

and they arrived straightaway. And you, blessed lady,
smiling with your immortal face,

asked what I suffered again and why

I was calling again
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and what I want most of all to happen
in my maddened heart. 'Whom am I to persuade again
... to your affection? Who, Sappho, is doing

20 you injustice?

For if she flees, soon she will pursue.

If she does not receive gifts, she will rather give them.
If she does not love, soon she will love,

even if she is not willing’

25 Come to me now too, free me from
grim worries, and all those things which my spirit
longs to achieve, achieve them. You yourself
be my ally. ®

Open a modern edition of Sappho, and this is the first poem that you will find. Originally it
stood at the head of the ancient edition too, the first poem of the first book of the nine-book
collection of Sappho’s complete output edited at the Great Library of Alexandria during the
Hellenistic period, probably by Aristophanes of Byzantium (c. 257-c. 185/180 BC).! The fun-
damental organising principle for that edition was metre, and all the poems of Book 1 were
in the sapphic metre, which was named after Sappho.” In the ancient edition, that metre
was arranged over four lines, as indicated in the following scheme, where — represents a
metrically long syllable, - a metrically short syllable and x an anceps syllable, one that can
be long or short:

—_—— X — v — ——
—r— X — v — v — —
—v—X—uvu—uv—X

Sappho’s works do not survive in a continuous manuscript tradition, so for knowledge of
her poetry we long depended on quotations in other authors whose works did survive—and
such quotations tell us nothing about the lineation of the Sappho manuscripts from which
they were taken. Our knowledge of this lineation derives rather from the fragmentary an-
cient manuscripts whose publication, from 1880 onwards, has so increased our knowledge

Texts and translations of Sappho come from Finglass (forthcoming-a), though the numeration used is the one found
in existing editions, the most recent of which is Neri (2021); for the line numeration of fr. 10, however, whose line-
numbers are all four lines greater than they are in Neri (2021), see D'Alessio (2023: 1-2). One symbol requires ex-
planation: ® indicates poem-beginning or poem-ending, ®®® the beginning of an edition. For the ancient edition of
Sappho, see Prauscello (2021); Finglass (forthcoming-a). The evidence for the position of this poem at its head is set
out in Finglass (forthcoming-b).

For Sappho’s metres see Battezzato (2021); for the sapphic metre in particular see Pitotto (2022).
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PS.L 123 (M-P3 1444 = LDAB 3894 = TM 62706);
http://www.psi-online.it/documents/psi;2;123. Florence, The Biblioteca Medicea
Laurenziana, ms. PSI 123. Reproduced with permission of MiC. Further reproduction by
any means is prohibited.
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of Sappho’s poetry; these are usually written on papyrus, though parchment manuscripts
are attested too, and we even have an ostracon.’ Book 1 is by far the best attested in the
papyrological record, with parts of eight separate manuscripts from this book having sur-
vived. Thanks to a colophon at the end of one of these manuscripts, we know that the book
contained 1320 lines, or 330 Sapphic stanzas; calculations based on typical poem-lengths
in this metre suggest that these stanzas made up something of the order of fifty-nine sep-
arate poems (Finglass 2026a: 15 n. 5; see further D’Alessio 2023; Finglass 2022: 5-6). Figs.
1 and 2 show two of these fragmentary manuscripts, both from papyrus rolls excavated at
Oxyrhynchus in Egypt: the first one (P.S.I. 123) from the late first or early second century
AD and the second one (P.Oxy. 7) from the third century AD.

In both papyri, the alternation between three long lines followed by one short line can
be clearly discerned. In the first, whose left-hand margin is preserved, we can observe
the horizontal stroke, called a paragraphos, indicating the break between stanzas after four
lines.

This lineation, then, can be traced back at least to the third or second century BC—perhaps
earlier, since lyric manuscripts predating the Alexandrian edition, including one by Sap-
pho, show texts already arranged according to metrical patterns.® The question of whether
Sappho herself would have written the stanza over four lines naturally presents itself; but
that question requires modification, since it is virtually certain that she would not have
thought in such terms, but would rather have written her poems without metrical lineation.
We need to reframe our inquiry, and ask instead how Sappho and her audiences would have
understood the metrical form of the stanza. That question is answerable, because we can
observe from Sappho’s poetry that she employed the stanza that would come to be named
after her as a three-verse unit, not a four-verse one. Verse-end is where we find metrical
pause, always marked by word-end, and sometimes by hiatus as well—the kind of hiatus
that would not be possible inside a verse. But a word often crosses over from line 3 into
line 4 of the metrical scheme used in ancient manuscripts. This is found in line 11 of the
opening poem of Book 1 cited above; and in line 19 of the same poem, we find the vocative
® ‘0’ at line-end, the name with which it is connected standing at the start of the follow-
ing line, also something illicit across verse-boundary. In other words, Sappho’s use of this
stanza shows that there was no verse-end at this point. She was composing in a three-verse
unit, whose verses can be represented in our notation as follows:

For these different sources see Finglass (2021).

E.g. the third-century-BC PK8ln 429+430 (containing two poems that would be included in Sappho Book 4) and also
the Lille Stesichorus, P.Lille 73, 76, 111C (fr. 97 F. in Finglass 2014b; see Finglass 2014a: 68; 2014c: 367-70; forthcoming-
¢), which is from roughly the same period as PX8ln 429+430 or a little later.
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— U —X— vy —— —
—_—v—X— v —— —
— VU —X—uvu— U —X—uvu— —

This is well known among metrical specialists and not remotely controversial (cf. Hutchin-
son 2001: 150-1; Budelmann 2018: 116). It mirrors other metrical forms found in the poetry
of Sappho and of her Lesbian contemporary Alcaeus in which two identical verses are fol-
lowed by a longer one (West 1970: 308 = 2011-13: II 29; 1982: 32-3; Battezzato 2021: 126-9).
It was also the form of sapphic stanza used by Catullus, whose poems in this metre exhibit
the use of a long third line, as can be identified in the same way as for Sappho.’

It is no surprise that the lineation found in the papyri does not offer an optimal reflection
of the metrical structure. First, such ancient lineations, devised long after the poetry itself
was composed, regularly fail to represent the reality of the metres concerned (Parker 2001;
Itsumi 2007). Second, even if the metrical form was observed in this case—as it may well
have been, the fact of word-overlap between lines 3 and 4 being so obvious a phenomenon—
metrical considerations would nevertheless have yielded to practical and economical ones.
Two lines followed by an extra-long line is a less efficient lay-out on a papyrus roll than
three normal lines followed by a short one; in the former case, the column of text becomes
significantly wider, and there is a lot of empty papyrus as a result, since only a third of the
lines actually need that extra space. By contrast, the four-line arrangement wastes only a
little space at the end of every fourth line.®

We observe here the tension between oral and written versions of a text, with the latter in-
troducing a division which had no basis in the former. In accordance with his later dictum
that ‘in analysing lyric poetry generally one must be guided not by ancient lineation but
strictly by objective internal criteria,” Martin West once pointed out how ‘in quoting from
Sappho’s first book in this article I have given her back her long third line instead of snip-
ping off the Alexandrian colometrists’ sad little “adonian”’ (West 1970: 308 = 2011-13: II
29). This three-line arrangement of the sapphic stanza had been adopted by two previous
scholars. First, by Angelo Taccone in his anthology of Greek lyric, who justifies it by ref-
erence to new metrical theories, now abandoned (Taccone 1904: 102-8; theories on p. 88).
Second, by George Thomson, who in his precocious monograph on Greek metre remarks:
‘Unfortunately, many Greek rhythms are spoiled, or at least obscured, by the way in which
they are printed. Take the Sapphic stanza ... Of his preferred arrangement, over three lines,
he asks, ‘Is not this very beautiful?” (Thomson 1929: 18, 19).

Contrast Horace’s sapphics, in which the third papyrus line virtually always coincides with word-end. For the sapphic
stanza in Latin literature, see Morgan (2010: 181-283); Rezende (2017). For Sappho in Latin literature, see Morgan
(2021).

For issues of impagination in Greek manuscripts more generally, see Most (2021).

West (1982: 33); used as the epigraph to Itsumi (2007: 306).
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Other editors did not however follow suit. The conditions that produced the four-line
arrangement—the need to conserve papyrus—have long passed; paper is far cheaper, and
the quantity of Sappho that we have to print is unfortunately small. Digital editions, of
course, remove the need for a physical means of transmission altogether. Yet the four-line
arrangement endures. Compare the QWERTY keyboard, a suboptimal arrangement meas-
ured purely by the speed with which it allows typists to type, which nevertheless became
successful in part because of a practical consideration, namely that it prevented early typ-
ists from jamming their machines. Once this inferior system had become standard, it was
never changed, even when the coming of better typewriters, and after that the personal
computer, made the threat of such jamming a thing of the past.?

Is it worth upsetting this editorial inertia? I believe that it is, for two reasons. First, so little
survives to us from the wreckage of antiquity—and the loss of such a great proportion of
Sappho’s works is particularly painful given her status as the most important woman writer
of Classical antiquity—that we owe it to the past to identify, analyse and edit whatever has
been preserved with the greatest conceivable care, and in a manner that best conveys its
essential characteristics to a modern audience. That is a duty which imposes itself inde-
pendently of all other considerations. But in the present case, there is also the hope that
if we do scrutinise the actual structure of Sappho’s poetry, we may appreciate its quality
with a keener eye. After all, a poet who was instantly recognised as a classic in her own day,
and at least some of whose works have been read during the twenty-six centuries since her
death, presumably knew what she was doing in terms of the mutual relationship of metre
and sense. In the remainder of this article I put that idea to the test, taking some examples
of Sappho’s use of the long third verse, and collecting them, for the reader’s convenience
rather than out of any desire to schematise for its own sake, under three loose headings.

A. Climactic third line

i) ® owiAé0pov’ GBavdata.Agpddita,
nad Aloc doAdmAoke, Aiccopad ce,
3/4 Ui W dcarct und’ dviaict dduva, wdtvia, O0uov
® Ornately throned, immortal, Aphrodite,

child of Zeus, weaver of deceit, I beg you,
3/4 do not, lady, subdue my spirit with pain and anguish
fr. 1.1-3/4

8 David (1985); for the phenomenon involved (‘path dependence’) see further Vergne (2013).
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As Hutchinson (2001: 151) puts it: ‘The request itself comes in the largest of the three peri-
ods: the form of the stanza is effectively exploited. Or in the words of Thomson (1929: 18),
criticising the four-line arrangement of this stanza: ‘Is that the right way to read it? Does
not the ear feel instinctively that the third and fourth lines should be taken more closely
together?” Each of the three verses ends with a pause, though the invocation of Aphrod-
ite continues from the first into the second, which ends with a brief statement indicating
that a request is being made, before the request itself takes place as a climax. Not just the
position of the third verse, but also its length, is put to use: the balanced expression yr] ...
dcarct und’ dviaict (‘not ... with pain and anguish’) with virtually synonymous nouns lends
rhetorical weight to the request, and the vocative nétvia recapitulates the initial address
with a respectful term through which the speaker acknowledges the goddess’s authority
even as she presses home her petition. There is a pause immediately before nétvia (‘lady’),
but also one immediately after it, as happens with a vocative—there is no sense of a break,
and the meaning across ddpva ... Oopov (‘subdue my spirit’) is continuous. Writing ndtvia,
B0pov (‘lady, spirit’) as a unit on its own line would be false to the articulation.

(ii) kol yap ai @edyet, taxéwce didéer
ai 8¢ ddpa pr) Séket’, GANG Scdcer
23/4 al 8¢ pr) @ilet, taxéwce @iAricel kwik E6éAoica.”

For if she flees, soon she will pursue.
If she does not receive gifts, she will rather give them.
23/4 If she does not love, soon she will love, even if she is not willing!
fr. 1.21-23/4

The three-verse architecture is even more starkly apparent here, with a single verse dedic-
ated to each of the conditional clauses used by Aphrodite to assure Sappho of her support.
This allows the opposition in each case between what is happening now, and what soon
will be happening, to be clearly marked, and each confident future, delivered with an al-
most incantatory effect, to receive its own metrical unit. Here too Hutchinson remarks on
the structure: ‘The last instance of the three, in the “long line”, might seem at first to lack
the neat extremity of the first two, merely repeating the verb; but it in fact produces the
greatest extreme: the girl will love even though she does not want to’ (Hutchinson 2001:
158). Indeed, the three clauses reflect a relationship of growing intimacy: pursuit, then
gifts, then love. The third promise comes as a climax not just by being the last and longest;
it also refers to love, and reveals the sex of the beloved, something that the poem had pre-
viously concealed.
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(i) @® Nétviar Nnpridec, PAGPN[v pot

Tov kactyvnrov §[6]re Tuid’ TkecBalt
3/4 KOTTLF@1 00uwt ke BEAN yévecOar kijvo teAécOnv-

®  Lady Nereids, grant that my brother
should return here [to me] unharmed,
3/4 and that whatever he wants to happen in his own heart, that should be accomplished.
fr. 5.1-3/4

As in (i), this prayer at the start of a poem falls into three parts, yet with a different artic-
ulation: the address to the Nereids is brief, allowing a move to the first request part-way
through the first verse, which continues until the end of the second. The culminating idea
expressed in that third verse is appropriate for a poem where the attitudes and actions of
Sappho’s brother, rather than the mere fact of his safe return, will be to the fore; and again,
the extra length of that verse is put to use, with the coordination of kytt1 (‘whatever’) and
kfvo (‘that’) introducing both the thing desired and the request for its fulfilment.

(iv) @ & A
avta Satpdveccty EmTpOTWUEV:
19/20 eb81a1 ydp &k peydAav dritay aipa nédovtal.

As for the rest,
let us entrust all these things to the gods;
19/20 since after great winds, straightaway fair weather appears.
fr. 10.17-19/20

This stanza culminates in a gnomic statement that takes up the whole of the long verse,
one that comes with greater force through its taking up an entire metrical unit. There is
no sense pause within the maxim.

(v) 25 képpec, af ke Tav kepdAav Géppn
Adpixoc kal Srimot’ &vnp yévntal,
27/8 kod paN éx téAAav PapuByuiay kev aipa ADOeipey. ®
25 And as for us, if Larichus should lift his

head and become a man some day,
27/8 straightaway we would indeed be freed from our deep despondency. ®
fr. 10.25-27/8

This long verse is syntactically linked to what precedes, with only a weak preceding pause.
But again, it clearly is a unit in its own right, and there is no pause five syllables before



38 HOW MANY LINES IN A SAPPHIC STANZA?

the end; such a delay would absurdly split up the particle kev from the verb, AoBeipev (‘we
would be freed’) with which it coheres.

(vi) td&]c ke PoAoipav Epatdv te Papa
Kapdpuxpa Adumpov 1dnv mpocdnw
19/20 A ta AGdwv dppata k&v Smhorct [mecdop]daxevrac. ®

I would rather see her lovely step
and the bright radiance of her face
19/20 than the chariots of Lydia and infantry fighting in arms. ®
fr. 16.17-19/20

Here too is a poem-ending long verse, again with no internal pause. Sappho places the
chariots and infantry at the end of the stanza to produce ring composition, since it was
with the weapons of war that the poem began. The length of the climactic verse allows both
chariots and infantry to be mentioned (just as the priamel which began the poem—passage
(x) below—divides up the basic idea of ‘the military’ under different headings) and given
descriptive colour (a development from the opening, which did not describe the options),
while still maintaining a structural opposition between the dispreferred alternatives in one
verse and Sappho’s beloved in the preceding two.

(vii) mpiv c& kal Al’ dvt[icov] TedéAOny
10 kal Ouwvac ipe[pdevra] maidar
11/12 VOV 8¢ k[—x — -] — ménuev kdt 10 ndA[aov

before they approached with prayer you [i.e. Hera], and Zeus of suppliants,
10 and Thyone’s child, who brings desire.
11/12  Butnow ... we do ... according to old custom
fr. 17.17-19/20

Here the long verse marks not a climax to the stanza, but a pivot for the poem. Exactly half-
way through this five-stanza work, the narrator shifts from describing the heroic origins of
the festival to an account of what is happening at the festival now in accordance with those
heroic origins. That shift is achieved through this verse; and although its middle is missing,
the key parts are clearly the opening phrase (bringing things into the present day) and the
closing one (highlighting how the present draws on the past), an arrangement which makes
clear the integrity of the verse as a unit in its own right. Enough remains, too, to confirm
that there is no sense pause where the traditional lineation would enforce a new line.

(viii) 5 kol yeAaicac iuépoev, té W 1 pdy
kapdiav €v ctfectv Entdaicev:

%

7/8  @cydap &c ¢’ 1dw Ppdxe, de pe ewvnc’ 00dev £ elker
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]
GAAX kav uev yYAdcca Eaye, Aéntov &
10 altika xpol nip vnadedpdunkev,
11/12  dmmdrecct & o0dev Spnuy’, EmppduPeict & dxovar,

5 and laughing in a way that provokes desire, something that indeed
shakes the heart in my breast;
7/8 for when I'look on you briefly, nothing remains any longer for me to speak,

but my tongue breaks, a thin
10 fire straightaway steals over my skin,
11/12  Isee nothing with my eyes, my ears are whirling,
fr. 31.5-11/12

Sappho’s most famous poem’ makes effective use of the long verse in both these stanzas,
each of which is climactic, though in different ways. In 7/8, ‘the description proper begins
with the “long” line’ (Hutchinson 2001: 172), as Sappho opens her detailed account of the
impact which the sight of her beloved in conversation with a man has on her. The repetition
of co-ordinating wc parallels Homer, Iliad 14.293 &g & 1dev, (¢ pv €pwg TUKIVAG @pévag
GuekdAvpev (‘and when he saw her, at that moment love enfolded his shrewd mind’),
describing the visual impact of Hera on Zeus; but whereas in Homer this line expresses
the entirety of the narrator’s account of Zeus’s inner reaction, Sappho’s verse, despite its
coming at the end of a stanza, is just the opening of a longer series.

Then in 11/12 comes another climactic use of the long verse, which nevertheless sustains
the momentum into the stanza to come; the placing of eyes and ears at beginning and end
employs the verse as a single unit, whose elegant chiasmus structure belies the emotional
trauma which Sappho is experiencing.

B. Climax begins part-way through third line

9

These passages can be dealt with more briefly, since they do not heavily articulate the third
verse as such. They underline the absence of any sense pause five syllables before the end—
the kind of pause that we would expect to observe if the papyrus lineation corresponded
to anything real in Sappho’s poetry:

Finglass (2026b).
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(ix) 25 #\Oe pot kal viv, xaAémav 8¢ Abcov
€k pepipvav, Scca O¢ pot téheccat
27/8 B0poc iuéppet, téhecov- cb &’ alta coppayoc £cco. ®
25 Come to me now too, free me from
grim worries, and all those things which my spirit
27/8 longs to achieve, achieve them. You yourself be my ally. ®
fr. 1.25-27/8

Sappho’s final request takes up only a part of the long final line, but the pause clearly occurs
not five but eight syllables before the end. Recent remarks on this line, referring to how
‘short punchy questions and statements accumulate in parallel constructions and the stan-
zas culminate in the short final line with emphatic words and ideas’ (Cazzato 2021: 160), or
how ‘this is the first extant usage of the term coppayoc (ally’) that subsequently appears
in verse-initial position (with emphatic enjambment) in the final declaration in Sappho’s
song, where the speaker calls on her tutelary deity to be her martial ally (28)’ (Steiner 2021:
81), reveal how the four-line lineation actively misleads us;'° there is no short line here, no

enjambment.
x ® OJi pev inmAwv ctpdrov ol 8¢ mécdwv
ol 8¢ vdwv @aic’ énfi] yav péa[v]av
3/4 #Jupevar kdAAictov, Eyw 8¢ kv’ 8ttw Tic Epatar
® Some say that a host of horsemen, others of infantry,
others of ships is the finest thing
3/4 on the black earth, but I say it is whatever a person loves.

fr. 16.1-3/4

The climactic statement here begins nine syllables before the end; five syllables before the
end there is not even a word-boundary.

(xi) 5 Bcca 8¢ Tpbed’ duppote mdvra Adcalt
kal gihoict Foict xdpav yévecBat
7/8 koviav #x8potct, yévorro § sy unddua und’ eic:

5 and that whatever offences he committed in the past should all be forgiven
and that he should become a source of joy to his friends

7/8 and of pain to his enemies; but may there not be even one anywhere for us.

fr. 5.5-7/8

19 1 was the co-editor of the volume which includes those remarks, and so am responsible for not picking up on this at
the time.
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Sense pause occurs ten syllables before the end. After a stanza which saw a strongly artic-
ulated third verse—passage (iii) above—Sappho varies the arrangement of the requests in

this one.
(xii) 21 &V ke POAANTaL Pacilevc 'ONOunw
daipov’ €k mévwv Endpwyov AdN
23/4 nepTpdTNV, Kfjvol pdkapec télovtat kai toAvoAPor
21 For those whose fate the king of Olympus
wishes to change around so that it now provides
23/4 help out of troubles, they are blessed and rich in prosperity.

fr. 10.21-23/4

Sense pause occurs quite early in the third verse. Any additional pause five syllables before
the end would be futile, splitting up the corresponding adjectives ydxapec (‘blessed’) and
noAvoAPot (‘rich in prosperity’).

(xiii) KT O W 18pwe kakxéetat, Tpdpoc d¢
naicav dypet, xAwpotépa d¢ moiac
15/16 gupt, Tebvdkny § OAlyw mdevnv gaivoy &y’ abtlat.

sweat pours down over me, a trembling
shakes me all over, I am greener
15/16 than grass, and I seem to myself to be little short of dying.
fr. 31.13-15/16

The last of the famous list of the symptoms of love is given almost the complete long verse;
its length, coupled with its content, marks an ending, but by allowing an enjambment of
just one word at the start of the verse Sappho continues the disorienting metrical effects
used throughout the passage. Again, there is no sense pause five syllables from the end,
which would break up tebvdxnv (‘to be dying’) and gaivoy’ (‘I seem’).

C. More complicated interactions between
the third verse and the first two verses

(xiv) 5 nd]yxv & eduapec cvetov méncat
n]dvti tlo]it & yap méAv nepckéborca
7/8 kdM\o¢ [&vO]pdmwv EAéva [t]ov dvdpa Tov [~ dplictov
]

kaAA[{mot]¢’ €fa "c Tpotav mAéorca
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KkwOO[¢ Ta]idoc 00dE Pidwv TokAWY
na[umav] Euvdcdn, - GAAX notpé(yoty’ avtay [— -~ —Jcav

Kompic]

It is very easy to make this
understandable to every person; for the woman who far surpassed
mortals in beauty, Helen, leaving her husband,

the best[ ], went by ship to Troy,
nor did she give any thought to her child or
to her dear parents, but she was led astray ...

by Kypris.]
fr. 16.5-11/12

The first long verse here has no sense pause, as Sappho moves from Helen, to Menelaus, to
the powerful kaAA[{roi]g’ (‘leaving’) at the start of the following stanza, which establishes
the decisive syntactical relationship between the pair. A further enjambment from the

long verse over stanza boundary, this time denoting not what Helen did to Menelaus, but
what Aphrodite (safely supplemented here) did to Helen, underscores the power of love,
the poem’s dominant theme.

(xv)
10
11/12

15/16

10
11/12

15/16

GAN &1 BpOAncha Xdpaov EAONV

VaT cOv mAfjat. & pey ofopat Zebc

018e cOumavtéc te 8éor c& § ol xpfj Tadta véncdar,

AN kal Tiépmny £ue kal kéhecBat

méAa AfccecBay PaciAnav "Hpav

£€ikecOar Tuide caav dyovta vaa Xdpaov

K&uy’ Enedpnv dprépeac.

But you are always babbling that Charaxus is coming
with a full ship. This, I think, Zeus
knows, and all the gods. But as for you, it is not right that you should think this,

but you should send me and bid me

make many entreaties to Queen Hera

that Charaxus should come here bringing his ship safe
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and should find us untroubled.
fr. 10.9-17

A new sense unit begins part-way through the long verse in 11/12, reaching its end in the
next stanza but one. The key part of this request is expressed in the long verse in 15/16,
bookended by Charaxus’ name and the crucial verb denoting his return, but the following
phrase in enjambment emphasises that it is not just Charaxus’ fortunes which concern her,
but those of the family as a whole. The long verse is thus used as a unit even when it is not
preceded or followed by a significant sense pause.

These examples show great variety in the deployment of the long verse; from a climax to a
tightly ordered group of three parallel utterances in (ii), to the more complex interactions
with the surrounding stanzas found in (xiv) and (xv).!! In none of them, though, can a sense
pause be found five syllables before the end, and attempting to provide one only obscures
our awareness of Sappho’s own articulations.

Practical considerations in antiquity produced a suboptimal representation of the sapphic
stanza on the written page. Centuries later, long after those considerations have fallen
away, we are stuck with that suboptimal representation, which persists as firmly in our
editions as if they were written by Aristophanes of Byzantium himself. Their faulty nature
can be fully appreciated only when we abandon the layout which, though ancient, dates
from long after Sappho’s day, and return to articulating the stanzas as Sappho herself would
have done, in three verses, thereby aligning our visual representation of Sappho’s poetry
with its real structure. Moreover, when we read these poems, whether aloud or in our head,
we must be careful to avoid any pause at that point, but to treat the verse as its own integral
unit, as it would have sounded in its original performance contexts. After so many years
of reading these stanzas with precisely such a pause, this is difficult; but it is worth it, if
we are serious about trying to appreciate Sappho’s poetry on its own terms, free from the
dead hand of distorting editorial activity. There is no time like the present, so here by way
of conclusion is the poem of Sappho with which we began, this time lineated as Sappho
herself would have understood it. Is not this very beautiful?

R MowkiA6Opov’ dOavdta_Agpddita,

nai Aloc doAdmAoke, Aiccopai ce,
3/4 uA @ dcact und’ dvioict Sdpva, tdétvia, Opov,
5 GAAG Tuid’ EAD’, af mota kdTépwta

1 Cf, Battezzato (2021: 134): ‘Sappho varies her less flexible isosyllabic strophes with the skilful use of caesura and
enjambment, creating a series of rhythmic ripples not obvious at first sight, which subtly intensify crucial shifts in
meaning and content!
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tac €uac albidac dioica Aot
7/8

]

dpu’ vmacdevEaicar kdAot 8¢ ¢’ &yov
10

11/12

#kvec, mdtpoc 8¢ §éuov Afmoica xpiciov HABec

okeec ctpodBor mepl yac peAaivac

nokva Sivvevtec Trép’ &’ Gpdvw.aibepoc S péccw:
aipa § éElkovo cv 8, & udkapa,
15/16

pedraicaic’ dBavdtwt Tpocwmwt

]

fipe’ &t Sndte mémovOa kTt Sndte KAANL
KOTTL pot pdAtcta BéAw yévecBat

povéAan 00uwt “tiva Snote nelbw
19/20

—1 .. &ynv éc cdv @iAétara; tic ¢, & Wang', ddikret;

kal yap ai eevyel, taxéwce Sidéer
ai 8¢ ddpa ur déket), GAAG dddcer
23/4

]

€\Oe pot kal viv, xaAémav 8¢ AGcov

ai 8¢ un @ilet, taxéwce @rArficet kwik é6éAotca.”
25
€k uepipvay, 8cca 8¢ pot téheccat

i 5
)

B0poc tuéppet, téhecov- cb &’ alta coppayoc £cco.
]
RV

®
Ornately throned, immortal, Aphrodite,
child of Zeus, weaver of deceit, I beg you,
3/4

do not, lady, subdue my spirit with pain and anguish,

but come here, if ever on another occasion
on hearing my voice from afar
7/8

10

you listened, and, leaving your father’s golden house, arrived

after yoking your chariot. Beautiful swift sparrows
were drawing you above the black earth,
11/12

quickly whirring their wings, from the sky through the middle of the air,

and they arrived straightaway. And you, blessed lady,
smiling with your immortal face,
15/16

asked what I suffered again and why I was calling again
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and what I want most of all to happen
in my maddened heart. 'Whom am I to persuade again
19/20 ... to your affection? Who, Sappho, does you injustice?

For if she flees, soon she will pursue.
If she does not receive gifts, she will rather give them.

23/4 If she does not love, soon she will love, even if she is not willing’
25 Come to me now too, free me from
grim worries, and all those things which my spirit
27/8 longs to achieve, achieve them. You yourself be my ally. ®
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