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[bookmark: _Toc513721512]Introduction
Perdiderunt cum me duo crimina, carmen et error.[footnoteRef:1] [1:  Tr.1.2.207.] 

[bookmark: _Toc513721513]vita
This is a commentary on the fourth poem of the first book of Tristia written by that most famous of Roman poets, Ovid. Famous not only for his many popular (and at times playfully lewd) elegiac poems as well as his epic, Metamorphoses, but famous also for being banished from Rome and Italy by the Emperor Augustus in 8AD.[footnoteRef:2] [2:  Goold 1988: xi.] 


Much of the Tristia and the Ex Ponto are written to melt the heart of Augustus so bad is Ovid’s longing for his return to Rome. However, the poem that this commentary is concentrating on is one of three tempest poems in Book 1 which covers his journey to Tomis.[footnoteRef:3] Using storms at sea is thoroughly typical of classical literature. Storms have been used to great effect in ancient epic poetry by; Homer in the Odyssey, Apollonius in the Argonautica, Vergil in the Aeneid and Ovid in the Metamorphoses.[footnoteRef:4] These parallels will be discussed further in the commentary section, but for now it is suffice to say that the turbulence and unruly nature of a god angered storm at sea which promises at every moment to bring death and destruction are utilised by Ovid to reflect his own crisis at sea and in life.[footnoteRef:5] It is also highly likely that Ovid did experience severe storms sailing to Tomis because his departure was during December.[footnoteRef:6] Therefore, the use of storms are at once autobiographical[footnoteRef:7] and classical tradition, a merger which lasts throughout his remaining exilic works. [3:   “Tristia has been labelled rightly as a ‘trip to exile’” Gambon 2011:26. The three storm elegies in Book 1 of the Tristia are 2, 4 and 11.]  [4:  Book 11 of the Metamorphoses, Books 1, 3 and 5 in the Aeneid, and, Book 5 in the Odyssey.]  [5:  Ingleheart 2006: 73.]  [6:  Tr. 1.11.3 and Green 2005: xxvi.]  [7:  Again there is much conjecture about what parts of the exilic poetry is true and what is exaggerated or fabricated to gain affect. This commentary sides with Claassen who states that Ovid’s exile poetry is his ability to “come to terms with oppression and sublimate suffering is the ‘lasting truth’ conveyed” (Claassen 2008:10).] 

		Littera quaecumque est toto tibi lecta libello,
  Est mihi sollicitae tempore facta viae.[footnoteRef:8] [8:  1.11.1-2.] 


[bookmark: _Toc513721514]carmen et error
Ovid, celebrated and popular poet of Rome lived out his remaining 10 years of life as a banished Roman citizen at the outer fringes of the Empire in Tomis a Greek colony on the Black Sea.[footnoteRef:9] Sentenced to relegatio in a private audience with Augustus,[footnoteRef:10] he admits to his followers his mistakes both “carmen et error”.[footnoteRef:11] Nevertheless mystery surrounds the true reason why Augustus ordered him into exile. Unhelpfully Ovid tells us he is not permitted to speak of the error should it open old wounds for Augustus and thereby may link the error to Augustus’s granddaughter Julia’s banishment, possibly over a sex scandal, in exactly the same year as Ovid was relegated.   Yet Ovid may have only seen something he should not have done[footnoteRef:12] and proclaims that his error is above board; [9:  Tr.1.3.61. Apart from Ovid’s own writing about his exile there are two other references which suggest that Ovid was banished to the Black Sea region Pl. NH.35.152 and Stat. Silv.1.2.254-5. The former is speaking on the works titled Halieutica (now believed not to be written by Ovid (Claassen 2008: 4)) and the latter, Claassen suggests, has made Ovid into a “mythological exemplum” (2008:4) meaning that the historical fact of Ovid’s exile lay in his hands and his hands only.]  [10:  Tr.2.133-4. Interesting to note is that at the same time Augustus also banned the Ars Amatoria from the public libraries despite it having been in circulations for 9 years (Goold 1988: xx).]  [11:  Tr.1.2.207.]  [12:  Tr.2. 103.] 

		Nec quicquam, quod lege vetor committere, feci[footnoteRef:13] [13:  Ex P.1.6.71. The debate of the error continues with modern scholars falling into three camps: sex scandal, political scandal or religious scandal (Claassen 2008:3).] 

On the other hand, he does intimate the name of the carmen in question, and confesses in a rather ambiguous fashion, that the fault lies at the feet of his earlier works, Ars amatoria: a book which gave practical advice on how to seduce your lover.[footnoteRef:14] Ars amatoria followed his initial collection of poems the Amores. These too are racy poems and validate risqué and improper behaviour while recommending adultery as a worthy otium. These didactic musings flew in the face of Augustus’s high moral standards who rewarded marriage and procreation and criminalised adultery. A priggish Princeps who had passed both the Lex Julia de maritandis ordinibus and the lex Iulia de adulteriis coercendis some 20 years previously.[footnoteRef:15]  [14:  Tr. 2.1.8. The Ars Amatoria interestingly was published at the time that Augustus ordered his daughter Julia into exile (Green 2005: xxi) but still a full seven years before Ovid was banished.]  [15:  In Ovid’s defence he had try to say farewell to writing love elegies in the last poem of the Amores and that he had the mightier challenge of writing epic before him (Am. 3.15.15ff) but as the beginning of the Amores suggests, Ovid could not help but write elegy (Am. 1.11-4). Interesting to note is that by the time he was relegated he had turned to weightier works in his Fasti and Metamorphoses (Green 2005: xxii) but the aching longing contained in the Amores and other elegiac works stayed with Ovid in his exilic poetry.] 


Although, Ovid has admitted to wrong doing he strongly denies that either carmen or error are serious enough offences as to be punishable by relegation and even suggests that he is merely a lusor.[footnoteRef:16] In the poem of Book 2, which is an appeal to Augustus, he rejects that his Arte is seditious and, furthermore, it contains nullum legisses crimen (2.240).[footnoteRef:17] Certainly, he felt his poems in the Art of Love were no worse than the pursuits of the dice throwers or foul-jesting mime artists.[footnoteRef:18] Furthermore, Ovid petitions the Princeps asserting that his writings should be received in a similar manner to any other love elegist who has considered wanton love in their works, naming, amongst others, Catullus, Cinna and Tibullus,[footnoteRef:19] and says: [16:  Tr.3.3.73. And that his poetry was directed solely towards the courtesans and not the upper class elite (Goold 1988: xx).]  [17:  Claassen 2008: 2.]  [18:  Tr.2.471ff.]  [19:  Tr. 2. 427ff.] 

nempe (nec invideo) tot de scribentibus unus,
quem sua perdiderit Musa, repertus ego[footnoteRef:20] [20:  Tr. 2. 495-6.] 


Nevertheless despite Ovid’s frequent references to the cause of his relagatio, he chooses to steer clear of definitive confirmation, leading most scholars to surmise his vagueness to mean that Ovid, at least in the beginning of his exile, remained confident of a pardon and a return to Rome.[footnoteRef:21] Ovid goes as far as to liken his fate to that of Odysseus (albeit in reverse) and suggests that he is a more worthy home-comer.[footnoteRef:22] By not explaining his position in full meant that Ovid avoided adding insult to injury and attracting further wrath of the Princeps.[footnoteRef:23]  [21:  Tr. 1. 133-4. Gambon 2011: 26.]  [22:  Tr. 1.5.53 and Ex P. 4. 10. 9–30.]  [23:  Wheeler 1988: xviii. ] 


[bookmark: _Toc513721515]relagatio
There were various forms of exile during the Roman Empire but Augustus is personally responsible for introducing a new kind. Exile during the Republican era was seen as a voluntary self-banishment chosen by an offender to escape punishment.[footnoteRef:24] Relegatio is not self-imposed and therefore cannot be compared to exilis (as the Romans understood it) but rather it is formal act of sentencing which dictates the expulsion of the citizen from Rome and Italy but without losing his Roman citizenship and property.[footnoteRef:25] Augustus often used banishment as a punishment[footnoteRef:26] and added a form of his own deportatio ad insulam.[footnoteRef:27] Ovid was forced into relagatio, despite frequently referring to himself as exul,[footnoteRef:28] and although it was commonly viewed as the less severe punishment of the two, Ovid felt it was a fate worse than death and frequently called upon the latter:[footnoteRef:29]  [24:  Polyb. 6. 14. 7.]  [25:  Which is why Ovid’s wife was allowed to stay in Rome and friends were free to make contact with Ovid.]  [26:  Suet. Aug. 51 and Tac. Ann. 1.3. ]  [27:  Dio 56. 27.2-3. The fact that Ovid was not sent to an island is viewed as abnormal and by 12AD all those relegated were sent to islands (Cohen 2008:217).]  [28:  Ov. Tr. 1.1.3 and 1.2.37 and 1.3.82 and1.5.65 and 3.3.36 etc. Yet in 2.137 Ovid does state that he is not an exile but was relegated, quippe relegatus, non exul, dicor in ille.]  [29:  1.4.28 and 3.2.23-24, 29-30 and 3.3.33-36 and 3.8.39-40 and 5.4.32 and 5.11.11-12 and Ex P. 3.5.45 and 4.1.17 and 4.12.43.] 

“vel praecepisset mors properata fugam” (Tr.3.3.34)

[bookmark: _Toc513721516]Tristia
 Ovid in the Tristia or ‘book of sorrows’ is him writing about his own relegation. Written in five books, it spans his departure from his beloved Rome, sailing through rough storms, to arriving in Tomis and living amongst the long-haired and hide wearing Getic barbarians.[footnoteRef:30] Barbarians that laughed at the Latin language and where Ovid found himself needing to gesticulate to be understood.[footnoteRef:31] For a man who has made his living through words, this must have been a cruel blow. Ovid presents himself as truly unhappy and profusely reiterates how Tomis is a brutal, barren and barbarous land, locus horribilis. This was to be his own metamorphosis from renowned Roman poet living in the hub the Roman aristocracy as urbanitas, to a fearful outsider living among war faring Latin illiterates[footnoteRef:32] as rusticas.[footnoteRef:33]  [30:  Tr.5.10.30-2.]  [31:  Tr.5.10. 36-7.]  [32:  Ex P. 4.2.33-4.]  [33:  Green 2005: xxv.] 


[bookmark: _Toc513721517]I. Metre

It is important to remember that the Tristia is a collection of poems. What sets poetry apart from prose is its metre.[footnoteRef:34] The metre, or “measure” from the Greek word μέτρον, of a verse concentrates on the length and number of the line’s syllables which gives the poem its blueprint structure. From this blueprint the rhythm and to a large extent its “content and form” can be sourced.[footnoteRef:35]  Morgan says contemporary readers of Ovid’s exilic poetry would never have overlooked that it is written in elegiac couplet. Surely this raises the question that neither should current day readers?  If metre can reinforce the language and tone set by the poet and, therefore, accentuate its meaning and emotional impact then a short time discussing the Tristia’s meter and prosody will not be lost time.[footnoteRef:36] [34:  Aristot. Rh. 3.8.3]  [35:  Morgan 2001: 75.]  [36:  Claassen 1989: 352.] 


[bookmark: _Toc513721518]Elegiac couplet

The Tristia is written in elegiac couplet which Ovid thought of himself as something of a master. [footnoteRef:37] An elegiac couplet is a line of dactylic hexameter followed by a line of dactylic pentameter[footnoteRef:38] producing its metrical denomination.[footnoteRef:39]  The hexameter, containing six dactylic feet, is typically recognised as the metre of epic poetry. The pentameter, containing five dactylic feet, is the anti-thesis to the epic highbrow hexameter and is seen, at least by Ovid, as the limp and deeply personal line, the anti-hero of the couplet.[footnoteRef:40] Both metres find their origins in the Greek stichic type which is a short repetitive unit.[footnoteRef:41] By the time Ovid was writing, the elegiac couplet had developed into its own stand-alone sentence or epode and rarely[footnoteRef:42] did it overrun into the following couplets causing enjambment.[footnoteRef:43] Ovid said that his first line should rise (surgat) which is fitting for the “heroic” epic hexameter[footnoteRef:44] and fall (residat) to its completion in the “anti-hero” pentameter line, commonly appreciated as the sentimental “echo” of the line before.[footnoteRef:45]  [37:  Ov. Rem. 395-6.]  [38:  Normally just referred to as “hexameter” and “pentameter” respectively.]  [39:  Morgan 2012: 204.]  [40:  Tr. 3.1.11–12. The pentameter very rarely is found on its own and is nearly always found as part of an elegiac couplet (Morgan 2012:206).]  [41:  Raven 1965:18-19.]  [42:  Exceptions to this rule include Tr.4.3.1-10, 2.155-82 and Ex P. 2.7.23-30.]  [43:  Claassen 2008:87. Periodic sentences stretching over several couplets are very rare but examples are at Tr. 4.3.1-10, Tr. 4.5.1-8, and Ex P. 2.7.24-30 and 2.8.27-36 and 2.9.55-62 and 4.13.43-50.]  [44:   Ovid refers to his hexameter line as “rising loftily” and the pentameter Lines as the “less meaty” (Am.1.1.17-18) and Horace says res gestae regumque ducumque et tristia bella,quo scribi possent numero, monstrauit Homerus at Hor. Ars. 73-5. See also Quint.Inst. 3.8.4.]  [45:  Barsby 2005: 22.] 

Sex mihi surgat opus numeris, in quinque residat[footnoteRef:46] [46:  Ov. Am. 1.1.27.] 

Therefore what is evident is that the hexameter line has more substance, possibly mirroring the high language of epic poetry and referencing its themes and motifs, whilst the pentameter closes the couplet either by reiterating emotionally what has been opened in the hexameter line or expanding on its sentiments (using a good deal of self-deprecation in Ovid’s case[footnoteRef:47]) and has been termed versus echoicus.[footnoteRef:48] [47:  See example at Am. 1.1.17–18.]  [48:  Morgan 2011: 20.] 


[bookmark: _Toc513721519]Pes

The feet (a full foot marked by one vertical line) of the metre can either be a spondee or dactyl. A spondee is two long sounds[footnoteRef:49] whilst the dactyl is one long and two short sounds.[footnoteRef:50] In a hexameter line the first four feet can be a mixture of dactyls and spondees. The fifth foot is usually a dactyl and the last foot is indefinite or anceps.[footnoteRef:51]  The pentameter line starts off exactly like the first two and a half feet of the hexameter and then “repeats itself” called hemiepes, this divide in the middle of the line is marked by two vertical lines and is the main break of the line or caesura.[footnoteRef:52] [49:  Quint. Inst. 4.80, spondeum longis duabus.]  [50:  Quint. Inst. 4. 81, datylum longa duabusque brevibus.]  [51:  Guite 1986: 359.]  [52:  Barsby 2005:19 and Quint. Inst. 9.4.98.] 

Elegiac couplet example:
— ∪∪ | — ∪∪ | — || ∪∪ | — ∪∪ | — ∪∪ | — ∪ (hexameter line)
	— ∪∪ | — ∪∪ | — || — ∪∪ | — ∪∪ | — (pentameter line)
The feet can be broken down further with the use of caesuras. A strong caesura splits a dactyl after the first long syllable and before the remaining two short syllables. A weak caesura splits the dactylic foot after the first short syllable. It is also possible to have a double caesura with splits between the long and the short syllables.[footnoteRef:53] A break at the end of a line is called diaresis.[footnoteRef:54] These breaks serve to add emphasis and drama. [53:  Platnauer 1971: 4.]  [54:  Raven 1965: 30.] 


[bookmark: _Toc513721520]Ictus vel ictus fictus?
As well as the quantitative or “abstract” value[footnoteRef:55] of poetry played by the metrical foot, prosody[footnoteRef:56] is equally important to Latin verse and offers poetry its full register of resonance which Ovid voraciously employs.[footnoteRef:57] A note-worthy element of prosody to mention in this chapter is the area of word stress. Metrical scansion concerns itself with quantity and can give a long syllable a heavy weight and a short syllable a light weight but it needs to be emphasised that this is not a factor of stress but simply it following a fixed set of rules for determining the length of a vowel.[footnoteRef:58] Prosody on the other hand has two forms of stress.[footnoteRef:59] The first is the natural word stress or accent. Word accent finds the stress on the first syllable if the word is disyllabic and on the penultimate syllable if the last syllable is long or the third from last syllable if the last two are short.[footnoteRef:60] Another form of word stress is ictus where the stress is on the first long syllable of a foot and is responsible for the poem’s beat. A debate continues of whether a poet or bard attached more significance to the stresses found in the natural word stress or accent or favoured the regular beat pattern of ictus. Ovid has long been admired for his use of metre, prosody and poetical devices. The Tristia does not disappoint and is an excellent example of a genius poet at work. [55:  Claassen 1989: 353.]  [56:  “Meaningful vocal variations accompanying speech, including stress or emphasis, intonation, pitch variation, pausing, rhythm, tempo, and loudness” (Chandler and Munday 2011:“prosody” on Brill).]  [57:  Claassen defines rhythm as “the totality of effect produced by the phonological structure of words within the verse pattern” (2008: 86).]  [58:  Sharpley 2012: 2.]  [59:  A stress on a word is produced by the “force of expiration” (Wilkinson 1963: 90).]  [60:  Raven 1965: 32.] 

[bookmark: _Toc513721521]II. Tristia 1.4

[bookmark: _Toc513721522]Synopsis
The five books of the Tristia were written after Ovid’s relegation. The first book, if we are to believe Ovid,[footnoteRef:61] was written during his exilic journey to Tomis and finished off on his arrival. It is written for the purposes of being sent to Rome in lieu of Ovid.[footnoteRef:62] Like the rest of the Trista, and the Ex Ponto, the poems are at once a collections of laments over his exile and petitions to his friends[footnoteRef:63] and wife to do all they can to ensure his return to Rome or at the very least to somewhere a little less dismal.[footnoteRef:64] The second book of the Tristia is entirely dedicated to Ovid appealing to Augustus for forgiveness and ultimately his recall.  [61:  Tr.1.1. 41-2.]  [62:  Green 2005: 203. Also a comparison can be made of Ovid sending a ring to his lover Corinna in Ov. Am. 2.15. He again uses personification of an item but the tone between the two poems is very different: one light and erogenous, the other self- piteous and broody. Hinds notes that there are two journeys expanded on in the Tristia one the words within the poet sailing to the Black Sea and the other the words without the poet journeying to Rome (Hinds 1985:13).]  [63:  These friends are not named in the Tristia but are openly named in the Ex Ponto.]  [64:  Owen 1902: xxiv.] 


The first book contains 11 poems. The first poem is written as a prologue and is thought to be written last, and the eleventh poem is written as an epilogue.[footnoteRef:65] Therefore the second poem, the first of the storm poems, acts as the first poem of the book meaning that Ovid begins his exilic works in medias res. This mirrors the beginning of the great epics of Homer and Vergil.[footnoteRef:66] Ovid wastes no time in emulating epic to ensure that the reader instantly recognises Ovid as the epic hero tortured by impending doom and perilous fate.[footnoteRef:67] But in contrast to the πολύτροπος Odysseus who is trying to make his way home and the pius Aeneas who is seeking to found Rome after the falling of Troy, “epithet-free” Ovid is being banished from his home in Rome to unfamiliar shores.  Poem four takes up many of the themes used in poem two but as always with Ovid there is always so much more to glean with closer reading. This poem finds Ovid in a storm on the Ionian Sea between Brundisium and Illyricum after having recounted a flashback to his last night in Rome.[footnoteRef:68] [65:  Ibid.]  [66:  See comment made by Horace on how to introduce a good narrative, semper ad eventum festinat et in medias res (Hor. Ars. 125).]  [67:  Green 2005: 206.]  [68:  Owen 1902: 51.] 


[bookmark: _Toc513721523]Commentary

[bookmark: _Toc513721524]1-2 	From the outset, Ovid uses the traditional motif of epic for cosmic navigation to let the reader know he, the protagonist of the narrative, is being forced to sail in the winter months.  The setting of Arcturus, a star belonging to the northern constellation of the Erymanthian Bear or the Great Bear (its name is derived from the Greek αρκτὸς and οὐρὰ, "the Bear's tail."), happens at the beginning of winter (see Hes. WD. 566 and 610 ). Arcturus is the guardian and brightest star of the Great Bear and can be found at its “tail”. It is the only star of the constellation which sets.  The setting of the Arcturus in the winter is notorious for portending storms (See Tr.1.11.15 and Hor. Od. 3.1.27 and Plaut. Rud. 71 “For the most violent Constellation of them all am 1, Arcturus; turbulent I am when rising, when I set, more turbulent still”. Also see Plin. NH. 2.39 “The star Arcturus scarcely ever rises without storms of hail occurring”. ). This is not a safe time to be sailing. Hesiod details that at this time of the year the ships should be dry docked and the time should be spent ploughing for fear of “gales of all types of rage” (see Hes. WD. 610 and cf. Odysseus who uses the setting of Arcturus to navigate away from Calypso but soon gets ensnared by a violent storm, see Hom. Od. 5.275ff). 
According to myth (see Ov. Met. 2.401ff), Arcturus (Arcas) is the son of Callisto, the Great Bear. Callisto was a beautiful nymph who caught Jupiter’s eye. He forced himself on her and made her pregnant with Arcas. Juno was extremely angry at Jupiter’s infidelity and changed Callisto into a bear. During a hunt Arcas is about to kill his mother but Jupiter intervenes and places them together as stars, he the guardian and she the Great Bear constellation. Ovid makes many references to Callisto in the Tristia (see 1.3.48 and 1.11.15 and 3.4.47 and 3.11.8) as their fate is intertwined. They are both victims of Jupiter’s unfair treatment. Possibly Ovid also makes a connection between Juno’s persecution against Callisto, whose fate was never to be able to dip her toes in the water to cool off (cf. H. Od.5.275), and Juno’s persecution against another sea faring protagonist, Aeneas (see Verg. A. 1.4 saevae memorem Iunonis ob iram. See notes for 27-28). A more subtle reason to mention the Great Bear on numerous occasions is to taunt Augustus who, described by Suetonius a man of weak health, seemingly had a birthmark that replicated the constellation on his body (see Suet. Aug. 78).


Ovid borrows language from Vergil to introduce this storm poem to confirm that he is writing in the epic tradition from the song of Iopas in Dido’s hall when shipwrecked Aeneas is about to tell his tale at Veg. A. 1.745. The notion of a bard singing at a banquet is in itself a fully formed epic tradition and corresponds to Ovid singing a tale in his own epic. Ovid is purposefully linking the songs of Iopas to the songs of Demodocus (Hom. Od. 8) and Phemius (Hom. Od. 1) in the Odyssey who sings of the Greeks returning from Troy with his own epic tale. The most famous bard was Orpheus who saved the Argonauts on their quest to gather the Golden Fleece. Ovid might hope to identify with Orpheus’s success in tunefully placating the quarrel between Jason and his comrades (Ap. Ar. 1.493ff) with his own work of “tunes” to placate Augustus. Again Arcturus is the sign of    “rain and fires” and stormy seas (cf. Verg. A. 1. 743-4 quid tantum Oceano properent se tinguere soles which mirrors the language of Verg. G. 2.475-6.) Each time that Arcturus is mentioned in poetry a wild and stormy sea ensues proving this to be a deliberate move on Ovid’s part to create a menacing opening to his storm poem.

The first line of this poem is a homodyne, that is when the ictus and the metrical scansion coincide, and it leaves a fluid and almost smooth sound to the opening possibly indication the calm before the storm. Ovid has ensured that there is a strong caesura before and after custos. This has the effect of highlighting that custos is the significant word of the line. Indeed it is not the Great Bear but it is the guardian that has centre stage which is fitting with Arcturus being the portender of storms and rough passage. In the pentameter line Ovid answers the hexameters call of foreboding by telling the reader that the waters have become turbat or agitated or disturbed. He adds alliteration to the line with a string of “s’s” helping the reader to hear the hissing of the stirred up seas. This is not just a reflection of the state of the seas but is the long lasting allegory in the Tristia between tempest and Ovid’s own feelings (cf. Her.18.172 when Leander expresses that his inner turbulence grows with the sea’s turbulence eumque mea fiunt turbida mente freta and no matter how turbulent the waters become, Ovid admits that his heart suffers worse turbulence at Tr. 1.11.31.). Ovid upholds his pentameter line as the personal anti-hero “answer” to the hexameter line of the couplet and intimates inner turmoil which is in stark contrast to Ovid’s lover at Am.1. 9.14 who ignores both wind and navigational signs of storms in order to be with his puella.  


[bookmark: _Toc513721525]3-4	 	In the second couplet Ovid clarifies that this is not only a tale of epic proportions it is also his tale. As indicated by the prominence of nos at the start of the line. He uses the poetic plural (pluralis maiestatis) nos and repeats this poetic plural non nostra for dramatic emphasis using caesuras before and after for added impact. (The first person plural to mean “I”, is common in Roman poetry (Gildersleeve and Lodge 1997:145).  The present tense ensures that the action is live. Ovid is joining his epic heroes by cleaving through the Ionian Sea, chased by an angry god. For Ovid it is Jupiter ( see 1.13 and 1.81 and 2.3), for Odysseus (see H. Od. 5.291ff) and Jason it is Poseidon, as Poseidon is Pelias’s father (see A. Ar. 1.13), and for Aeneas it is Juno (see Verg. A.1. 34ff). The pentameter line instructs that it not with audaces but with fear (cf. Catul. 64. 6 who notes the Argonauts bravery and Verg. A. 2.348ff and Hom. Od.14.505 who remark on the bravery of their men and themselves.). Note the oxymoron of audaces and metu and also the repeat use of the alliteration of “s” to enhance the turbulent hissings of the inner feelings of the anti-hero. Here the journeys of Aeneas, Odysseus and Jason (who also sailed to Pontus) disconnect from Ovid's fate. Theirs was a quest conducted with epic amounts of heroism and devotion, Ovid’s is a sentence conducted with fear and reluctance. Their journeys reconnect with non…. sponte (not of free will). Each epic hero suffers perilous voyages due to the will of others whether that will belonged to a god or demi-god (compare Jason who is ordered to find the fleece by King Pelias, Jupiter and Venus insist that Aeneas founds Italy and for Odysseus see Hom. Od. 5.98-9 κέλεαι γάρ. Ζεὺς ἐμέ γ᾽ ἠνώγει δεῦρ᾽ ἐλθέμεν οὐκ ἐθέλοντα). The phrase particularly evokes Aeneas famously breathed line Italiam non sponte sequor (see Verg. A. 4.361) when he ardently relayed to Dido that he had to leave her and follow his fate to find Italy; not because of his own free will but because Jove commands it. (Note how Ovid uses an enjambment for emphasis by placing sponte at the beginning of the next line.) Ovid was suffering a similar fate albeit inverted, as he was facing his perilous voyage not to find Italy but to lose her because of the will of Jupiter or, more accurately, Augustus his heir (see Tr. 1.4.26). Therefore Ovid’s fate is worse than the fate of an epic hero (Ovid is acutely aware of this and effuses the differences between the fate of Odysseus to his own fate in Tr.1.5.57ff and Ex P. 4.10.9ff).  Ovid will receive no accolade, no homecoming glory, and no divine help as previous epic heroes and sets him apart as an anti-hero.  Ovid only receives the consequences of the anger from the father of all gods.

[bookmark: _Toc513721526]5-6		 me miserum groans Ovid. The use of the tragic expletive, which ironically arose from comedy, caps the epic line and underlines his acceptance of a fate worse than an epic hero. (It takes the accusative case as a verb is understood e.g. vides, see Owen 1902: 52). This particular accusative exclamation is found originally in Plautus and Terence where Plautus uses it twice and Terence 11 times. Cicero uses me miserum 8 times in his letters, Propertius twice and Ovid a prolific 45 times across his works. The same sentiment is expressed by Odysseus when Poseidon raises a storm after having navigated the Arcturus for 18 days (see Hom. Od. 5.299) and by Cicero when expressing his wretchedness at his own exile (Cic. Mil. 102). More importantly, perhaps, is Ovid’s use of me miserum in his elegiac poetry (for example Am.1.1.25 and especially 1.4.59 where he laments that he will be separated from his love), therefore, the phrase could underscore the poignancy of Ovid’s separation from his wife (see Hinds 1998: 31-2).  
 This couplet is almost a repeat of the description of the waves and turmoil of the storm at Tr.1.2.19ff and keeps close to the epic storm tradition. The winds whip up waves that are as high as mountains and can touch the sky, and sometimes even stirring the very sand from Tartarus, throughout can be heard the sound of thunderclaps, lightening and the pitch of fear and death (cf. 1.4 and 1.2 and 1.11 with Met. 11. 490ff and Verg. A. 1. 84-124 and 3.195 -209 and Hom. Od.5.282ff. It should be noted that although the Argo faced rough seas it was never a perilous situation, except when the sons of Phrixus are in jeopardy (see Ap. Ar. 2.1098), but then it stands to reason as the Argo could not be shipwrecked as it was divinely made (see Ap. Ar. 2.611-14).
Note that the first line of this couplet has the maximum amount of spondees which emphasise Ovid’s mood of wretchedness whilst the pentameter Lines uses dactyls to enhance the quick moving seas. 
Ovid’s storms are not solely based on epic tradition in order to exploit the motif’s cosmic link. In this couplet Ovid incorporates the elegiac tradition. It should not be forgotten that in exile he is being separated from his wife. This ties in with the story of Hero and Leander, the lovers who are separated by a storm tossed sea, the Hellespont, (the same sea Ovid would have had to sail to reach Tomis) and which Ovid writes about in Heroides 18 and 19. He is reminded that he is writing the Tristia in elegiac couplet and thereby affords himself a chance to write romantically about his love for his wife who has already been compared to the epic Penelope (see Tr. 1.6.22) separated from Ovid’s doppelgänger Odysseus. In Hero’s letter to Leander she too sighs the accusative exclamation and remarks on the size of the waves at Her. 19.121 me miseram! quanto planguntur litora fluctu. Yet Hero is safe on land, as Ovid’s wife is safe in Rome, whilst her lover, Leander, is like Ovid on hazardous seas. Leander tries desperately to cross the sea to be with her but the wind and sea scupper his chances echoing Ovid’s desire to be once again back with his wife in Rome. 
Ovid borrows the hyperbole of sand seething from the lowest depths from his Metamorphoses where again he is describing a storm that kept two lovers apart, Ceyx and Alcyone (see Met.11.499 ex imo vertit harenas). Ovid deliberately alludes to this story in the Metamorphoses to evoke the pain the two lovers suffer and adds further significance to his plight as Ceyx dies and Ovid’s exile is painted as a death (See notes for 28).  The seething sands continue Ovid’s model of alluding his predicament with the storm tossed Aeneas who also experiences the upheaval of the sand from the deep (see Verg. A. 1.107).

[bookmark: _Toc513721527]7-8	The epic tradition and the use of hyperbole to describe the potency of the storm continues in the fourth couplet. The wave is a high as a mountain continuing the allusion to the storms in epic tradition. Note the use of litotes: the wave is not smaller than a mountain which has the effect of enlarging it using ironic understatement (cf. litotes at 1.2.17 where he says he has not one cause of punishment leading the reader to realise he has more than one). The ship in Ovid’s Metamorphoses suffered a similar experience and climbed what seemed like a mountain peak before descending to the lowest depths (see Met. 11.503). Whilst the waves that shipwrecked Aeneas’s vessel rose as high as the stars (see Verg. A. 1. 103. Also Hom. Od. 5.366-7 and Ap. Ar. 2.580 for an over-arching wave). Importantly the Argo survives a wave described as high as a mountain at the mouth of the Bosporus, a stretch of sea Ovid would need to navigate to arrive at Tomis, but due to their excellent helmsman they sail on unharmed (see Ap. Ar. 2.169ff). This is strong contrast to Ovid’s helmsman who loses control of his ship (see notes for 10-11). 

These enormous waves crash against the painted gods on the prow of Ovid’s ship. Gods were commonly painted on ships to protect the vessel through storms and are similar to today’s figureheads. Horace writes about tutela on a ship made from Pontus timber and begs the question nil pictis timidus navita puppibus fidit? (see Hor. Od. 1.14.10) which Ovid would no doubt answer in the negative.   Ovid is using a poetic plural for deos as later he remarks that the painted tutela of his vessel is of one deity, Minerva (see Tr.1.10.1), divine architect of the Argo and patroness of the arts (cf. Verg. A.10.171 describes that Aeneas had Apollo, the god of poetry, as the tutela of his ship). The same goddess who helped Odysseus return home. Moreover it was Athena/Minerva who helped the Argonauts pass through a dangerous rocky strait at the mouth of the Pontus (see Ap. Ar. 2.598-9). By painting Minerva on his ship it is clear that Ovid is hoping for similar assistance. 

The description of a huge wave engulfing a ship recalls the work of another famous poet in exile, Alcaeus. He describes a huge storm which he is experiencing and calls for courage and a safe passage to harbour (see Alcaeus fr.6). He writes that he is unable to make sense of the storm which has almost wrecked his ship (see Alcaeus fr. 326). Heraclitus the Commentator tells us that Alcaeus uses the allegory of a stormy sea to express his political views (see Heraclitus. Homeric Problems. 5.8, τὰς γὰρ τυραννικὰς ταραχὰς ἐξ ἴσου χειμερίῳ προσεικάζει καταστήματι θαλάττης).  Alcaeus is detailing the precarious position of his ship in a stormy sea to symbolise the unstable situation of his home country under the tyrant Myrsilus. The reason behind Alcaeus self-imposed exile. Alcaeus makes his vessel a “ship of state”, a metaphor that Ovid copies (see notes for 13-14 and Ingleheart 2006:90).

[bookmark: _Toc513721528]9-10 		pinea texta, the pine refers to the pine trees felled on Mount Pelion for the purposes of building the prototype ship, the Argo (see Cat. 64 Peliaco quondam prognatae vertice pinus and Ap. Ar. 1.386 Πηλιὰς Ἀργὼ. Further examples include Eur. Med. 1 and Enn. Scen. 253 cf. Ovid’s ship of Aeneas’s at Met.14.530 and Augustus’s ship at Prop. 4.6.19-20 and Ov.Am.2.11.1-6.).   Texta means woven. The metaphor of the ship’s planks being closely woven as if on a loom is used by Homer and further defines Ovid’s metaphorical “poetic vessel” as closely woven to the works of Homeric epic (cf. F.1.506). Ovid continues to use the Argo’s voyage as a symbolic parallel to his own journey (see Ex P. 3.1.1).  The Argo was the first ship to sail to Pontus, Ovid is the first poet to navigate the unfamiliar territory of exilic poetry. Ovid makes further references to the route taken by the Argo strengthening the parallels between the original ship voyage and the first books of exilic poetry (cf. Tr.1.10.24-8 and Ap. Ar. 1.931 and 1.935 and 1.936ff. See Hendren 2013: 35). The Argo was fashioned with the help of Athena or the Roman equivalent Minerva who, as discussed above, is the protector of Ovid’s ship. Jupiter is the agent of wrath and tempest. The gods are at war. At once Minerva is protecting the physical ship from the storm as well as protector of the metaphorical poetic vessel as patroness of the arts. Jupiter on the other hand is responsible for creating the storm bilged seas and represents Augustus’s anger at the poet hoping to dash his the works against the metaphorical rocks. Their war is noisy. The ship is alive with the commotion as it is repeatedly battered by the colossal waves. It groans and shrieks becoming a metaphor for Ovid’s inner pain (cf. Verg. A.1.93 and Aeneas groaning at the face of his storm). Note how Ovid uses heterodyne and dactyls to create discord and allow the ship’s groans to be heard not only in the words but also the meter. Ingemit is onomatopoeic therefore the reader can hear the pain. Ovid reuses stridore rudentes from his storm poem at Met.11.4595. Similarly the cables shrieked at the onslaught of the storm in Aeneid (see Verg. A.1.871, Insequitur clamorque virum stridorque rudentum). Ovid constantly frets that his poetic brilliance will dull and become inadequate due to him being far from his muse, Rome (see Tr.1.1.36). As Hendren argues this storm could be the factor that destroys Ovid’s prowess altogether (see 2013: 54). The vessel is certainly at its hyperbolic breaking point, pulled apart by the natural forces, it too could become the shipwreck of Aeneas, Leander’s or Ceyx’s.  This cacophonic demolition is crashing and groaning over Ovid’s inner woes (nostris malis cf. 1.2.70 and 1.5.80 and 4.3.36 and 5.11.6) making it evident that Ovid is at a vulnerable moment physically, mentally and literary speaking. 

[bookmark: _Toc513721529]11-12		This couplet re- introduces the helmsmen of the ship from the first storm poem (see Tr. 1.2. 31ff). Previously the navita (See notes for 13-14 re rector, auriga) was simply confused and dazed, now he is frozen with fear, conquered by the storm, he is unable to exercise his skill in steering the ship (cf.  Ov. Met. 11.492 where the captain of Ceyx’s ship is also frightened and out done by the storm but in contrast the storm is a war of the winds not a war started by a deity. Aeneas is similarly frozen rigid by the storm at Veg. A.1.92. (For gelidum see Verg. A. 3.259 and 5.396 and 12.905). This is in stark contrast to Tiphys who never lost control and managed mountainous water as if it were a stream (see Ap. Ar. 2.559-579 and 2.164-177) and Ancaeus who took over from Tiphys as steersman of the Argo after Tiphys died. Alcaeus was a son of Poseidon and equally gifted in piloting a ship (see Ap. Ar. 2.161-171 and 984 -898 and 1277-1280). He steered the Argonauts to the Black Sea with no difficulty but despaired about the return trip home (see Ap. Ar. 4.1259-1276). Ovid therefore has put his helmsman into stark contrast with these able steersman and instead has likened him to Phaeton who also loses control of his chariot which belonged to his father Jupiter. In punishment Jupiter kills his son (see Ov. Met. 2.301ff). Ovid is using this myth to highlight his own plight and puts into prospective the very real danger he as a man and a poet faces because of Augustus’s anger.

 arte is an example of Ovid using a pun. The obvious meaning reflects one’s skill in their profession, therefore the skills of the helmsman to steer the ship, the skill of Augustus to rule his people and the skill of a poet to write his poetry. It also could stand for his work the Ars Amatoria called ars by Ovid and the very reason for Ovid being here on the seas (see Ov. Tr. 2.8 and 241 and 3.14.6). This multi-layered use of vocabulary effectively creates a poem that is at once a chronicle of his journey, a meta-poem and a political statement.

[bookmark: _Toc513721530]13-14		Ovid embellishes his allegory of his helmsman and likens him to a charioteer who has lost control of his horse. Here he uses rector to describe the steersman as Vergil uses rector to describe Jupiter (see Verg. A. 8.570). Ovid uses rector to convey two separate allegories. The first allegorises Ovid as the rector or master of his poetry. He has lost control of his works because of the storm (Augustus’s anger) and through his fear has becomes artless and no longer able to continue at his skill (cf. Ov. Ars.1.8 where Ovid describes himself as the Tiphys or helmsman of love and that “Art” guides the chariot.). The second allegorises Augustus as the “helmsman” of Rome who has lost his ability to steer his ship of state. Rome in AD 9 experienced major political upheaval (see Dio. 56.10.1 and Suet. Aug. 34.2 and Plin. NH. 7.147–9.). Therefore in case there was any ambiguity that Ovid is also allegorising Augustus he makes a plainer case in this couplet. 

The horse is said to have hardened its neck against the rider’s rein which in modern horsemanship terms would be called “hard-mouthed” and expresses the runaway nature of the beast. Cervici rigidae is onomatopoeic. The hardness of the consonants means the reader can “hear” and feel the stiffness and unyielding neck as they can hear the groans and shrieks of Ovid and the ship.  This is a very different type of horse to the horse mentioned later in the Tristia who has been neglected and therefore will come last in his race. This unsuccessful racehorse is a simile of Ovid’s poetry in Pontus which has also been neglected and certain to fail (see Tr.5.12.25-26). Similarly at Ex P. 4.16, in a letter to his wife, his horse or poetry has become weak with overwork and likely to fall. Ovid invites his readers to compare and contrast these different equine similes to the horses of Vergil’s Georgics (see G.3.72). 

The horse is acting out of its own sponte unlike Ovid (see notes for 3-4) and not obeying the will and skill of the driver. In other words all control has been lost and the ship’s fate is now in the hands of a runaway entity. This enforces Ovid’s dangerous situation as both a political exile and an elegiac poet on an epic sea. The horse metaphor might also include the twins, Castor and Pollux. These twins, gemini, who also boarded the Argo were the patrons of sailors and also were excellent horsemen (see Hom. Il. 3.235 and Ap. Ar. 1.147 and Verg. G. 89.). The very fact that these benefactors to sailing are unable to control their “white horses” (ship) proves that this is a storm worthy of outmanoeuvring demi-gods.


[bookmark: _Toc513721531]15 -16 	Ovid completes his equine metaphor by describing the helmsman as a charioteer aurigam. There is a reference to a line possibly by Varro Aticinus who also uses the metaphor of aurigam to mean helmsman; Tiphyn aurigam celeris fecere carinae. The author uses the name Tiphyn to mean “helmsman” as Ovid used in the Ars Amatoria and, as previously discussed, who is the helmsman of the Argo (see notes for 10-11). The simile of a ship as a chariot is traditional (cf. Pind. 4. 30ff and Hom. Od. 13.81 and Eur. Med. 1122 and Verg. A. 5.144 and G. 3.103ff and Cat. 64. 9.) Yet the connotation is different. Pindar and the other authors use this simile to strike a sense of speed, skill and direction into the narrative. The charioteer urges the horses on, giving them their heads so that they can gallop quicker. This is contrast to Ovid’s helmsman who is out of control and has dropped the reins in the hope the “horse” or ship will find its own way out of the storm and certainly does not urge the horse- ship forward. These other charioteers seek triumph whereas Ovid merely seeks a return to a status quo. 

Ovid places himself at the scene of the action, video he writes, thereby vividly capturing Ovid witnessing the event in real time and his helplessness to stop it. Compare the use of video and auriga by Vergil describing the moment before Turnus is speared by Aeneas and he is at a loss as to what to do (see Verg. A. 12.918, nec currus usquam videt aurigamve sororem). Note the construction of the accusative infinitive after video which is usually used with verbs of saying or thinking as part of indirect speech. The fact that Ovid has used this construction contradicts the original immediacy of the present tense and serves to remove himself from the action and in effect hands over the reins (responsibility) to his helmsmen (see Gildersleeve and Lodge 1997:336). It produces a powerful image of Ovid watching his poetry being blown off course and suffering a terrible demise. At the same time he realises his helplessness in arresting Augustus’s political upheaval and also, of course, the storm itself. The analogy of the ship as a poetic vessel is again prolific (see for example Tr. 2.29-30, Prop. 3.9.3-4, Hor. Od. 4.15.3–4, Verg. G. 2.42ff.). Each author warns  of the consequences of writing outside their abilities by using the metaphor of a ship in unchartered and dangerous waters or, as Vergil, likens the poet’s work to a to journey across a large ocean. In this way Ovid’s ensures that his poem is layered with references lending a density to his work that challenges and rewards his readers.

[bookmark: _Toc513721532]17-18		Ovid hopes that the winds will change. mutatas is used in several places throughout the Tristia and underpins its main message that Ovid hopes Augustus will have a change of heart and invite him back to Rome. Ovid uses mutatus in a variety of ways to alert the reader that change plays the underscore to his exilic works. He uses mutatus to denote his own epic work, the Metamorphoses to demonstrate that the Tristia is in essence his metamorphosis from celebrated poet to persona non grata turned to ashes (see 1.1.19 and 1.7.12 and 3.3.83 and 3.14.19 and 4.1.99). Next as a message to the reader that his voyage is no sea jolly in order for him to make money but instead a course to wrack and ruin (see 1.2.76). To a sudden ray of hope after he has prayed to the gods to spare him, or kill him, that the seas maybe subsiding (see 1.2.107) to the forlorn recognition that his exile has damaged his use of Latin (see 5.7.62).  As well as direct references to the possibility of Augustus reconsidering his punishment and changing the place of exile (see 3.5.54 and 3.6.24 and 3.8.42 and 5.2.73). Lastly the possible change of hearts of a former supporter Vestalis and Ovid’s wife (see 4.7.20 and 5.6.18). Ovid’s puts his plea to Augustus for change in juxtaposition to Juno’s emotional plea to Jupiter for no change. She asks that the Latins be called Latins and let them speak and dress in their native ways (see Verg. A. 823-28). In the Aeneid Juno’s request was upheld by Jupiter, in the Tristia the request for change is denied. 

Aeolus is keeper of the winds who takes his orders from Jupiter (see Verg. A. 1.76). He is responsible for freeing the winds in both the Aeneid (1.81-7) and the Odyssey (Hom. Od. 23.315) which causes both Aeneas and Odysseus to be knocked off course. In the Tristia, Aeolus is akin to a jailer of Augustus’s temper and he alone is able to keep these roaring winds chained in until he receives his command from Jupiter. Jupiter orders that his temper is freed and Ovid can only pray Aeolus will imprison these winds once more. He, like the epic heroes, is being blown off course and, in an ironic move, is being blown back towards Italy. This is in contrast to him being buffeted, one would assume in a circle, by the four winds Erus, Notus, Zephyrus and Boreas in 1.2.27-29 causing Ovid to entreat Augustus for faciles… ventos. Augustus (Jupiter) is not listening, the tempest is worsening.

The smooth sounding assonance “a” in mutates ….auras is a deliberate ploy by Ovid to slow down the pace of this line to help accentuate his plea to Aeolus for a calm sea. Just as the consonance in nobis non exaggerates the prohibitive nature of the looming shore for Ovid and imitates the non … nostra of line 3 to accentuate that he is merely a puppet in his own tale. 

[bookmark: _Toc513721533]19-20		Ovid’s ship is careering away from Pontus and Italy is beginning to appear. laevus is an allegory and a good example of Ovid’s use of ambiguity to fence off any unwelcome interpretations to his work. Pontus would now be on the port side of his ship. He would have been sailing from Brundisium in a southerly direction before needing to navigate left to travel northwards along the Hellespont (see Tr.1.10.17). Therefore this is the literal sense and laevus gives us a compass reading (see also Tr. 4.1.16 and 4.10.97). laevus, also sinister,  is synonymous with ill-omens or unfavourable circumstances and produces the hidden reading (see Tr.1.2.83 and 1.8.39 and 1.2.197). Ovid uses laevus or sinister 21 times throughout the Tristia and only once does it mean something favourable when commenting on his own auspicious divination on behalf of a friend (see 1.9.49). In this line laeva is placed in the centre with a caesura on both sides in a spondee. Ovid wants to add weight to this word. He eventually describes his art as sinistra or ill-omened (see Tr.5.8.64). Unfavourable places on the left hand side are found in Vergil’s Aeneid. Palinurus steers hard left to follow Helenus’s warning, only to land up in the unfavourable   territory of the Cyclops (see Verg. A. 3.561).   Also when Sibyl warns Aeneas that Elysium lies to the right but Tartarus is to be found on the left at leava malorum exercet poenas (See Verg. A. 6.541-3.). (See also for “augury” Verg. A. 10.110 and 11.347, Hom. Od. 20.  For “unfit mind” Ov. A. 2.54 and Ov. Am. 3.14.11).  

Ovid uses word order to express his horror that Italy is once more on the horizon. interdicta …. Italia are the opposite ends of the pentameter line, mihi cernitur make up the centre. Therefore what is appearing to Ovid (forbidden Italy) traps him and renders him, stage centre, as useless against the storm’s will. At the same time interdicta mihi is isolated from the rest of the line by the caesura, thereby illustrating that Italy is forbidden to him only. (For “forbidden Rome/Italy” see Tr.3.12.26 and 4.1.106).

[bookmark: _Toc513721534]21-22		In apostrophe Ovid addresses the winds and prays that they cease, inviting them to join him in obedience to their shared master, Jupiter.  The rhyming of the noun and epithet of vetitas … terras in the first Lines and magno… deo in the second adds drama to this religious evocation. It could also suggest sarcasm. Earlier Ovid accepted that his prayers to the gods are being scattered by the winds rendering them futile (see 1.2.13).  While the waves, which the winds have whipped up, silence him, and if using the political analogy, censor him (see 1.2.14 and 1.2.31 and 3.1.15). Augustus is being played by Jupiter (magno deo). Augustus’s vented anger is being symbolised by the wind. An element or force that cannot be fathomed as it cannot be seen but it can be felt through its furious consequences. The sea symbolises those consequences and becomes the persecutor. It grows violent and monstrous jeopardising the structure of the ship (see 1.2.2). The waves reach down to Tartarus (see 1.2.22), then up to the stars (see 1.2.20). This violent motion threatens the ship which symbolises Ovid’s poetry. On board is the rector rigid with fear and incapable of using his arte, he symbolises Ovid trying to handle his skill. Ovid knows that a prayer to Augustus’s anger will not still the seas even though he is offering his obedience and recognition that Italy is forbidden. It was not Zeus who rescued Odysseus from the water but Leukothea (see Od. 5.333ff). It was not Jupiter who calmed the winds in the Aeneid, it was Poseidon (see A. 1.124ff). Poseidon who is compared to a leader quelling a riotous crowd (A. 1.151-2) is in stark contrast to Augustus (Jupiter) whose leaves the winds to riot. This is further accentuated by magno deo enclosing pareat aura. The great god should be obeyed by the winds but then Augustus is giving no command for them to abate, therefore, Augustus is not a great god acting with magnanimity like Poseidon but a loose cannon acting out of spite. (cf. Met.5.68-9 where Ovid writes that it is cupid (love) who rules the deities of the seas and even the god who rules those deities. Ovid with his elegiac hat on could reasonably argue that love, and not might, rules over all.).

[bookmark: _Toc513721535]23-24		Whilst Ovid has been wasting his breath appealing to the wind dum loquor (cf. Verg. A. 6.376 where the soothsayers says to Palinurus in the underworld that prayer is useless against a god’s will desine fata deum flecti sperare precando), he cannot help but be excited, as well as fearful, to be so near to the Italian shore. Ovid illustrates this rise in emotion by using the maximum amount of dactyls in this hexameter line. The line of poetry, as well as Ovid, is fretting. Ovid’s use of caesura to achieve dramatic effect is also apparent. Note the strong caesura before and after timeo. He wants his fear to be emphasised then again after pariter. He lingers before he confesses his desire. It is usual to have the –que added onto the first part of the phrase, Ovid waits until the second, cupioque which not only helps him metrically but also helps Ovid to separate his fear and desire into equal measures.

 If Augustus is Jupiter, and his anger is the wind then it is blowing in an unruly fashion and is having the opposite desired effect. Augustus wishes to be rid of Ovid, he wants Ovid to be out of sight and out of mind but Ovid is being propelled back. This again points to Augustus’s lack of control and ineffectual leadership. There is a tone of Ovid mocking his Princeps. Yet the danger to Ovid remains very real. The waves continue to batter his ship. Again Ovid uses dactyls in the pentameter line to exemplify the turbulent water, only quantis is a spondee. He has deliberately slowed this world down so that the reader can hear Ovid gasp at the force of the waves.  The use of latus for the side of the ship is synonymous with Vergil’s use of latus (mountain’s side) which Aeolus struck to release the winds against Aeneas (see Verg. A. 1.82). Ovid positions the long thesis of his metrical scansion just after the hard consonant “t” giving it a hard sound reflecting the beating the ships is suffering. This line echoes line 5 where Ovid is despairing over the strength of the wind, here it is the water’s force. His situation continues to be extremely hazardous. 

[bookmark: _Toc513721536]25-26 		Ovid makes a double plea to the gods of the sea for mercy and repeats his opening lines in the first (storm) poem of this book (see 1.2.1-2 and 105 but cf.. at 5.5.63-4 where he asks for his wife to be saved and not him.).  The use of parcite as an imperative resembles Propertius’s plea to the sea daughters of Doris to leave this ally of hers on familiar shores mirroring Ovid’s wish to return to familiar shores especially as he can once more see Italy.  In the same poem Propertius curses the first ship and sail i.e. the Argo because all the sea has ever done is separate lovers as it is separating Ovid and his wife (see Prop.1.17.28 and 13. Also Verg. A.12.693 at Turnus’s plea to the Rutulians and Latins to stay their weapons and stop the fighting so he alone can settle the dispute with Aeneas. Again in Ars. 1.183 where he warns his readers of Augustus’s stranglehold on power and could parallel the sly digs about Augustus’s loss of power in the Tristia. And again in Met. 6.264 where Niobe spurns the goddess Latona who as punishment kills all her sons  bar Illoneus who pleads for clemency and is saved).  Ovid’s desire to be back in familiar surroundings is so great he feels the need to use an anaphora and repeats his plea parcite …. parcite which increases the reader’s pathos.  He uses the word pontus for sea to also express his destination. Parcite opens the sentence and ponti closes it or put another way “spare me from Pontus”. Hesiod tells us that Pontus was Gaia’s son born from no sexual union with a man and predates Zeus or Jupiter who was the youngest son of the youngest Titan (see Hes. Th. 104). Therefore Ovid’s call on the gods of the sea is also a primordial appeal to those that preceded even Jupiter’s power. There are parallels to Ovid’s description of the waves and the sides of the ship being dashed which link to the Argonautica where the Argo has a similar experience on the Pontus (Ap. Ar. 2.579ff).

By purposefully placing infestum at the start of the line and ending it with Iovem Ovid is again hinting at Jupiter’s or Augustus’s precarious hold on power (cf. the various descriptions of Jupiter/Augustus as magno deo 1.4.22 and laesi dei 1.584 and nil Iove maius 1.2.38 and merito Iovi 4.2.56). Of course the whole line reads that Augustus is only angered by Ovid yet infestum has the connotation of being unsafe, dangerous as well as hostile. (See 1.1.82 where infestus describes Jupiter’s bolt, and in 1.11.26 where it describes the hostile and dangerous lands of the Getans and 3.14.42 for hostile Getans. For further uses see: Helen fears the infestos.. Teucros and hides herself in a temple: for an outraged deity see infestae ..Dianae Met.8.272: infestus as murderous see Met.15.805). Ovid is ensuring that he is encapsulating Augustus’s foul temper as a deity gone rogue and worthy of fear.

[bookmark: _Toc513721537]27-28	 	Ovid elaborates that he pleas to be saved from a cruel death if in fact he is not already dead. Ovid does not use the word crudelis to describe his potential death which would give the tone of a heartless punishment but saevus a word that means savage, mad and unreasonable (cf. saevae memorem Iunonis ob iram of Juno in notes for 1-2 and saeva ..fulmina “fierce lightening” at 1.9.21and saevis aquis “raging sea” at 1.10.8. Also saevis ..armis “fierce warfare”). His life is already wearisome animam fessam and he is ready to die if he not already dead. Ovid often compares his exile with death and uses almost the same phrase in one of his last exilic poems before he does die (see Ex P. 14.12. 44 si modo, qui periit, ille perire potest).  Throughout the Tristia there are many references to Pontus, his place of exile, being the underworld (see Tartarus at Tr.1.2.21-22, the Styx at Tr.1.2.65 and 4.5.21-22 and 5.9.19 and   Ex.P.1.8.27 and 2.3.45 and 3.5.56 and 4.9.74). This concurs with both Hesiod and Homer who place the underworld in the far north in a cold and bleak place (see Hom. Od. 11.13-19 and Hes. WD. 150-65) and again Homer has Odysseus entering Hades by sailing north across the Oceanus (see Od. 11.94). Ovid tells us that he is close to death (at Tr. 1.2.65-66 and 1.11.20 and 3.2.25-26) but like Aeneas and Odysseus before him he says it would have been better to die than suffer a perilous storm, and for Ovid exile (see Tr. 3.2.23-24, 29-30 and 3.3.33-36 and 3.8.39-40 and 5.4.32 and 5.11.11-12 and Ex P. 3.5.45 and 4.1.17 and 4.12.43.). Aeneas cries out to the heavens that it would have been better to have died on the Iliaeis campus (see Verg. A. 1.97) as Odysseus cried out for the same fate before him (see Od. 5.306-7). Ovid in contrast seeks a quick and simple death to the long lingering pain he suffers during his voyage and later at Tomis.  He even goes as far as to write his own obituary and inscription (see 4.10 and 3.3.73-6). When Ovid left Rome he is already dead, torn apart like Mettus before him (see Tr.1.3.75) he prays that this was not merely a figurative death but final.

[bookmark: _Toc513721538]Conclusion

In this short and often overlooked poem Ovid has succeeded in raising pathos in the reader in dramatic fashion. This he has done by at once comparing himself to the epic heroes Jason, Odysseus and Aeneas and by contrasting their fate to his. He has likened himself to the ill-fated elegiac lovers, Hero and Leander, to highlight his separation from his wife and beloved Rome. He has paralleled himself to another political exile, Alcaeus, in order to heighten his suffering at the hand of a “tyrant” leader. He has used the epic tradition of a tempest to maximise the effect of his perilous fate and in doing so has created both a metaphorical ship of state and a poetic vessel to further illustrate the consequences of his exile to both his person and to his work, all the time praising and vilifying Augustus. His carmen may have been his error but contrary to Augustus’s wishes his carmen continues to be his vita. 
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