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THE SEA OF LOVE

The sea of love (a convenient heading under which to group the various marine and
nautical metaphors, similes, parallels, allusions, and analogies applied to love and
sex) was one of the more important amatory figures. It featured in both Greek and
Latin from earliest until latest times, was employed in several genres of verse
(dominating whole poems on occasion), appearing in prose as well, and reached an
advanced stage of development in the hands of the Alexandrians and particularly the
Augustans. The purpose of this article is to provide the first comprehensive and
detailed study of the sea of love from the archaic period until late antiquity.*

In surviving early Greek, the figure was infrequent and occurred only in verse.?
Unfortunately what may be the initial instance is highly problematical. Alcaeus frag.
X14 col. ii PLF consists of a commentary on some lines of Alcaeus, wherein much
must remain obscure, but (unless the commentator was quite wrong in seeing
allegory) it seems likely that an old ship and an old courtesan were compared by the
poet.? If it was the courtesan who was likened to the vessel (rather than vice versa),
then this would appear to be an example of the sea of love, with reference (in view
of 8f. and 26) probably to sexual intercourse in the voyages (Tovs moA/Aovs
7Aobs kal mukvovs) of 18-20, and possibly to the cessation of intercourse in the details
of being brought into harbour and restrained from sailing in 24f. and 28. More certain
is Theognis 457-60, of an adulterous wife who ignores her ties to her old husband
and his attempts to control and keep her, often slipping away from his home to spend
the night in the house of another man. She is like a boat that does not answer the
rudder, her anchors do not hold, she slips her moorings and often has another
harbour overnight:

y , - R R
Otroi odudopdv éote yuvy véa avdpi yépovre:
0?0 yap mdaliw melferar os dxaros,
205w 4 ) / \ .
008’ dykvpar éxovow, dmopprfaca 8¢ deopd
;0 "y p ,
moAAdkis éx VukT@Y dAAov Exer hipéva.

The imagery is quite full and ambitious, with various elements combined in a coherent
whole. Theognis 1361f. is similar, of a boy this time, and with novelty in the collision
and the rotten rope, although one cannot be sure of the picture (e.g. to what/whom
was the meiopa of 1362 connected?) or the precise implications of striking the rock:

Nais mérpy mpooéxvpaoas éuiis AsTnTos duaptwv,
@ mai, kal campod meloparos dvreddBov.

1 Most full so far have been J. Kahlmeyer, Seesturm und Schiffsbruch als Bild im antiken
Schrifttum (Hildesheim, 1934), pp. 22-26; A. La Penna ‘Note sul linguaggio erotico dell’elegia
latina’, Maia 4 (1951), pp. 202-5; R. G. M. Nisbet and M. Hubbard, 4 Commentary on Horace:
Odes Book I (Oxford, 1970), 78f. and J. Henderson, The Maculate Muse (Oxford, 1991), pp.
161-6. On such imagery in non-erotic contexts in Greek and Latin see C. Bonner, ‘Desired
Haven’, Harvard Theological Review 34 (1941), pp. 49-67 and A. S. Hollis, Ovid Ars Amatoria
Book I (Oxford, 1977), p. 40.

% The nearest approach to it in Homer is Od. 23.233ff. (in connection with marriage), where
the returned Odysseus is as welcome to Penelope as land is to shipwrecked sailors. Cf. also
Semonides 7.27f . (the changeable type of woman is like the sea).

% On the various difficulties here and for explanation see especially D. L. Page, Sappho and
Alcaeus (Oxford, 1955), pp. 191ff. and G. L. Koniaris, ‘ Some thoughts on Alcaeus Frs. D15, X14,
X16,” Hermes 94 (1966), pp. 385-97.
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The context is also homosexual for a briefer metaphor in Pindar frag. 108.2ff. Bowra:

Tas 8¢ Oeofévov drTivas mpds Socwy
wnappapvloioas Spaxeis
os w) mélw rvpaverar, € addpavros 7 oudd-
pov kexdAkevtal pélawav kapdiav
puxpd Ployi.
Economically méfw xvpaiverar suggests that the normal beholder of the boy
Theoxenus is in a turmoil, carried along helplessly this way and that by wave after
wave of passion, and the verb plays its part in a piece that consists of a highly
developed and audacious complex of images, with intricate correspondences and
contrasts throughout (so here water is enclosed by and opposed to fire).

The figure became established in Comedy, as is shown by its frequency therein
(although in the case of puns and innuendo it is not always easy to be certain that it
is really present), the various advances in complexity and detail, and the fact that it
is readily combined with other imagery and verbal play (all of which also suggests that
it may well have been more common then, and earlier, than the extant examples
intimate). Wit and humour in this sphere first made a definite appearance in Comedy.
Aristophanes in particular was fond of the sea of love in its sexual form. The basic
idea is that a person copulating resembles somebody on a boat: with a boat propelled
by sail the point would seem to be that the person on top has, as it were, climbed on
board the other and experiences a pitching and tossing motion;* with a boat that is
rowed the rhythmical movement (at varying speeds) of the rower would be relevant
also, as would the dipping in and out of the (phallic) oar® in the case of a male in a
dominant position ‘rowing’.

The basic form appears in Aristoph. Eccl. 37ff., where a woman talks about her
husband having intercourse with her (‘rowing’ her) throughout the night:

6 yap dvip & drrdTy,
Zadauivios ydp éotw @ Evven’ éya,
v vox8’ 6Any HAavvé u’ év Tois aTpduacw.

Elsewhere elaboration and development are in evidence. Later in the same play we
find several references to the sea of love in close succession, as Aristophanes the
skilled comedian builds on the joke and exploits its potential by returning to it. At
1086f. there is the following exchange between a young man and one of the two old
women who are both claiming his sexual favours under the new dispensation:

N¥€. xalemal y’ dv fjoTe yevduevar mopOuis. ng. T} 5
NE. é\covre Tods mAwTiipas Av dmexvaiere.

In addition to the description of the copulating male as a ‘passenger’, there may be
further play in éAxovre (of handling the penis and/or pulling males closer during
coitus) and dmexvalere (of wearing away metaphorically and literally).® At 1091 the
absurd notion of the young man satisfying the two hags simultaneously is conveyed
by the image of plying two sculls at once, when he exclaims:’

- o) - 3 ’ ’
mds obv Sikwmely dudorépas Suvrigopar;

For the motion cf. e.g. 4.P. 5.54.4.

Cf. Hesychius éperudv' kadmm. kai 76 dvdpeiov aidoiov.

Cf. Henderson (op. cit. n. 1) p. 164.

So e.g. R. G. Ussher, Aristophanes: Ecclesiazusae (Oxford, 1973) ad loc. This is the
standard and, I believe, correct interpretation, but cf. also J. E. G. Whitehorne, ‘Rowing with
two oars at Aristophanes, Ecclesiazusae 1091°, Herines 117, 3 (1989), pp. 363-6.
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At 1105ff. the young man remarks to the audience:

Spws 8’ édv Tt moAA& moAAdkis mdbw 1105
U6 Toivde Toiv kaoaABddow Oedp’ éomAcwy,

Odipar w’ ém’ adTd 7@ arduarte s éofolds,

kal 71w’ dvwlev émimodiis Tob orjuaros

{doay kaTamirTdoAVTES €iTa T TOdE

woluBdoyoricavres kikAw mepi Ta aPupa 1110
dvw ‘mibeivar mpopaow dvri Ankvfou.

The passage appears to contain several new details: the literal reference in 1106 is
to going into a house through the doorway, as though entering a harbour, with the
two females acting as tugs or pilots, but, particularly in view of the sexual context and
the earlier nautical jokes, very probably éomAéwv hints at coition, with the tugs/pilots;
the young man’s death here implies shipwreck ; and there may even be allusion to the
vagina in the harbour-mouth of 1107.

Elsewhere Aristophanes compares the male to a ship and the penis to a ship’s
beak.® At frag. 317K he has:

T \ / > 3 7 ’

olvov 8¢ mivew ovk édow Ilpduviov,

oV Xiov, o0d¢ @doov, od Ileraprifiov,
2oy v o ) A

008’ dAdov daTis émeyepei Tov éuflolov.

At Birds 1253ff., where 7piéuBolov may denote a penis strong enough to stand three
rammings or one as big as three beaks,? the aged Pisthetaerus says to the goddess Iris:

s w / . ,
oV & €l pe Avmijoes Ti, Tis Sakdvov
mpUTNS dvaTelvas Tw orélel Sapnpidd
- s e , o
v "lpw admijv, dore Bavpdlew émws
oUTw yépwy dv orvopar TpiéuBolov.

This is all variously suggestive. The beak is obviously phallic in shape, readily permits
exaggeration regarding size and hardness, and conjures up pictures of a swift,
menacing and inexorable approach, violent collision, and penetration. This detail of
ramming presumably lies behind the references to sea-battles in the Frogs. At 45ff.
there is an interchange between Heracles and Dionysus:
Hp. 4\’ ody oids 7’ €ip’ dmogofijoar 7ov yédwy 45
0PV AeovThv émi KPOKWTQ KeLUEVTY.
7ls 6 vobs; 7{ kdBopvos rai pomatov EvvnAdérny;
mol yhs dmedrfuers; Ai.  émeBdrevov Kleroléver—
Hp. xdvavudynoas; di.  kai kaTedoauév ye vads
TV molepiwy 1) 0dek’ 1) Tpels kal Oéxa. 50

Erotic innuendo seems likely in kdvavudymoas; (‘did you fight a sea-battle/see some
action?’) in 49, and may be present in Dionysus’ boasting reply (he sank twelve or
thirteen enemy ships) to that query too,'° particularly after the probable play on
émBaivew (= ‘mount’) in émePfdrevor (48, ‘I was serving as a marine under’) in
connection with the allegedly effeminate Cleisthenes.!! Subsequently, at 430,

8 Cf. Hesychius éuBodov *Apiaroddvns év Oecpodopialovoars 76 aidoiov, Eustath. in Od.
p. 1405, 20.

® See A. H. Sommerstein, Aristophanes: Birds (Warminster, 1987) on 1256 and Henderson
op. cit. p. 164.

10 Cf. M. Lossau, ‘ Dionysus fortiter pugnans’, Mnemosyne 1V, 39 (1986), 389f.

11 See W. B. Stanford, Aristophanes The Frogs (Basingstoke and London, 1963) and K. J.
Dover, Aristophanes Frogs (Oxford, 1993) on 48.
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vavuayeiv is open to the same inference (especially given ‘ImmoBivov in 429 and
xvafov in 430), and to add to the fun there is a new development — a mythological
allusion (to Heracles’ lionskin) is worked in too. The sea-battle is given a piquant
twist at Lysistrata 671ff., where the men’s leader says:

3 \ 3 ’ i1 -~ ~ " \ ’
€l yap évddael Tis uv Taiode kdv oukpav AaBrv,
" ~
ov8¢v éelipovaw adTar Aumapods yewpovpyias,
AAAG kai vads TexTavodvTal, KATLXELPTIoOVa” €TL
- \ - 3 EIK -~ o £ ’
vavuayeiv kai mAeiv ép’ nuds, domep *Aprepaia 675
" » ¢ \ 4 4 \ 3 ’
7 8’ €’ immukny TpdmwyTar, Siaypddw Tovs imméas.
immkddTaTov ydp éaTL xpHia KATOXOV YUVT],
Y , Lo , .
kodk dv dmoicBo. Tpéxovros: Tas 8° *Aualdvas oxdmer,
PO P s 2 s . S s
ds Mikwv éypay’ éd’ inmwv payouévas Tois avépdow.

Here it is the women who are doing the ‘sailing’, who are the active, dominant and
aggressive sexual partners, and who are somehow doing the ramming. As part of a
quite complex and advanced blend, a mock-solemn historical reference is also
present, and the sea of love is immediately succeeded by equestrian erotic imagery.'?

The sexual form of the figure is also evident in other writers of Comedy, as is the
non-sexual form. Plato 3K presents an oracle about Adonis:

@ Kwipa, Bagiled Kumplwv avdpiv Sacvmpdiktwy,
mais oot kdAAoTos uév épv BavpaoToTaTds Te

, N L gy s o Sy a
mdvTwy dvlpdmwy, 8vo 8 adTov Saiuov’ 6AeiTov,
¢y, , ;o A e sy
7 uév édavvouévn Aabplows épetpois, 6 8° éAatvwr.

In line 4, where the allusion is to Aphrodite being ‘rowed’ by Adonis, and Dionysus
or Apollo ‘rowing’ him,*® the basic image of rowing is enlivened by the dexterous
concentration (female and male, passive and active, within a single line) and the fact
that it occurs in an oracle (there will be mock-solemnity here, especially in view of
dacvmpuikTwy in 1, and sport with the riddling nature of oracular pronouncements).
Less sure is Epicrates 10K:

katdfalle TakdTia, kai kuAikia
aipov Ta pellw, keddd Tod kapymaiov
dveAxe Ty ypalv, Ty véav 7’ émovploas
mAjpwoov, €VTPETT} TE TOV KOVTOV TOLOT,
5 kal ToUs kdAws ékAve kal xdAa mdda.

Several scholars suspect obscene undertones in the language here,'* and this would
give the lines more point and interest and humour. If these suspicions are correct,

12 A. H. Sommerstein, Aristophanes. Lysistrata (Warminster, 1990) on line 60 explains the
major ambiguity there, but there could just possibly also be a simultaneous sexual ‘sailing’ pun
as well. At Peace 341 perhaps an underlying erotic sense for 7Aeiv is brought to the surface by
Bweiv. Henderson (op. cit. pp. 161ff.) suggests many more examples of the sea of love in
Aristophanes (and other Comic poets) which I regard as improbable for various reasons (e.g.
they seem strained and contrived, there is no clear or specific marine or nautical reference,
context is uncertain). Related river-imagery of love is also found in this period, at Eur. Hipp.
443; cf. also 4.P. 12.139.3f. (Callimachus), 184.4 (Strato), Plaut. Bacch. 85f., Tib. 1.5.76 (see my
commentary = Tibullus I, repr. Bristol, 1991, ad loc.), Prop. 1.9.16, 2.4.19f., Ovid 4.4. 1.620,
2.181f., Rem. 97f., 121f., 445, 617f., 651f., Philostratus Epist. 32 Benner-Fobes (Loeb).

13 See Athenaeus 456B, Photius Bibl. 151B.

14 See especially T. Kock, Comicorum Atticorum Fragmenta (Leipzig, 1880-1888) ad loc. and
Henderson (op. cit. p. 161, n. 49). To their parallels for the erotic senses of the words add (e.g.)
A.P. 5.161 and 204, where females are described as boats.
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there is a lengthy and involved mixture of hair-raising simultaneous puns on drinking,
sailing, and copulating; and four new usages in the sea of love. Much remains
uncertain, but there may be puns at least in 7dxd7wa (of light boats and women, with
katdfaldle referring to getting them on their backs), 7Adjpwoov (= ‘man’ and
‘impregnate’), xovrov (of a punting-pole and the penis) and ydAa m68a (meaning
‘loosen the sheet’ and ‘have intercourse’). There could also be an explicitly sexual
image in Theophilus 6K. The fragment is about an old man’s adulterous young wife
and follows Theognis 457ff. (quoted above) very closely, the first instance of such
imitation of a predecessor in the figure. One difference, however, seems significant,
and seems to constitute a subtle and humorous variation on the original. At 3f.
Theophilus says that the wife does not obey one rudder: 098¢ wuikpov melferar / évi
mndaAiw. That évi (‘one’) makes me and others think of more than one steering-oar,
i.e. another man’s penis.!®

In Eubulus 67K a nine-line criticism of men who prefer adulterous affairs to using
prostitutes is followed rather abruptly, it seems, by this little coda:

‘EAAdSos éywye s Tadamdpov aTévw,
7 Kvdiav vavapyov ééeméuparo.

Given the context, one presumes that the novel vadapyov (‘admiral’) denotes a
respected expert who gives a lead in erotic matters.'® In Anaxilas 22K an onslaught
on prostitutes introduces some mythological parallelism which was subsequently
popular, combining several exempla and returning to them for emphasis. The
fragment begins thus:

dotis avlpdmwy éralpav Hydmmoe mmore,
ol
oV yévos Tis dv SvvaiTo mapavoudtepov dpdaat;
Tis yap 7 Opdraw’ duikTos, 1 Xiuatpa wipmvoos,
ey . , ,
1) XdpuBdis, 1) Tpikpavos ZkvAAa, movria kiwv,
5 ZiyE, U8pa, Aaw’, éxidva, mrnvd 6 ‘Apmuidw yév,
eis vmepPolny ddikTar Tod kaTamTiGTOV YévOUS;
ol ~ A
otk éveal’, adrar 8’ dmdvrwy vmepéxoval TV KaK@.

In 4 Charybdis and Scylla are well chosen, as highly abusive and pregnant
comparisons for prostitutes (conjuring up supreme savagery, inhuman mon-
strousness, great rapacity, deadly violence and so on). At 15ff. more specific points
are added to those implications, as particular courtesans are considered:

15 7 8¢ Ndwviov 7{ vuvi Sadépew ZrvArns doxei;

0¥ 8v° dmomvifaa’ éraipovs Tov TpiTov Onpeverar

éru AaBeiv; aAX’ ééémece mopfuis édarive mAdTy.

<o / \ , %N 2

7 6¢ Ppivy Ty XdpuBdw odyi mdppw mov mouei,

TV T€ vavkAnpov Aafodoa karaménwk’ avTd) ordder;
20 7 Ocavw 8 oDyl Lewprjy éorw dmoreriduévy;

BAéupa kai dwvry yvvawkds, Ta oxédn 8¢ koixouv.

Amidst obvious Homeric echoes'” the lines intimate that Nannion (like Scylla) has
financially ruined two men, although a third has escaped her clutches; Phryne, who

15 See Kock op. cit. ad loc., where Aristoph. Peace 142 is cited for mnddAwov of the male
member.

16 On Cydias cf. Kock op. cit. vol. II p. 188 and the note on Athenaeus 569A in C. B. Gulick,
Athenaeus The Deipnosophists (Cambridge, Ma and London, 1959), vol. VI p. 73.

17 So too 29f. recall Hom. Od. 12.248f.
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lives nearby, has ruined a man too, completely (there could also be a hint of sexual
voracity in the Charybdis image); and Theano (compared to a Siren) in addition
entices men to their doom, as well as having bird-like legs (and there may be an idea
that, as with the Sirens,’® so men who approach her are lost to their wives and
children). At Menander 536K the speaker says that he cannot find a suitable
comparison for what has happened to him: love hit him and did for him more quickly
than a cyclone or a svyxAvouds (‘meeting of waves’), which at least gives one time
to cry to Zeus and shout a warning and await a second and third surge, and one can
always seize on some wreckage; but in this case éyw 8’ dmaé/dipduevds elut kai
dljoas év Bubp. Especially after the foregoing, év Buf will refer to the depths of
the sea, and the idea will be that the speaker was immediately shipwrecked and sunk,
i.e. felt a violent impact, fell deeply and inescapably in love and ‘died’ of love (cf.
amoAAve in line 3). The rejected comparison is a novelty in this connection, as is the
blending with death imagery of love; shipwreck and death had figured at Aristophanes
Eccl. 1105ft., but here the point is different.

Prior to progressing to the Hellenistic period, one should note the earliest surviving
example of the figure in prose (interestingly put into the mouth of a poet). At Plato
Symp. 197E Agathon in a list of the numerous qualities and kindnesses of Love near
the end of his speech describes Him as a guide and defender: év movw, év $dBw, év
m60w, év Adyw kuBepviTys, émBdrns, mapacTdrns Te kal ocwrnp dpioros. The
combination in adjoining metaphors of two distinct nautical figures (pilot and
marine) is striking, as is the stylistic polish here in a climactic rhetorical flourish.

In the Hellenistic era there is consolidation and extension. There are fifteen definite
occurrences of the sea of love then,'® almost all in the epigrammatists, amongst whom
Meleager was particularly fond of it. Typically, the Alexandrians did much to enliven
and elaborate the figure, exhibiting a high degree of inventiveness, ingenuity, dexterity
and sophistication, and in the process demonstrating that this kind of imagery was by
now so accepted that confusion was unlikely to result from original and bold
treatment.

Only four Hellenistic examples of the sea of love with reference to sex have
survived, but advances can still be discerned. In 4.P. 5.54 Dioscorides associates the
figure with the praeceptor amoris pose and offers some witty and risqué advice on an
area which had not been considered hitherto—relations with a pregnant woman (do
not have face-to-face sex in bed with such a female, because [3f.] in the middle there
is a great wave and much hard work is involved as she is rowed and you are tossed
about):

Mrjmore yaorpoBapi mpds oov Aéxos dvrimpdawmoy
madoydvw kAivys Kvmpid Tepmdpevos,
pneoaol yap péya kpa, kai odk 3Aiyos movos éotar
Ths uév épecoouévns god 8¢ calevouévou.
5 aMa mddw oTpéfas podoeldé Tépmeo Ty,
v dAoyov vouloas apoevémaida Kimpuw.

In the graphic 3f., in addition to the paraprosdokian (the reason for the prohibition
in If. is not that the woman might be uncomfortable or she or the child might be

18 Cf. Hom. Od. 12.42f.

19 The figure may be present at the start of the highly fragmentary Theoc. Id. 31 (see A. S. F.
Gow, Theocritus [Cambridge, 1952], II p. 519). In A4.P. 7.217.4 (Asclepiades) mpwTomAdov is
a variant reading for mpwrofclov, and also occurs in an alternative version of the quatrain
ascribed to Plato in Diog. Laert. 3.31 (see A. S. F. Gow and D. L. Page, The Greek Anthology
Hellenistic Epigrams [Cambridge, 1965], II pp. 144f.).
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harmed), the rowing metaphor is expanded and given life by some new and
imaginative touches, and there may well be play on the sense of ‘fetus’ in kdua.? In
A.P.5.55.6, possibly as a deliberate twist to 5.54.4, Dioscorides depicts the female as
the one being tossed about. At 3f. he describes Doris during coition:

7 yap Vmepduvéeaat puéoov Siafdod pe mooaiv
fvvoer axdwéws Tov Kvmpidos 86Auyov,
5 oppact vwlpa BAémovoa Ta 8’ fuTe mvevpat pvAda
dupioalevouévns €rpepe Topdipea.

The nautical metaphor is highlighted by the unique, polysyllabic dudioaledouat
(“toss about’), comes shortly after a racing image, appears in the middle of a simile
and could also glance at the mythological Doris. The representation of females as
ships and the situation of them ruining men financially are developed in 4.P. 5.161
(ascribed variously to Hedylus, Asclepiades and Simonides), of three old prostitutes
who prey on sailors:

Ebdpw kai Oais kai Boldiov, ai diopridovs
ypaiat, vavkAipwy 6Axddes elkdaopor,
Ayw kai KXeopdvra kai *Avraydpn &’ éxdary
yuuvovs, vavnydv fjaoovas, é£€Balov.
5 dMa odv avrais vyuol Ta Apatpika Tis "Adpodirns
pevyere, Zewprjvwr aide yap éxbpdrepar.

Note in particular (applied to the old women) the second line’s creative 6Axddes
(significantly these are trading vessels and carry cargo) and eixdoopot = ‘twenty-
oared’ (intimating that they have twenty lovers, or can take on twenty men in
succession?’ or even at once??), the combination in 4 of men stripped of their
belongings and sexually exhausted and exploitation of two meanings for é£¢Balov
(‘they turned out of doors’ and ‘they cast ashore’), and the way in which as the poet’s
fancy flits in the course of the epigram the picture shifts (perhaps with a certain
blurring in consequence), with the women both merchant ships and pirate ships after
other craft, and managing to cast men ashore, and compared to Sirens as well.
Meleager seems to try to improve on that poem in A.P. 5204, on a worn out
courtesan (perhaps with an eye also on the Alcaeus poem mentioned above):

Obkére Tipdpuov, 76 mpiv yAadupoio kéyros
miyua, éper mAwrov Kimpidos eipeainv:
GAN’ émi pév vddToual petdppevov dis képas iaTd
KvpToUTaL, ToAos 8 éxAéAvuTar mpoTovos,
5 lotia 8’ aiwpyrd yald omadoviouara paorav,
ék 8¢ adAov oTpemTds yaoTpos éxer puridas,
véple 8¢ mdvd’ vmépavria veds, koidy 8¢ Bddacoa
mAnpuipeL, yovaow 8’ évrpouds éari adlos.
dvoravos tre Lwos ér’ dw 8t *Ayepovaida Aiuvmy
10 mAeboer’ dvwl’ émPas ypaos ém’ eikoadpouv.

There is much originality here (the female/yacht has failing timbers, a back bent like
a yard-arm, slack forestays, breasts like hanging sails, wrinkles on the belly and
flooding down below (of semen), the same craft is powered by both oars and sails, and

20 So Gow and Page HE 11, p. 241. 1 Gow and Page HE II, p. 144.
22 Cf. e.g. Catullus 11.171f.
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there is allusion to Acheron), as Meleager considerably amplifies the comparison and
works out the parallels at rather relentless length, although some may feel that in the
course of taking things too far he produces equivalents that are at times strained and
unclear (especially moAios 8° éxAélvrar mpdTovos, the forestays, in 4).%

More common then was the non-sexual form. Here some of the already invented
items recur (often with a different application or spin), most notably the harbour, at
A.P. 10.21, 12.100 and 12.167 (on which see below), the rudder (from being that of
a husband or lover it becomes Persuasion’s rudder in Cercidas 5.8, 15 Powell, the
rudder of judgement in A.P. 5.190 and the rudder of Meleager’s soul held by the
helmsman Eros in 4.P. 12.157; all three pieces are discussed further below) and
shipwreck (at 4.P. 5.209.5f. it is presented with neat antithesis and with the paradox
of a man being shipwrecked on land,? and in 12.156 it is elaborated over four lines
and linked with a storm).

There are also many new details and developments, and much else to add interest
and vivacity. Cercidas 5.1-17 Powell presents a lengthy treatment:?

doud 1is auw éda yvdfoior duorv

Tov kvavomTépuyov maid’ ’Adpodiras,

Aaudvow’, ot yap €l Alav dmevbnjs:

kai Bporaw yap [t@d] peév dv

mpaeia kal evpevélovoal 5
[mvevparal Sefirepa mvevon oraydv,

obros év drpepia Tav vaiv Epwros

adsppove mpdaAiw IleBods kvBeprij,

Tois 0¢ Tav dpioTepav Avgas émdpoy

Aaidamas 7§ Aapvpas T160wv aéldas, 10
kvparias 8téAov TovTois 6 mopBuds:

€0 Mywv Evpimidas. Odkody 8V° dvrwy

kdppov éaTiv ékAéyew

Tov odpiov duw dvrirav,

kai pera Zwppoovvas olakt Ilelbois 15
xpcpevov evbumdoeiv,

8k’ 7 kara Kvmpw 6 mopbuds,

pl...

In addition to the rather quaint and vivid picture of Eros blowing out of different
sides of his mouth, here are the earliest extant appearances of calm on the sea of love
(cf. A.P. 5.156), winds (cf. 4.P. 5.190, 9.143, 12.157, 167) and, unless the anonymous
A.P. 12.156 antedates Cercidas, storms (cf. also 4.P. 5.190).

At A.P. 5.156 Meleager displays his usual ingenuity and economy, of Asclepias,
who with her blue (yapomois) eyes like a calm sea invites all to love-voyage:

‘A didepws yapomois *Aokdnmias ola yatijvns
éppact ovumelfer mdvras épwromAoeiv.

The adjective yaponds fits well with the marine imagery and is suggestive: it is itself
applied to the sea, and as well as denoting colour can mean ‘bright’ and also ‘grim’,

23 On which see Gow and Page HE 11, p. 640.

24 For this cf. also 4.P. 5.11.2 (anon.).

25 As J. U. Powell, Collectanea Alexandrina (Oxford, 1925) ad loc. suggests, Cercidas could
be alluding to Trag. Frag. Adesp. 151 Nauck éio0a mvevuara mveis, “Epws. If so, that could
be another instance of the figure in Classical Greek.
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so that it hints at a deceptively glittering and calm sea.® The simile in 1 smoothly gives
way to metaphor in 2, where the strikingly bulky and novel épwromloeiv (‘to love-
voyage’) is placed at the very end for a climactic flourish. In another poem by
Meleager (A4.P. 12.84) the speaker, having just landed from a voyage at sea, is shown
a handsome boy by Eros, and at 7f. concludes by asking if he has escaped the bitter
sea only to traverse on land the much more bitter sea of Cypris:

5 ’ \ \ \ o ’ /.
apd ye Ty mikpav mpoduywy dAa TovAY TL Keivns
mikpdTepov x€pow kipa mepd Kimpibos ;

In a single (polished)?” distich Meleager plays on the literal and metaphorical senses
of bitter in mukpdTepov®® and produces paradox (the man who has escaped the sea is
still at sea, a sea on land), while also, for the first time in such imagery, referring to
a named sea with «dua... Kumpidos?® and blending the sea of love with allusion to
a type of sepulchral epigram (on the death on land of a sailor saved from the sea).*

Three other pieces by Meleager are interconnected, which is also a first for the
figure. In A.P. 12.157 he really explores the notion of the lover as a ship, where
Aphrodite is the captain, Eros is the helmsman, and Desire blows and tosses the poet:

K¥mpus éupol vavkAnpos, "Epws 8 olarka dvAdooer
drpov éxwv puyis év xepl TnddAov:
, g \ ’ , o oL
xeyeaiver 8° 6 Bapis mvevoas I160os, odvexa 87 viv
mapdidw maldwy vijyopar év meAdyet.

In these dense four lines, with wit (a female for a captain, a boy taking such
responsibility at the helm, the pun in mapdvdw), several points which had already
appeared are given individual handling, and an advance is made in the complete
control of the ship-lover by three amatory powers. Some of the wording in A4.P.
12.167 is similar:
Xewéprov pév mvedpa, dpéper 8’ émi ool ne, Muioxe,
dpmacTov kdpots 6 yAvkvdakpus “Epws:
xeyaiver 8¢ Bapis mvevoas T16fos: aAAd p’ és Spuov
8éfar Tov vavTyy KimpiSos év meAdyer.

Of the variations on 12.157 here®! most relevant for our purposes are two innovations
introduced by Meleager: the metaphorical wind in line 3 (Desire blowing and tossing
him) clearly picks up and parallels the real wind in line 1 (brought out by verbal
echoes), and the lover on the sea of love is combined with the komast. That same
combination also figures in A.P. 5.190, where the picture of Meleager as a ship and
the concentration of items is also reminiscent of 12.157:

Kipa 16 mkpov "Epwros dkoiuntol Te mvéovres
{HAoL kai kdpwy xeluépiov méAayos,

moi pépopar; mdvry 8¢ Ppevaw olakes dpeivrar:
N mdAe T Tpuepny ZkvAdav émodueba;

%6 Cf. Hor. C. 1.5.13 and Nisbet-Hubbard ad loc.

%7 Note in particular the alliteration in both lines and the placement of words in the
pentameter. 28 Cf. A4.P. 5.190.1.

2% The sea of Cypris is also found in 4.P. 10.21.6, 12.167.4; cf. 5.190.2 and 12.157.4 as well.

30 See Gow and Page HE 11, p. 667.

31 For these see S. L. Tardn, The Art of Variation in the Hellenistic Epigram (Leiden, 1979),
pp. 109f.
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Among the various twists to established motifs particularly worthy of note is the
fourth line, in which there is a pun on the girl’s name Tryphera®? and arresting
inversion in the attribution of the epithet Tpudepds (‘ delicate, dainty, voluptuous’) to
Scylla and in the sailor’s wish to see Scylla.

The figure was common enough in Latin of the Republican period,* but, although
variations do seem to be made and some elements are without prior parallel, there
were no really substantial advances then, as far as we can tell. It was most popular
in Plautus (who utilized it especially in connection with money), a fact which
reinforces suspicions that it was more frequent in Greek Comedy than appears from
the remnants of that genre.

To begin with the sea of love with financial reference in Plautus, the idea of
prostitutes as pirate ships (cf. 4.P. 5.161) also occurs in Men. 344 (connected with the
motif of the harbour = the brothel where the girl is stationed) and 442 (where the
pirate ship now leads or tows a lembus = a lover); reminiscent of Anaxilas’ allusion
to Charybdis is the description of hetaerae and their doors as whirlpools in Bacch. 471
and Truc. 350f.; similarly at As. 134f. a procuress (a character not found in the figure
before Plautus) and a courtesan are depicted as a mare acerrumum in which the
speaker’s goods have been washed away (a point not encountered before here), and
at Truc. 564ff. Phronesium is compared to the voracious and insatiable sea. Also
financial, but for a change not of economic ruin, is an analogy employed at Epid. 49
of a man who after buying one girl bought another one, as the fancy took him:
utquomgque in alto ventust, Epidice, exim velum vortitur (the initial appearance of this
detail in surviving examples of the figure).

Reference to both money and love occurs at 4s. 156fF. in an exchange between the
bawd Cleareta and the lover Argyrippus outside a brothel:

CL. fixus hic apud nos est animus tuo’ clavo Cupidinis.

remigio veloque quantum poteris festina et fuge:

quam magi’ te in altum capessis, tam aestus te in portum refert.—
ARG. ego pol istum portitorem privabo portorio.

In addition to the combination of the sea of love with the clavus Cupidinis and the play
on the amatory sense of aestus, this is the first instance we possess of the lover trying
to escape from and being driven back into port, the harbour-dues and the harbour-
master. The other Plautine images relate to love alone. The figure of the maid and the
tender to which she is likened at Miles 986f. and 1006 are also firsts in what has come
down to us, while at Cist. 221ff. (of Amor) unusually the comparison to a shipwreck
is in part rejected:3

maritumis moribu’ mecum expetitur:
ita meum frangit amantem animum;
neque, nisi quia miser non €o pessum,
mihi ulla abest perdito permities.

Rather like kvpalvera: in Pindar frag. 108.3 Bowra is fluctuo at Lucretius 4.1077
fuctuat incertis erroribus ardor amantum, but this time the context is sexual and the

32 Cf. Tardn, op. cit. pp. 112f.

3% Other possible Republican examples are Plaut. 4s. 519f. (where there could be a pun on
sexual ‘rowing’), Merc. 875ff. and 890f. (perhaps the sea of love specifically, in view of 887,
rather than a sea of troubles in general), Caecilius 243f. Warmington (context and reference
unclear), Ter. Eun. 1083 (in tranquillo may denote a tranquil state or the calm of the sea), Andria
846 (G. P. Shipp, P. Terenti Afri Andria [Melbourne, 1960] ad loc. explains this as a swimming
metaphor), Cic. De Oratore 3.163 (Syrtim patrimonii and Charybdim bonorum may allude to
courtesans) and Catull. 68.3 (which could be our figure, in view of 5f., or a sea of troubles
generally). 34 For the rejection cf. Menander 536K.
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reference is the the lover’s inability to decide what to enjoy first when granted access
to the woman’s body. Akin is Catullus 64.62 magnis curarum fluctuat undis, of
Ariadne watching Theseus depart, but the allusion now is to a mixture of anxiety and
love (as it is in the very similar 64.97f.), and there is subtle point here in employing
the metaphor of somebody standing on a shore and looking out to sea. At Catullus
68.107f. (of Laodamia) tanto te absorbens vertice amoris [ aestus in abruptum
detulerat barathrum the Charybdis / whirlpool image is given a new application (to
somebody deeply in love: cf. 68.117); it is also fused at 109ff. with a unique
comparison to underground drainage-channels near Pheneus. Finally there is
Catullus 68.63ff.:
ac velut in nigro iactatis turbine nautis
lenius aspirans aura secunda venit

iam prece Pollucis, iam Castoris implorata,
tale fuit nobis Allius auxilium.

The background situation (a friend’s help in an affair) is without earlier parallel in this
sphere, as are the calm after the storm with the gentler breeze, and Castor and Pollux
and the prayers to them; and this is the first time that we come across a nautical simile
that is so lengthy, dense, and expressive (especially concerning Catullus’ initial fear,
misery, and despair in the midst of a very serious amatory disturbance and his
subsequent relief, joy, and gratitude to Allius, who is here complimented on his
godlike power and beneficence).

During the Augustan era there was a great resurgence of interest in our figure. It
was employed more frequently and more regularly then than it was at any other time,
being most common in Propertius and especially Ovid, although the financial (only
Horace C. 1.27.19, Ovid 4.4. 1.399ff)) and sexual (only Ovid 4.4. 2.725f., 731) forms
were rare.?® Amid much novelty, numerous details were added, to produce a fuller
and clearer picture. The sea of love plays a role of distinct importance in Horace C.
1.5 and in Ovid’s didactic poetry (where it is one of the main figures utilized in the
description of love), and, as will be seen, there are several extended instances which
attain quite a high degree of sophistication and which consist of a rather complex
blend of elements, layers, and levels.®®

35 In addition to the definite examples noted in my main text there are some other possible
instances. At Prop. 2.33B.43 interpretation is problematical but aestus could be the tide of love
(so W. A. Camps, Propertius Elegies Book II [Cambridge, 1967] ad loc.). At Prop. 3.20.2,
although the primary reference is to an actual voyage, there may also be allusion to our figure
(cf. P. Fedeli, Properzio Il Libro Terzo delle Elegie [Bari, 1985] ad loc.). In Prop. 3.24.12 the
shipwreck and the Aegean may be metaphorical, but text and reference are much disputed. At
Tibullus 2.1.79f. urget could mean ‘drives’ (as a wind does), and placidus (in the sense of
‘favourable, tranquil’) and adflat (= ‘blows’) could denote a gentle breeze that leads to an
untroubled amatory voyage, and at 2.4.9f. just possibly Tibullus intimates that like the cautes
he wants to withstand the wild wind and shipwrecking waves rather than being tossed and
wrecked on the sea of love (see my commentary = Tibullus, Elegies II [Oxford, 1994] on both
passages). In Ovid Am. 2.4.8, 2.10.9 and Rem. 635 one cannot be sure whether the sailing is at
sea or on a lake or river. At Her. 15.72 the reference may be to the sea of love or the sea of life,
and at Her. 18.207f. the naval imagery may be amatory. I cannot agree with those critics who
maintain that the figure is present in Hor. C. 1.14 (esp. W. S. Anderson, ‘Horace Carm. 1.14:
What Kind of Ship?’, CPh 61 [1966], pp. 84-98) or Prop. 1.17 (e.g. F. Solmsen, ‘ Three Elegies
of Propertius’ First Book’, CPh 57 [1962], pp. 73-88; E. W. Leach, ‘Propertius 1.17. The
Experimental Voyage’, YCIS 19 [1966], pp. 209-32; N. E. P. Wiggers, Heroic Love: A Study of
Propertius’ Adaptation of Erotic Tradition to Personal Poetry [diss. Brown University, 1972],
pp. 127ff.).

36 For the sake of perspective it should be noted that the sea of love did not reach as advanced
a stage of development in the Augustans as militia amoris and servitium amoris (on which see my
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Many established motifs are picked up by the Augustans, and often they are
enhanced by minor innovations. So we find the calm sea at Horace C. 1.5.13,
Propertius 3.17.2 (and possibly 3)3?, Ovid Her. 16.25, A.A. 3.259; a voyage in Ovid
A.A. 1.456, Rem. 70; the anchor at Prop. 3.24.16, Ovid Rem. 447; cargo in Prop.
2.14.30, Ovid A4.4. 1.439f.; the combination of oar and sail at Ovid 4.4. 1.368 (but
of the maid inciting an angry mistress, rather than of the lover as at Plautus A4s. 157);
Scylla at Ovid Rem. 737 (now as a parallel to spots to be avoided by the recovering
lover); Charybdis in Horace C. 1.27.19 and (again in connection with places the lover
should shun) Ovid Rem. 740; rope at Prop. 2.22.41 (here a ship protected by two
cables is equivalent to a lover with two mistresses); tossing in Prop. 2.12.7 (but with
reference to fickleness); oars and rowing at Ovid 4.4. 2.731 and Rem. 532 (rowing
with the current = going back to one’s girlfriend); sails at Ovid Am. 3.11B.51, 4.4.
1.373, 2.725 (spreading too full a sail, of having orgasm before one’s partner), Met.
9.590, 592, 594; rocks in Ovid Rem. 692 (a rock lashed on all sides by waves is likened
to a lover assailed by female wiles), Metr. 9.593; shipwreck at Horace C. 1.5.13ff. (see
below), Prop. 2.14.30, 2.25.24 (of ships destroyed in port), Ovid 4.4. 1.411f., 3.584,
Met. 9.593f.; harbours in Prop. 2.14.29, 2.25.34 (see above), 3.24.15 (with a complete
inversion, here reaching harbour refers to falling out of love), Ovid 4Am. 2.9B.31f. (a
ship just making port carried back out to sea), Her. 16.26, A.4. 2.10; and winds at
Horace C. 1.5.7, 11, Prop. 2.5.4, 2.12.8 (a shifting wind, denoting lovers’ fickleness)>?®,
Ovid Am. 2.9B.32 (see above), 3.11B.51, 4.4. 1.373, 2.337f., 429-32 (in the last two
passages using different winds is equivalent to trying different tactics), 514, Rem. 14,
531 (letting the winds blow one’s ship backwards = returning to one’s girl), Met.
9.590 (tested with a close-reefed sail) and 592. In addition, the use of the analogy,
which had occurred earlier in Plautus Epid. 49, is taken up by the Augustans and
given a new importance, at Prop. 2.22.41, 2.25.7 (rejected), 23f., 3.11.5, Ovid Am.
2.9A.21 (where the one rejected by Propertius is accepted), 4.4. 1.3, 6, 400, 402, 723
(rejected), 2.514, 3.259f., 584, Rem. 447 and 735-7.

During this period there also appear many elements which are entirely new in the
figure. So there is mention of shallows at Prop. 2.14.30 (of a navis) mediis sidat onusta
vadis, Ovid A.4. 1.437 and 3.469, of the Carpathian sea at Prop. 2.5.11 (angry lovers
relent more quickly than that sea changes) and of the Syrtes at Prop. 2.9.33 (an angry
woman breaks her foedus more quickly than the Syrtes shift), 3.24.16 and Ovid Rem.
739. Similarly a sailor predicts the winds in Prop. 3.11.5, and even the complexion_of
sailors (paleness is unsuitable) comes in for comment at Ovid 4.4. 1.723 (cf. 729f.).
At 2.25.23f., for the benefit of a credulous lover who thinks he can rely on a woman,
Propertius introduces the quite graphic and darkly comic vignette of someone
repaying his vows too soon: an quisquam in mediis persolvit vota procellis, | cum saepe
in portu fracta carina natet? Novel (and also sharp) points of detail are the garlanding
of a vessel in thanks after a safe trip (Prop. 3.24.15, Ovid Am. 3.11A.29) and the use
of wax, to waterproof timbers and caulk seams, at Ovid Rem. 447.3° We also find for
the first time the retirement of ships in Propertius’ vivid 2.25.7 putris et in vacua

articles ‘ Militia Amoris and the Roman Elegists’, Latomus 34 [1975], pp. 68ff. and ‘ Servitium
Amoris and the Roman Elegists’, Latomus 40 [1981], pp. 596ft.).

37 On the text of 3 see W. A. Camps, Propertius Elegies Book III (Cambridge, 1966) and
Fedeli op. cit. ad loc.

38 On the interpretation of the line see D. R. Shackleton Bailey, Propertiana (Cambridge,
1956), p. 85.

3% For the practice, and for the point of the reference in Ovid, see A. A. R. Henderson, P.
Ovidi Nasonis Remedia Amoris (Edinburgh, 1979) ad loc.
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requiescit navis harena and Ovid Am. 2.9A.21, and the notion of a lover’s success with
girls expressed by the arresting picture of a craft with a female complement for a
change at Ovid Rem. 488 plena puellarum iam tibi navis erit.

Some instances are noteworthy not only for novelty but also for length and density
and other features.*® The sea of love plays a major part in Horace C. 1.5:

Quis multa gracilis te puer in rosa
perfusus liquidis urget odoribus
grato, Pyrrha, sub antro?
cui flavam religas comam,
simplex munditiis? heu quotiens fidem 5
mutatosque deos flebit et aspera
nigris aequora ventis
emirabitur insolens,
qui nunc te fruitur credulus aurea,
qui semper vacuam, semper amabilem 10
sperat, nescius aurae
fallacis! miseri, quibus
intemptata nites. me tabula sacer
votiva paries indicat uvida
suspendisse potenti 15
vestimenta maris deo.

The imagery runs through the whole ode, figuring at 6f. (where it is given impact by
the pregnant diction)*!, in 11f. (aurae at the end of 11 seems to be in tension with
aurea at the end of 9), in 13 (the graphic treacherous glitter of the sea*? momentarily
makes Pyrrha rather than love the equivalent of the sea) and particularly at 13-16,
which build substantially on the foregoing and contain the unique plaque, dedication
and wet clothes (realistic touches taking the motif of the shipwreck that bit further).
In addition, the figure is instrumental in conveying the significant surprises of that
final stanza, where with the last word Horace reveals that, despite his earlier tone of
urbane superiority towards Pyrrha’s present admirer and despite the fact that Horace
had not appeared as a lover in C. 1.1-4, he was himself personally involved with
Pyrrha, and seriously so, and he announces the end of the affair with her and makes
it clear that the ode is in fact a renuntiatio amoris.

At Ovid A4.4. 1.3-8 the sea of love (in keeping with its importance in the poem
generally) is given an extended treatment and a prominent position as the very first
amatory figure in the work:

arte citae veloque rates remoque moventur,
arte leves currus: arte regendus Amor.

curribus Automedon lentisque erat aptus habenis, 5
Tiphys in Haemonia puppe magister erat:

me Venus artificem tenero praefecit Amori;
Tiphys et Automedon dicar Amoris ego.

40 At Prop. 3.24.15-17 many items are packed in (including the new garlands and Syrtes, and
the twist to reaching port, which now denotes falling out of love), and there is a gorgeous
mixture of marine and other imagery in the latter part of the poem. Ovid Met. 9.589-94 consists
of an extended nautical metaphor, but apart from the testing of the wind with a close-reefed sail
the individual elements are unremarkable.

41 Aspera means ‘rough’ and also ‘savage’, ‘hostile’, ‘grievous’ and ‘formidable’ (OLD s.v.
4c, 9, 11, 13, 15); nigris refers to the black storm-clouds brought by the winds but also has
menacing connotations of ill omen and death (OLD s.v. 7, 8).

42 See Nisbet-Hubbard ad loc. for explication and parallels. The emendation deae in 16
(which Nisbet-Hubbard favour inter alia because of the analogous dedication to Venus in C.
3.26) seems unnecessary: deo could denote a goddess (Thes. L.L. V, 1.890.16ff.) and may be
deliberately ambiguous.
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The need for technique in sailing and the figure of Tiphys are innovations. More
importantly, Ovid employs the sea of love to put across one of the major and basic
jokes of the Ars (the rational, scientific approach to irrational, emotional love), gives
the analogy extra bite by using it here (as elsewhere in the Ars and Remedia: see
below, for example) to parody didactic analogies from mythology and other
occupations?® and in 8 with Tiphys... Amoris produces an expression which is bold,
unparalleled and amusing (not least because it places this dignified character of myth
and epic in a trivial and undignified context).
Later, at 4.4. 1.3991f., Ovid writes:

tempora qui solis operosa colentibus arva,
fallitur, et nautis aspicienda putat. 400
nec semper credenda Ceres fallacibus arvis
nec semper viridi concava puppis aquae,
nec teneras semper tutum captare puellas:
saepe dato melius tempore fiet idem.
sive dies suberit natalis sive Kalendae, 405
quas Venerem Marti continuasse iuvat,
sive erit ornatus non, ut fuit ante, sigillis,
sed regum positas Circus habebit opes,
differ opus: tunc tristis hiems, tunc Pliades instant,
tunc tener aequorea mergitur Haedus aqua; 410
tunc bene desinitur; tunc si quis creditur alto,
vix tenuit lacerae naufraga membra ratis.

There is considerable novelty here, in the analogy at 400 and 402 (the sailor’s need to
watch the seasons, and not always sailing) and in the subsequent development at
4091t. (hiems, Pliades and the setting of the Kid, extending the shipwreck topos).
There is also considerable cleverness and wit, in all the parody of Hesiod and Virgil
in connection with the figure** and in the mock-seriousness and exaggeration over the
dangers (of only having to buy presents) at 409ff. (their extreme nature, the
concentration of them, the emphatic repetition of tunc, with alliteration, tristis and
instant in 409, the graphic 412).
Remedia 735ff. concern the avoidance of places associated with the mistress:

Argolides cuperent fugisse Capherea puppes 735
teque, senex luctus ignibus ulte tuos;

praeterita cautus Niseide navita gaudet:
tu loca, quae nimium grata fuere, cave.

haec tibi sint Syrtes, haec Acroceraunia vita;
hic vomit epotas dira Charybdis aquas. 740

The similarities to 4.4. 1.409ff. are obvious. In fact, it appears that, typically, Ovid
has that earlier passage in mind and is trying to ring the changes on it. He includes
here one more parallel for danger (for increased exaggeration), works in mythological
allusions (in this flippant context), and achieves a certain piquancy in utilizing all
these marine details in connection with avoiding the resurgence of the fire of passion
(flamma, 734; note also ignibus in 736). Caphereus, Nauplius, and Acroceraunia are
all firsts in the sea of love, and Scylla (denoted by the patronymic for a change) and
Charybdis are hazards rather than symbols of rapacity.

In later Classical literature the figure does continue its existence but goes into
something of a decline, particularly in Latin. I have discovered only thirty (mainly

43 Cf. e.g. Virgil Georgics 1.204ff., 3.258ff.
44 See Hollis op. cit. on 399-436, 399-400, 403 and 411-12.
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short) instances during this whole period,*® and there is less evidence of innovation,
ingenuity and imaginativeness than in the Augustans, although more is now made of
the sexual form. The sea of love at this time first became properly established in prose;
in fact, it is more frequent in prose (seventeen examples, of which ten are in the Greek
epistolographers) than in verse (thirteen occurrences, seven of which are in Greek
epigram).

Many earlier elements are simply regurgitated, occasionally with some novel
elaboration. The analogy recurs at Philostratus Epist. 19 Benner-Fobes (Loeb) and
(rejected) at Anth. Lat. 268.1 Buecheler-Riese-Lommatzsch (ascribed to Pentadius, and
others) crede ratem ventis, animum ne crede puellis. Nicetas Eugenianus 6.498% refers
to calm with karacTopoioa Tov kKAVdwva Tod méhov. Charybdis appears at Sidonius
Epist. 9.6.2 sumptuositas domesticae Charybdis (of a venal slave-girl with whom a
man was entangled), Alciphron Epist. 1.6.3 Benner-Fobes and Philostratus Epist. 50
(where rocks and winds are added, and a woman is said to be more powerful than
Charybdis, since she sucks down men constantly and leaves no chance of escape).
The harbour figuresin 4.P. 5.235.6 (Macedonius The Consul) and Nicetas Eugenianus
6.499f. Tov fadaccomlaykTov 10n mpoadéyov [ cais dyxdAas Snmovbev, ws
év Ayuéve. There is mention of the helmsman at Aristaenetus Epist. 2.11.9 Mazal
and Philostratus Epist. 19, passengers at Macrobius Sat. 2.5.9 (see below), pirate
ships at 4.P. 5.44.3 (Rufinus) and (sexual) rowing at A.P. 11.29.6 Automedon,
9.415.8 Antiphilus of Byzantium (see below) and 9.416.7 Philip of Thessalonica. We
find the rudder at Ausonius Cento Nupt. 124 (quoted below), Scylla at Alciphron Epist.
1.21.3 (with allusion to her geographical situation and mother as well) and the sea of
Venus in Porfyrius apud Fulgentius Myth. p. 40.18ff. Helm (of Venus) hanc etiam in
mari natantem pingunt, quod omnis libido rerum patiatur naufragia, unde et Porfirius
in epigrammate ait: ‘nudus, egens, Veneris naufragus in pelago’ and Macedonius The
Consul (4.P. 5.235.4). Shipwreck also featured in the words of Porfyrius just quoted
and in 4.P. 5.235.5 (Macedonius The Consul), Alciphron Epist. 1.21.3 and Sidonius
Epist. 9.6.2, where it is combined with allusion to Odysseus, the wax plugs and the
Sirens (of a man who has escaped his attachment to a slave-girl) Ulixeas, ut ferunt,
ceras auribus figens fugit adversum vitia surdus meretricii blandimenta naufragii (for the
Sirens cf. also Aristaenetus Epist. 1.1 and Alciphron Epist. 4.11.7). Note also the
storm in Chariton 3.2.6 and Nicetas Eugenianus 6.492f. dmomvyirar kwdvvedw,
duAtdT, [ éx T™is kaTaoxovons pe Tod méfov {dAns, tossing at Heliodorus Aeth.
3.10.5 and Aristaen. Epist. 1.17, the amatory voyage in Lucian (?) Amores 3, waves
at Apuleius Met. 5.23, Chariton 3.2.6 (with the head held up from them), Aristaen.
Epist. 1.10.48, 1.17.30f., A.P. 5.235.4 (Macedonius The Consul), Maximianus 3.86 (of
one who has fallen out of love) meque videt fluctus exsuperasse meos and Nicetas
Eugenianus 6.498 (see above), and winds at Aristaen. Epist. 2.11.9ff. and Anth. Lat.
268.1 (quoted above).

There are some completely new features. Apuleius (Met. 2.11) introduces provisions
for the (sexual) navigium Veneris (wine, and oil for the lamp), while Ausonius (Cento

45 There are four other possible examples in addition to those mentioned in the main text.
Plutarch at Mor. 751E will be referring to storms and calm on the sea of love if yaAjvy denotes
quiet of the sea rather than just quiet in general. In 4.P. 12.252.3 Strato may have in mind an
actual voyage or an amatory voyage looking for boys or tossing around during pedicatio (see my
article ‘Strato A.P. 12, 252°, Hermes 113 [1985], pp. 253-5). At Musaeus 212-15 Leander may
be simply likening himself swimming to a ship sailing, but the idea could be that he will sail on
the sea of love, guided by Hero’s lamp, to harbour with her. The words éAov oe adTois dypois
rxaramiévoa at Alciphron Epist. 2.31.2 Benner-Fobes may be intended to conjure up Charybdis.

46 See R. Hercher, Erotici Scriptores Graeci (Leipzig, 1859), 1I p. 516.
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Nupt. 124f.), parodying Virgil Aen. 5.852f., brings in the stars, on which the groom
fixes his eyes as he deflowers the bride: clavumque adfixus et haerens | nusquam
amittebat oculosque sub astra tenebat. Automedon (A4.P. 11.29.5f) is the first to
mention an impotent man in this connection and depicts him as venturing to sail
without tackle (as well as being a rower who has lost his oar). In 4.P. 5.44 Rufinus,
imitating 4.P. 5.161 (quoted above), presents two dockside prostitutes who are
named Lembion and Cercurion, names derived from the boats called Aéufos and
képroupos;*7 there also seems to be novelty in the fourth line, in which after warning
young men to flee these pirate ships Rufinus remarks: 6 cuppifas kai karadvs mérar
apparently punning in the participle on the senses of ‘join battle with’ and ‘have sex
with’ while saying that the person who so engages with them is sunk and swallowed
up.*® Aristaenetus in Epist. 1.17.31 has one lover say to another that they are both in
the same boat and face the same danger, Philostratus in Epist. 59 has a man assure
his beloved that if she goes into the country he will not be left behind, being 709
"EpwTos épdAkiov (a small boat towed behind a ship), and Alciphron in Epist. 1.21.3
adds the Calydonian Gulf and the Tyrrhenian Sea to the dangers facing the amatory
voyager.

More interesting and elaborate instances of innovation include A4.P. 11.328, where
Nicarchus describes how he and two other men had sex simultaneously with an old
woman. The first eight lines are relevant to our purposes:

Try wiav ‘Epuoyévns kayd more kai KledBovlos
Nyouev els kowny kvmpw *ApioTodikny

* » \ 3 \ \ o ’ 3 ’

Ns édayxov uev éyw moduy dla vaiéuev adrds

* o
€ls yap €v, ob mdvTes mdvta, SetAduela.

(E 4 ¥ \ 8 ’ > ’
ppoyévns 8’ éXaxe aTuyepov douov ebpdevTa, 5
voTatov, €is dpavy xwpov VmepxoueEvos,

&0’ akTal vekbwy, kal épweol frepdevtes
dwedvTar mvou) duokedddwy dvépwy.

The sea of line 3 which the speaker was allotted denotes a moist vagina?® and quite
possibly alludes to a tangy, fishy smell and taste, while the adjective for the sea moAupy
(‘grey’) will refer to grey pubic hair. At S5ff., parodying Homer Od. 10.509ff.,
Nicarchus likens the woman’s anus to the land of the dead to which Odysseus sailed,
a dark, dismal and unattractive place®® of epic terror and danger, and at 7f., while
keeping Homer’s shore (close by the sea), he replaces the poplars and willows of Od.
10.510 with épweoi (fig-trees), which suggest anal sores,*! and also works in allusion
to excessive flatulence. Similar, and perhaps prior to Nicarchus, is the anonymous
A.P. 11.220, in which the vagina is again a sea (‘avoid the ordua of Alpheus; he likes
the xdAmous of Arethusa, plunging headlong into the salty sea’):

*ANderod oTdpa dedye: pidei kodmous *Apefovons,
TpNYNs euminTwy dAuvpov és médayos.

The reference is to cunnilingus (another first in the figure), and the poet plays on the
mythological associations of the names Alpheus and Arethusa and on different senses

47 See D. L. Page, The Epigrams of Rufinus (Cambridge, 1978), pp. 88f.

See LSJ s.v. ouppelyvoue I1 2 and 3 for these meanings.

4 Cf. J.N. Adams, The Latin Sexual Vocabulary (London, 1982), p. 167.

50 Cf. esp. Homer Od. 11.14fT.

For figs so used and for topographical imagery of the anus see Adams (op. cit. n. 49),
pp. 113f.
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for ordua (‘mouth’ of the man and ‘river-mouth’) and «dAmovs (‘bay’ and
‘vagina’).’? In A.P. 9.415 (Antiphilus of Byzantium) a ship that was built by a pimp
speaks and in lines 5-8 aptly describes herself in terms that suit a prostitute as well
(an inversion of the depiction of a courtesan as a ship):

y - TR, , 4 s .
éoTw éraipeios uév éuoi aTdMos, eloi 8¢ Aemra 5
kdpmaca, kai AewrTov dikos vmép cavidwy.
) 1Yy , » A s , ,
vavtidot, AN’ dye mdvres éuns émBalvere mpluvns
Bappadéws: moAdovs oida dépew épéras.

In 5f. o7ddos may denote a woman’s dress or a ship’s rig, kdpmaca (‘linen’) is
applicable to clothing and sails, and ¢ixos is used of cosmetics and seaweed.>® The
various sexual connotations in the final couplet (where sailors are invited to mount
her stern, and she says she knows how to take on many rowers) are obvious. They are
recalled by Philip of Thessalonica in 4.P. 9.416 on the same kind of craft (which also
says: ptofov ovk aited PBapvv = ‘I don’t ask for a steep fare’ in line 5). Finally there
is Macrobius Sat. 2.5.9, where it is reported that Augustus’ daughter Julia, when
asked by those who knew of her promiscuity how she produced children who
resembled Agrippa, said in reply: numquam enim nisi navi plena tollo vectorem. This
particular kind of cargo is new, but more significant is the fact that the remark
(whether genuinely uttered by Julia or made up at the time or subsequently) indicates
that the figure was so well established that it could be actually used in or reasonably
attributed to everyday speech.

McMaster University P. MURGATROYD

52 LSJ s.v. koAmos I 2, Adams op. cit. pp. 90f.
5% See A. S. F. Gow and D. L. Page, The Greek Anthology : The Garland of Philip (Cambridge,
1968), 11 p. 141.
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