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Abstract

The thesis approaches Carmen 64 as a painting in words. The
painting consists of a central canvas, an ekphrasis, vhich depicts the
Ariadne/Theseus love story and four framing edges. The edges contain
plcturae of the world before the marriage of Peleus and Thetis; the
separate worlds of the wedding guests; the world of Achilles, the killer-
hero, and the world of the caelicolae.

Although scholars see the lop-sidedness of the poea’s structurs,
there is gensral agresment that Catullus celebrates the blissful union of
Peleus and Thetis and the nobility of the lost heroic age of their son.
But the strategy of painting in words allows Catullus’ invisible narrater
to bring out, pictura by plctura, the flaws and the half-truths of
believing in such a Golden Age. The narrator dominates. MNe seduces the
reader inte a series of realms (natural, human, and divine), vhare mething
{s what it first appears to be. The fourth framing edge serves as an
epitaphium recording all of the gria realities of the epyllion. GCeds are
seen deserting menkind; men and wemen engage in perversiens of the amer
vhich brought Arisdne and Theseus together; and senkind fergets {ite

shandonment, entrepy, and failure haunt every image of the poes.
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"THE SATER TERRITORY OF THE TEXT*

Favorable criticism devoted to the longer poems
of Catullus is still comparatively rare

M. C. J. Putnam

This thesis approaches Carmen 64 as & lusus nsturase.! In its literal
msaning, the phrase is asppropriate to a poea in which Catullus’ narrater
plays self-conscious “games,” not omly with a variety of “natural
settings,” but also with his own powers eof controel as a craftsmen of

licerary art. Vitheut warning, he breaks his narrative apart at lines

have 1 digressed from my central theme?” This “sporting” wicth the
question of peetic structures and epic comvention leads into the
sstapherical application of lusus naturse te Catullus’ epyllion. As en
odd assertment of largs and smsll cablesux vivants lessely intercemmected,
Catullus’ epyllien "deviates® beth frem the "normal type® of peenm in his
own collectien, and frem what 1is cemjectured sbeut the genre of the
Nelleaistic epyllien.? As such, then, the peen stands eut ss an uncharted
and a half,

Bllis (1876) should be considered as the “father® of English philelegiesl
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criticism om Catullus. Building upon the work dene by the great
nineteenth-century GCerman scholars on the reconstruction of the Catullan
text, Ellis argues for a “scientific” scrutiny of the language and
allusions of ¢. 64. Unlike the later commentators who follow his lead,
EZllis never reduces the poetry to a scholarly game played for reputatien
and position in the field.? EKllis’ work is based on the conception ef
Catullus as the first of the twe poets (the other being Virgil) whe
*respectively represent the highest point of Roman imagination in the
Ciceronian and Augustan age."*

The greatest sign of Ellis’ ability to ses the herisen of the pees
beyond the limits of his chosen philelegical territery is his perception
of the importance, to the meaning of the poes, of 1its pussling
asymmetrical structure. In a comment typifying his general methed, Ellis
veighs, vith tect and sensibility, the valus of the novel themstic
spproach taken by a centemporary critie (Shadwerth lHedgsen). Vitheut
entirely dismissing the abilicty eof Medgsen's thems of “the glery of
sarriage®? to unite the peem, Ellis hints at the cemplexity of c. 64, snd
unwittingly sets ferth the critical perspective that has doninated sll
subsequent werk on the peen. For Ellis, c. &4 oxhibits a “defest,”
namely, & "went of pestical finish in the Junctures.*®

This “went of finish,® s defect quickly restated as the lask of
fusion between the “marriage® steries of Pelous/Thetis and
jouzmey inte the territecy eof Archaic Gresk and Nellemistic Gresk pestis
cradition. Wheeler (1934) swmmarises the “vened preblem of seurces®’ ia
mmnpmqﬂiﬁcmtﬁ-m—:lﬁ. now to Buphorionm (.




200 3.C.), now to a Callimschean epithalemium, and, finally, te lost Roman
sources, such as Cimna’'s Zmyma. Pollowing Wheeler, Pordyce (1961) moves
beyond an archasology of sources to connect Catullus’ “manmeristc®® style
in ¢. 64 to the influence upon him of common Mellenistic literary devices
(e.g. “exclemation,” "aspostrophe,” "realistic description,” "sentisental
analysis of emotion®).® Clausen (1970), examining Catullus’ struggle to
adapt Callimschean diction and style to Latin messures (cc. 65 and ¢6),
scknovledges that the Romsn poet "improves on the original® {n a few
Places.'  Whether intentienslly or net, the effect of searching for
seurces has been to deny Catullus his originality and creative impulse.
Accordingly, 1f c. 64 has any defect, it is becsuse the poeta was tee
doctus, tee scholarly a translater of seurces.

Putnem (1961) sets the standard fer the sutobiographical approssh
to c. 64. Mo rejects the viev of the PoeR a8 & "made-te-order Alenandrian
vork,*!! and turns critical attention te enether methed of interpretation.
Putnan believes in fdentifying the histerical peet Catullus wich the
female dramatis persons of the epyllien, Ariadne. Establishing a videly-
adhered-te temet of faith shbeut Catullus, Putnas argues that the Reasn
Peet “could never diverce himself frem his themes.*)? Agsertiens such as,
for example, that Catullus uses his art te "shew his vhele life as if seen
ia & sirrer,*" flev msturally frem Demiels’ (1967) liskage between the
themes of c. 64 and the "Lesbia-cycle.’™ The deminent thems witying
these sets of peems, asoerding to Denfels snd later Adler (1962), is thet
£ the betrayal of love. Uith the figure of Arisdme, therefere, we are
0 o8 the real Catullus emplering his “feminine® side. ™his s »
limsnsion of “self® which, ssserding te Adler, allews hia te ressver frea



the psychological blows inflicted by Lesbia, and to project an image of
his own better values and emotional sensitivity as the "woman® in the
cext.}’ But this approach violates the rightful boundaries delimiting one
poetic world from another, and the life of the poet from his art. WVith
the asutobiographical method, c. 64 has become a "safe territory,” a
hypothetical one from wvhich to speculate about Catullus’ personal
sexuality and about the chronological ordering in vhich he wrote his self-
revelatory excerpts, as if in a kind of poetic diary. There is no real
interest in explaining the structure of c. 64, because the real function
of this poea is to play its part in unifying the Catullan cerpus.

As this brief summery of the scholarship of ¢. 64 has indicated, the
central question has always been: What kind of art has Catullus created?
Over the past century, there have been hints of an answer -- eor, rather
of a nev perspective that might explain the preblea of the poen’s
structure. WVheeler, for example, notes in passing that c. 64 ewes more
to "sculpture or painting [then te] licerature.”'® Mere recently, Kimsey
(1963), digressing frem his study of the irenic features of the epylliem,
compares the delinestien of what he calls °"the main theme*® (the
Peleus/Thetis merriags stery) to “a series of seenss en & vork of art.*V
This thesis proposes te exsmine c. 64 as Catullus’ experiment in eesbining
mmnzuw.fﬁonwﬂﬁﬁml. The peen i»
euvisionsd as & kind of papyrus/canvas oa which Catullus juxtapeses and,
at timss, oven superimpeses, fragmented visions of decnsd humen existense.
MMomumth:Iﬂﬁ-qinumﬂ-
poes, um&mumu.:ﬂm revision of the hereis werld
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and its values. Lines 30-264 are treated as the painting or the canvas
of the poetic text. The chapter examines how the narrator uses vords and
isages, like brush strokes and color, to cast the mythological figures of
the golden-age hero and his noble iﬁliﬁité, the haroine, into a new,
dsrker hue. Chapter Three argues that the rest of the epyllion forms the
framing motifs that adge the papyrus/canvas. The first thres of these
corners are discussed as a unit, and include: (1) lines 1-49 (the world
before the marriage of Peleus and Thetis); (2) lines 265-302 (the separate
worlds of the wedding guests; and (3) lines 303-383 (the world of the
killer-hero Achilles, as created by his prophet-singsrs, the Parcae).
Chapter Four approaches the fourth edges of the frams, lines 384-
408 (cthe immer world of the narrator), as a parting look back at the
canvas/papyrus as a vhole. This frame catalogues, or etches in, details
of a divine world vhere ged and man, martial deity and here, never cohere.
Carmen 64 does not trace the fall of menkind from some lost and desirable
golden epic existence. Rather, it peels asway the venser of myths and
cultural expectations sbout men’s aristeis, and it rings vith the
narrater’s despair over the possibility of lasting, mutually bemeficial

relatienships between gods, men and woaen, and nature.
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All the definitions of this tera used in this paragraph are taken
from OED 2, Volume 1X (Oxford: Clarendon Press, 1989), p. 123. The
title of this chapter is a quote taken from T. P. Wiseman, Catullus
& Nis World. A Reappraisal (Cambridge: University Press, 1983),
p. 179, hereafter cited as Viseman, Cacullus’ World.

For a brief summary, see J. Fordyce, Catullus. A Commentary
(Oxford: Clarendcu Press, 1961), pp. 272-273.

A typical example of this kind of exchangs is to be found in the
following: T. P. Viseman, "Catullus’ lacchua and Ariadme,*® Len 2
(1977), pp. 177-180, herafter cited as Viseman, "Catullus’ Iacchus,”
and G. Giangrande, “Catullus 64.° Giangrande begins one of his
sentences with the following words: “1 have destroyed the omly
argument used by the critics....” ' '

R. Ellis, A Comsentary on Catullus (Oxford: Clarendon Press,
reprint 1889), in his Prolegomens, p. XXII.

Iildnl ﬁ- ZM‘ZQI--
Ibid., p. 281.

A. L. Whesler, Catullus and the Traditions of Anclent Poetry
(Berkeley: University of Califernia Press, reprinmt 1964), p. 148.

K. Quinn, Catullus. An Interpretation (lLendon: B. T. Batsford
Led., 1972), p. 262, suggests the effect of Catullus’ ‘ssnnerise”
this way: “[The) lines...seem te stride oconfidently forward, ome
by one, each peusing for our applause befere giving place te the
next.® This work is heveafter cited as Quinn, Interpretacion.

Fordyce, pp. 274-273.
¥. Clausea, "Catullus and Callimechus,” NSCP 74 (1970), p. 88. T.

York: MNeary Nelt and Compeny, 1928), p. 103, says: "Hewever,
Catullus wes himeelf as creative as emy of the Alexsndrisms and &
trusr post (italics mime). See alse L. V. Daly, *Callimechus and
Catullus,® CP 47 (1952), pp. 97-98.

M. C. J. Putnam, "The Art of Catullus 64,° ia Appresches Ce
Catullus, od. K. Quimn (Wew Yerk: Barnes and Weble Becks, 1972),
p. 223.

Ibid., p. 166.
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Paul Veyne, Roman Erotic Klegy. Love, Poetry and the West, trans.
David Pellauer (Chicago: University Press, 1988), p. 171.

M. L. Daniels, "Personal Revelation in Catullus 64," CJ 62 (1967),
pp. 351-336. J. Ferguson, Catullus (Oxford: Clarendon Press,
1988), p. 35, finds “"allusions to Lesbia poems,” and deems the
references "hardly...accidental."

E. Adler, Catullan Self-Revelation (New York: Arno Press, 1981),
pp. l43f£f,

T. E. Kinsey, "Irony and Structure in Catullus 64," Latomus 24
(1963), p. 929.



ARIADNE AND THESEUS: UT PICTURA POISIS

Paint me a cavernous vaste shore

Cast in the unstilled Cyclades,

Paint ms the bold anfractuous rocks
Faced by the snarled and yelping seas.
Display me Asolus above

Revieving the insurgent gales

Which tangle Ariadne’s hair

And swell vith haste the perjured sails.

T. 8. Iliot, "Sweensy Erect”

Sweensy (or is it the post-narrator?) dreams.! The male conjures up
a mythological seascape utterly remote from the tawdry day-to-day reality
of 1’homme moyen sensuel. The woman in the dream tablesau, with her wind-
blown hair, is lovely, a disembodied figure, quite unlike Sweeney’s own
too-real Doris of the "broad feet." Sweeney can, for a moment, fantasise
about himself as the heroic lover, and also as a man who sails awey at
vill from his imaginary womsn. WUhether or not Eliot hed Carmen 64 in aind
as he composed, the naming of his archetypical women as “Arisdme,” and
world im which humen relationships sre illusery, is reainiscemt of the
anelent Latin peem. Catullus’ pest-narrater alse cemjures wp a vision of
the love-relatienship between Arisdns and her Theseuws; it, tee, becenss
sysbelic of all the brekea dreams of its crester.

Both Eliet and Catullus play with peetry as & painting in werds,
temality, end the pesitioning of themes and charasters. Vich oolf-
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conscious display, Eliot reiterates his command, "paint me,” wvhile
ensuring at the same time that the vocabulary selected for his legendary
scene depicts no still life (cf. "unstilled Cyclades®"). $Similarly, in

mira arte) in a way that highlights the poet in the text and his problea
of control over his medium. He treats the “"bedspread” (50, vestis) as a
tapestry on vhich there is painted a series of shifting figurae ("shapes”
or "forms"),? "arranged” in well-contrived variation (50, variata),’ and
brought to 1ife by the narrator’s "psychologically intriguing"® perspective
on each of his creations. Lines 350-266 form wvhat Lesach in her study of
Ovid calls an “ekphrasis,” both a “bravura piece” and a "poetic
description of a work of art."® But the difference between Ovid and

dovice used to conmnect, however haphasardly, an "eclectic combination of
tales."® 1In c. 64, the ekphrasis first casts the reader in the role of
viewer and critic of a word-canvas. Nevertheless, as the images pile up,
the reader finds himeelf seduced by, and absorbed inte the world of the
narrator’s imagination, a reala vhere nothing is wvhat it first appears to
be.

Catullus’ narrator plays, much as the American poet Imily Dickinson
does, with the artist figure as ones who {s empowered to tell "all the
Truth but tell it slent.”’ By superimpesing the Ariadne-Theseus painting
upen the larger camves of a hereic narrative, the narrater draws out a
possible pun in ekphrasis as a "telling ever®” (ef. the verd ekphradse).’
In offest, ¢. 64 is a palimpeest, orasing the cenventismal litsrary amd
cultural truths of the hereic werld. Thus, a pesm vhich has slweys



appeared to critics as flawed, accidentally lop-sided or de-centered, is
deliberately so. The vhole conception of the project pushes the reader
to envision "deeper, less accessible (and less socially acceptable) levels
of meaning."®

The present chapter divides the central story of the epyllion into
tvo separate readings: (1) Azi;;nn’i love, (50-75; 86-104; 116-202), and
(2) Theseus’ quest (75-83 and 104-113; 202-248). This division is caused
by a narrator, vho pulls himself up short in lines 116-117 in erder to
question his own technique; the participle digressus (116) calls attention
to his shaping of a hybrid poetry out of the ancient epic. WVith the
pronoun ego (116), and the verb commesorea (117), the narrator becomes a
character in his own text, a figurs wvho as s poet has as much at stake in
terms of future renown as his two figurse, Arisdne and Theseus. But at
the heart of this central story, everything is split spart. The narrater
conceives of Ariadns and Theseus as lovers irrevocably alienated from one
another. In the following re-reading it becomes clesr that although the
suffering Ariadne seems to dominate the canvas, the figura of Theseus as
the fugitive hero in the backgreund evokes more of the reader’s sympathy.
The painting is at odds vith the words: a daring okphrasis.

Mest critics, 1liks Arkins receatly, approach the initisl
representation of Ariadne in 1ines 30-75 as full of pathes. In this view,
it is Catullus’ sensitive °“portrayal eof the hereime standing anid
soaveed. . .vhile the waves play with her discarded clethes.*’ The visien



of the sbandoned Ariadne has aroused critics to suffer along with her;
that is, to rewrite a romantic version of "her betrayal from something
that is both desire and anger."!! No one can deny that the Ariadne of the
Latin poem is abandoned and, as Adler notes, "stripped of everything.*?
What {s important, however, is the way in which she is stripped as love-
heroine. Lines 52-34 are the key to Ariadne’s existence in the painting:!?

nasque fluentisono prospectans litore Diae,

Thesea cedentem celeri cum classe tuetur

indomitos in corde gerens Ariadna furores,

(Por, looking forth from the sounding shore of Dia, Ariadne,

harboring untamed madness in her heart, gases at Theseus

departing in his swift craftc.)

Although the words prospectans (352), tuetur (53), and gerens (54)
cast Ariadne as the active agent of her own story, as well as the subject
of the narrator’s, the positioning of the names "Theseus” and "Ariadne”
tell a different story. Because the nominstive participle prospectans has
no referent in line 32, the reader looks to the Greek accusative noun
Thesea for the first signs of humen life on the vestis. The nouns Theses
and Ariadns resemble one another in mumber of syllables and end-rhyws,
but the male is given the dominant first position vis-d-vis the wemen on
the papyrus/canvas. The narrator sketches him in as slready having mede
& crucial decisien with respect to Arisdne’s destiny: Theseus rejects the
woman. The accusative participle cedentem passes no judgment against the
“departing” here; in terms of first ilmpression, Theseus is merely a
flee(t)ing image, osemething in the asct of being “gazed upen®
(prospectans) .

By contrast, ths gsser, Ariadne, cam enly rve-sct te what {is
hepponing. Ner name, although in the nemimstive, is enclesed ia line 54
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by the single greatest attribute of the feaminine condition, as it is
portrayed on the narrator's canvas. To be seen as "Arisdne” means to be
1dentified with madness. Ariadne is the prey of not only furer, but of
sultiple forms of irrationality. By placing the noun Ariadne in ond-
position next to furores, the narrator turns the woeman into an abstract
esbodiment of ungovernsble feelings. This metamorphosis of the narrator’'s
heroine is the first step of her eventusal reincarnation, in lines 60-70,
as the saxea effigles...bacchantis (61):

quem procul ex alga maestis Ninois ocellls,

saxes ut effigies bacchantis, prosplcit, eheu,

prospicit et megnis curaruam fluctuat undis,

non flave retinens subtilem vertice mitram,

non contecta levi velatum pectus amictu,

non teretl strophio lactentis vincta papillas,

omnia quae toto delapsa e corpore passis

ipsius ante pedes fluctus salis alludebant.

sed neque tum mitrae neque tum fluitantis amictus

11la vicem curans toto ex te pectore, Theseu,

toto animo, tota pendebat perdita mente.

(From far off among the seaweed, the daughter of Ninos gases

at him wvith sad eyes, just like the steme effigy of &

bacchante; she gases, alas, and is tessed by great waves of

sorrov -- not keeping her finely-veven scarf on her head; her
breasts not veiled by her light garment; her milky nipples net

held by a smooth band. The salt weves were toying vith all

these clothes, which had slipped frem her bedy in freat of

her. But them, caring neither feor her head-dress ner her

fleating garments, she was hanging on you, Theseus, her nind

lost, with all her heart, vith all her seul.)

The startling image of a woman as *stens semblance of a bacchante"
ensures that the Ariadne of lines 50-75 will alvays remain at odds vich
herself, that is, unable te express a "self® vhich is vhele, integrated,
her ewm. Per the reader, the allusion in becchemtis bask te Buripides’
viev. Tensien has been created betwesn Ariadme as still-life en the
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addition, Ariadne is no longer a woman in a painting; now she is a stone
sculpture: the artistic medium has shifted in appearance. Like the
epyllion itself, the woman in it is a peculiar hybrid -- stone only partly
painted, a deliberate effect.

At first impresssion, the narrator tempts the reader to look at his
female stone effigy erotically. Eyes are drawvn down over the physical
details of vhat should be a seductive status of a woman’s body. The
reader sees a headband loosensd from blonde locks (63); breasts left

in the sea-water (66-67). But these painted images are the enmly
indications of life on the status; the rest of Ariadne does not exist.
The narrator’s Ariadne has no lips or face teo invite the reader, no hands
plessure.!* In Jact, this undraped nude lacks the trunk of a solid bedy.
She is bits and pieces, fragments of a womsn.

The narrater mnot only presents Arisdne as a woman undressed, but
also allews the reader te participate vicarieusly in the experience of
undressing Ariadne himself. The realization of what has just happened in
lecking over the stons offigy shecks the alert reader. HNe steps back fres
the status, trying te see it frem ansther perspective. Nas the narrater'’s
game of welding his figurs of Ariadme been misegynistic, er is there

13



heralds a syspathetic approach to the emotions and tribulations of men in
love. In c. 64, however, the narrator, having shown no love of the feasle
body, does not try to evoke a feeling of sympathy for the woman struggling
with her love inside the offigy. Rather, he "paints® Ariadne’s love onte
her body, a detail added through the allusion to the “spiky love-therns*®
(72, spinosas...curas) that she must vear. These thorns are as ornate and
out-of-place as the Hellenistic title Erycina by wvhich Venus appears in -
- and just as suddenly disappears from -- the scens. Incongruous details,
such as & love that is no love, a love goddess who has no positive

function, a wvoman wvho is neither a real woman ner a masnad, creats a

poetic world in which everything is emptiness, sham. Ariadne is the
emblema of all of the realms that will be delinsated in c. 64. This
female figura is a paradex, at once both physical stone eoffigy and
{smaterial sbstract idea. In vhichever form she is viewed in lines 50-

75, Arisdne’s existence is circumscribed by the names Thesea and Theseus.
In lines 86-104 the narrater meves backwards in tims, from the image
of Ariadne sbandoned to that of Ariadne in the besea of a loving family:'*

bunc simul as cupido conspexit lumime virge
lectulus in melli complesu matris alebat,
surave distimetes educit verma coleres,
nen prius ex illo flagrestia declimevit
luning, quam cuncto comcepit cerpere flammes
fluccibus, in flave ssspe hespite suspiremten
quantos illa tulit lemguenti escde timeces!
14




sut mortem appeteret Theseus asut praemia laudis!
non ingrata tamen frustra sunusculs divis
proajittens tacito succepit vota labello.

(As soon as the royal virgin caught sight of hia -- she viva
her little bed indulged in the soft embrace of a mother --
jJust so the rivers of Burota give birth to myrtles,or the
breese brings forth distinot hues in spring; it vas not before
sha turned her burning eyes from his that she conceived a
flame wvithin her entire body, and all of her burned in the
depths of her being. Alas, you wvhe inflict madness on our
poor hearts, savage holy child, you who mix the joys of
mankind with sorrows, and you who rule Golgos and leafy
Idalium, in what floods you tossed the mind of the girl, ever
sighing over the golden- hnud stranger! What fear she bore
in her languishing heart! How often she grev paler than the
glean of gold, vhen Theseus, dulri.q to contend against the
crusl monster, would seek out death or the reward of praise!
FNervertheless, it was not in vain that, promising net
unpleasing lictle gifcs to the gods, she made her vows with
silent 1ips.)

Everything in this tablesu is filled with the same kind of incengrusus
details that characterized Ariadne as stome offigy. There is a strangs

scent and color, and fires are all jumbled tegsther and give this brief
seens a surrealistic eoffect. PForsyth and other commentators take the
scens literally, and read into details such as the "little bed" (88,
lectulus) evidence eof Ariadne’s essential vul,n:;b;llty and sexual
purity.’® Narmen, however, sees the possibility eof a certain wentemness
in Ariedne:'’

Por a daughter of Pasiphae, to be in full blossem means to

arrive at the time of life when powerful and ungovernsble
passions first appear.

hor maternsl limeage but, rather, vith suggesting her respemeibility fer
sllicerative phrases -- “hunc sisul oc cwpide cemspexit lumine virpe®
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(86), and "quam cuncto concepit corpore flammam,® (92) -- Ariadme is
reduced to “"lustful eyes® (86, cupido...lusina, and 91-92,
flagrantia...lumina). WHer obsession with desire is made explicit in the

hyperbolic language describing the flames that “eat avay the marrov of her

bones®(93). This lovesick figura is the same woman wvho, by setonymy (86
(87-88).

The alert reader struggles with the inherent contradicctions in the
painting? sculpture? sbstract idea? of Ariadne. He, too, is in a stace

of "desire,” longing to hold on to his initial image of the virgo regla

and the beauties of nature. But the simile (87-90) which portrays her
bedroom as a springtims bower, verdent and filled with scent, is wet
sufficient to remove the reader’s unsasiness over vhere the chastity lies.
For the lectulus, mot Ariadne, "breathes out the perfumes of maidenhood®
(87). Thus the reader’s physical senses take him one wey; his critical
sense takses him the ether way.
And the narrator provides no roem for reflection on this preblea.

In lines 94-102 he again intervenes by becoming a speaking character vhe
talks to the reader (met to Ariadne) sbeut the meaning of the cablesu.
The resder nev learms that both his senses snd his intellect cam emly
supply partial truths. If Ariadne’s eyes are *lustful ,® it 1is net she,
but the sancte puer (Cupid) (93) end his Idalisn mether, Vesus (%),
addressed in the secend persen, vhe have inspired her chesssion. Thus the
figura of Arisdne en the beach, snd the figura of Ariadne im her bedresn
have one commen trait: the fate of cash is being memipulated by ferese
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outside her control. In addition, the narrator’s use of the terms Golgos
and Idalium frondosum (96) are Hellenistic allusions reminiscent of the
Erycinian Venus (72). As such, they are further touches adding to the
unreality, or playfulness, of the narrater's approach to his love-
heroine. His apostrophes jar the reader by moving him avay from Ariadne’s
tell-tale eyes to the less provocative, more maidenly, sighs and fainting
fears, and promises to the gods on Theseus’ behalf,}® utterances which
issue from her "little lips” (104). As the reader leaves the Arisdne of

Lines 116-201 are the most dramatic moment of Arisdne’s "1ife® on
the vestis. She vill speak, but net befere the narrator, as creater and
sover, has mede his pewers over her clear for those vho choose to see.
Mest critics, however, do not choose to see the figurs of the master
standing behind Ariadne. They ignore the impertance of the words with
vhich he prefaces her speech (116-131). Verducei, for example, looks only

In Catullus’ pesm, Ariadme first breaks her
prelongsd silence vith a mersl evaluation of
Theseus’ charsster, citing his perfidy, his
fergetfuluess, his cruelty, his lack of clemsncis
and pity. She eurells hin in the emmals of
treashereous love. MNe is all men, an exemplum of
male gblgﬂm

But the narrater's Ariadme dees nething en her owa. In fect, in lines
116-131 she s plased firasly in the nd, while he toys with her
esning selilequy as & digression frem his main theme. If, them, as Arkine
says, Arisdne’s oolilequy cemsists of “four indignemt rheterieal
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her indignance is not her own voice. It is the property of a man’s art.
He is capricious. The problem of digression is laid aside fer the
pleasure of recasting another image of Ariadns. The narrator takes the
reader "inside” the stone effigy and allows details of her seething nature
to come to the surface before she speaks. This Ariadne has a "life;" she
is able to feel sadness (130, maestam), and to rush about in mad confusion
searching for her confunx (123). In other werds, the reader is being
prepared to accept that a stone effigy can nov talk.

Of all the recent Catullan critics, only Kinsey has seen the parodic
potential of Ariadne’s soliloquy. But he defines it in terms of the
blamevorthiness of Ariadne’'s past choices, as if she had made thea
herself.’® The effect of Kinsey’'s approach is to turn the invective put
into a heroine’s mouth against her. What is at fault, however, vith the
spesch is not Ariadne, but the overly-wrought, somstimes epic, semetimes
comic language that the narrator has fashioned. Her opening lines are an
exemplum of all chat is to follow (132-133):

Sicine me patriis avectam, perfide, ab aris,
perfide, deserto liquisti in litere, Theseu.

(So then, is this how you have left me, you trsitor Theseus,

on & deserted shore, you trasitor, carried awey from my

fatherlsand’s sacred altars!)
The same Ariadne vhe uses the elegant imags of her "fatherland’'s sacred
alters® te frame what Fordyce calls an ‘“imdignent, disillusiened
question,”® prefaces her emstionsl appesl vith the presais intonsified
adverd sieine (132). The lattsr is & werd drawm frea the lamguage of
Romen comedy,® and it jers ia its collecation vith the gramder fermsl
style of the rest of the line. As Ellis peints out, limes 164-170 and
184-187 provide eother eovidence of the marrater’s game of mixing in
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language, and even personas, from comic models.?® If the Arfadne of these
lines can be heard crying out in the voice of a shipwrecked Palasstra
rediviva, she is reduced from regls virgo and love-heroine to the status
The overlaying of the comic upon the drama of a soliloquy undercuts the
pathos of the speech. The narrator thus makes her whole speech nothing
more than an exaggerated stags performance which exposes her for vhat she
is: & parody of a heroine, and a pompous and self-contradictory ome at
that.
, These attributes of Ariadne’'s speech and behavior are highlighted
in three clesely-related sections of her speech. First, in lines 143-
148, Ariadne projects herself as the archetypical femins alsers ac
deperdita (cf. 119):

nune las sulls vire lurentl femina credat,

nulla viri speret sermomes esse fideles;

quis dun aliquid cupiens animus preegestit apisci,

nihil setuumt lurare, nihil proemettere parcunt:

sed simul] ac cupidee mmtis satiata libido est,
dicta nihil ssminere, nihil periuria curant.

(Nov, may ne weman over believe amy men vho makes vews; may
20 venan hope that his eaths may be trustwerthy! While a
man’s lusting heart 1is cager te got semsthing, they are met

afraid of swearing to emything; eh-ydn—;hnlms

Lying bemsath Ariadne’s pese of merally evalusting Theseus as exemplum of
male empleitativenses 15 a vemsn whese venity is laid wpea her by the
Theseus to all men, & spesious prepesition, or it is to be |

ﬁnlﬁrmm_ﬁ-mjgemd_ﬂﬁ--unfm
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(132 end 133) is as treacherous and slippery vith words herself. HMer
phrases cuplens animus prasgestit (143) and cupidse mentis libido est
(147) characterise men as driven by lust to betray women and their sacred
trusts. But Ariadne, who has already herself been characterized by her
*lustful eyes® (cf. 86 and 92), never openly adaits to the 1ibido that has
caused her to betray a father’s altars and land.?” This s because she is
the narrator’s Ariadne, s woman incapsble of controlling the activities
of her separate identities.

Ariadne’s contradictory nature is particularly clear in a second set
of passages, vhich consist of lines 139-142 and 154-137:

at non haec quondam blands promissa dedisti

voce nihi, non haec miserse sperare lubebas,

sed conubia lesets, sed optatos hymenseos,

quae cuncta serii discerpunt irrits venti.

(But some time ago you did not promise me this in yeur

soething voice, you did not lead poer ms to expect this, but

a happy wedding, s longed-for merriags; the vinds are blovwing
avay all of these vain promises.)

quaenas te genuit sola sub rupe lesens,

quod mere conceptus spumantibus exspuit undis,

quea Syrtis, quae Scylla repax, quse vests Carybdis,

calis qui reddis pro dulci preemis vits?

(Por vhat liemsss gave birth te yeu, slome under & eliff?

What sea, after cemceiving yeu, spat you out frem its feamy

wvaves? What Syrtis, vhat ravensus Seylla, what vast Carybdis?

Such reverds have you givea me in veturn for yeur life?)
It {s frenic that emly after the reader has deslit vith the significanse
of Ariadne’s wutter comdemmation of the male gender, he fis forced teo
ressnsider the begimnings of her speech in limes 139-142 frea s different
perspective. Mhd’t“mmﬁdﬂ'ﬁﬂim\ﬂ
sarriage by Thesous are mew cast ia dowbt. As seem as the reader starts
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Is Ariadne manufacturing past promissa in order to add to the drama of her
suffering as misera (140)? Whatever the answer is, Ariadne’s penchant for
play-acting is quickly matched by her fertile imagination.

In the second of the passages quoted above (154-157), Ariadne slips
off cthe mask of the femins misers and puts on, just for a moment, the mask
of a docta puella. She displays her literary knowledge through an elegant
conceit vhich transforms the history of Theseus’ lineage. What is {mplied
by Arisdne’s fiction is that, if her lover’'s promissa are lies, so, too,
sust be the guarantees of his nobility. Building upon word-phrases and
brief allusions scattered throughout Greek, Hellenmistic, and early Roman
poetry, Ariadne fashions an extended conceit "dealing with the barbarous
or hard-hearted® nature of Theseus.’® But if Theseus is attacked and
marginalized, by Ariadne’s inflated use of myth, as a creature "engendered
by a lioness, or Scylla, or Carybdis...ete.,® perhaps this fiction of
multiple personalities tells equally on the teller, toe. Just how much,
doss not becoms clear until the last of the three clesely-related

In lines 138-163 the Ariadne vhe has first, expressed her sheck at
broken puemises, them, vented her anger, and, finally, showvn haughty
contempt for a creature below her, new grevels:

81 tibi nen cordl fuersmt conuble mostra,



These vords are pretentious and contradictory. Mot only is Theseus unable
to hear them (and thus to deal with her offer), but the picture of slavery
that Ariadne fashions is also conditional (cf. 161, the verb famulerer is
subjunctive), sentimental, and romanticized. Her primary duty, at least

nobility she has just reviled). The image lucundo. . .labore (161) is the

key to Ariadne’'s fiction as a serva. She smooths over any reality eof

vaters (lymphis, 162), the purity of which aight have rehabilitated
Theseus (his feet!) to his heroic role as her master: her joyful duty.
Once again, however, such a fantasy warns the reader about Ariadne’s
propensity for theatricality. Thus, vhen Ariadne exalts herself as
externata malo (165), a womsn "laid low by evil,® it is not possible for
her, as play-actress, to understand the full exteat of the truth that she
utters nov. BRach time that she has spoken in these three sectiems, the
narrator has put partial truths inte her meuth. And yet, at the very
soment vhen she spesks a "truth® sbout herself, the reader almost aisses
{t, that is, he nearly dismisses the significance of ic, because it goes
by se quickly.

mm:mlfﬁifgmﬂmnmﬂlnﬂmﬂﬁc
vengsance, and images of it fill the first half of the final mements of
Ariadme’s solilequy (167-201). Ia chis pertiem (167-187) she sagnifies
ber helplessnsss and semse of lemeliness, and the reader is almeet talea
in by her visiem of her plight. It seems matural that a fenins deserts
weuld, first, call eut im prayer to Iuppiter cmmipetens (171 ££.), vishing
sgainst reality that Theseus had mever sppeared in her 11€.% Theve is
22



a maliciousness to her contrary-to-fact prayer, however, because Ariadne

seizes the occasion to reduce Theseus in status to a mere navita in line
174. Second, in a series of rhetorical questions (177-183), Ariadne lays
out the "realities® that she must endure because she "followed the lead
of a youth spattered vith a brother’s slaughter” (181): her inability (1)
to cross the sea (177-179); or (2) to petition a father’s aid (180); or
(3) to find consolation in the love of a husband (182). And yet because
the resder has becoms und to Ariadne’s self-dramatizing language, the
piling up of so many pathetic images, an exaggeration in itself, undercuts

possibilicty of action (i.e., escape), of hope, or even of nurturing
shelter.® But just when the reader accepts Ariadne’s image of herself as
passive, a victim, she acts. The drama of her helplessness and loneliness
gives her an unforeseen weapon. She adepts the personas ot a Fate and

intreduces the cencept of death as vengeance, a netien that deminates the
rest of her solilequy.

querells® (193), a lever's plaintive song of suffering. Here again in
sense, language, tene and image, vhat this heroime claims she is deing
runs ocounter te what she dees. The mest dramstic effect of her "seng” is
her fimvecation of the Dumenides (193), creatures whea she herself
describes as gretesque: “wreathed in snsky lecks® (193, anguine rediaits
capille), and “breathing oeut anger frea their vicals® (194,



becomes clear when Ariadne describes herself as “"consumed with fire, a
Fury driven senseless and out of her mind® (197, ardens, amenti caeca
furore).’® Like the Clytemnestra of Aeschylus’ Eumenides, & ghost who
tongue-lashes the Puries, Ariadne, too, commands (193, adventate.. .audite)
these primitive female spirits. She transforms these deities of vengesance
upon kin-killers into agents of death against perjurers.’ What her rage
demands is the "punishment by savage flogging” (192, multantes vindice
poens) in retribution for the unheroic deeds of her "man.”

The noun virum, a contracted genitive plural, reminds the reader of
Ariadne’s generaliszed attack against the periuris (148) of all men. Thus,
although Arisdne is a "Fury come late” (cf. Asschylus, Agamesnon, 59-60,
hysteropoinon. ..Erynyn), she comes at last [vith a) vengeance . ler rage
increases and culminates en sm injunction-as-curse. Ariadne prays that
Theseus "pollute himself amd his own by becoming the agent of bloedshed
end death” (201, funestet seque suosque). In a final desperats act,
Ariadne becomes the perversion of "a participant in hereic doods."® This
female hero has, first, assumed death like a breastplate (187, ostentant
ocmnia letum); now she attacks her “enemy” Theseus and, through the isage
of "pollution,” she turns topsy-turvy the wvhole idealization of the glery
of heroic death.

Her weapon is & curse vhich results in Theseus’ forgetting the
comnends of his father, commands concerning the celer of his sails ea
return te Athems (220 ££.). In this instance the Rarrater veers avey frea
the traditiensl legend vhere it is Dienysus vhe brings Theseuws iate o
state of being lmmesor, thus brirging sbeut the deadly comsequenses at
heme.¥ As 1f te add to the drams of such a change in the stery of Ariadme
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and Theseus, the narrator closes off the soliloquy with an assurance, to

Thetis-like request for vengeance. Therefore, any reader who looks back
to the origin of the wvoman on the vestis in lines 30-51 realiszes that the
narrator has not been digressing from his central theme. Ariadne’s
soliloquy is the center-piece that "wondrously tells on the virtues of
heroes” (30-31, vestis.../heroum mira virtutes indicat arce).

Not all readers who look upon the last of the tablesux on the vestis
(269-266) recognize the extent to which the narratoer uses the Ariadne of
this scens to reiterate his theme of fallen heroism. Arkins sees a nev
hero in the figura of florens...Iscchus (251). The scholar superimpeses
upon the deity his mythical role as Ariadne’s "husband,” snd he concludes
that the "heroic age, vhatever its defects, is essentially desirable.*™
But the i{dea of desire does not describe the hereic age; it fits the
sexual images of Bacchus “flitting about somevhere® (251, parte ex
alla...volitabat), a god "driven by lust® (233, tuoque incensus asore) and
"seeking you, Ariadne® (253, te quserens, Ariadna). The same creater whe
silences the Ariadne of this cablesu seems to know Bacchus so intimately
that he can take on the god’s voice as the latter searches for his "love*
(233, amore).
avarensss of vhat Ariadne’s initiation inte the obscurs orgis of the ged
vill bring (259-260). Twe of the reader’'s semses, sight and hearing, are
brought inte play, while, at the same time, he must knew that he is a
prefanue (260) in his desire te discever seme vestigs of the god. The



on the horizon (249); a vounded (2350, saucia) Ariadne; a Dionysiac thissos
of satyrs and sileni (252); maddened bacchantes (254-233); the points of
thyrsi brandished; and, finally, the limbs of a bullock torn apart (237)
and vrithing snakes (258). The vagus and surrealistic visusl effect is
matched by sound effect. The reader hears a cacophony of tambourines
beaten by fingertips (261); brass cymbals crashing (262); horns blasting
out hoarse sounds (263); and flutes screeching in barbarous, terrifying
Phrygisn song (264). Everything on this pertion of the vestis hovers,
just as Dionysus does. There is no apotheosis, no *happy marriage,” ne
resolution of Ariadne’s plight’® as feains misers ac deperdits, mne
{ntegration of the visual and the aural elesents in this siniscer tablesu.
The name °“Arisdna® (253) and her association with images of Bacchic
madness and its divine cohorts take the reader back full circle te the
representation of "Ariadna® as the stons effigy of a bacchants and as the
abstraction of "furores® (61). The narrater’'s "Ariadna® disappears -- &
woman vho wvas first & figurs on a painting, then a stome status, then a
series of personae (comic, epic, and tragic), mow vanishes from the world
of the narrator's text. Ariadne leaves as she had entered, a crased
woman, unable to know her “self” or to fers any bends vith others, god or

11. THESRUS
uwmu.:uunum.-muguguﬁ,i:ﬂ

wemen mever meet. Just as Arisdme’s divine lever Baschus flits abeut

semovhere on the vestis, se, tee, does Theseus, her mertal lever (ef. 33,



Thesea cedentem, 213, linquentem gnatum, and 243-246, Theses. .. ingressus).
The narrator’s distancing of male and female is not simply an attempt to
represent artistically the personal consequences of an unhappy, or
betrayed, love-affair. If to exist as "Ariadna® is, as we have seen, to
be furens, then there is no place for her in Theseus’ heroic world. Perox
Theseus (73) stands in opposition to the regia virgo.

The nature of Theseus’ difference from Ariadne is expressed through
his commitment to the heroic ideal. The full significance of this ideal

and forces him to re-evaluate the tablesux concerning Theseus (76-85 and
105-115; 202-248). Pletas locates Theseus’ code of heroism not in an
archaic Greek civilization but, rather, in the Reman vorld. Boyle effers
the best perspective on why (pius) Theseus and furens Ariadna are doomed
to fail as partners:**

Furor, as is well known, togsther with its cognates, fure,
furens, and furia, connetes destructive, nen-rational behavier
and can be used te refer te hysteria, medness, rags, bloed-
lust, passion, love, anger. Pletas, en the ether hand, and
its cognate, pius, comnote (a) a kind of rightesusness, based
upon a sense of duty towards one’s family, one’s ceumntry,
one’s destiny or ene’s gods and (D)...the prime humen virtue
of pity or compassien.

The narrator, by putting a Roman persons upen Theseus, Creates a ene-
dimensiomal, simplified figurs, the very oppesite of the fragmented and

complex figurs of Ariadne. A gulf between them is epensd. Ariadne is &
--juzhprm:_hn-mntﬂpum by centrast,

to his f1dea of his obligations. Instead of a Gresk Theseus assesiasted
vith mmereus vircutes (51),*® hewever, the marrater’s Remsn Theeous is
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dedicated to a single fervida virtus, a sacred cause vhich becomes the

emblems of his existence on the tablesu.

definition of fervida virtus. Theseus has a "mission,” namely, to rescue
Athens from a "crusl ruin® (76, crudeli peste) wvhich has been inflicted
on it by Crete. His mission {s not, howvever, a quest for personal renown
or glory, the raisons d’écre of conventional Greek heroes (e.g., 4-7).
¥hat moves ferox Theseus is patriotiss snd, further, a readiness to
sacrifice his own 1life, should that be necessary (81-82, ipse
suum. ..corpus/ prolcere optavit). In sddition to Theseus’ display of
compassion and love for "his dear Athenians,® he exhibits an almost filial
devotion to the physical entity of the "narrow walls® (80, anguste moenis)
of his father’'s city. All these levels of fervida virtus shovw the color
Romenus of Theseus’ character. In a tablesu vhich emphasizes the gris
reality of human flesh served to a Mimotaur (79), of "sad cargoes of
funerals” (83, funers...nec funera portareantur), and of an impious fereign
king (75), Theseus attracts the reader to him as the one figura "bearing
a distant hope."*? Unlike Ariadne, Theseus has high ideals, s greater amor
to serve.

At first, Theseus’ cause is magnified inte a morsl battle between
angusta moenis (80), small and vulnersble, but the avils that beset it and
threaten te ruin its culture are alse placed side-by-side in lime 80 victh
the edifice of the city. The cellocatien increases the stature of Thesous
as champien against & brutal destrustien of a precariews civilizatiem.



*built-up sacred halls of state” of the unjust Minos.*’ As a final touch
te the image of a Crete oppressing Athens by means of human sacrifice, the
narrator transforms MNinos’' templa into “"haughty/arrogant (impious?)

abodes® (835, sedesque superbas). The king himself is recast from iniustus

It is against chis geographical, political, and moral background
that the scens of combat (103-113) between Theseus and the Minotaur, the
"cruel monster®” (101, saevum...monstrum) stands out. And yet, alchough
Theseus emerges as victor, in fact as a hero laden “"with much praise®
(112, mulea cum laude), it is precisely here that the narrator begins to
shift the reader’'s perception of the man being glorified. The immediate
cause is the intervention of a passage dealing with Ariadne (86-104).
Ninotsur becsuse of her lust, Ariadne uses the filum (113) by which
Theseus threads his way to safety ocut of the labyrinth as a means of
assigning worth or value to her amor. But this image of an impis Ariedns
positioned behind ferox Thesea ultimately serves neither of them well.
First, it taints Theseus’ hereic attempt with her pellution of bleed-

scene in which the handing over of the gift of thread would have exalted
hor as am active agent. And, finally, the thread itself suggests that
Theseus, although brave encugh te face the beast, did net have sufficient

wse of similes in lines 103-111 as & substitute met enly for the cembat,



but also for the contestants:

nam velut in summo quatientem bracchia Tauro,
gquercum aut conigeram sudantl cortice pinus

indomitus turbo contorquens flamine robur

erult (illa procul radicitus exturbaca

prona cadit, lace quaevis cumque obvia frangens),

slc domito saevum prostravit corpore Theseus,

nequiquam vanis lactantem cornua ventis.

(Por just as on the summit of the Taurus, the untamed tvisting

vhirlvind uproots an oak or a cone-bearing pine vith sweating

bark (it falls prone, far-off, ripped out by its roots,

breaking vhatever is in its path); thus Thessus, having broken

its body, cast down the cruel beast, vainly tossing its horns

in the empty winds.)

The reader sees not a labyrinth but the Taurus, a mountain rangs in
Ciliecia. The layering of the trees which represent parts of the
Minotsur's half-human, half-animal body (e.g.,103, his arms, brecchis),
suggest the terrain of a mountainside. The reader moves his gaze upwards,
from the level of oak (106, quercum) to the higher level of pine (106,
pinum) .** The resin seeping out of the Ninotaur's hybrid cone-bearing bedy
(1. 106, sudanti cortice) makes the reader aware that the tree has & 1ife
of its own and that this life belongs properly teo the natural scene.

By contrast, Theseus is described as s “whirlvind® (107, turbo), an
impersomsl and destructive force upreeting the life of the tree. At the
very moment of his act of heroism, then, Theseus is similar to the cursing
Ariadne when he mekes his irrational omslaught against nature. This
Theseus is a hero who "lays lov* (110, prostravic) the beast by ravaging
everything that cemes in his way. The effect of the sinile is to draw the
reader’'s sympathy te the victim, the Nimotaur/tree. Ne is part of the
swath being cut by a here in an indiscriminate act of destrusctien. As the
tragic vistia in this scems, the Ninetaur 8sses the herns of his tree-
head (111, cormus) in vain against Whe sevgp vinds. Vhea Theoous’
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heroisa is viewed from this perspective, the word error (11%5), which

labyrinth’'s passagevays than a hint at Theseus’ "self-delusion® (error)*s.
The hero fails to understand how far his method of killing the Minotaur
has caused him to "wander off the course® (error) of his fervida virtus.

Error sets up the atmosphere of negativity that pervades Theseus’
second and final appearance on the vestis (202-248). Mot only is his
victory clouded by his lack of foresight and his tragic error; now the
narrator reveals that Theseus has a greater flaw: emptiness. The
narrator’s flat, one-dimensional Roman hero Theseus is betrayed by phrases
l1ike caeca mentem caligine(207), oblito...pectore (208), prius constanti
mente (209, cf. 238), and mente immemori (248). Me is a caricature of his
fervida virtus. He exists as only tvo physical details: blonde hair (98,
in flavo...hospite) and vhite feet (162, candids vescigia). The narrater
makes sport of his hero by spending more time on the materials of the ship
that carries Theseus from Athens to Crets than on the hero. The reader’'s
attention is drawn in particular te the “"stain on the sails®(223,
infecta...lintea) swaying from the mast and to the "twisted ropes” (233,
intortl...rudentes) that are to heist uwp the °“vhite sails” (239,
candidaque. . .vels) denoting Theseus’ safe return heme. The bedy of a ship
stands for all that Theseus is, and it is a body directed and defined by

As Lf to drive home the idea of & mindless and empty Theseus, the
narrater places his inte a past situation of one-sided dialogue. In lines

address to his sen. The father cries eut twice, gnate, gnste (213-216),
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in simple words vhich express a degree of love and affection found novhere
else in the poem. Theseus is treasured "more than a long 1life;" Aegeus’
eyes "have not yet taken their fill of his son” (220).

But the pathos of the moment dissipates as soon as the reader
comprehends the meaning of what Aegeus himself readily admits to (216
££.). FPather and son have lived apart up to this point, because Aegeus
had abandoned his son at birth.'’ Now Aegeus’ fortuns (218) forces hia to
send his son to fulfill a destiny to which neither heroic father nor
heroic son can say "no.” Aegeus describes his anguish as a querells, the
very ters which Ariadne had used earlier of her lover’'s lament (of. 195).
Hers, as in that passage, querella is misapplied, because vhat Asgeus
connects love with {s an act of "fouling his gray hair® (224) im
anticipation of grieving for a dead son. In addition, he uses assertions
of anguish and love to add emotional weight te the mendats he issued to

{ntellect to be conscans (209 and 238): a reflection of a father's will.

Mo matter how the reader receives the solilequy, he canmot ignere
the absence of real bending between father and sen. In the Arisdme
iﬂllhﬂ!hlﬁ“iﬂﬁiﬂﬂtﬂ:ﬂﬁ(ﬂlﬁjlﬂﬁﬂﬂﬂhﬂm.lﬁﬁ
nfﬂfﬁjﬁlﬁﬁm#'ﬁmﬁiﬁﬁ:ﬂijhtﬁm-
goography of the Athens inscribed en the vestlis. This same Thesous has
e velse with which te utter fidelity te his father’'s cemmands, wo oyes



as "stone offigy of a bacchante.*

Nevertheless, even though Theseus’ fervids virtus i{s undercut by his
failure te be memor or constans, and his individuality is left unexnplered
(because he never speaks), the everall effect of the scene between father
and son projects thea as victims of Ariadne. As Aegeus plunges headlong
to death from his moenis (244), the reader is overvhelmed with the sadness
and the futility of such an extreme act. The sorrov of the occasion
overrides any of the burden of the responsibility which is laid upen
Theseus in lines 247-248. What the resder remembers as he leaves this
scone is that Aegeus has died for love, just as his som Theseus had
sarlier gene eut frea Athens in an undertaking of leve. Thus, im their
villingness te die, father and sen receive their sele kin-comnection.

But vhat meaning does anything that meves human beings -- leve,
anger, self-sacrifice, duty, betrayal, Bacehic fremsy -- have im this
vestis? Bach time that the narrater has imtreduced a figure imte his
pesn/canvas, he has used the expressioa "they say” (75, perhidbemt; 124,
porhidbent; and 212, ferumt olim). Ne imsists that his stery is o
votelling of "their” stery, and thus lesves beth the seurces of, and the
*cruths® themselves vagus, timeless, unknowsble.'® The ceblesux of sush
8 cenvas can enly be {llusery at best, bessuse the marvater’s airs ars is
but a game of shifting plctures and of teying vith the reader’s emetiomns.
This game, hovever, is neither an ontertaimment ner & rheterical tour do
focoe. The marvater has brought teo life & Oresk hereis werld, thea
dramatised its strange ecler Memsnus, and fimally, destreyed all 1ife em
the vestis. Desth -- as Aogous’ suicide, as Theoous’ failure te be plus,
a8 Boschus’ cresed ergis, and as Arisdne’s naddencsd curse -- this is all
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that the reader sees when he steps back from the canvas. Death and the
impossibility of the existence of human ties is all that the narrater

sees. This 1is his story.
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Unless otherwise cited, the Latin text is that of K. Quinn,
Catullus. The Poems (london: Macmillan Education Ltd., 1989).
Hereafter the text is cited as Quinn, The Poems. All translations
of the Latin are my own and aim to be literal.

Contra, M. 0’'Connell, "Pictorialism and Meaning in Catullus 64,"
Latomus 36 (1977), p. 750: "Ve see first her eyes and the emotion
expressed in her face...." 0’Connell defines the physical details
of the body as "pictorial correlatives of her unconcern for anything
except the departing Theseus.*

Adler, p. 112,
Forsyth, The Poems, ad loc.

D. P. Harmon, "The Concept of Alienation in Catullus’ Poetry,”
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point of view® (p. 112).

Kinsey, p. 917.

Pordyce, p. 293.
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University Press, 1969), p. 74, notes the colloquisl effect but
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froquent in cemedy, but found mowhers im poetry outside

Catullus and Prepertius. Ariadne begins her tirade with

this repeated, emsotionsl cellequialiss (64. 132, 1),

used alse by Catullus himself in eddressing Rufus (77.

3, sicine subrepsti mi)....

Ellis, p. 312, od loc.
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Cf. Plautus, Rudens, 204 ff.:
npunc quam spem aut opem aut consilil quid capessan?
ita hic sola solis locis compotita sum.
hic saxa sunt, hic mare sonat,
neque quisquam homo mihi obvism venit.
hoc quod induta sum, summse spes oppido.
nec cibo nec loco tecta quo sim scio:
quae mihisc spes, qus me vivere velim?

The only time Ariasdne hints at her role as traitor comes in lines
180-182. And yet even here tones of self-pity and anger at Theseus'’
rejection of her color her confession. Ovid's Ariadne admits to her
guilt only insofar as her act of giving the thread to Theseus, an
act vhich precipitates everything else. Cf. Nerolides 10, 103 f£¢f.

A. S. DPease, Publi Vergili Maronis. Aeneidos, Liber Quartus
(Darmstadt: Vissenschaftliche Buchgesellschaft, 1967), p. 316, uses
this phrase to describe Dido’s damnation of Aeneas as lover.
Virgil's debt to Catullus in these lines is obvious, and Pease’s
commentary draws out each aspect (pp. 316-317).

Cf. Buripides’ Medes, where the nurse opens the Prologus vith a
similar vish that Jason and the Argo had never reached the shores
of Colchis. The mad Medea and the mad Ariadne are becoming one

imagistically.

Ellis’ translation of line 184, wvhich describes the natural habicat,
becomes symbolic of Ariadne’s cold heart, her only shelter: "It is
on uninhabited waste shore, an island of desolation.®

OLD, p. 76, cites as common meanings of ostendo: “to be a visidble
sign of, to display oneself as, to disclose (a fact):;" and "to hold
out the prospect of (rewards, punishments).”

In fact, everything before line 188 is mors properly a querella.
This term, vhich primarily denstes a song of complaint sung before
the bolted door of an obdurate mistress (parsclausithyron), has a
tradition that goes back to Greek amtecedents. But the lover is
alvays a male, hemce Ariadne’s seng of cemplaint has no visble
tradition behind it. PF. O. Copley, Emclusus Amstor. A Study in
Latin Love Poetry, (Philological Nonographs, Wumber XVII, 1936), pp.
33-34, gives the cemmen features of & mea’s querella:
Thus the Remen lover, 1ike his Greek predecesser,
suffers frem the pains of leve; he, too, tells of the
, the rain, and the saew
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37.
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41.

humbly to his lady’'s door and kneels the kiss her
threshold.

OLD cites as the second most common meaning of caecus: “having

one's judgment impaired, mentally or morally blind," particularly
when one’s judgment is affected by passions or fears.

Forsyth, The Poems, p. 386, ad loc., dravs out this important idea.
It should be noted that Ariadne is twisting the traditional role of
the Puries to suit her own purpose. As F. Zeitlin points out, they
are properly deities who "pursue and suck the blood from their
living victims...," in "The Dynamics of Misogyny in the Orestels,”
Arethusa 11 (1978), p. 159. Cf. also A. Michelini, "Characters and
Character Change in Aeschylus: Klytaimestra and the Furies,*® Ramus
8 (1979), p. 158, who, again, having called the Puries “(u]gly,
aged, polluted with the effluvia of death,” says that they are the
very antithesis of new gods, such as Dionysus.

The quoted phrases are from A. Lebeck’s translation of two related
passages in Aeschylus, in The Oresceis. A Study in Language and
Scructure (Cambridge: Harvard University Press, 1971), p. 13.

Adler, p. 113.

Giangrande, “"Catullus 64," p. 230, defines immewor as an act of
falling "prey to amnesia.*

Arkins, p. 152. Porsyth, "Catullus 64, Dionysus Reconsidered,” in
Scudies in Latin Litersture and Roman Nistory, ed C. Deroux
(Brussels: Latomus, 1980), p. 100, summarizes the problea of the
Dionysus tablesu as follows:
Vhat, then, are we to make of the Dionysus episode: &
joyful salvation, ending in wedded bliss, or & violent
act of rape, increasing Ariadne’s torment? Or something
in-between?

Herwon, pp. 60-61, first says, °"The coming of Bacchus 1s
unexplainable® (p. 60). On the next page he says, *"1f we are to
conjecturs about the reasen for Bacchus’ coming to Ariadne, we
should stress the fact that her alienated condition makes her & fit
subject for Bacchus’ cemcern.” Such a statement is hardly praise
of the "marvelous heights® to vhich Arisdne as "Dienysiac women is
exalted...."

A. J. Boyle, "The Meaning if the Aeneld: A Critical Inquiry.” Rasus
1 (1971), pp. 64-63.

E.g.. his hunting of the Cslydemisn bear, his jeurmey te the
undetworld, his mission vwith the Athenians te capture Ineves; his
*rape” of Helem, otc. Por an assount of these and other expleits
of Theseus, ses Apellederus, The Librery, Vel. I, vith and Bnglish
trans. by 8ir James George Fraser (lLondon: Neimemamm, 1921).
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E. Block, "The Failure to Thrive: The Theme of Parents and Children
in the Aeneid and its Iliadic Models," Ramus 9 (1980), p. 130.

The translation of the Latin belongs to Ellis, p. 297. He also
notes that teamplae can refer to the labyrinth because of "the
sssociation of such structures with sepulture, and the divine honors
paid to mythical heroes after their death....” The epithet iniustus
ia a striking one, since Minos is Enﬂlﬂmny seen as one of the

*just® judges in the Underworld.

Ellis, p. 303, n. 105.

This is Ellis’ translation, p. 306, ad loc., of the noun error.
Catullus uses the noun error two other times. In c. 22.20, the word
refers to the self-delusion that all of us operate under in
rm:u;niﬂn; our pcrnml flul.tl In c. 63.18, errores denotes the
Cf. Pausanias I. 27. 8 and Plutarch, Theseus, 6.

L. Richardson, Political Theory in Republican Rome (Mev Haven: Yale
University Press, 1944), p. 50, interprets "they say" as an
mdia:tim that ‘Gitullu; ée-l not Ehlnk of his poes as a dlﬂee

is tntgmiitn; n:eilﬂully



"1 SAW SOME CREATURES PAINTED IN A PICTURE ONCE...*

Delight becomes pictorial
When viewed through pain, --
More fair, because impossible
That any gain.
The mountain at a given distance
In amber lies;
Approached the amber flits a lictle, --
And that's the skies!
Emily Dickinson, 45
To lose ons’s faith surpasses
The loss of an estate
Because estatss can be
Replenished -- faith camnot.
Inherited with life,
Belief but once can be;
Annihilate a single clause,

And Being’'s beggary!
Eaily Dickinson, 119}

Eaily Dickinsen’s phrase “"Being’s beggary” is an apt focus for the
sultitude of creatures who lie on the edges of the central canvas. As
soon as the reader has perceived the emptiness of Arisdne, Theseus, and
Asgous, hov can the addition of ceumtless other fleeting figuree
(Atgonsuts, ses-nyuphs, Pelous and Thetis, men snd divine wedding
gaests) revive the reader's belief in “"Being® in Carmen 647 1In the
narrater’s story, eme created eut of paim, the “"whele cruth® of “Deoing”
cam enly be viewed "slant.” His werds have alresdy, and will esuntimue to,



"annihilate” old poetic truths about the possibility of “any gain" from
the {deals traditionslly associated with the heroic: romance, nobility,
and the glory of self-sacrifice. This chapter looks at three of the four
edges framing the central canvas (1-49, 265-304, and 305-383). The dark
hue of amor in lines 30-264 seeps into the framing edges. It now reveals
more sbout the sinister implications of the Ariadne-Theseus vestis, and
more about the nature of the pain driving the narrator to create his

vision of home'’s "beggary."

The poem begins vith an image of a mountain, and what happens to
this fragment of nature is an emblems of everything else in the epyllion.
Like Arisdne and the Ninotaur, Mount Pelion i{s a hydbrid, as both natursl
haunt and paternal figurs. This mountain has a "summit/hesd” (vertice),
out of which have “sprung/been born® (prognatae) “pine(s)/dsughters®
(pinus). But this intimate familial union of male and femsle, which forms
the first impression of life in a domus, {s, to borrov from Edna St.
Vincent Nillsy, “"altered, estranged, disintegrated, lost,*? as quickly as
it is created by the narrater.

With the passive wvoice wverd dicuncur (2), the narrater beth
distances hinself frem his story and reshapes the traditions asseciated
vith che veyage of Arge inte an account which is uncenventienal, strange,
ond sinister. Nis werk here, as clsevhere on the framing edges, imvelwves
plcturse, impressienistic werd-pictures, net lengthy tablesux vivants.
At the same time that the msrrater marks eut his picturs ss untreditional,
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*father,” their local waters, and their home-land. The reason for the
separation of father and daughters is left unexplained. At first, the
vaves through wvhich they swim are not simply “clear,” but the adjective
liquidas (2) also comveys a sense of the instability of the vaters,’ and
thus hints at the presence of dangers as the pine-daughters enter the
unknown -- the waves of FPhasis and the land of Asetes (3). And yet the
fluctuating natural resls is not the greatest harm facing the pine-
daughters.

The feminine life suggested by the image of the prognatae...pinus
(1) is altered and lost forever. In line 10 the pine-daughters are
transformed into "the pine-weavings of the curved (i.e., altersd and
perverted)’ kesl of a boat® (pinea...inflexse texta carinse). Feminine
creatures have becoms s neuter creation, a hybrid-boat, one fashioned by
a hybrid-crestrix (8-10, diva.../fecit.../conlungens). The androgynous
goddess Athena is credited by the narrator as the shipwright of the
carins, a detail vhich is not & traditional one.’ These pine-weod planks
form the temporary domus for a group of men, figurse whom the narrater
enncbles with the noble phrase lecti luvenes (4). But just as soon as the
Argonauts are introduced, they are themselves transformed, through the
collocation of robora/publs, into "eak(s)/youth(s).*®

The reader’s perspective on this part of the frame is best guided
by Ellis’ cemmentary om & certain detail. At first, it is easy te dwell
on the traditional notion of the “"beldness” of the Argeasuts (6, ausl
sunt), as vell as on their °great desire® (3, optantes) vhich impels thea
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(5, asuratam pellem) dissipates with the verb avertere (3). The
connotations of this word have little, if anything, to do with the idea
of a glory-bringing adventure for a prize. Avertere not only means "to
turn avay,” "to steal,” "to embezzle,” but also, as Ellis notes, "seems
chosen in reference to driving off cattle, its common though not
invariable meaning."® With his selection of avertere, therefore, the
narrator smiles as he steals elements of another story about a heroic act
of cattle-rustling (cf. the Nymn to Nermes) and conflates it with the
exploits of his own herces. The game of literary allusion, however,
quickly turns sinister in lines 6-7, vhere the ocak-youths are reduced to
a single physical detail: feminine "fir-wood palms" (7, abiegnis...
palmis). How far, the reader wonders, will this creator go in his game
of splicing together the separate realms of the natural and the human; in
blurring the distinctions among the genders; and in manipulating disparate
details?

The very fact that the reader finds himeelf so perplexed this early
in the poea is itself part of the narrator’'s preparation for something
even more sinister -- the advent of a monstrus (11-18):’

illa rudem cursu prims imbuic Amphitrite.
quae -1-41 ac mcﬁ ‘ventosum proscidit aequor

emersere feri candent! e ml:- vuleul.
aoquorse monstrum Nereides admirantes.

illa, atque <haud> alia, viderunt luce marinas
mortales oculis nudsto corpore Nymphas
autricum Cenus exstamtes ¢ gurgite camo.

(In her passags, she first stained untilled Asphitrite. As
seon as she pleughed through the vindy sea vith her prov, snd
the twisting waves grev vhite vith feam frem her cars, wild
vhites fases aress frem the vhite sbyss -- Nereids gasing in
vender st the measter. Dy the light of that day -- and no
other -- the mertals sav, vith their own eyes, sea-nymphs,
vith their bedies nude, coming out from the white abyss, even
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up to their nursing breasts.)

The “strange creature”® that arouses such intense wonderment (13,
admirantes) in the Nereids is somsthing more, the reader realizes, than
a fir-palmed carina. Hidden within that construct are frageents of the
bodies of Pelion’'s pine-daughters. Thus the neuter noun monstrua
underlines both the monstrous and portentous aspect of all the details of
the first scene on the framing edge. The noun also forces the reader to
look back and to think again about the glory that aight have surrounded
the idsa of a ploneering sea-journey (10, prims), a one-time quest. This
journey has resulted in an archetypical act of violation, one which
affects the representation of every other female figura in the poea. The
carina "stains® (11, imbuit); the carina "ploughs through® Amphtrite’s
"inexperienced ses."’

All of these portents culminate in the apparition of sea-nymphs
springing forth from the water and thus exposing their breasts. Because
of the sea’s personification as Amphitrite, the nymphs come forth (18, e
gurgite cano) as if from the domus of the femsle body of a sister.
Everything is wrong here. Nortals catch sight of immortals, a visiom not
to be seen (16, illa atque <heud> alls...luce). Moreover, the virginal
nature of the nymphs is contradicted by the visual detail of their
"lactating nipples” (cf. Ariadne’s lectentis...papillas), The hapax
putricum (18) places the nymphs into the realns of the monstrum. In
addition, the asscciation of this nowmn with netions of metermnity and
fooundity! undercuts sny of the eretic petential of & scems in vhich the
mortal Peleus first leoks upon his immertal “leve,® the sea-nyuph Thetis.

With the impersenal verd fertur (19, “it is said”), the marrater ia
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offect erases all of the previous details of the pictura he has just
created. He begins again, this time with a display of verbal, not visual,
technique. The collocation Thetidis Peleus (19, the only time these two
names are so closely linked) introduces vhat the reader thinks will be the
principal figurse of the epyllion. But the love burning in Peleus is a
passion left unelaborated, an oddity, especially if their match is to be
viewed from a romantic perspective. Fertur leaves their love hypeo-
thetical, as if the narrator vill not stand behind his own assertion. He
seems more interested in fashioning a rhetorical triplet displaying three
cases of Thetis’' name (19, cum Thetidis; 20, tum Thetis; and 21, tum
Thetidi). This alliterative display displaces the heroic mortal lover by
throving all the emphasis on Thetis, the focus of a word-game.

Vichin a single line, amor is transformed into the prospect of
marriage (20, hymenaeos), one over which Peleus has no control, and Thetis
little. Thetis can only "not despise union with a mortal® (20, humenos
non despexit hymenseos), becsuse the union itself is in the hands of &
stronger outside force. Just as the narrator manipulates the figurse of
this framing edge, so, too, Jupiter, the divum genitor, shapes the figurae
of his divine reslm sccording to his own design. As “sire,” he coerces
mortal and immortal to accept a °“yoking® through marriage. (21,
iugandum) .}

In the sams breath with the referemce to ths yeking, the narrater
interrupts his story of marriage. The next tem lines (22-30) are am
favecation which 1is beth eut of place in the text and coushed in language
emitting an sddress te the traditiemal imspiratien of epic peetry, the
Wuses.!? Instesd, the marrater chooses an apestrephe hailing (22, salvete)
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heroes now vanished from the pictura of this frame (22, herces...deus
genus). A certain excess of language makes everything ring false. The
heroes are quickly reinvoked as the "good” progenies of <"good"> mothers
(23 and 23b), women vho have not yet appeared on the frame. Then, through
the iteration of vos...vos (24), the narrator for a third time calls out
to this faceless, nameless, unlocatable group of figurae. His choice of
the verd compellabo (24) not only promises a future address (vhich never
comes), but it also plays with negative associations of two forms of the
root compell-. The good heroes and mothers are, first, "driven togsther,*
"assembled,” or "constrained® to come into the presence of the marrater;
second, once assembled, they may possibly be "accosted” and "upbraided,*
or "called to account” for themselves by their creator.

Just as quickly as a hint of reproach slips in, it, too, vamnishes.
Overlaying compellabo is the lavish vocative formula, teque adeo eximie
felicibus asucte (25), in which Peleus is singled out from the heroes as
superior, even to their kind. Ris perticular aristels derives not from
his own exploits on a quest, but from his kleos as the selected
bridegroom-to-be of Thetis. If, however, the reader looks carefully at
the name Peleu (26), he sees that the men is not simply here er
bridegroom, but & momstrum of sorts. The name appears after his
trensformation inte a neuter "pillar® (26, columen), an architectursl
suppert of the domus of Thessaly. This is a hybrid Peleus.

lis oddicty is compounded as the narrator switches frem vecative
addresses te rheterical questions. Because the clause begimming vith eul
Iuppiter ipee...(26-27) intervemss between the name of Polous and the
accusative prencuns tene...teme (28-29), the resder cam mot be confident
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that Peleus 1is either the only lover (cf. Jupiter’'s suos...amores, 26)
vhos Thetis has esbraced, or the only bridegroca vhom Tethys and Oceanus
nuance, the narrator’s invecation annihilates the reader’s belief that
such a couple vwill ever "celebrate an unequivecal blissful wedding."*!?
The final plcturs of the first framing edge is not the consummation
of the marriage of Peleus and Thetis but, rather, twe conflicting visions
of domus: royal (31-37 and 43-49), and rural (38-42). 1In the creation
of the image of the regia domus, the narrater plays with both geegraphy
replaced by Pharsaliam...Pharselia tects (37).) The fteration of this
place-neme and others (Thessaly, Cierium (Scyros?], Tempe, Crannonm,

regions (nerth and seuth) and ages (heroic and histerical).!’ Wnile the
specific territery of the wedding can net be lecated, the domus where the
event takes place is visuaslly described. It is made the b of all
sstivity (32, advenere ...conventu. ..frequentat; 33, deseritur...linquunt;
37, cosunt... froquentat). The domus, net the bridal pair, receives the
throngs of gussts arriving, sceepts their gifts, and sees the jeoy on each
face (34, declarent goudis vultu). The expressien declarsnt geudis
wultu(34) treats the joy as semsthing superficial, as a mask painted en
Srasble has argued, the wedding heuse 1s an “artifice” and en cublems of
dosadense.” Sinse the presense of the pulviner...gmiale (47)Y seems to
prepare for o deseription of & Mensn religious covensmy, the piling wp of
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details such as gleaming gold and silver (44), ivery legs on a table (43),
polished ivory-inlaid marriage couch (47), and orimson drapery (48-49),
{s jarring. The opulence undercuts the solemn potential of the eccasion
and reminds the reader of somsthing else Romen: suspicioen of, if net
outright distaste for, excessive displsy of exetic wealth, luxuria W

In contrast to images of materisl splendor and human beings
thronging the royal domus, stands the undeniable desolation and emptiness
of the rural dosus. The narrater seals off the latter reals by ssans of
a chain of negatives: (38, nemo; and 39-41, non...non.. .non) in a futile
attempt, as it were, to protect it frem any further 1ees.'? Mo fails. The
netural scene has already been altered. The rursl figurse are missing;
they have been transformed into an ispersonal, faceless group of wedding
guests feigning joy in the regis dosus of Peleus. The absence of these
figurse from their preper setting is sarked by a rural domus in which time
stends still. The landscaps seems suspended in & state of emtrepy.
Threugh images of rust em the ploughshare (42), unprumed vines (39-40),
untended bullock, and umtilled seil (40), the marrater demenstrates how
Zarth pays for the "happy® wedding feast: her natural gifts lie im wasts,
replaced by "vedding-gifts® (34, dons). The ons-time eccasion of Pelows’
and Thetis’ marriage has destreyed the prissl bende between rural figuree
and their vital seuree of life, the Barth. The veader vhe lesves this
first framing odge must question vhy & marriage, vhich ought teo have
brought with it the "happiness of falry-tale remsnee®® 1 se dooply
Wdﬁl-’ldm-im!uuuzy.nﬁ-:ﬁin!-
and separation, disintegration, and less, en the other.



The first pictura of lines 263-304 is the pulvinar of Peleus and
Thetis, vhich is enveloped (266, complexa suo velabat amictu) by the dark
folds of the Ariadne-Theseus vestis. The reader’s premonition about a
marriage {ll-fated is aroused again at the very moment he believes the
cersmony is to commence. What he sees, however, is the rural figurae, the
Thessala pubes (267), "giving vay to the company of divine wedding guests®
(268, sanctis coepit decedere divis). But there is only a glimpse of this
sctivity, because the human wedding guests are immediately transformed,
by means of an extended simile, inte the waves of a morning sea-scape
(269-273):

.qualis flatu plecidum mare matutine

hrrlﬂm Zephyrus proclivas inclitat undas,

Aurora emorients vagi sub limins Solis,

quae tarde primum clemsnt! flamine pulsase,

procedunt lenique sonant plangore cachimmi,

post vento creecente magis increbrescunt
uraeque procul nantes ab luce refulgent:

(Just as Zsphyr, causing the placid sea te bristle vwith a
sorning breese, reuses the sloping waves -- as Dewn springs
forth frem under the dwelling of the wendering Sum -- which
meve out slewly at first, pushed by a clement breese, and
their laughter reseunds in their geatle beating; afterwards,
as the vind rises, they quicken mere and mere, and glisten

nﬁhﬁ—ﬁuﬁe.m”)
On the surfece, the simile tramsperts the reader inte a pleasurable

vesterly vind, aight be "ruffliang” the sea-surfase, and yet the present
The inage of the plecidun mare (269) is being altered. Similarly, im lime
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270, the phrase proclivas undas can be rendered ss "sloping waves®, or as
vaves "tumbling down" into breakers: this sea is becoming dangerous, in
spite of its surface loveliness. The adjective vagl (271),* pertrays the
Sun as a god "wandering,® “"uncertsin.® The natural order of the heavens
is disrupted as the Sun leaves his fixed diurnal course. Bven the
coloring of the light playing on the svisming wvaves (273, nantes) f{is
ominous. It gleams purple-red, & hus both reainiscent of Theseus’ purple
funereal sails (227, carbasus obscurata...ferrugine),’® and a possible
portent of a coming storm. After toying vith human beings as inanimate
waves tossed about in a perilous nature, the narrator casts this imaginary
sea-scape aside. The rural figurse resppear, only to depart frea the
scens, as the Sun did, on "uncertain feet® (277, ad se quisque vago passin
pede discedebant). The ambiguous phrase ad se, taken by sll commentaters
to mean "to his own home,"® {s insufficient to mske the reader believe
that the Thessala pubes ever find their owm way back to their timsless
absndoned rural domus.

By comtrast, in lines 277-304 the narrater brings the veader back
te Pelous’ regis domus and the problem of the merriage. 1f cthe humen
mumntnumdum-uhduum. even on such & unique
eccasien as this, hev blissful is the merriage betweet the mertsl Pelous
ond the immertal Thetis? That their yeking brings tegether & disparate
paizr, em ummatursl alliemce, becomss even mere sbvieus vhem the resder
enanines the deitics whe grace the house vith their presense.

Pigure by Ligure, the adlangs of divine vedding gussts adds te the
sinister, disterted aspest of the ceremeny. The arrivel of Chiren is nst
suzprising in itself, simse, by traditiem, the esntaur is destined Co



become the tutor of Achilles, the issus of Peleus and Thetis. Instead of
his traditionsl gift of an ash-spear,®® however, Chiron comes (presumadbly
from his home in Mt. Pelion) bearing "plaited garlands® (283, plexocs...
corollis). The substitution of a floral gift for a war-like gift seems
strange. As the destined tutor of Achilles, a centaur wise and skilled
according to legend, Chiron 1is {inept. His blooming gifts are
"indistinet,” “unseparated,” esven “unimpressive® (283, indistinctis)
because of their indiscriminate bunching. When the royal domus "breaks
into & smile” (284, risic) at their scent, perhaps it is also "laughing
at® the bearer, too.

The presence of Peniocs, an eponymous river-ged, adds a teuch of
*burlesque"® to the humor of Chiron’s behavior. It seems apprepriste

have come to their fullness of growth becsuss of his life-giving streams.
Instead of planting thes, howsver, the god strews them "upreeted” (288,

radicitus) asround the regis tects, an asst vhich transforms the domus inte
8 site of vaste and death. Twe of the trees in particular, the cypress
and the peplar, bdring out further nuances of the domus as a tesh, a
setting for mourning. The peplar, theugh ummamed, is depicted as "the

sister of fiery Phasthen® (290-291, sorore/flammsti...Phsethontis). The
reader whe lecks at this gift is made te grieve again for a mertal vheese
rashness ia driving the chariet of the sum ended in his eown destrustien,
a8 well as im the transfermation (threugh wnbearsble serrew) of his
sisters.” Thus, amidst the festivities eelebrating the waien, there are

vithering trees). Nov i this & fit demain for an immertal bride?

sl



Vith the advent of the final figurse (Prometheus, Jupiter, and
Apollo), the reader moves from intimations of & divided royal domus to
evidence that the divine domus is itself a House Divided. Prometheus is
an unexpected guest, a flgura completely unlike Chiron and Peniocs, and
one vhose persons is associated with a challengs to Jupiter’s supremacy
and vith divine retribution. Surely his presence vwill make the divum
pater (298) feel some discomfort, becsuse this is the god vho took away
Jupiter’'s amor for Thetis.’® Prometheus, too, comes bringing a strange
gift -- the physical scars (293, vestigias) of his cousin’s vengsance. HNis
body still bears the marks of the chains that bolted the Titan te Neunt
Caucasus and the eagle that picked his liver day by day. This guest is
also a trickster-god, whose test of Jupiter’'s knowledge destreyed the
Golden Age of brotherhood and communicatien between man and gee. ¥

The ides of division and estrangement continues in the guest-list.
The expected guests, Jupiter and Hera, (298, sencta cum coniuge natisque),
are etched in and thea passed over. The narrater {9 mere cencerned vith
directing attentien te figurse that are missing. UNe asserts that Apelle
and his twin sister "disdained te celebrate the nuptials of Thetis’
marriage® (301-302). The werd “aspermata® (301) carries commetations of
streng aversien, and thus dramstizes the rejestion, st lesst by seme of
in this sarriage-bend. Ne, after all, 1 ens of the twe destined slayers
of Polows’ ond Thetis’ sen Achilles (the other being Peris).® 1Ia
addition, the ged’s vele as pretecter of Achilles’future emsnies, the
Trojans, doems the msrriage of Pelous and Thetis ©o be 111-starred fres



its inception.’ The archer-god of the Trojan War is the culmination of
darkness, discord among families and nations, and promises of vengsance

and the slaughter of innocents.
FRAME THREE.

The third frasing edge (303-383) begins with negativity. The
enveloping them in the phrase nec...veluit. Rather than depict a
traditional Romsn wedding-banquet, or torch-light procession through
streets, or even a processional leading s bride over the thresheld of the
of ominous deities

marriage-chasber, the narrater discleses the presence
seated somevhere at the edges of the festivities. In lines 303-322 the
same mirs ars that had earlier painted a youthful Ariadne on te the vestis

vhoa Richardson describes ss "cracked and pathetic eld women dressed in
ritusl finery.*® The narrater cenceives eof these geddesses as “sickly,
shaking bodies® (303, Infirmo quatiemtes corpors moctu; of. 307, Ais
corpus tresulus); vhieh are draped em sll sides vith a white vestis (307).
Nis chelce of the werd vestis, instead smictus (cf. 266) er sems sush
aoun, is a further indication that the picturss te cems may be just as

The vestis of the Parcas is the first visual siga of their




pick up the colors not only of the overdone marriage-chasber of Pelous and
Thetis (47-49), but also of the ash-fouled vhite head of Aegeus and of his
son’s funereal sails (227). Both colors, vhich are combined again in
*rosy fillets on snow-wvhite heads® (309, roseae niveo...vertice vittae),
project the Parcas as another hybrid, a clash between sexual frigidity and
passionate feeling/furor.®® Strange guests for a wedding. If their
figurse, even though goddesses, seem on the threshold of death. Added to
the images of their physical {nfirmity are others describing the
dessication of the females. The reader can see tiny bits of woel clinging
to “"parched 1licttle 1lips® (316, lanesque aridulis haerebant morsa
labellis), and a single "tooth evening and snapping” the spum-dry thread
(313, decerpens sequabat semper opus dens). This realistic detail, vhich
shovs the influence of Nellenmistic picterial art,’ removes sny glameur
from the wedding scens. Rather tham depict a yeuthful bride, the narrater
werking the distaff and weol.

Catullus’ narrater is perhape draving upem asmether MNelleaistic

vith their singing in accempeniment to the metion of the spindle and
distaff.’® Their musical strain met only is said te "tell the truth® (306,
veridiess), but it is immedistely trsmsformed imte the utteranse of o
*divins pess” (321-322, divime fuderunt carmine fata/cernine) and inte &
ccruthful orasle® (326, veridiownm erecium). In effect, thess Pereas/




and houses. As singers, however, the women refuse to look back to the
past either for guidance or for inspiration. Instead, they fashion a
hybrid eral poem. It is at once an epithalamium chanted in honor of
Peleus and Thetis and an aristels wvhich prophesies the inglorious heroisa
of Achilles. Unlike every other vision in the text, this song is mot
intreduced by impeirsonal verbs, such as fertur, dicuntur, perhibent. The

perfidia (322): for the first time he stands behind the “"truth" he
creates.

The initial three stansas (323-327; 328-333; 334-337) seea to adhere
to the traditional metifs and rhetorical structure of a wedding song. The
time is the “present,” and the Parcas, in Roman fashion, hail the
bridegreen. The Peleus wvho has been absent from sight since his
sstanerphesis inte a columen (26) is sddressed and elevated in rank: °0
theu that exaltest thy rare glery by great deeds of valour® (323).% Like

Pelous is over-wrought. Since the reader has been given ne ascounting of
Pelous’ past virtutes, hev is his projectien as “the means of defense for
Bmathis” (324, tutamen) credible? Is his rele as pretecter a cemplesest
of his duties as hushband? Purthermere, vhem he is hailed as "dearest te®
Jupiter, child of Ops, the Geddess of Plenty (324), the reader recalls a
Jupiter vheeo affestion for Pelous vas met gomereus. M merely ylelded
bid to hear the felleving rvefrain: “But do you, yo spindles, rwm e,
draving sut as threads the destinies vhich are to seme” (326).” Net oven



spoken” (321, fata) sbout this hybrid union. The "thresds” of their song
simply grant destiny a material form.

In the second stansa (326-333), the narrator gives a peculiar twist
to "an indispensable element® of Roman marriage ceremony, nasely the
»deductio of the bride."?® It is now the time of the rising of the evening
star Hesperus (the planet Venus),’ and the absent Thetis is portrayed as
about to coms and fulfill the "things desired (328, optats maritis) by
every husband.® On the surface, the suggestions of love-making (e.g.,
*smooth feminine arms® placed "under (Peleus’] strong masculine neck® and
"the sleep that follows sexusl fulfillment® (330-332)*’ are conventional
motifs of an epithalamius. But Thetis is, ons must remesber, & divs, and
yot here she is expected to be subservient and comply vith the sexusl
duties required of any mers mortal bride: “"s vife who will fleed [bher
man’s] heart with love that distracts his from other things® (italics
aine).*! 1Is this the grandeur of leve that "she did net disdain” (20)?

The off-key eclements of the epithslamium resenste in the thizd
stanza (334-337), the first twe lines of which begin vith the negative
isages nulla dosus (334), nullus amor (335). Suddenly, vhat binds sll the
framing odges tegether around the centrsl camvas fis ssnifest. The
dopiction of Pelous’ reyal house as "cencesling such leves® (334, cales
contexic smores) idestifies the domus as deceitful mask with that of the
vestis of Arisdne and Theseus as deceitful mask: the felds of thet dark
gaTuent concesl the pulvimar (266, complens. . .velabat). DBeth cever ever
steries (past and future) of love that fails and of herees whe sre et
vhat they seen. The Psress, tee, comseal, for a ssmsnt, vhere their seng
is leading. Mhﬂ-"mmcmyummm. The



married love of Peleus and Thetis is elevated to a Roman foedus ("a
relationship of amicitia between equals).'?  Foedus also suggests the
sacred obligation upon both partners of living in accordance with pietas
and fides.'’ In addition, the strong familial bonds of the couple are
projected to produce a concordia (336). And yet, although "such an
alliance” (333, tall...foedere) of the disparate pair promises to be made
valid and permanent, thers is still a presentisent of evil.

Achilles is that evil incarnate. 1Images of his aristeisa as a
*killer-hero"** £111 the next five stansas of the song of the Parcae (338-
371): “strangs music for a wedding."'’ Like an Athens, the demi-god
Achilles springs into being (in lines 338-342) fully grown, s werrier
figurs. As parents, therefore, Peleus and Thetis are denied any of the
pleasure that glimpses of Achilles’ childhood snd their murturing of his
sight have provided. The Achilles of this seng may be fearless (338,
expers terroris), indomitable (339), and fleet (340-341), but his parents
do not see the lineaments of a son’s face or hear any of his vords. Me
is merely s "back® (339, tergo) and & "brave breast® (339, forti pectore).
Bven his gensalogy as sole heir of Peleus is superseded by his
asseciastien, through the conveluted rheteric of line 344-346, vith snether
beir belenging te anether roysl domus, namely, Agsmemmen. This men is
preclained “third heir of perjured Pelops” (346, periuri Pelopis...certius
heres).** The cosemce of Achilles as heroe is thus cleshed with the
legendary brutality of the Nouse of Atreus, a reysl domus vhere mem sbuse
divine trust, pareamts serve childrem’s flesh, fathers and sems sssrifiee
kin, and warriers meke Barth rum reod with bleed.

The picturse that follew demenstrate whet the Parcas msen vhea they
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link Achilles’ "extraordinary virtutes and renowned deeds"” (348, egregias
virtutes claraque facta) with such a domus. Their catalogue of exploits
(349-370) begins in line 349 with images of "mothers,” "sons,” and "a
funeral.” Because the song is a prophecy offered to one particular
sother, the singular noun funus has a special resonance. The reader
thinks that Achilles’ death after a glorious career is being foreshadowed.
The career recorded, however, i{s that of a hero who brings terror and
grief to everything he touches. The image of the mourning mothers
properly describes the Trojan mothers. Achilles is & monstrum, a portent
of doom, the reason that mothers “"will bruise® (351, variabunt) their
*withered® (351, putridaque) breasts in anguish for the sons he has
slaughtered.'’ The effect of the image of dried-up breasts is to draw
immortal Thetis into the domain of mertal women, and into the death her
role as mster is destined to bring.

The focus upon images of mster continues in lines 333-361. The
Parcas sing of the effects of Achilles’ battle-rampage upon Nother Barth.
As mater, Thetis must nov endure her heroic sen being transformed, through
s simile, into a resper toiling in the fields (333, messor). But her
son’s lsbor brings mo fruit. Instead of werking in the fields and
harvesting ears of corn, grown to their fullness as sources of foed for
men (354, flaventis...arvs), Achilles stands en the plain and cuts dewn
rows of Trojan bodies teo feed his warrior’s lust. Nis desecratien of the
goeds of Rarth is matched by his feuling of eme of her waters, the weves
of the Scamender (357 ££.). The "nameless heap®*® of Trejen dead net enly
restrists the flov of the Scamender te the Nellespent, but the 1ife-bleed
of human beings “werms® (360, tepsfaciec), and slmest replases, the life-



glving vaters of nature. As sea-nymph, therefore, a woman vhose "Being*
is the water, Thetis must reckon with the vision of a son capable of
violating even her own domus.

The Parcae bring their catalogue to an end with perhaps the most
complicated image of the death inherent in the union of Peleus and Thetis.
Two details, the bustum (363, barrow) and the sepulcra (368, tomb),
confront a divine mater vith cold reality: her killer-son’'s inabilicy co
escape death himself.'’ Her eye is made to “climb up (Achilles’] towb -
. which instead of being polished or round becomes a heap of blood-red
carnage."® DRaised on the Hellespont, this barrov becomes Achilles’
eternal domus, the material sign of vhat separates mother and som.

The song of prophecy should have ended here, but the Parcse hymn an
Achilles become killer even in death. Their hymm is, in effect, a dirge
for Hecuba's lost daughter, Polynens, "urwilling bride® of desd Achilles.
Nov the barrov becomes an altar on which a perverted marriage rite is
performed in fromt of asnother wedding-couple, Achilles’ parents. The
Achilles who has doomed metres to bereavement for soms killed by his hand
still has the power, even from the grave, to increase the brutality of his
heroiss.’ [Polyxena is represented as, simultenecously, beety (362,
preeds), bride, sscrificial animal, and headless body. The mutilatiom of
the female bedy (370, truncum...corpore) by the deuble-axe, en instrumenat
of sacred ritual (369, ancipiti...ferro), is an image even more disturbing
living Achilles’ axe (333, infesto...ferro). The careful detailing of
chrough the herrer of svery step of the ritwsl, a weman conscious of vhat



is befalling her. First, she marks her subaission to her "bridegrooa” by
lowering herself on to this altar/tomb with bended knee; then she hurls
her headless corpse forvard in the throes of joining with him in death.
In line 372 the abrupt transition between a vision of decapitation
and an exhortation to the bridal pair to consummate their marriage shocks
the reader.® The Parcae superimpose the prospects of a living bride upon
the reality of a dead bride, thereby increasing the dark and the sinister
in the present nuptial celebration. The disparate pair are ordered to
join in an act of love-making (372, optstos animi...amores). Once again,
the diva Thetis is reminded, as any mortal woman would be, of her
prescribed duties as nupts. She is urged to surrender herself (374,
dedatur) to the terms of her “contract® (373, foedere) with s mortal
husband. But in the stock Roman banter teasing this bride on her lost
virginity, there are disquieting echoes of the earlier discordant song.
Through the collocation and build-up of the images anxia nec mster, msesta
puellae (379), secubitu caros, and mittet sperare dosus (380), tho Parcae
give Thetis fragmentary images of the only possibilities in being woman
{n the world she nov inhabits. There flash before her eyes now "a
distraught mother,” now “a saddened women,” nov & voman “"separated from
her dear ones,” now a voman "stripped of the hope of descendants® (380,
nepotes). Strangs music for a vedding.
umum:um-:huu-mup.uumm
perplened. What is the scruth?® las the seng of the Parcas been an
epithalamium in hemer of & unique occasiem, er is it, rather, & dicge
mlmbo”“dnhno!m:bnnu? Por, the figurs of
their Thetis is met different from any of the creatures, nale or femsle,



ereated earlier by the narrater. Thetis’' error im leaving her natursl
separatien, destruction, and less rumning threugheut all three framing
edges.

The genesis of these themes 19 the pine-daughters’ error in svimming
avay frem their father. This unexplained archetypical act epens the peen.
Thereafter the reader is plunged inte a series of abbreviated, rapidly-
shifeing picturse, vhich defy all cemventienal merms of epie literary
tradition: logical time-sequence, symbolic geegraphical cerriteries,
eslearly defined eentral charscters, and themstic umity, scene-te-seems.
Instead, the reader of Carmen 64 meets a group of “"select herees,” wheee
stature as the Argensuts is never acknevledged. Por a single line he
follows this grewp em their quest for a flesce, only te ses thea
transforned inte rebere/youth, and, thea, fir-palme -- end thea they
siaply disappear frem sight, mever te return.
vedding gussts vhe flesk to Pelows’ regia demus do se at the priss of
an sst vhich sets the stage met enly for the death-bringing here Achilles
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The title of this chapter is R. Lattimere's translatien of
Eumenides, 50, in Asschylus I. Orestels (Chicage: Umiversity
Press, 1953), p. 136. The epigraphs are taken from T. Johmeen's
eodition of the poetry of Emily Dickinsen.

Collected Sonnets of Bdna 8t. Vincent Nillay (Wev York: Washingtem
Square Press Inc., 1960), p. XIX.

Merrill, p. 130, od loc., makes the point sbeut instability. MNe
notes that the adjective is "net an etiose epithet.” 1t indicates
watsr unsuited "to suppert a heavy bedy." Prefesser . D. Bledgett
has called my attention to the possibility of a pun linking the
adjective liquidus te the lig- pezfoest root in the verbs lingue and
relinquo. This pun would asseciate the waters vich the theas of
leave-taking vhich deainates the epylliem (e. g.. 33, 39, 123, 133,
162, 100, ote. Lee C. Curren, "Catullus 64 and the Nereie Ags,® YCS
21 (1969), p. 183, states:

Linguere and relinquere are used vith pertisular

lrmytamntnbouq.dhnﬁ.ny&u

they lese their celerlessmess end becems leaded verds.

In Vergil's Aeneid IV. 22, Dide ceunfesses that Aensas is the enly
sen vhe has "turned her avey frea® her sderation of her dead
husband, Sychaous:

solus hic inflexit sensus animusgue lebantes

impulic. adgnesco veteris vestigia flammse.

Cf. Apellenius Bhedius’ Argensutics I. 18  { 8

Ellis, p. 203, ofd lesc.

1 have chosen te read lins 11 ssccerding te the text of 0. 7. 8.
Themsen, Cotullus. A Cricical Bdicien (Chapel Nill: The Universicy
of North Carelins Press, 1978), i.e., prims insteed of preces.

Ellis, p. 203, of leec.

Pecoyth, p. 351, of lec. [Ellis, p. 203, wnetes the meaning
mmu°mxynuu~¢mc'mmm
wp o virgia oefl...."

This peint is alse briefly alluded te by Curram, P. 108.

hltuﬂ:b”un...mu-ncmuﬁo
Mwmm.m.mmumum.
um.mm'---m.am.-uasuu-.m.
bosouse of & prephesy verning againmet the sssTiage.
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16.
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19.

a1.

If Catullus were following Alexandrian tradition, he might have been
expected to preface the wedding stery of Peleus and Thetis vith an
invecation te Erate, the Nuse of leve and of love poetry. Apellenius
Rhedius, fer example, begine the narrative en Nedea and Jason (Boek

3) vich such an appeal feor inspiratien.

Arkins, p. 134, uses ecach of the queted werds sometimes singly,
semetimes in pairs, threugheut this page.

Merill, p. 134, netes that the cemmon form of the legend made Mt.
Pelion the plnn of the wedding, and Chiren the hest.

G. Glangrande, “"Catullus 64.33,° LON 1 (1976), p. 111, argues for
huplq :h reading kyﬁi (hingi of Clercs) he:un Catullus’

sura he creates of '-;d-n;ﬁn Nereafter this nrehh 1s cited
as Giangrande, "Catullus 64.33.°

J. C. Bramble, "Strusture and Ambiguity in Catullus LXIV,* FCPS 16
(1970), p. 39.

The Ouford Classical Dictiomary (Omferd: Clarenden Press, 1941),
P. 748, eutlines twe majer uses for the pulvimsr: °(1) & ecoush,
-ﬂhumudm&nmnqj-h-fjﬂiun
lectisternium;...(2) a platforn on vhich sush objects were placsed,
oither to be adered at a swplicatio, eor for other ritual
purpeses...." See alee Jereme Careepime, Daily Life In Ancient Reme
(Vew Haven: Yale University Press, 1940, reprinc 1979), p. 209, whe
:tm&nmdﬁimvmrhhurhnﬂﬁihmtﬂ
corteges in the simultanseus hener of past emperers and their living

represeatative.

Reman dissppreval of lumuris is best summed up by Narcus Cate ia the

Prefase of his treatise be Agri Culture 1.3-7:
z-::_ﬂ--pjns.mh_us. Videte, quan
sinini/ inetrumsnti s ue ager ne siet. Selce/
lden agrwm quod heuminem, p-hqnﬁmuﬂ. ol
sumptussus erit, relingui nea muicus.

See alee Cleere, In Cotilinem 11, v. 9-11; De Oratere 11, 171.

Beamble, p. 38, says:
ﬁﬂllﬂlﬂ-ﬂygvuulﬁnﬂuﬂmtd-
roturn to the Golden Age: he cheats the reader of the
euposted deseription Hature’s sutsmstie bonsficemse
tovards sen. Lsber and agriculture heve ccased, but the
isnseent earth dees net sbait to the Gelden Age formuls

by produsing cteps of hor oum velition.
0’Conmell, p. 749.



23.

2s.

27.
28.

Vagus is a faverite of Catullus. Of the thirteen appearances of the
adjective in the corpus, enly three (cc. 48, 61, €3) eseur cutside
of cc. 63 and 64. As Ellis was first te peint euc, p. 262, n. 4,
vagus denotes states of mental cenfusien, emetienal bovilderment,
and erratic ssvement of bedies, animate or inenimate. Thus the use
of vagus in reference te the Sun suggests the "sadness® of the ged,
his conditien of immer turmeil.

0’'Connell, p. 752, is the first te develop the links between the
coloring of the waves and Thessus’ sails.

Cf. Porsyth, The Poems, ad leoc.
Bramble, p. 29. Cf. alse Memer, Iliad 16, 144,

Kinsey, p. 923. In his discussien of the passage, hewever, he sees
semething that this reader of the pesm dees wet. Fer, Kinsey
asserts that, "Penics plants [the trees] areund the pelace...*
(italies nine).

Cf. Ovid, Netamorphoses, 2. 1-366.

This stery is as oléd as Asschylus’ Prometheus Bound. Omly
Premetheus knev that Thetis was the deity prephesied te bear te

a son vhe weuld everthrev his. Presstheus tsumts Zeus vith this
sesret, and is £inally relessed frem bondage vhen he tells it. See
alse Nygiemws, Astr. 2. 13.

Por the sarliest asseunt of the relations between nen and god in the
Golden Age, see Nesied's Werks and Days, 109-126. The meet telling
dramatization of the disruption csused te the divime rvesls by
Premothous is found in Nesied’'s Theagemy, 307-616.

Ct. Ilied 22, 339-360.

Lgﬁ--ﬂq.ﬁlnh-!tﬂjnhﬂnuj#.ﬂﬁ-—i

Trey. Curram, p. 106, calls attemtisn to Nemer, 1liad 36. 63 ond
m.i—-s 21 ££.. beth of vhich recerd Apelle as present at




3.
37.

6l.

43.

Povler, p. 99 ££f., traces what is alwest a genre of depicting the
aged se as te drav eut the pathos of the human body as it withers

avay.

AP 726:
Old Platthis eften repelled fream her evening and merning

sleep, keeping peverty avay, and mear the deor of gray
old age used te sing & tune to her spindle and familiar
distaff. Scill by the leen until the dawvn she revelved
in cempany vith the Graces that long task of Pallas, eor,
s lovesble figure, smeethed vwith her wrinkled hand on
her wrinkled knee the thread sufficieat fer the leea.
Aged eighty years cemely Platthis vhe weve se wll set
eyes on the lake of Acherea.

This is Ellis’ tremslatien, p. 334, od loc.

Ellis, 1bid.

Eduard Freenkel, "Vesper Adest (Catullus LXII) JRS 43 (1933), p. 7.
m.uﬁyot&omsuﬂdl_nﬁup see Gerden
Uillians, "Sems Aspects of Reasn Marriage Coremenies and Ideals, JRS

48 (l’”). . 16-29.

D. A. Kidd, “Nesperus and Catullus LXII,* Latomus 33 (1974), pp. 22-
23, discusses the of Nesperus:
Seen ia the afte of the sumset, it preseats wvhat
meet observers would eemsider an impressive and
bosutiful sight. It besame therefere & bywerd fer
bosuty and, Multmnlnﬁnlm.

e byverd for pre-emimsmt . In art (Nesperus)
appoars a8 & young aam, vith g hair, carrying a
tozeh, and riding a herse.

Arkins, p. 13

Ibid.

Ress, p. 8.

On this comespt, see P. NeOushia, “Catullus’ Sanctes PFeedus
Anjeitise,® CP 62 (1“7). Pp. 83-06, and R. N. Neacy, “Pletas and
Pides in Catullus,” Nermosthens 73 (1”0). p. 65-67.

Danisls, °*‘'The of the Fates’ in Cotullus 64: Bpichalaniwe or
u:pr.-au( ). p. 101. HNeveafter this article is cited oo

hl.ll. .“



47.

i.!

49.

CL. Horace, Odes 1. 1, 24-25%: hlhguo matribus/ detestata. The
seurce of Catullus’ hup;nﬂ.ﬁ for the matres and their putrids
pectora is, of ceurse, Hemer, Ilied 22, 77t¢.

Putnam, p. 233.

Kinsey, 926, says:
Th“l! :ﬂd te secure immertality fer her childrem
{sic]) and Pindar tells us that the death of Achilles was
the great misfertune of Peleus’ life.

Putnam, p. 234,

Daniels, p. 101. Cf. the Prelegue of Ruripides’ Necubs.

Quinn, The Poems, ad loc., chserves: ..Quare seems alasst
cstentatiously te ignere the herrer of ilnt: has just been
prophesied.



l pnl'l' Did he sing of war?

. te run subtly eut,

LT ‘s tongues, freely to pass
Up :ﬂ -hm and in and eut the land,

Nark his a eraftsmen and & “nﬁ;hﬂ

Oh, there ll pmﬂnt. legal enﬂﬂﬁ.
Te sing ens thing vhen yeur seng means another..

Esra Peund, "Near Perigerd”



*THE DIRE DIMENSION OF A FIMAL THING®

These houses, these difficult objects, dilspidate
ances of what appearances,
Words, lines, not meanings, net communicatiens

Vellace Stevens, "An Orédinary Bvening in Nev Haven®

But now & habit of the truth had fermed
To pretect him in a privesy, in vhich

The scholar, csptieus, told him vhat he eould

Of there, vhere the truth was net the respect of ome,
But alveys of meny things. Ne had net to be teld

Of the ineredidle subjects of peetry

Ne was willing they sheuld remain insredible

Because the insredible, slse, hed its truth...

Vallace Stevens, "Semeens Puts & Pinsapple Togother®!

Catullus’ narrater has sush ia ecemmen with Stevems’ captious

schelar. Aeﬁado!ﬂomutr“o‘p.muwrumdn

t-uucutch'cnch'u.uuolocbm-namﬂouof

ansvers. ua_“om”.u.bnuqu.uoduucu

opic (wu.cmntu-ol'mm.!-')f‘ But even a8 he

quostions these possibilitics, he already knovs that & "hebit of truth®

has formed sbout how to lesk upen what he sees. Rach suseseseive part
Mmummmmm.u“mm
mm'al.uu-m--dﬂcmt Thus, vhen
uwmwnmmwcmm»umau
singling of gods and oem, M.hhﬂ-n“uu-'u



inoredible subjects ef peetry.”
The fourth frame opens up & vast chasa between the domus of Peleus

these figurse and the divinities frequenting the wedding-feast quickly
fades, hovever. The temporal adverb ante (384,"in former times”) removes
the readsr te anether dimension of space and time. MNeo is "somevhere.®

the ribald banter of the wedding-feast? Purthermore, even theugh a sesend
temporal adverb, postquam (397, "afterwards®) slips in, it seom becemes
clear that "time® is essentislly mesningless. In this imsredible peetry,
time doss net pass. And yet the narrater pretends te ecatalegue sm array
of religieus events which sught te place the reader in “tims.” Such
narrater: what kind of figure is he as artisc?
Vichin cthe space of & single line-end (383, Parces/384, pres

the marrater cuts off the seund of the cempeting velces of the Parese ia
narvater’s dramstic resssertion of first-hand cemtrel (of. 116-117, quid
g D is nsither clumey in teshnique ner meralistie
belief in the stabilicy of nature and of men (heveis or rwral) mew stripe




perephrase Dickinsen, that Catullus’ peet-narrater has lest faith im the
entirety of the “estate” which he inherited aleng wicth 1ife -- his
arctistic traditiens tegether with the ancient truths and ricuals inferning
his very sense of hmenity. And the art wich which this narrater
transaits such “unbelief" to the resder transforms the fourth framing
edge into a pewerful look back on the poem as a whele. It serves as a
kind of epitephium to "Being’'s beggary.*®

The framing edge (384-408) can be broken inte what appear, at firse,
to be ploturse of twe centrasting times: the Geed Life (ante) and the Bad
Life (postquam). The cemmon link between the twe dimensions is that the
caslicolae deminate. MNortals exist only in ctheir relationship te these
higher powers. The essentisl differemse between the twe dinencions ean
The narrater asserts that vhen the caelicolee were present, there vas »
Soneration of horess (383-386, demee...herews), “Stronger and freer, o
litcle botter off."*

Bt hov do the gods “manifest themselves® (389, s000¢. . .cstendere)
as preseat? The matrater claims thet °“mertal sssesblies® (383,
vessives, however, is & haphasard cellestion of clichés eoa ansient
religious prastise. Purthermere, there is ne legical relationship botween
enample, hmmﬂﬁﬁﬂﬁnhﬁnhhﬁmﬁ
divum (307). e is serely & god who returms en & yoorly besis to vessh
“the falling of bulls®(368): where dess this sasred ovent tohe plase?



Vhere are the people to pay honor to his divine presence? The chain of
saepe (387), saspe (390), cum (392), and ssepe (394) sets up a pussling

“rejoice” (393, laeti) at Delphi. These figurse have mo individualicy
beyond the neme of their city. Like the mortal wedding-guests, they
remain forever faceless and nameless. Just as the mortals in these sacred
ritusls remain amerphous, so, tee, dees the "armed crowd® of men (396,
armstss...cstervas) driven into "the death-bringing contest of war® (394,
in letifero belll certamine). The ocminous nuances of the sacred in the
divine are new set by the gods they hemer.

The resder vhe lesks at the Geed Life with eyes that have seen the
rest of the peem, can net ignere the dire dimensien in the visien of the
slaughtered bulls ia lime 389. First, the eccasien is net acoempen l by
amy dotails of the feasting, cemviviality, and jey traditionslly
assecisted vith the gift of animal sesrifice. Jupiter and & hundred dead
procusbere (389) vecalls succumbens (369).° and the "bleedless bedy of o
young girl [Pelymems] gratuitewsly slain®® as animsl sserifice. The
asseciation botween hunen beings as oither vicstias or ageats of sasrifice
Srovs stremger vith the picturs of the pesple of Delphi “vying vwith eme
ansther medly” (392, certatis...ruentes) sheut coumtless altars. Theee
sesred places are said ® be “smeking,” or perhaps °vesking® (392,
fumantibus) vith the stonsh of heaped carveses. DBut sush & prefusien of

n



sscrifice. The decapitated body of Polyxens lying over the barrow of
Achilles stains the sacred in sacrifice.

Vhat is missing from all of the imagery of the Geod Life is any
proof of a real coetus, a resl communicstion between gods and men. The
reader never sees Liber, for example, infusing the pleasures of his
ecstasy into the spirits of mankind. The god is too busy “driving on"
(391, egit) his band of Thyads. Is his "bride" Ariadne to be imagined
smong their frensied troop? Even the gods Mars, Athena, and the Ramnusia
virgo (Memesis? Diana?) are *presences® (396, prsesens) among mankind
simply in their capacity as remote marshals of battle. Por thea, death
is a game; but for their mortal pawns it is final, vith everything te
lose. If even the conventional ides of deities as muminous allies er
patrens of herees can be undermined, how, in retrospect, can the reader
believe in the narrater’s sbrupt assertien that the homes of the herees
in this divine domus are “"virtusus® (384, domos...castsas)?

As the narrater meves inte am asceunt of the se-called Bed Life, he
predicates its “Deing” en a lustitis (398) vhich mertals hsve seashev
forsakien. But having seen the emptiness of the vague religiesity of the
Goed Life, the resder is even mere frustrated vith the empty sbetraction
*justicis.® The “justice® of the Geed Life has simply meamt bends of
sertals seem rushing sheut in mindless cemplismce vith divine erdinemces.
Mmmmlnly'p"uehyumm.um
repetition, sasved ritusls vhereia they derive me msaningful coetus vith
their deitics. As Themsen says in amether centext, theirs is “s domws
leaving & veid in the heare.*¥

Novertheless, the cstalogue of the aestivitics pursusd by the

7”7



Unblessed {s just as vagus, just as meaningless and mindless as the

attached to those who are said to engage in fratricide, in acts of
unnatural lust, and in forgetfulness of their duties to the dear dead
(400-403). The narrator’s vagueness about such shocking realities removes
the horror from the impious. The shallow family ties between gods and men
in the Good Life are mirrored in reverse by the shallow family ties
between men and women in the Bad Life. Strange music.

When the narrator inscribes at the bottom of his poea’s epitaphium
the noun phrase omnia fanda nefanda malo permixta furore (403), he mocks
the reader. These words say plainly that ne matter vhat the reader thinks
the painting might "say" (fands), these picturse are, at best, elliptical,
only glimpses of things vhich are "unspeakable® (nefands). The source of
the narrator’s inspiration is not, as the reader might have suppesed, the
pleasure of crafting a nevel art: a painting in words. PFor such a
painting implies a poet’s cenfidemce that he can transfers "cleds of
color!! inte clods of werds capsble of being scrutinised as s whele and,
as Nerace later says about the geed peinting, “in full light.*® In
Carmen 64, Catullus’ narrater has fashionsd a savage art, a thing
fragasnted. Its framing edges and central canvas speak of a veid in ics
creater’s hoart. Such craftsmenship springs net frem pleasure, but frem
something he commects with malo...furore (405). The adjective mslo
of an artist's “bemefieisl® memis or divine inspirstion inte the
RarTater’s persenal Nuse: & petentially self-injuricus anger and Tage.
This Muse hae leoft hin fmpetent, wnsble to say, or to wn-say, all the
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{ncredible truths of his poetry (omnia fanda nefanda). The effect of such
furor is to leave the reader in the same state of anger and rage as w
struggles with visions of "no light® (407-408, nec.../lumine clare),
separation and sbandorment, and failure locaing in the poen’s final words.
However often this reader looks back at Carmen 64, he will feel the pain
underlying all the narrator’s dark visions, and he will hear, as it were,
s voice saying:

That's it. The lover writes, the believer hears,

The poet mumbles and the painter sees,

Each one, his fated eccentricity,

As a part, but part, but tenacious particle,

Of the skeleton of the ether, the tetal

Of letters, prophecies, perceptions, clods

Of color, the gilant of nothingness, each one

And the gient ever changing, living in changs.

Vallace Stevens, "A Primitive Like an Orb"
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10.

11.
12.

The Collected Poeme of Wallace Stevens (Mew York: Alfred A Knepf,
1967). The title of this chapter s a line queted frem Theedere
Reethke‘’'s "The Tree, The Bird," in The Far PField (Nev Yerk:

Doubledsy & Company, Ines., 1964).

Forsyth, “Catullus 64: The Descent of Men," Antichchon 9 (1973),
pp. 41-31, hereafter cited as Persyth, "Dessent.” She says that:
The basic theme of peen 64 can be put inte twe words:

e vertice. The humen ereature, having been blessed vwith
e high state at birth, has fallen te & sush lewver level
of existence. Like the ship Arge, menkind has lost

sight of its lofty erigin (p. S51).

This line 1is frem Amy lewell’'s "The Sisters,” in The Cosplete
Poetical Works (Boston: Neughten Nifflinm, 1933).

Quinn, Interpretation, p. 263.

1 am using a term vhich Esra Pound highlights in his tremslatiem,
“Ask not Ungainly,” of NHorace’'s ede te Leucence (Odes 1.11). The
last tve lines are as follews:

Ue talk. Time rums im eavy of us,
Nelding our day mere firs im unbelief.
This 1is 2 line frem Vallace Stevems’ “"The Geed lMan has ne Shape.®

It is difficult te give & precise referemse te the nmoum divus in
line 393. 1Is it Beschus or Apelle? Nerrill, of lec., says that
Delphi was commested vith the wership of beth geds.

Foersyth, "Desesnt,” p.44.
0’'Comnell, p. 7954.

D. :‘ S. Themeen, "Aspects of Unity im Catullus 64,° CJ 37 (1961),
p. 36.

V. Sctevems, "A Prisitive liks am Ord.°

Noxaees, Do Arte Poetica, 363: hsoc amat ebocuren velet heeec sud
luee videri.
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