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INTRODUCTION

Catullus has commonly proved to be a potent resource against bore-
dom for those students who otherwise may think of Roman authors as
old fuddy-duddies. The youthful hero who tells his elders exactly what
he thinks of them and then begs his girlfriend to give him hundreds and
thousands of kisses right now before it’s too late grips the interest of
most young people who are in their early years of studying Latin. Catul-
lus has been Western civilization’s poster child for youthful alienation,
and thus his life elicits ready sympathy on the part of the casual reader.
What students should know, therefore, about the poet's life and poetry
may not always seem entirely useful when first coming to grips with this
author, but it may serve to help them, on further reflection, to understand
the many portions of the Catullan corpus that do not immediately bubble
up on the page with gushing romantic sentiment.

It might strike the modern student of Catullus as odd that the Latin
love poets, who in subsequent generations looked back to him as a model
for their own work, described him as doctus Catullus. His designation
as “learned” derives primarily from the fact that he belonged to the first
generation of Latin poets to be significantly instructed in and shaped by
the aesthetic sensibilities and literary practices of Greek poets of the third
century B.C., several hundred years before his own day and age (Catullus’
dates are usually given as 84-54 B.C.). Alexander the Great had founded
Alexandria in 331 B.C. as the administrative center of Greek rule in Egypt,
and his successors, the Ptolemies, built and cultivated a great library
there, which became the most important center of Greek literature and
learning during the Hellenistic era (323-31 B.C.). The most notable of the
third century Alexandrian or Hellenistic Greek poets was Callimachus,
who espoused a critical awareness of literary form, scrupulous attention
to refinement in composition, and elegant erudition. He made fun of
long, continuous narrative poems that were still being written in imitation
of Homer, comparing them to the muddy Euphrates River. He himself
experimented with short poems, such as epigrams, hymns, and personal
invective, books of discontinuous, episodic narratives, and a miniature
epic or “epyllion”; in his treatment of myth he gave some attention, as did
other Alexandrians poets, to exploring the feelings of lovers. He attached
more importance to themes of personal and scholarly interest than to the
communal and moralistic values common to the traditional epic and
dramatic poetry of archaic and classical Greece. Many of the features of
Callimachus’ innovative poetic program were deliberately taken up in the
poetry of Catullus and presumably in the poetry, no longer extant, of
other Latin poets of that period who are associated loosely with Catullus.
These are the very ones whom Catullus’ older contemporary Cicero called
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poétae novi and neoteroi (a Greek word meaning “newer” or “rather
new”), terms that expressed his disdain for what he regarded as their
“modern” tendencies. As we have seen, these tendencies had been around
for several hundred years in the Greek world, but they seemed revolu-
tionary to many in the Roman world who still preferred the traditional
epic and dramatic poetry of the early Latin writers Naevius (late third
century B.C.) and Ennius (239-169 B.C.), with their patriotic and national-
istic themes.

Some of the Latin poets who shaped the neoteric revolution in Italy,
such as C. Helvius Cinna and Licinius Calvus, were close friends of
Catullus and are warmly acknowledged in his poetry; many of them came
from Cisalpine Gaul, as did Catullus himself, who was a native of Verona.
Prominent among them was Valerius Cato, who settled at Rome as a
grammarian and teacher of poetry in the Alexandrian tradition. We also
hear of a Greek poet, Parthenius of Nicaea, who was brought to. Rome
from Bithynia by Cinna and whose presence in Rome stimulated interest
in Alexandrian literature and especially in the poetry of Callimachus.
There can be little doubt that such friendships and associations with po-
ets who were engaged in experimenting with new styles of thinking,
writing, and living during the mid seventies and the sixties B.C. had a
profound influence on the youthful Catullus’ own destiny as a poet.

According to Jerome (c. A.D. 347-420), who relied on Suetonius (c.
A.D. 70-130), our poet lived only thirty years. Thus, if we assume that the
last datable allusions in his poetry fall in the final year of his life, we may
speculate that he lived from approximately 84 to 54 B.C. (Jerome himself
gives the dates as 87-57 B.C., which cannot be right.) At some time in his
life Catullus took up residence in Rome, where he came into contact with
many of the men prominent in politics and literature who are known to us
through historical sources. He is antagonistic toward a great many of the
influential politicians of the time, such as Caesar, Pompey, Memmius,
Clodius, Calpurnius Piso, and Vatinius, as well as lesser satellites such as
Gellius and Mamurra, Caesar’s chief engineer in his Gallic campaigns. In
addition, poets like Volusius and Suffenus, who were apparently working
in the tradition of Latin epic going back to the Annals of Ennius over a
century before, come in for harsh criticism. The great city of Rome cer-
tainly opened unparalleled opportunities for enjoying the urbane intellec-
tual, social, and poetic life that engaged Catullus so deeply, yet on the
other hand he was outraged by much of what passed for culture, litera-
ture, and politics in the capital. He was always an outsider to some ex-
tent, and this allowed him to view the Roman élite from the perspective
of his own discomfort, perhaps something like that of a Midwesterner
living in New York City, unclouded by the prevailing political ideologies
and social practices of the day—mostly corrupt from his perspective.
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The most notable topic that extends its influence throughout Catul-
lus’ brief poetic career is a love affair with a woman he calls Lesbia, a
name that alludes to Sappho, the famous Greek love poetess of the island
of Lesbos (seventh to sixth centuries B.C.). The Lesbia of Catullus’ po-
etry is thus at least in part a literary creation who is meant to recall the
emotion and the artistry of Sappho. Two of Catullus’ most important
poems, which describe critical moments in his turbulent affair with the
woman he calls Lesbia, are written in a meter reminiscent of Sappho, and
both contain allusions to her poetry as the poet describes his own feelings.
In part, then, a literary creation, Catullus’ affair with Lesbia is usually re-
garded also as reflecting an affair that he had in real life with a beautiful,
captivating, and talented woman named Clodia, who was most likely the
wife of Q. Caecilius Metellus Celer, governor of Cisalpine Gaul in 62-61
B.C. and consul in 60 (died 59 B.C.). Nothing that Catullus’ poetry says
about his relationship with Lesbia/Clodia can be corroborated by other
sources, and much that he relates seems more appropriate to a literary
fiction than a literary autobiography. His poems offer the first example
we have from ancient literature of the poetic record of an affair
(imaginary, real, or a combination of the two) extending over time with a
beginning, middle, and end. Catullus is also the first poet of whom we
have any record who wrote in a subjective manner about his own (or what
purports to be his own) love affair as it developed over the course of
time. /
In the first eleven poems there is an interesting array of pieces that
treat Catullus’ love affair with a puella, who is sometimes explicitly
named as Lesbia. These poems appear to offer the outlines of an affair:
first the poet’s attraction to the puella (poems 2 and 3), then his courting
of her love (poems 5 and 7), then a realization that she is no longer inter-
ested (poem 8), and finally the dissolution of the affair in bitter acrimony
as the poet finds himself betrayed by a mistress whom he has discovered
to be wildly promiscuous (poem 11).

The theme of betrayal recurs throughout Catullus’ poems—some-
times betrayal by his puella and sometimes betrayal by his male friends
and associates: hence the title of this book. As you read the poems relat-
ing to the “affair” with “Lesbia,” you will want to think about the extent
to which these poems may have been prompted by actual events in the
poet’s affair with a real woman and the extent to which they are fictional,
literary creations. Whether you regard them as more biographical or more
fictional, you will likely find yourself wanting to locate and rearrange all
of the “Lesbia” poems into a cycle that makes emotional and psychologi-
cal sense of the ups and downs of the love affair. Two things that you
will certainly find are that the poems often allude to Greek models
(Sappho, Callimachus, and other Hellenistic poets) and that they are
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works of supreme poetic artistry that repay very careful attention to their
poetic craftsmanship, something on which the neoteric poets all prided
themselves. While possibly inspired by actual moments in a real-life af-
fair with Clodia the wife of Metellus (known as Clddia Metelli), Catul-
lus’ poems are also creations that he prayed would “endure through the
years for more than one century” (1.10) because of what they have to say
to readers of all generations, our own no less than any other.

One other significant event in the biography of the poet is clearly
marked for the reader as a major contributor to his embitterment: his
year-long tenure of service on the provincial staff of Gaius Memmius in
Bithynia, which can be dated with all probability to 57-56 B.C. Memmius
was considered an expert in literary matters and was a patron of the Ro-
man poet Lucretius. This powerful man’s involvement in the literary
scene at Rome may have been a factor in Catullus’ acquaintance with him
and his being appointed to his personal staff. Things did not work out,
however, as Catullus planned, and he levels some nasty vituperation at
Memmius in poems 10 and 28.

In Rome Catullus depended upon the sympathy of a few close
friends such as Veranius and Fabullus and of fellow neoterics such as
Licinius Calvus and Cinna. Among these close friends Catullus culti-
vated a life style based on 6tium, leisure, and devoted to friendship, love,
and poetry. The key term describing the ideal relationships among the
people in this circle of friends is urbanitas (its opposite is riisticitis),
and readers of Catullus soon discover a range of other words that the
poet repeatedly uses when writing about the sophisticated urbane values
and interactions among the members of his social and literary coterie.

By Catullus’ own testimony there were few in the élite circles with
whom he was on good terms. This was the age of the so-called First Tri-
umvirate, an agreement made in 60 B.C. between Julius Caesar, Pompey
the Great, and Marcus Crassus with the design of controlling political af-
fairs at Rome and reserving the choicest political offices for themselves
and their followers. The pact was symptomatic of the destructive ambi-
tions and illegal maneuvering that undermined political life during the
fifties and led ultimately to its cataclysmic collapse in civil war at the end
of the decade. Many of Catullus’ poems raise what is almost a “voice in
the wilderness,” protesting against the unrestricted greed and social
crassness that were so prevalent at the time. In particular, Catullus sin-
gles out Caesar and Pompey and their underlings for scathing criticism.

Another disheartening event in Catullus’ life was the death of his
brother, whose grave in the vicinity of Troy Catullus visited and com-
memorated with the justly famous and moving poem 101. There seems
to have been deep affection between the brothers, and Catullus’ tragic
sense of loss over at his brother’s death appears also in poems 65 and 68.
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Catullus seems to have admired the traditional value set upon the
Roman family, as the hymn to Diana (34) and the two wedding poems (61
and 62) indicate. Suetonius reports (Life of Julius Caesar 73) that Catullus’
father enjoyed Caesar’s friendship and that the son on one occasion apol-
ogized to Caesar for the libelous verses he had written against him. While
it is difficult to imagine Catullus abandoning his deep-seated hatred to-
ward the budding dictator and his minions, there is no difficulty in sup-
posing that the poet undertook such a reconciliation in deference to his fa-
ther’s ties of hospitality, which may have been important for the family’s
influence and business contacts. :

The problems of understanding Catullus’ poetry extend beyond the
mysteries of his personal life. The text itself of the poems has spawned
many questions and insoluble conundrums. Our modern editions of the
text descend from three manuscripts copied in the fourteenth century, all
of which are derived from a single version, now lost, that managed to
make it through the Middle Ages. That single copy had many errors, for
which much scholarly work has produced some plausible corrections, and
some fragmentary parts that have never been adequately explained or in-
tegrated with their surrounding poems. You will encounter some of
these textual problems in the poems contained in this book, and there will
be some discussion of them in the notes. This should help you to under-
stand how fragile is much of our literary heritage from the classical world
and how difficult it is to restore our damaged texts to readings in which
we can have confidence.

There is another thorny problem presented by the text that has
prompted much scholarly debate. Did Catullus arrange part or all of the
poems in his corpus in the order in which we now have them, or is the
collection a miscellany gathered together by a posthumous editor? The
first poem in the corpus as we have it is a piece dedicating a novus libel-
lus, a new little papyrus roll, to a certain Cornelius. The problem is that the
word libellus seems to imply a single, short papyrus roll, but the 2,289
lines of poetry in the present corpus exceed what would have comfort-
ably fit on the literary papyrus rolls of which we have knowledge. Many
scholars, therefore, assume a threefold division of Catullus’ poetry, which
would have originally been transmitted on three separate rolls: poems 1-
60 (848 lines), poems 61-64 (795 lines), and poems 65-116 (646 lines). These
divisions are not arbitrary but coincide with major breaks in the grouping
of poems by genre or meter. The first 60 poems are short, personal com-
positions, often addressed to a specific recipient, written in a variety of
meters (and thus called “polymetric”), the most common of which is the
hendecasyllabic meter. The second group of four long poems may all be
said to treat marriage in one form or another, including the two epithala-
mia, which recall one of the favorite genres of poetry that Sappho worked
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in. This group also includes a highly polished short epic or epyllion on
the wedding of Peleus and Thetis. The poems of the final group are all
written in the elegiac meter, a common meter for writing love poetry.
Most of these poems are short epigrams, a literary type recalling one of
the favorite genres of Hellenistic poets such as Callimachus, who loved
the brief compass and compressed expression of this poetic form. Other
scholars have produced other divisions of the poems, and some hold that
the novus libellus dedicated to Cornelius may have included only po-
ems 2-11 or 2-14. However this may be, Catullus’ poetry from one end of
the corpus to the other features recurrent themes, such as love, friend-
ship, betrayal, social commentary, and discussions of literary practice,
and the range of different genres in which he writes is truly impressive.
He appears to have given examples in Latin of the most important kinds
of short poetry that were written by the Greeks before him, including both
the Hellenistic poets and earlier lyric poets such as Sappho. .
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TIME LINE

A plausible date for the birth of Catullus (see Introduction).

Sulla dictator after returning from campaign in Asia against
Mithradates and civil war against Marians in Italy.

Death of Sulla.

Beginning of Cicero’s career as quaestor in Sicily.

First consulship of Pompey and Crassus.

Birth of Vergil. S ,

Cicero as praetor delivers speech De imperio Pompet.

Birth of Horace. '

Consulship of Cicero and suppression of the Catilinarian conspiracy.

After campaigning in the East, Pompey settles affairs there and
returns to Rome, disbanding his army.

62-60 Approximate period of Catullus’ move to Rome. -
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Governorship of Metellus Celer in Cisalpine Gaul.

Caesar returns from a provincial command in Spain and forms the so-
called First Triumvirate, an illegal agreement for sharing power
with Pompey and Crassus.

Caesar’s consulship, during which he receives Cisalpine Gaul and
Illyricum under the lex Vatinia.

P. Clodius is tribune and brings about the exile of Cicero.

Rioting in Rome between Clodius and Milo.

Cicero returns from exile.

Catullus spends the year on the staff of C. Memmius in Bithynia.

Cicero delivers the Pro Caelio.

Renewal of the so-called First Triumvirate at Luca.

Catullus returns to Italy.

Second consulship of Pompey and Crassus.

Caesar bridges the Rhine and later invades Britain.

Pompey governs Spain while remaining near Rome.

Caesar makes a second invasion of Britain.

Crassus prepares in Syria for a campaign against the Parthians.

Last datable allusions in the poetry of Catullus (to the campaigns in
Britain and Parthia), probably indicating that he died about this
time or in the next couple of years.

Crassus defeated and killed in the military disaster at Carrhae.

Caesar finally subdues powerful rebellion in Gaul.

Caesar crosses the Rubicon into Italy, beginning civil war with
Pompey and the Senate.

Caesar defeats Pompey at Pharsalus.

Caesar becomes dictator for life and is assassinated on the Ides of
March.
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USING THIS BOOK

The running vocabularies facing the Latin passages contain most of
the words that are not in ECCE ROMANI, Books I and HI, published by
Prentice Hall. Words the meaning of which can be easily deduced are not
given in the running vocabularies. A word that is in ECCE ROMANI,
Books I and I, is included in the facing vocabulary if it is being used in a
sense different from the sense in which it is used in that series. Words
not given on the facing pages will be found in the vocabulary at the end of
the book, thus allowing this book to be used after completion of any
standard Latin program. When words that appear in the facing
vocabularies reappear in later poems, they are glossed again on the facing
page. This facilitates reading of the poems in any order; the vocabulary
aids will always be there no matter in what order the poems are read.
Note that a word that is glossed on the facing page and then reappears
later in the same poem is not normally glossed at this later reappearance
and may not appear in the end vocabulary. Look for the word in the
earlier glosses for the poem.

The format of vocabulary entries is similar to that in the ECCE
ROMANI series, with two major modifications. First, information about
the Latin words themselves—in particular, information about the indi-
vidual parts of compound verbs, adjectives, and nouns—is given in
brackets. Second, cross references to uses of the same or similar words in
other poems are given in parentheses after the Latin word in question.
Tracking down these cross references helps the reader build up an aware-
ness of some of the distinctive features of Catullus’ diction and expres-
sion.

Several definitions are usually given for the Latin words, with the
most basic meaning of the word coming first and an appropriate meaning
for the context coming last. Definitions and translations are given in ital-
ics. Words or phrases that help round out a definition but are not part of
the definition itself are enclosed in parentheses. Words or phrases that fill
out a suggested translation to make it more complete or to make it better
English are placed in square brackets.

When reading a poem of Catullus from this book for the first time,
one should not look at the facing vocabulary and notes at all but should
read through the Latin of the poem, making as much sense of it as possi-
ble. When reading it a second or third time, one usually goes from the
right-hand page to the vocabulary on the left-hand page, noting the itali-
cized meanings, especially the last one given, for any unfamiliar words,
and back again to the right-hand page. Only after one has grasped the
sense of the poem should one look more closely at the vocabulary entries,
the grammatical notes, and the other information on the left-hand page.
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The Latin texts of the poems of Catullus as printed in this book are
for the most part those that appear in the Oxford Classical Text edition of
the poems of Catullus, edited by R. A. B. Mynors and published in 1958.
Much scholarly attention has been directed to the text of the poems of
Catullus since Mynors’ edition; the most recent comprehensive edition of
the poems produced in the English-speaking world is that of D. S. F.
Thomson, Catullus: Edited with a Textual and Interpretative Commentary,
University of Toronto Press, 1997. At a number of points Thomson and
other modern editors have supplied readings that seem to be preferable to
those of Mynors. In the present book we have often made note of these in
special sections labeled Text appearing beneath the notes on the left-hand
pages. Rarely we have incorporated readings different from those of
Mynors in the poems as printed on the right-hand pages, and we have
then given the Oxford Classical Text version in a section labeled Text on
the left-hand page. :

The Latin texts of the poems on the right-hand pages of this book are
followed by study questions. Usually these are of two sorts, labeled Ini-
tial Explorations and Discussion. Beginning with poem 62, we provide
only one set of questions, labeled Explorations. Detailed comparison
with other poems is frequently invited in sections labeled Comparison.

The poems as presented in this book are often divided into segments
printed on successive pages so that the facing vocabularies and notes and
the questions will always be on the same page-spread as the related seg-
ments of the poems. It is very important, however, to see the poem in its
entirety and to be able to mark it in various ways as one studies its struc-
ture, its poetic devices, and so forth. We accordingly provide for the
teacher large-print versions of the poems with each poem intact (except
for Catullus 62, which is too long to fit on one page). Teachers may use
these as masters for making overhead transparencies, and they may pho-
tocopy them and distribute them to students for their use.

In preparing the vocabularies and notes on the left-hand pages and the
questions accompanying the poems, the following reference books were
heavily used, and the authors wish to acknowledge their profound debt
to them:

Grammar:
Greenough, J. B., and G. L. Kittredge, A. A Howard, and Benjamin L.
D’'Ooge, eds. Allen and Greenough’s New Latin Grammar for Schools
and Colleges. Boston MA: Ginn and Company, 1931.
Dictionaries:
Glare, P. G. W., ed. Oxford Latin Dictionary. Oxford ENG: Clarendon
Press, 1982
Hornblower, Simon, and Antony Spawforth, eds. Oxford Classical Dic-
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bers,” a climactic series of three (or more) examples, illustrations,
phrases, or clauses, each (or at least the last) more fully developed or

more intense than the preceding, e.g., quicum liidere, quem in sind
tenére, / cui primum digitum dare appetenti / et dcris solet in-
citdre morsiig (2.2-4).

Word-Picture: a type of imagery in which the words of a phrase are ar-
ranged in an order that suggests the visual image being described,
e.g., maniisque colld / ambas iniciéns (35.9-10), where the words
manis . . . ambas surround the word colld just as the girl embraces
the man’s neck.

Zeugma: Gr., “yoking,” use of a single word with a pair of others (e.g., a
verb with two adverbial modifiers), when it logically applies to only
one of them or applies to them both, but in two quite different ways,
e.g., mé reciirdvi 6tidque et urtica (44.15; see note on passage).

-~

THE METERS OF CATULLUS’ VERSE
Hendecasyllabic or Phalaecean (first found in Catullus 1):

Traditionally this meter is divided into feet as follows:
R I

It is now regarded as preferable not to divide the line into feet as above
but to give the scheme as follows:

L A RV 1

This allows the third, fourth, fifth, and sixth syllables to be regarded as a
choriamb ( - - - -), which was one of the basic metrical patterns in lyric
meters.

Pure Iambic Trimeter (found in Catullus 4 and used by Catullus else-
where only in poem 29, which is not in this book):

- - - ' v”—v— | (VAR IRVE

The meter consists of three pairs of iambic feet, divided here by the two
single vertical lines. The double vertical lines mark the caesura. The pat-
tern is invariable, except that the final syllable may be either long or short.
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Choliambic (first found in Catullus 8): i

The choliambic meter is based on the iambic trimeter (three pairs of
iambic feet):

L I 3“““' l - - -

In the choliambic (Gr., “limping iambic”) meter, the next to the last sylla-
ble is long instead of short, thus producing the limping effect. Note
where substitutions are possible.

Sapphic Strophe (used by Catullus only in poems 11 and 51):
Traditionally this meter is divided into feet as follows:

Three lines (Lesser Sapphic) -~ | == | -« v | -« | -«
One line (Adonic) v | -2

It is now regarded as preferable not to divide the line into feet as above
but to give the scheme as follows:

Three lines (Lesser Sapphic) - v - = - e o-n- 2
One line (Adonic) - u-x

This allows one to recognize choriambs (- - - - ) as basic constituents of
this lyric meter.

Catullus 34

Three lines (Glyconic) 22 - v v~ vx
One line (Pherecratean) 22wy

Dactylic Hexameter (Catullus 62):
-gw_l-:v_l-":v_l—y.:l—:v_l-:
-.ﬁl—al-u“vl-al—ﬁl—:
-g‘-”&.l—z‘—“z‘—ul—z

SO T U T T ooy




16 CATULLUS: LOVE AND BETRAYAL

Spondees may be substituted for dactyls in the first five feet, but the
substitution of a spondee in the fifth foot is rare. Double vertical lines

indicate where caesuras may occur.

Elegiac Couplet (first found in Catullus 70):

Hexameter: —&I—u[-a | - l AT
Pentameter: A R N IV STV RV

For caesuras in the hexameter, see above under Dactylic Hexameter. In
the pentameter, the second half of the third foot and the second half of
the sixth foot of a hexameter have been truncated, thus giving two sets of
two and a half feet (= five feet or a pentameter). A diaeresis (here fre-
quently coinciding with a pause in the sense) normally occurs after the
third foot of the pentameter (marked here with a forward slash).

METRICAL TERMS

The following metrical terms will be fond to be useful. Those included in
the Teacher’s Guide to Advanced Placement Courses in Latin are marked with
asterisks.

*Caesura: a pause between words occurring within a metrical foot; the ef-
fect is to emphasize the word immediately preceding or, less often,
following; cf. diaeresis.

Consonantal i and u: the vowels i and u become consonants before
vowels.

Coriamb: a metrical foot with the pattern - - - - .

*Dactyl: a metrical foot with the pattern- -« .

*Diaeresis: a pause between words coinciding with the end of a metrical
foot, less common than caesura and sometimes employed to empha-
size the word immediately preceding or, less often, following.

*Diastole: lengthening of an ordinarily short vowel (and hence the syllable
containing it), usually when it occurs under the ictus and before a
caesura; sometimes reflecting an archaic pronunciation; for an exam-
ple, see poem 62.4.

*Elision: Lat., “bruising,” the partial suppression of a vowel or diph-
thong at the end of a word when the following word begins with a
vowel or with h. A final m does not block elision, and thus the letters
um of cum are elided in poem 1.5: iam tum, cum_ausus es wnus
Italorum.

*Hexameter: a line of poetry consisting of six metrical feet.
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*Hiatus: Lat., “gaping,” omission of elision; this is generally avoided, but
when it does occur it emphasizes the word that is not elided or coin-
cides with a pause in the sense, e.g., O factum male! O miselle
passer! (3.16; male! and O do not elide).

*Hypermetric Line: a line containing an extra syllable, which elides with
the word at the beginning of the next line, e.g., prati / ultimi 11.22-
23). Elision of this sort is called synapheia (see below).

Iambic Shortening: words with a metrical pattern of a short syllable
followed by a long syllable, e.g., scid, could be pronounced as two
short syllables in ordinary speech. In Catullus 2.6 this carries over into
nescio. A number of examples will be found in Catullus, e.g., volo
for vold (6.16).

*Ilambus (Iamb): a metrical foot with the pattern - - .

*Ictus: Lat., “stroke,” the verse accent or beat, falling on the first long syl-
lable in each foot.

*Pentameter: the second line of an elegiac couplet.

Spondaic line: a dactylic hexameter with a spondee in the fifth foot,
e.g., iina saliis haec est, hdc est tibi pervincendum (76.15).

*Spondee: a metrical foot with the pattern - - .

Synaeresis: Gr., “taking together,” occasional pronunciation of the vowel
i as a consonant y before a vowel, e.g., cdnibium (62.57), normally
four syllables, pronounced as coniibyum, three syllables. So, perhaps
also omnium (11.19).

Synapheia or Synaphaea: Gr., “binding,” elision at the end of one line
with a word at the beginning of the next, e.g., prati / ultimi (11.22-23);
prati elides with ultimi.

*Syncope or syncopation: Gr., “striking together, cutting short,” omis-
sion of a letter or a syllable from the middle of a word, e.g., saecld
(1.10) = saeculd; norat (3.6) = noverat.

*Synizesis: Gr., “settling together, collapsing,” the pronunciation of two
vowels as one syllable without forming a diphthong, e.g., deinde.
*Systole: shortening of a vowel that was ordinarily long, e.g., illius (3.8)

for illius.

*Trochee: a metrical foot with the pattern - - .

LEXICAL AND GRAMMATICAL TERMS

Archaism: deliberate use of old-fashioned words or forms no longer in
common currency.

Asterisks: e.g., *stand (8.11), indication of a hypothetical form not actu-
ally found in surviving written documents.

Diminutives: the suffixes -ulus, -olus (after a vowel), -culus, -ellus,
and -illus form diminutive adjectives and nouns, often expressing
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endearment and affection, sometimes pity, e.g., Cui doné lepidum
novum libellum (1.1), [my] dear little papyrus roll.

Inceptive Verbs: verbs with an -sc- infix such as cogndscd are called in-
ceptive verbs and often denote the beginning (cf. Lat. incipid, to be-
gin) of an action. Thus, cogndscd means to get to know, learn, become
acquainted with. The inceptive infix -sc- appears only in the present
stem of inceptive verbs, and forms of these verbs derived from the
perfect stem are not translated as inceptive. The perfect tense of
cogndscd, for example, cogndvi, means to have come to understand, to
know and may often best be translated in context as a present tense, [
know. The pluperfect of inceptive verbs may often best be translated
as an imperfect.

Impersonal Verbs: impersonal verbs such as libet (lubet) + dat,, (it) is
pleasing (to), do not appear in the first or second persons and do not
have personal subjects. In dictionaries the subject is given as the im-
personal it, and this word may be used in your translation. There will
often, however, be an infinitive, a phrase, or a clause introduced by ut
and with its verb in the subjunctive that serves as the actual grammat-
ical subject of the impersonal verb. Thus, in Catullus 2.6, the words
lubet iocari may be translated it pleases [her] to play, with the infinitive
filling out the meaning of the impersonal verb, or we may translate to
play pleases [her], with the infinitive serving as the subject of the imper-
sonal verb. You may translate either way, but in the notes in this book
the actual grammatical subjects of impersonal verbs will usually be
pointed out and used as subjects in translations.
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1

lepidus, -a, -um [colloquial word, common in Plautus and Terence}, charm-
ing, delightful, nice; witty, amusing. '

libellus, -1, m. [dim. of liber, libri, m., papyrus roll (the ancient form of what
we think of as a book)], little papyrus roll.

aridus, -a, -um, dry.

modo, adv., only; recently, just now.

pimex, piimicis, f. here, though usually m., pumice-stone (used like sandpa-
per to smooth the ends of a papyrus roll).

expolid [ex-, thoroughly + polid, -ire, -1vi, -Ttus, to polish], -ire, -ivi, -Ttus, to
smooth, polish.

Comelius, -i, m., Cornelius (Comnelius Nepos, ¢. 110-24 B.C., historian, biog-
rapher, and minor poet; Nepos, like Catullus, was a Transpadane; he was
considerably older than Catullus, and he had important connections in
Rome, being a friend of Atticus and Cicero). -

namgque, conj., for.

esse aliquid: colloquial, [they] were [worth] something, were of some value.

niigae, -arum, f. pl., nonsense; trifles, frivolities.

iam tum, cum: already at that time, when.

ausus es: from the semi-deponent verb audére.

tinus {taldrum: the [only] one of the Italians, alone of Italians.

aevum, -i, n., age, generation; time.
omne aevum: all recorded history. The work of Comelius Nepos referred to

here was entitled Chronica (= Annals) and was a universal history of the
Greco-Roman world in three papyrus rolls.

explico [ex-, out + plicd, -are, -dvi, -atus, to fold; to roll], -are, -avi, -atus, to un-
fold, unroll; to make known, explain, give an account of.

carta, -ae, f., sheet of papyrus; by extension, papyrus roll (i.e., sheets of papyrus
glued together), volume (of written work).

doctus, -a, -um, learned, full of learning.

luppiter: by Jupiter! = [ swear it!

labéridsus, -a, -um, involving much work; laborious, painstaking.

habé tibi: a legal phrase used when transferring property from one person
to another, take for yourself! Used colloquially, it implies indifference, as if
one were to say, it's yours, you may have it.

quisquis, quisquis, quidquid, indefinite pronoun/adjective, whoever, what-
ever.

quidquid hoc libelli: supply est, a depreciatory phrase, whatever this [is]
of a little papyrus roll.



CATULLUS 1

Dedication

Catullus dedicates his new papyrus roll of verse to Cornelius Nepos.
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Cui doné lepidum novum libellum
arida modo plimice expolitum?
Corneli, tibi: namque tii solébas

meas esse aliquid putare niigas

iam tum, cum ausus es inus [talorum
omne aevum tribus explicare cartis
doctis, Iuppiter, et labridsis.

Quaré habe tibi quidquid hoc libelli

continued

Initial Explorations

10.

11

What qualities does Catullus ascribe to his libellus? (1-2)

Examine each word that Catullus uses to describe his libellus in the first two
lines. How could each word simultaneously describe both the physical ap-
pearance of the libellus and also the quality of the poetry within it?

Why does Catullus use the diminutive form libellum? (1)

Identify examples of alliteration, assonance, and homoioteleuton in the first
two lines. What effects are produced by these features of the verse?

How is modo in line 2 related to novum in line 1? How is expolitum in line
2 related to lepidum in line 1? How do these words form a chiasmus?
Identify the rhetorical figure involved in the words solébis / meis . . .
nigas (34). Whatis its effect?

Why has Catullus chosen Cornelius as the recipient of his libellus? (3—4)
How by word choice and word order has Catullus drawn an effective contrast
between Cornelius’ estimation of the poet’s work and Catullus’ own estima-
tion of it? (3-4) .

In line 5 Catullus commends Cornelius for being a bold writer. What did
Cormelius dare to produce? (5-6)

What are the characteristics of Cornelius as a writer and of his literary pro-
duction? (5-7) What stylistic devices does Catullus employ in describing
Commelius’ literary achievement? What are some of the implications of Ca-
tullus’ use of the two adjectives doctis and labéridsis (7y?

Compare line 6 with line 1, and line 7 with line 2. How do Catullus’ and
Comelius’ respective works of poetry and history differ? Does Catullus ex-
press unqualified admiration of Comelius’ work?

]
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9  quiliscumque, quiliscumque, qualecumque, indefinite adjective, of what-
ever sort.
qualecumque: idiomatically, such as it is or for what it's worth.
quod: connecting relative and subject of the jussive subjunctive maneat (10),
andmay it. . ..
<0>: not found in the manuscripts, but supplied by modern editors.
patréna, -ae, ., patroness.
10  perennis, -is, -e [per-, through + annus, -1, m., year], lasting through the years;
enduring.
perenne: predicate adjective, modifying quod (9).
saeclum, -i, n. [syncope for saeculumy, age; lifetime; generation; century.

Text

8 quilecumque; quod: Thomson puts a comma at the end of line 8 and deletes

the semicolon here, giving:

8 Quaré habé tibi quidquid hoc libells, -

9 qualecumque quod, <> patréna virgg,

10  plis ind maneat perenne saeclo.

qualecumque quod: quod is now a delayed relative pronoun, and the
phrase = quod qualecumque. ..., which, suchas it is. . . . Such delaying of
relative pronouns is an example of hyperbaton and is found elsewhere in
Catullus.

Comparison

Compare the following English rendering of Catullus 1 by Andrew Lang (1888).
To what extent has Lang succeeded in his rendering of Catullus’ poem? In what
ways has he failed? What changes has he deliberately made? Which is the better
poem? Why?

My little book, that's neat and new,

Fresh polished with dry pumice stone,

To whom, Cornelius, but to you,

Shall this be sent, for you alone—

(Who used to praise my lines, my own)—
Have dared, in weighty volumes three,
(What labors, Jove, what learning thine!)
To tell the Tale of Italy,

And all the legend of our line.

So take, whate’er its worth may be,

My Book,—but, Lady and Queen of Song,
This one kind gift I crave of thee,

That it may live for ages long!
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9 qualecumque; quod, <5> patrona virgo,
10 plas ind maneat perenne saecls.

Initial Explorations

12. What attitude toward his own work does Catullus seem to reveal in his
choice of the phrases habé tibi and quidquid hoc libelli and in the word
qualecumque? (8-9) What words earlier in the poem express a similar atti-
tude?

13. To whom do you suppose the word virgd (9) refers?

14. What prayer does Catullus make to the virgs? (9-10)

15.  Explain the tension that exists between the content of the wish in the final
two lines and the poet’s earlier assessment of his work.

16. Read the poem aloud in meter and comment on your reading. Recall the ef-
fects produced by alliteration, assonance, and homoioteleuton in lines 1-2,
and comment on (a) the effect of homoioteleuton in lines 12, 34, 6-7, and 9
10, (b) the elisions in lines 5-6, and (c) the strong alliteration or consonance in
lines 8-9.

Discussion

1. What does the poem say about Catullus’ libellus and about what Catullus
valued in his poetry and thought noteworthy about it?

2 Is Catullus’ admiration of Cornelius’ Chronica sincere or is it tinged with sly

humor?

What is the role of the patréna virgé in the final two lines?

4. Consider the underlying paradox of the whole poem. Although the poet
seems to downplay the significance of his poetry and to elevate the impor-
tance of Cornelius’ history, the emphasis in lines 1-2 on the charm and pol-
ish of Catullus’ poetry and the emphasis in line 7 on the choppy and double-
edged description of Cornelius’ volumes of history seem to suggest the op-
posite. With what final impression of the quality of the two writers’ works
are you left after reading the whole poem?

W

Comparison

The Greek poet Callimachus, who inspired Catullus in a number of ways, made a
prayer to the Graces that Catullus may have had in mind when formulating his
prayer to the patrona virgé:

Come now and wipe your anointed hands
on my elegies so that they may last for many a year.

~—Aetia I, fragment 7, lines 13-14
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1 passer, passeris, m., small bird (usually thought to be a sparrow, but taken by
some to be a blue thrush; the word and its diminutive, passerculus, were
used as terms of endearment).

passer: vocative, picked up by técum in line 9.
déliciae, -drum, {. pl. [usually pl. in form, sing. in meaning), pleasure, delight;
pet; darling, sweetheart.
puella, -ae, {., girl; girlfriend, sweetheart.
2  quicum: = quécum.
quicum lidere: all the infinitives in lines 24 are dependent on solet (4);
the subject (she) is the puella (1).
sinus, -iis, m., fold of a toga; lap; bosom.
3 primum digitum: fingertip.
appetd [ad-, toward, against + petd, petere, petivi, petitus, to look for, seek], ap-
petere, appetivi, appetitus, fo try to reach; to seek instinctively; to desire; to at-
tack, assail.
cui. .. appetenti: the participle, completing the line framing, may be
translated with cui as a substantive, to whose eager attack.
quicum (2). .. quem.../ cui (3): polyptoton and anaphora.
4  acer, acris, icre, keen, sharp.
acris: = dcrés, i-stem nouns and adjectives commonly retain their original
spelling in the accusative plural.
incitd [in-, in, into + citd, -are, -avi, -atus, to set in motion, rouse], -are, -avi,
-atus, to urge on, arouse, provoke.
morsus, -as, m., nibble, bite, peck (of a bird).



CATULLUS 2

A Pet Bird

Catullus wishes that the pet bird of his puella could satisfy his needs as well as it
appears to satisfy hers.

L S R S

Passer, déliciae meae puellae,
quicum liidere, quem in sind tenére,
cui primum digitum dare appetenti
et acris solet incitare morsts,

continued

Initial Explorations

L

2

10.

The words passer, meae, and puellae in line 1 inform us of a triangle of rela-
tionships that this poem will explore. Identify the members of the triangle.
What does the word déliciae with its range of meanings tell us about how the
poet views the relationship between the puella and the passer?

Describe each of the interactions between the puella and the passer in lines
24,

Identify the clauses of an ascending tricolon in lines 2-4.

In addition to its literal meaning, what suggestive meaning does the infini-
tive liidere carry in this context? (2)

Of the words quem in sind tenére, which one adds an erotic coloring to the
scene? (2) .

What is the relationship between the actions of the puella in line 3 and in line
4? Can something more than innocent play be seen here?

What meaning of the verb appetere is most appropriate in translating the
participle appetenti (3)? How does this word contribute an amorous overtone
to the scene?

Why is the verb solet (4) important? What does it add to the description of
the behavior of the puella?

Discuss the words acris . . . morsiis (4). In what direction do these two
words take the poet’s description of the scene? Elsewhere Catullus uses simi-
lar language of lovers’ kisses: e.g., Catullus 8.18, Quem basiabis? Cui la-
bella mordébis? Whom will you kiss? Whose little lips will you bite? and
68b.86-88, the dove is said to snatch kisses with her biting beak (mordenti . .
rostrd) more wantonly than even an especially passionate woman., How does this
affect your understanding of the scene here?

25
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cum: whenever; cum may introduce a general temporal clause with its verb
in the indicative describing repeated action.
désiderium, -1, n,, desire, longing; something longed for, object of desire; sweet-
heart.
nited, nitére, to shine; to be beautiful, be radiant.
désiderio med nitenti: usually interpreted as dative with lubet (6), to the
radiant object of my desire, but some, including Thomson, regard
désiderié meo as ablative and translate to [her] radiant with desire for me.
nescié quis, nescid quid, indefinite pronoun [only the quis, quid part
changes form; lit., I don’t know who, [ don’t know what}, someone or other, some-
thing or other.
nescio: iambic shortening carries over here into the compound ne-scio.
lubet: archaic for libet, impersonal + dat., (it) is pleasing (to).
lubet: the subject is the infinitive iocdri.
iocor, -ari, -atus sum, to jest, joke; to play a game.
iocari: governing carum nescio quid as internal or cognate accusative, to
play some dear game or other or to engage in some endearing play.
sélaciolum, -1, n. [dim., probably coined by Catullus] + gen., slight relief
(from), small comfort (for).
et sélaciolum: a second internal or cognate accusative with iocari, and to
play at a small comfort (for her. . .. ). The Renaissance scholar Guarinus
suggested reading ut instead of et. He is followed by Thomson. This
ut would be translated as. Line 7 would then clarify the vague cirum
nescio quid in line 6; the puella plays with the passer as a small com-
fort for her heartache.
dolor, dol6ris, m., pain, smart, heartache.
acquiéscd [ad-, intensive prefix + quiéscd, quiéscere, quiévi, quiétiirus, to
fall asleep; to rest], inceptive, acquiéscere, acquiévi, to quiet down, find rest.
ut. .. acquiéscat: either a result or more likely a purpose clause.
ardor, ardéris, m., fire; heat; passionate desire.
sicut, adv., just as.
ipsa: literally, [she] herself; here perhaps, your mistress, in the sense that ipse
and ipsa often refer to the master and mistress of the household and owner
and overseer of household slaves and workers.
possem: would that | could, if only [ could; the imperfect subjunctive here ex-
presses an unrealized wish in present time.
técum . .. possem: note the strict correspondence between the meter
and the individual words in the line.
tristis: for the ending, see the note on dcr1s in line 4.
levé, -dre, -avi, -atus, fo lighten, alleviate.
ciira, -ae, f., worry, care, distress (here, the cares or distress felt by a lover).
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cum désiderié meo nitenti

carum nescio quid lubet iocari,

et solaciolum sui doléris,

crédd, ut tum gravis acquiéscat ardor;
técum lidere sicut ipsa possem

et tristis animi levare ctiras!

Initial Explorations

11.  The words désiderié med nitenti (5) may be translated to the radiant object of
my desire or to [her] shining with longing for me. Does one translation seem to
be more appropriate than the other? Need one choose?

12 Why, according to the poet, is the puella playing with the passer? (5-8) In-
clude in your answer reference to the three line-ending words, iociri,
doldris, and drdor. To what extent is the passer described as a surrogate
lover?

13. How does the presence of the parenthetical word créds qualify the state-
ments in lines 7 and 87 What level of knowledge of the true intentions of the
puella does this word suggest on the part of the poet?

14.  Is the puella or the passer the center of the poet’s interest in lines 1-8?

15.  What is the poet’s wish in line 9? in line 10?

16.  What is implied in the use of the imperfect subjunctive (possem, 9) for the
poet’s wish?

Discussion

1. What is the relationship between Catullus and the puella?

2 How satisfactory is this poem as an introduction to a cycle of poems devoted

to the love affair between Catullus and the puella?
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1 tam...quam:as...as.
gritus, -a, -um + dat., welcome (to), pleasing (to).

Tam gritum est: [t is as pleasing. The three lines printed here as Catullus
2b are joined together with poem 2 in the manuscripts, but most editors
separate them as a fragment of a poem the remainder of which is now
lost (similar things happen elsewhere in the Catullan corpus). If they
were to be joined after line 10 of poem 2, that line would end with a
comma and the lines of 2b would complete the sentence. The main rea-
son editors usually print 2b as a fragment of a separate poem is the
change in the mood of the verbs. Catullus says in 2.9 if only I could sport
with you, using the imperfect subjunctive possem. If fragment 2b is to be
joined to that statement, it is odd that Catullus continues with the indica-
tive est, it is as pleasing as, when we would naturally expect the subjunc-
tive, it would be as pleasing as. Furthermore, the comparison to Atalanta,
the swift girl who refused to marry anyone who could not defeat her in a
race and who was finally defeated by the stratagem of the golden apple,
does not appear to illuminate or fit easily with any of the themes of Ca-
tullus 2.

ferunt: they say.
puellae: Atalanta, the swift huntress, whose hand in marriage Hippomenes

(or Milanion; the name of her successful suitor differs in the sources) won

by throwing three golden apples given him by Venus aside off the race

course at intervals during his race with Atalanta, the prize of which would
be marriage with her. Atalanta stopped to pick up the apples and so lost
the race. According to one version of the story she deliberately wasted
time in retrieving the last apple because she had fallen in love with Hip-
pomenes (or Milanion) and wanted to lose the race so that he would marry

her (see Ovid, Metamorphoses 10.560-704).

2  pernix, pernicis, swift, nimble, agile.
aureolus, -a, -um [dim. of aureus, -a, -um, golden], golden.
milum: note the macron; do not confuse with malus, -a, -um.

3 quod: relative pronoun.
z6na, -ae, f. [Greek loan word], girdle (worn by unmarried girls).
soluit: pronounce as three syllables here (usuaily spelled solvit).



CATULLUS 2b
Atalanta

The poet compares a personal pleasure to Atalanta’s delight with the golden apple.

1 Tam gratum est mihi quam ferunt puellae
2 pernid aureolum fuisse malum,
3 quod zdonam soluit dic ligatam.

Discussion

Could these lines make sense as an ending to Catullus 2?
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10

luged, lugere, laxi, lictus, to mourn, grieve.
Venus, Veneris, f., Venus (goddess of love); charm.
Cupidg, Cupidinis, m., Cupid (son of Venus and god of love); desire.
Venerés Cupidinésque: Catullus is calling upon all the Venuses and Cu-
pids in the world, i.e,, all the manifestations of charm and desire.
quantum, -i, n., pronoun, whatever amount.
quantum est: the third vocative with lagéte: whatever amount [of] . . . there is
= however many [of] . . . there are, a colloquial expression.
venustus, -a, -um, endowed/involved with Venus; attractive, charming.
venustidrum: the comparative adjective may be translated rather/quite. . . .
hominum venustiorum: perhaps, of men who are quite caught up in the
bonds of Venus herself, i.e., who are deeply in love.
passer ... meae puellae: = line 3; conduplicatio, as often in dirges.
déliciae: see note to line 1 of Catullus 2. R
passer, déliciae meae puellae: = Catullus 2.1, vocative there, nominative
here.
mellitus, -a, -um [mel, mellis, n., honey], honey-sweet, as sweet as honey.
erat: the subject is passer.
noscd, ndscere, ndvi, ndtus, inceptive, to get to know, learn; perfect, to know
(a person or thing).
norat: syncope for néverat; the pluperfect translates into English as an
imperfect with the meaning used to know.
ipsam: = dominam, his mistress (modified by suam in line 6), compare ipsa
in Catullus 2.9.
puella matrem: supply novit.
s&sé: an alternate form of sé. The form s&sé may originally have conveyed
greater emphasis, but often it is indistinguishable in sense from the simple
sé.
gremium, -1, n., bosom, lap.
illius: = illius, with short i for the sake of the meter.
circumsilid [circum-, around + salid, salire, salui, salitus, to jump, leap], cir-
cumsilire, to jump/leap/hop around.
modo . .. modo: now . . . now.
domina, -ae, f., mistress (female head of a household); owner; female ruler; mis-
tress (a woman loved by a man but not married to him).
usque, adv., continuously, all the time.
pipio, -are [onomatopoetic], to chirp.
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Death of the Pet Bird

Catullus eulogizes the pet bird.
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Ligéte, 6 Venerés Cupidinésque

et quantum est hominum venustidrum:
passer mortuus est meae puellae,
passer, déliciae meae puellae,

quem plis illa oculis suis amabat.

Nam mellitus erat suamque norat
ipsam tam bene quam puella matrem,
nec sésé a gremio illius movébat,

sed circumsiliéns modo hic modo illic
ad sdlam dominam usque pipiabat;

continued

Initial Explorations

1

2
3

Whom does the poet call upon to grieve? Why does he invoke these gods
and men? (1-2)

Locate and analyze two ascending tricola in lines 1-2 and 4-5.

Lines 4-10 recall Catullus 2. Compare the relationship of the passer and the
puella in these lines with lines 1-4 of Catullus 2. What are the similarities
and differences?

With what word earlier in the poem does mellitus (6) correspond? How does
the word mellitus contribute to our understanding of the relationship be-
tween the puella and the passer as expressed in this poem?

The verb nérat (6) may connote a knowing in carnal or sexual as well as
mental terms. What limitation does line 7 place on the dual meaning of
norat in this context? Why is that significant?

The word gremid (8) reminds the reader of sini in Catullus 2.2. How has the
bird’s behavior at the bosom or on the lap of the puella changed between po-
ems?

Comment on the impression produced by the polysyllabic participle placed
next to four choppy and elided adverbs in line 9.

What do the words ad s6lam dominam usque pipiabat (10) say about the
relationship of the bird to the puella? Which meaning of the word domina is
most appropriate? In the context of the scene described in lines 4-10, is more
than one meaning of the word applicable?

3
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11 tenebricésus, -a, -um [a colloquial formation from tenebrae, -drum, f. pl.,
darkness, gloom), dark, gloomy.
12 quisquam, quisquam, quicquam, indefinite pronoun, anyone, anything.
negant. .. quemquam: they say that noone. . .. ‘
13 male sit colloquial, + dat., may it go badly (for), curses (on).
tenebrae, -dirum, f. pl,, darkness, gloom.
14  Orcus, -1, m., Orcus (god of the underworld); death; the underworld.
quae. .. dévoritis: you who. . ..
bellus, -a, -um [colloquial, cf. the more formal pulcher, pulchra, pulchrum,
beautiful, handsome, lovely), handsome, pretty, charming.
15  mihi: from me, dative of separation with abstulistis.
16 O factum malel: O misfortune! (literally, [thing] done badly).
misellus, -a, -um [dim. of miser, misera, miserum, wretched), poor little,
wretched.
17 opera, -ae, f.,, effort; deed.
tud. .. opera: idiomatic, because of your doing, due to you.
meae puellae: genitive, with ocelli (18).
18 flendd: from. ..., gerund, ablative of cause.
turgidulus, -a, -um [dim. of turgidus, -a, -um, swollen), slightly swollen,
puffed.
rubed, rebére, fo be red.
ocellus, -1, m. [dim. of oculus, -1, m., eye], little eye, dear eye.
turgiduli . . . ocelli: colloquial diminutives expressing endearment or
compassion.

Text

16 male! O: hiatus emphasizes the pathos of the exclamations. Goold, how-
ever, emends as follows, eliminating the hiatus:
16 O factum male, quod, miselle passer,
17  tud nunc operd meae puellae
18 flends turgiduli rubent ocelli!

17 Instead of tud, Thomson prints vestrd, referring to the malae tenebrae / Orci
(13-14), whereas tud would refer to the passer (16). Thomson gives lines
15-17 as follows (note the different punctuation):
15 tam bellum mihi passerem abstulistis
16 (8 factum male! 8 miselle passer!);
17  vestrd nunc operd meae puellae
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qui nunc it per iter tenebricésum
illic, unde negant redire quemquam.
At v6bis male sit, malae tenebrae
Orci, quae omnia bella dévoritis:

tam bellum mihi passerem abstulistis.
O factum male! O miselle passer!
Tua nunc opera meae puellae

flendd turgiduli rubent ocelli.

Initial Explorations

9.

10.

1L

12

13.

14.

What journey must the bird now make? (11-12) How is it portrayed? What
is its mythological background? Do the word tenebricdsus and the senti-
ment expressed in line 12 reinforce or undercut the gravity of the loss? Is
there an element of parody here?

Whom does the poet curse? (13-14) What specific reason does the poet give
for uttering the curse?

In a surprising conclusion, what is the bird (or the shades of Orcus if Thom-
son’s reading is accepted) blamed for? (17-18) Does the traditional text or
Thomson’s emendation make better sense?

What feelings does the poet express in the final line? How does he express
them?

Where in the poem do you find shifts in sentiment and tone? Describe the
sentiment and tone of each section of the poem.

Read the poem aloud and in meter. Describe the effects of the various sound
and metrical patterns in the poem, such as (a) the repetition of double Is and
the resulting linkage among words, (b) the resonance of ms in lines 6-7, (c)
the multiple elisions and onomatopoeia in lines 9-10, (d) the contrast be-
tween mono- or disyllabic words in the first half of line 11 and the polysyl-
labic word at the end of the line, () the repetitions in lines 13-15 (malae. . .
male; bella ... bellum), (f) the anaphora and exclamations in line 16, and (®
the soft liquid sounds of line 18.

Discussion

How is the passer given human qualities in the image of a lover?

How does the portrayal of the passer with the puella in Catullus 3 comple-
ment that in Catullus 2?

How does the death of the passer open the way for future developments in
Catullus’ love for the puella?
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Meter: iambic trimeter

1

phasélus, -1, m. [Greek loan word meaning bean), small boat, yacht (named
phasélus from its resemblance to a bean-pod).

hospes, hospitis, m., guest; visitor; stranger.

ait: pronounce as two syllables.
ait fuisse . . . celerrimus: says that it was the swiftest. ... The phasélus uses

Greek grammar, for, unlike Latin, Greek uses the nominative case in
indirect statement and does not express the subject of the indirect state-
ment when that subject is the same as the subject of the verb of saying;
normal Latin would be ait s& fuisse.. . . celerrimum.
ait... neque (3) ... nequisse (4): and [it] says that it was not unable; ei-
ther litotes = and [it] says that it was able or a denial of a denial = and
[it] demies that it was not able (as if someone had said that it was not
able, and it now denies that anyone ever said such a thing)

natd, -are, -avi, -atdrus, to swim; to float; to sail.

impetus, -iis, m. [a word associated with epic poetry], strong ﬁmvard move-
ment, speed.

trabs, trabis, £, tree trunk; wooden beam, timber; by metonymy in poetry, boat.

nequed, nequire, nequivi/nequii (perfect infinitive, nequisse), fo be unable.

praetered [praeter-, past, by + o, ire, ii, itiirus, o gv], praeterire,
praeterivi/praeterii, praeteritus, to go past; to surpass.

sive...sive (5), conj., whether . . . or if or or whether.

palmula, -ae, f. [dim. of palma, -ae, f., palm (of the hand)], palm (of the hand);
metaphorically, blade of an car; oar. .

opus est, impersonal idiom, (it) is necessary.
opus foret (= esset): was necessary; the subject is voldre. Dependent

clauses in indirect statement have their verbs in the subjunctive.

vold, -are, -avi, -atiirus, fo fly, speed, go quickly.

linteum, -1, n., linen; towel, napkin; sail.

Et hoc negat . . . negare 1itus (7): And it denies that the shore . . . denies this
[claim], i.e., that it was the swiftest ship. In addition to litus, the infinitive
negare has four other subjects in the indirect statement: insulas (7), Rho-
dum (8), Propontida (9), and sinum (9).

minax, minacis, menacing, threatening (in word or action).

Hadriaticum, -i, n., Adriatic Sea.

-ve, enclitic conj., or.

Cjcladés, Cycladum, f. pl., Cyclades (a group of islands in the Aegean Sea).
Cycladis: Greek accusative plural.

Rhodus, i, f., Rhodes (an island in the Aegean Sea, east of the Cyclades).

nébilis, -is, -e, well-known, famous.

horridus, -a, -um, bristling (of hair); rough, choppy (of the sea).

Thracius, -a, -um, Thracian, on the Thracian side (referring to Thrace, a terri-
tory in northeast Greece).

Thraciam: Thomson prints Thracia, ablative of Thacias, -ae, f. [Greek
loan word], Thracias (a wind blowing from a direction west of north);
Thracia would be ablative of instrument or cause with horridam.
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A Ship Retired from Service

The poet commemorates the retirement of a well-traveled ship.
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Phasélus ille, quem vidétis, hospites,

ait fuisse navium celerrimus,

neque Gllius natantis impetum trabis
nequisse praeterire, sive palmulis

opus foret volare sive linted.

Et hoc negat minacis Hadriatici

negare litus insulasve Cycladas

Rhodumque ndbilem horridamque Thraciam

continued

Initial Explorations

1

pa
3

Who is the speaker? Whom does the speaker address? What is the speaker
doing? (1)

What claim does the speaker report that the phasélus makes for itself? (2)
What denial does the speaker report that the phasélus makes in lines 3-5?
What is the tone of the denial? What is the flavor of the words attributed to
the phasélus here?

In continuing to insist on its swiftness, what tone does the phasélus use in
lines 6-9?

What words describe the dangers of the waters through which the phasélus
claims to have sailed so swiftly? (6-9)

Find three words that suggest that the phasélus is being personified. Find
one word that suggests it is like a bird. What words suggest the personifica-
tion of nature? (2-9)
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Propontis, Propontidos, f. [pro-, in front of, + Pontus, -1, m., the Black Sea],
Propontis (the ancient name for the Sea of Marmora, situated between the
Aegean to the west and the Black Sea to the east).

Propontida: Greek accusative.

trux, trucis, harsh, savage, pitiless (of persons); cruel, savage (of the sea).

Ponticus, -a, -um, Pontic (referring to the Pontus, the Black Sea).

sinus, -0, m., see Catullus 2.2; here, bay, gulf, sea.

Ponticum sinum: the Black Sea.
horridamque Thriciam / Propontida: the three-word phrase is bal-
anced by trucemve Ponticum sinum.

iste, ista, istud, that, that (which you see).
iste post phasélus: the adverb post, afterward, here modifies the noun,

phas&lus, that afterward phasélus, that phasélus to be.

comatus, -a, -um, long-haired; having much foliage, leafy.

Cytbrius, -a, -um, Cytorian, of Mt. Cytorus (a mountain on the southern shore
of the Black Sea, rising up behind the port cities of Amastris and Cytorus).

iugum, -i, n., yoke; mountain ridge.

sibilus, -1, m., whistling sound.

&do, édere, edidi, &ditus, to put out; to produce, let out; to utter.

coma, -ae, {., hair; foliage, leaves.

Amastris, Amastris, f., Amastris (a port city on the southern coast of the Black
Sea).

Amastri: vocative.

Cytdrus, -1, m., Cytorus (both the name of a port city on the southern coast of
the Black Sea that was absorbed by Amastris and the name of the mountain
behind it, famous as a source of box wood).

buxifer, buxifera, buxiferum [buxus, -i, f., box tree + -fer, -fera, -ferum, car-
rying, bearing], producing boxwood trees, boxwood-bearing.

buxifer: compounds of this sort are a common feature of older Latin po-
etic style.

tibi: since Cytorus was absorbed by Amastris, the two locations are addressed
with a singular pronoun.

haec: either these things (just mentioned in lines 10~12) or the following events;
haec is the subject of fuisse and esse in indirect statement.

cognitus, -a, -um, recognized, well-known.

ultimus, -a, -um, farthest; earliest.

origd, originis, f., beginning.
ultimi ex origine: i.e,, from its earliest days.

stetisse dicit: the phasélus is the subject of dicit and of the three infinitives
stetisse, imbuisse (17), and tulisse (19). Normally Latin would use sé€ as
subject of the infinitives in indirect statement, but the ship is again using a
Greek construction for indirect statement in which no subject needs to be
expressed if it is the same as the subject of the introductory verb, here dicit.

caclimen, cacuminis, n., peak, summit.
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9 Propontida trucemve Ponticum sinum,

10  ubi iste post phasélus antea fuit

11 comata silva; nam Cytorio in iugo

12 loquente saepe sibilum édidit coma.

13 Amastri Pontica et Cytore buxifer,

14  tibi haec fuisse et esse cognitissima

15 ait phasélus: ultima ex origine

16 tuod stetisse dicit in caciimine,

continued

— — e

Initial Explorations

7.
8.

10.

11.

Describe a chiastic arrangement of words in lines 8-9.

The speaker, quoting the denials of the phasélus, leads us back to its place of
origin in lines 6-9. With what words does the poet endow the phasélus with
human attributes and abilities when it stood as a forest on Mt. Cytorus? (10-
12)

Whom did the speaker address in line 17 What does the speaker now ad-
dress in line 13? What is the technical term for the rhetorical figure involved
here?

Once more the phasélus is said to refer to an authority for its veracity. (13-
15) To what does it refer now and to what did it refer for its veracity before?
The word haec (14) could refer to what comes before it or to what comes after
it. Do you think it refers backward or forward? Present reasons for your an-
swer.
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Text

24

CATULLUS: LOYE AND BETRAYAL

imbud, imbuere, imbui, imbtus, to dip, wet (for the first time, as if in an ini-
tiatory rite).
impoténs, impotentis {in-, not + poténs, potentis, having power (over), able to
control], powerless (over oneself); lacking self-control; wild, violent, raging.
fretum, -i, ., strait, narrows; sea.
erus, -i, m., master; owner.
laevus, -a, -um, left, on/from the left.
laeva sive. .. .: the first sive has been omitted here: whether from the left
or. . ..
vociret. .. incidisset (21): for the use of the subjunctive here, see the note to
line 5. Note the change in tense from imperfect (the breeze used to call/invite)
to pluperfect (had fallen).
aura, -ae, f., breeze.
sive: or if, or whether.
utrumque: modifying pedem (21).
luppiter, lovis, m., Jupiter; (by metonymy) sky; wind.
secundus, -a, -um [from sequor, sequi, seciitus sum, to follow), following (in
order), second; of wind, following (producing a tail wind), favorable.
pés, pedis, m., foot; sheet (rope fastening the lower corners of a sail to the
ship).
vétum, i, n., vow (promise made to a god to do something in exchange for
the god’s granting of a request).
litoralis, -is, -e, of/belonging to the shore.
litorilibus deis: i.e., gods of the sea, who commonly had temples on the
shore and to whom sailors in distress would pray begging that the gods
bring them safely to shore.
sibi: by itself, dative of agent with the perfect passive infinitive esse facta,
which here replaces a pluperfect indicative, had been made, and requires
secondary sequence with the imperfect subjunctive in the cum clause.
veniret: the subject is the phasélus.
novissimus, -a, -um [superlative of novus, -a, -um, new], most recent, latest,
last to be reached.

i mari novissimd ... ad ... lacum: i.e,, from the last sea to be crossed,
usually identified as the Adriatic, to the inland lake, often identified as
the Benacus (Lake Garda), where Catullus’ ancestral home was located
at Sirmio.

ad usque + acc., all the way to.
limpidus, -a, -um, limpid, unclouded, clear.
lacus, -is, m., lake.

novissimd: a Renaissance conjecture replacing the superlative adverb no-
vissimé. The adverb would mean after all else, lastly and is probably to be
preferred here (Thomson prints it in his text).
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17 tud imbuisse palmulas in aequore,

18 et inde tot per impotentia freta

19 erum tulisse, laeva sive dextera

20 vocaret aura, sive utrumque Iuppiter

21 simul secundus incidisset in pedem;

22 neque {illa vota litoralibus deis

23 sibi esse facta, cum veniret & mari

24 novissimd hunc ad usque limpidum lacum.

continued
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Initial Explorations

12,
13.

14.

15.

16.

What rhetorical figure is involved in the repetition of tud (16, 17)?

Find words that continue the personification of the phasélus and of nature.
(14-24)

What word again calls attention to the dangers of the waters through which
the phasélus sailed?

How had the phasélus emphasized its versatility before? How does it do it
now?

What is the final boast of the phasélus? (22-24)

Et hoc negat minacis Hadriatici

negare litus insulasve Cycladas

Rhodumque nébilem horridamque Thraciam
Propontida trucemve Ponticum sinum.. ..

T e S M T
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25  haec: these events.
fuére: = fuérunt.
reconditus, -a, -um, [re-, back + conditus, -a, -um, hidden, concealed], hidden,
secluded. :
26 sened, sendre, [o be old.
quiés, quiétis, {., relief from labor, rest, repose.
tibi: a singular pronoun is here used to refer to the twins, Castor and Pollux,
who, as Merrill (12) explains, “were often spoken of . . . under one name,—
that of Castor being more frequently used.”
27 gemellus, -a, -um, twin-born, twin.

Castor, Castoris, m., Castor (Castor and his twin brother Pollux were the sons
of Zeus and Leda; as the constellation Gemini they were traditionally
considered protectors of sailors and ships).

gemellus, -1, m., twin.

gemelle Castoris: ie., Pollux.

Comparisons

Cicero in his Tusculan Disputations (1.101) gives this Latin translation of a famous
epigram written by the Greek poet Simonides commemorating the Greeks under
the command of Leonidas who fell at Thermopylae fighting against the Persian
invaders. Compare it with the opening of Catullus 4:

Dic, hospes, Spartae nés té hic vidisse iacentés,
dum sanctis patriae légibus obsequimur.

léx, légis, f., law.
obsequor, obsequi, obseciitus sum + dat,, to obey.

Compare the following translation of a Greek epigram written by Macedonius the
Consul (Palatine Anthology 6.69) with the conclusion of Catullus 4:

Crantas, after many voyages, dedicated his ship to Poseidon,
anchoring it firmly in the floor of the temple,

now that it is aground it cares no longer for the breeze; on this ground
Crantas stretching out sleeps without fear.




25
26
27
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Sed haec prius fuére: nunc recondita
senet quiéte séque dédicat tibi,
gemelle Castor et gemelle Castoris.

Initial Explorations

17. At what point does the speaker again stop letting the phasélus speak for it-
self?

18. The words prius and nunc in line 25 complete the temporal circle of the
poem, from the present (quem vidétis, 1) to the past (ait fuisse, 2) to the pre-
sent (nunc. .. senet, 25-26). What picture does the speaker present of the
phasélus in its retirement?

19. To whom does the phasélus dedicate itself and why?

20. What rhetorical device used earlier in the poem is used again in the last line?

21.  What is the effect of the meter used in this poem?

Discussion

1. Examine the structure of the poem as a whole. Define an “introduction,” a
“conclusion,” and a “center.” Then locate lines that move toward the center
and lines that move away from the center.

2 In what ways does the phasélus betray its origin as a Greek ship?

3. Inwhat ways is the phasélus similar to the legendary Argo?

4. The phasélus is personified. What personality or traits of character does it
project as the speaker reports its words?

5. How do you think the speaker feels about the phasélus? How do you feel

about it?
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Meter: hendecasyllabic
1 vivd, vivere, vixi, victiirus, to live; to live (in the full sense of the word), really
live, enjoy life. :
Vivimus...amémus ... aestimémus (3): explain the mood and con-
struction of these verbs.
Lesbia, -ae, f., Lesbia (the name or pseudonym of the woman to whom the
poem is addressed; see Introduction).
atque, conj., and, also; and what is more, and in fact, and indeed.
2 rimor, rimdris, m., rumor; gossip.
sevérus, -a, -um, severe in judgment, stern, strict.
sevéridrum: for translation of the comparative, see note to Catullus 3.2.
3 aestimd, -ire, -ivi, -atus, fo estimate the worth of, value.
as, assis, m., copper Roman coin, penny, cent.
finius assis aestimare, idiom, to consider X (acc.) as worth just one cent, geni-
tive of indefinite value. The i of Ginius is here short for the sake of the
meter. i
4 s6lds: from sol, sdlis, m., sun.
occidd [ob-, against + cadd, cadere, cecidi, casiirus, to fall], occidere, oc-
cidi, occisiirus, fo fall; to die; to sink, set (of celestial bodies).

5 nébis: emphatic by position, serving as dative of reference, for us, with oc-
cidit brevis liix and as dative of agent, by us, with est . . . dormienda (6).
Thomson places a comma after nébis, allowing ndbis to be taken only
with est . .. dormienda (6).

semel, adv., once, once and for all.

cum semel occidit: either present or perfect indicative in a present-

general temporal clause, whenever . . . once sets or whenever . . . has once set.
Present-general temporal and conditional clauses take the present or
perfect indicative in the subordinate clause and the present indicative
(here est. . . dormienda) in the main clause. The pronoun nébis will
then refer to humankind in general, not to Catullus and Lesbia as indi-
viduals.

6 est...dormienda: gerundive of obligation or passive periphrastic, must be
slept, with the dative of agent, ndbis (5).

perpetuus, -a, -um, everlasting, continuous, uninterrupted.
7  Di mi: note the reversed and lengthened repetition of vowel sounds from
the previous word dormienda.
basium, -1, n., kiss.
bisia: the word is first attested in Catullus and is rare in later poets; the
normal words for kiss are 6sculum and suavium/savium.
8 dein: = deinde.
9  usque, adv., continuously, without a break, immediately.
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Give me a thousand kisses!

The poet invites Lesbia to a life of love.

O X N3 O N e N e

Vivamus, mea Lesbia, atque amémus,
rimorésque senum sevéridrum

omnés {inius aestimémus assis!

Sélés occidere et redire possunt;

ndbis cum semel occidit brevis lix,

nox est perpetua tina dormienda.

Da mi basia mille, deinde centum,

dein mille altera, dein secunda centum,
deinde usque altera mille, deinde centum;

continued

Initial Explorations

1.

2

10.

To whom is this poem addressed? Who is Lesbia? What does the name sig-
nify? Of what significance is its position in the line here?

With what two exhortations does the poet frame the first line? How does the
second exhortation explain the first? How do these exhortations jar with tra-
ditional Roman values?

How would a well-brought-up young Roman woman react to Catullus’ ex-
hortations in line 1?

How does Catullus in lines 2-3 anticipate reservations that Lesbia might
have?

How does Catullus encourage Lesbia to evaluate the riimérés of the stern old
men? (2-3)

What do assonance, alliteration, and word placement contribute to the effect
of line 3?7

What is meant by the phrase carpe diem? How do lines 4-6 introduce this
theme?

Identify, analyze, and comment on the meaning of the imagery and the an-
titheses in lines 4-6.

How does the demand for kisses (7-9) result logically from what the poet has
said so far in the poem?

How would you characterize Catullus’ demand for kisses, and what would
the stern old men think of it?
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multa milia: supply basidrum as partitive genitive.
fécerimus: future perfect indicative, with long i here. In addition to mean-
ing simply will have made, the verb may be understood here in a special
commercial sense of making up or reaching a specific sum of money.
conturbd [con-, thoroughly + turbd, -are, -avi, -atus, to stir up, throw into con-
fusion], -re, -avi, -atus, to mix up, confound.
né scidmus: the danger for them is that “to count one’s blessings is to invite
Nemesis and the evil eye” (Fordyce, 108).
quis, qua/quae, quid, indefinite pronoun after n&, anyone, anybody, somebody,
anything, something.
né quis malus: so that no evil person (lit., so that somebody evil . . . not . . ).
invided [in-, in, on + vided, vidére, vidi, visus, to see], invidére, invidi, in-
visus + dat., to cast an evil eye (on), cast spells (upon); to envy.
invidére: use one of the first two translations of the verb given above;
supply nobis.
cum: when.
tantum, -i, n., such a quantity, so much; so great a number.
tantum: with basiorum. According to widely held beliefs of magic, some-
one knowing the exact number of a person’s possessions or actions could
cast a destructive spell upon them or upon the person.

conturbibimus illa, né sciamus: as a technical commercial term, the verb
conturbare may mean to throw one’s accounts (rationés) into confusion (in
order to give a deceptive appearance of bankruptcy), to go bankrupt. The
technical commercial meaning may be appropriate after lines 7-10; when
used in this sense, the verb is intransitive and never has an expressed di-
rect object; one would then place the comma after conturbabimus instead
of after illa, and illa (those things = the sum, the total) would be taken with né
scidmus:
11  conturbdbimus, illa né sciamus
we will throw our accounts into confusion (i.e., fraudulently go
bankrupt), so that we may not know them (i.e., the numbers of the
kisses)
Fordyce remarks, “they will cheat the evil eye [see line 12}, as the
bankrupt cheats his creditors, by faking their books” (108).
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10 dein, cum milia multa fécerimus,
11 conturbabimus illa, né sciamus,
12 aut né quis malus invidére possit,
13 cum tantum sciat esse basiorum.

Initial Explorations

11.  Analyze the rhetorical effects produced by sound, thythm, and movement in
lines 7-11.

12 How does line 11 set up a contrast between passion and rationality?

13.  What two threats to the love between himself and Lesbia does Catullus want
to protect against? (11-13)

Discussion

1. How would you divide the poem into sections?

2 The malus, evil person, of line 12 is usually thought to represent the stern old
men of line 2. To what extent is the following conclusion justified: “The asso-
ciation, or identification, of the malus and his envy with the senes severi shows
them up as hypocrites, and their moral censure stands discredited”?
(Fredricksmeyer, 443)

3. In opposition to the senés sevéri and the malus, Catullus stakes out a moral
defense of the life of love in this poem. How, in lines 4-6, has he also staked
out a rational defense of the life of love?

4. Assume that the woman addressed as mea Lesbia in this poem is the same
as the person referred to as mea puella in Catullus 2 and 3. To what extent is
Catullus 5 an appropriate next step in Catullus’ courtship of the puella?

Comparisons

Catullus 5 was widely imitated in the Renaissance and later. Compare the follow-
ing versions, one French and the rest British.

Pierre de Ronsard
(1524-85)

La Lune est coustumiere
De naistre tous les mois,
Mais quand nostre lumiere
Est esteinte une fois,
Longuement sans veiller
1l nous faut sommeiller.
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Tandis que vivons ores,
Un baiser donnez-moy,
Donnez-m’en mille encores.
Amour n’a point de loy,
A sa Divinité,
Convient I'infinité.

Thomas Campion
(1567?-1619)

My sweetest Lesbia let us live and love,

And though the sager sort our deedes reprove,

Let us not way them: heav’ns great lampes doe dive
Into their west, and strait againe revive,

But soone as once set is our little light,

Then must we sleepe one ever-during night.

Ben Jonson
(1571/72-1637)

Come, my Celia, let us prove,
While we can, the sports of love;
Time will not be ours for ever,
He at length our good will sever.
Spend not then his gifts in vain:
Suns that set, may rise again;
But if once we lose this light,
‘Tis with us perpetual night.
Why should we defer our joys?
Fame and rumour are but toys.
Cannot we delude the eyes

Of a few poor household spies?
Or his easier ears beguile,

So removed by our wile?

‘Tis no sin love’s fruit to steal,
But the sweet thefts to reveal,
To be taken, to be seen,

These have crimes accounted been.
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Robert Herrick
(1591-1674)

Come, let us goe, while we are in our prime;
And take the harmlesse follie of the time.

We shall grow old apace, and die

Before we know our liberty.

Our life is short; and our dayes run

As fast away as do’s the Sunne:
And as a vapour, or a drop of raine
Once lost, can ne’r be found againe:

So when or you or I are made

A fable, song, or fleeting shade;

All love, all liking, all delight

Lies drown’d with us in endlesse night.
Then while time serves, and we are but decaying;
Come, my Corinna, come, let’s goe a Maying,.

Richard Crashaw
(1613749)

Come and let us live my deare,

Let us love and never feare,

What the sowrest fathers say:
Brightest Sol that dyes to day
Lives againe as blith to morrow;
But if we darke sons of sorrow

Set: O then how long a Night

Shuts the eyes of our short light!
Then let amorous kisses dwell

On our lips, begin and tell

A thousand, and a hundred score,
An hundred and a thousand more,
Till another thousand smother
That, and that wipe off another.
Thus at last when we have numbred
Many a thousand, many a hundred,
Wee'l confound the reckoning quite
And lose our selves in wild delight:
While our joyes so multiply

As shall mocke the envious eye.
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Andrew Marvell
(1621-78)

Had we but world enough, and time,
This coyness, lady, were no crime.

We would sit down and think which way
To walk, and pass our long love’s day;
Thou by the Indian Ganges’ side
Shouldst rubies find; I by the tide

Of Humber would complain. I would
Love you ten years before the Flood;
And you should, if you please, refuse
Till the conversion of the Jews.

My vegetable love should grow

Vaster than empires, and more slow.

An hundred years should go to praise
Thine eyes, and on thy forehead gaze;
Two hundred to adore each breast,

But thirty thousand to the rest;

An age at least to every part,

And the last age should show your heart.
For, lady, you deserve this state,

Nor would I love at lower rate.

But at my back I always hear

Time’s winged chariot hurrying near;
And yonder all before us lie

Deserts of vast eternity.

Thy beauty shall no more be found,
Nor in thy marble vault shall sound
My echoing song; then worms shall try
That long preserved virginity,

And your quaint honor turn to dust,
And into ashes all my lust.

The grave’s a fine and private place,
But none, I think, do there embrace.

Now, therefore, while the youthful hue
Sits on thy skin like morning glew,
And while thy willing soul transpires
At every pore with instant fires,

Now let us sport us while we may;
And now, like am’rous birds of prey,
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Rather at once our time devour,

Than languish in his slow-chapped power.
Let us roll all our strength, and all

Our sweetness, up into one ball;

And tear our pleasures with rough strife
Through the iron gates of life.

Thus, though we cannot make our sun
Stand still, yet we will make him run.
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CATULLUS: LOVE AND BETRAYAL

Meter: choliambic

1

paene insulirum: = paeninsuldrum. The genitives in line 1 depend on the
word ocelle (2). ‘

Sirmid, Sirmidnis, f., Sirmio (a small peninsula or promontory overlooking
Lake Garda, Lago di Garda in Italian, the ancient lacus Bénacus, where
Catullus’ family had a villa).

ocellus, -i, m. [dim. of oculus, -i, m., eye], little eye, dear eye; figurative, jewel.
ocelle: vocative (affectionate diminutive), in apposition with Sirmié (1).

Sirmié (1) .. ./ ocelle: personification.

quicumque, quaecumque, quodcumgque, indefinite relative pronoun, who-
ever, whatever.

liquéns, liquentis, clear.

stagnum, -i, n., pool; lake.

vastus, -a, -um, desolate; of the sea, dreary, endless, immense, huge.

uterque Neptiinus: i.e., each of the two Neptunes, referring to the tradition
that there was a Neptune of saltwater seas and one of fresh-water lakes.

quam... quamque: how . ..and how. . ..

invisd, invisere, invisi, invisus, to come to see, to visit; to look upon.

mi: dative with crédéns.

crédéns: introducing indirect statement; supply mé as subject of liquisse (6)
and vidére (6).

Thynia (Thiinia), -ae, f., Thynia (the country on the south shore of the Black
Sea inhabited by the Thyni).

Bithjnus (Bithiinus), -a, -um, Bithynian, of/belonging to Bithynia (the Roman
province in Asia Minor inhabited by the Thyni and the Bithyni).

Thyniam atque Bithynds . .. campds (6): objects of liquisse (6).
liquisse: = reliquisse.
liquisse . . . vidére: what tense is each infinitive?

titus, -a, -um, safe, secure.
in tGtd: in one piece, safely.

soliitis . . . ciiris: ablative of comparison; instead of translating than anxieties
that have been relieved, turn the idea expressed in the participle into a noun;
compare ab urbe condita = from the foundation of the city.

beitius: for the word, see note on 9.5.

repdnd [re-, buck + pond, ponere, posui, positus, to put, place], reponere,
reposui, repositus, to put aside.

peregrinus, -a, -um, foreign.
peregrind / labore (9): the phrase refers to the hardships of travel and pub-

lic service in foreign lands.

fessi: = défessi.

lar, laris, m., household god, household altar; by synecdoche, home.

acquiéscd [ad-, intensive + qui@scd, quiéscere, quiévi, quiétiirus, fo fall
asleep; to rest}, acquigscere, acquiévi, inceptive, to rest, relax.

lectd: = in lectd.



CATULLUS 31 "
Coming Home after Work

Catullus arrives home to his villa at Sirmio in the spring of 56 B.C. for a welcome
rest after spending a trying year in Bithynia on the staff of Gaius Memmius.

Paene insularum, Sirmi6, insularumque
ocelle, quascumque in liquentibus stagnis
marique vastd fert uterque Neptiinus,
quam té libenter quamque laetus invisg,

vix mi ipse crédéns Thyniam atque Bithynos
liquisse campds et vidére té in tito.

O quid soluitis est beatius cirfs,

cum meéns onus repdnit, ac peregrind
labore fessi venimus larem ad nostrum,
désideratoque acquiéscimus lect6?

W O NN A LN =
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continued

Initial Explorations

1. What is the tone of the poet’s opening address to Sirmio? (1-3)

2. What words and phrases are paired in these lines? Which words are ar-
ranged in a chiasmus? Find an example of homoioteleuton.

3. What does the poet reveal in lines 4-6 about what he is doing now and what
he has done in the recent past?

4. Locate an example of anaphora in lines 4-6. Locate three pairs of words in "
these lines. What effect do such figures of speech and pairing of words have
on the reader?

5. What further factual information does the poet reveal about himself in lines
7-10?

6.  What emotions or feelings does the poet express in lines 7-10?

7. Locate the members of an ascending tricolon in lines 7-10. Which of the
three clauses in the tricolon is the longest? Which is climactic?

8 What words or phrases in lines 7-10 are set in contrast or concordance with
each other?
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11 Gnus, -a, -um, here, alone, by itself.

pro, prep. + abl,, for; in return for, in compensation for.

Hoc est quod anum est pré: This is [that] which alone is in compensation
for. ... = This is what alone makes up for. . .
12 venustus, -2, -wm: see Catullus 3.2, 104, 12. 5 13.6. Use of the adjective here
Sirmio.

erus, -1, m.: see Catullus 4.19.
erd: with gaudente (13). What case and construction?

13 Lydius, -a, -um, Lydian, Etruscan (the area around Sirmio had once been
ruled by the Etruscans, who were thought to have come from Lydia in Asia
Minor).

lacus, -Gis, m., lake.
Lydiae laciis undae: transferred epithet.

14  quisquis, quisquis, quidquid, indefinite pronoun/adjective, whoever, what-
ever.

domi: locative, here not literally at home, but idiomatically, af your dzsposal
your stock, in store.
cachinnus, -i, m. [onomatopoetic]| (see Catullus 13.5), loud laughter.
quidquid . . . cachinnérum: quidquid with its dependent partitive geni-
tive functions as internal or cognate accusative with the intransitive verb
ridéte, laugh whatever (of) laughter; we would say with whatever laughter.

Text

13 vdsque, & Ljdiae laciis undae: Thomson argues for reading vésque liici-

dae laciis undae:

13 gaudente, vdsque llicidae laciis undae
[ladicus, -a, ~um, clear, bright, translucent] This eliminates the learned ref-
erence to Lydia. Goold prints limpidae, clear, transparent, in his text.

st
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Hoc est quod tinum est pro labéribus tantis.
Salvé, 6 venusta Sirmis, atque erd gaudé
gaudente, vosque, 6 Lydiae laciis undae,
ridéte quidquid est domi cachinnérum.

Initial Explorations

10.

11.

12

With what word in line 7 does labéribus (11) correspond?

Locate the members of an ascending tricolon in lines 12-14. Which clause is
longest? Is it also climactic?

Identify the transferred epithet in the phrase Lydiae laciis undae. Some ed-
itors eliminate the learned allusion in the description of the lake as Lydian
and substitute descriptive adjectives instead (see Text on the opposite page).
What arguments could you make for and against the substitution of descrip-
tive adjectives?

How do lines 12-14 echo lines 1-3? How do these sets of lines provide an ef-
fective frame for the poem? How is the tone of lines 12-14 different from that
of lines 1-3? Why is it different?

Discussion

1.

ZNN

This poem is an example of a literary genre that the ancients described with
the Greek word epibaterion, which refers to a speech or poem recited by
someone who steps onto the shore of his homeland upon returning from
travels abroad. The Greek poem translated below is an example, represent-
ing the words of Ulysses upon his return home after the Trojan War and his
subsequent wanderings. What similarities do you find with Catullus’ poem?
What differences?

What role does personification play in Catullus’ poem? How is it important?
Compare Catullus 31 with Catullus 9 on Veranius’ return home. What simi-
larities and what differences do you find?

Comparison

Ithaca, hail! After my labors, after the bitter woes

of the sea, with joy I come to your soil, hoping to see
Laertes and my wife and my glorious only son.

Love of you enticed my heart; I have learnt for myself that
“Nothing is sweeter than a man’s country and his parents.”

—Anonymous, Palatine Anthology 9.458
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Meter: hendecasyllabic

1

5

annilis, annilis, m. [annus, -i, m., year], a book of annals or chronicles; pl., an-
nals, chronicles (in several volumes). '

Annilés: vocative: Annals of Volusius, referring to a verse chronicle writ-
ten by the poet Volusius, who is lambasted here and in Catullus 95 for
being a verbose writer.

cacd, -ire, -avi, -atus, to defecate; to expel as excrement.
carta, -ae, f., sheet of papyrus; by extension, papyrus roll (i.e., sheets of papyrus
glued together).

cacita carta: papyrus expelled as excrement, in apposition with Annilés
and a bold metaphor; Volusius suffers from verbal diarrhea.

vtum, -i, n., vow (a promise to dedicate or sacrifice something to a deity if
the deity should grant a favor or answer a prayer); offering or sacrifice made
in repayment of a vow, votive offering.

solvd, solvere, solvi, soliitus, to loosen, untie; to relax, relieve; here, to pay off,
discharge, fulfill.

votum selvite: translate vétum in the first of the two senses given in the
vocabulary entry above.

prd, prep. + abl., on behalf of, for.

voved, vovére, vovi, votus, to promise (something to a god in return for a
favor), vow.

si ... restitiitus essem désissemque (5) . . . (s&) datiiram (esse) (7): if |
would be . . . and would . . . (she) would. . . ., an example of a conditional sen-
tence in an indirect statement, here, introduced by vovit. The verb in the
ifclause (protasis) is in the subjunctive since subordinate clauses in indirect
statements use subjunctives; the verb in the conclusion (apodosis) is an in-
finitive in indirect statement. The type of the conditional sentence will de-
termine the tense of the subjunctive and infinitive. In this case, Lesbia’s
vow was in the form of a future-more-vivid condition: s Catullus mihi
restitiitus erit désieritque trucés vibrire iambds, dabé. ... Inindirect
statement the future perfect indicatives become pluperfect subjunctives,
and the future indicative becomes a future infinitive.

sibi: i.e., Lesbia.

restitué [re-, back, again + statud, statuere, statui, statiitus, to set; to stand up;
to place], restituere, restitui, restitiitus, to set up again; to restore; to bring back;
+ dat,, o reinstate in favor (with).

désissem: syncope for désiissem.

~trux, trucis, fierce, vicious.

vibrd, -dre, -avi, -atus, to fling, hurl (as a spear or a bolt of lightning).

iambus, -1, m., iamb; poem written in iambic meter (including the choliambic or
“limping iambic” meter); pl., invective written in iambic meter.

trucés . . . iambds: possibly referring to Catullus 37, a scabrous indict-

ment of Lesbia’s promiscuity, which is written in choliambics.

.
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CATULLUS 36

Good riddance to the Annals of Volusius!

Catullus at a time of estrangement from his puella eagerly sacrifices the Annals
of Volusius to Vulcan, the fire-god, in fulfillment of a playful vow that his puella
made.

Annalés Volusi, cacita carta,

votum solvite proé mea puella.

Nam sanctae Veneri Cupidinique
vovit, si sibi restititus essem
désissemque trucés vibrare iambgs,

U o W N -

continued
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Initial Explorations

1. What is Catullus addressing in the opening lines and what command does
he give? (1-2) On whose behalf is his command to be carried out? Who is
the puella?

2. Analyze the first line as a chiasmus. What role do alliteration and assonance
play in the effectiveness of the line?

4. What can we infer about recent events in the relationship of Catullus and his
puella from lines 4 and 5?

17
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&éléctus, -a, -um [&ligd, eligere, elégi, Electus, to pick out, choose], select, choice.

éléctissima pessimi poétae: i.e., the very worst. . .. (Thomson).

scriptum, -i, n., writing, written work.

tardipés, tardipedis [tardus, -a, -um, slow + pés, pedis, m., foot], slow-footed.
tardipedi deé: what case? The slow-footed god is the limping Vulcan.

datdram: = sé datiiram esse.

infélix, infélicis [in-, not + félix, félicis, fruitful, productive; auspicious; lucky],
unproductive, sterile; inauspicious; unlucky.

{istul®d, -are, -avi, -itus, to burn partially, char, scorch.

@stulanda: modifying scripta (7).
lignum, -i, n., wood, firewood.
infélicibus . . . lignis: firewood from a tree thought of as infélix because it
does not grow from seed or bear fruit; such trees were consecrated to the
gods of the underworld, condemned criminals were hung from them in
primitive times, and their wood was used to bumn deformed creatures
thought of as prodigies or monsters (Fordyce, 180).
hoc: supply votum.

iocosé, adv., in jest, humorously, playfully.

lepidé, adv., charmingly, pleasantly, wittily.
iocosé lepidé: asyndeton; the words describe how the puella saw herself

making her vow to the gods, playfully and wittily.

divus, -1, m., god.

6. ..creata: O [goddess] created/born. . . ., ie., Venus.

caeruleus, -a, -um, blue.

pontus, -1, m., sed. )
caeruled . . . pontd: ablative of origin; Aphrodite, Venus’ Greek counter-

part, was thought to have been born from the foam (Greek, aphros) of the
sea.

quae. .. colis (14): you who. . . . ; the first of several relative clauses naming
the various locations at which Venus was worshiped throughout the
Mediterranean world. In a hymn or appeal to a god or goddess, it was
common practice to list the names and places of worship associated with
the particular divinity. The verb colis (14) is understood in each clause.

Tdalium, -i, n., Idalium (a cult site of Aphrodite on the island of Cyprus).

Urii, -6rum, m. pl., Urit (possibly an alternate spelling for Urion [Greek] or
Urium [Latin}, a town in Apulia on the east coast of Italy). Nothing is
known about worship of Venus there.

apertus -a, -um, open; exposed (i.e., to the elements).
apertos: this describes Urii as an “open roadstead, in the nautical sense, in

contrast to a safe, well-sheltered harbour” (Thomson, 298).

Ancon, Anconis, acc. Ancdna, f., Ancon or Ancona (a seaport on the central
east coast of Italy; a temple of Venus was located there, and representations
of Venus appeared on its coins).

Cnidus, -1, m., Cnidus (a city on the southwest coast of Asia Minor; Praxiteles’
famous statue of Aphrodite stood in a temple in this city).

harundindsus, -a, -um [harundé, harundinis, f., reed], full of reeds (reeds
were exported from Cnidus and used for the production of paper).
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éléctissima pessimi poétae

scripta tardipedi de6 datiram

infelicibus astulanda lignis,

et hoc pessima sé puella vidit

iocosé lepidé vovere divis.

Nunc, 6 caeruled creita ponto,

quae sanctum Idalium Urisque apertos
quaeque Ancona Cnidumque harundingsam

continued

Initial Explorations

5.

0 ® N

10.

11

What exactly did the puella promise, and on what conditions? (3-8)

What might the puella have had in mind when she spoke of éléctissima
pessimi poétae / scripta? (6-7)

Locate elements of humor and wit in the vow as it is quoted in lines 3-8.

How does a phrase in line 9 answer a phrase in the vow of the puella?

What do lines 9-10 tell us about the attitude of the puella toward the vow she
made?

What is bizarre about the vow made by the puella? How can it be said truly
to have been made iocdsé lepidé?

What does the word Nunc (11) signal with regard to the structure of the
poem?
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cold, colere, colui, cultus, to cultivate; to live in, inhabit.
colis: deities were thought to dwell in the places where they were wor-
shiped.
Amathus, Amathuntis, acc. Amathunta, f., Amathus (a seaport town in
Cyprus and cult site of Aphrodite).
Golgi, -6rum, m. pl,, Golgi (a town in Cyprus, famous for its very ancient cult
of Aphrodite).
Dyrrachium (Durrachium), -i, n., Dyrrachium (a seaport in southern Illyria,
across the Adriatic from Brundisium and a prosperous trading center).
Hadria, -ae, f., the Adriatic Sea.
tabema, -ae, £, shop; inn.
Hadriae tabemam: in apposition with Durrachium. The town of
ium is described metaphorically as the inn of the Adriatic because
sailors would frequently put in there. The town had a bad reputation,
and the word taberna can be used of a house of ill repute. In Plautus,
Menaechmi 258-62, the inhabitants of Dyrrachium are described as “the
greatest pleasure-lovers and drinkers . . . lots of swindlers, cajolers . ..
prostitutes nowhere in the world more blandishing.” The word taberna
has disreputable connotations in Catullus 37, the only other poem in
which Catullus uses this word and possibly the poem referred to in the
phrase trucés . . . iambas (above, line 5).
face: archaic for fac.
reddd [re-, back + dd, dare, dedi, datus, to give], reddere, reddidi, redditus,
to give back; to pay (a debt); to render (ritual offerings); to discharge, fulfill (a
vow). .
acceptum face redditumque vétum: the words acceptum face. . . vo-
tum, literally, make the votive offering received = accipe vatum, receive
the votive offering (note that votum is used here in the second of the two
senses given in the vocabulary entry for line 2). The words face reddi-
tum . .. vétum mean regard the vow as discharged/fulfilled (votum is
used here in the first of the two senses given in the vocabulary entry
for line 2).
ndn illepidum neque invenustum: litotes; see Catullus 10.4.
vas: addressed again to the Annals of Volusius.
intered: here not in its temporal sense, meanwhile, but in its adversative sense,
no matter how that is, regardless.
inficétiae, -arum [in-, not + facétiae, -arum, {. pl, skillfulness, cleverness, face-
tiousness] (compare Catullus 22.14), unrefinement, coarseness.
inficétidarum: some editors print infacétidram.
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colis quaeque Amathunta quaeque Golgos
quaeque Dyrrachium Hadriae tabernam,
acceptum face redditumque votum,

si non illepidum neque invenustum est.

At v0s intered venite in ignem,

plénti riiris et inficétiarum

annalés Volusi, cacata carta.

Initial Explorations

12, What is the tone of the poet’s invocation of Venus? (11-15) How does it dis-
play the poet’s learning? Is it entirely serious, or does it contain some hu-
mor? Is it a respectful eulogy of Venus’ power?

13.  What does the poet request of Venus (16) after his invocation of her?

14. Explain how the descriptive phrases in line 17 apply to the two different
things that are referred to with the word vétum in line 16.

15. What does the use of the qualifying word interei (18) imply?

16. How does line 18 echo line 2?

17.  How does line 20 echo line 1?

18.  What is accomplished by Catullus’ violating the symmetry of the opening
and closing lines of the poem by adding line 19?

Discussion
1. What does the poem imply about the present and future relationship be-
tween Catullus and the puella?
2 Compare Catullus 36 with Catullus 35. What are some of the similarities and

differences?
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(ATULLUS: LOVE AND BETRAYAL

Meter: Sapphic strophe

1

Ille: i.e., a man discussed further in lines 3-4.
mi: take with vidétur.
par, paris + dat., equal (to).
fas, indeclinable, n., that which is right or permissible by drvine law; that which is
morally right, fitting, proper; that which is in accordance with natural law.
o1 fas est: if it is in accordance with natural law, if it is possible.
superd, -are, -avi, -atus, to overcome, defeat; to be superior to, surpass.
superdre: supply vidétur.
divus, -, m,, god.
adversus, -a, -um, turned towards, facing, opposite.
adversus: some editors take this not as an adjective but as an adverb oras a
preposition governing te.
dulcis, -is, -e, sweet.
dulce: = dulciter.
miserd: take in agreement with mihi (6) as a dative of separation (from...).
For the word as a staple of erotic vocabulary, see Catullus 50.9 miser and
8.1 Miser.
quod: [a thing] that, subject of ripit in line 6.
omnis: = omn&s; in early Latin and in many of the poets, the accusative plu-
ral of i-stem nouns and adjectives often ends in -is.
sénsus, -iis, m., sensation (i.e., ability to perceive by the senses).
simul: supply ac, at the same time as, as soon as.
aspiciod [ad-, to, toward + specid, specere, spexi, spectus, to see, observe], as-
picere, aspexi, aspectus, to catch sight of, behold, look at.
est super: = superest, remains, is left.
simul t&,/ . .. aspexi, nihil est super: as soon as [ [ever] look at you, nothing
is left. . . ., perfect tense in the temporal clause and present in the main
clause = a present-general temporal structure, in which we regularly
translate the perfect tense with a present tense in English and to which
we may add the word ever to emphasize the generality of the statement.
<vécis in dre,>: this line is missing from the manuscripts. Editors have
made various suggestions, such as vdcis in dre (supplied in the text here)
and Lesbia, vécis, with the genitive dependent on nihil in line 7.
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Lesbia’s Devastating Effect on Catullus

This poem may have been the first in the cycle of love poems to Lesbia.
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Ille mi par esse ded vidétur,

ille, si fas est, superare divos,

qui sedéns adversus identidem té
spectat et audit

dulce ridentem, miserd quod omnis

€ripit sénsiis mihi: nam simul tg,

Lesbia, aspexi, nihil est super mi
<vdcis in ore,>

continued

Initial Explorations

1.

PN WP

10.

11.

Three people are involved in the first two stanzas of this poem. Who are
they? What exactly are we told about the identity of each of them?

What rhetorical figure links the first two lines?

What does the poet accomplish by adding the second line?

Why does the poet add the parenthetical s fas est?

What is the man referred to by the word ille doing? (3-5)

What is the woman doing? (5)

To what does quod (5) refer?

The pronoun mihi (6) is modified by miserd (5). Is it better to take miserd as
an attributive adjective (from miserable/lovesick me) or to take it proleptically
(from me [and makes me] miserable/lovesick)? Why is the adjective placed so
early, even ahead of the relative pronoun that introduces the clause within
which the adjective functions grammatically?

How does the word miserd (5) set the poet in opposition to the man referred
to by the word ille?

What words in the first stanza are echoed by simul t& /. . . aspexi in the sec-
ond?

What contrast is being drawn between Catullus in the second stanza and the
man referred to by the word ille in the first?
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torped, torpére, to be numb, be paralyzed.
tenuis, -is, -e, thin, fine.
artus, -as, m., joint; limb.
démind [dé-, down + mang, -dre, -avi, -atirus, to flow] -are, -avi, -aturus, to
flow down.
sudpte: the suffix -pte intensifies the reflexive possessive adjective.
tintind, -dre, to make a ringing sound; to have a ringing sensation, to ring.
auris, auris, {., ear.
liimen, liminis, n., light; plL., eyes.
otium, -i, spare time; time free from serious occupations; leisure; idleness.
exsultd [ex-, thoroughly + salt, -are, -avi, -atus, to dance, -dre, -avi, to leap
about, dance; to run riot; to rejoice without restraint; + abl., to exult/revel (in).
nimium, adv., too much.
gestio [gestus, -iis, m., movement (of the limbs in dancing)}, -re, -ivi, to desire
eagerly; to make expressive movements/gestures; to act without restraint, be
elated, exult.
beitus, -a, -um, happy, fortunate; wealthy.
régés .. . bedtis / perdidit urbés: Catullus may be thinking of the fabu-
lously wealthy and prosperous King Croesus of Lydia, whose city,
Sardis, was sacked by the Persian king, Cyrus. Croesus had foolishly
lowered his defenses by disbanding his allied army and was intending
to wait until the next spring and the arrival of additional allied forces be-
fore continuing his war against Cyrus. Cyrus attacked Croesus with his
defenses down and captured and sacked his city. See Herodotus 1.77
and 79.
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lingua sed torpet, tenuis sub artis

flamma démanat, soniti sudpte

tintinant aurés, gemind teguntur
limina nocte.

Otium, Catulle, tibf molestum est;

0ti6 exsultds nimiumque gestis;

Otium et régés prius et beatas
perdidit urbés.

Initial Explorations

12.
13.

14.
15.

16.
17.

18.
19.

20.

21

What four more debilitating effects does Catullus describe in lines 9-12?
Examine the positions of the nouns and the verbs in the four clauses in lines
9-12 and identify the elements of a chiasmus.

What letters in lines 912 create a particularly effective alliteration?

Find a transferred epithet in lines 9-12.

What two words are most effectively juxtaposed in lines 9-12?

How does the final clause, gemina.../... nocte (11-12), provide a fitting
climax for the list of debilitating effects? How is the placement of the word
nocte significant?

What rhetorical figure is most prominent in the final stanza? (13-16)

Point out several ways in which the placement of words and arrangement of
clauses in the final stanza parallel the placement of words and arrangement
of clauses in the first stanza of the poem.

In the second and third stanzas Catullus has listed ways in which he is phys-
ically debilitated and devastated whenever he looks at Lesbia. On what does
he place blame for this happening to him? (13)

How does Catullus rebuke himself for his employment of his leisure
(6tium)? (14)

How is the effect that 6tium has had on kings and wealthy cities (15-16) a
heightened parallel to the effect that looking at Lesbia has on Catullus?

How does Catullus’ excessive indulgence in étium (14) account for his inabil-
ity to look at Lesbia and listen to her sweetly laughing the way that the man
referred to by the word ille is able to do?
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Comparison

Compare this poem with Catullus 50:

Catullus 50

Hesternd, Licini, dié 6tiosi

multum lisimus in meis tabellis,

ut convenerat esse délicatos:

scribéns versiculds uterque nostrum
lidéebat numerd modo hoc modo illoc,

reddéns mitua per iocum atque vinum.

Atque illinc abii tud lepdre

incénsus, Licini, facétiisque,

ut nec mé miserum cibus iuvaret

nec somnus tegeret quiéte ocellds,
sed totd indomitus furdre lectd
versarer, cupié€ns vidére licem,

ut técum loquerer simulque ut essem.
At défessa labdre membra postquam
sémimortua lectuld iacébant,

hoc, iticunde, tibi poéma féci,

ex qud perspicerés meum dolGrem.
Nunc audix cave sis, precésque nostris,
Sramus, cave déspuas, ocelle,

né poenas Nemesis reposcat a té.

Est vémeéns dea; laedere hanc cavetd.

Catullus 51

Ille mi par esse ded vidétur,

ille, si fas est, superare divds,

qui sedéns adversus identidem t&
spectat et audit

dulce ridentem, miserd quod omnis

éripit sénsiis mihi: nam simul t&,

Lesbia, aspexi, nihil est super mi
<vcis in Ore,>

lingua sed torpet, tenuis sub artiis

flamma démanat, soniti sudpte

tintinant aurés, gemina teguntur
ltimina nocte.

Otium, Catulle, tibi molestum est;

646 exsultds nimiumque gestis;

otium et régés prius et beatas
perdidit urbés.

1. In what ways are Catullus’ encounters with Calvus and with Lesbia similar?

In what ways are they dissimilar?
2. Compare the effects suffered by

Catullus from his poetic encounter with

Calvus with the effects suffered by Catullus when he looks at Lesbia.

w

What role does 6tium play in the two

poems?

4 What resolution of his plight does Catullus envision in poem 507 What reso-
lution of his plight in poem 51 does its final stanza hint at?
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The first three stanzas of the poem at the left below by the Greek poetess Sappho of
Lesbos (seventh to sixth centuries B.C.) provided a model for Catullus when he
wrote the first three stanzas of poem 51. Compare this translation of Sappho’s
poem (number 31 in modern editions of her work) with Catullus’ poem printed
next to it. For the Greek text of Sappho’s poem, see page 124.

Sappho 31

That man appears to me to be equal

to the gods, who sits opposite

you and listens to your sweet voice
close at hand

and your lovely laughter, which truly sets

the heart in my breast aflutter,

for when I look at you for a moment, I can
no longer speak,

but my tongue is tied, a thin

flame has at once run beneath my skin,

I cannot see even one thing with my eyes,
my ears are buzzing,

sweat pours down me, a trembling

takes hold of all of me, [ am paler

than grass, and [ seem to myself little
short of being dead.

But all must be endured. ...

[The rest of the poern is lost.]

Catullus 51

Ille mi par esse ded vidétur,

ille, si fas est, superare divds,

qui sedéns adversus identidem t&
spectat et audit

dulce ridentem, miserd quod omnis

éripit sénsiis mihi: nam simul té,

Lesbia, aspexi, nihil est super mi
<vdcis in ore,>

lingua sed torpet, tenuis sub artis

flamma démanat, sonitii sudpte

tintinant aurés, gemina teguntur
limina nocte.

Otium, Catulle, tibi molestum est;

0tid exsultas nimiumque gestis;

otium et régés prius et beatas
perdidit urbés.

1. What are the major changes that Catullus has made in adapting the first three

stanzas of Sappho’s poem?

2 What reasons can you suggest for his having made each of these changes?
3. What is Catullus doing in writing a completely different fourth stanza?
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More Comparisons

Sappho 31 again
1 That man appears to me to be equal
2  to the gods, who sits opposite
3 you and listens to your sweet voice
4 close at hand
5 and your lovely laughter, which truly sets
6 the heart in my breast aflutter,
7  for when I look at you for a moment, I can
8 no longer speak,
9 but my tongue is tied, a thin
10 flame has at once run beneath my skin, )
12 Icannot see even one thing with my eyes,
13 my ears are buzzing,
14 sweat pours down me, a trembling
15 takes hold of all of me, I am paler
16 than grass, and I seem to myself little
17 short of being dead.
18  But all must be endured. . . .

Sappho’s description of her physical symptoms served as a model for later po-

ets when describing women falling in love at first sight. Compare the following
description by Apollonius of Rhodes (third century B.C. Hellenistic Greek poet) of
Medea falling in love with Jason at first sight when she was shot by the arrow of
Eros (Cupid) in Argonautica, Book 3. Pay particular attention to the underlined
words.

[Eros] laid the arrow-notch on the cord [of his bow] in the center, and drawing
wide apart with both hands he shot at Medea; and speechless amazement
seized her soul. . .. and the bolt burnt deep down in the maiden’s heart, like a
flame; and ever she kept darting bright glances straight at [Jason], and within
her breast her heart panted fast with anguish, all remembrance left her, and
her soul melted with the sweet pain. . . . so, coiling round her heart, burnt se-
cretly Love the destroyer; and the hue of her soft cheeks went and came, now
pale, now red, in her soul’s distraction. (3.282-98, trans., R. C. Seaton)

Later, Medea, alone in her bedroom, is wracked by the pangs of her love for Jason:

And fast did her heart throb within her breast. . . . and ever within anguish tor-
tured her, a smouldering fire through her frame, and about her inner nerves
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and deep down beneath the nape of the neck where the pain enters keenest,
whenever the unwearied Loves direct against the heart their shafts of agony.
(3.755-65, trans., R. C. Seaton)

Her physical symptoms are again catalogued when she has a rendezvous with Ja-
son to give him the magic that will save him from the fire-breathing bulls:

The sight of him brought love-sick care. hy t and
mmmﬂ% and a hot blush covered her cheeks. And she
had no strength to lift her knees backwards or forwards, but her feet beneath
were rooted to the ground. (3.961-65, trans., R. C. Seaton)

Another third century B.C. Hellenistic Greek poet, Theocritus, wrote of the love at
first sight experienced by a fictional woman named Simaetha for a young man
named Delphis. Simaetha describes her love at first sight:

I saw, and madness seized me, and my hapless heart was aflame.
faded away. No eyes had I thereafter for that show, nor know how I came

home again, but some parching fever shook me, and ten days and ten nights I
lay upon my bed. (Idyll 2.82-86, trans., A. S. F. Gow)

She then describes her second encounter with Delphis:

Chiller I turned than snow from head to foot, and from my brow, like the damp
dews, started the sweat, nor could I speak a word, nay, not so much as babes

that whimper in their sleep calling to their mother dear, but all my fair body
grew stiff as it were a doll’s. (Idyll 2.106-10, trans., A. S. E. Gow)

The Latin poet Lucretius, a contemporary of Catullus, borrowed Sappho’s imagery
to describe the effects on the body of the overwhelming emotion of fear:

But when the intelligence is moved by more vehement fear, we see the whole
spirit throughout the frame share in the feeling: sweatings and pallor hence
arise over the whole body, the speech falters, the voice dies away, blackness
comes before the eyes, a sounding is in the ears, the limbs give way beneath: in
a word we often see men fall to the ground for mental terror. (3.152-58, trans.,
W. H. D. Rouse and M. F. Smith)

Another Latin poet, Valerius Aedituus, writing a little before the time of Catullus,
composed an epigram that seems to borrow imagery from Sappho’s lyric:

Dicere cum cénor ctiram tibi, Pamphila, cordis,
quid mi abs t& quaeram, verba labris abeunt,

per pectus minat subitd mihi stidor:
sic tacitus, subidus, dum puded, pered.

When [ try to tell you, Pamphila, the pangs in my heart,
what I seek from you, i i

thus in silence, aroused with lust, while ashamed, Iperish.
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Find the words or phrases in the translation of Sappho’s poem that one
might recall when reading the underlined words and phrases in the pas-
sages above. Judging from the translations of Sappho and these later poets
provided above, do the descriptions of symptoms in the latter seem to have
been written in such a way as to recall Sappho’s poem to the reader’s mind?
If so, what purpose is served by such recall?

Sappho's is a female voice, and the descriptions of the catastrophic physical
and emotional effects of love at first sight in Apollonius and Theocritus are
descriptions of the effects suffered by women. Valerius Aedituus and Catul-
lus adapted these descriptions that had by their time come to be traditionally
associated with the physical and emotional suffering of women to describe
their own suffering as men overcome by love. What is ironic or paradoxical
about Catullus’ appropriation to his own situation of Sappho and of her im-
agery that had become traditional in descriptions of the physical and emo-
tional suffering of women falling in love at first sight?

How does an understanding of the tradition that lies behind Catullus’ por-
trayal of himself in a female role as victimized by love contribute to an un-
derstanding of the unity of his poem 51, including the last stanza?



A Final Comparison

Catullus 51

Ille mi par esse ded vidétur,

ille, si fas est, superare divds,

qui sedéns adversus identidem té
spectat et audit

dulce ridentem, miserd quod omnis

éripit sénsts mihi: nam simul t,

Lesbia, aspexi, nihil est super mi
<vdcis in 6re,>

lingua sed torpet, tenuis sub artis

flamma démanat, soniti sudpte

tintinant aurés, gemina teguntur
lamina nocte.

Otium, Catulle, tibi molestum est;

6tio exsultds nimiumque gestis;

Otium et régés prius et beatas
perdidit urbés.
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Catullus 11

FGri et Auréli, comités Catulli,

sive in extrémas penetrabit Indos,

litus ut longé resonante Eoa
tunditur unda,

sive in Hyrcands Arabasve mollas,

seu Sagas sagittiferosve Parthds,

sive quae septemgeminus coldrat
aequora Nilus,

sive trans altas gradiétur Alpes,

Caesaris viséns monimenta magni,

Gallicum Rhénum horribile aequor ulti-
md&sque Brittannés,

omnia haec, quaecumque feret voluntas
caelitum, temptare simul parati,
pauca nuntiate meae puellae

ndn bona dicta.

cum suis vivat valeatque moechis,
quos simul complexa tenet trecentds,
nillum amans vére, sed identidem om-
nium

ilia rumpeéns;

nec meum respectet, ut ante, amoérem,

qui illius culpa cecidit velut prati

ultimi f10s, praetereunte postquam
tactus aratro est.

Gloria S. Duclos compares the two poems as follows:

There can be no question of the link between c.11 and what was probably
the first poem [Catullus] wrote to Lesbia, c.51. There are formal connections:
metrical (both are in the Sapphic stanza which Catullus never otherwise used);
word usage (the prosaic adverb identidem appears only in these two poems,
significantly in the same position in the line and verse but in startlingly differ-
ent contexts); source (c.51 is a partial adaptation of a poem of Sappho and the fi-
nal stanza of c.11 hinges on a Sapphic image). These seem to be consciously
erected signposts for Lesbia that what was begun in ille mi par esse deo videtur is
now ended in cecidit velut prati ultimi flos.

There are more than formal parallels between these two poems. The im-
ages of ¢.51 have been deliberately reversed in the fifth stanza of ¢.11. The first
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stanza of ¢.51 creates a picture of quiet enchantment yet distance:a ... figure
sits opposite Lesbia (qui sedens adversus, 3) and gazes at her constantly and lis-
tens to her sweet laughter; this in contrast to the poet himself who becomes wit-
less when he looks at her, so powerful is her effect upon him. What has hap-
pened to this distant enchantment in c.11? Lesbia is now shown in the closest
possible proximity (quos simul complexa tenet, 18), not to one . . . admirer, but to
hundreds of adulterers (moechis . . . trecentos, 17-18), constantly; (identidem, 19)
performing upon them all (omnium, 19) sexual acts (ilia rumpens, 20). The Les-
bia of ¢.51, who was the passive recipient of the gazes of her admirers, has been
transformed into the voracious fornicator of c.11. The repetition of identidem
underlines Catullus’ purpose. In 51.3 it describes te spectat et audit—a man
watches and listens to you constantly. In 11.19-20, Lesbia has become the sub-
ject, not the object, nor does she merely look and listen; she is ilia rumpens, and
not of just one but of all her adulterers, and all at the same time and constantly
(identidem). Grotesque pornography perhaps, but effective in expressing Ca-
tullus’ contempt and hatred.

A comparable change has affected the poet too, between ¢51 and c.11. The
man who was struck dumb by the sight of Lesbia and was almost on the point
of fainting (lingua sed torpet . . . gemina teguntur lumina nocte, 51.9, 11-12) has, in
c.11, revived and found an all too bitter voice. Yet in c.11 he cannot bring him-
self to talk directly to Lesbia, as he had done in the earlier poem; he employs
the device of intermediaries to convey his message of scorn. The intimate fe of
¢.51 has become a contemptuous third person singular in the last two stanzas of
¢.11 and the simple indicatives have been transformed into the scathing com-
mands of lines 17 and 21.

C.11, then, not only recalls ¢.51 but is in some ways a response to that ear-
lier enthusiasm. . . . Catullus now truly sees Lesbia for what she is, as he had not
when he first gazed on herinc.51.. ..

(Gloria S. Duclos, “Catullus 11: Atque in Perpetuum, Lesbia, Ave atque

Vale,” Arethusa 9, 1976, 78-79)

Study the chiastic arrangement of themes in the two poems when set side by
side:

Poem 11 Poem 51
A B B A
negotium Final parting Love at first sight ~ 6tium

of the ways
(travel and (reminiscence (adaptation (destruction of
conquest) of Sappho) of Sappho ) kings and cities)
(lines 1-14) (lines 21-24) (lines 1-12) (lines 13-16)

How does the theme of travel developed in lines 1-14 of poem 11 answer the
poet’s self-rebuke for excessive indulgence in étium in poem 51.13-167

How does the message of Catullus’ final parting from Lesbia (11.21-24) echo
and reverse his description of his original infatuation with her (51.1-12)?
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daiverai pot xfivog {oog Béoroty That man appears to me to be equal
Eupev’ dvnp, Strig Evavnidg tot to the gods, who sits opposite
iodaver xai rAdoiov adv povei- you and listens to your sweet voice

00lg VIOKOVEL close at hand

kol yehaicag ipépoev, 10 1’ 7\ oy and your lovely laughter, which truly sets
xapdiav év ombecwv éntdaroey. . . . the heart in my breast aflutter. . . .

“Woman with Lyre”
Attic crater, 5th century B.C.
Museo Archeologico
Syracuse, Sicily
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