Elspeth Evans
Assignment 1: Catullus 64 
Translation lines 76-85. 
For they say that, at that time, Athens, forced by a cruel plague, to pay the price for the murder of Androgeon, set loose choice young men, together with the glory of unwed girls to be a customary ritual feast to the Minotaur. While the narrow city walls are devastated by that evil, Theseus himself chose to sacrifice his own body for dear Athens, rather than those living corpses of Cercrops’ land be carried to Crete. That so, relying on the swift ship and fair winds he comes to great-hearted Minos and his proud throne. 

Commentary on lines 80-93
Lines 80-93 mark a change in the way Theseus and Ariadne are presented by Catullus. Theseus, formerly immemor and ferox, has so far been seen through the eyes of Ariadne, both figuratively and literally, as she watches him depart, a negative portrayal given her indomitos furores. 
Knopp (1976) believes that a pattern of passion versus heroism is created in poem 64, and assigns the lines discussed here to the heroism category, where we see the heroum uirtutes referenced in line 51. In lines 76-79, Catullus tells us about the tragedy facing the Athenian people; that their best young men and women are to be shipped off to Crete to feed the Minotaur. In the face of this city’s grief at quis malis, the passive verb uexarentur demonstrating the lack of control Athens has over the situation, Theseus steps into the role of a hero. Although Theseus is a relative newcomer to Athens, having been raised in Trozen, already the city has become caris Athenis to him. Theseus’ heroic status is demonstrated as he offers himself to go as one of the victims to Crete. His decision to go and sacrifice his own corupus, rather than Athens’ citizens, marks him out as superior in contrast to the funera nec funera who seem to face certain death. Again, Catullus uses a passive, portarentur, showing the lack of agency the Athenians have in their own future. In the same way as the Argonauts set off for Colchis as heroes at the start of the poem, Theseus now sets sail reliant only on his naue leui and lenibus auris. 
Line 85 spells out Theseus’ destination. Minos and his palace are, as Quinn (1970 p.315) notes, described with ‘stock’ epithets, used ironically. The epithet magnanimum is assigned to Minos; ironic in that you can hardly call a man who routinely summons young men and women to their death big-hearted. However, it can be argued that Catullus perhaps uses it to show how he is viewed by the Cretan people who may see the retribution he has forced upon Athens as just; unlike the Athenians who view him as the iniusti regis (75). His seat of power is labelled as a sedes superbas. Again, to Athenian eyes, there is little to be proud of in a structure that contains a monster, but perhaps the king can be duly proud of his palace, given the legendary labyrinth within. The adjective superbas may also be setting him up given its infamous connotations when applied to kings from a Roman perspective, and so is used to cement Theseus’ status as a hero in the minds of Catullus’ audience. 
Despite Knopp designating this section of the text to heroism, passion is at significant play here. Line 86 moves our focus back from Theseus to Ariadne, introducing her as a princess of Crete at the beginning of her sexual awakening. Armstrong describes her as “a watcher filled with longing and desire” (2006, p.194). Catullus juxtaposes her cupido … lumine with the noun uirgo contrasting her desire with her sexual inexperience. Quinn (1970 p.316) draws a comparison to Ennius’ Medea, if so this could serve as a prompt to the audience about the doomed nature of the relationship.  Armstrong say that “the reader is encouraged to think of the emotional effects of Theseus’ actions rather than simply marvel at his strength and courage” (2006 p.195) and the line opens with an emphasis on Theseus with hunc in first position. He is the audience’s focus as well as Ariadne’s. The verb conspexit reinforced by the adverb simul imply that her state of desire is a new one, inspired by her first glimpse of Theseus. 
This image of Ariadne on Crete differs to how we see her in the present within the ecphrasis, on the shore at Dia. Despite the fact that only a few days will have passed between these two points in time, outside of these lines she appears older, Catullus’ description of her as a effigies bacchantis, neatly shows both her wild fury, and shock at being abandoned by Theseus, but being Bacchant-like there must surely be connotations with sexual experience. On Crete we see her very much as a child. We are told that her castus lectulus has nurtured her. The diminutive form of lectus combined with the transferred adjective castus serve as a reminder of Ariadne’s youth and innocence, and as the love story between Ariadne and Theseus can be compared to that of Peleus and Thetis, perhaps Ariadne’s lectulus stands as a contrast to the puluinar earlier in the poem. Her bed, rather than being a marriage bed, is presented as a sanctuary. It is comforting and maternal in molli complexu matris, and sweetly perfumed suauis exspirans odores. Catullus expands this scene with the floral simile. However, while eurotae praecingunt flumina myrtus and distinctos colores evoke pleasant images that, taken at face value, complement the suauis castus, there is a decidedly sexual undertone. Armstrong (2006 p.197) points out “their connection with Venus, awakening sexuality” and she too compares Ariadne to Medea, noting that Medea also “falls in love with Jason from the moment she sets eyes on him, pierced by Eros’ darts” (p.198). Moreover, Armstrong believes that “the mention of Ariadne’s mother in the context of passion cannot be  wholly untainted” (p.197); Catullus’ audience will be well aware of the disastrous outcome of Pasiphaë’s union and once again it sets an ominous tone for the nascent relationship between Ariadne and Theseus.
As the introduction of Ariadne on Crete begins with her first glimpse of Theseus with cupido lumine it now closes with her looking away from him declinauit although the non prius quam tells us that she should have looked away sooner. In line 86 it is merely her eyes that are desirous, but now cuncto concepit corpore flammam funditus. The alliteration of c and f creates a harsh sound emphasising how deeply she has been taken in by her desire for Theseus, and as noted by Quinn (1970 p.316) the crackle of the flames engulfing her body are heard in the repeated i, s, and t of imis exarsit tota medullis.
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