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Vergil         Aeneid I         Outline

(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

Fatum - Furor - Pietas

Three Levels of conflict:

1. Fate (Jupiter) and Counter-Fate (Juno)

                   2. Aeneas and his passions

3. Aeneas and the Impii
 

 

I.   Introduction to the Entire Work (1-305)

                1. Proem (1-7)

                2. Juno’s Wrath (8-33)

                3. Storm (34-123)

a.   Inception and outbreak

b.   Aeneas' reaction

c.   Effect of the storm

 4. Calm (124-222)

a.   Neptune calms

b.   Aeneas' reaction

c.   Recovery and grief of the Trojans.

          5. Venus' Perturbation (223-253)

   6. Jupiter's Prophecy (254-296)

   7. Coda: Mercury (297-304)

 

II.            Meeting with Venus (305-417)

Irony - test Aeneas' pietas with Dido affair

Shortsightedness of Venus

 

III.           Aeneas in the City (418-493)

 

Irony - story of Troy on Dido’s(Juno’s)temple

Deceptive hope

 

IV.                Encounter with Dido (494-756)

Build tragedy to the end of Book 4

Contrast past (as Aeneas tells it) – present (as Aeneas is to Dido now) –future (building of tragedy)

 

Fate versus Counter-Fate

Rome (Venus) versus Carthage (Juno)

Calm (Neptune) versus Storm (Aeolus)

 

During the storm, Aeneas shows his love for his home - he wished to have died in the presence of his loved ones. Throughout the Aeneid, people die in the arms of the people they loved - Dido and Anna, Camilla and Acca, Nisus and Euryalus. To be exiled from his home and the people he loved is agony for Aeneas. His sorrowful memory of Troy is a reoccurring motif.
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Vergil         Aeneid II        Outline

(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

FUROR - moving toward Aeneas’ development of pietas (familial)
 

Lines 1-12        Introduction

 

Lines 13-267                                                                          Lines 634-721

 

Laocoon and the Horse                                  Anchises and the Oracles                                                    

(1) appearance of horse – debate (13-39)     (1) Aeneas reaches home (634-6)                                   
(2)  Laocoon urges destruction (40-56)        (2) Anchises refuses to leave (637-649)

    

 (3) Sinon:false counterplan (57-198)           (3) Aeneas and Creusa urge him to leave   (650-67)

 (4) Snakes (199-233)                                    (4) Omens: flame and comet(679-704)

     
 
A. approach(199-211)                              

A. Transition to monstrum (679-620)                                   
B. Snakes attack children (212-215)        

B. Flame on Ascanius' head (681-684)
      
C. Laocoon comes to aid (216-219)         

C. Parents rush to aid (685-686)
      
D. Death of Laocoon seems to confirm omen      
 D. Comet confirms flame omen (687-698)
     
E. Interpretation of sign as Laocoon's punishment    
E. Interpretation by Anchises (699-704)

           


 (228-233)

    
             (5) Admission of the horse and invasion of Greeks (5) Departure of Aeneas.etc. (705-729)     


(234-267)                                                              

Lines 268-633 - Aeneas' furor gives way to familial pietas

 

Lines 730-805 - Search for Creusa

 

The human participants were responsible for their own downfall. They co-operated in their own destruction.

Three separate revelations are required during the first night before he finally obeys the divine command. Whether fighting or fleeing, Aeneas' initial reaction through the second book to the startling imposition of his vocation is essentially blind panic, which culminates in his mad horror at the senseless death of Creusa. Only the words from Creusa's spirit reappearing at the end make any sense of what has happened to Aeneas, offering to him out of darkness and death a vague future purpose and a general direction to follow over strange seas to an unknown land. This prevailing uncertainty continues through the third book of wanderings.
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Vergil         Aeneid III        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

1-293                 Anchises omitted from the list of the company.

                          Period of Uncertainty (spiritual, moral, physical)

                                1-12                                proem

                                13-146                                False Starts

                                                                


1-68                                Thrace

                                                                


69-191                                Crete

                                147 - 293   Search for Italy

 

294-505          Turning Point     (Knows where Italy is)

                                Prophecy of Helenus

                                Helenus-Andromache - City of the Past

                                Aeneas - City of the Future

 

                          (Creusa had said - "Hesperia and Lydian Thybris")

            

506-715              Desolation

             506-569             Arrival at Italy - turn toward Sicily

             570-691             Cyclops (Achaemenides - symbol of Anchises' death

             692-715             Death of Anchises (Aeneas deserted in his hour of need.)
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Vergi1         Aeneid IV        Outline

(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

Dido - often described by Vulnus and ignis. Comparison to Cleopatra who was a threat in Vergil's time.

Aeneas is pius both before and after the Dido episode.

Dido and Aeneas - very similar in destiny and background; she becomes victim to furor.
Relationship of Book IV to Books III and V

    Past - present - future

    Buries the past; Anchises is still present in Book IV(dream line 351)

1.   Before consummation - Dido struggles with pudor (lines 1- 89)

2.   Consummation (90-172)

                                A. Venus and Juno (90-l28) - Related to storm in Book I

                                B. Hunt and Cave (l29-172) - Apollo/Diana image

                3.       Divine Response – Rumor - Iarbas - Jupiter - Mercury visits Aeneas (173-278)

4.   Confrontation - Aeneas propose to leave - Dido protests (279-407)

          Dido compared to bacchante.

5.   Dido's final appeal - plea through Anna rejected (408-449)

6.   Dido proposes to die; Aeneas leaves (450-583)
      A. Preparation - false appeal to Anna

                                B. Last Night

1.Dido's sleeplessness

2.Aeneas - sleep, vision, departure

                           7.  Dido's Death (584-705)

Priam and of Dido both welcome a helpless stranger and are in turn destroyed by the person so received. The undertone of deceit through betrayed hospitality, the simile of the wounded city long besieged and insidiously captured, the action of creeping serpents within the depths of a doomed city and the depths of a ravished heart, and the coupling of fire with madness.

Dido is Aeneas' first serious test, and he seems to give way without a struggle. The picture of Oriental luxury and effeminacy objectively legitimates the contempt in the words that follow. What change has taken place in this man previously so conscious of his destiny, to make him forget it and fall to such a degree under the spell and influence of an Oriental woman? All that time he was busy suppressing his feelings of guilt, but they were getting through to him in dreams about his father-who would indeed be ''agitated'' by his son's behavior and about his son. Mercury's words represent his own suppressed guilty thoughts. This reconstruction explains the speed of the reversal once he hears Mercury's words.

Both of Aeneas’ relationships with women end in the woman's death. This death is, at least partially, attributable to Aeneas. Each of the women perceives herself as abandoned by Aeneas. Creusa - and what she represents to Aeneas of family, love, and personal values - is definitively lost to him and to the Poem. On several occasions, of which this is one, he appears to attribute to an external force or to another person the responsibility for a negative action, which might otherwise be attributed to him.

While Aeneas does recognize the necessity of being gentle and consoling, the words which he actually utters to Dido are not consoling but inflammatory. In his speech Aeneas acknowledges no fault of his own; expresses no love or Dido, no sympathy for her pain, no regret at leaving her. Instead he attempts to exonerate himself with the superficially correct but substantively false legalism that he never actually married her. Dido, however, perceives instantly what is missing from his speech, and that is precisely, humanity. In action and dress Aeneas acted as Dido's husband. Only when Aeneas speaks of his father, his son, and Jove (4.351-359) does his speech have genuine power and pathos. Dido warns that Aeneas’ departure will have fatal consequences for her: In the underworld, however, Aeneas claims to have been unaware of the consequences for Dido of his leaving her behind. In sum, Aeneas does not voice responsibility for his affair with Dido, for his departure from her (''It is not my own free will that leads to Italy'' Italiam non sponte sequor 4.361 and cf. 6.458- 460), or for the consequences of his departure. Following his final interview with Dido, Aeneas is called pius (4.393). This is the first time in Book 4 that he is called pius and the first time since Book 1.378. While Aeneas pursues pietas and his mission he loses the opportunity of love from and for a woman. Thus Virgil is suggesting the emotional cost to the Romans of becoming an imperial People. Thus each of the women becomes in some sense a casualty of the Roman mission. Perhaps Virgil is suggesting that pietas so conceived is a flawed idea since it seems not to require humane virtues or any personal loyalty or affection which does not ultimately subserve what we might term political or military goals.

Dido is doomed to die not because of the situation but because of the interaction of her character with the situation. Everything aims toward the tragic end from the start. As Aeneas represents Rome, Dido does Carthage. The queen anticipates and represents her city's fate. Dido is quite sure that Aeneas' departure seals her death. It is the necessary result of her violated pride. She who involved herself in this unworthy situation can find no other escape. In her curse and in the grand manner of her death, her soul restores its greatness and liberty. The curse restores her lost dignity. To the ancients, revenge meant restoration. Her pride, her self -respect, her sense of dignity, and her thirst for revenge all demand her death. The very character of Dido demands that she not seek death because of lost love but because of her consciousness of her deep fall.

 As Dido is emotional, guilty, and tantalized by a love she shouldn’t want, Anna is tough-minded, practical, completely aware of consequences, and above all she sees herself as a winner and survivor.

Remarriage was not favored. Only 'univirae' were permitted to participate in the rites of numerous deities, and

Roman conscience considered a second marriage a disgrace if not a crime.

"Coniugium” is the proper word for legal Roman marriage, that is between Romans. Another term, 'conubium', is used for marriage between persons of different states, it is legally binding but falls into a very different legal category. 'Conubium" is used in writers on agriculture for cross-breeding of animals and plants, so its basic hybrid meaning is clear. Anna made a mistake, she used the wrong word. This might seem slight to us, but to the legalistic and omen-conscious Romans this would have been a grave error. Vergil himself sees this problem, since later in this book (at line 168), when he pictures lightening flashing on the mourttains and the cognizant heavens serving as witness to the ceremony, he uses the alternate word "conubiis", intentionally. Dido herself in the cave seduction scene calls what she has been engaged in, Marriage (coniugium, of course wrongly). "With this name she cloaks her sin". Vergil knows the difference, even if Dido doesn't! She calls it "marriage". She is not the last person in the world to cover a guilty conscience by saying "we're going to get married anyway, so. .." but as we suspected "she will use the wrong legal term and thus contradict the very thing she is trying to effect. The ominous settings, the storm, the howling of beasts on the heights, and the cave itself, serve as the worst of omens against her claim, which she further invalidates by mistaking the legal kind of marriage bond for another. Heaven and Earth were witnesses to a 'conubium' and nothing more, so Dido, thinking of love and hoping for marriage and children by Aeneas, loses again. Lest this legalism seem trivial, recall that the Romans invested the greatest part of their

collective genius in the structure to which we admiringly look back to as the Roman System of Law.
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Vergil         Aeneid V        Outline

(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

 I.          Divine Prelude (1-34)

Palinurus and diversion to Sicily

Aeneas escapes Dido to return to Anchises' influence.

II.  Anniversary of Anchises' Death (35-603) - PIETAS

A. Ceremony of grave and snake episode (35-103)

                 (Recalls flame on Ascanius' head)

 

B. Games (104-544) - parallels in Book ix

1. Ship Race (l04-285)

2. Foot Race (286-361)               rising action

3. Boxing Match (362-484)

                           4. Archery (485-544)                  arrow - comet

 

C. Troius Lusus (545-603)

III. Burning of the ships (604-778) - sudden FUROR

Aeneas still lacks the strength to lead.

IV.         Divine Postlude: Death of Palinurus (779-871)

              Voyage is ended; the helmsman is no longer needed.

 

Only the strong may be taken to Latium because there is still a war which must be fought there.

 

Both literally and figuratively Aeneas is blown off course to the coast of Africa. Vergil brings Aeneas back to the very port from which he was taken off course. Aeneas returns literally and figuratively to his “course,” for his recovery of stature as a leader.

 

The funeral games provide a light-hearted respite after the emotional drain of Book Four. It is also possible that the very inclusion of this book was a bow to Augustus. The Romans did not care for these kinds of athletic contests; their idea of entertainment was gladiator contests and watching animals fight. Augustus had revived quadrennial sporting matches in 28 B.C. in honor of the victory at Actium. Virgil's inclusion of this book, which seems to have been added after most of the book was written, might be an attempt to encourage the practice.

The games anticipate general circumstances of war, glancing at the behavior that makes for victory or defeat, and quite evidently the footrace involving Nisus and Euryalus prefigures the tragic wartime mission in which the two will meet their death in Book Nine.
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Vergil         Aeneid VI        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

Sibyl - incarnation of FATE

Aeneas' descent to Hades must be done willingly.

 

I.        Preparation

 

          A. Landing (1-13)      Aeneas      apart                                                                





fate

                                           death

          B. Temple doors (14-41) Labyrinth symbol                  




rebirth

                                         
ordeal

 

          C. Prophecy (42-97) Furor         pietas

                            

destiny

          D. Conditions to be met (98-155) Misenus, branch, sacrifice      

      

          E.                Conditions fulfilled (156-263)

 

II.  Descent: Mythological Hades (264-547)                Aeneas’ Past
 

A. Entrance, Vestibulum (264-294)                 Unreality - monsters

B. Hither side of Styx (295-383)

1. Insepulti (295-336)                 Pathos of the dead

2. Palinurus (337-383)                 Palinurus - Book 5

C. Crossing the Styx (384-416)

            D.  Between Styx and Fork in the Road (417-547)

1.   Preliminary view (417-547)

                    2. Dido (450-476)

                      Encounters the Past and leaves it behind. 

                      Aeneas must accept past pain in order to reach future destiny - GUILT

                3. Arva Ultima: Deiphobus (477-547)     Symbol of Troy - Book 2

 

III. Left-hand Road: Description of Tartarus (548-627)

 

IV.     Right-hand Road to Elysium (628-678)        Symbolizes JUSTICE

A. Moenia Ditis: Deposition of Golden Branch (628-636)

B.  Elysium (637-678)

 

V.      Philosophical Hades: Valley of Lethe and souls of future Romans (679-892)      Aeneas’ Future
A. Meeting of Aeneas and Anchises (679-702)

B. Theory of Reincarnation (703-751)

  Necessary to show or provide a method for revealing the future

C. Show of Heroes (752-892)

             Ends on a sad note (Misenus)- Rome's power is built on the sacrifice of young men.

 

VI.     Re-ascent: 2 gates (893-901)

Ivory (false dreams) - sleep like death gives information on Hades but never the literal or full truth

 

Aeneas "died" to be purified - all Roman heroes are purified souls.
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Vergil         Aeneid VII        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

I. Arrival of Aeneas and Trojan foedus with Latinus (l-285)

A. Arrival (1-36)

B. History of Latinus and Lavinia; oracles (37-106)

C. Omen of tables (107-147)

D. Embassy to Latinus (148-285)

II. Allecto (286-571)

A. Juno's Wrath (286-322)

B. Her charge to Allecto (323-340)

C. Visit to Amata (341-405)

D. Visit to Turnus (406-474)

E. Ascanius and the deer (475-539)

F. Departure of Allecto (540-571)

III. Mass violence and Muster of the Italian Clans (572-817)

A. Italian Fury and withdrawl of Latinus (572-600)

B. Juno opens gates of war (601-640)

C. Muster (641-817)

 

Homer - glory of war

Vergil - war is furor and is only justified as a means to peace

Aeneas - pietas and humanitas

contrast between furor and pietas is very strong in book 7

Book I - storm/Juno/land

Book VII - land/Juno/war

 

Turnus, through his own responsibility and character, carries his own predicted death within him. Turnus has plans, but they are for himself and his own satisfaction. He is fighting against a Fate which is too much for him. The absence of a vision of Fate that is his own - he lives only for the moment and for himself.

 

The inclusion of a list of Italian heroes has an important political implication. For most of its life, the Roman Republic had only granted citizenship to those who were of Roman ancestry. This left most Italians disenfranchised and highly dissatisfied. After the Marsic War, which lasted from 9I to 88 B.C., citizenship and its privileges were finally extended to the non-Roman Italians of the Republic. It was important for Virgil not to offend the Italians, who were still sensitive about the issue, so the inclusion of a list of Italian heroes was a politically wise decision. The catalogue of Italian heroes also serves the purpose of humanizing the Italians.
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Vergil         Aeneid VIII        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

I.   Preparations for Rome (1-101)

A. Event in Latium

B. Aeneas’ dream and respose to it (sow and piglets)

C. Voyage to Rome

II.  First Day in Rome: Arcadian and Herculean Past (102-368),

A. Reception by Evander

B. Hercules and Cacus (means for Hercules to become a god)

                 C. Arcadian Rome (locations: simplicity of home)

 

III. Next Night: Making the Arms (369-453)

IV.  Second Day In Rome: Present (454-596)

A. Evander accepts alliance

B. Omens (lightning, thunder, trumpets and arms)

C. Departure

V.   Second Day in Valley near Caere: Augustan Future (597-731)

A. Arrival

B. Shield

 

Major theme: Aeneas is a divine man of Roman destiny whose mission is to defeat furor.

Aeneas stands in the present framed by the past and the future

 

Book 8 serves to join the past and the future to the present.

 

Three god figures – Aeneas, Hercules, Augustus symbolized the Roman struggle against Furor

Parallels: Section I - intervention of Anchises in book 5

    Section II - mythological Hades in book 6

                  Section V - show of heroes at River Lethe in book 6
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Vergil         Aeneid IX        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

 

 

  I. Introduction (Juno-Iris-Turnus) - (1-24)

 

II. Episode of the Ships (25-158)

 

A. Turnus’ attack and attempt to fire the ships

B. Metamorphosis of ships

C. Turnus’ fiducia: withdrawal at night

 

III. Euryalus episode (night) - (159-502)

 

              A. Introduction

              B. Resolution of Nisus (desperate love)  and Euryalus (younger, irrational, violent)

              C. Scene with Ascanius

D. Raid Latin Camp

E. Death of Nisus and Euryalus

F. Euryalus’ mother’s grief         

 

IV. Fighting at the walls and aristeiai of Turnus (503-589)

 

  V. Ascanius Numamus (Remulus) (590-663)

 

VI. Fighting at the gate (664-818)

 

A. Pandarus and Bitias open gate

B. Turmis overpowers Trojans

1. Fighting at the open gate

2. Gate reclosed

C. Trojan recovery; Turnus withdraws

 

                               

               
 Book 9                


Book 5

 

Ship burning (Turnus)    

ship burning (women)

Nisus and Euryalus    

Nisus and Euryalus

 

Absence of Aeneas reveals full force of furor in Turnus’ character

Note ineffectiveness and futility of war in Aeneas' absence. War becomes mere violence with little or no purpose.

Contrast between Aeneas and Turnus is powerful in this book despite the absence of Aeneas from the action of the book.

The transformation of the ships obviously looks forward to the major transformation which is the basic theme of the epic, the change of defeated homeless Trojans into Romans.
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Vergil         Aeneid X        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 I.   Introduction   (1-259)

      A. concilium deorum

      B. Trojans beseiged

      C. Aeneas – Etruscan tribes and leaders
      D. Aeneas - nymphs  tell of events

II. Battle up to the death of Pallas ( 260-509)

A. Arrival of Aeneas

B. Landing and the First Battle

l. Turnus’ reaction to Aeneas’ arrival

2. Aeneas and landing

3. Aristeiai of Aeneas

4. General engagement and stalemate

        C.  Aristeiai and death of Pallas

1. Pallas exhorts Arcadians to fight

2. Aristaial of Pallas

3. Pallas and Lausus

4. Contest of Pallas and Turnus resulting in Pallas’ death

III. Battle after death of Pallas (510-908)

A.  Aristeiai of Aeneas: victory, seige raised

B.  Juno deceives and saves Turnus

C.  Contest or Aeneas with Mezentius and Lausus

1. Aristeiai of Mezentius

               2. Battle evened: stalemate

               3. First contest of Mezentius and Aeneas

4. Battle of Aeneas and Lausus: death of Lausus

5. Mezentius’ grief and return to battle

6. Second content of Mezentius and Aeneas: death of Mezentius

 

Book 4 - Aeneas' lack of readiness for Latium

Book 10 – Turnus’ lack of readiness for final conflict

Note relation of Jupiter to subfates (Venus and Juno) and to man

Pallas - object of Aeneas pietas - death inspires ardor of Aeneas, unlike guilt inspired by Dido’s death

Fate can be postponed but not changed.
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Vergil         Aeneid XI        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

 

I.    Trojan Section (1-202)

A.  Aeneas at bier of  Pallas

B.  Latin burial; embassy to Aeneas

C. Evander’s mourning

D. Trojan burial

II.  Latin section (203-444)

A. Latin grief, accusation of Tamus

B. Embassy from Diomedes returns

C. Speech of Latinus

D. Speech of Drances

E. Reply of Turnus

III. Attack on Laurentum from Latin viewpoint (445-915)

A. Trojans are coming

B. Dispositions for battle; Turnus and Camilla

C. Diana and Opis (Camilla's girlhood)

D. First engagement and battle

E. Aristeiai of Camilla

F. Death of Camilla (young hero dies)

1. Tarchon, Arruns

2. Death of Camilla

3.  Punishment of Arruns

G. Route of Latin cavalry

H. Withdrawl of Turnus: seige of Laurentum

 

Camilla indulges a characteristically heroic lust for slaughter (with little motivation on her part other than the blood-lust itself) and an excessive interest in loot.

As his career of slaughtering takes him farther and farther from his responsibility, he leaves Latinus' city exposed. Vergil shows the behavior of Turnus with a simile of a spirited horse. Vergil begins the simile by noting that the horse has broken its tether and escaped from its stall. He, too, has broken his tether and escaped the place where he should be, namely, the council of the Italians which is attempting to arrive at a rational and less costly conclusion to the war than so far has been achieved by hand-to-hand combat. Had Turnus controlled himself a little, he might have caught Aeneas, who now emerges unharmed from the pass where Turnus has laid his lap. Thus Book Eleven ends by emphasizing the inadequacy of Turnus' furious way of battle.
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Vergil        Aeneid XII        Outline
(Based on Brooks Otis, Vergil: A Study in Civilized Poetry)
 

 

  I. Ratification of Truce (1-215)

A. Arranging the Truce

B. Juno and Juturna

C. Ratifying the truce

 II. Violation of truce (216-467)

A.  Breaking the truce 

B. Aristeiai of Turnus

C. Curing of Aeneas’ wound: his return to battle

III. Withdrawl of Turnus (468-696)

A. Aristeiai of Aeneas and Turnus (Juturna as Metiscus)

B. Aeneas' attack on Laurentum (suicide of Amata)

C. Turnus comes to himself and returns

IV. Combat of Aeneas and Turnus (697-952)

A. First phase of combat

B. Intervention of Jupiter (Dirae, Juturna departs)

C. Final phase of Combat

 

Turnus accepts death as his duty necessary for-peace; his death is an act of atonement to bring peace.

Aeneas' humanitas -- feeling for Pallas makes him kill Turnus

 

                                                   Corresponding Books In the Aeneid

     Book 2 – Fall of Troy                         


12 - triumph of-Aeneas, fall of enemy

              3 – Aeneas’ wanderings (mistakes and uncertainty)    
11 – Turnus’ uncertainties

              4 -  Dido’s tragedy                                

10 - tragedy of Pallas

              5 – games (Nisus and Euryalus)       


9 – Nisus and Euryalus


6 -  heroes in Underworld; future   


8 -  takes Future on shoulders; shield


1 -  storm/Juno/land   



7 -  land/Juno/war

 

The tragedy of Aeneas' experience is that fate or history rewards his furor, not his humanity. His triumphs come from his furor which allows him to break the Latin siege: Furor allows Aeneas to devastate his enemies and consequently to achieve victory. Aeneas, in order to conquer, is compelled to suppress love and pity but not furor. Is Aeneas' cruelty unbelievable, inconsistent with his character? An alternative is to imagine that Aeneas has within him from the start the capacity for inhumane action. Aeneas' killing of the noble Lausus (10.811-815), his cruel boasting (10.531-532, 557-558, 592-593), his slaughter of a priest (10.537-541), his sacrifice of live youths to Pallas (11.81-82) are all cases in point. Aeneas' final action in the poem is the killing of Turnus. Yet when Aeneas declines to spare the beaten and suppliant Turnus, he not only falls short of Anchises' ideal of sparing the vanquished, but he does so in the full sight of his future subjects. This is a spectacularly public killing. To the Latins Aeneas appears not a figure of compassion but of murderous fury. Here it is critical to note that, as previously with Creusa and Dido, Aeneas attributes responsibility for this difficult action to another. As he kills Turnus he cries: ''It is Pallas.”

Rome's founding (condere) ''he buried (condit) his blade full in Tumus' breast.” Before the city can be built, a sword is buried in the heart of its opponent; building and burial are curiously fused in the closing scene.

The dialogue of reconciliation between Jupiter and Juno immediately preceding the poem's closing lines recalls the dialogue of prophecy between Jupiter and Venus immediately following the opening lines. The destiny confided to Venus remains unchanged in the long interval, but it cannot become effective without the final acquiescence and cooperation of Juno.

Aeneas has not been tempted, like Euryalus, Turnus, or Camilla, to don the glittering spoils of his foe; he has immediately given all to the god of war.

The duel is the ordered way of fighting and appropriate to Aeneas; random fighting and killing is the disorderly method of Turnus. The duel which Turnus now hotheadedly demands is not necessary. The obvious alternative is a treaty of peace to end bloodshed and resign to Aeneas what has been offered him on his first arrival. But Turnus must choose the way of war: he has nothing left but his warrior's code and the honor that goes with it. The behavior of Turnus is a portrait of irrationality.

As he kills Turnus and establishes a peace that enables Rome to come into existence, Aeneas has, at least momentarily, succumbed to the very malign forces he has been trying passionately to combat. While Aeneas is hot with destructive anger, Turnus lies cold in death at his feet.

Top of the Document
The epic may be defined as a long narrative poem dealing with heroic action and written in dignified language. It usually concerns an entire people or nation and embodies within it their legends, their history, and their religion. The characters are great heroes who are involved in a mighty struggle against powerful opposing forces. Deep fundamental passions such as loyalty, ambition, jealousy, revenge, hatred, and love move the characters to personal action that is part of some grand purpose to be achieved. There are two classes of epic, the primitive and the literary. The primitive: There is great emphasis upon the individual and his exploits that lead to personal honor or glorification. The literary epic tells a story of national scope in which the individual actors and episodes appear as part of a grand purpose that must be achieved despite difficulties.  Dido, Turnus: Personal tragedy is made subservient to the great national purpose of the poem. Augustus and his adoptive father, Julius Caesar, as members of the Julian clan, claimed descent from Venus through Aeneas and Julus. He began his story in the remote past as described by Homer in the lliad and the Odyssey. This gave the story an initial aura of antiquity and grandeur.

Vergil incorporated into his story many of the incidents developed by writers during the centuries that followed Homer. With these the educated Romans were familiar, and by their inclusion in the story Vergil gave a certain continuity of literary history that fitted well with the concept of a divine governing power that was directing all to the ultimate goal - -the establishment of a great nation. Since Naevius presented the Dido story in his Bellum Punicum and Roman authors such as Ennius had included the traditions in his Annales.

The material was familiar to every educated Roman. No doubt this is the secret of his popularity among his contemporaries . Here was a story that was familiar and yet new, one that was taken largely from Greek sources and yet was wholly Roman. He was wise enough to see the difficulties that stood in the way of securing the benefits of a golden age. The constant turmoil had weakened the moral fiber of the state. From a simple rural people, the Romans had become a sophisticated urban populace; the sanctity and strength of family life had declined; the religious element in their lives had given way to skepticism among the educated and superstition among the rest; and politics was more influential than religion. Rome's contact with the various parts of the world had slowly but surely contributed to a weakening and partial destruction of those customs and religious sentiments that were characteristic of Romans and so prized by men such as Cato the Censor. Divorce laws were made stricter; marriage was encouraged; temples in the city were repaired and new ones built. The city itself was beautified by new buildings.

To further his aims of personal persuasion to reform, Augustus enlisted the aid of literary men.

Vergil therefore had a dual purpose in writing the Aeneid . The first was a glorification of Augustus as the embodiment of Rome's renewed spirit. This he accomplished by selecting the story that centered around Aeneas because of the parallels in virtue, character, and events that would be obvious to the Romans and which would honor Augustus without servile flattery. The second purpose Vergil had in mind corresponded with Augustus' desire for a revival of religion and the sanctity .of family life. This he accomplished by telling the story of a man who was pius. Men were to draw inspiration for action by a contemplation of the past. He achieved a more universal element; namely, that man achieves his fulfillment by obedience to the divine decrees, however much personal suffering may be involved. . Its 9896 lines occupied him for ten years, an average of a little more than two and a half lines a day. And we must remember that he had intended to spend three years more in revising it. This would have meant an overall average of two lines a day. The illustrious poets Varius and Tucca, close friends of Vergil and Horace, afterwards edited the books of the Aeneid with this proviso that they add nothing to it, removing only the superfluous variant readings without adding anything.
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REFLECTIONS OF WOMEN IN ANTIQUITY

A substantive dilemma when excellent critics differ so widely on the moral quality of Aeneas' ultimate victory. Are we to damn Aeneas for his furor? Or to praise him for his pietas? Or perhaps for his political acumen in prudently eliminating a future adversary? Or should we rather question even the political advisability of Aeneas' slaying the beaten, suppliant Turnus within the full view of his future subjects? Aeneas' relationships with Creusa and Dido are parallel in several ways. Both of these relationships end in the woman's death. This death is, at least partially, attributable to Aeneas. Each of the women perceives herself as abandoned by Aeneas. Finally, there is in each case a connection between Aeneas' departure and his pietas. In sum, both Hector and Odysseus have strong, positive relationships with their wives and this contributes largely to them being human, sympathetic figures. Love or Creusa and Dido remains subordinate to this goal. The destined marriage with Lavinia is a political act and does not signify affection. Love, whether for wives or children, is opposed to patriotic goals. Thus a love relationship with a woman apparently has no essential place in Aeneas' life's mission. Tradition offered Vergil two variants of this story, the older of which represented Creusa as accompanying Aeneas into exile. In this critical moment Aeneas plans effectively for his father, son, and household gods but not for his wife. May we infer that he is more concerned for them than for her? Yet this search, although it shows courage and sentiment, does not undo the consequences of Aeneas' initial flight. Creusa - and what she represents to Aeneas of family, love, and personal values - is definitively lost to him and to the Poem. On several occasions, of which this is one, he appears to attribute to an external force or to another person the responsibility for a negative action, which might otherwise be attributed to him. Vergil shapes the image of Aeneas' pietv to include only males: Aeneas, his father, and his son. Aeneas more easily faces battles and winter storms than he faces a difficult encounter with Dido. But Virgil clearly intended us to notice the unsympathetic quality of Aeneas' speech because he points the reader's attention towards it. Aeneas' speech to Dido is framed by his awareness, although unvoiced, of the necessity of being gentle and consoling to Dido. The truly striking thing, then, is that while Aeneas does recognize the necessity of being gentle and consoling, the words which he actually utters to Dido are not consoling but inflammatory. In his speech Aeneas acknowledges no fault of his own; expresses no love or Dido, no sympathy for her pain, no regret at leaving her. Instead he attempts to exonerate himself with the superficially correct but substantively false legalism that he never actually married her. Dido, however, perceives instantly what is missing from his speech, and that is precisely, humanity. Aeneas' lack of sympathy is what most keenly wounds: Aeneas' actions no less than Dido's determined the course of their drama, yet Aeneas does not acknowledge this.' Aeneas allowed Dido's love and expectations to develop inasmuch as Aeneas is entirely aware of Dido's passion for him: In action and dress Aeneas acted as Dido's husband

Because of this Dido legitimately feels both rejected and betrayed. The flaws of Dido's character are not, however, of concern to us here but rather the truth of her accusations, which are exact. If he were free, he would not remain with Dido but would seek to restore Troy. And when Aeneas finally speaks of love it is not for Dido but for Rome. He discredits her feeling for him by suggesting that it is malice or envy which motivates her to detain him: Only when Aeneas speaks of his father, his son, and Jove (4.351-359) does his speech have genuine power and pathos. Dido warns that Aeneas’ departure will have fatal consequences for her: In the underworld, however, Aeneas claims to have been unaware of the consequences for Dido of his leaving her behind. In sum, Aeneas does not voice responsibility for his affair with Dido, for his departure from her (''It is not my own free will that leads to Italy'' Italiam non sponte sequor 4.361 and cf. 6.458- 460), or for the consequences of his departure. Following his final interview with Dido, Aeneas is called pius (4.393). This is the first time in Book 4 that he is called pius and the first time since Book 1.378.

While Aeneas pursues pietas and his mission he loses the opportunity of love from and for a woman. Thus Virgil is suggesting the emotional cost to the Romans of becoming an imperial People. The women's deaths are at least partially attributable to the manner of Aeneas' departure although Aeneas does not acknowledge this. To Creusa Aeneas is fatally inattentive. To Dido he is also irresponsible, even treacherous. Each of the women perceives Aeneas as abandoning her. Finally, there is in each case a connection between Aeneas' departure and his pietas. Thus each of the women becomes in some sense a casualty of the Roman mission. Perhaps Virgil is suggesting that pietas so conceived is a flawed idea since it seems not to require humane virtues or any personal loyalty or affection which does not ultimately subserve what we might term political or military goals. The tragedy of Aeneas' experience is that fate or history rewards his furor, not his humanity. His triumphs come from his furor which allows him to break the Latin siege: Furor allows Aeneas to devastate his enemies and consequently to achieve victory. As Johnson points out, Aeneas, in order to conquer, is compelled to suppress love and pity but not furor. The significance for the Aeneid as a whole of Aeneas' behavior towards Dido and Creusa is that it reveals his otherwise astonishing brutality in Books 10 and 12 to be not entirely anomalous. Aeneas' cruelty in these books is unbelievable, inconsistent with his character. An alternative is to imagine that Aeneas has within him from the start the capacity for inhumane action. Aeneas' killing of the noble Lausus (10.811-815), his cruel boasting (10.531-532, 557-558, 592-593), his slaughter of a priest (10.537-541), his sacrifice of live youths to Pallas (11.81-82) are all cases in point. Aeneas' final action in the poem is the killing of Turnus. Yet when Aeneas declines to spare the beaten and suppliant Turnus, he not only falls short of Anchises' ideal of sparing the vanquished, but he does so in the full sight of his future subjects. This is a spectacularly public killing. To the Latins Aeneas appears not a figure of compassion but of murderous fury. Here it is critical to note that, as previously with Creusa and Dido, Aeneas attributes responsibility for this difficult action to another. As he kills Turnus he cries: ''It is Pallas.”
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PATTERNS OF ACTION IN THE AENEID

 

Poschl has indicated the importance of the storm scene of book I for the symbolism of the whole poem. Francis Newton and Bernard Knox have persuasively argued that the recurrence of the imagery of fire and serpent informs our understanding of the character of Aeneas, Dido, and the entire Trojan cause. That Aeneas' final act is connected with his first appearance and that the latter rejects the former as much as the first anticipated the latter. The motif of the hunt in book I. Aeneas goes hunting in Africa for food for his men, the first ''action'' he performs in the Aeneid. He finds and slays seven deer with which he feeds and refreshes his men after their harrowing escape from the storm (1. I 84-I94). His intention is clearly beneficent and so is the result. But in book II Aeneas and the Trojans hunt the Greeks, and in book IV Aeneas and Dido go on a hunt.. In these two instances the hunting of Aeneas, profitable for a while, ultimately proves vain, for he does not achieve his goal, since each goal is for him a mistaken one: he was neither to save Troy nor marry Dido since in neither instance would he have ''refreshed'' his people. In book VII Ascanius also goes hunting, finds a deer and slays it, whereupon war breaks out; none of the Aeneadae is refreshed by Ascanius' hunt (VII. 493-510). Yet because of Ascanius' precipitation of war, peace, and a new civilization will come to Latium. The dire immediate consequence of Ascanius' action ultimately results in good. The fact that Ascanius hunts at the opening of the Iliadic half of the poem just as Aeneas did at the beginning of the Odyssean half is intentional. Vergil invites his audience to compare the two actions, for they present an antinomy which is resolved in the final appearance of the hunting motif in book Xll when Aeneas hunts and slays Turnus, whereby he is able to end the war and refresh the Trojan and Latin peoples. The verb cupio appears only nine times in the Aeneid and always in contexts of baneful desire. The more frequent word for ''wish'' or ''willing'' is volo (57 times). That the connotation of cupio in the Aenid is baneful gathers confirmation from the contexts in which cupido, Cupido, and cupidus appear. As their successive appearances demonstrate the passionate desire suggested by these words is a destructive force in the world of the Aeneid, and the implication of the pattern seems to that such passion needs intelligent control if it is ever to be put to the advantage of men.

''Like,'' or ''as,''  the words of a simile are used literally; those of a metaphor, figuratively. The poet can exploit at the same time both the similarity and the dissimilarity between the two things compared. Vergil, like Homer, draws on the natural world for his similes: 85 of the 116 similes derive from nature; 31 of the 85 appear in the first six books; 12 concern animals and 19 the forces or phenomena of nature. In the last six books 23 of the 54 similes drawn from nature involve animals and the rest the forces of nature. Man-made objects such as jewels or statues; institutions such as cities; the divine world; or even the necessary rounds of daily life.

The lion simile in the Aeneid fosters Vergil's conception of the hero as a man profoundly different from the Homeric hero. By repeatedly comparing Turnus to an animal, Vergil makes his audience fully aware of Turnus both as a mighty warrior and as a maddened beast. Wolf simile occurs in book II: simile involving a wolf is in book IX. Turnus has assumed a role that once Aeneas himself had played. But by book IX Aeneas has become the educated hero. Therefore, by repeating a simile but using it this time of Turnus, Vergil allows his audience to measure the distance Aeneas has come in his education as a civilized hero and the distance which separates him from such heroes as Turnus. The fact that all three of these animal similes involve savage beasts attacking defenseless sheep clearly indicates their connection. But sig- nificantly, too, Turnus and Euryalus are likened: the Trojan and the Rutulian are comparable in their savage destruction. Euryalus, the lion, was at last destroyed. To use the same simile of Turnus suggests, too, that he will be destroyed. But through the recurrence of nine similes describing birds in ominous circumstances, and especially through two similes involving doves and death, the first simile of Hecuba and the Trojan women as doves attains a greater force than at first seemed possible. Vergil indicates the close connections between serpents, concealment, and destruction. He implies that the Trojans shared with the Greeks the responsibility of destroying Troy. The winds which blow upon the fleet of Aeneas are first compared to a line of march: ac venti velut agmine facto (I. 82), for, by the end of the Aeneid, in book XII, the terms are reversed, the whirlwind is used for the action of the Trojans, especially of Aeneas. The battlefield of the Latins and Trojans has become the sea surging under the storm of battle. How Vergil works all these matters out will become apparent when the entire system of the storm similes is examined in chapter one. For the moment, let it be enough to remark that the storm of book I heralds not only the storm of passion which engulfs Dido and almost destroys Aeneas but also the storm of battle which more importantly threatens to destroy Aeneas and his mission, the establishing of a civilization in Latium.
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TECHNIQUE AND IDEAS IN THE AENEID

 

The author keeps the reader oppressively aware of the future looming ahead: Dido's tragedy, the death of Turnus, the foreshadowing of many deaths, Pallas and Lausus. In human characters the possibility of this formulation comes from hindsight, but with Juppiter from foresight

What Juppiter foresees is also a foreshadowing by the omniscient author. The Aeneid is concerned with the events of less than a decade towards the end of the twelfth century B.C. The poet seizes on that sense of historical inevitability and transfers it back into the twelfth century by means of the concept of Fate. Conse- quently, every event is made to have its own special place in a great predestined chain that leads unswervingly to the age of Augustus. The effect is to make a reader look forward, not just within the poem but far beyond the limits of the poem to a historical continuum that itself extends even beyond the moment at which the poem is actually being written. The reader, that is, in his own day (in the age of Augustus) stands in the same relationship to the future as he does within the limits of the poem.  In 8.398-99 Vulcan makes a surprising assertion to Venus: ''Neither the all-powerful Father of the gods nor Fate forbade Troy to stand and Priam to survive another ten years.'' This compels a rereading of Book 2 in which it now becomes clear that action by the gods which seemed to tend towards the destruction of Troy was only one level of explanation and not necessarily the one that should matter most in the context; essentially, the human participants were responsible for their own downfall. There could be no doubt about Troy's  ultimate fall, and that fact needed the long-term explanation; but there was no necessity that any one occasion should lead to its fall unless the human actors co-operated in their own destruction.  The poet asserts inevitability, expressed in terms of a predetermined plan, as the way in which history must be viewed as a whole; whereas, in the short term, human beings are fully responsible for their own destiny, since the large scale pattern is compatible with considerable variation in small-scale events. Juno will take what vengeance she can because in the short term events can still be influenced though the long-term results are certain and unchanged. That leaves an area for human responsibility as well as for divine interference. Juppiter to Juno: (l0.622-27): she can save Turnus for the moment, but she cannot change the course of the war. Turnus, through his own responsibility and character, carries his own predicted death within him. This is a man whose strength of will comes from his having a compelling vision of the future in a way that he can only explain in terms of Fate, Destiny, the will of the gods.

Once revealed, a knowledge of the future imposes on a man the obligation of seeing it achieved. Underworld in Book 6 - Aeneas cannot understand since he possesses no historical perspective. Only those who have lived through to 23 B.C. can understand, and they include the poet and his privileged reader. Courage and fortitude are what he sees as the marks of his life, but he wishes better fortune for his son. A man driven by Fate, Aeneas knows only the inner moral imperative but almost nothing of its purpose, his sense of right and wrong, of what constitutes civilized behavior, has to come from within himself. What he regards as worthy of recognition is a system of values that he can understand. Turnus has plans, but they are for himself and his own satisfaction. He has no vision of Fate, Juno, who now knows the future, sees that he is fighting against a Fate which is too much for him. The absence of a vision of Fate that is his own - he lives only for the moment and for himself. Intimately to connect a decade in the late twelfth century B.C. with the age of Augustus -and the concept of Fate was one important device in that technique. Here the gods do the work of the poet and are in some sense his voice, but they are made to speak with an authority that comes from seeing the whole perspective of history. Venus, speaking first, expresses the Trojan point of view: she emphasizes suffering, hardship, and dedicated obedience to divine commands. Juno presents the Italian point of view, emphasizing what they see as Trojan brutality and ambition and sheer greed. Juppiter presents a point of view: war between Trojans and Italians is in fact, virtually a civil war, both because of the mixture of loyalties, and also because of the large historical perspective. Camilla, indulging a characteristica1ly heroic lust for slaughter (with little motivation on her part other than the blood-lust itself) and an excessive interest in loot. The gap is once again clear here: the poet gives one account, the human characters perceive something else. Amata has no sense of the Fury. She is as unaware that any divine power is involved as Aeneas is in Book 1, as far as Turnus' perception goes, the whole episode is a dream. Aeneas gets the bright idea of attacking the city of Latinus; put into Aeneas' mind by Venus. These are two parallel accounts of the same thing, the one using the gods as explanation, the other showing a man receiving a flash of inspiration. There is a clear gap between what gods are said to do and what the human character Perceives. Forces at work in the human world that have a universal application and cannot be expressed except in figural language: Turnus is afraid of Aeneas but hardly admits it to himself. In fact, what Juno does for Turnus is the emblem of that fear: it mirrors his emotions and produces an ideal situation for him. It is only when he is safe that shame overwhelms him and he contemplates suicide but is again prevented by Juno (680-86). The actions of Juturna, Metiscus, the charioteer, presumably unnoticed by Turnus,  ''O my sister-for I have recognized you for a long time, right from when you cunningly upset the truce and joined in this war; These words enforce a re-reading of the text from line 216. There has been no indication that Turnus suspected anything. . This time he is forced to admit the fact because his pride can no longer tolerate the swiftly accumulating evidence of his cowardice. Several incidents of divine intervention have been seen to have a special feature: there existed throughout the intervention a distinct gap; between the poet's account and what the human beings perceived that lasted until the moment when the deity left, was recognized, and thereby reinforced the idea or emotion, the arousal of which had been the purpose of the visitation. Human beings interpret omens as their circumstances or their wishes suggest. The Trojans interpret the sea-serpents attacking Laocoon as a judgment against Laocoon. The poet does not say whether their interpretation was right or wrong that question was simply irrelevant-what mattered was that men had made a decision about divine will and that decision led to another decision that certainly was totally mistaken. The gap here is between the lint of view of hindsight, which reads determinism or inevitability into events that have already taken place, and that of the immediate circumstances, where men seem to themselves to be free to decide their own fates on the facts as they see them. There are three ways in which the poet drew an advantage from using the divine machinery as a trope for human motivation. First, he could express the often accidental or coincidental element in the way in which emotions or ideas tend to arise in human beings emotions tend to human beings at least to some extent from outside and apart from their volition, inexplicable mechanism whereby emotions can become contagious, leading to the phenomenon of crowd-hysteria and therebv to acts that would be unthinkable in single individuals. Events on earth are referable by a process of counterpoint to events on the divine level, except that this is true only of a selection of the most significant events on earth. The divine machinery is a figure for the historical process viewed retrospectively; that Fate is a figure for the idea that the historical process, when viewed retrospectively, seems made up of an inevitable series of events. In using gods and their agents to account for motivation: it asserts the inexplicable existence of irrational but frequently appearing forces in the world that operate on men.

Fate, Juppiter, and Juno (because of her support of Carthage) represent the immutability and inevitability that characterise the past as seen from the present, except that the poet uses them to look forward from the origin rather than backward from the end (as he himself does). But the gods also participate in events as they take place in apparently random sequence, and, in doing that, they are a synecdoche for the chaos and lack of pattern that characterize events viewed in the immediate context of their occurrence. A second reading reveals a hidden dimension in an earlier passage when it is brought into confrontation with a later one. In fact, Dido is Aeneas' first serious test, and he seems to give way without a struggle. The picture of Oriental luxury and effeminacy objectively legitimates the contempt in the words that follow. What change has taken place in this man previously so conscious of his destiny, to make him forget it and fall to such a degree under the spell and influence of an Oriental woman? All that time he was busy suppressing his feelings of guilt, but they were getting through to him in dreams about his father-who would indeed be ''agitated'' by his son's behavior and about his son. Mercury's words represent his own suppressed guilty thoughts. This reconstruction explains the speed of the reversal once he hears Mercury's words. For there are twin gates of insubstantiate dreams: the one constructed of horn, the other of ivory. And such dreams as come out through the carved ivory cheat us, bringing messages that are not to be fulfilled. There is a connection between the experience that Aeneas has undergone and the gate of ivory. There is something illusory or unreal about the journey through the underworld. His journey through the Underworld was in some way analogous to sleeping and dreaming. The concept of a physical journey through the Underworld by a living man is called into question.

There are times in the Aeneid when the poet intervenes, in his own voice, to declare a moral position; for instance, when war breaks out between Italians and Trojans at the instigation of Turnus and Amata, he makes a definitive moral judgment-the war was wrong (7.583-84). But often Virgil presents two aspects of a complex situation and, by refraining from comment, implicitly asserts the impossibility of making an absolute moral judgment between the two. Dido faints and has to be carried away. The only possible defense for Aeneas' actions is his pietas; in any other capacity than as a man of destiny he should have stayed pietas is why he must leave, and Virgil wants us to remember this. Dido did not deserve to die. She died before her time, and she was the victim of a sudden passion. The privileged voice of the poet speaks in  this epitaph, in pity and understanding. There is no way out for her but suicide, since she can only be ruined personally and politically by Aeneas' departure. Dido and Aeneas - each is right and the other appears to be wrong. It is this kind of moral ambiguity which interested the poet and is inherent in the human condition -  ''mixture of motives.” The concept is explored in full for the first time in this passage, and it is used to reveal a man in whom, though evil may predominate, it is mixed with good. . Nothing would have been easier for the poet than to sharpen the portrait of Turnus as a bloodthirsty villain who richly deserved the death that came to him. Did the poet, then, in modifying his portrait, intend to condemn the lethal act of Aeneas? Turnus is paying the penalty for a criminal act (scelus). Turnus more than anyone was responsible for making Latinus break his oath and ties of hospitality and so was the prime instigator of a war condemned explicitly. Aeneas recognizes the crime; the passage is towards the glory of Aeneas. For in that he thinks of sparing his enemy he is shown to be pius; and in that he kills him he wears the badge of pietas. There are two elements in Aeneas' relationship with Turnus. The first may be called political: Aeneas must fight and defeat Turnus if the Trojans are to find a home in Italy; defeat of Turnus in single combat would settle the whole war in accordance with a historical Roman custom, applied anachronistically here by the poet. The second element, however, is personal: Aeneas owes to Evander the duty of avenging the death of Pallas; the eight youths taken prisoner by him were a surrogate for that sacrifice. Aeneas' sole concern has been political. When Turnus pleads for his life, he points out to Aeneas that he has now achieved those aims; his anger is therefore no longer necessary. It is only when the second element - long since dormant is accidentally brought to life for him by the sight of Pallas' belt that anger flares up and he commits the act of sacrifice that has been required of him. Such moral ambiguities lie at the heart of life for Virgil. Another can be seen in the incompatible viewpoints of Trojans and Latins: to the Trojans, Italy is their destined land; to the Latins, the Trojans are violent and illegal usurpers. Neither side is right-except to itself and in its own terms. It could have been resolved by decisive action on Latinus' part; but he too is morally ambiguous-his views (like those of Drances) are just and sensible, but his character is weak and vacillating. The episode of Nisus and Euryalus is equally divided. One set of critics condemns the actions of the pair as dangerously reckless: willingly presenting themselves at this crucial moment for a most crucial task. Spoils and the killing of the enemy are as important as the military purpose. Loot and slaughter were indisputable concomitants of any military exploit that was to bring fame to the perpetrator. Fame is measured by the number of dead bodies. It is an unnecessary slaughter in strictly military terms: the clashes cannot be resolved. There is no conceivable moral system by which either side is absolutely right; each has its own justification. In its own terms, and the tragedy consists in the fact that those sets of terms hardly intersect at all.
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Forms of Glory - B J. William Hunt: The book is designed primarily for students and for the educated general reader.

 

A double view of the hero: the external face of leadership is obvious in the story and frequently noted; but only as we see his inner anguish do we recognize his devotion to what he considers his duty as at once a glorious and a human quality. Caught between a vanished past and an uncertain future, Aeneas lives habitually in memory and desire, with the sadness of reluctant farewells and the suspense of doubtful beginnings. Miratur molem: Carthage seen, Troy lamented, ''such was the cost in heavy toil (molis) of beginning the life of Rome'' (1.33). Rome's founding (condere) ''he buried (condit) his blade full in Tumus' breast.” Before the city can be built, a sword is buried in the heart of its opponent; building and burial are curiously fused in the closing scene. And the foundations of Troy are destroyed as a direct result of the entry of Greek soldiers ''buried'' for the purpose in the womb of the wooden horse: inclusos utero Danaos. In a larger sense, the Trojan past, buried in the womb of time, becomes the foundation of the Roman future; and this same future is founded upon the burial of Turnus' hopes. Death and birth are mysteriously one. The glory of past performance will bring to his exiled companions a present refuge, just as the glory yet to come will motivate them to achieve all that remains. The first half of the poem shows life as a journey to find a promised land, the second half shows life as a battle to found a new nation; two themes of wandering and struggle. Virgil depicts all of life as an exile, as a pilgrimage through the horror of the unknown, not only to discover where the new home is to be settled but also to determine what the shape of duty would be when it is found. Virgi1's poem therefore is the story of man as an exile not merely in the world but within his own soul as well. The real journey is finally seen to be a spiritual quest for identity, the real battle an interior struggle to integrate the forces of the human soul. Aeneas' two greatest tests before the final crisis in Italy, Fenik writes, are faced first in Troy and soon after in Carthage, focused in each case around the fates of Priam and of Dido. At our initial point here in the temple, the story hangs in the balance between both tragedies, which are placed as it were side by side, with Aeneas as the connecting link, thinking of Priam as he awaits thc arrival of Dido. Both rulers welcome a helpless stranger and are in turn destroyed by the person so received. The undertone of deceit through betrayed hospitality, the simile of the wounded city long besieged and insidiously captured, the action of creeping serpents within the depths of a doomed city and the depths of a ravished heart, and the coupling of fire with madness. The dialogue of reconciliation between Jupiter and Juno immediately preceding the poem's closing lines recalls the dialogue of prophecy between Jupiter and Venus immediately following the opening lines. The destiny confided to Venus remains unchanged in the long interval, but it cannot become effective without the final acquiescence and cooperation of Juno. Overcoming of contrary forces and the transformation of intention into final actuality. In setting out from Troy, Aeneas turns from the hopeless ruin of the past to a future promised but still obscure, and raises his father Anchises on his shoulders as the expedition begins its exile: ''in resignation I lifted my father and moved toward the mountains'' (2.804). As the exile nears its end, Aeneas views the story on the shield given to him by his goddess-mother Venus; rejoicing in the vision, but only faintly aware of its meaning, he raises the shield on his shoulders, and, with the shield, all that it implies: responsibility for the past and dedication to the future, the burden of both in memory and in desire, the mystery of the unknown. The structure of the epic in two ways: by the regular contrast of consecutive books, and by the correspondence and contrast between each of the first six books and the corresponding book in the second half. The odd- numbered books show that Conway calls the ''lighter or Odyssean type'' while the even-numbered ones reflect the ''graver color of the Iliad'' and also end in climax: 2 and 4 in tragedy, 6 and 8 in revelation, 10 and I2 in triumph. In listing similarities and contrasts between corresponding books of each half, Professor Conway mentions many parallel features: e.g., I and 7, arrival in a strange land and friendship offered; 2 and 8, each the story of a city, one destroyed by the Greeks and the other founded with the help of Greeks; 3 and 9, Aeneas inactive or absent, and action centering around Anchises or Ascanius; 4 and 10, Aeneas in action, the conflict being in either love or war; 5 and 11 , each beginning with funeral ceremonies and ending with death, Palinurus or Camilla; 6 and 12, Aeneas receiving his commission and finally executing it. Poschl divides the Aeneid as a whole into three parts of four books each, with an alternation of light and shadow-1-4 are dark (storm, fall of Troy, loss of home, and death of Dido) , the middle portion shines with light (games, vision of Roman glory, catalog of Latin troops, and the triumph of Augustus) , and 9-12 portray the darkness and tragedy of war. Duckworth: Dido books ( 1 and 4) enclose the story of Aeneas at Troy and of his wanderings (2 and 3) ; the Turnus books (9 and 12) enclose the slaying of Pallas (I0) and Camilla (11) ; the Dido and Turnus tragedies in turn frame the central message (6 and 8) introduced by the funeral games (5) and arrival in Italy (7). Professor Duckworth also shows how the important books in each section of the trilogy are linked together by their own contrasts and parallels, just as are the corresponding books of each half in Conway's twofold scheme: 2 and 4 are two tragic turning points in the life of Aeneas, 6 and 8 are two complementary revelations, 10 and I2 are two books of victory for Aeneas in which the divine element is prominent (the latter also, like 2 and 4, books of tragedy and death bringing to a close the tragic story of Turnus just as 4 concludes the tragic tale of Dido). Any portion of the epic can be appreciated in its full significance only if seen in its connection with the poem as a whole: tragic and heroic themes. It is the tragic theme that gives meaning to the heroic struggle, Aeneid interprets human experience at the same time that it describes the legendary history of Rome, the essential tragedy of all human experience, the great hopes are weighed down with painful responsibilities and that great achievements are qualified by the remembrance and eternal suggestion of human limitation, qualified by the remembrance and eternal suggestion. One must pay for success. It is at least as painful for Aeneas to fulfill his destiny as it is for others to experience the consequences of his decision. The cause is noble, but by inspiring violence and destruction it involves a tragic waste of noble spirits sacrificed to the cause. Aeneas is forever cast in a double role: the Roman leader fulfilling at any cost his obligation to his nation, and the man enduring pity and despair at every moment of victory. His acceptance of a knowledge of sorrow is both the cost and the gain of his accomplishment, and the task accomplished is what gives deliverance from and at the same time significance to the torment of those who failed. His work, neither praising nor condemning the great process it unfolds, reveals many signs of his own divided mind, as ''proof that he knew at what cost all progress is made.'' Expressed in reticence and doubt, ambiguity and suspension of judgment, at the heart of his work remains the mystery of undeserved suffering, of ''single wills thwarted for some good end which is not their end the problem of evil.''

Each goddess secretly thinking to accomplish her own purpose through deceit. After the intervention later of Jupiter, Aeneas can only extricate himself from a situation essentially false from the start by further methods of secrecy. Whether the trouble is divinely or humanly inspired, however, Aeneas and his followers bring discord and suffering with them wherever they are received. Hospitality and friendship are in fact betrayed and pledges broken; calamity and death unintentionally but inevitably result. A certain disparity develops between the promise of events and their actual performance. The exchange of gifts as pledges of confidence, and the awarding or seizure of trophies as prizes of victory are prominent in the plot. Promise and performance: wooden horse, treasures rescued from the fall of Troy. At the first banquet in Dido's palace, Dido's suicide is enacted on a pyre laden with further gifts, gifts that Aeneas receives from Dido, the curse in her final prayer, horse given him by Dido: night-raid of Nisus and Euryalus, Ascanius promises many splendid gifts: mixing bowl given by Sidonian Dido. Dido and  Pallas are the only two ever bound to Aeneas in close ties of earthly affection and natural sympathy in the latter years of his exile. Our only two glimpses of Virgil's hero as a happy man. He wishes no harm to either, but he must bear responsibility for the fate of each; and he seems lonelier than ever when both are lost to him. With the cloak of bright Tyrian purple from the hands of Dido, Aeneas sorrowfully wraps the lifeless young body of Pallas. Farewell to each love ends in a determined reassertion of his mission (creation is balanced by destruction. A portent of war appears in the image of fire around the head of Lavinia, like the flames prominent in the disasters at Troy and Carthage. Funeral games are a foreshadowing of later victories and defeats. Strenuous effort may be exerted in a good cause, and undeserved misfortune may well be pitied; but just merit may count less in the end than actual success however achieved. Nisus and Euryalus later meet their deaths as a direct result of the trophies seized. Turnus' plunder of the sword with the daughters of Danaus (except for Hypermnestra, who spared Lynceus). Italy is fought for a destined bride and her important dowry, and Turnus dies in defense of his prior claim to Lavinia. Only once does Venus fail him, involving him in the love at Carthage. Her initial intention is to protect Aeneas, she is the spirit of the future, the hope of new life and final safety. Juno's presence is always indirect; she works behind the scenes using every available instrument to cause trouble and spread fear. If Venus is the spirit of hope and of future reconciliation, Iuno is the spirit of the past's old and unreconciled hatreds. Allecto is the  personification of the spirit of war.

The image of land (terra) obviously predominates, nostalgia for Troy and longing for Rome. There is a striking contrast between the solidity of terra and the elusiveness of fama. Success is associated with the former, land and light. Failure is associated' with the latter-water and darkness. Though land and sea balance each other chiefly in the first six books, light and darkness in all twelve. Our primary elements of early Greek cosmology: water (unda) and air (umbra) symbolically contending with earth (terra) and fire (fama). A fourfold pattern emerges: the light of an ancient glory snatched from enshrouding shadows as they engulf the doomed city which embodied it, and a mission given to conquer the element of the sea ''after ocean-wandering'' (pererrato ponto [295] and to reach a distant land where future glory will be reembodied in foundations equally great: moenia magna (294-95). The ghost of Palinurus - protest of innocence and of responsible performance of duty, hence the description of his fall as an accident in a storm that only exists in his own desperate imagination. The living Palinurus abandoned Aeneas if the sea in fact was calm. Aeneas does not contradict him. It is noteworthy that he makes no answer at all to his recital and even worse, no promise to bury him as he did Misenus. It is the stern Sibyl who answers him. Glory is Aeneas' destiny, but to Palinurus such greatness is overrated and undesirable, and its price in horrors and guilt too costly to conscience. His attitude is half of the truth, and the pilot's abdication represents in fact the unconscious part of Aeneas himself. In the dream vision of the underworld, the mysterious journey is an interior progress, and he must begin it by ''recalling and then dismissing the scaring experiences which most haunt his memory. The ghosts he envisions are symbols. Through Deiphobus he recalls the horrors of Troy's last night, through Dido his fall from grace at Carthage, through Palinurus the sorrows of the recent voyage.'' The dream culminates in a ''testament of power'' from the vision of his dead father; from this ghostly pledge of future success in action, come enthusiasm and courage unfelt before. For if the disappearance was intentional, neither causing regret nor requiring excuse, then Palinurus' view of Aeneas' mission may be right; and Aeneas cannot afford to admit such a possibility. Palinurus, whose special nautical gift is useless once Italy is reached, abandons the Aeneadae entirely. Iapyx compromises and remains with the company, though in a role that enables him to alleviate suffering without directly participation: in either the deeds which cause it or the guilt which suffering in turn engenders. There are two sons of Iasus in the Aeneid, the younger Palinurus the pilot, and the older Iapyx the physician.

Aeneas' journey through the underworld to meet the dead Anchises a second time is essentially a fifth dream vision. The journey is best understood in a spiritual sense as a descent by Aeneas into the depths of his own soul. Allecto, one of the three Furies, traditional avengers of crime especially crimes against ties of kinship. During the sack of Troy, in his relations with Dido, and at the burning of his ships in Sicily, Aeneas allowed his emotions to get the better of him. Foresight was subdued by passion and fury; or temporary ease and advantage were mistaken for a final good; or catastrophe filled him: with such despair that for a moment he ceased to believe in his destiny. In each case, he was brought to his senses again by Venus, by Mercury, by Anchises.  In Italy he is no longer so strongly assailed by doubt or despair. The tragic fates of Dido and Turnus, with their parallels and contrasts, both figures highlighting the bitter price of Aeneas' achievement. In the twelfth book at the beginning and end of the book Turnus is once again alone: first standing alone at the altar of truce, later standing alone before Aeneas in the final duel. The twelfth book belongs to Turuus in the same way that the fourth book belongs to Dido; in each book, their essential tragedy is heightened and compressed. The very first description of Turnus contains a hint of tragedy to come, that he is ''by far the most handsome of them all”: ante alios pulcherrimus omnes (7.55). The union of youth and beauty frequently implies death for the the figures so described: 'menacing heavenly portents bar the way'' to final success: sed variis portenta deum terroribus obstant (7.58). But his tragedy is not caused by the portents so much as by his own reaction to them. His first appearance at midnight emphasizes the dark passionate fury of Turnus; and the quality does emerge every scene. The fury in itself is not ultimately the cause of his tragedy any more than the adverse portents alone. Rather, the fury is itself a constant effect or by- product of something deeper within him his good qualities immediately arouse admiration and sympathy for him: his charm of youth and grace, his noble lineage and noble spirit, his great personal courage, and especially his high pride and intense love of honor. This last quality is the key to Turnus' character and fate. His heroic pride, the active and exclusive sense of his own worth. His uncompromising pursuit of the heroic ideal of personal honor contains the seeds of its own destruction, because his pride inevitably leads him to attempt what is beyond his power. He is himself the author of his proper woe. Turnus' passion of anger and Dido's passion of love are not judgmental errors. Their passions are not defects of either kind but integral qualities of heroic spirits; the qualities are potentially tragic only when they threaten to lead to catastrophe. But the implication of cowardice contained in such submission makes it impossible for Turnus to comply and still remain true to himself, for he is asked to ''lay down his pride and accept defeat'. In his reply Turnus tries to reawaken in the Latins an enthusiasm for their ancient heroic ideal: his pride demands that he accept the challenge to his valor at any. To Turnus all practical considerations must give way when valor and glory are at stake his fierce resolution and intense commitment to a personal ideal: the essentially tragic fact is the war of good with good, each making in- compatible demands. The conflict is Aeneas' tragedy as much as Turnus'; the right of each good, in itself justified, is pushed into a wrong by ignoring the right of the other, by demanding the absolute power that belongs to neither alone: observance of one duty (Aeneas' mission of empire) involves the violation of another (Turnus' right of defense). In Italy, as before in Carthage, is the long struggle of the Roman destiny for foundation and increase that destiny generates – together with glory and good -the evil which it can overcome only by the torture and waste of others as well as Aeneas' own self-torture and self-waste. In the opening and closing books of the third panel, Turnus is shown in solitary prayer, he is prepared just as devoutly as is Aeneas himself to follow his own destiny, to uproot the criminal invaders who threaten to steal his bride and subdue his people. Both heroes at the outset of the fighting hold aloft in hollowed palms the water they each scoop from the same Tiber, to offer themselves and their opposed purposes to the same powers of heaven: (8.68-70) (9.22-24) The young prince is entering battle with a ''weaker destiny'' than Aeneas'. The pietas of Aeneas  suggests less of goodness than of devotion or committment to his mission through all actions good or evil. So also the central violentia of Turnus suggests less of superficial hotheadedness than of fierce resolution and intense commitment. His soul is guiltless, untainted by any cowardice. Dido and Turnus are alike. The course that is forced upon them both by Aeneas, a person of equal worth. Although each threatens to destroy the other, each side is in the right, each side is equally valuable, each character fulfilling an equally positive duty. When Dido yields to her passion, she is indeed not entirely blameless, but the essentially tragic point is that her final punishment is far beyond her deserts. Aeneas' ''violent shock at her unjust fate.” Like Turnus, Dido is built on an heroic scale. She is sensitive to what is right and capable of total commitment. Her character itself will allow only one; when her love of Aeneas for which she has sacrificed everything is rejected, life has no meaning for Dido without it, any more than Turnus' life could have meaning without honor. Dido has neither love nor her former pride left, and the doubly aching hollowness is unendurable; there is nothing else for her but death. Tragedy lies not in death but rather in the fall of innocence into tragic guilt.

The highest degree of tragedy occurs when purposes in conflict ''coincide in a single person, event or thing,'' even more, when they ''coincide in the same quality, power or ability.''  It is most tragic when ''the same power which brings a person to high positive value becomes itself the destroyer of that person, especially if this takes place in the very act of achievement. The love of Dido realizes a high value, Turnus' special courage and his devotion to honor. In the Aeneid, then, there can be no definite answer to the question, who is guilty? If there were, there would be no tragedy. There is an overpowering presence of guiltiness in the injustice of many events on both sides, but it is impossible to localize that guilt on any specific single factor. We find consistent adherence of all concerned to duty (Aeneas) or to love (Dido) or to honor (Turnus). The epic question, the paradox of why a good man should suffer, runs implicitly throughout the epic, Aeneas is repeatedly baffled by the ''inscrutable chasm of apparent injustice,'' the ''gap between deserts and rewards.'' '' He is puzzled and hurt by this problem of pain, the pain that he suffers and the pain that he inflicts. In the abrupt finale the question is still unanswered, merely restated a final time in Turnus' last indignant cry of rebellion against injustice involved in the epic question Virgil posed for himself the beginning  - ''by a sort of magnificent irony the question is shifted at the end from Aeneas, whose sufferings have engaged our sympathy, to his chief adversary and bitter foe, and thus by implication to all humanity.'' All three behave morally, in the sense of being or doing something of essentially equal value. Dido can see how Aeneas has shattered her whole life, but she cannot see how she has shattered his as well through the bitter memories that will never leave him; the utter dissimilarity of their characters is an integral part of their tragedy. In the Turnus panel as well, the situation arises wherein each side sees as evil what the other considers good. The good or dutiful according to the opposing morality becomes evil for the hero, opposed to his duty. This is a necessary perception on the part of each of the three main figures in the Aeneid, and each must appear guilty to the other: Dido in love, Turnus in war, Aeneas in his vocation which destroys both. The heroic nature incurs a necessary ''guiltless guilt.'' Neither Dido nor Turnus nor Aeneas is guilty of their guilt; it happens to them. All three are trapped by a paradox generated within the very integrity they represent or struggle to achieve and maintain. For if they compromised themselves at any point by doing what appears morally right to their opponents, such compromise would by that very fact make them morally guilty; only by remaining true to themselves and to the realm in which they dwell can they preserve their essential innocence and honor, though this fidelity condemns them to all the appearances of guilt. Caught in this impossible dilemma, they each ''become guilty'' while doing a guiltless thing.

When Pallas is slain by Turnus the following day, the recollection of this midnight dialogue does much to explain, though it cannot fully justify, Aeneas' almost bestial conduct through the remainder of the tenth book and his final vindictive bitterness in slaying the already defeated Turnus at the end of the poem. And by observing the terrible price he pays in tarnished ideals and haunting memories, we come to understand the Aeneid not as an unqualified hymn to glory but as a profound criticism of life' In the second book, three separate revelations are required during the first night before he finally obeys the divine command. Whether fighting or fleeing, Aeneas' initial reaction through the second book to the startling imposition of his vocation is essentially blind panic, which culminates in his mad horror at the senseless death of Creusa. The whole night is to Aeneas a dark night of the soul, a drama of conversion told in terms of a convulsive traumatic shock which shakes him to the roots of his soul. Only the words from Creusa's spirit reappearing at the end make any sense of what has happened to Aeneas, offering to him out of darkness and death a vague future purpose and a general direction to follow over strange seas to an unknown land. This prevailing uncertainty continues through the third book of wanderings - brief and transitory hopes and an ever-increasing weariness. The six years' development of Aeneas over this long period of trial and error, some of his growth expressed but most of it implied, will make the Aeneas we first meet in Carthage at the actual opening of the poem a much strengthened and more resigned figure who has learned to live with a suspended destiny. Only gradually does Aeneas assume his full responsibility. As long as he is alive Anchises himself directs all departures and interprets almost exclusively all supernatural phenomena. From the initial departure until his death in Sicily, major decisions are referred to Anchises as paterfamilias, even though revelations are delivered to Aeneas first since it is primarily his destiny which is unfolded. Although Aeneas had assumed external command at Anchises' death, this final transfer of spiritual power in the shadowy silence of the underworld marks the completion of Aeneas' apprenticeship. Aeneas' emotions are as powerful as Dido's, his triumph over them achieved with difficulty, his suffering as terrible in its own way as hers, and the torment of his struggle echoes later throughout his life and actions. Nowhere does he find natural solace throughout his bitter and difficult journey contrasted epithets applied to Aeneas, their truth cannot be denied: crudelis, perfide, improbe, infandum caput, vir nefandus, and even impius and facta impia. Dido's image of him could hardly be otherwise, but it is immediately balanced by an equally forceful series of opposing epithets during the funeral games in Sicily: bonus, heros, maximus, magnanimus, pater optimus, and especially the recurring PIUS. Aeneas in the end is neither justified nor condemned. He is simply in fact victorious. A vision of the vague future worth of so many disturbing human losses. Necessity of conflict and the inevitability of suffering. No beginning can be made without using violence, without violating. Whatever political organization Aeneas may achieve will have its tragic origin in crime and death. Aeneas has learned to endure the anxiety with greater calmness and to live with the ignorance in greater resignation. Aeneas' engagement with his destiny always remains a leap in the dark.

Ascanius' character emerges most clearly in the latter book, and the episode recounting the night expedition of Nisus and Euryalus may have been inserted chiefly to reveal the boy's seven years of growth from boyhood into adolescence during the long interval from the fall of Troy to the founding of Rome. At Troy the fate of Ascanius is central to the plot of the second book, and he is the ''means by which Jupiter's portent of the star is revealed,'' which becomes the direct impulse for leaving the city (as later in the seventh book he is once again the means by which the portent of the ''eating of the tables is interpreted, which means the Trojans have at last reached their new home).'' He is the agent of the infatuation and ruin of childless Dido, and along with the memory of Anchises the principal reason for Aeneas' departure, as he leads the cavalry maneuvers, and his quick and responsible action at the boatburning reveals his own growth and his increasing importance among the Trojans. In Italy, his killing of the stag becomes the proximate occasion of war; but in the battles themselves Venus and Apollo remove him from risk, and he is kept on the edge of the fighting to watch his father's conduct. In the final book he appears next to Aeneas at the altar of truce as ''the second hope of Roman greatness, he helps to rescue Aeneas when he is wounded, and he is last seen embraced by his father before the final duel. Apart from Aeneas and Turnus and Jupiter himself, Ascanius is the most frequently mentioned figure in the epic; and, unlike Dido and Turnus, he is present throughout the entire poem, both in the action itself at decisive moments and in the prophecies and speeches of others as a constant symbol of the future. He is described by the same epithet, spes, the hope of the future for whose sake all is enacted. His significance in the action of the poem increases as the fate of his people unfolds.

Ascanius' character develops before our eyes. Aeneas' savage conduct during the fighting in the tenth book-presents a picture of primitive fury even more ruthless than his aimless anger at Troy, and far more brutal than the violence of Turnus at any time. Turnus' slaying of Pallas has swept away all courtesies of war. His slaughter of Haemonides, an unarmed priest of Apollo fully clad in sacred white robes, whom Aeneas chases over the battlefield and vindictively taunts him for being left unburied to wild birds of prey. Though Turnus, whose killing of Pallas is the pretext for Aeneas' rage, granted Pallas the honor and solace of burial. Virgil does not condemn Aeneas for his conduct; Aeneas' action not only saves the day despite Pallas' death but also turns the tide of battle when he kills Mezentius. Aeneas' conduct in the tenth book turns imminent defeat to the assurance of victory, but only by action which places Aeneas to all appearances on an equal moral plane with his opponents. The parallel cruelty and fury of both ''pious'' Aeneas and ''impious'' Mezentius, shown by each in words as well as deeds, suggest that the success of the Trojans will be less the triumph of any moral ideal than an elemental victory of fate. There are also numerous similarities between Mezentius and Turnus, and Aeneas' slaying of the former can be viewed as a foreshadowing of the final duel; in heaven the victors and vanquished are presented in an equally favorable light, and Jupiter himself is rendered impartial. Many of Juno's accusations in the council on Olympus art substantially correct: that Aeneas disturbs alliances and the peace of nations, that he robs a betrothed bride from her rightful lover, that he talks always of peace but constantly displays arms. His essential pietas devotion to a transcendent mission-provides the reason, if not the justification, for all that he does. But to the Italian opponents of his vocation Aeneas is a ruthless foreigner: to Amata he is a ''treacherous pirate'' (perfidus praedo 7.362)  to Mezentius he is a ''most brutal and pitiless enemy'' (saevissime; hostis amare (10.878, 900) and to Turnus he is nothing but a ''fugitive'' and a ''tyrant'' appearing out of the East: desertor Asiae; Phrygio tyranno (12).

15, 75 ) . Perhaps most striking of all, to the initially sympathetic Latinus the only final proof of Aeneas' ''divine destiny' are the dead bodies of the native king's own Latin subjects, 'He is impelled again and again to perform acts over which he repeatedly hesitates, which he would be unlikely to choose of his own accord, and which he only partially and painfully understands. his uncertainty is due to the fact that there is no proof of the reality of the initial call that has been received (only visions and dreams) , nor any proof of the reality of its final object (only prophecies and pictures). It is this ''objective uncertainty'' which necessitates Aeneas' absolute faith, and which so often exacts from him such superhuman effort. Aeneas can never be completely sure of the motives impelling him through wanderings and war, whether he pursues the decrees of fate or his own secret desires. Aeneas receives only ambiguous hints and brief glimpses of this vision. Despite the help and inspiration afforded him, he is left to discover largely for himself the role he must play in the vast drama of Roman history just beginning to unfold. From prophecies in the text and historical retrospect in fact, the reader sees clearly from the start the great act Aeneas has been charged to perform; but it is not that simple for Aeneas himself. Only gradually do his actions come to seem organized by a general intention. It is the essential paradox and anguish of his vocation that Aeneas ''follows a path that he seems to be inventing at every step, a path that remains invisible so long as he does not venture to walk upon it.' Effort and price, faith and risk, all four aspects of Aeneas' burden remain to the very end.

Three vivid pictures of concrete action stand out in the expanse of the Aeneid: the sword buried in the breast of Dido, the magic shield raised on Aeneas' shoulder, and the sword buried in the breast of Turnus. In the tripartite scheme of the twelve books, these three pictures occur as the final scenes in each of the three main ''acts'' of the Aeneid trilogy -books 1-4, a tragedy of love; books 5-8, a tragedy of vocation; books 9-12, a tragedy of war. His future is founded upon a burial of their hopes. Both in leaving Carthage and in reaching Italy, Aeneas envisions only good; but Dido falls victim to his pursuit of the vision. Turnus to its realization. Turnus must still be defeated, for he represents disunion and strife. Aeneas is wounded by Jutuna. Longing for a city is one of the leading themes of the Aeneid; and it is a major part of the tragedy it unfolds that for Rome to rise four other cities must fall or at least undergo the most critical suffering. Troy (death of Priam), Carthage (death of Dido), Latium (death of Turnus), Pallanteum (death of Pallas). The queen's death directly causes the plight of Carthage. On the contrary, the plight of Latium directly causes the prince's death. Dido dies and a city is destroyed; Latium is on the point of destruction and Turnus dies to save it. The despair of the queen and the valor of the prince both end equally in death. The significant point is that their parallel disasters result from one or the other of the two chief qualities for which Aeneas is most praised throughout the epic: insignis pietate et armis, which may justly be rendered as devotion to his mission (Dido), and strength to execute it (Turnus). Images of fire are also prevalent in each book, both external flames and the fire of inner passion. There is a similar progression in the twelfth book from the inner fire of Turnus' passionate fury to real flames threatening the walls of Latium. In Turnus' heart, as in the heart of Dido, are mingled shame and a consuming passion for revenge, and love and madness and misery blending. The grip of madness on queen and prince alike is stressed repeatedly in both books by the same epithet, demens or ames, ''frenzy' or ''helpless bewilderment''; and their parallel mood is chiefly expressed in metaphors and similes of fire, parallel similes mentioned (wound, bird, and nightmare), the lonely ow1's deathly lamentation as well as the nightmare of a furious Aeneas pursuing her and driving her wild with fear. This account of Dido's terrifying dream ends by comparing her to Pentheus and Orestes, both pursued by Furies.

 

 

In the twelfth book, both similes, the wailing owl and the nightmare, occur separately at the beginning and at the end of the duel’s second part. When the fury reaches the battlefield, Megaera shrinks into the form of an owl, eerily screeching and circling again and again around the head and face of Tumus, beating his shield aside with her wings.  Finally, the “pallor of imminent death” upon the countenance of Dido as she mounted the pyre (pallida morte futura 4.644) is echoed by the strange torpor which numbs the limbs of Turnus as he faces Aeneas’ quivering spear. The last line of the simile above (868) is a verbal repetition from the fourth book (4.280). It was used first to describe Aeneas’ shock after the first appearance of

Mercury, and is used here of Turnus as he beholds the specter of Megaera. Turnus’ utter helplessness and solitude are very movingly expressed by the dream simile, the last simile in the poem and one of the finest, which accompanies his final effort. The elements of darkness and pursuit, of helplessness and desertion, are shared in common with Dido’s nightmare. Aeneas is rewarded for his devotion by severe hardships and anguish of heart. He is granted a unique and splendid vision, but it is only a vision after all, and he is never fully certain of the truth of things. He moves resolutely through the obscure issues of life, discerning a distant goal and approximating it by slow steps, but feeling the weight of sorrow all the way, and intensely preoccupied with perplexing choices.  The final slaying of Turnus contains an ambiguity found in all the other major events of the epic. It will always be possible to say that for Aeneas to have spared Turnus might have been a betrayal of his mission for which everything else had been endured, or that his taking of Turnus’ life was an act of stark revenge culminating a series of disasters to friend and foe alike. The poem’s context leaves the event in a mingled balance of good and evil which eludes our moral judgment or any single psychological response.” Again, it might seem that Aeneas could have accomplished his mission with less disaster to others if he were more sensitive to individual feelings and unspoken private desires; but the question remains whether his task could have been carried through at all without his unswerving commitment and his refusal to consider feelings and desires opposed to that task. Responsible for the past and dedicated to the future, Aeneas like every man: bears the burden of both in memory and in desire, as well as the harrowing fusion of both in present action, and the mystery of the unknown surrounding all. His achievements are forever qualified by the remembrance of injury and imperfection; he shares emotionally in every loss and failure of contrary purpose, and must endure the awareness as the price and the very form of his glory. The poet in effect neither praises nor condemns what he vividly portrays. He constantly leaves room for both sides of a case to linger in the mind. Aeneas cries out in unbelief that the dead should ever wish to return to the world of suffering and live through it all again. His cry ends in the question “Why this appalling love of the anguished for the light?” (6.721 ) : Quae lucis miseris tam dira cupido?” Captured within the explanatory design there lies latent the mood of a universal melancholy at the contradictions of life -a deep and comprehensive sadness that man can act only to destroy, that no perception is sure and no purpose guaranteed, that the loveliest qualities of existence are the most fragile and evanescent, that glory is a path of evil, that everything living is touched with death.

Vergil uses these similes of violent nature in order to illuminate men’s behavior. An examination of the storm similes reveals a deliberate pattern in their appearance, a pattern which reflects particularly on the change and development of Aeneas and the Trojan cause. Releasing of the winds as an analogue for the releasing of madness.  (I.148-156) First of all, a god is compared to a man. The simile marks the moral advance from chaos to order, for Neptune has become the controlling intelligence directing the willful winds; unlike Juno, but like the statesman of the simile, he assumes responsibility for his action. The first two similes compare the violence of nature to that of men, but in subsequent similes the terms are reversed - the violence of men is likened to that of nature. At the very outset of his poem Vergil establishes a similarity between the violence of nature and of men, the mindless violence of nature and the mindlessness of men’s violence. (II.304-308) The Greek forces are comparable to such natural forces as a blaze fanned by the south wind, or the torrent of a mountain stream, which destroy fields, farms, and forests. The invasion of the Greeks was as unexpected and as irresistible the storm in book I had been. In employing as equivalences fire and water, the simile shows the power of the two elements for harm (II.416 -419). Aeneas and his men disguised as Greeks, and a party of Greeks with the recently captured Cassandra, have engaged in deadly combat. These men are compared to the battling winds, which are personified as Zephyrus, Notus, and Eurus, the same personification which occurred in the storm scene of book I.  The natural world, as represented by the storm calmed by Neptune, will no longer be hostile to Aeneas and his men. The storm scene of book I was like the storm of the Greeks sacking Troy, and we can now understand that in the figure of Neptune, who calmed the winds and sea, the divine and natural worlds have changed: the remnant of Trojans will no longer suffer in an utterly alien and hostile world. By showing us what things had been like, Vergil is able to indicate what improvement has been made and to adumbrate the future. (II.494-499) The invasion, again seen by Aeneas, is like a river bursting its banks, an irresistible force sweeping all before it and reminds us again of the similarity in destructive power of fire and water. (II.516) Just before Troy’s fall Hecuba and her daughters-in-law were like Aeneas and his men before the onslaught of the sea storm, helpless victims. The wooden horse, which is compared to a mountain (II.15). The comparison recalls the mountain of Aeolus whence the devastating storm came; so, too, from this wooden horse, huge as a mountain, will come devastation. The Greeks and the gods act in concert, so that what is revealed, even to Aeneas, is that Troy fell in accord with some sort of divine plan; the Greeks are agents in some sense of the gods, even as the winds which churned the sea acted as Juno’s agents. The similes, by connecting men and nature, suggest that the seemingly dark events in nature may be part of a divine plan and therefore ultimately comprehensible. (IV.437-49) The simile conveys Aeneas’ resolution, badly bartered as it is. But for the first time in this series of similes we see the actions of a single person, Anna, as distinct from a mass of people, compared to a natural force, and we also see the failure of the force to cause devastation. A new element has been added to the similes which employ natural phenomena as destructive agents, and that is deep-rooted firmness on the part of the thing attacked; passivity has become patient endurance. Significantly only Aeneas in the entire course of the Aeneid successfu1ly sustains an attack which in a simile is compared to an attack of nature. From the passive victim of the storm) in book I Aeneas becomes eventually a storm cloud (books X and XII) able to rain blows on his enemies.  But as the similes progress a change is observable in that the storm changes from a symbol of a mass of people as in book II and the victims are no longer passive recipients forced to endure the blows of the senseless elements. The storm becomes localized around one individual and the victim can endure undestroyed and ultimately turn into a storm himself.(VI1.585-590) Complementary to this simile is the second depicting a rock ox cliff or promontory against which the waves of the sea dash. It is used to describe Latinus’ attitude toward the Latins who favor war against the Trojans: Vergil emphasizes thereby how vast a difference exists between Latinus and Neptune, for the king of the Latins is unable to rule the spirit of his people; circumstances force Latinus to surrender all control and, as he admits in language which continues the sea simile (frangimur . . . ferimurque procella, . . . omnisque in limine portus-(594-598), he is broken. Latinus is not a god of the sea; his people are not sea waves obedient to him. But the echo, too, of the simile used of Aeneas in book IV, the storm-tossed oak simile, also is heard. Latinus not only is not like Neptune, he is also not like Aeneas. Aeneas in his armor is compared to two natural phenomena which were thought to herald disaster: comets and the dog star, Sirius. The simile does not come unannounced in the Aeneid.  In book VIII his armor had been similarly compared: (VIIl.619-623). But these similes of Aeneas as comet or star are not used of the hero alone. Two similar ones occur in relationship to the youthful Pallas. (VIII.585-59I) Pallas in his chlamys and arms among the chiefs appears like Lucifer who lifts his sacred head and casts out the darkness from the heavens. As light-bearer Pallas is the symbol of the future of Latium. Moreover, the simile anticipates the fate of Pallas himself. He will, we know, be cut down, even as the morning star at last fades before the brilliance of the sun, for Venus’ love for the star cannot prevent his succumbing to the brighter light. . But before his death Pallas enjoys the brief glory of exhorting his men to noble battle. He enflames his men by his own action; he sets them on fire, and like Lucifer shows them the light. Like the morning scar, he announces the coming of light, but also like the morning star, he will never realize it himself. Yet the morning star, Lucifer, when it first appears, shines forth more brilliantly than does the sun, which appears in early morning as a reddish cloud. 1t is for this reason that Vergil in book VIII has juxtaposed the two similes - Pallas as shining morning star; Aeneas’ armor as red-glowing cloud. Pallas will ultimately fade away, whereas Aeneas will eventually emerge as the sun itself does. Aeneas at this point in the tale has not yet proven himself. He has not yet appeared in his full, awesome light. His armor is his cloud; what he does with the armor remains to be told.
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THE ART OF VERGIL: Image and Symbol in the Aeneid

In Vergil’s poetry everything participates in the inner drama and reflects the poet’s awareness of the stirrings within the souls of his characters and of the destiny inherent in the events. Everything - landscape, morning, evening, night, dress and arms, every gesture, movement, and image become a symbol of the soul.

BASIC THEMES

Thus, the contest between Rome and Carthage for world dominion appears as a main theme from the very beginning, and Juno’s stubborn fight against the hero’s fata symbolically anticipates it, as do the battles in the last half of the poem. As stated in Jupiter’s speech (X.11), this historically decisive contest is itself only a representative symbol of all the hard wars in Roman history. Roman history is presented as a struggle between two principles, and Rome’s victory is seen as the victory of the higher one. Juno, then, is first the mythical personification of the historical power of Carthage - her passionate hatred really stems from love. It could as well be called the “epic of love,” for its deepest tragedy is that its people “loved too much.” This is true of Euryalus, Juno, Venus, Turnus, Dido, and Latinus, and of Amata, Laocoon, and Evander. Love is the motivating force in all that Aeneas does. The first unit of the Aeneid is framed by the appearances of the two major divinities. The contrast is between Jupiter’s quiet serenity (I.255) and Juno’s anger. Passion underscores the inner tension of the poem. Heaven and earth, the winds, and the sea are silent; the wild forces of nature, all elements bow to him. In Jupiter is mental clarity, cheerfulness of soul, and the light of the southern sky. Vergil’s Jupiter is the symbol of what Rome as an idea embodied. While Juno as the divine symbol of the demonic forces of violence and destruction does not hesitate to call up the spirits of the nether world. Jupiter is the organizing power that restrains those forces. It is a symbol, too, of the struggle between light and darkness, mind and emotion, order and chaos. Jupiter, Aeneas, and Augustus are its conquerors, while Juno, Dido, Turnus, and Antony are its conquered representatives - the demonic.

Jupiter, in the concluding speech of the initial sequence of scenes, announces that the idea of Augustus’ pax Romana rests upon the conquest of furor impius. The contrast between Aeolus’ ominous calm and Neptune’s buoyant ocean voyage corresponds to that of Juno’s uncontrolled temper and Jupiter’s serenity. Neptune, like Jupiter, is a contradiction of brute force. Moreover, the taming itself, in a simile emphasized by being the first, is compared to a political act: event of the year 54 B.C., when in a similar manner Cato calmed the raging populace ( the monster Cacus perhaps unveils the atrocities of Antony’s proscriptions. The idea of regulation is expressed five times in the first sequences of scenes in the Aeneid: where Aeolus holds the winds in subjection, where Neptune calms them, in Aeneas’ reaction to fortune’s blow, where Augustus chains Furor impius in Jupiter’s prophecy, and finally in the power of the god himself, who firmly controls the fata. Aeneas is a metaphor of Roman history and its Augustan fulfillment.

Violators of world order- -are confined behind a triple wall in Tartarus to pay forever for their crimes. The Allecto scenes symbolizing the tragic mood of the last half of the poem. Allecto’s hellish nature is revealed in three scenes: the increasing delusion of Amata, the dramatic violence of Turnus’ dream, and the fast-moving hunt for Silvia’s stag. She first appears as a snake to invest Amata with her serpents then as the torch thrust into Turnus and then as the sudden madness of Ascanius’ dogs. The object was to symbolize unleashed passion as well as the insanity of civil war. The concept of war as a creation of Hell, a godless crime and sinful mania. Amata’s orgiastic frenzy, the surge of boiling water, the whirling black steam of Turnus’ cauldron, and the developing hurricane of the war host are increasingly emphatic symbols of un- controllable elementary forces. Latinus is compared to a rock amid the breakers. He perceives the fatal outbreak as a hurricane, in the face of which human power cannot prevail. Once again the image of the storm and shipwreck serves as the symbol of destiny. The inner development of the seventh book is the reverse of that of the first; the latter develops out of storm and tension through the quasi-serious meeting with Venus to the pleasantly joyful Dido audience and the solemn banquet at the end. Conversely, as we have seen, the seventh book opens in tranquillity which is subsequently replaced by increasingly turbulent movement rising toward the roaring finale of the Italian war.

It is Aeneas’ wish to have died “ante ora patrum” also for love and warmth of home and the presence of loved ones. This is what it means to be exiled from home. The sorrowful memory of Troy is a recurring leitmotif in the first third of the Aeneid. It recurs in the hero’s speech to Venus and in his concentration on the Trojan War reliefs in Juno’s temple in Carthage. It expands as the great narrative of the city’s fall, flares up in the meetings with Polydorus, Helenus, and Andromache, and reappears in the scene with Dido when Aeneas speaks once more of his longing for Troy (IV.430) . Aeneas’ close relationship to Hector, the description of the relief Troy has gone, but Aeneas preserves its image and its heroes’ glory, just as he saves its gods. The middle third contains, as it were, the hero’s emancipation from the burden of the past. In Sicily under the rule of Acestes he founds a second Ilium for them. The revelation granted him in the underworld completely fills him with the consciousness of his new mission. The thought of Troy, which has occupied his heart so far, is replaced. Memory becomes hope; he turns from his ancestors to his descendants. Unlike Homer’s heroes, the figure of Aeneas simultaneously comprises past, present, and future. It is the tragedy of man suffering from historical fate. The hero is never allowed to belong completely to the moment. If and when, as in Carthage, he seems to be caught up in the moment, a god reminds him of his duty. Aeneas’ sorrow is never forgotten; it is always ready to break forth from the bottom of his heart. Aeneas’ attitude testifies to the Roman sense of duty. Aeneas, however, is a hero of duty, while Dido is a tragic heroine because she suffers from the guilty consciousness of her violated duty as does Turnus from the god-indicted delusion on his. Pietas is nothing else but doing his duty to gods, country, ancestors, and descendants. First there is the sinking of the Lycian ship bearing “faithful Orontes. Part of the tragedy within Aeneas is the loss of his keepsakes from Troy. He suffers more because of the sorrow for others than because of his own misfortune. His concern to protect those near to him from grief and pain never slackens. The oak simile, symbol of Aeneas’ heroic manner, is closely related to that inner strength so prized by the Stoics. The oak suffers, too, as is indicated by its groaning and the image “altae consternunt terram concusso stipite frondes.” As Semius has observed (“frondes sicut lacrimae Aeneae”) , there is a distinct inner relation between Aeneas’ tears and the leaves shed by the tree, the strength of his resolution and the sorrow in his head. Contrast between Aeneas’ coolness and Dido’s ardor antithesis to that between Jupiter and Juno. Certus refers immediately to the straight course of the fleet, the straight course, itself, symbolizes the hero’s firm determination. We are dealing here with an example of the language of symbolic gesture, where a gesture reflects an inner attitude. Beneath Aeneas’ grief for Pallas flashes a greater tragedy of which his friend’s death is only one instance symbolizing the long procession of dead to follow him - the “other tears . . .” Aeneas measures his own fate against the better fortune of others. No matter how often sorrow overwhelms his sensitive heart, he shows heroism by passing through it, mastering inner torment, and yielding to destiny in noble resignation. The grief that Aeneas bears and conquers is less sorrow for his own lost or denied happiness than sympathy and compassion for others who must suffer bitterly for the sake of the command laid on him by destiny. Aeneas suffers for the sake of others.

The violation of the truce changes him into an angry warrior, dead-set upon merciless destruction of his opponent to satisfy the demand of “debellare superbos.” Outraged justice obliterates any other consideration. Here and only here, he is called “avidus pugnae” (XII.430). The hero’s character proves itself on an ever-enlarging level and that his inner strength increases with the gradual revelation of his mission. His character, or that which is the mark of his existence, remains unchanged; the conflict of heroic fulfillment of duty with human sensitivity that determines the shape of his existence pervades the whole poem. It is evident in the first scenes and can be followed to the last verses where he hesitates between killing and pardoning Turnus. His potentiality for experiencing sorrow grows with the realization of the greatness of his task. The difference between the Aeneas of the last third of the poem and that of the first third lies not in his greater courage but in his greater experience and in his being more deeply pervaded by Roman attitudes.

Dido’s entrance is filled with lively movement. In stark contrast to Aeneas’ melancholy contemplation of the Trojan reliefs, it ripples with joy. Aeneas’ mournful quietude is contrasted with her happy plans for her dominion’s future. Subsequently, this is all reversed. Diana leads her companions. Her behavior is comparable, therefore, to the regal dignity of Dido. As in the simile, the nymphs crowd around her where she is surrounded by the men engaged in the building. The Diana simile starts with simple spondaic hexameters but the movement grows more vivid and ends in pure dactylic hexameters. The real crux of the Diana simile rests in the joy that fills Latona’s silent heart. The hidden emotion of the still unseen spectator is thus revealed. Aeneas is moved by the queen’s charm. Aeneas and Dido, predestined to fatal love, meet in the image of two correlated divinities. The power of love is symbolized in the triumphant force of their divine beauty: Dido is pulcherrima (I.496) , Aeneas is pulcherrimus (IV.141). The queen’s virtues are revealed in symbolic gestures: in the first verse, pietas; in the second, maiestas and dignity; iustitia, in the third and fourth. In the temple the queen is a human representative of Juno. Humanity is the primary tone of her first conversation with Aeneas. Her soul is also related to Aeneas’ soul in the gentleness and generosity of her nature and her compassion for others. This is contrasted with the irreconcilable hatred to come. And the complete reversal in the final scenes of the fourth book. She is doomed to die, not because of the situation, but because of the interaction of her character with the situation. In the Aeneid, as in most tragedies, everything aims toward the tragic end from the start. That the queen anticipates and represents her city’s fate not only derives from the basic idea of the poem-Aeneas and Dido figure as mythical incarnations of the historical powers of Rome and Carthage (as do Jupiter and Juno on a higher plane). Anna appeals to the Queen’s obligations to duty and glory, to the love she holds for the city she has founded and to which she has given all of her time and energy. It is not through the power of passion alone that Dido falls in love. Love comes to her just as much because of her inner inclination toward heroism, greatness, and glory, and through her devotion to her royal work. The lightning flashes are the marriage torches and the crying of the nymphs on the mountaintop mingling with and embodying the thunder is the hymeneal or marriage song. But the signs are multiplied by each tremor the gods of the nether world. They are omens of what is coming.

The situation will allow another solution, but her character will not. She could approach her former suitors, but since she has been scorned by Aeneas, she is too proud to do so (534 f.). She could follow the feet of Trojans, but this would be an unbearable humiliation. She could order the Tyrians to pursue the Trojans’ fleet, but she is too humane to push them back into the sea from where they have only just come (544 f). Death is the only answer as nothing else can save her own ego, her self-respect, her glory and the restitution of the “great image” which she wants to leave to posterity. In the curse that she casts upon Aeneas and the Romans and in the grand manner of her death, her soul restores itself in greatness and liberty. To the ancient man, revenge meant restoration. The queen’s pride, her self-respect, her sense of dignity, and her thirst for revenge, all demand her death. The very character of Dido demands that she not seek death because of lost love, but because of the consciousness of her deep fall. Why does the queen delay so long in seeking death? The best reason was that she had not yet abandoned all hope of changing the hero’s mind. She tries three times to alter fate: once when imploring Aeneas to stay, once in the message carried to him by Anna, and then in the monologue of the last tortured night before his departure when she considers the possibility of following her beloved. The poet is at pains to retain a glimmer of hope to the end. Without it the drama would be far less tragic. This very hesitation is an additional guilt. She sinks from proud regality. Her wish to conceive a child is undignified. She, the infinitely proud queen, slides into ever-deepening degradation. Her real tragedy lies in her knowledge of this majesty of the words in which she pronounces her own epitaph: Once again she is a queen as in the beginning and greater and more Roman than ever. In reality she wavers between the demands of her heart and her dignity between her happiness and her glory. The battle raging within Dido is related to the conflict which fares up again and again in Aeneas’ heart and marks his destiny with tragedy. She, like the hero, suffers from the unrelenting tension between heart’s desire and the harsh demands of self-respect and glory. The theme of the conquest of demoniacal forces is this battle fought in Dido’s own soul. Aeneas has to face these forces of passion (God, nature, loving, fighting) outside of himself and must conquer them like a hero and suffer them in open compassion. But his heroism, as well as his suffering, is kept almost free of guilt.

TURNUS

That Turnus appears for the first time at midnight (VII.414) is an indication that his destiny belongs to the powers of darkness. Heroic nobility is at the core of his nature. It is through Allecto’s gesture that he falls prey to the powers of Hell. He is caught in the flames of passion and pulled from his path. His original resistance makes possible a contrast between the priestess and the Hell-fury. He possesses the best qualities of a hero: beauty, youth, nobility, and courage. He is shown as the embodiment of furor impius: a victim of tragic delusion. Turnus strives in no way for his own advantage, rather, he strives to protect Italy, to protect his right to Lavinia; he strives for his glory. This is praise, not blame. Turnus is one of the great heroes in Italian history and Dante saw him as such when he placed him with Nisus, Euryalus, and Camilla among those who “died for Italy”. Through the spell of Allecto he becomes the incarnation of the frenzy of War. His is the flesh of the demonic in history. His battle is ungodly and sinful because it drives the nations destined for “eternal peace” into war. Turnus’ defeat at the hands of Aeneas is the strongest expression of the poem’s basic idea as it is manifest at the end of the Jupiter speech, tragedy springs precisely from the contrast of his noble nature with the demoniacal passion which robs him of insight and sanity. The Chimaera on Turnus’ helmet is a real demon from Hell. The ninth book begins with a gesture of pietas which demonstrates Turnus’ faithful reverence for the ancestors. He is a ferociously passionate fighter. Turnus’ fury in battle is repeatedly illustrated by reference to wild animals, while Aeneas is compared to a beast of Prey only once. The passion-filled figures of Dido and Turnus serve to enhance Aeneas’ controlled poise and the strength and majesty of his mind. He is, as it were, a being of higher nature. The horrors of war had to be shown so that the strength and glory of Rome might shine all the more. In Turnus’ scenes the cruel aspect of war is especially emphasized, while the bright aspect is revealed in the heroism of Aeneas and of Camilla. The “Roman” fighting style of Aeneas is contrasted with the barbaric style of Turnus. Turnus’ demonic ferocity and superhuman strength are most clearly shown in the ninth book, where they are developed unhindered by the presence of Aeneas. His aggressive blood-1ust unfolds in three ascending scenes: in the attempt to fire the Trojan ships, in the assault on the camp, and in the aristeia which lets him break through the walls. It is true that the odd-numbered books are all less unified than the even-numbered ones which are related to Aeneas. Turnus’ subsequent aristeia appears as a glorification of virtus in the old Italian style and Tumus himself appears as the personification of the populi feroces of old Italy. Vergil’s positive attitude toward the Italians (clearly seen in the description) is most explicitly pronounced in Juno’s prayer to which Jupiter grants fulfillment (Xll.827). His intention of duly emphasizing Italy’s share in Rome’s grandeur (a goal corresponding equally to Vergil’s origin and Augustus’ Italian politics) exclude a negative judgment of Turnus. Driven by his thirst for blood, Turnus neglects to let his companions inside the gate and thereby to end the war. Pallas and especially Lausus and Mezentius are tragic figures because they fall not only through the fatality of war, but because they attract their destinies through the grandeur of their souls. Robbing the dead Pallas of his sword belt is Turnus’ destruction. His tragedy is more profound in that he shows mercy by this very act. Hector was not so temperate when he stripped Patroclos of his entire harness and did not surrender the body.

The whirlwind that drives him over the water is a suggestive symbol of his helplessness in the face of blind forces. He tries three times to make an end of himself but Juno restrains him. He still has a sense of honor. In the council after the serious defeat (X1.225-444) he replies with manly and courageous words to the speeches. He states his concepts of honor and heroic behavior and his intention of risking his life. He will fight to the end. The Dido book and the Turnus book are linked by a common introductory symbol. The warrior’s passion is similar to the queen’s, appearing as a festering wound which tragically destroys the victim. The fatal outcome is announced symbolically in both similes. The closer Turnus is to the end, the more he grows in inner stature. The more he realizes that the gods are abandoning him, the stronger his resolution becomes to uphold his obligation to his glory to the end. Throughout the whole story his attitude develops in the direction opposite to that of Aeneas. Aeneas comes from despair to the conviction that he is sought out by the will of fate, while Turnus, like Oedipus, is sure of divine protection from the beginning and believes himself to be in communication with the gods through signs, sacrifices, and prayers. He cannot recognize the visible proofs of divine help given to the Trojans. But in the course of events he becomes less and less certain. In the phantom scene, he feels for the first time that the gods are deceiving and punishing him. The comparison with the love-mad bull not only describes his mad rage for battle, but his delusion and the futility of his efforts. There is a striking relation to the first scene in the Dido book- a description of the queen’s suffering. Madness comes after. The twelfth book begins, too, with Turnus’ delusion and suffering, which increase through Latinus’ futile warnings and explode with insane fury in the simile of the bull fighting the winds in the arming scene. Turnus’ solitary grandeur, his divine origin, his unfailing willingness to face death, his loyalty to his comrades, his contrasting gentleness and cruelty, the inner tensions arising from “inhumanity alongside humanity, simultaneous wrath and resignation in the face of destiny are all Achillean characteristics. As the Sibyl introduces him, he is the Achilles of the Aeneid.

Vergil makes the coming catastrophe visible in the ever-decreasing strength of the hero. Turnus begins to understand divine will with a faint feeling of shame, if not of guilt. We see Aeneas, unarmed and bareheaded, restraining his clamoring warriors from battle in obedience to a treaty which forbids all contests excepting single combat. When struck by the arrow he becomes a martyr for justice. Turnus, however, appears to have forgotten the very existence of the agreement and acts from blind impulse. In his eyes, Aeneas’ disability is nothing but an opportunity for attack. The hero’s symbol is no longer the noble beast of prey, but Mars himself. At his height before death, Turnus appears as the bloody demon of war, just as Allecto has fashioned him. The basic difference between Aeneas and Turnus is mirrored in the kind of death which they inflict upon their adversaries. Aeneas kills “qua fata celerrima.” Turnus stacks the severed dripping heads on his chariot and has the heads of Nisus and Euryalus impaled.  Aeneas has higher humanity. The higher level of humanity, the Roman manner and way of thinking, the inner discipline and mental superiority, the Roman feeling for the sanctity of law and treaty, all distinguish Aeneas from Turnus, and according to the Roman concept of the laws of politics, Aeneas’ victory is the necessary consequence of a higher morale. Still, this does not impair the poet’s admiration of Turnus, who represents Italy in its original power before any contact with a higher ideal. Roman grandeur springs from two elements, both of which are necessary and valuable: Aeneas’ religious and moral mission, which is symbolic of the idea of Rome, and the primitive nature of Italy. Aeneas brings the Trojan gods to Italy (XII.I92: “sacra deosque dabo”); he brings religion and ethics, the foundations of the Roman history to come. But Italy is worthy of receiving them. Italy possesses the noble strength of a nature meant for good and ready to blossom upon contact with a higher idea. Aeneas exists on a higher political plane than does Turnus and represents a more advanced form of armed conflict. All In all, he enters the battle only three times. First, when the Rutulians, in violation of the treaty made by Latinus, resist the Trojans’ landing (the attacker is Turnus: X.276) ; second, to avenge the death of Pallas; and finally, after much hesitation, when the Latins violate the solemnly concluded compact. Aeneas actually names the latter as his reason for entering the battle (Xll.496 f., 573). It is not he, but Turnus, who is the first to lift the sword in single combat. Turnus, too, is kept free of any suspicion of violation of the treaty. This is clearly the result of Juturna’s interference, Aeneas first turns to the walls of the city. Thus, disciplined accord is confronted with growing discordia on the Latin side. Queen Amata hangs herself, Latinus covers his head with dust. Turnus’ words to his sister indicate that he no longer considers victory possible and expects to die: it is the honor-covetous Turnus’ bitter fate to lose his honor and bring ruin to his followers. Facing death, when all hope is lost, Turnus reaches his full heroic stature. He decisively refuses Juturna’s offer to save his life. Turnus chooses death for the sake of glory. But, like Dido, he momentarily frees himself from passion and rises, collected and resigned, to an attitude related in gesture and appearance to Stoicism. His courage does not stem from fear as does Hector’s, nor is he brave because he, like Hector, has been deceived by the gods (Allecto and Iris). Rather, he voluntarily accepts the fate which he already knows. Like Dido, he again and again trusts in false hopes only to have to turn to heroic death in order to save his honor when the hopes collapse. Like the queen, he cannot surrender his heart’s desire - the salvation of his country and his glory. The more he clings to it, the lower he falls. Exactly like Dido, the more he tries to save his honor, the more he loses it. For Turnus, the false hopes come from without, for Dido they are the creation of her own heart. The same is true of the warnings and premonitions. In both instances there is something like guilt, guilt in having started the war through demonic passion, and also guilt in refusing, to end it. The realization of guilt contributes as much to Turnus’ as to Dido’s tragedy. In a pair of similes -XII.684 and XII.700 - Compare the plunging rock which leaves a downward path of destruction with the majestic power of the enduring mountains. Compare, too, darkness with light, falling with rising, the dark with the light tones. Besides the contrast of Turnus and Aeneas, these opposing symbols express the contrast between defeat and victory, demonic and divine forces, the barbarians and the Romans, and between the temporary sway of wild violence and a power that endures. Although Turnus is inferior to Aeneas neither in courage nor fighting power, he is inferior in spirit, prudence, and luck. The blessing of the gods is not upon him. When Turnus does not succeed in getting his sword and Aeneas tries to pull the spear from the olive trunk (the Trojans had felled the holy tree of Faunus and incurred the wrath of that god), Turnus’ prayer seems to have succeeded. Destiny hesitates for the last time when Aeneas is unable to get possession of the spear. Then, when Jutuna finally gives her brother his own sword and the fight might really threaten Aeneas, Venus interferes and pulls the spear from the tree. The goddess, not the man, brings the decision. Jupiter sends one of the two Dirae. The demon’s appearance paralyzes the hero. When Turnus is finally confronted by Aeneas, he again expresses his feeling of having been deserted by the gods. Then, since his sword is powerless against the enemy’s spear, he hurls a huge stone. That it is too heavy for him has been recognized as a sign of his departing strength. When he throws it, he seems to be out of his mind (XI1.903). The Trojans do not rejoice at Turnus’ death and the Rutulians’ grief. Turnus’ plea indicates only that he fulfills the stringent conditions of the treaty to the letter. When he says ‘I deserve this,” he confesses his guilt toward Aeneas. The confession of Turnus is necessary also as preparation for the reconciliation of the Trojans and Italians, as required in the treaty and as sanctioned on the highest level by Jupiter. Dido changes from love to irreconcilable hostility, while Turnus changes from irreconcilable hostility to humble submission. The conflict between Aeneas’ heart and his duty is once more shown to be basic to his character and his tragedy. From pietas he wants to spare him and from pietas he has to kill him, and both enhance his glory. Turnus and Dido are both tragic figures. Both have fallen into tragic guilt through divine interference; both are caught in a fatal passion and both are filled with a love of glory that lends grandeur to their catastrophes. Yet Turnus does not lack magnitudo animi, nor does he lack pietas, humanitas is apparent in his compassion. He, like Aeneas and Dido, personifies the three cardinal virtues in the Aeneid.

The arrivals in book IV face an unknown country where danger may be lurking. Vergil has made the landscape fit the mood and character of the preceding action. The order of the images reveals an artistic intention. First, the threatening rocks, the pointed crags, and the groves, eerie but lit by “silvis scaena coruscis,” then the charming grotto of the nymphs, and finally, the images are arranged as they appear to the travelers: the rocks, the grove, the grotto, the landing. They are also a continuum ranging from wild threats to alluring charms always watching a twofold event - an inner and an outer drama. His description of Mount Atlas in Mercury’s visitation to Aeneas (IV.246-251) symbolizes the grim fate awaiting the lovers. The monumental image of the harsh and suffering giant is like a motif of Mercury’s message. Atlas symbolizes the cruelty of the gods and the harshness of destiny. The bringer of death is stressed twice. Mercury comes as the bearer of death-in this case, Dido’s death.  Dido turns to the powers of death with the evil omens, the witch’s charms, the magic of Dido, and the witch’s prayers to Erebus, Chaos, and the threeformed Hecate. Aeneas’ gifts to Dido are listed: a figured gown stiff with gold lace, and a mantle which had graced Argive Helen, which she had carried off from Mycenae when she first started for Troy and her wicked marriage. Here is a premonition of the inconcessi hymenaei of Dido and Aeneas.

The pictures on the temple of Daedalus symbolically mirror Aeneas’ destiny. Daedalus is an exile with a search for a new home. The heartbreaking love of Daedalus for Icarus reflects Aeneas’ longing to meet Anchises. Both are examples of deep Pietas.

At the end of the bright books there are shadows, and, conversely, there are bright images at the end of the dark books. Heracles’ brilliant victory over the fire-breathing monster constitutes a mythical model for Aeneas’ and Augustus’ triumphs. The great conflict throughout the whole poem between light and darkness should be recognized. The dark first third (I-IV), of which the storm at sea and the death of Dido are the high points, contains the most bitter blows for the hero -the fall of Troy, the loss of his wife, his father, and his beloved. Beginning with the races, the middle of the poem is bathed in light (V-VIII). The races are a symbolic glorification of Roman youth. The sixth book contains the prophecy of Roman glory. The final scene of the eighth book pays tribute to the triumph of Augustus as the climax of Roman history. In this third of the Aeneid are amassed the brightest and most luminous scenes of the whole poem, including the Trojans’ arrival at the Tiber’s mouth, the journey upstream by night, the moonlit voyage from Sicily to Italy, and the Elysian Fields. The last third of the poem (IX-XII) is swathed again in dark colors as its main concern is the tragedy of war, with its ever-changing situations and shadings from dark to light in the chiaroscurotic rhythm which govern the whole epic. Here, however, light is always overlaid with a darkness out of which bright rays erupt again and again. Joy and sorrow, victory and defeat, rampant passion and triumphant spirit are not only interwoven but penetrate each other. Behind joy there is pain, behind love there is death and behind death, love. Every single thing has a place in a divine world where glory and gloom, reason and emotion, demonic and divine are restricted and reinforced through their opposites. Vergil’s aesthetic concept of the harmonious balance of opposites.
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The Age of Heroes had long ended when Homer attempted to capture their significance; by Vergil’s day, Greece and Rome had experienced so much more history that the very concept of the hero was a near absurdity. To read an epic like the Aeneid, then, is to grapple with unfamiliar poetic conventions, a strange culture, and a complicated historical background: those are the immediate difficulties. But reading the Aeneid also leads to the discovery of a hero viewed with a penetrating and almost frightening understanding that makes him, despite his Roman armor, a man that we could easily recognize today.

The first conventional element of an epic was the prologue - the first thirty-three lines. An epic poet could not begin his poem with an autobiographical statement or discuss elsewhere his earlier poetry, because tradition had established the convention that epic poetry was impersonal. Poetry of the proportions of epic  drama is never fully explicable as a personal achievement. Vergil invokes a Muse, symbol of the inexplicable element in his marvelous creation. The best poems, resembles life as we know it at the deepest level. Aeneas suffers at Troy what anyone who has lived in our own war-torn world can easily imagine. Aeneas does cruel things to Dido and Turnus, which we all know are done all the time from necessity or from false arguments of necessity. It is the poetic responsibility of the epic poet and his opportunity to shape his narrative so that his audience experiences and judges the events for itself. The Eclogues express the poet’s aversion to the present political chaos -but most of them are non- political. They talk of an ideal pastoral world, not quite Arcadian nor Sicilian nor Italian, where goats and sheep may freely graze and their herdsmen may look forward to happy love and success in their musical contests. This lovely set of poems won the poet immediate fame. In the Georgics, his theme is that men should perceive the importance of farming, hardly touched the farmers, but impressed the urban moralists and some gentlemen-farmers. Vergil felt so unhappy about publishing the Aeneid in its incomplete condition that he called for the sheets of manuscript, as he lay dying, in order to burn them up. Fortunately his friends refused to grant that last wish. Two of them, able poets themselves, were commissioned by Augustus to edit the work. They may have eliminated some unfinished passages or lines, but not many, for they left a large number of incomplete hexameters in each book, including one at 3.340 which is incomplete in sense.

“Anger sing, goddess, the anger which possessed Peleus’ son Achilles” (Iliad). “The man describe to me, Muse, the versatile person who wandered far” (Odyssey). The epic poet began with a noun which introduced the main subject of his poem. The tacit agreement between poet and audience began by satisfying curiosity about the story. In the Iliad, Homer focused attention on the anger of Achilles, not on Achilles the total hero; for the inhuman passion negated the hero, brought ruin upon the Greek army, and finally crushed on the other hand.  Homer presented the man Odysseus in all his versatility; the integrated man, achieved after long years of misery before the epic begins, wins his return home and then recovers family and political status as he richly deserves. Homer illustrates two of the principal emphases in classical heroic epic: the poet could pursue an essentially tragic vision and describe the passion which conquers the man, or he could work out a hopeful picture of life by creating a hero stronger than his passions and the sufferings imposed upon him from without. After stating the main theme of the poem in a single noun, Homer used verbs referring to the poetic narrative process: “sing,” “describe.”’ Vergil alters the Homeric pattern in two significant ways: he uses a double-noun construction to account for his theme and he dismisses the appeal to the Muse until line eight, meanwhile emphasizing his own personal achievement as the poet. The Iliad (with its concentration on warfare) the Odyssey (with its concentration on a man). There is one constructive pattern which most ancient readers detected; modern readers can also benefit by following it. During the first half of the Aeneid, Vergil takes his hero through a series of wanderings; and modernized temptations which aptly parallel many of Odysseus’ experiences before he reached home; during the second half, Aeneas goes through a war which Vergil deliberately compares with the Trojan War, and event after event finds its prototype in the Iliad. The fruitful way in which Vergil utilizes Homer when we compare Aeneas to Odysseus, we immediately recognize important differences. To bring out the special qualities of his hero and his hero’s experiences. Odysseus sails from victory at Troy, Aeneas from utter defeat. Odysseus heads for wife and home, and for every delay is culpable and receives eventual punishment; Aeneas loses wife and home but learns from a vague series of prophecies that a new wife and home await him in a distant land, Odysseus enjoys Circe and Calypso and honorably flatters Nausicaa, then goes home to rejoin Penelope with little express embarrassment; Aeneas, a widower, falls in love with Dido, but his love leads to disaster for himself and suicide for Dido, a symbolic victim of the ruthless Roman quest for national greatness. Italian war differs sharply from the Trojan. Vergil uses the Homeric prototype here, as earlier, to bring out the unHomeric aspects of his personages. Vergil goes beyond Homer, since he does not present war as a necessary or desirable fact, and furthermore he shows not only that war brutalizes men, but also that men alter the meaning of war. The gods do not permit him to die, with conventional heroism, fighting for Trojan home and country. The gods have selected him because he has more importance as a man than mere warrior. Aeneas loses control of his passions and slaughters indiscriminately until at last he vents his anger on the guiltless Lausus and the guilty, but devoted, father Mezentius. Neither of these victories is clean and glorious, neither entirely tarnished by circumstances, but our uncertainty as to the attitude to adopt toward them applies to Aeneas as well. What is this war doing to him and to his ultimate goal? We are always concerned, as we were but rarely in the Iliad, with the ultimate purpose to which this warfare is instrumental. Aeneas, while being a man, also stands for Rome itself. If his victories are compromised, what happens to the Rome he founds? Often and ambiguously Vergil suggests attitudes, especially sympathy for Aeneas’ victims. This transition from defeat in the East to victory in the West is so important to Vergil. To escape from Troy, defeated but alive, would mean to leave behind the sinful taint of the past and to seek some new creative future. In Italy, destiny had chosen a new environment for the Trojans under Aeneas; there, the good aspects of the Trojan heritage could flourish, stimulated by the change of milieu and the proximity to the new Italian culture. At one level, then, the flight from Troy to Rome signifies the abandonment of a corrupt past and dedication to a creative future in a new land. Civil war is evil. That transition from civil war to the Augustan Age of peace and prosperity could easily be interpreted in the myth’s terms as a progress from corrupt, defeated Troy to new, hopeful Italy. He constructs his epic so that the move from Troy to Italy can be interpreted on two levels: on that of Aeneas’ experience and on that of contemporary Rome of the 20’s B.C. He constantly looked back to Troy, not forward to Italy and the future. Only when he reached Italy and glimpsed with the help of a supernatural vision, the potential results of his efforts in the new land, did Aeneas cease to regard himself as an exile from Troy and start to think eagerly of settling in Italy. In addition to the fact that Aeneas had to overcome his own reluctance and uncertainty, he found himself in direct opposition to the will of vindictive Juno. Juno represents the forces of Disorder in the Aeneid, he the ordering forces. On her side Vergil places anger and other passions, irrational thinking and action, destructivity of others and self. Dido commits suicide finally-and such symbolic occurrences as storms on land and sea, fire, war. On Jupiter’s side we find serenity, creative action, above all the building of Rome. Against Aeneas are arrayed a series of exciting people whose emotions are hot and easily win our sympathy. Dido, with her distracting passion, and Turnus, with his war perverted into a personal vendetta, are both extensions of the ruinous, futile, grudge-cherishing anger of Juno. Here we should note the passive verb-forms with which Vergil has rendered Aeneas’ experiences in these three lines: he was tossed; he endured. In what sense can we dismiss the hero as a “passive” character; to what extent must we grasp the fact that his “passivity” is the necessary price he personally must pay, the behavior required by Fate for true creative Order? The times for which the Odyssey was composed enabled Homer to create a hero who is primarily an individualist. Vergil’s age could not tolerate a primitive individual. Aeneas never has freedom of action. Every act of his is conditioned by the presence of his people, his son, and by the public, not private, destiny marked out for him. Aeneas gets no personal satisfaction except to realize that through his efforts others will benefit, for he must permanently crush his strong feelings, subordinating them to the demands of Public service. Vergi1 chooses incidents carefully and constructs his epic to il1ustrate the slow acquisition of the requisite “heroic” qualities. Not until he finally arrived at Cumae and was granted a vision of the future did he commit himself fully to his public role. Thereafter, his dedication is unquestionable; he does consistently what is demanded of him, though not without feeling deeply the cruelty of his position. More than once he cries out against the war into which he has unwillingly been plunged. That hesitant moment at the end, before he drives his sword into the heart of Turnus, is but the last of a series of poignant moments when the individual Aeneas, a man of deep humanity, protests against, then accepts “passively,” his public responsibility. He is completely destroyed by his responsibility; even much of his humanity must yield to political exigency. Was it worth it, to subject a man’s character to that end? His national significance dwarfs his personal desires. This was indeed what his period most valued in a poet: doctrina (learning) that could be put to the use of his ars (native talent). Aeneas’ vision of the future might be only a “dream.” Clearly, it is represented as something less than certainty. From this point Aeneas looks forward, not backward to dead Troy. On the shield Vulcan has worked out in careful arrangement important relevant events of Roman history. Within a band depicting in separate panels a series of military trials from Romulus’ day to Catiline’s conspiracy in 63 B.C. Vulcan has produced a colossal central scene about Actium and the final achievement, through war, of genuine, creative peace. To the audience the significance of al1 this is crystal clear: the war of Aeneas in Italy, with its brief positive results (the Trojan settlement and the founding of Lavinium), anticipates the titanic events of Vergi1’s contemporaries, when Augustus closed a century of civil war. Probably the most telling proof of Vergil’s skillful juggling of Aeneas’ personal experiences and of Roman historical patterns can be seen in the way the epic closes. Book Twelve references to Roman customs and future history remain implicit. We are, I think, meant to wonder about Aeneas, as he holds that bloody sword which has just eliminated Turnus, and if this leads us to doubts and hesitations about the Augustan achievement too, well and good. In any case, the victory over Turnus produces an ambiguity that affects Aeneas directly. He meant to view Aeneas as a Roman, with sufferings and stresses that might anticipate those of later political leaders. Vergil uses the gods to clarify the ethical order of his Roman epic. Vergil does something which Homeric epic never achieved: first, he creates a division among the gods between forces of Order and Disorder; and secondly, he presents in Aeneas a hero whose most signal quality is pietas, yet who, in spite of that, becomes the innocent victim of Juno, of Disorder. Aeneas exhibits a new kind of tragic heroism: that of the public servant who labors for others selflessly, suffering deeply the unmerited attacks of those who, for various reasons, resist his efforts. It is important to grasp the meanings of the Roman word pietas. The adjective and noun describe the right relationship that exists between a human being and (1) the gods, (2) his public responsibilities as citizen or political leader, (3) his family, and (4) other human beings. The pageant of that exit from Troy is a masterpiece of Vergilian symbolism.  Aeneas, in the center of the tableau, fulfills the first three aspects of pietas. Not only is he obeying the gods but he is carrying the religious symbols which will serve as the basis of important rituals in his new land. Not only is he showing family devotion with his filial act toward Anchises his father (as legend prescribed) but he is leading his son by the hand so as to continue the family. The total family group centered on Aeneas represents the public mission of the hero, who serves as the necessary link between old Troy (Anchises) and new Troy in Italy (Ascanius). Aeneas’ duty, which he selflessly carries out, is to bring the Trojans to Italy and make possible their lasting settlement. This he admirably accomplishes, then dies three years later without having had time to enjoy his achievement. The poignant theme which Vergil raises by his question about divine anger lies at the heart of the Aeneid. Why does Juno so angrily oppose Aeneas when, at first sight, he seems to represent something unqualifiedly good. At the end we know that Aeneas has performed his duty toward gods, country, and family. Now the terrible question raises itself in a new manner: Is it possible for so much anger to exist in the hearts of men? Must the final act of Aeneas’ achievement be one in which one facet of pietas negates another; must he angrily kill Turnus to satisfy his regret for young Pallas, with the result that he ignores his humanitarian instincts for a noble foe who has openly confessed defeat? The first major event of the Aeneid is the storm which batters Aeneas’ fleet as it leaves Western Sicily, driving it far off course southward on to the coast of Carthage. Unlike Homer, Vergil wrote in a tradition of dense literary symbolism with metaphors describing the fury of Juno -wounds, fire, pain; the personifying terms for the winds of Aeolus furious, destructive wild beasts or unruly subjects; and finally elaborated in the representation of the tempest itself, with the result that Vergil quickly establishes for us in a powerful dramatic scene the thematic terms for Disorder. The ordered pattern of Aeneas’ ships is shattered by Aeolus’ winds, just as Aeolus’ orderly kingship is convulsed by his unwise decision to release the winds. Neptune calms the storm and rescues the fleet from danger. Unlike Juno, he controls himself, and this self-control constitutes the prerequisite for rational, creative action. The first simile of the epic and the symbolism of order. Vergil evokes a scene of the Roman civil wars-potentially recognizable to every adult in his first audiences. He extended the range of this first episode into the political sphere. The storm suggests war in general, the civil warsi1n particular. Neptune’s activity, on the other hand, indicates the goal of peace and political stability toward which Aeneas is groping, then beyond that, points to the achievement of Augustus, who, like Neptune and the statesman of the simile, quieted the storm at sea and the mob at Rome. Augustus’ achievement is represented allegorically as the effective imprisonment of furor impius (I .295). Most of these actions and words have their parallels in the Odyssey. And Vergil does expect his reader to interpret Aeneas in the light of Odysseus. Aeneas aligns himself with the forces of Order, though subject to the disturbances that prompt Juno and others to violence. Instead of yielding to his “sickness,” Aeneas represses it, checks it exactly as a leader should repress signs of disorder in himself or his subjects. The new symbolic theme emerging from the deer-hunting is a series of progressively more violent and destructive deeds. Aeneas cannot advance his own cause without hurting Dido. An affair with this lovely woman will proceed amid hunting symbols: Aeneas first possesses Dido during a hunt. Later, in terms of the agony of a wounded deer she wildly imagines herself as the quarry hunted down by Aeneas. He encounters a huntress or rather Venus his mother. This is typical of the distorted way Aeneas himself views this new land and its people; he can see only hunters. Thus at first sight of Dido he imagines the beauteous huntress goddess Artemis. Venus had asserted that girls from Tyre (Dido’s original home) regularly dress as huntresses. The gods do help men, but rarely are men able to perceive this assistance or to feel it as special personal benevolence. It is no accident that Dido’s experiences will prove to resemble those of Aeneas. Vergil has deliberately brought together two people who have suffered similar misfortunes, dedicated themselves to founding new cities, and now, as they labor toward this political goal, feel the lack of a companion to fill out their private existence. Shrouded in a god-given mist (like Odysseus entering Phaeacia). Aeneas senses in these artistic representations a humanity and sympathy which he has not often experienced since Troy’s fall. Vergil brings Aeneas before one final picture. The picture represents the Amazon Penthesilea. Dido is not now Penthesilea, but the tragic death of the frenzied Amazon is destined to be Dido’s, and the juxtaposition of the two women is a skillful instance of Vergilian foreshadowing. Vergil reports that Aeneas sees her as regal Diana. He describes Dido as an ideal ruler. The honest enthusiasm of the moment makes Aeneas ardently swear that he will always honor Dido’s name. Dido’s oath and curse constitute the frame of the whole tragic relationship. Dido’s love will guarantee Aeneas and the Trojans security as long as they remain in Carthage. Dido’s favor, for her inno- cent love is being twisted by malevolent deities so that it burns her up, sickens her, poisons her, and finally makes her a total captive of her enemy. The imagery is the established series for disorder: Cupid is to insinuate fire in Dido’s bones, set her ablaze, and drive her to fury. Vergil intends us to feel from the start the cruel fate to which Dido is exposed. A central feature of Vergil’s art is his structural technique: action (in medias res). Books One and Four describe the temptation created by Dido and creating suspense by the interruption, Vergil placed Books Two and Three. The story accordingly explains Aeneas to us and simultaneously propels Dido ever closer toward her tragic passion. Five through Eight can be described as a coherent unit which concentrates on the destiny of Rome; and Books Nine through Twelve form an intelligible whole: the defeat of Italian hopes and the tragic death of Turnus. Three sets of four books to note that the great future of Rome is framed by the tragedies that it produces: that of Dido (Carthage) and that of Turnus. Another useful pattern has been observed in the pairs of odd- and even-numbered books and I have myself chosen that grouping for my discussion of the Aeneid in this volume. The even-numbered books tend to reach an emotional and dramatic height far beyond that of the corresponding odd-numbered when the second half of the Aeneid opens, he deliberately evoked memories of Book One and the disruptive character of Juno; he shows Juno first in angry soliloquy over the peaceful situation of the Trojans, then in violent action to cause a war which is the analogue of the storm of Book One. Again, Book Twelve frequently reminds us of elements of Book One, themes which Vergil at last brings to a conclusion. The structure of each book, with the thesis that Vergil adopted a principle of proportionality known as the Pythagorean golden mean. One pattern for Book One is: 34-3O4 (the first day) Aeneas’ arrival in Carthage and its place in Jupiter’s ultimate plans); 305-578 Aeneas explores Carthage and discovers the friendly character of its queen); 579-756 (Dido receives Aeneas, an act of generosity which malign forces exploit to start destroying her). Book Two: three sections may be defined. Vergil pictures the Trojans as humane, innocent people, exposed to Greek treachery by their own innocence and further doomed by the malignant intervention of Minerva. The drama of Troy’s deception has always been regarded as a masterpiece. Our attention focuses on the Trojan horse, the symbol of Greek dishonesty. Having inferred that the horse was a sacred object meant to bless Troy, the deluded Trojans declared a holiday and joyfully dragged the huge beast (and its load). On this ironic note of festivity, wIth nightfall, the section ends. Deception, the major theme, is practiced by Sinon, epitomized by the horse with its hidden armed men, and vividly symbolized by the snakes that consume Laocoon. In the language used to describe the snakes in 203, we note a series of words which have already been used to describe actions of the Greeks and particularly of Sinon. Thus the snakes come from Tenedos, precisely where the Greeks lurk, ready to return as soon as the horse enters Troy. The very name Sinon is echoed in the Latin word for coils (sinus) and the verb for sinuous motion; Sinon, in other words, is a “snake.” When the snakes kill Laocoon, Aeneas tells us that terror “slithered into” (insinuat, 229) the Trojan hearts; and soon the horse is dragged up—as if it too slithered along! The deception aims at violent destruction of Troy. The agony of Laocoon will soon be matched by that of thousands of Trojans, the victims of that horse and the many Greeks who, like the snakes, will cross from Tenedos and enter Troy. The description of the serpents are metaphors of blood and fire: their crests are blood-red, their eyes ablaze with blood and fire. In the next section, blood, fire, and snake imagery combine to bring out the horror of Troy’s destruction. The first episode involving Aeneas deserves our attention. It opens with the snake metaphor: sleep, like a snake, a “gift of the gods,” as Vergil ironically puts it, had wound its way into the Trojans. To convey the general confusion and violence of the situation and to affect our attitude about war in general, Vergil exploits the dramatic possibilities of nighttime and the symbols which he established in the first section. Vergil uses a snake simile to interpret the situation (379); and this time the Trojans are “snakes.” Anyone who tries underhand methods of fighting, Greek or Trojan, is a “snake.” The Greek Pyrrhus is also compared to a vigorous snake by Vergil (471 ff.) The final section starts from that moment of utter despair and works toward an ending of hope, in which the destructive symbols of snakes, fire, and divine antagonism are converted into happy symbols pointing to a glorious future for New Troy (Rome) in a new land. A new day dawns at 801, another emblem of hope. Aeneas says that he suddenly spied Helen and, in a surge of fury, decided to avenge upon her the ruin of Troy and the deaths of so many Trojans. The kind of spontaneous passion which must be forsaken if Rome is to be built. Vergil’s intentions with the whole epic in the distinction between killing Helen in futile fury and killing Turnus in a fury that contains within itself the tragedy of all history. A tongue of flame appears on Ascanius’ head, licking around his locks with movements that might well remind us of Laocoon’s snakes, with the crucial difference that this flame is harmless. At that, across the sky streaks a comet, “sliding” over Troy (like a snake), hiding itself (again like a snake) in the forests of Mt. Ida outside the city. Anchises knows the meaning: the gods have picked his grandson to continue Troy elsewhere, a Troy that will not fall to flames or deception, a Troy which will have destiny on its side. And it is Anchises’ duty to further that end as long as he lives. When Aeneas risks his life and Troy’s future to find Creusa, the gods step in again to check his passionate indulgence. Aeneas has a mission. Aeneas proceeds with the dawn toward the goal marked out by the comet, Mt. Ida. Three and Four are interrelated with particular skill. The motif is the search for home. In Book Three, Aeneas moves out of the old world of enmity between Troy and Greece into a world where he can befriend a Greek, Achaemenide., In Book Four, Aeneas makes his first important stop in the new world. The result is tragically significant. Whereas in the old world Aeneas and the Trojans were victims, it now seems that Aeneas’ destiny creates victims. Dido is only the first. Book Three consists of a series of arrivals and departures. Buthrotum functions as Aeneas’ port of departure for Italy and his destined home. Aeneas arrives physically and psychogica11y at the point where he can make the break from the old world to the new. Despite the prophecies of Hector and Creusa (reported in Book Two), Aeneas had no intention of seeking a distant, vaguely defined settlement. He first sailed the short distance across the Bosporus. At Buthrotum, Helenos and Andromache have succeeded in creating a facsimile of Troy, This pathetic facsimile has no life or future at all. Its prevailing mood is tears; its attention is fixed on the dead past; and its symbol is the cenotaph of Hector. Vergil pointedly ignores the young people of the town. It has no future, only a tragic dead past to stir its feelings. Seven years have elapsed and Aeneas has gradually established himself as the undisputed leader. Anchises belonged to the past and, though compe11ed to assent to the Trojan future in the new world, he himself could not personnl1y adapt to it. There is a rich fabric of imagery in Four. The first lines focus our attention on the queen and interpret her state in terms of “wounds,” destructive “fire,” “disease,’ ‘ a metaphorical version of irrational passion (cura) which has been caused paradoxically by Aeneas’ heroic qualities and the nobility of his race. The larger theme is Aeneas’ nobility and the magnificent Rome for which he stands are always causing controversy and destruction. Unfortunately what for Dido is total commitment is for Aeneas love without the possibility of commitment. Dido fails to see anything but the lesser, more immediate and obvious moral relationships established by love. Dido’s is introduced by a simile which compares her to a bacchante racing wildly, fired to irrationality, through the town. Signs of irrationality appear here and there in her speech. The apparent coldness and rationality of his words; then, represents a heroic achievement on his part: the conquest of his own passion and the concerned desire to bring Dido back to reality. He talks facts, not feelings: “I seek Italy, but not of my own wil1.” With that (361) his speech abruptly breaks off, and the hexameter line was left unfinished by Vergil. I believe that Vergil deliberately used the unorthodox break to suggest the true depth of Aeneas’ feelings. His self-control had reached a breaking point, so he stopped rather than neatly round out his speech, a physical impossibility for him at the time. The seeming coolness of Aeneas only fires Dido; his rationality only begets irrationality in her. As if to confirm her complete lack of self-control, Vergil describes her sudden collapse at the end. We are not to view Dido as a stoic sage choosing the only intelligent, moral way out, hence committing a noble Catonian suicide. Her suicide is a confession, a manifestation of personal failure, and she knows it. Dido could have resumed her position, profoundly sad but rationally facing facts. There is rumor, which has helped to ruin Dido, now reporting her ruin. There is the simile which compares grief-stricken Carthage to a city conquered and sacked. This is the result of Aeneas’ “unconscious hunting” and, in historical terms, will be the result of Rome’s unplanned expansion in the Mediterranean. Both literally and figuratively Aeneas is blown off course to the coast of Africa. Vergil brings Aeneas back to the very port from which he was taken off course. Aeneas returns literally and figuratively to his “course,” for his recovery of stature as a leader. The four parts, arrival, initial happiness, disaster caused by hostile deities, and departure repeat the standard rhythm employed consistently by Vergil to set forth the frustrating wanderings of the homeless Trojans. In Sicily, however, war seems like a dim memory of the distant past; certainly Anchises did not fall in battle. And yet Vergil has an eye on the future. Each of the games anticipates general circumstances of war, glancing at the behavior that makes for victory or defeat, and quite evidently the footrace involving Nisus and Euryalus prefigures the tragic wartime mission in which the two will meet their death in Book Nine. Two themes characterize the Vergilian treatment of all four contests: (1) an ethical rather than realistic account of victory; (2) an accent on the note of vicarious sacrifice in the context of every success. In the ship race, the rounding of the outer marker provides the opportunity for a lesson on moderation. We should view these happy contests in the light of the bloody contests which will repeat their basic motifs. In the second contest, a footrace, Nisus allows Euryalus to win. Nisus’ later self-sacrifice in combat for his beloved Euryalus. Juno seizes her opportunity and sends Iris down to drive the women into violent action. The ships continue to be her target, but now what was a metaphorical fire of irrationality inside Juno manifests itself as her weapon of attack.

Two lines at the opening of Book Six effect the transition from the tearful apostrophe to Palinurus in Five to the somber arrival at Cumae. Similarly, two lines at the end of the book will record the departure from Cumae and the short sail north along the coast to Caieta (modem Gaeta). Within that frame of arrival and departure, Aeneas fulfills the two missions which have been assigned him at different times: first, he consults the Sibyl about his immediate future in Italy, as Helenus directed him to do. Vergil imposes a delay by repeating a motif we have seen effectively employed in Book One: he places Aeneas before a set of reliefs or paintings, viewed on the two doors of the shrine. Aeneas has also escaped from Greek pursuit, and he is a devotee of Apollo. Aeneas has never literally faced a Minotaur, and yet he has been in a spiritual labyrinth fighting his own psychological monsters. Theseus' cruel treatment of Ariadne is a prototype of Aeneas' relation toward Dido. Finally, the approaching trip into the underworld carries with it associations of wandering in a labyrinth. Misenus seems to function, like Palinurus, as a vicarious victim to the gods; his magnificent funeral helps to placate the deities of death, the golden bough suggests the ambiguous condition of Aeneas in the underworld, a glitter of gold in the darkness, heroic vitality and corporeality among twittering spirits, purposefulness and hope in a climate of defeated purposes, of frustrated or at least ended hopes. Aeneas passes Tartarus without personally experiencing it, he frees himself implicitly from old faults and ties to move eagerly into the domain of light and happiness where Anchises reveals to him his true purpose. Next the Sibyl and Aeneas enter the fields crowded by famous Warriors. They have led a defective existence and now suffer for it. They committed themselves to warfare for wrong reasons - conquest, loot, vengeance - and when they fell their lives were without merit. Hence in the underworld their spirits go about clothed in useless armor and they display their ''glorious'' wounds, but it is all vanity. The parade of great Romans is a blend of these two Roman traditions, the Roman exists to rule strongly and justly, to conquer, be merciful, and establish firm, fair peace. In Book Eight, war is a necessary evil leading to a greater good. Hercules, like Augustus , wi11 establish an orderly, creative peace. Much as Aeneas hates war, after experiencing its destructiveness and futility at Troy, he is destined to act as the link between Hercules and Augustus. His war will make Rome possible.

Amata is his aunt of Turnus.

Allecto flies to Ardea, a few miles away, arriving in the dead of night, symbolically appropriate to her black purposes. Her victim, Turnus, does not fall so easily as Amata, for he exerts some control over his passions. Turnus is drawn involuntarily into the war. Allecto can symbolize the latent irrationality of Turnus. Before the ideal of Rome can be achieved, these doors of war must be firmly shut. Can Aeneas do it, or does Italy await an even greater man? Taking the basic myth - the killing of an evil monster by mighty Hercules, Virgil attaches to Cacus the familiar associations of disorder (bestiality, wild beast's lair, murders, and fire) and attributes to Hercules the positive force of overcoming this evil incarnate. Aeneas acts like Hercules: he kills the man of disorder and thus makes the Rome of the kings and the Republic possible. The shield, represents the Battle of Actium; Augustus and his Western forces work for Order, and Cleopatra and her savage Oriental masses epitomize Disorder. The right use of military force by Augustus, fully in the tradition of Aeneas' and his descendants' practices, at last results in a ''war to end war.'' After Actium, Augustus did in fact close the gates of war Hercules, Aeneas, and Augustus all belong together thematically as representatives of Order who resort to force only to curtail the destructive, utterly negative results of Disorder.

Book Nine studies the moral qualities leading to defeat and, implicitly, those requisite for victory. In Book Ten, In his first day of hard combat, Aeneas has displayed the complex qualities -sanity, valor, strength, hot indignation, cruelty, pitilessness, compassion (not all, by any means, lovely virtues in isolation) -which are demanded of a victorious general. Vergil carefully accounts for the start of combat in order to emphasize the unjust, Juno-inspired aspects of the war. Burning the ships, a repetition of the incident of Book Five, epitomizes the destructive, irrational purposes of Juno. This transformation of the ships obviously looks forward to the major transformation which is the basic theme of the epic, the change of defeated homeless Trojans into Romans. Nisus, the elder of the two, raises the question which underlies the whole episode: Do gods inspire men with their eager, burning desires or does each man make a god of the wild passion inside him (I84-85)? Vergil's answer, seems to be: both. Nisus says that he wants to serve as the messenger to Aeneas solely for fame (195 )not for any material reward. Nisus adds a new goal: he will locate Aeneas and return laden with spoils. Wild human passion thus defeats the god-inspired desire. There are three episodes where Turnus demonstrates his savage prowess: At the tower Turnus employs his characteristic weapon of destruction, a torch, to fire the wood. Turnus , madness drove him along, fired with a mad desire for slaughter. He is obviously no better than the young Euryalus, and therefore the Italian cause is equally doomed.

BooK TEN – there is pandemonium in Olympus, comparable to a wild storm at sea. Jupiter, having a11owed the deities to get excited, now calms them with a firm declaration. Aeneas assumes a dramatic position on the lofty stern like Augustus, he stands high on the poop; like Augustus, he has his head surrounded by light. Implicitly, then, Aeneas is about to face a battle which partakes of some of the symbolic qualities of Actium: he is the representative of Order, the hope of Peace, entering a scene of Disorder and War. Turnus undeniably has many fine qualities about him with which any Roman would feel at home; the tragedy is that his boldness lacks foundation. On the sword belt has been worked a famous are the Danaides. It is a nefas of premature death. Turnus, by taking this particular item as spoil and wearing it, is implicitly assuming guilt for a similar crime of premature murder and flaunting his misdeed in the face of Pallas' friends. We are meant to contrast the heartless, unthinking treatment of Pallas by Turnus. Aeneas lifts up the corpse tenderly and hands it back, armor and all, for honorable burial. There is no looting, no boasting. The strategy of Turnus proves an utter failure because of Camilla's death and his own impatience. While Aeneas, treacherously wounded, is compelled to withdraw for medical attention, Turnus seizes his unholy opportunity to violate the treaty. As his career of slaughtering takes him farther and farther from his responsibility, he leaves Latinus' city exposed. Vergil shows the behavior of Turnus with a simile of a spirited horse. Vergil begins the simile by noting that the horse has broken its tether and escaped from its stall. He, too, has broken his tether and escaped the place where he should be, namely, the council of the Italians which is attempting to arrive at a rational and less costly conclusion to the war than so far has been achieved by hand-to-hand combat. Had Turnus controlled himself a little, he might have caught Aeneas, who now emerges unharmed from the pass where Turnus has laid his lap. Thus Book Eleven ends by emphasizing the inadequacy of Turnus' furious way of battle. Drances' own unattractive personality obtrudes too much in his judgment of his political foe. (The Romans found this situation so credible that some even detected here allusions to familiar Roman politicians – Cicero.)With Camilla we art meant to recall what happened to Euryalus, what mistake Turnus made with Pallas' spoils. And as a further fare- shadowing of Turnus' doom, Vergil assigns to Camilla's death the same line (83I) which will report Turnus'.  As the book opens, Aeneas stands before what the Romans called a trophy: a tree trunk clothed with the armor of dead Mezentius. All these spoils are being dedicated to Mars. Vergil allows us no alternative here: Aeneas has not been tempted, like Euryalus, Turnus, or Camilla, to don the glittering spoils of his foe; he has immediately given all to the god of war. In is attitude toward the war, too, Aeneas stands in sharp contrast with Turnus. The victory of the previous day gives him confidence that the war can be quickly won, as he proclaims to his men. However, he recognizes what war costs and expresses bitter regret, in particular for dead Pallas. He not only is willing to concede the truce to the Italians but also eager to limit the destructiveness of the warfare by means of a decisive duel between himself and Turnus. The duel is the ordered way of fighting and appropriate to Aeneas; random fighting and killing is the disorderly method of Turnus. The duel which Turnus now hotheadedly demands is not necessary. The obvious alternative is a treaty of peace to end bloodshed and resign to Aeneas what has been offered him on his first arrival. But Turnus must choose the way of war: he has nothing left but his warrior's code and the honor that goes with it. The behavior of Turnus is a portrait of irrationality. He is compared to another beast, a bull readying itself for combat. By contrast, Aeneas, though indeed savagely eager for the duel, spends his time analyzing the political problems of the truce and consoling Ascanius. His is controlled passion, and Vergil does not assign him any animal simile. At dawn the next day, careful preparations are being made to set up altars for the treaty ceremonies and to mark off the field of combat. Here is a scene of order, and Juno cannot endure the sight and spurs Turnus' sister Juturna to disrupt the truce. She ignites them to action by contriving an omen in the sky. It is at least possible that Turnus is the eagle here, Lavinia the swan, and the Trojans the bird swarm which compels him - as in fact Turnus is compelled-to abandon Lavinia. Aeneas himself kills no one at first: his sole concern remains to find Turnus and compel him to fight that duel. He still intends to abide by the treaty. Turnus as he turns to look at the city, sees all his plans are going up in smoke; the fire which Allecto planted in him is destroying him. Though Turnus has his sword, he can hardly use it. Instead he tries to pick up a gigantic boulder. In Turnus' last words, as he unflinchingly faces that sword, we recognize a great man, clearheaded and moral1y aware. He admits his deserts, signals before all his utter defeat, concedes Lavinia, and he requests that he be returned to Daunus alive. To begin with, Aeneas' hesitation is striking testimony to his humanity and pietas. Nowhere else in the epic has any warrior listened to a fallen foe's pleas for mercy. Aeneas reveals that he is not merely a warrior seeking the easy, obvious conclusion to a duel. Turnus, in wearing the sword belt, flaunted his cheap victory in the face of Aeneas, the substitute father of Pallas (commissioned by Evander to avenge the death). The bond of pietas to Pallas could not be denied. Killing Turnus is a victory for the cause, hut not for Aeneas. In this final struggle between aspects of pietas, Aeneas can only be the loser. Pius Aeneas is not passive, but more tragic than Dido and Turnus together.

In the last fourteen, Vergil sought an effect from the unusual position of five adjectives in this passage: acer, infelix, inimicum, saevi, and fervidus. Vergil's adjectives color the individual passage. Vergil does not call Aeneas pius in these final lines. Even though the act of avenging Pallas could be construed as a form of pietas, the poet uses quite different epithets. These words conjure up a particular impression about Aeneas, all the more forcefully since they rarely apply to him elsewhere. This is a man transformed by anger enough to kill a defenseless enemy despite his appeal for humane treatment. As he kills Turnus and establishes a peace that enables Rome to come into existence, Aeneas has, at least momentarily, succumbed to the very malign forces he has been trying passionately to combat. While Aeneas is hot with destructive anger, Turnus lies cold in death at his feet. The alliteration of 951 helps to stress the antithesis between fervidus and frigore. As we turn away to look at Turnus, Vergil emphasizes the contrast with a set of three spondees: (ast illi solvuntur) the limbs slowly relax in the cold grip of death. In 952 Turnus' life-force flees from his dead body in a rush of speedy dactyls; Vergil slows down only when he reaches indignata to stress the rage of the defeated soul. Notice how vulnere Pallas in 948 takes the same position in the line as vulnere Turnus in 943. One wound demands another. The words solvuntur frigore membra exactly repeat the half-1ine from I.92. The phrase appears nowhere else in the Aeneid. What a reversal from that earlier more innocent moment when Aeneas was Juno's victum, when he was chilled by her hot fury. Vergil sees all sides of the issue and tries to present them for our judgment. Aeneas does not win a clear victory; Turnus does not deserve unreserved pity. When one great warrior, rejecting pleas for mercy, kills another, it is a human tragedy, and infelix is the appropriate word to introduce the fateful change of Aeneas' hesitation into savage use of the sword.

 

The inclusion of the Amazon queen Penthesilea among the scenes of the Trojan War depicted in Juno’s temple presages Dido’s fate. Penthesilea rages while Dido is rational. But by the end of her affair, Dido will have lost all of her restraint, dying as tragically as did the Amazon queen. One of the main themes that runs throughout is the contrast between uncontrolled rage and rational order. Juno’s rage is depicted as a fire, a traditional source of destruction. Vergil uses the analogy frequently to show the ill effects of unrestrained feelings. Order is shown in Book One in two important episodes with accompanying similes. First, the depiction of the construction of Carthage is the epitome of a well-run society. The arts of architecture and political discourse co-exist; those who do not contribute are harangued to do their fair share. Neptune restores order to the sea after Iuno's chaotic disruption.

It takes three supernatural interventions and an appeal for him to think of his family before he is finally convinced to leave the city. At this point Aeneas' Roman virtues begin to appear: rationality and self-control are shown as he forsakes his opportunity to die a glorious death, filial duty and piety as he prioritizes saving his father and the household gods. His voyage toward his new home has often been interpreted as a personal transformation from a ''barbaric'' Greek into a ''civilized'' Roman. Rather than glamorizing war, Vergil shows it to be a waste of lives and potential, Even the winners in the battles are not praised; they are depicted as slaughterers even when they are on ''the right side.'' Virgil's underlying tone is one of pacifism. A second questioned passage is Aeneas' encounter with Helen. For Aeneas to consider killing a defenseless woman is extremely unheroic, perhaps even out of character. The fact that the passage does not exist in some texts of the Aeneid has led to a debate over whether or not Virgil even wrote it.

Agamemnon's son Orestes had killed Pyrrhus, making Helenus heir to a small kingdom.

Had Anchises survived, Aeneas would have still been obliged to give him a leadership position. With Anchises gone, it is Aeneas who now leads, acquiring the epithet ''Father Aeneas.''

Vergil carefully organize the books into alternating patterns of action and relaxation, but he also, according to R. D. Williams, ''varies his accounts of landings and departures to avoid any repetition.

 Ultimately, each goddess is only concerned will how events on the mortal plane affect their own glory. Their removal from the human world makes both of them indifferent to the suffering they create.

The funeral games provide a light-hearted respite after the emotional drain of Book Four. It is also possible that the very inclusion of this book was a bow to Augustus. The Romans did not care for these kinds of athletic contests; their idea of entertainment was gladiator contests and watching animals fight. Augustus had revived quadrennial sporting matches in 28 B.C. in honor of the victory at Actium. Virgil's inclusion of this book, which seems to have been added after most of the book was written, might be an attempt to encourage the practice.

Augustus was also attempting to revive the Roman religion, and Virgil's inclusion of so many religious rites would make them appear more sacred and ancient in the eyes of his readers.

Book Six First, Anchises shows Aeneas the men who will found cities across Italy. Anchises reveals that Aeneas' descendents will eventually spread the power of Rome to the ends of the earth. To enable this to come to pass, Aeneas will have to found but one city. Second, Anchises' indication of Numa and Tullus, the priest ''crowned with olive boughs'' and the military leader who will ''wake to arms the indolent,'' shows Aeneas the two paths pietas will oblige him to follow. He will continue to honor the gods, but he will very soon have to do his duty to his homeland as well. Finally, the continual references to heroes who have had to suffer personally in order to help the country show Aeneas that he is '' not alone. All of these men have had their eye on a higher good, and Aeneas can see that the suffering they (and he) undergo has been worth the price. After this great speech, it is no wonder Anchises addresses Aeneas as ''Roman' (1135); Aeneas has finally transformed his allegiance to his future. Augustus' inclusion between the kings and the senators would show that he is a ruler who combines the best of both of the former rulers of Rome. Finally, Virgil's reminders of the sorrows necessary in moving Rome to its current state of excellence would inspire the reader with patriotism.

Book Seven - instead of consecrating the crusts of their bread to Ceres, they eat them along with their meals. Thus ''eating their tables,'' they fulfill Celaeno's prophecy. Virgil describes bees' war-like demeanor and their habit of swarming when they are looking for a new place to live (''cluster of bees on Latinus' laurel). In addition, Latinus' gifts to the Trojans cast an ominous shadow. While he welcomes them in peace, the presents he sends -a chariot and horses that breathe fire -are more appropriate for war. Finally, with the red of the waters as Aeneas arrives, the Tiber hints that soon the river will run red with blood. It seems odd for Virgil to spend so much time glorifying the Italian heroes, since they are the enemies of the book's protagonist. The inclusion of a list of Italian heroes has an important political implication. For most of its life, the Roman Republic had only granted citizenship to those who were of Roman ancestry. This left most Italians disenfranchised and highly dissatisfied. After the Marsic War, which lasted from 9I to 88 B.C., citizenship and its privileges were finally extended to the non-Roman Italians of the Republic. It was important for Virgil not to offend the Italians, who were still sensitive about the issue, so the inclusion of a list of Italian heroes was a politically wise decision. The catalogue of Italian heroes also serves the purpose of humanizing the Italians.

Book 8 - the shield of Aeneas overwhelmingly shows scenes of victory. He is one of a line of heroes stretching from Hercules to Augustus who ''resorts to force only to curtail the destructive, utterly negative results of Disorder.'' The shield is also covered with famous episodes from the time of the kings and scenes of the Republican wars showing a Rome that punishes lawless violence and reveres (and is protected by) the gods. Much as Virgil gave added weight to the religious.

institutions of Rome by showing them being founded by the mighty Aeneas, his description of the Roman religious sites being utilized in ancient times could have only added to a Roman's feeling of awe.

Both Aeneas and Hercules are plagued by the angry Iuno.

The story of Hercules is a metaphor for Aeneas' trials in Italy.

Book 9 - Turnus does not realize that his role in this drama is to be Hector, not Achilles. Fate is now allied with the Trojans. Turnus also lacks one of the vital personal characteristics of the ideal Roman leader: he does not have self-restraint. This problem, emphasized through Virgil's use of animal similes, is most apparent in Turnus' failure to open the gates of the Trojan fortress. While his blood-lust appeals to Mars, it keeps Turnus from taking the action which could have actually defeated his enemies. Turnus is definitely a good warrior, but his style of leadership is not the kind that could lead the Italian people to greatness. For that, they will need the self-discipline epitomized by Aeneas. Turnus is a great man who is about to become obsolete. Nisus and Euryalus' decision to kill the sleeping Italians instead of heading directly to Aeneas shows the same kind of disastrous rashness.

Book Ten - Aeneas commits unholy actions, the godless Mezentius behaves with honor, and Turnus is ready to kill himself because he has been removed from the battle. None of these three characters is all hero or all villain, and the reader is confused by the difficulty in supporting any of them wholeheartedly. Aeneas may have destiny on his side, but Turnus gains sympathy because he is fighting against destiny and for a just cause. Mezentius, the man who tied the living to the dead, on the battlefleld becomes a man who fights fairly and loves his son deeply. Virgil, by not dehumanizing Aeneas' antagonists, has made his work richer. Lausus and Pallas recurring motif of untimely deaths that Virgil uses effectively to convey the message that war, while often necessary, is still a great tragedy.

 

 

Book I -storm

1.8-296 -prelude -announces basic motifs

Juno personifies the historical power of Carthage. Her hatred springs from love.

The contest is the symbol of all the hard wars in Roman history.

The deepest tragedy of the Aeneid is that its people "loved too much" -Euryalus, Juno, Venus, Turnus, Dido, Latinus, Amata, Laocoon, Evander, Mezentius and Lausus.

This first unit of the Aeneid is framed by the appearances of the two major divinities. The contrast between Juno's angry passion and Juppiter's quiet serenity (1.255). At Juppiter's appearance, the heavens, earth, winds and sea are silent. Wild forces of nature submit to him. Juppiter symbolically represents what Rome will become. While Juno represents demonic forces of violence and destruction, Juppiter is the organizing force that restrains them. It is the struggle between light and darkness, mind and emotion, order and chaos. The demonic (Juno, Dido, Turnus, and Antony) will always lose to Juppiter, Aeneas, and Augustus who are the conquerors. Juppiter in 1.294 announces that the idea of Augustus' pax Romana rests upon the conquest of furor impius. Juno and Juppiter are also contrasted with Aeolus and Neptune. Aeolus usually confines the winds and Neptune usually causes storms although their roles are reversed in Book I. In taming the storm, Neptune in the first simile is compared to a politian stopping a riot This may be alluding to Cato in 54 BC.

The first book of the Aeneid borrows heavily from both the Iliad and the Odyssey. The following come from the Odyssey: the hostile divinity planning the catastrophe, the catastrophe, the hero's monologue of despair, the safe harbor, the exhortation of the allies, the hero's encounter with a divinity (Aeneas and Venus, Odysseus and Athena -both goddesses cause the heroes to arrive unseen, Nausica simile (Dido compared to Diana), a beautiful godlike stranger appears, conversation between Juppiter and Venus/Zeus and Athena, and Juppiter's prophecy (the theme of the poem).

Rome's destiny to rule the ordered world is finally realized by Aeneas in the underworld. The violators of world order are punished behind the triple wall in Tartarus.

A11ecto appears three times: the increasing delusion of Amata, Turnus' dream, and the hunt for Silvia' s stag. She appears as a snake (VII.351), a torch (456), and sudden madness (479). She represents unleashed passion, the insanity of civil war.

The images of storm and shipwreck also appear repeatedly. Latinus is compared to a rock amid the breakers. He sees the hurricane coming but cannot stop it (VII.586ff)

The seventh book actually develops in the reverse of the first. The first book begins with the storm to the meeting with Dido and the pleasant banquet scene but the seventh opens in tranquility and becomes increasingly turbulent ending with the Italian war.

Aeneas

Aeneas ' wish to die in 1.94 is often seen as selfish and self -centered. It also shows his love for his home. He wished to have died in the presence of his loved ones. Throughout the Aeneid, people die in the arms of the people they loved -Dido and Anna, Camilla and Acca, Nisus and Euryalus. To be exiled from his home and the people he loved is agony for Aeneas. His sorrowful memory of Troy is a reoccurring motif. It occurs in his speech to Venus (1.372), the temple scenes in Carthage, his narrative of the fall, his meetings with Polydorus, Helenus and Andromache, and his longing for Troy in his speech to Dido. Troy may be gone but he preserves it in his memory as his saves its gods. Pius Aeneas sees it as his duty. By keeping Troy alive, he is doing his duty to the gods, his country , ancestors and descendants. The tragedy of his loss is felt at the sinking of the Lycian ship and the loss of faithful Orontes. Due to the storm, Troiae gaza per undas, his precious Trojan keepsakes are lost.

His respect for duty is felt as he addresses his comrades after the storm (repressing his own feelings) and during the confrontation with Dido. In the latter example, even greater effort is required. He suffers more because of the sorrow he feels for others. His concern to protect those near to him from grief and pain never slackens.

His inner struggle is even more intense when he is confronted by Anna and he is compared to an oak. His inner strength is quite Stoic. Even though he is crying, he remains unshaken in his resolution. The oak is shaken, groans, and suffers. It sheds leaves as Aeneas sheds tears. The antithesis between Dido and Aeneas may be compared to Juno and Juppiter.

At the beginning of the fifth book, despite the storm and the memory of Dido, he follows his course. Certus refers to the straight course of the fleet and symbolizes Aeneas' determination. The gesture reflects the inner attitude. Again at the end of book five following the death of Palinurus, he continues to steer a straight course.

After the death of Pallas in book eleven, he again return to camp after recalling that Pallas is one in a procession of dead that seem to follow Aeneas (IX.94).

Aeneas often measures his own fate against the better fortune of others (1.94, 1.437, 111.493, Xll.435). No matter how often he is overcome with sorrow, he shows heroism by passing through it He masters

his inner torment and yields to his destiny with noble resignation. The grief of Aeneas is not sorrow at his own loss or denied happiness but sympathy and compassion for others who must suffer because of his destiny. Dido and Turnus suffer because of the love of themselves but Aeneas suffers for the sake of others. That he hates to have his son inherit his fortune, his destiny, shows not only a love for Ascanius but also a sorrowful pity for his own and other people's sorrow (XII.435).

From the despair and depression of his monologue during the opening storm, Aeneas grows in steadfastness and stature. His inner strength increases with the gradual revelation of his mission. His basic character however remains unchanged. The conflict of the heroic fulfillment of his duty with human sensitivity pervades the poem. It is evident in the first scenes and in the last verses as he hesitates between killing or pardoning Turnus.

His potentiality for experiencing sorrow grows with the realization of the greatness of his task. The difference between the Aeneas of the last third of the poem and the first third is not in his greater courage but in his greater experience and in being more deeply pervaded by Roman attitudes. In the sixth book he finds the Roman idea, in the seventh and eighth the Roman soil and style of living. In the middle third of the poem, Aeneas is freed from the past.

Dido

Dido's entrance in Book! is filled with lively movement It contrasts with Aeneas' melancholy as he looks at the Trojan reliefs. His tears for the past contrast with he i happy plans for the future. Subsequently all is tragically reversed later. Dido compared to Diana. Diana leads her companions and Dido has royal dignity overseeing the work. The nymphs crowd around Diana as the men engaged in building do Dido. Joy feels Latona' silent heart as the emotion of the still unseen spectator is revealed. Aeneas is moved by Dido's charm. Later before the hunt, Aeneas is compared to Apollo. There are choirs, a festive crowd surrounds the divinity, both proceed over the ridges of Cynthus and have arms resounding on their shoulders. The power of love is symbolized in the triumphant force of their beauty. Dido is pulcherrima and Aeneas is pulcherrimus. The arms both are wearing foreshadow the fateful hunt.

The queen' s virtues (pietas, maiestas, dignitas, iustitia) are revealed in symbolic gestures. The queen makes her first appearance in the temple because she is the human representative of Juno. Her humanity is recognized by Aeneas from the Trojan reliefs. Humanity is the primary tone of her first conversation with Aeneas. Her soul is related to Aeneas in the gentleness and generosity of her nature and her compassion for others. This will completely reverse in the final scenes when she is filled with irreconcilable hatred. Dido is doomed to die not because of the situation but because of the interaction of her character with the situation. Everything aims toward the tragic end from the start. As Aeneas represents Rome, Dido does Carthage. The queen anticipates and represents her city's fate.

Anna appeals to Dido's obligations of duty and glory and to the love she holds for the city she has founded. For Dido it is not enough to love from the power of passion. Love comes to her just as much because of her inner inclination toward heroism, greatness, glory, and her devotion to her royal work.

In the cave, the lightning flashes are the marriage torches and the crying of the nymphs and the thunder are the marriage song. These signs and the earth tremor are related to the gods of the underworld and are omens of what is coming.

Dido is quite sure that Aeneas' departure seals her death. It is the necessary result of her violated pride. She who involved herself in this unworthy situation can find no other escape. She could approach her former suitors but she is too proud to do so. She could follow the Trojan fleet but this would be an unbearable humiliation. She could order the Tyrians to pursue the Trojan fleet but she is too humane. Death is the only answer. Nothing else can save her own ego, her self-respect, and her glory. She can restore the "great image" which she wants to leave to prosperity. In her curse and in the grand manner of her death, her soul restores its greatness and liberty. The curse restores her lost dignity. To the ancients, revenge meant restoration. Her pride, her self -respect, her sense of dignity, and her thirst for revenge all demand her death. The very character of Dido demands that she not seek death because of lost love but because of her consciousness of her deep fall. She delays so long in seeking death because she had not yet abandoned all hope of changing Aeneas' mind. She tries three times to alter fate. She implores Aeneas to stay, sends a message via Anna, and just before dying she considers the possibility of following him. The infinitely proud queen gradually sinks into ever deepening degradation. Her real tragedy lies in her knowledge of this. Out of her grief and sickness, her great soul slowly rises and she again becomes the queen. In IV.450-521, she rises from dark gloom to cheerful composure as she addresses Anna, in her monologue when she decides to die (534), her curse (607), and her final monologue where her glory will shine as the illustrious lover and founder of Carthage. Her final words are concerned with revenge.

Like Aeneas she wavers between the demands of her heart and her dignity, between her happiness and her glory. She, like Aeneas, suffers from the unrelenting tension between the heart's desire and the harsh demands of self -respect and glory.

Aeneas also faces the forces of passion but he is kept almost free of guilt. Dido, like Tumus, falls deeply into sin.

Turnus

That Turnus appears for the first time at midnight (VII.414) is an indication that his destiny belongs to the powers of darkness. Heroic nobility is at the core of his nature. He falls prey to the powers of darkness due to Allecto's gesture and is pulled from his path of original resistance. He possesses the best qualities of a hero: beauty, youth, nobility, and courage (VII.473). He becomes a victim of tragic delusion, the embodiment of furor impius.

Turnus strives in no way for his own advantage but to protect Italy (Vll.468) and to protect his right to Lavinia (V1I.423) which he earned as a defender of Latinus' people against the Etruscans (V1I.425,VIII.493). He also strives for his own glory. According to Roman thinking, the latter is praise not blame. Turnus is considered one of the great heroes in Italian history (Dante).

Through the spell of Allecto he becomes the incarnation of War. His battle is ungodly and sinful because it drives nations destined for eternal peace into war. The tragedy is the contrast between his noble nature and the demoniacal passion which robs him of insight and sanity.
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