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TWO

REPETITION AND IDEOLOGY IN THE AENEID

HE POLITICALLY loaded narrative opposition that appears in

emblematic form in Virgil's Actium—between the victors’ epic te-

leology and the romance aimlessness and circularity of the van-
quished—is repeated and written large in the Aencid. The poem falls into
two halves, and these correspond to two narrative forms. The first, modeled
on the Odyssey, recounts the romance wanderings that detain Aencas and
his defeated Trojan compatriots on their way to Ttaly. The second, modeled
on the Iliad, tells of the epic warfare from which they emerge victorious and
gain the foothold in Latium that will eventually lead to the foundation and
history of Rome. The process by which the Trojans go from being losers to
winners thus matches the movement in the poem from one narrative form
to another, from romance to epic.

The Trojans’ successive unsuccessful attempts to settle outside of Italy in
the first six books of the epic constitute a pattern of repetition that threat-
ens to keep them in continual wandering and blocks their progress to their
destined future. These failed settlements all look back nostalgically to Troy
and so conform to the model of the Odyssey, which stages a return to the
homeland and to the father. But Troy has been destroyed for good, as Book
2 graphically demonstrates, and the Aeneid shows the repeated attempts of
the survivors to found new versions and replicas of their city to be regres-
sive—an obsessive circular return to a traumatic past that Book 3 will place
under the rule of Aeneas’s father, Anchises. The first half of the Aeneid
describes the experience of the losers of the Trojan War who must rid them-
selves of their past, of their sense of loss and victimization—a process that
involves as well the eventual removal of the father from the poem.

But in the second six books of the epic, Aeneas and the Trojans find
themselves caught precisely in a repetition of the Trojan War—the war
against the native Latins that seems uncannily to evoke and reproduce the
events of the fighting before Troy. Here, Virgil’s imitation of Homer be-
comes part of the thematic subject matter of the poem, for while Aeneas
and the Trojans were not along on the voyage of Odysseus in the Odyssey,
they were very much present in the action of the Iliad, fighting on the losing
side. Thus the new Iliad of the second half of the Aeneid forces the Trojans
to repeat their past struggle, but they will repeat it with a difference: this
time they will be the winners.

The two ways of repeating the past in the two halves of the Aeneid and the
alternative romance and epic narratives they respectively produce—the
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tive” repetition of their tragic past and creates a narrative teleology. It is the
first in the continuing series of victories that will constitute the narrative of
Roman history. The two-part Aeneid thus identifies epic teleology with nar-
[ative itself—the winners’ story made possible by conquest—and contrasts
this story with the romance odyssey it supersedes: the losers’ aimless course,
their lack of story, their falling out of history. But this supersession of ro-
mance by epic represents the Trojans’ victory not so much over defeated
external foes as over themselves.

If Virgil casts the Aeneid’s narrative of political foundation—what is also
the story of the political foundation of narrative—in terms of a repetition
compulsion, he does so not only as a Freudian avant la lettre, but also in
response to specific, opposing strains in the ideology of Augustus. Ina kind
of political allegory, the Trojans’ story foreshadows the recent historical ex-
perience of the poet’s Roman contemporaries. The negative and positive
forms of repetition in the two halves of the epic correspond to the double
message of Augustan propaganda: the injunction to forget a past of civil war
(so as to stop repeating it), and the demand that this past be remembered
and avenged (and so be repeated and mastered). These two ideological im-
peratives can be respectively assimnilated to the personal virtues that Augus-
tus claimed for himself—clementia and pietas—virtues that commentators
on the Aeneid have long seen informing its fictions.? Virgil thus appears to
dramatize the psychological implications, even the psychological basis of
the workings of politics and of political ideology; at the same time we may
begin to wonder whether Freud’s model of the psyche empowered by narra-
tive does not derive from influential political narratives like the Aeneid in
the first place. These are not necessarily alternatives between which we
must choose—the political or the pyschic—for the displacement of repeti-
tion and narrative may oscillate between the two. But the political context
of Virgil’s poem should make us aware that its psychological depth may
already be doing ideological work: it universalizes the historically particular,
and, in what is one of ideology’s central operations, it makes a given political
and social arrangement appear to be the given, as if it were inevitable and
somehow predetermined."

Yet the Aeneid also uncovers the contradictions in the Augustan ideology
that shapes it, the mutual incompatibility of clementia and pietas: precisely
the contradiction between the admonition against history repeating itself
and the call to repeat past history, if only to put that history finally in the
past. This ambiguity haunts the repetition compulsion that the Aeneid lo-
cates at the heart of Roman experience—Brooks notes that regressive and
progressive forms of repetition may not be easy to tell apart—and it ac-
counts for the celebrated pessimism of the Aeneid. It is unfashionable at
present, at least in this country, to read Virgil as the spokesman of the new
imperial propaganda; it smacks of T. S. Eliot’s blandly reactionary appropri-
~tiom of the Aeneid for Church and Empire.” Yet Eliot is best countered by
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new name from this event, for before they had been called the Plotai (285,
297): the “floating islands.” Like Delos, the Strophades were islands that
once floated before they were fixed, and they seem to be related to the
wandering Cyanean rocks that the Argonauts confront on the next leg of
their journey (2.549f.); once the Argo successfully negotiates them, the
rocks are rooted forever in place (2.604-6). Islands, like dangerous rocks and
reefs, float and wander until sailors navigate, name, and chart them. They
then become landmarks. For Aeneas and his men, the formerly wandering
Delos and Strophades suggest the familiarity and stability of the eastern
Greek Mediterranean. This had been their known world, the world of their
past and, so they had thought, of their roots.

Italy, their eventual destination, is by contrast the world of the unknown.
Its unfixed geography is described to Aeneas by the seer Helenus.

haec loca ui quondam et uasta conuulsa ruina
(tantum aeui longinqua ualet mutare uetustas)
dissiluisse ferunt, cum protinus utraque tellus
una foret: uenit medio ui pontus et undis
Hesperium Siculo latus abscidit, aruaque et urbes

litore diductas angusto interluit aestu.
(414-19)

(These lands, they say, once burst asunder, rent by force and a great cataclysm
[so great changes can be wrought by the hoary length of time] when the two
were once one continuous stretch of land. The sea entered in by force between
them and with its waves cut off the Italian from the Sicilian shore, and with its
narrow tidal channel washes fields and cities severed by the shore.)

The tearing of Sicily away from the Italian mainland reverses the pattern of
floating islands fastened in place. Sicily seems to have slipped its mooring
and, as Etna shakes its foundation, to be on the move.

fama est Enceladi semustum fulmine corpus
urgeri mole hac, ingentemque insuper Aetnam
impositam ruptis flammam exspirare caminis,

et fessum quotiens mutet latus, intremere omnem
murmure Trinacriam et caelum subtexere fumo.

(578-582)

(It is storied that the body of Enceladus, half-scorched by Jove’s thunderbolt,
is weighed down undemeath that mass, and huge Etna, placed above him
breathes forth fire through its broken furnaces, and whenever he changes his
weary side, all Sicily trembles with a groan and veils the sky with smoke.)

The island quakes beneath the Trojans’ feet and suggests their own experi-
ence of uprootedness. They are themselves wandering, wrenched from their
familiar past by the destruction of Troy and of the collective history it repre-

r
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sented, a history now pervaded by defeat. Their future lies in the brave-new
world, of Italy, which, precisely because it is new, initially appears unfixed
and fluctuating.

The future is always uncertain, and it is little wonder that the Trojans
prefer charted waters and recognizable landmarks. If the action of Book 3
describes their journey to Italy from their destroyed past of Troy, it also
describes the pathos of their longing to find their past again in the course of
their wanderings. Hence the paradox that the Trojans are most truly wan-
dering when they feel they are on firm ground: when they think they have
found the stability and security of a familiar past. And the Italy that seems
to be breakirig apart and wandering is their true destination and journey’s
end. It is because Italy is a terra incognita, lying outside their past experi-
ence, that it can be a virgin territory for the defeated Trojans, a site for a new
and fresh beginning.

The emphasis which the whole first half of the Aeneid places upon the
Trojans’ need to break with their past, to stop looking backwards to Troy
and to begin anew in Italy, is directly linked to the poem’s political and
ideological context. After the catastrophe of Rome’s civil wars, the victori-
ous Augustan party claimed to give the state a new foundation. Augustus
was a second Romulus, and Virgil depicts a still earlier foundation of Rome
before its foundation, with Aeneas as a shadowy antitype of Augustus.’ The
new regime dictated that Virgil’s contemporary Romans were to put behind
them the national trauma of civil strife in order to start over again, and the
Aeneid is itself implicated in a program of Augustan propaganda that seeks
to suppress and rewrite Rome’s political memory. There is an evident anal-
ogy to be drawn between the defeated, war-weary Trojan remnant in search
of a new beginning and Virgil’s readers, the survivors of the recent civil wars,
who are offered a fresh start in the new Augustan state; and we need to keep
this analogy before us to construct a political reading of the Aeneid. The first
six books of the poem describe the negative consequences of the Trojans’
repeating or seeking to go back to their past—what for Rome would mean
slipping back into its internecine conflicts. This is particularly the case in
Book 3, which presents itself as a kind of condensed version of the first half
of the poem, and whose dominant figure, Anchises, the hero’s father and
living reminder of the Trojan past, is also specifically tied to Julius Caesar,
the adoptive father of Augustus and a major protagonist of the civil wars.
But the same ideology is felt in the book’s general depiction of the harmful
effects of memory upon the Trojans’ mission; and this has its counterpart at
the end of the first half of the Aeneid in a depiction of the universal benefits
of forgetting.

The Trojans’ voyage in Book 3 is a miniature version of the wanderings of
the Odyssey set within the Odyssean first half of the Aeneid; as such, the
book performs in little and may be said to epitomize the action of Books
1-6." In Book 3 the Trojans go from Troy to within a glimpse of the shores
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of Italy (519), the destination that they will finally reach at the beginning of
Book 6. The Odyssey similarly delivers its hero from his wanderings, but
while Odysseus returns to Ithaca, Aeneas and his followers have lost their
homeland, and it is in pursuit of a new one that they are thrust out on an
Odyssean voyage. It may be for this reason that the imitations of the Great
Wanderings of the Odyssey in Aeneid 3 reverse Homer’s narrative sequence,
starting with the eating of the cattle on the Harpies’ island that recalls the
eating of the cattle of Helios in Book 12 of the Odyssey and ending with the
visit to the coast of the Cyclopes that rewrites Book 9 of Homer’s poem.
Like its character Achaemenides (690-91), Virgil’s book retraces backwards
the wanderings of Odysseus.

Book 3 is also related to the larger first half of the Aeneid by the two
storms that strike Aeneas’s ships (192-208, 555—-69) and drive them to the
shores of the Harpies and the Cyclopes, respectively. These squalls, which
are the plot device and emblem par excellence of the aimless and digressive
wanderings of Odyssean romance, are smaller versions of the two great
storms that send the Trojans into and away from Carthage at the beginnings
of Books 1 and 5. For if, after a series of digressive episodes, Book 3 brings
the Trojans within sight of Italy, the book is itself embedded within the
narrative that Aeneas recounts to Dido at Carthage—in the most extended
episode of his digressive wanderings. In the chronological sequence of the
poem, the Trojans’ arrival in Italian waters at the end of Book 3 is followed
by their being blown off course to Africa in the very opening of the poem as
Juno conspires with the wind-god Aeolus. The Homeric model lies in Odys-
sey 10 where, within sight of Ithaca, Odysseus’s men release the winds of
Aeolus from their bag (28£.) and the hero’s ship is blown all the way back to
the wind-god’s realm from which it set out.

The Aeneid thus opens by evoking a pattern not only of narrative digres-
sion but also of narrative circularity: of romance wandering that brings the
Trojans back to where they started, no closer to their destination. Their
progress in Book 3 may only be apparent, and Book 3 also features a series
of failed settlements that repeatedly force the Trojans to start all over again.
They seem, in fact, to be caught in a vicious circle, and a regressive one at
that, for in these settlements they build or find miragelike replicas of Troy.
It is the Trojans’ nostalgic attempts to repeat or relive their past that consti-
tute their wanderings, steering them off course and away from the epic goal
of Italy. The romance circularity that characterizes the narrative of the
Odyssean first half of the Aeneid is thus assimilated thematically with an
obsessive return to—and of—the past.

The problem of the past is directly raised in the third feature by which
Book 3 stands as a smaller model of the first half of the poem. At the end of
the book Anchises, the father of Aeneas, dies. But Anchises only disappears
as a living character, and his influence upon the events of the poem is not
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over until the end of Book 6, where he leads his son through the underworld.
The whole first half of the Aeneid may be read as an attempt to deal with the
father and the past that he represents. Anchises plays a particularly promi-
nent role in Book 3, a major surprise for the reader of the Aeneid who, at the
end of Book 2, has seen Aeneas carry his apparently helpless father, a heavy
and inert burden, out of the bumning city of Troy, in probably the single
most famous pictorial image of Virgil’s poem. But in the ninth verse of Book
3 the suddenly recovered Anchises is found giving the Trojan fleet its orders
to sail, and throughout the book he will share the leadership of the Trojan
expedition with Aeneas. Aeneas defers to his father with the exemplary
piety for which he is renowned, and it is difficult at times to determine just
which of the two men is in charge.®
This collaboration begins to resemble a competition between father and
son, between Trojan past and Trojan present, that lasts until Anchises’
death at Drepanum (708-15) at the close of Book 3. Anchises’ misreading
of the oracle of Delos, which leads to the short-lived settlement on Crete,
and the ways in which this episode is linked to others in the book, indicate
how a fixation upon the former Troy threatens the Trojans’ effort to make
a new beginning. This thematic argument culminates in the book’s central
episode of Buthrotum. Through a series of Odyssean allusions and parallels,
Virgil depicts the mimic Troy where Andromache and Helenus cling to their
remembered past as a kind of underworld, inhabited by the living dead.
The oracle at Delos appears to be a dead giveaway. After having been
addressed as “Dardanidae” (94), only a willful Trojan interpreter would not
instruct his countrymen to head for the birthplace of Dardanus. Anchises’
glaring mistake calls attention to itself. Perhaps swayed by the injunction to
seek out his ancient motherland—*“antiquam exquirite matrem” (96)—his
thoughts about Crete turn to the cult of the mother goddess Cybele, im-
ported from that island to Troy. His association of ideas thus parallels the
first error that the Trojans commit in Book 3, the choice of Thrace for the
site of their new city, a choice that seems to be influenced by the allied
gods—*“sociique Penates” (15)—of the Thracians. In both cases the Trojans
are reassured by discovering that religious rites in the alien lands are identi-
cal to their own. In the episode of Thrace, Virgil reinforces this identity with
a replication in the verse itself. The phrase “sociique Penates” echoes the
one three lines earlier: “cum sociisque natoque, penatibus et magnis dis”
(.12; “with my companions and son, and the Penates and the great gods”). A
similar repetition occurs in Anchises’ interpretation of the words of the
Delian oracle. His description of Mount Ida on Crete—“mons Idaeus ubi et
gentis cunabula nostrae” (105; “where Mount Ida is, the cradle of our
people”)—is followed by a reference to the Phrygian Ida that overlooks
Troy: “hinc Mater cultrix Cybeli Corybantiaque aera / Idaeumque nemus”
(111-12; “hence came the Mother who inhabits Mount Cybelus, her Cory-
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bantian cymbals, her Idaean grove”). Anchises is, in fact, saying that the
Trojan Ida received its name from the Cretan mountain. But here, too, the
repetition “Idaeus/Idaecumque” reflects the Trojans’ attempt to repeat their
past by finding its likeness in alien lands, a likeness that now extends beyond
commmon religious practices to a dim physical resemblance between Crete
and Troy. Anchises’ application of the oracle to Crete suggests a desire for
what is familiar and recognizable—landmarks from the old Troy—rather
than a willingness to confront a new and unknown future.

Aeneas is himself easily drawn to this frame of mind. He asks the gods to
preserve another Trojan Pergamum—“altera Troiae / Pergama” (86-87)—
and names his Cretan settlement “Pergamum” (133), suggesting that it is a
kind of reconstruction of the old city. As late as Book 5 he creates an “Ilium”
and Troy (756) for his weary countrymen who elect to stay behind in Sicily.
Most notoriously, he infuriates the love-stricken Dido in Book 4 by telling
her that, did his destiny not call him to Italy and were he free to choose, he
would—and at this point Dido and the reader certainly expect him to say
that he would remain beside her in Carthage—instead return to rebuild
Troy and a restored—“recidiva”—Pergamum (4.344). The regressive impli-
cations can be heard in the adjective.

But to live in the past is to inhabit a state of death, and death haunts the
Trojans’ first attempted settlements. At Thrace they begin to build a city,
but end up building the tomb of Polydorus; the verb “condimus” in the final
verse of the episode (68) transforms the activity of city founding into one of
burial. The fertile realm that Anchises expects to find in Crete tums out
instead to be a wasteland in the grip of plague (137-42).

If Anchises directs the Trojans to Crete at least partly because he con-
ceives of Idaean Crete as both an earlier model and a present replica of
Idaean Troy, his reading of the oracle at Delos anticipates the focal episode
of Book 3, the visit to Buthrotum and its miniature, mimic Troy. Here
Aeneas finds a “simulataque . .. Pergama” (349-50); this other Troy is a
factitious copy, as false and empty as the tomb of Hector at which Androma-
che offers her sacrifice. This “tumulum” (303) also recalls the opening epi-
sode of Polydorus: here again, the nexus city/tomb describes a habitation of
death. Moreover, a series of literary reminiscences links the episode at
Epirus to Book 11 of the Odyssey, where Odysseus consults the shades of
Hades. Reliving a dead past, Buthrotum’s scale-model Troy is a kind of un-
derworld.

At Buthrotum Helenus makes a prophecy to Aeneas of the white sow he
will see in Italy, marking the site of the Trojans’ first city, Alba Longa, and
the end of their journey. The scene and his words verbally recall the mo-
ment in the Odyssey where the shade of the prophet Tiresias, summoned up

from Hades, tells Odysseus that the wanderings of his second voyage will
end when he finds a traveler who mistakes his oar for a winnowing fan (Od-
yssey 11.126-31). The man ignorant of ships is the sign that Tiresias prom-
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ises for Odysseus, “ofiua 6¢ Tor épéw ual’ apippadés, otéé oe Anoe” (126)
a phrasg that is repeated in Helenus’s words, “signa tibi dicam” (388).’ Thé
Homeric model is appropriate enough; with the sign of the sow, Helenus
similarly predicts a restful end to the Trojans’ wanderings. David Bright has
pointed out, moreover, the proximity of Buthrotum to the site of the
Thesprotian Oracle of the Dead at Cichyrus, which Pausanias (1.17.5) had
proposed as Homer’s model for the landscape of the Odyssey’s underworld."
Thus, while Virgil’s principal imitation of the Homeric episode of the dead
is in Book 6, here, through allusion, he presents a second, ironic version. And
if Book 6 occupies the same relative position—just short of the midway
point—in the larger Aeneid that the underworld episode occupies in the
twenty-four book Odyssey, the visit to Buthrotum is placed in the same
position in the Aeneid’s Odyssean first half. '

Beyond these verbal and structural parallels, the action of Virgil’s episode
contains further recollections of the underworld scene of the Odyssey. As he
first arrives at Buthrotum, Aeneas encounters Andromache, who is perform-
ing a kind of necromancy, making sacrificial offerings and summoning the
shade of Hector to his empty tomb (300-305). In her confusion at Aeneas’s
appearance, she seems to think that he may himself be a shade, coming in
response to her invocation (310-12)."" This initial meeting establishes the
thematic argument of the Buthrotum episode: the dead Trojan past of Hec-
tor cannot be brought back to life; the Roman future of Aeneas has taken its
place. The scene also evokes the situation of Odyssey 11, where Odysseus
sacrifices and calls up the shades of the dead (23f.). But an ironic reversal of
roles has taken place here. Andromache mistakes Aeneas for one of the
shades she is trying to raise, but the Odyssean parallel suggests that it is she
and Helenus who are, in fact, the dead shades with whom the living hero is
to speak and consult.

Andromache begins to play the role of a shade in the Odyssey when she
asks whether Ascanius is living and whether he is living up to the valorous
examples of Aeneas and Hector (339-43). Her questions and her concern
for the surviving child who carries on the family line recall the moments in
Odyssey 11 when Agamemnon asks whether Orestes is still alive (458) and
whep Achilles inquires if Neoptolemus has grown up to be a warrior in the
faml‘ly mold (492-93). The pathetic situations are similar: the dead Ho-
meric heroes and the past-obsessed Andromache inquire after offspring who
embody their hopes in a future they cannot share. This similarity might
appear to be merely coincidental had not Andromache only seven lines ear-
lier described the fates of the same Orestes and Neoptolemus.

ast illum ereptae magno flammatus amore
coniugis et scelerum furiis agitatus Orestes
excipit incautumn patriasque obtruncat ad aras.

(330-32)
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(But Orestes, inflamed by his great love for his stolen bride and stirred by the
furies of his crime, catches him [Neoptolemus] unawares and cuts him down at
his father’s altars.)

Both of these sons have come to bad ends. Orestes, himself pursued by the
Furies of matricide, has killed Neoptolemus. The death of Neoptolemus at
his father’s altar may thus be understood not only as a kind of poetic justice
for having cut down Polites before Priam’s eyes in Book 2 (525-32), but also,
in this context, as a final answer to the questions of Agamemnon and Achil-
les about their sons in the Odyssey.

The Aeneid thus repeats the Odyssey’s own gesture toward the Iliad; by
assigning the two heroes of the earlier poem to the underworld, the Odyssey
clears the epic field for its own hero—while it improves on that gesture. Not
only are Achilles and Agamemnon dead, but cut off, too, is the futurity of
their heroic lineages for which the Odyssey had still allowed them to hope.
Moreover, the visit to Buthrotum, haunted by the memory if not by the
shade of Hector, reminds us of the end of another heroic line of the Iliad,
this time on the Trojan side. It is Ascanius, not her own child, after whom
Andromache asks, an Ascanius whom she sees as a kind of surrogate for
Astyanax—*“o mihi sola mei super Astyanactis imago” (489)—thereby evok-
ing the fate of a third hero’s son. The mantle that she bestows upon Asca-
nius (484) parallels the gift of Neoptolemus’s armor that Helenus makes to
Aeneas (467-69): the heroic line of the Aeneid receives a double legacy from
Hector and Achilles, the adversaries of the Iliad, whose heroism and lineage
are now part of an extinguished past. The episode is one in a series of Virgil’s
melancholy variations on the theme of the death of a son and the end of a
genealogical line that stand for the end of a whole people and civilization."?
The demise of Homeric Greece and Troy in the first half of the Aeneid will
be matched in its last six books by the extinction or absorption of the native
peoples of Italy and by the deaths of the Etruscan Lausus, the Arcadian
Pallas, and the Latin Turnus. All of these sons die, of course, so that Rome
may live and take over their inheritances, a Rome to which the future be-
longs and whose empire is a new amalgam built out of the past civilizations
that the processes of history have brought to expiration and left behind.
(The question of Rome’s own future is addressed by the prophesied death
of one more son, Marcellus, at the middie of the poem (6.860-86), a death
that raises questions about the imperial succession and the stability of
Augustus’s political achievement.)

After the deaths of sons described at Buthrotum and in the opening epi-
sode of Polydorus, Book 3 closes with the loss of the father, Anchises, and his
replacement by Aeneas, who is called by the title of “pater” as he ends his
narration (716). However wrenching the death of Anchises may be for
Aeneas, it provides in its context a reassuring image of generational continu-
ity: the Roman stock will succeed to a future where other heroic lines have
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failed. And with its parade of replica Troys—each successively and more ex-
plicitly revealed to be a place of death—the fiction of Book 3 insists that this
future can only be reached if the Trojans relinquish their past and its mem-
ories, if they can escape from a pattern of traumatic repetition. Anchises
appears to embody that past, as the representative of an older generation
too much part of a former Troy to begin anew. In Book 2, he stubbornly
refuses to leave the fallen city (634f.), and, for all his surprising revitalization
in Book 3, he still may be a deadweight for his son to shoulder: his misdirec-
tion of the Trojan expedition to Crete suggests the drag that the past can
exert on Aeneas’s historical mission. Anchises’ death and the Trojans’ first
arrival in Italy complete the symbolic action of Book 3, which appears to
accomplish both a physical and a psychological separation from the old Troy.

Once Anchises is dead, moreover, he increasingly becomes a source of aid
and inspiration to Aeneas. He appears in dreams in Book 4 (351-53), urging
his son to leave Dido’s Carthage—still another, and the most insidious
version of a Troy doomed by history">—and again in Book 5 (722-40), wher;
he directs the Trojans to set out from Sicily to Italy. The snake that emerges
from Anchises’ tomb in Book 5 (84-96) suggests his divinization, and in
Book 6 he greets Aeneas as one of the elect of Elysium (744f.) and as the
official spokesman for the glorious future of Rome."*

This transformation of Anchises from an emblem of the burden of the
Trojan past to divine prophet and sponsor of the Roman future is hardly less
surprising than his recovery between Books 2 and 3. This change might be
explained in terms of the psychology of Aeneas: the dead father returns in
idealized form to the hero as a kind of introjected superego. But, in fact
Anchises’ transformation seems determined by the Aeneid’s loose-ﬁttiné
historical allegory in which he plays the role of Julius Caesar, the adoptive
father of Augustus.”

Julius Caesar was a problem for the Augustan propagandists. While
Augustus claimed power as Caesar’s heir, he also claimed to restore the
senatorial authority and republican rule that had been destroyed by the
same Caesar, the fomenter of civil war—and in this respect an embarrass-

ment and political liability for his son. Ronald Syme has described this con-
tradiction in the party line.

Seeking to establish continuity with a legitimate government, Caesar’s heir
forswore the memory of Caesar: in the official conception, the Dictatorship and
the Triumvirate were blotted from the record.'s

A§ Syme points out, the Aeneid mentions the historical Caesar only once,
without directly naming him, and then only in order to deplore his taking up
the arms of civil war against the Pompeian defenders of the republic (6.834—
35). But the deified Caesar whose temple was dedicated in 29 B.C., and from
whom Octavian took his title as the “Divi filius”"—or, in the words of the
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Aeneid, “Augustus Caesar, Divi genus” (6.792)—appears at several mo-
ments in the poem (1.299; 6.790) as a kind of attribute of his adopted son,
most notably, as we have seen, as the Julian comet shining above Augustus’s
head in the depiction of Actium (8.681) on Aeneas’s shield."” The career of
the living Caesar is a scandal for Augustus and his poets, but the dead and
apotheosized Caesar is a source of divine authorization and guidance to his
heir.

There is an apparent correspondence between this ambivalent Caesar
and the Aeneid’s portrait of Anchises. Like that Caesar, Anchises is in life a
burden and a liability. After his death and deification—one sign of which
appears during the funeral games in his honor in Book 5, when the arrow of
Acestes bursts into flames like a comet (522-28)—Anchises becomes in
Book 6 part of the mythological apparatus that sanctions the wars that
Aeneas will fight in Italy and that authorizes Rome’s future mission in his-
tory. This identification of Anchises and Caesar, moreover, reinforces the
topical analogy between the wandering Trojans and Virgil's Roman contem-
poraries and spells out the present-day political implications of the Trojans’
adverse attempts to repeat their past in the first half of the Aeneid, and in
Book 3 in particular. Following the lead of Anchises, their regressive return
to versions of Troy indicate the dangers of Rome’s falling back into its ca-
lamitous past of Caesarism and civil war.

This past must be both buried and forgotten, and then reinvented in the
“memory” of the present, in the double process that characterizes Anchises’
career in the Aeneid. Throughout its propaganda, the Augustan regime
sought to rewrite the history of its own rise to power, passing over in silence
its origins in triumviral strife and discovering instead its earlier republican
roots. As part of this propaganda, the Aeneid rewrites Roman history even
more radically, placing the origins that legitimate Augustan rule farther and
farther back in time, beyond history to prehistory. According to the poem’s
fiction, the future advent of Augustus is built into Aeneas’s original found-
ing of the Roman people—a link that is confirmed by Augustus’s descent,
through the elder Julian line, from the Trojan hero.'® _

The action of Book 3 may comment upon and even allegorize the Aeneid’s
larger strategy. The oracle at Delos directs the Trojans to make their new
start at the place of their hoary ancestral origins in Italy, to return to a past
that has been all but forgotten. The Aeneid’s readers are transported back tdf
Rome’s first beginnings, to a similarly mythical past that the poem offers a
the propagandistic foundation for the Augustan national program. The Tro
jans sail by and must reject versions of their recent past. Virgil leaves out o
his poem recent events that the present regime would prefer to suppress
while he presents analogues to those events set in a distant, legendary past.
The immemorial past, like the virgin territory of Italy, has the advantage of
being a virtual blank where the poet, guided by the Muse of memory, can
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find whatever he wishes. Like the figure of Anchises that reveals the benefits
that a mythological father can confer in place of a living one, the Trojans’
journey back to their ancient homeland in Book 3 suggests the new sources
of strength that the present can find in a past that it continually re-creates
to serve its needs.

While the Aeneid offers its mythic fictions in place of historical memory,
it also elevates the therapeutic effects of forgetting into one of its explicit:
themes. The Trojans’ need to forget Troy and escape from a debilitating
cycle of repetition in Book 3 is superseded at the end of the epic by the
agreement reached by Jupiter and Juno (12.819-940), a passage to which we
shall have occasion to return. By its terms, the Trojans and Latins will forget
their differences and merge together until the very Trojan name will be no
more.

occidit, occideritque sinas cum nomine Troia. (12.828)
(Troy has fallen; let her perish along with her name.)

The divine decree that Rome’s Trojan origins will be lost in the processes of
history raises some interesting questions about the Aeneid’s own account of
Rome’s earliest past; here, too, the poem may comment self-consciously on
its own procedures and acknowledge the purely fictional status of its found-
ing narrative.” But the reconciliation of Latins and Trojans that the gods
sanction also has unmistakable bearing upon the current political situation
of Virgil's Rome. The old foes of the civil wars are similarly to be reconciled
and to become one people again under Augustus; their former enmities and
party allegiances are to be forgotten. Virgil’s fiction may even represent a
case of special pleading: the poet may have in mind an amnesty, a specific
judicial act by which both the government and the former opponents and
victims of the government agree to forget their mutual wrongs and griev-
ances. Cicero had had such an amnesty enacted after the assassination of
Julius Caesar, borrowing, as he was later to boast, a Greek word and the
political wisdom of the Athenian democracy in order to restore the national
peace (Phil. 1.1.1).

What is a political solution at the end of the Aeneid is revealed at the end
of its first half to be a universal principle built into human existence itself.
When, in the underworld of Book 6, Aeneas asks Anchises just why the souls
of men would return to earth to live new lives after their experience of
human suffering—Why, Aeneas asks, do they madly desire the light of day?
(6.721)—his father responds with a famous disquisition on the transmigra-
tion of souls that draws attention away from his ultimate answer to the
question: the returning souls have drunk from the river Lethe.

has omnis, ubi mille rotam uoluere per annos,
Lethaeum ad fluuium deus euocat agmine magno
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scilicet immemores supera ut conuexa reuisant
rursus, et incipiant in corpora uelle reuerti.

(6.748-51)

(When these souls have rolled the wheel through a thousand years, the god
summons them all in a great troop to the Lethean river in order, you see, that
without any memory they may see again the vault of heaven and begin to desire
to return to their bodies.)

When the souls have forgotten the past, they will wish to live in bodies once
again. Forgetting is the prerequisite for the very continuity of the species,
and the juxtaposition of the two moments of forgetting, each at the climax
of its respective half of the Aeneid, suggests that the need for the survivors
of the Trojan war and later of the poem’s Italian wars—and for the survivors
of Rome’s own civil wars—to forget the tragic memories of their past is as
deep-seated as life itself, part of the basic processes of the psyche. Both a
fresh start in Italy under Aeneas and the national revival fostered by Augus-
tus require the same collective act of oblivion that the souls undergo in
order to be reborn.

This analogy may be extended further. The souls in the underworld roll
on the wheel of time for a thousand years before they are led to the river
Lethe. This circular turning—by which they are slowly cleansed of their\
former earthly existence—corresponds to, and may gloss, the circularity of |
the Trojans’ Odyssean wanderings and the romance narrative form that this'\
takes. The purgatorial process, which breaks the hold of the past upon the
soul, assumes the same cyclical pattern as the Trojans’ repeated doubling
back to various versions of Troy that each time seems to retumn them to
where they started. At the same time, this psychic analogy leaves open the
question whether the succession of adventures the Trojans undergo in their
romance wanderings may not constitute a cumulative process of purgation
of their doomed past, rather than being merely the compulsive playing out
over and over again of that past. The Trojans do, after all, finally reach their
Italian destination in Book 6, where through the individual symbolic agency
of Aeneas they experience death and are reborn. This symbolism carries
over into the opening lines of Book 7 and the beginning of the second half
of the poem with the death of Caieta, the old nurse of Aeneas. Their revisit-
ing of their past in the first half of the poem may be read as a gradual
exorcism of that past—as well as a form of debilitating regression, a regres-
sion that has its narrative counterpart in episodic romance digression. The
Trojans may be thought of as taking two steps back for every three steps
forward; their narrative is a kind of spiral. In this sense the traumatic repeti-
tion that constitutes the Odyssean romance narrative of Books 1-6 may al-
ready contain within it a “working-through” that points the way out of this
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narrative to the teleological epic narrative of the second half of the poem
The escape from this repetition still hinges on a repression or forgetting of
the past (of the Trojans’ forgetting their past as losers), and the narrative
process, whether the Trojans’ wanderings or the underworld souls’ wheelin

tl.'nough purgatorial time, merely acts out at length what is symbolized in thg
single draught from the waters of Lethe. It is only when the past has been
S}lccessfully' repressed—when it ceases to repeat itself in its former ver-
sion—that it can be repeated with a difference in order to be reversed and
undone. The Trojans now become winners, and so Augustan Rome is re-

storec.l to national health after the years of internal strife. At this point the
Aeneid moves from romance to epic.

Undoing the Past in Aeneid 12

The first indication that the Trojans’ fortunes are undergoing a process of
reversal, the process that becomes the dominant pattern of the second half
of the Agneid, is already found earlier in the poem and concerns gift horses.
The Trojans, who ignored Laocoén’s warning against Greeks bearing gifts
(‘.}8—4.9) and received the fatal wooden horse into their city, now become
gift givers themselves as they journey into new lands. The presents they
pffer in friendship to their hosts are hardly less fatal than the Trojan horse
itself. In parallel scenes, Dido in Book 1 receives the veil of Helen and the
scepter of Ilione (647-55), Latinus in Book 7, a libation bowl of Anchises
and the scepter and robes of Priam (244-48). These Trojan spoils carry with
them a !und of curse, and their new possessors are condemned to play out
the tragic roles for which the costumes fit them. Their cities now become
new versions of the fallen Troy: Carthage’s walls seem to be on fire with the
flames of Dido’s pyre (5.3-4); Laurentium’s walls are literally burnt down
(12.574£.). (Evander, we learn in Book 8, had already received Trojan gifts
from Anchises on the latter’s earlier visit to Arcadia: the pair of golden bri-
dles that he has passed on to Pallas [166-68] similarly mark out the youn
hero for destruction.) ' i
What d.o the Trojans receive in return, as Homeric xenia, guest-gifts?
Horses. Dido gives Ascanius the horse (571) that he parades in the funeral
games'of Book 5; Helenus gives Anchises and the Trojan expedition horses
(470) in Book 3; Latinus gives three hundred horses (274-85) to Aeneas in
e).(change for Priam’s finery in Book 7; Evander gives horses to Aeneas and
his companions (551-53) as they set out to join the Etruscans in Book 8.
Tl.le Trojans, of course, need horses, since they can have taken few along
with them on their storm-tossed voyages. But they need them for waging
war, as :Anchises indicates in his interpretation of the omen of the four
horses sighted from off the coast of Italy (3.537-43), and the emphasis on
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ing, particularly the light-horse combat involving Camilla in
;22,:11(1-}1 li?gizltanginlt):rusion ofyconterr%porary Roman battle tactics upon ﬂo-
meric models of battle. There is an obvious irony when the Trqlans are gl.ver;
horses—especially in the case of Latinus—that can be usec'l in \Qi/ar agains
the giver. There is also an obvious reversal ?hat th.e §ymbohc rec }[:romtyt l11n
the gift exchange only underscores: the Trojans, victims pf a glft '(f)trse,hile
most famous gift horse in history, now YiCtllTllZC others with their gifts while
they become the beneficiaries of the gifts of horse§. : o

The Trojans become winners by exchanging their past roles as osef; wi

others. This is Virgil’s poetic method in the second 'Ilzad, the new rfo]';lln
war in Italy that takes up the last six books of the Aeneid. Th.e scenario of the
Ttalian war has already been prophesied by the Cumaean sibyl.

non Simois tibi nec Xanthus nec Dorica castra
defuerint; alius Latio iam partus Achilles,

natus et ipse dea; nec Teucris addita Iuno ‘
usquam aberit, cum tu supplex in rcbus. egenis
quas gentis Italum aut quas non oraueris urbes.!
causa mali tanti coniunx iterum hospita Teucris
externique iterum thalami.

tu ne cede malis, sed contra audentior ito,

qua tua te Fortuna sinet.

(6.88-96)

(You will find lacking neither a Simois, nor a Xanthus, nor a Greek camp:
another Achilles has now been bom in Latium, and he,‘too, tl'1e son of a go'd-
dess; nor will Juno anywhere be absent, pursuing the Tr'O)ans with ha'tred, while
you, a suppliant in dire need, what peoples, what clt}es of .Italy YVIH you r}gt
beseech for aid! The cause of such great evil to the Trojans w'mll'agam be a bri de
taken from foreign hosts, again an alien marriage. Do not give in to these :;n -
ships, but oppose them the more boldly, by means that your Fortune ord&ns

you.) |
“Iterum . . . iterum”: the sibyl predicts that the Trojans yv,ill hgve to fight lt;he
Trojan War all over again. Thus, the second half of ergll s epic, no IF:];slt 1an
the first, is shaped by repetition of the Troians" tragic past. But the']S]l yla ;o
predicts a change in their fortunes: it is a Trojan War that they wi vsnrzi In
a classic article on Virgil’s second Iliad, W. §. Anders?n c.lem(?nstra(t;e Ln
detail how the Trojans thus play the parts of Homer s v1ctor.10uis: r;eoelfs
while their own former roles are assumed by their defeated Italian oes.” If,
in the first half of the poem, the Trojans actively sought to return to Ye.rswn;
of Troy and consequently fell into a traumatic, obstructing repetition o
their past history as losers, here, in the seco.nd' hal’f, the past seemls. t((])' reap-
pear unbidden—through Virgil’s Homeric 1m1tat1qns—and the Iliadic ;var
in Italy allows them to reexperience that past as winners and to move for-

AENEID REPETITION AND IDEOLOGY 67

ward to found the future Rome, history’s big winner. The 'Trojans now reach
their new beginning not simply by forgetting and repressing, but by revers-
ing and “undoing” the past as they repeat it. And this kind of repetition-as-
mastery does not thwart narrative progress by circling back on itself in the
pattern of Odyssean romance; it rather describes a teleological epic narra-
tive that moves linearly to its final goal of victory. This narrative “sense of an
ending,” moreover, has its counterpart in an imperial ideology that wished
to close off past conflict by finally settling old scores—at the very same time
that it claimed to cast them into healing oblivion. Augustus’s mastery of
Roman history has a deadly finality about it.

At first, however, it is not quite clear that the Trojans have turned the
tables on their past as they fight their new Iliad in Latium. The sibyl had
predicted the appearance of another Achilles, and, as Anderson points out,
the Italian Turnus will first attempt to appropriate this role for himself:2!
“hic etiam inuentum Priamo narrabis Achillem” (9.742; “you will bring
word to Priam that here, too, an Achilles has been found”). So he taunts
Pandarus in Book 9 before he kills him in his aristeia within the Trojan
camp. Inside this camp, the Trojans once again play the roles of besieged
defenders, and Turnus has earlier compared their earthworks to the walls of
Troy (144-45); there, too, he compared himself to an Achilles who does not
need the arms of Vulcan—“non armis mihi Volcani” (148)—to defeat the
Trojans. Turnus is the victim of the irony of his own words, for in the pre-
ceding Book 8 the reader has just seen Aeneas receive his divine armor and
shield from Vulcan and Venus and thus be confirmed in his identity as the
new Achilles. Moreover, the Trojans’ camp is just that, a camp, not a city,
and it thus recalls not Troy but the Greek camp in the Iliad, the fortifica-
tions that protected the fleet of Agamemnon. Turnus has just unsuccess-
fully attempted to burn the Trojans’ ships (69-122), and the action cast him
in the role of Hector, who in Iliad 15-16 launched the counterattack that
barely failed to destroy the Greek ships. And it is Hector whom Tumnus will
be doomed to play at the end of the Aeneid. Hector’s exploits at Troy were
only possible because of Achilles’ withdrawal from battle, and it is similarly
the absence of Aeneas—who is off secking allies in Etruria—that permits
Turnus and the Latins to hold the field in Book 9. When Aeneas reappears
in Book 10, the tide of battle turns, and in Books 11 and 12 the site of the
fighting shifts to before the walls of Laurentum. It is the Latins’ own city
that becomes the new Troy, besieged by Aeneas and his troops. Turnus now
seems to concede that Aeneas is indeed the new and greater Achilles, Vul-
canic armor and all.

ibo animis contra, uel magnum praestet Achillem
factaque Volcani manibus paria induat arma
ille Licet.

(11.438-40)
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(1 will boldly face him, even if he excels great Achilles, and wears similar arms
made by the hands of Vulcan.)

The initial uncertainty about who is playing what role in the new Iliad—
what corresponds to the uncertainty of battle—is gradually dispelled by the
playing out of the Italian war and by the movement from the first three to
the last three books of the second half of the poem, which thus hinges in its
middle upon Aeneas’s return to battle in Book 10. The confusion created by
Tarmus’s rthetoric, in fact, emphasizes the reversal that has taken place:
Aeneas and his Trojans go from being besieged to being besiegers, Trojans
to “Greeks,” losers to winners.

There is a second important, but Jittle-noted pattern of lliadic repetition
and reversal enacted at the very end of the Aeneid, in the final events of the
duel between Aeneas and Turnus.? It is a moment, however, that has been
carefully prepared by the epic from its beginning in what is, I shall argue, the
single, most extended network of Homeric allusion and perhaps the most
significant symbolic nucleus in the poem. Anderson’s study focused on the
central characters of the Iliad, particularly Achilles and Hector, Menelaus
and Paris, and the ways in which their roles are disputed between Aeneas
and Turnus. But there was a minor player in Homer’s epic, Aeneas himself,
whose Iliadic career is remembered over and over again by the new poem
that bears his name. And it is the way that this career is replayed in remark-
ably compressed form at the close of the Aeneid that measures the extent of
the mastery that Aeneas—and the Trojans for whom this collective hero
stands—have achieved over a past that they appear compulsively to repegt.

After the prolonged suspense of their combat—the loss and retrievaliof
Aeneas’s spear and Turnus’s sword, the flight of Turnus, the council of Jupi-
ter and Juno, the apparition of the Dira, and Juturna’s desertion of her
brother—the two warriors face one another once again. Turnus makes the
first move, his last offensive gesture in the poem.

nec plura effatus saxum circumspicit ingens,
saxum antiquum ingens, campo quod forte iacebat,
limes agro positus litem ut discernet aruis.

uix illum lecti bis sex ceruice subirent,

qualia nunc hominum producit corpora tellus;

{lle manu raptum trepida torquebat in hostem
altior insurgens et cursu concitus heros.

(12.896-902)

(Having said no more, he looked around and saw a huge stone, a huge ancient
stone, which happened to be lying on the plain, placed as a marker in the
countryside in order to settle disputes over the boundaries of fields; scarcely
could twice six chosen men raise it on their shoulders, men with such bodies as

AENEID REPETITION AND IDEOLOGY 69

the earth now produces: the hero hurri ized i
r : riedly seized it and was throwing i i
foe, rising to his full height and running at full speed.) roving b

’(;hgéll:;a‘:lfrov;h(zhcgtrges to t}-lle Ae;zeid from the Iliad experiences a moment
, one that Aeneas himself presumably shares. The sc

, _ . ' ene recalls a
echoes Aeneas’s confrontation with the Greek hero Diomedes, the sonl:)c}

Tydeus, in the fifth book of the Iliad.

But Tydeus’s son in his hand caught
up a stone, a huge thing which no two men could carry
such as men are now, but by himself he lightly hefted it.
He thfew, and caught Aineas in the hip, in the place where the hip bon
turns inside the thigh, the place men call the cup socket o
It smashed the cup socket and broke the tendons both 31:des of it
and th.e rugged stone tore the skin backward, so that the fighter ’
dropping to one knee stayed leaning on the ground with his hea
hand, and a covering of black night came over both eyes. v

(Iliad 5.302-10)

Virgil’s hyperbolic imitation of Homer—the stone that

carty in the Iliad is now too much for twelve—increases 31(; thv::orircle;lwzo; lg
pfarhaps the desperation of Turnus’s last martial act. But the scene is rec i
nizably the same: once again Aeneas is faced by a stone-throwing enel(':lg-
aII:d BPth he and the reader hold their breath. Will history repeat itself? I)I,]’
the iad .Aeneas was saved from the hands of Diomedes only throu h the
intervention qf Aphrodite and Apollo; the latter covered the wounde?l her
with a dark mist (5.345). The scene was earlier recalled by Juno at the coun(3

cil of the gods in Book 10, wh i ’ .
e Trojang; erate , when she angrily counters Venus’s pleadings on

tu potes Aenean manibus subducere Graium
proque uiro nebulam et uentos obtendere inanis.

(10.81-82)
(You were able to remove Aeneas from the hands of the Greeks and to present

them with mist and empty air in place of the man.)

And Turnus himself alludes to this epi i
: ‘ pisode at the opening of Book 12, wh
he boastingly seeks single combat with Aeneas to rl::solvegthe ws(l)r. e

longe illi dea mater erit, quae nube fugacem
feminea tegat et uanis sese occulat umbris.
(12.52-53)

(F.'ar away will be his goddess mother to cover the fugitive in womanish guise
with a cloud and to conceal herself in empty shadows.)
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We should recall, too, that Diomedes is the hero who is conspicuous by his
absence in the Aeneid. The envoy Venulus, sent out at the beginning of
Book 8 (9-17) to summon Diomedes from his new city of Arpi in order to
fight the Trojans a second time, returns empty-handed in Book 11 (225-95)
with the discouraging news that the Greek hero has declined to come to the
Italians’ aid. Diomedes is himself haunted by the episode of Iliad 5, where
he wounded Venus as she came to her son’s aid—"et Veneris uiolaui uulnere
dextram” (277). The boasting Turnus thus proposes to take Diomedes’
place in Book 12, and in one incident in the battle appears to be doing just
that: at verses 346-61 he kills Eumedes, the son of Dolon whom, we are
reminded (351), Diomedes had slain in the Iliad (10.454-57). The poem
has thus carefully set the stage for Turnus’s casting of the stone, but at the
moment when he appears about to duplicate Diomedes’ feat and bring
Aeneas down once again, Turnus falls short.

sed neque currentem se nec cognoscit euntem
tollentemue manu saxumue immane mouentem;
genua labant, gelidus concreuit frigore sanguis.
tum lapis ipse uiri uacuum per inane uolutus
nec spatium euasit totum neque pertulit ictum.
ac uelut in somnis, oculos ubi languida pressit
nocte quies, nequiquam auidos extendere cursus
uelle uidemur et in mediis conatibus aegri
succidimus; non lingua valet, non corpore notae
sufficiunt uires nec uox aut uerba sequuntur: 1
sic Turno, quacumque uiam uirtute petiuit,
successum dea dira negat.

(12.903-14)

(But he knows himself neither running, nor moving, nor as he raises his hands,
nor when he is throwing the huge stone: his knees waver, and his blood congeals
frozen with cold; his stone itself spins through the empty void, and it neither
passed through all the intervening space nor brought the blow home. But as in
dreams, when the languid repose of night weighs down upon the eyes, we seem
to wish in vain to continue on eagerly running and, infirm, sink down in the
rmidst of our efforts: our tongue is powerless, our usual strength does not imbue
our body, neither voice nor words come out: so, to Turnus, by whatever powers
he sought to win his way, the dire goddess denies success.)

Thwarted by the gods, Turnus cannot g1l Diomedes’ shoes, and the scene
from Iliad 5 does not repeat itself. Aeneas instead enacts what seems to be
a therapeutic reversal of his earlier victimization: this time he faces a stone-
throwing Diomedes and defeats him. Moreover, when Aeneas subsequently
wounds Turnus, the action and language recall his own wounding by Di-

‘r
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om.edes. Aene.as’s flying spear is compared to stones—"“saxa”—launched b

a siege ma§hme (921-22). The deliberately anachronistic simile balance}sl
the Homenc sense of modern distance from archaic heroism, expressed a
few lu.les earlier; both the machine and the hero are able to ,do the stone
throwing of many men, “such as men are now.” The simile not only identi-
fies Aeneas with future Roman power but suggests that it is he who will
emerge as the new Diomedes when his weapon finds its mark.

per medium stridens transit femur. incidit ictus
ingens ad terram duplicato poplite Turnus.

(12.926-27)

(Whistling, it passes through the middle of the thigh. Struck down, huge Tur-
nus falls to earth on bended knee.) ,

In the Iliad Diomedes struck Aeneas in the thigh, and the Trojan hero fell
to one ‘knee; the scene is repeated and echoed here.”? Aeneas appears to
}mdf) his past defeat at Troy, inflicting it upon another. But this is just what
is dlsturb}ng in the reciprocity that transforms repetition into mastery: if
Turnus fails to become a new Diomedes, he succeeds in becomin . d
Aeneas. .

And, in fact, the stone-throwing Turnus is already assimilated with the
A(?neas of the Iliad: from the moment that he casts the stone in vain and
fa_lls to ward off the onrushing Trojan hero. He recalls the Aeneas who in
Iliad 20 similarly picked up a stone to defend himself.

Now Achilleus
drew his tearing sword and swept in upon him
crying a terrible cry, but Aineas now in his hand caught
up a stone, a huge thing which no two men could carry
such as men are now, but by himself he lightly hefted it.
And there Aineas would have hit him with the stone as he swept in
on helm or shield, which would have fended the bitter death from him
and Peleus’ son would have closed with the sword and stripped the life ,from him
had not the shaker of the earth Poseidon sharply perceived all.

(Iliad 20.283-91)

The same Homeric formula used to describe Diomedes’ combat with
A_el.leas recurs as Aeneas faces Achilles during the latter’s great aristeia, the
kl'llm.g spree of Iliad 20~22 that climaxes with the death of Hector. Thus the
Tliadic Aeneas could neither avoid the stone thrown by Diomedes nor brin

down f‘\chilles with a stone of his own. Once again, the gods intervene t(g)
save him; Poseidon puts a mist before Achilles’ eyes and carries Aeneas off
to the edge of the battlefield, safely out of range (318-39). The scene is a
crucial one for the whole fiction of the Aeneid, for it is here that the god
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i e of

rts that Aeneas is fated to survive the war and preserc\{e_tthlef r\z;icr o

?)ssed nos (303-8), the Homeric basis for the. Aeneas legen 1::]“; emgi ¥
Nzrptine recalls t}’le episode in his conversation with Venus a

Book 5.

cum Troia Achilles

exanimata sequens impingeret agmina muris,

milia multa-daret leto, gemerentque repleti

amnes nec reperire uiam atque euoluere Possct \
in mare se Xanthus, Pelidae tunc e'g.o forti .

congfessum Aenean nec dis nec uiribus aequis

nube caua rapui.

(5.804-10)

UV hen at IIOY £ &Ch.l“es d‘ove th.e telllﬁed Iloiaﬂ tIOOPS to theil walls a“d Sent
- . u

( eat ? an the Ii&els, choke “lt odics, gfoane y nor

Illally thousan S to

11 its waters to the sea, then I stole away Aeneas

thus find a way to ro
(':0:1:31(1‘:\; crc:ud as he, with neither equal strength nor equal favor of the gf)ds,
ln i £

was contending with the powerful son of Peleus.)

wed its replaying of Aeneas’s encounter with

has thus foreshado . g
:{h;ﬁ:: 1;11 the same way that its various allusions prepgrec.l the ri(.aatderVir 2
. lversion of his combat with Diomedes. With astonishing artistry, Virg

new

mbines the two Iliadic episodes almost simultaneously tm g:lelei?r;a}llledt\‘l:;
be Aeneas and the stone-throwing Tumus. He puts tog ther the o
betweent ded appearances of Aeneas in the Iliad, passages that et *
l_'ﬂoi’; IP:X kenb thepglotif of the stone. In both, Aeneas 1s sh(?wn alzlou’i\ tothe
act 1211 ystron er Greek warriors, but rescued by favoring go s.1 Y
defeatfe h yA meidg Aeneas is allowed to reverse both scenes and 1p ayd 4
:(I)llcclasooftl)eiorreledes’ and Achilles, victorious over an Aeneas now played by
A 's two most important and nearly fatal enemies, r.nor'eoverf, lt)hl;

AsdAenE:(; j\chilles are linked together from the very begmnm‘%1 Xeolus
?&Tr:eizs f?orn Aeneas’s first despairing words as the storm of Juno an

strikes his ships. |
o terque quaterque beatlZ
quis ante ora patrum Troiae sub r{loc.anibus al.tls
contigit oppetere! 0 Danaum fortlssurfe gentis
Tydide! mene Iliacis occumbere campis rere dextes
non potuisse tuaque animam hanc effun lere ,
saeuus ubi Aeacidae telo iacet Hector, ubi ingens
Sarpedon, ubi tot Simois con"epta sub undlxs. |
scuta uirum galeasque et fortia corpora uo uit!
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(Oh, three and four times blessed were those who were fated to fall beneath the
high walls of Troy before the eyes of their fathers! Oh Diomedes, strongest of
the Greeks, that I had poured out my soul by your right hand and fallen on the
fields of Iium, where fierce Hector and huge Sarpedon lie beneath the spear of

Achilles, where the Simois seizes and rolls beneath its waves so many shields,
helmets, and bodies of mighty men!)

This famous speech imitates the outcries of Achilles in the Iliad (21.273-

83) and Odysseus in the Odyssey (5.299-312) when both heroes are faced
with a watery death. Achilles exclaims:

I wish now Hektor had killed me, the greatest man grown in this place
A brave man would have been the slayer, as the slain was a brave man.

(Iliad 21.279-80)

Achilles imagines a death by his nemesis Hector. Aeneas, in a similar situa-
tion, thinks of the Diomedes who almost did kill him at Troy, and his
thoughts turn immediately to Achilles as well, the Achilles from whom he
had a no less narrow escape. Both Greek warriors are clearly on Aeneas’s
mind; they are the emblems of his traumatic victimization and powerless-
ness at Troy. Aeneas begins the epic by wishing that they had finished the
job, and the trajectory that the Aeneid charts from its opening scene to the
duel with Turnus at its end is to overcome this regressive death wish by
restaging Aeneas’s experience in the Iliad so that he can exorcise the de-
mons of his past.

But from the first book to the close of the poem Aeneas and Diomedes
keep returning as a pair, in what becomes an obsessive motif. In Book 1
Diomedes appears in the bas-reliefs on the temple of Juno in Dido’s
Carthage (1.471), amid scenes otherwise devoted to Achilles and his vic-
tims. At the end of the book, Dido is asking Aeneas about the Trojan War,
first about the nature of Diomedes’ horses, then about the size of Achilles.

nunc quales Diomedis equi, nunc quantus Achilles (1.752)

In Book 2 the Trojans are taken in and destroyed by the wiles of Sinon, they
whom neither Diomedes nor Achilles could overthrow.

quos neque Tydides nec Larisaeus Achilles (2.197)

In Book 10 the doomed Liger tauntingly declares that in Italy Aeneas will
find neither the horses of Diomedes nor the chariot of Achilles.

non Diomedis equos nec currum cernis Achilli (10.581)

In Book 11 Turnus responds to Drances by reminding the Italians that the
Trojans have twice been defeated; he sarcastically urges the Myrmidons to
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tremble now before the arms of Troy, and with them should tremble Di-
omedes and Achilles as well.

nunc et Tydides et Larisaeus Achilles®* (11.404)

Dolon, the father of
hen the poem recalls the story gf , th of
glutzzgts lvzvilsvmelgiomedis killed as Turnus now kills tlflzzﬁqi it also rl:\?::rtd
i horses o illesas a
1is that Dolon had dared to ask for thg rses . '
ff:(()l:}i]riscsa;);ing upon the Greeks. Diomedes paid him in a different kind.

ausus Pelidae pretium sibi poscere currus;
illum Tydides alio pro talibus ausis

adfecit pretio nec equis aspirat Achilli. (12.350-52)

Where the four preceding instances linked DiDomedes anbd .i\chélrlle: ‘;ggvfr};z:
i i dwiches Diomedes betwe
in one line of verse, this last one san es Dio et
i i . This pairing of the two Gr
in which the name of Achilles appears ek e
y i forms part of what now can
who were Aeneas’s worst nightmares . it now can b8 e T
i i ng through the entir d
tained verbal and symbolic chain runn .
Zif/lelzss the sensation of a textual tic, as if the poem experienced a repetition
Ision of its own. _ , ' .
CO{F}I:: finction of these insistent recollections of Aeneasds e:éperllzncti, 12 ;l:,l
i id’ el:
iad i ttention upon the Aeneid’s final cu
Iliad is to converge and focus a ] ¢ el et VP
ts the giant stone at the poe .
the moment when Tumnus cas i s e
i i truly uncanny reading expenence.
double Homeric allusion creates a ing expe e oot
i Turnus we see one episode O
one and the same motion of : eneass pesg
i ' ing itself—only to turn mnto a re
history on the verge of repeating 1 Toverl 0 s
i i The moment of the overcoming
other episode of that history. el
j izzyi d, and the reader cannot locate just v
Trojan past comes at dizzying speed, O ontitics ™
j i t Turnus exchanges [hadic
it takes place: just when his opponen ;
lft;:;‘n thilt of ]Diomedes, the successful wounder c;f. Aer;?féczc:n :rsla}:o:h
i i Achilles. And Aeneas himse
Aeneas, the failed assailant of ' " eoemes oo
i — ts his own weapon—the new
the new Achilles and—as he cas ’ [ e O by
i i Achilles, claimed earlier in the p
_His assumption of the role of , claimed - )
%i’lnugl is, of cl:)ourse, confirmed by the (.lue.l s primary Homlfr;ci nl;nncl)jgi:
Achi11e7s’ killing of Hector in Iliad 22. The simile of the dgeair; t :caus e
ately follows the throwing of Turnus’s stone (%12;})‘0 - t')mrHector o
imi ce again with the victi .
22.195-201, and assimilates Turnus on e
id insi t and reverse not only riom
the Aeneid insists that Aeneas reenac \ e i
failures at Troy betore
:an tragedy of Hector, but also his own failures 2 _
I:zl]ilchilﬁas.}i{is victory over Turnus is a vindication both for himself and

his defeated Trojan nation. ' . .
forThlis vindication and the reciprocity of doing unto others what has b
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done to oneself amount to a taking of vengeance upon the past. Freud de-
scribes in Beyond the Pleasure Principle the child who masters his experience
of powerlessness by repeating it in play.

As the child passes over from the passivity of the experience to the activity of
the game, he hands on the disagreeable experience to one of his playmates and
in this way revenges himself on a substitute.?

The games of war and politics depicted by the Aeneid have more serious
consequences. Revenge is, of course, a central Iliadic theme; Achilles’ killing
of Hector is a private act of vengeance for the death of Patroclus that also
ensures the conquest of Troy: the city as well as the hero is mourned in the
Iliad’s final lines. The Aeneid has its own version of this revenge plot in
Aeneas’s duty and desire to avenge Pallas: in the poem’s final scene the sight
of the baldric of Pallas on the fallen Turnus overcomes the inclination to-
ward mercy that Aeneas momentarily shows for his enemy. But here, private
vengeance seems secondary, almost tacked on to the historical plot of the
poem, the conquest of Italy that leads to the foundation of Rome. Readers
have often felt that Aeneas’s feelings for Pallas cannot be compared to
Achilles’ grief for Patroclus.” But the conquest of Italy is itself presented,
through the poem’s pattem of Iliadic repetition, as the Trojan’s reversal of,
and (unconscious) vengeance for, the injuries of their past defeat. The
theme of revenge is thus doubled in Virgil’s second Iliad, and its imperative
of revenge—to repeat the past in the name of retribution—speaks against
the notion that the past can be forgotten so that the present' can begin
anew: the notion expressed in the Augustan ideology of a new national foun-
dation that, we have seen, shapes the Odyssean first half of the Aeneid. That
notion is enunciated again, only a few verses before Aeneas defeats and kills
Turnus, in the settlement that Jupiter reaches with Juno.

The conference of Jupiter and Juno, in fact, represents an irruption into
the Iliadic scenario of Book 12 of the sensibility and Odyssean models of the
first half of the poem. Critics have noted Virgil’s imitations of the dialogue
of Zeus and Hera in Book 15.14-77 of the Iliad, where the king of the gods
overcomes the obstructing designs of his wife, and of the exchange between
Zeus and Athena that licenses her to seal the fate of Hector in Iliad 22.167—
87.7 One does expect lliadic parallels in a book that so carefully plays itself
off against Iliad 22. But the passage evokes another Homeric colloquy be-
tween Zeus and Athena, the one that ends the Odyssey (24.472-88).% Look-
ing down at the civil strife that has arisen in Ithaca between Odysseus and
the relatives of the slain suitors, Athena implores Zeus to intervene. Zeus
sends her to earth to break up the fighting (529-32) and casts down his own

thunderbolt to stop the raging Odysseus (539—40). But first he declares the
terms of the future peace.
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Now that noble Odysseus has punished the suitors, let them

make their oaths of faith and friendship, and let him be king

always; and let us make them forget the death of their brothers

and sons, and let them be friends with each other, as in the time past,

and let them have prosperity and peace in abundance
(24.482-86)

The Odyssey ends with the reconciliation between warring sides, and it is
such an act that Virgil’s Jupiter ordains as a melding of Italian and Trojan
:dentities into the future Roman people (12.834-40). The Odyssean model
contains an act of forgetting—“Zxinory” (24.485)—of burying the past. It
also reinforces the sense that the fighting in the Aeneid between two peoples
destined to live in eternal peace (12.504) is a form of civil war, and draws a
topical analogy to the civil wars of Rome’s recent history. The Odyssean
Aeneid saw the Trojans escaping their past by a process of forgetting, and
here this new intrusion of Odyssean elements into Virgil's second Iliad also
indicates a policy of forget and forgive. The Augustan ideology that ani-
mated the first half of the poem—with its insistence on a new beginning
and a fresh slate—can now be seen as an extension of the vaunted clementia
of the new ruler. Augustus himself laconically claimed in his Res Gestae
(1.3): “I spared all citizens who sought pardon.”

He was, of course, lying. Victims of the proscriptions knew better, includ-
ing Cicero, the proposer of an amnesty that never went into effect. And
another cornerstone of Augustan propaganda as important as the promise of
clemency was the call to revenge, specifically the obligation of pietas: Augus-
tus’s obligation to avenge the assassinated Julius Caesar, the same Caesar
whose triumviral career his heir preferred to forget. Augustan poets cele-
brated the new princeps as the revenger—“ultor”—of his adoptive father,
and Augustus’s filial piety became a screen behind which to eliminate his
enemies.”

At the end, and as the climax of, the Metamorphoses, Ovid retells the
story of Julius Caesar’s death and apotheosis. Venus sees the assassination
coming and thinks back on the trials of her Trojans and of the precious
Julian line, beginning with her wounding by Diomedes at Troy (15.769). As
the swords are drawn, she tries to shield Caesar by concealing him in a
cloud, as Aeneas had once been rescued from Diomedes (803-5). But she is
consoled by Jupiter, who tells her of the future feats of Augustus

qui nominis heres
inpositum feret unus onus caesique parentis
nos in bella suos fortissimus ultor habebit.
illius auspiciis obsessae moenia pacem
victa petent Mutinae, Pharsalia sentiet illum,
Emathiique iterum madefient caede Philippi,
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et magnum Siculis nomen superabitur undis
Romanique ducis coniunx Aegyptia taedae ’
non‘bene fisa cadet, frustraque erit illa minata
ser.v1tura suo Capitolia nostra Canopo. ,
quid tibi barbariem gentesque ab utroque iacentes
oceano numerem? quodcumque habitabile tellus
sustinet, huius erit: pontus quoque serviet illi*!

(15.819-31)

i:g‘:s}:;: rt:otsilz namlc of Caesar, will bear alone the burden imposed on him
in his wars. Unde;1 Ent ess avenger of his father’s murder will have us on his sidc,
for peace; Pharsalia ls‘ﬁ(;?ma-nd the defeated walls of besieged Mutina will sue
b!soakec’l iy V:; hel his presence, and Emathian Philippi will once agaiﬁ
V;/aters s 0 t,‘ the great name of Pompey will be defeated in Sicilian
e “rr;am'a = wgl}l'pf 11:;n con.sort ?f th.e Roman general, counting unwisely on
i gh, Cl all and in vain will she have threatened that our Capitol

e her Canopus. Why should I enumerate to you barbarian ]andspand

peoples lying on either side of the oce
: an? Wh i
supports will be his: even the sea will serve hirrjl ;c"er e

aT‘}:;;;s sz?}fl:ltll.nng é)ecuhar about the way that this passage moves from the
" Whig]e ik tus Caesar to the prospect of world conquest. The reason is
e Walsﬁag;mslt Fhe assassins of Caesar and the surviving Pom-
peian factzlon justifie by pietas, the struggle with Antony pitted two Cae-
- thmus lzigt:;insthc'me anothcfr, each of whom could claim true heirshi
fiony thr t% e child 'Caesarlon that Cleopatra had born to Julius AnIZI’
A Romangdv.cl: same logic as the scene of Actium on the shield of Ae-neas
i nl leftrol; tznlstf}c:rmed intoa fqreign war, a war against Cleopa:
B ot oo y—although it, too, is nominally sanctioned by the
Ovid is not above irony, and his narrator ha i
) A s earlier i
;tjrsa;i}: :::1 ctlhat Cbaesar had to be killed and made into a gii]ci?lrzcrldt‘:’rl tt}}lla::
i snot fe born of mortal seed (760-61). In addition to its flip-
e éictatgr I:ge orgets that Augustus was only the adopted son of tlI:e
J | ictatc bvi (1ls‘srlr:all‘ wonder thaF Augustus sent the poet packing into
g '11"8 avllng fun, particularly with the Aeneid and the whole
i itzr 'm}./l{ egf.:nd: the scene imitates the exchange between
i i 1‘;1, eneid 1. We may even read it as a kind of political
i o eriez s reversal pf the Trojans’ fortunes at Troy, of which
Diomedef i:s;)na} r'?versal 9f his defeat by Diomedes is an emb,lem. Here
B s i ss:ull)gsz;tzgcvcv;th the a§sassins of Caesar/political enemies of
reversed and revenged by thzsziv;g;:::.t Yenus and et Julian fine will be

Even if Ovid’ . .
en if Ovid’s passage is sending up the party line, it demonstrates how
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central to that official line was the cry for vengeance. Augustus built the
temple of Mars Ultor in his new forum, as well as the temple to the Deified
Julius in the old one. The idea of vengeance was represented in a third
propagandistic building project, the temple of Apollo on the Palatine, dedi-
cated in 28 B.c.—the temple where the emperor is depicted sitting in tri-
umph on Aeneas’s shield (8.720-22). Its porticoes were decorated with the
statues of the fifty Danaids killing their bridegrooms.® This is the scene
portrayed on the baldric of Pallas (10.497-98), the sight of which produces
Aeneas’s final vindictive fury. The act of vengeance that concludes the poem
thus seems to possess an imperial sanction.”*

In fact we can now see how the final choice of Aeneas—whether to spare

or kill the suppliant Turnus—corresponds in little to the larger division of
the Aeneid into its Odyssean and Iliadic halves, each informed by the alter-
native ideological messages of clementia and pietas sent out by the new
regime. Clemency and revenge are both strategies for overcoming the past,
the first by forgetting, the second by undoing; the first sees repetition of the
past as regressive, the second sees in such repetition the possibility of mas-
tery, and these negative and positive types of repetition produce the oppos-
ing romance and epic narratives of the two halves of the poem. They are
matched at the very end of the Aeneid in the moment of Aeneas’s hesitation
over the defeated Turnus, with the possibility of clemency and reconcilia-
tion it contains, and in the welling up of memory and vengeance at the sight
of the fatal baldric. And the killing of Turnus is itself contrasted in Book 12
with the settlement reached shortly before by Juno and Jupiter to let by-
gones be bygones. The poem, like the regime, has it both ways, but in the
process it discloses the contradictions in the regime’s ideology: its promise
to pardon and avenge at the same time. ‘

And in the end, because it happens at the end of the poem, vengeance
seems to win out. Yet Aeneas’s revenge has been overdetermined from the
beginning of the Aeneid, for he is the hero outstanding for his pietas—
“insignem pietate” (1.10)—and it is in his final act that the full meaning is
revealed of the virtue that links him with his descendant, Augustus. The
entreating Turnus calls upon Aeneas to remember Anchises (933-34), and
Alessandro Barchiesi has brilliantly studied how his words echo Priam’s
speech to Achilles in their sublime reconciliation scene in the last book of
the Iliad® We have seen how the first half of the Aeneid labored to get rid
of the father, transforming Anchises as a figure of Julius Caesar from an
emblem of the burden of the past into a divine source of strength, the
blessed spirit of the underworld who famously instructs Aeneas to spare the
defeated (6.853). But the evocation of filial piety in its second half may only

~ bring the father back in the tragic role of a ghost crying for vengeance.®

The conquering of clementia by pietas at the end of the poem, moreover,
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follow: i
poemz %lliizzr;it(zivtehsequence frqm its first to its second half. Within the
P bis pecpre, this e psychologlcal_development it maps out for its hero
Enesesge, I de,s s equence may rationalize the contradiction in its double
essage. It desc ast.a iwo-step process by which the Trojans may escape
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O epcrionen thors es, : eﬁ, aqd oply then, will they be able to repeat that
oukcome o victon: The Tojns istor e enond ook ¥ e
; : . , and the Aeneid itself, th
Jﬁ}; :i];lzes :fczil Otseelgolﬁglcal narrgFlve in which the Trojans’ past def::tacs::salrinl:
e o 2 Closer mce apter. But in the topical, ideological terms that inform
el id, the sam sef]u}el:nce suggests the supersession of a policy of clem-
gy oy ane of fe lngl:. the Augustaq regime will put the past of civil war
accounts. The narfailiveylc()wil::l:)?glas}qu s semom o oY St ing
ﬁnl.;] e the Willng ogf Tumu: epic thus seems to make inevitable its
u . ;
p tth :;I}{t,l:::ef‘f'nfe in fact be final, the last death demanded by a tragic
B Clail_nlsdotry will now get over and go beyond? Augustus’s pious
frronge that cl the o put an ex_ld to the civil wars was itself a part and
gortinuati rlOthinos]e wars. And in the killing of Turnus the Aeneid con-
e <2 wiEh nt ug ft:§s than an image 'of civil war, an ending that calls its
e closute ﬁnalqdesllor'l' lf‘or the repetition and reversal of Aeneas’s [liadic
revenge Gpon his uel wit Turngs not only constitutes the hero’s personal
foonge upon own past, but it also makes the Turnus whom Aeneas
B Do a mlgor image of Aeneas himself, the Aeneas who barely
B offi:Isl tan zi\chllles at Troy.”” This doubling effect is reinforced
Dy Vgl e erna echqes. When Jupiter’s fury assumes the shape of
evil omen and beats its wings before Turnus’s face, he is terriEed

illi membra nouus soluit formidine torpor,
1
arrectaeque horrore comae et uox faucibus haesit.

(12.867-68)

(1 AN unwonted lluﬂlblless unklllt hls p
S ]llllbs Wlth feal' hls hal[ stOOd up on elld
2
Wlth hOIIOI and hls voice Stuck m hlS thl’oat.)

The bristling hair and voicelessness are trai

%‘s]i:cllla:lt; l\;Vlth A(laneas i‘n the early books oft St}tllgal:;:;r?;é‘;’;‘?ig??;got)o

e ot c111e;s'l st l;:ckenmg Turnus’s limbs prefigures the chill’of de’atl:n tha£

(12.951)_ay e pginultlrpate verse—“ast illi soluuntur frigore membra”

Fret appen rll)ce OsfeA at, w_1th stunning poetic virtuosity, recalls the very

D eneas in the poem—*“extemnplo Aeneae soluuntur fri-
ra” (1.92)—during the opening storm episode.® Turnus has
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completely assumed Aeneas’s role as victim in the first half of the poem, and
Aeneas thus kills his own double. A meliorative reading would see Aeneas
overcoming a former self that he has now outgrown. But the scene is unmis-
takably one of civil war. No less than the fratricidal twins Romulus and
Remus, this is a figure of Rome turning a sword upon herself in the act of
foundation—“condit” (12.950). The burying of the hero’s sword in Turnus’s
breast—“sub pectore” (950)—recalls Dido’s self-inflicted wound (4.689),
and this image may be equally suicidal.

In fact, the end of the Aeneid inverts the ideological project of the depic-
tion of the battle of Actium on the shield of Aeneas—the project shared by
Ovid in Metamorphoses 15—that transformed the civil war with Antony into
a war of imperial, foreign conquest. Here the conquest of Italy by the Trojan
foreign power contains a scenario of civil war. Like Cleopatra on the shield,
the woman Dido represented the otherness of the foreigner in the first half
of the poem, as it explored Rome’s relationship with Carthage and the East.
But Turnus, Aeneas’s anatagonist in the second half, possesses the same
gender as the hero, and the war in Latium is one of like against like; the
Trojans, in fact, enter into a preexisting conflict of Ttalians against Italians.
The sequence of the poem here follows the progress of Rome’s history: first
the Punic Wars and her rise to world domination, then her fall into inter-
necine strife. What might have seemed a straightforward teleological plot
of epic conquest, where a historically destined Rome creates narrative and
history by defeating an external enemy who embodies a demonic, nonnar-
ratable repetition—the never-say-die Turnus who is inspired by the infernal
Fury Allecto—can now also be read as Rome wrestling with her own inner
demons, the demons of a national repetition compulsion.

For the collapse of difference in civil war also introduces an ambiguity
into the pattern of repetition-as-reversal that is the other teleological prin-
ciple of Virgil’s second Iliad. This is the ambiguity that Brooks sees already
inhabiting the nature of repetition itself: “We cannot say whether this is a
return to or a return of '—whether it is progress or regress. Once Turnus and
Aeneas become interchangeable—both Romans—Aeneas seems to be vic-
timizing himself even as he undoes his former victimization. What can be
seen in one light as a therapeutic narrative mastering a traumatic past is in
another only the perpetuation of that past, a mere repetition that cannot be
narrated. Augustus repeats the violence of civil war that he seeks to end. His
revenge may be part of a larger cycle of reciprocity rather than a final settle-
ment. Or it may be both at once.

In a famous passage of the Annals (1.8-10), Tacitus describes the funeral
of Augustus and the verdicts delivered upon the career of the first emperor.
Intelligent persons——“prudentes"——differed, he says, in their praise and crit-
icism.
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thr:ec‘osmlon vlvas as follows. Filial duty and a national emergency, in which

fhere a]s) no place for ?aw-abiding conduct, had driven him to civi]’war— lcd
n be neither initiated nor maintained by decent methods.® (1.9) -

If Augustus had no choice in hi
impressive. ice in his methods, the results had been nonetheless

Th ., .

o eet :’T}E:l: 1:oflr;):ltslters were f)n the ocean, or distant rivers. Armies, provinces

bl z'r ! Zm was interrelated. Roman citizens were protected by tht;

i S : ecently treated. Rome itself had been lavishly beautified
en sparingly used—merely to preserve peace for the majority. (1 9).

But Tacitus reports a counter opinion as well.

:1.}:;1:5(()2:;:::1 iv:;:nlt like this. Filial duty and national crisis had been merely
D e OW.ern achll;l.l fa.lct,'tl?e motive of Octavian, the future Augus-
(i vas lust o t(l:th - h is ]1'1d1c1al murders and land distributions were
stasteful cven ose who carrled. them out. True, Cassius and Brutus died

e had inherited a feud against them; nevertheless, personal enmities

ought to be sacrificed to the public i
public interest. . . . Aft i
been peace, but it was a bloodstained peace. (1.10) e that therehad cerainly

AnIctl i?:;:,?::ffiois 'I(‘m to list Augustus’s most notable victims.
Tolptn e aht acitus aghere§ to the second opinion, politically real-
relde it f cynical.” But it is the first opinion that is more inter-
o s ’for o eems very close to the perspective of the Aeneid. It was
imposeible for A %‘uhstus tlo refound Rome except through the base instru-
juent o bmtalize.s e v11(: ence of war makes the two contending sides look
goes ’beyond the i:]:::,:ll}tlato :a:vfgfes Zgilfllie X ];1 > Bull): i el
go : var nfuses its combatants. It does
- fl:itil;: 352 rs: ienaj%l)tl,_ for t.hls isa .specml kind of war, a civil war in wh;::(l)'lttllfft:
intmaduid atlsa 111n'gu1sl'§able in tb? first place: where, Tacitus remarks
e is u}lll]ust. Virgil’s hopes in the Augustan settlement
B e e ion oo .ncil_lg , hopes that one-man rule might put an end to
e, 1lns itute good government, that the new regime might
e o pod it tﬁus rfaf pro(rlmse to provide clemency despite local exceptions
B batehe eng ?; eparture and escape from the calamities of recent
Played’in L histo?y trl :rAtel:zezd dqes not dis'gui.se the part that the regime
kel A e possible continuity with that history of its
ltisi .
;) all: (;n:fl:):rs;blc}el,ehowive{,' to knm.;v where the poet’s own convictions leave
. e whers the fal:dy 1me begins. The political contradictions of the
s are e n ideo .ogy.that preached both forgiveness and revenge
petition of the past is disaster, that repetition is a way to overcor%le,
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the past. The poem, in this sense, is never less than ideology. But this double
ideology both plots out and unravels the narrative by which the Aeneid—

and Augustus, too—would master and impose an ending on cyclical repeti-
tion. For the princeps, this is the cycle of retaliatory violence produced by

civil war. The confusion of positive and negative repetition suggests that the
poem’s narrative of Roman foundation may collapse back upon itself as

easily as it may achieve cosure in a timeless imperial destiny, the empire

without end. And thus the poem’s progress from the Trojans’ aimless, non-
narratable wanderings of its little Odyssey to the teleological narrative of its
second Tliad—its achievement of narrative itself—may be no progress at all.
If we are to try to locate the poet behind the ideological terms that he
negotiates into poetic form, we might say that to the extent that the Aeneid
works toward and projects narrative completion, even as it calls the possibil-
ity of closure and narrative into question, Virgil seems to want to believe in
the first opinion of Tacitus’s prudentes; that questioning, however, contains
a darker fear that their second opinion may be closer to the truth.
If that fear were to be confirmed, the Aeneid would look different; just
how different may be seen in one of the first critical rewritings of the poem.

Ovid’s relationship to Virgil is rarely less than sardonic; his relationship to

the Augustan regime carned him banishment. In Book 14 of the Metamor-

phoses he includes a version of the Aeneid itself in a miniaturized, literally
belittling form. Here is his summary description of the war in Italy.

perstat, habetque deos pars utraque, quodque deorum est

instar, habent animos; nec iam dotalia regna,
nec sceptrum socerl, nec te, Lavinia virgo,
sed vicisse petunt deponendique pudore
bella gerunt, tandemque Venus victricia nati

arma videt, Turnusque cadit.
(14.568-73)

side has its gods, and what is equivalent to gods, they
and now neither the dowry of a kingdom, nor
Lavinian maiden, do they seek, but only
account of the shame of yielding,
ctorious and Turnus fell.)

(the war goes on, and each
had spirits filled with animosity;
the sceptre of a father-in-law, nor you,
to have conquered, and they wage war on
until at length Venus sees her son’s arms Vi

the Aeneid and of the Roman history that it
The later Augustan poet depicts the epic
struggle as a contest of sheer power and will. The divinely sanctioned histor-
ical plan of the Aeneid is meaningless, not only because both Trojans and
Latins have gods on their side, but also because the gods—through an ironic
version of the proverbial “audentes deus ipse iuvat” (Met. 10.586)—are in-
terchangeable with the animosity of the warriors. The ostensible causes, just

This is a worst-case scenario of
seeks symbolically to represent.
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Palinurus and the Sacrifice of the Hero

When Aeneas appears to kil his alt i

i hen £ ! er ego in the duel with Tumn

S sin;le;, F[;(I:n also (sluggests the fate of heroic selfhood in Ltlli;tgir{zierf;]
Yirgi sings o am s abn the man, but the man may not count for mu lh:
iy histor?z 13 reduced to one more piece of weaponry, the inst(r:u.
B oo ; t‘?stmy. What. has been described as the ,hero’s over:
‘el or BOSE 1;y—symbohzed by the deaths of his wife and father
o byt oo e s 2 and 3, respectively—is given an ethical construc-
fhon by the poctn. fphrf)cess %f self-sacrifice whose leading instance is th
Book 4. The two frcl)r?ns cl)sf ls(gfe aflfrl;e];:tii((); e o e s 2t e end Oi

o - n are as continuous as thi
g,x andsupgrgezzt;ttl;eerq to 'be: the lost past persists into the pressel:?l:sf;ﬁ}
Carthage are anotheilz/eerlssio‘?'lno;1 tﬁ;ﬁ; veas i mo p?ISt b i
thage . . Aeneas 1s not allo

i?::lt‘fa:f(s, If:tci:ll;:eti(; gisfc{lecltlve Ron}an future; he is as‘l)::ccl1 tt(;) ;fj: f;rt?lf;
- : ual personality and will. The result i
Virgﬂ(jp:r}slz?gllszticlli cllletro iﬁr Whlf:h readers have praised and (moss:l};g ]bal(;]::lisci
b Homo the point of passivity—especially when Aeneas is
—— ACh.Hen(jlprotgtyp.e.s, the passionate and willful characters
Y i es.h But_ individuality and selfhood may be beside the
e herg Whoesnelalls as h}story on his side. The Aeneid thus redefines
B e ;vm——aem;elr;)liz evxrtu(c; now consi§ts in the sacrifice of his own
Virrtﬁf ot bstoreal seessuns pendent from his national mission. It makes a
~ The Aeneid doubles its themes so th i i

et i at the imperative to e
dose;)ytt};ctc}llzmi:d f]qr thg sacnﬁce of the individual. Here, tos:ailzecct)}ri(faolif;t
e g)e n-‘:arl }ng 1deo.log1cal climate. The past that must be put bef
o in the pocm i eers topically to Rome’s disastrous recent past of civil
B e ot en :;n age qf great individuals. After years of strife
i e by Y ghty warlords, Virgil’s fellow Romans might have d

s dictum that a great man is a national calamity. The Augﬁz:n

, : an nd t i iti
regon veEn deC are .e 0] thlS Personal St le Of pOllthS. S me

It was n i i

o Vicr)ttur;e;lel(); t;le vices o.f t.he principes that barred them from recognition

et vtnes 3  been pemnicious. Pompeius’s pursuit of gloria, Caesar’s 'eal-.
s dignitas and his magnitudo animi, the candour and chivah!y of
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Antonius—all these qualities had to be cradicated from the principes of the
New State. If anything remained in the Commonwealth, it was to be monopo-
lized by the Princeps, along with clementia. The governing class was left with
the satisfaction of the less decorative virtues: if it lacked them, it must learn
them.?

Where all power converged on the emperor, the supporting cast became
faceless. Yet Augustus, too, projected a propagandistic image of selflessness.
Not only did his clemency forbear personal emnities, but Augustus had pub-
licly relinquished all power in 27 B.C. to the Roman Senate and People, and
was ostensibly but the first among equals. The emperor set an example for
others. Responsibility for the common good was to outweigh, though it
could not dispense with, the cultivation of individual honor that was the
traditional goal of Roman political life. There was to be little room, how-
ever, for great personalities and for the factions that might grow up around
them. The suppression of a politically suspect individuality was thus fitted
into an ethos of self-sacrifice. And in the Aeneid this ethos becomes heroic.
The Aeneid explicitly takes up the idea of sacrifice in the celebrated epi-
sode of the helmsman Palinurus, the single individual whom Neptune de-
mmands in sacrifice to ensure the arrival of Aeneas’s fleet at its Italian destina-
tion. Placed at the end of Book 5, the death of Palinurus is thus the fourth
in the series of deaths—following those of Creusa, Anchises, and Dido—
that have stripped Aeneas of personal ties and identity, and it stands, I shall
argue, for the sacrifice that Aeneas, in his role as leader of the Trojan mis-
sion, must make of his own individuality, even of his heroic agency in the
poem. The self-sacrificing heroism of the Aeneid is defined in marked con-
trast to the model of the Odyssey and its individualistic hero, a model that
Virgil’s episode inverts and rejects. The random wanderings of Odyssean
romance—which finally come to an end for Aeneas when he and his ships
reach Italy at the beginning of Book 6—can thus characterize an errant
individuality that the epic plot must overcome, just as it overcomes the
Trojans’ obsessive repetition of their past. Here, then, is another dimension
of the Aeneid’s narrative opposition between epic and romance. As it distin-
guishes the experience of Tliadic victors and Odyssean losers, this opposition
places the individual with the losers, for it is individuality—whether on the
winning or losing side—that Joses out in the larger epic scheme of Roman
history. There is a further analogy to this opposition, in the Palinurus epi-
sode and elsewhere in the Aeneid, in the poem’s use of the vocabulary of
Fate and Fortune. The epic of the new imperial order places individuality in
the domain of chance, at odds with the national plan that is preordained by
destiny: as individual, even the poem’s hero is expendable.
Just how little Aeneas may count in the historical scheme of things is
revealed by Venus. The goddess is the hero’s mother and special patron. Yet

r
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xﬁ(}alnat?a(;ﬁ)var kin ]Ital).l seems to go against the Trojans in Book 9, she is read
! ack plan in which Aeneas will have no part. So she lead .
ivine council at the beginning of Book 10: ' pleads at the

. liceat dimittere ab armis
incolumem Ascanium, liceat superesse nepotem
Aeneas sane ignotis iactetur in undis ‘
et, quamcumque uiam dederit Fortuna, sequatur:
hunc tegere et dirae ualeam subducere pugnae -
est Amathus, est celsa mihi Paphus atque Cyt};era
Idz.lliaeque domus: positis inglorius armis
exigat hic aeuum. magna dicione iubeto
Karthago premat Ausoniam: nihil urbibus inde
f)bstabit Tyriis. quid pestem euadere belli

luuit et Argolicos medium fugisse per ignis

totque maris uastaeque exhausta pericula t;rrae

dum Latium Teucri recidiuaque Pergama quaen;nt'f’

non satius, cineres patriae insedisse Supremos '
atque solum quo Troia fuit? Xanthum et Simoenta
redde, oro, miseris iterumque reuoluere casus

da, pater, Iliacos Teucris.

. (10.46-62)
. :n éso : s?lv:vf'.ul fo]i m(le\ to remove Ascanius safely from the clash of arms, let my
ive. Let Aeneas be tossed upon unkno im
whatever path Fortune will give hi 1 to shield e
! ‘ give him: let me avail to shield and withd,
:ﬁ:u;; flr.om the dire ct;lmbat. I possess Amathus, lofty Paphus and Clyth:'l:v ;:‘1:
alian precinct: here, having put aside arms, let him li ,

: ' . € ) live out his da
inglorious. Bid Carthage in her own A i
; great power to press down Ausonia: i
tion to the Punic cities will arise from I i ‘o have canped

taly. What has it availed
the plague of war and to have fl o ot s e
ed through the midst of Greek
exhausted all the dangers of the se il . Thiacs
‘ a and of desolate lands, while th j
seek Latium and a rebuilt Per i A omt g e
gamum? Would it not have been m
enough to have settled on the last ashes of their country and on the s:))ilicwth}:'rel

Troy once was? I beseech i
? you, father, give back to the wretched Troj
Xanthus and Simois and let them again repeat the lot of Troy.) e Hofans the

(\)f;:rtlll:s s initial williqgnes§ to abandon Aeneas to Fortune and to the chance
g i gehvtv:?::ska;l;i ’¥mdsl is tl;lalanced by her final urging that the Trojans be
roy. In the poem’s terms, these are identi
speech spells out the equation that the fi ’ e s her
fpooch spells out the at the first half of the Aeneid had made
. gs of the Trojans in the uncharted realm (“ignoti
€ tis ...
::111:213 ) o£ Odyssear},romanc.:e. and a regressive (“recidiuaque Pefgzlagl:ll:qllje”)
ar (“reucluere”) repetition of their past. For Ascanius she requests a

?



—

86 CHAPTER2

third alternative that, at first glance, is no less generically identified with
romance. At the end of Book 1, Venus had substituted Cupid for Ascanius
on the lap of Dido and carried away the sleeping boy for one night to her
flowery Idalian grove (1.691-94). Now she is prepared to keep Ascanius per-
manently ini her shrine, where he will lead an undoubtedly pleasant, but
inglorious life. We are reminded of the choice that Achilles has in the Iliad
to return to Phthia and live to a ripe old age in obscurity (9.414-16). We are
also reminded of the pleasure gardens of Calypso and Circe that detain
Odysseus and that are the models that lie behind Dido’s Carthage. The
temptation to forsake epic glory in order to dwell in a locus amoenus, a
venereal garden of love, will become in the epic tradition that follows Virgil
the romance alternative par excellence.®
But Venus’s special pleading for Ascanius has its ulterior motive that be-
lies her apparent attempt to isolate him from history. Ascanius-Tulus is the
founder of the Julian line, the line of Augustus. Despite Venus’s earlier
disclaiming of empire (42), it is this Roman imperial future that the goddess
is determined to safeguard. Venus knows that this future is destined by
Fate—she has been told so by Jupiter back in Book 1—and her whole
speech, with its specter of a historically victorious Carthage, is not to be
taken altogether seriously; she is trying to sway opinion at the divine coun-
cil. But Venus reveals her priorities nonetheless. The future Rome is to be
founded with Aeneas or without him. As long as Ascanius survives un-
harmed, she is content to leave her son to the mercy of Fortune and the
sea—“quamcumque uiam dederit Fortuna, sequatur.”
Venus's words recall those of Palinurus when he and the Trojan fleet are

caught in the storm that rises at the opening of Book 5:

superat quoniam Fortuna, sequamur,

quoque uocat, uertamus iter.

(5.22-23)

(Since Fortune prevails, let us follow, and where she calls let us tum our

course.)

The figure of Palinurus frames Book 5, and this turning before the storm of
Fortune at its beginning will correspond at its end with his death, the ran-
dom death of one for many arranged by Venus and Neptune (779-815).
Palinurus confers during the storm with Aeneas, who agrees with the helms-
man’s decision to let the ships run off course before the winds toward Sicily
(17-31); after Palinurus is swept overboard, Aeneas takes his place at the

helm and laments the pilot’s death (867-71).
Palinurus is, in fact, a surrogate for Aeneas in the hero’s capacity as leader,

as head of the ship of state. The episode of his death is the Aeneid’s symbolic
substitution for that complete sacrifice of the hero that Venus will later

| 4
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to}ie{ to n]lak(?f for the sake of A'uscanius and the Roman future. Palinurus is
t ogical—if apparently fortuitous—choice for sacrificial victim once Nep-
bt:;g nii:e:: to gu;{an:l:::dthe Trojan fleet’s arrival in Italy. The helmsm:fn
pendable. And, in fact, the opening storm has alread i
ineffectiveness. In contrast to the smooth k Ve fipe e
. sailing of divine pur h
tempts of human beings to guid o iy altimately yicld
guide and control their destiny ulti ly yi
to Fortune and the wayward play of i e Aenafs e
tio’?‘has ine and the va {1\:; Pﬂg:y of chance. And this may be Aeneas’s situa-
e episode of Palinurus has long i i
( : posed an interpretative crux b
:z: t:elifsr(e)lf);nmle(ssbg;v;:fe;l the poem’s third-person narration of hise:;z::ﬁ ::
00 .) and the first-person account that hi i
. _ s shad
glxlves tdo.Aeneas in the ur.xderworld in Book 6 (337-83). Critics hsa\f:: Si::tvizg
t '1?3?1 1s§ripan01es as ev@ence of the unfinished state of the Aeneid at Vir-
ﬁ:s ts f:;:l ilisIn -BffOktS] P;hnun}lls rejects the invitation of the god of sleep to
vigilant labors; the god makes him drowsy by sprinkli
Saelvrvn (;g Lj::leh upf(;xlll hlSP hlead, and casts him into the waterys tl?llatl;\lepttlxrllli ;11:1:
N e falls, Palinurus tears away the helm and ith hi
Aeneas takes over the drifting shi ironi e over what b
g ship and, ironically, lament
takes to be an accident—*“casu” (869 T o that, Pt
. . He complains that Pali
been too trusting in the sea and sk ) . o b
y (870), whereas the pilot had
refused to trust in the monstrous deep (84 in B v
: 9). But in Book 6 A
Palinurus what god had been responsi d i e et
: ponsible for his death, and it is the helms-
‘r‘rsa?t Yh(;‘}descnbes what happened to him as an accident: by c?lalfc:li
3 ;;me (349)—the helm was torn away by the rough seas, and the loyal
A ms}n:};l: ::25 draggttad alcl);;lg with it. After three nights clinging to the rud-
e stormy waters, inurus on the fourth dawn reached It
tlfui}lllostlle inhabitants killed him. This story does not fit the timzl):cv}:ilre;:
lc:ms etpto}::m, for only one day appears to go by between the death of Palin-
5 a efend of Book 5 z_md the visit to the underworld in Book 6.
: lorr;:e o t.he d1§crepanc1es in the two versions of the episode—particu-
tzll'( Zntt :?)e gl\icl)ll)wng thedperspectives of Aeneas and Palinurus—can be
e deliberate and not the product of changed plans th
! . : at th
did 13ot live to revise 'and make consistent. Part of tl%e psthos of the lfeflﬁlzf
zl}llzn s (sltory consists m.the inability of mortals to perceive the workings of
b go sf I1\1Ipon them, in the story’s own wavering between the sacrificial
4 .]gn o ftt:ptunc: and the naturalistic explanation that Palinurus, for all his
Shg:;n::;_d 11 :s};ﬁ? and was washed overboard: between divim; plot and
ident. This uncertainty already suggests iti
Fate and Fortune: the course of desti T o emced by haman e
rtune: estiny is experienced by human bei
:::r?gziz?l:itlzgen;y;ﬁhe very randomness that casts on Palinurus tl::i(g)i 2;
: ctim. Furthermore, many—though not all—of the di i
introduced in Book 6 can be explai ; ing the episode closer
plained as efforts to bring the epi
to the Odyssean model that it both imitates and invertf @ cpisode closer
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The meeting with Palinurus in the underworld, where the helmsman
complains that he has been Jeft unburied and cannot enter the realm of the
dead, has been rightly seen as an imitation of Odysseus’s meeting with the
unburied shade of Elpenor in the Odyssey’s underworld scene (11.51-63);
Elpenor had fallen to his death from Circe’s roof at the end of the preceding
book (10.551-60) of Homer’s epic. In each case the hero meets a compan-
ion who does not survive the trip and who is in need of burial. But the
resemblance does not appear to go much farther: the slow-witted, drunken
Elpenor—whose death really is an accident—is hardly at all like the respon-
sible steersman of Aeneas’s fleet. And exclusive attention to this Odyssean
model has obscured a more significant pattern of imitation of the Odyssey
that runs through and structures the entire story of Palinurus.

We should remember that Odysseus, too, loses his pilot.

And at the stern of the ship the mast pole

crashed down on the steersman’s head and pounded to pieces
all the bones of his head, so that he like a diver
dropped from the high deck, and the proud life left his bones there.
Zeus with thunder and lightning together crashed on our vessel,
and struck by the thunderbolt of Zeus, she spun in a circle,

and all was full of brimstone. My men were thrown in the water,
and bobbing like sea crows they were washed away on the running
waves all around the black ship, and the god took away their homecoming.
But I went on my way through the vessel, to where the high seas
had worked the keel free out of the hull, and the bare keel floated
on the swell, which had broken the mast off at the keel; yet

still there was a backstay made out of oxhide fastened

to it. With this I lashed together both keel and mast, then

rode the two of them, while the deadly stormwinds carried me.
(12.411-25)

This is the storm of Odyssey 12 that not only kills the steersman of Odys-
seus’s ship, but his entire crew as well, guilty as they are of eating the cattle
of Helios. It is placed in the same position in the Odyssey that the episode
of Palinurus occupies in the Aeneid: the last trial by sea that the poem nar-
rates before the hero reaches his destination. For in the next book the
Phaeacians bring Odysseus to Ithaca in their magic ship (Od. 13.70£), while
he falls asleep: “the sweetest kind of sleep with no wakening, most like /
death” (13.80-81). This final Odyssean storm, moreover, has been recalled
at the opening of Book 5 in the storm before which Palinurus turns his sails.

ut pelagus tenuere rates nec iam amplius ulla
oceurrit tellus, maria undique et undique caelum,
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olli caeruleus supra caput astitit imber,
Tloctem hiememgque ferens, et inhorruit unda tenebris
ipse gubernator puppi Palinurus ab alta: ‘
“heu! quianam tanti cinxerunt aethera nimbi?
quidue, pater Neptune, paras?*
(5.8-14)

(As the ships reached the deep and no land at all is any longer in sight, but se
and sky on all sides, then t_here loomed a blue raincloud overhead beari;1 i h:
and stc:vrm, and the waves grew dark beneath its shadows. The heimsmang P: 1g
urus himself cries from the lofty stern: “Alas! Why have so many cloud acir
cled the heavens? What are you preparing, Father Neptune?”) ’ R

The passage is clearl . o
ik gdyssey sirz y modeled upon and virtually translates the rising of the

But after we had left the island and there was no more
land in sight, but only the sky and sea, then Kronian

Zeus drew on a blue-black cloud, and settled it over

the hollow ship, and the open sea was darkened beneath it.

(12.403-6)

Book 5 thus evokes twice—at its beginning and e
of Palinurus—the storm that wrecksg the sﬁip of 83;':;(111: r%llll:ds:gfn? %Eret:
opens t.he book, moreover, looks back to the great storm that inau rat"1
th§ action of the Aeneid in Book 1; the two tempests frame the Ci;haes
el.nsod.e. Here, too, Aeneas lost a helmsman, Orontes, shaken headlong fr .
Eus ship (l.,1,13—16), who, like Palinurus, seems to i)e the only casugalt}?in-
l11111us abest” (584). To make the analogy clear, Virgil has the same Orontes
show up among Fhe unburied shades in the underworld of Book 6 in the four
Xeerses 1m1:i11i111.edlately preceding the appearance of Palinurus (333-36).%
s en:la:vl a;r}xl thlsfcompamons are ,thus twice saved from storms that threaten
e Wi he. atlc; of Odysseus. s men, and in both cases a helmsman dies.
! sseu;),ug in Book 1 tl'le pilot Orontes is a victim of the storm—like
: byt. s own steersman in Odyssey 12—Book 5 emphasizes the sacrificial
ubstitution t.hat is taking place by splitting off the death of Palinurus int
a s%[l)]arate episode at the book’s end. A
is substitution is also a carefully patterned inversion. For while hi
helm.sman and crew died, Odysseus survived by clinging to his ship’s br(:)k}:rj
mast: in the Aene.zd Neptune demands one death for the larger collectivity—
unum pro mulFls dabitur caput” (815)—and he calms the sea insteac{ of
stlr’rmg it up. It is only in Palinurus’s own account in Book 6 that the Odys-
sey’s storm scenario is reinvoked, although again with inversion. P:li-
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i ichts and four days at sea
lings to the broken rudder and after three nig
?e:\r:}fe(; l;lt;glly (6.355-57). It takes Odysseus longer to reach land after he

escapes from Charybdis.

From there [ was carried along nine days, and on the tenth night
the gods brought me to the island Ogygia, home of Kalypso.

(12.447-48)

i i i la. Palinurus arrives at
iroil teverses night and day in the Homenc formu alinurus
?l,:»%ln 1i-fxv‘;taly hi% destination, but there, ironically, h(lal is killed; Q;llyssgl;i
i igh i Tthaca as possibie,
t night at the island of Calypso, as far ﬁ?m .
;ZIZS:V?ves.%\Ionetheless, by describing Palinurus’s grdg.al at sealtholdl.xz)%l o:f
i f the broken ship, Virgil, in the second, discrepan version
g:ll?ngzz?s odeath in Book 6, brings his story into ;:lloserdah%%meﬁtswfﬁ:l
i i Id at the end of Boo T-
d 12. The contrast with the version to _
tohe};sfler}:derscores the ways in which the episode turns its Odyssean model
inside out. . ]
ms';'}feopolemical relationship of the Palinurus episode to the Odyssey con
cerns the rugged individualism of the Homeric poem. Odysseus sug:;res
while his crewmen die. Just as in the episode of the sirens tbat opens Odys-
sey 12, where Odysseus alone may hear the sirens’. song while his rrfxei;\ stl:)[;
uelz théir ears—an episode fleetingly recalled by Virgil at the end o or(; k
(864-66)—the hero’s companions are so Many Supernumerary, suppo }:ng
players. And even when Odysseus returns to Ithaca to rec%ver h}lls 1;(11r111gs ag)ci
; i i e kills
‘< pitted against the rest of the island—the suitors whorn n !
:llfe;: Eellativesgwho seek revenge. As leader, Odysseus 1s fatal to his c;:ur}lltry
men, but his antagonism with his community is just vxfh'at deﬁnes (; de ero
as in’dividual. His individuality is not distinct from individualism: Odysseus
i for himself, and all others are expendable. N ‘
) (';f"lffe rl;:v;rse s true in the Aeneid. It is the collectivity of the Trojan
remnant and the future Roman nation who count. ".['h.ey cqnfer @ex;t;ty
upon the hero as their leader and representative, and it is their survival for
wl;ﬁch he is responsible. The duties of leadership ;lso %reAc:}tﬁle fo:hzzecgle;s;
ic individualism, that o illes,
the other great model of Homeric indivi  that of A s, B rough
ior at odds with his commander and thfa rest of his army—alt ;
":;Ii:rl:srti:glzl enough, the Aeneas of the Iliad is on one occasion depicted as

just such a sulking malingering hero,

at the uttermost edge of battle .
standing, since he was forever angry with brilliant Pnam. :
because great as he was he did him no honour among his people.

(I1. 13.459-61)
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Homer suggests that Aeneas is a Trojan version of Achilles, angered by
Priam as Achilles is angered by Agamemnon. But by the time of the Aeneid
Priam and his ruling house are gone, and Aeneas has taken their place: he
moves from periphery to controlling center of the action. His individualistic
role of single combatant merges, to the point of being submerged, with the
corporate role of king (1.544) and commander in chief. This emphasis on
what Thomas M. Greene has called the “deliberative” as opposed to the
“executive” function of epic heroism defines the communal, national ethos
of the Aeneid.* It also has a basis in Roman warfare that—as distinct from
archaic Homeric battle—brought into prominence the general, the leader
and tactician, rather than the individual warrior. The model of Roman hero-
ism described by the Aeneid is the general, in both senses of the word: leader
and collectivity.

The sacrifice of Palinurus, of the individual for the community, defines
this heroism in opposition to the Homeric ethos that individuates the hero
at the expense of others. It is now clear why the surrogate figure of Palinurus
is necessary. The logic of the Aeneid’s inversion of the model of the Odyssey,
where the hero lives while the companions die, would require the death of
its own hero. The “death” of Aeneas can instead be performed symbolically
through that of his helmsman, and Palinurus’s account of his fate in Book 6
indicates that this death is a figure of the self-sacrifice that the hero under-
goes for his followers. Even as he was tossed upon the stormy waves, Pali-
nurus declares, his thoughts turned not to himself but to his imperiled ship
(351-54).

The Palinurus episode follows Aeneas’s own major act of self-sacrifice, his
parting from Dido in Book 4, and it precedes and overlaps with his visit to
the underworld in Book 6, another symbolic death of the self where the hero
is also incorporated with his Roman descendants. As a bridge between these
two key moments in the hero’s career, the sacrificial death of the loyal pilot
suggests the peculiarly political and social dimension of Aeneas’s heroic self-
denial: his renunciation of his love for Dido is part of a larger surrender of
personality and will demanded of the leader for the sake of community and
nation. In fact, once he is identified with the community he leads—and
with its future Roman destiny—the actions of Aeneas as individual may
seem relatively unimportant. For if he was compelled to forsake his
Carthaginian love affair because it went against the predetermined plan of
Fate, neither is he permitted to do much to carry that plan forward. Neither

he nor Palinurus were able to steer the Trojan fleet to Italy through the
storm that opens Book 5, and when, at the book’s close, Aeneas takes the
place of the lost pilot and guides the ship—“rexit in undis” (868)—he is, as
Michael Putnam has pointed out, steering a rudderless vessel.” It is Nep-
tune who brings the fleet to Italy. The hero’s individual agency is illusory, at



—

92 CHAPTER2

best greatly diminished, even when he appears to promote his destiny. Thus
the sacrifice of individuality that Aeneas makes as leader paradoxically in-
cludes his leadership initiative: he goes with the flow of a historical necessity
that will not allow him independent action, either positive or negative.
What is left is endurance, and the passivity that readers have found objec-
tionable in Virgil’s hero. He sits at a useless helm at the end of Book 5; in
Book 10 (156-59) he is initially placed beside the figurehead of his ship.
The heroic individuality and agency that Aeneas gives up are associated
with Fortune: the Fortune whose call Palinurus must finally allow the
storm-tossed Trojan fleet to follow, the Fortune that Venus would permit to
give a wandering course to Aeneas and his companions. The Aeneid doubles
the motif of Fortune’s guidance and, in both cases, links it to the epic loser.
The ship at the mercy of the winds of chance—the virtual emblem of Odys-
sean romance—is the vessel of the defeated Cleopatra fleeing from Actium
on the shield of Aeneas and of the defeated Trojans themselves as they
wander through the Mediterranean in the first half of the poem. At the
same time, the two great losers of the Aeneid will see their lives shaped by
Fortune. Turnus echoes Palinurus’s speech as he goes to his final showdown

with Aeneas:

iam iam fata, soror, superant, absiste morari;
quo deus et quo dura uocat Fortuna sequamur.

(12.676-77)

{Now, sister, now Fate conquers; cease to delay; where the god and where harsh
Fortune call, let us follow.)

And Dido’s last great pronouncement shares the same vocabulary, anticipat-
ing Venus’s words:

uixi, et quem dederat cursum Fortuna peregi. (4.653)

(I have lived, and completed the course which Fortune gave.)

The enemies of Aeneas and Rome are condemned to a purely chance exis-
tence. By resisting the course of Roman destiny, they fall out of history
itself, like the past-obsessed Helenus and Andromache to whom Aeneas
bids farewell as he leaves them behind in their miniature Troy at Buthro-

tum.

uiuite felices, quibus est fortuna peracta
jam sua: nos alia ex aliis in fata uocamur.

(3.493-94)

(Live happy, you whose fortune is now completed; we are called from one fate

to another.)
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Dido’s subsequent echo of this passage—“Fortuna peregi”—suggests h
shf?, tqo, as the representative of Carthage—the city that, even asg %t is beic:lw
bu.llt, is doomed to fall—suffers the fate of historical supe;rsession Once thg
epic losers are denied a futurity in the history written by the v.ictor thee
have no coherent or meaningful story of their own, and their lives are rey
to Fortune. The buried maritime figures in the words of Turnus and Igidy
ma_ke these lives into individual odysseys, the romance wanderings that e iz
assigns to the defeated as the deviant alternative to its plot o% historilzal
destiny. The Aeneid here already suggests the link between Fortune and
romance that we shall see developed in later epic. But the Palinurus episod
h.as also shown that the hero Aeneas as individual may be in the same {I-)i I :
tive boat—a shipwrecked Odyssean boat, prey to Fortune—as the ogu s
losers, no less than they a victim of his epic destiny. o
. The 1mpf:rative of that destiny is spelled out to Aeneas by the seer Naut
in Book 5, just before the episode of the sacrifice of Palinurus begins. -

nat'c dea, quo fata trahunt retrahuntque sequamur;
quidquid erit, superanda omnis fortuna ferendo est.

(5.709-10)

f\

(Son of a goddess, where Fate drags us and drags us back, let us ;(;ilow- what-

ever will be, all fortune is to be overcome by bearing its burden.)

This passage, too, echoes and is meant to be read in relation to the other
I have cited. {\eneas, too, must follow the force that pulls him back anci
forth—but this force is not Fortune, but Fate; similarly, Aeneas tells An
dromache and Helenus whose fortunes are played out that he is called fron;
one fate to the next. While Turnus acknowledges that Fate has prevailed—
bfata, soror, superant”—Nautes encourages Aeneas to prevail over Fortune
ty endurancfe. 'T"he language of this. adage is, of course, Stoic; it is hard not
o compare it with the celebrated dictum of the philosopher Cleanthes that
aneca (Ep. 107.11) translates: “ducunt volentem fata, nolentem trahunt”
(“Fate leads tl_le willing, drags the unwilling along”). B:ut Stoic, too, is the
language of Dido and Turnus; Seneca would cite with admiration her dyin
words about completing the course of Fortune.® In Stoic vocabula l}-"l'atg
and Fortune are notoriously hard to tell apart: Lucan will deliberate?g con-
fuse the two, in no small part in reaction to Virgilian usage. For while v}:'e can
see that Virgil himself plays with the tendency of the two terms to slide into
one anoth'er, he nevertheless makes a distinction: Fortune denotes short-
:em',n contingency as opposed to the historical long run that is Fate.* His-
ory’s losers only have the short term and must make the most of it. Their
fortunes become personalized, allowing for the assertion of selfhood a'nd the

willfulness th i ivi
oy at make Dido and Turnus the most vivid characters in the
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The victors’ lives can be seen in the larger teleological perspective of Fate,
in which they individually count for much less. In this perspective, as Nau-
tes’ maxim suggests, Fortune takes the form of immediate vicissitudes—
one damned thing after another, Aeneas may feel. The knowledge that he is
fulfilling the plan of destiny thus may not bring much consolation to
Aeneas, for he is still subject to outrageous Fortune—and to a Fate that,
described in a plural form as dragging back and forth or going from one to
another, seems to have lost any visible teleological drive. Again, Aeneas’s
experience as individual caught in history does not seem very different from
that of the poem’s losers who are driven by Fortune; and they, at least,
indulge in personality and will. But, as Nautes tells Aeneas, it is precisely the
hero’s passivity, his simply bearing up, that allows him to withstand For-
tune: the prospect of a fated future permits him to roll with present
punches, to exercise a self-effacing virtus that may be the virtue of self-
sacrifice itself.

This is the gist of Aeneas’s famous words of farewell to Ascanius as he sets
out for battle in Book 12:

disce, puer, uirtutem ex me uerumque laborem,
fortunam ex aliis.

(12.435-36)

(Learn, my boy, virtue and true labor from me, fortune from others.)

“Some guys have all the luck,” Aeneas seems to say bitterly, “I've only had
hardship and hard work.” Earlier in Book 10, when Jupiter leaves the battle
between the Trojans and Italians open to Fate (113), “labor” had been di-
rectly opposed to “fortuna”—“sui cuique exorsa laborem / fortuna ferent”
(111-12)—and given the sense of “misfortune”: some will prosper and some
will suffer in the fighting. It retains something of that former connotation in
Aeneas’s words, but it also indicates his heroic endurance. This, he tells
Ascanius, is the true work of virtus. Hardship builds character—if not indi-
vidual, literary character—and that, in tumn, builds empire. The fortune,
perhaps unearned, that others enjoy—with its alluring, but deadly individu-
alism—is just what Aeneas and Rome must give up and resist in order to
reach the national greatness promised by Fate.

This disavowal of fortune may contain a polemic against recent history:
the warlords of the late Roman republic associated themselves with the god-
dess Fortuna. Both Sulla and Pompey styled themselves as “felix"—
“lucky”—and Sulla rebuilt and refurbished the great temple of Fortuna at
Praeneste. Caesar crossed the Rubicon declaring that the dice had been
cast.®® We are brought back to the ideological context discussed at the be-
ginning of this section, to the Augustan state’s distrust of great individuals
and their propensity to faction and civil strife. Whether it is specifically
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topical or not, the' politically repressive nature of the Aeneid’s either/or of
Fate and Fortune is sufficiently clear. Allegiance to a destiny vested in n
tion and state requires an overcoming of fortune: of those chance hu n
differences that constitute the individual. The hero of the Aeneid ot
act by or for himself unless he also acts for the community. ey net
y 'll'l‘l'lnle second half of the epic, through the subplot of Pallas that imitates
chilles and Pa!troclus, may try to give Aeneas a personal stake in the war
against the Latins. But even as the hero’s anger wells up and he plunges s
sword into Turnus, his words curiously distance him from his delzd =

tune hinc spoliis indute meorum
eripiare mihi? Pallas te hoc uulnere, Pallas
immolat et poenam scelerato ex sanguine sumit.

(12.947-49)

.(Are )iou, clad in' the 'spoils of my own, to be seized from me? Pallas, Pallas
immolates you with this wound and exacts satisfaction from your guilty blood.)

The shlftmg (?f agency, not once but twice, to the dead Pallas and the lan
guage of ‘r‘ehglous sacrifice and legal punishment make the taking of rivatc-:
revenge ( meorum . . . mihi”) indistinguishable from the impersonal ’ ubli
act.” Once again, we cannot tell whether Aeneas has a will of his ov:nI: ¢
The. problen? of the hero’s volition, however, admits more than one co
struction. FOI: if we are inclined to read this uncertainty about individul;i
agency and will as a reflection of the effects of a repressive political order, wi
should remember that it was also an enabling fiction of that order: Augu;tu(:
;excf,‘rc.:lsed personal rule by working through the senate and institutions of
egitimate government to which he claimed to have given up all power. Thi
suggests still another, quite different reading of the end of the Xeneic.i- rl's
vate vengeance cloaking itself in legality, an act of judicial murder. Tass;op i;
?ﬁeigﬁ eof othl:e ggun]ter-rgfomation, may have committed no ana.chroni’sm
oked back and iusti s .
ol sion & str;to!},lssztlﬁed the killing of Turnus in terms of a Ma-
For the §u.bsequent literary tradition to which Tasso belonged, the Aeneid
would demsnfely reshape the epic hero. Virgil’s politicization of ’epic for the
ie::lnds of empire d.efnanded a curbing of the Homeric heroic will, and the
; atcllless and passivity of Aeneas became the virtuous traits of other hero-
éa ers of the imperial epic: of Tasso’s own Goffredo and Camées’ Vasco da
tharrllla. As i?ppos.ed to the wandering .Odysseus and the rebellious Achilles
e hero of empire became an executive type who places duty over individ-
ual.d.esue, the goals of history over the present moment. The reaches of
E}:)]lt.:lcal power woula:.l t'hus extend not merely over space and time but over
3 inner man. Heroic identity in this perspective seems a matter c;f chance
and in the epic struggle between imperial destiny and Fortune, even this
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residue of individuality becomes contested ground. For the poets of lost
political causes, a Lucan or a Milton, this inner realm of identity is indeed
the last line where a successful resistance can be waged. But even the heroes
of their anti-Virgilian poems—the stoic Cato of the Pharsalia or the sacrifi-
cial Jesus of Paradise Regained—maintain their freedom from external
power by practicing a repression that seems no less austere than the disci-
pline that power seeks to exert upon them.




