Non-assessed assignment 5
Translation: Lines 413-430
Again she is forced to resort to tears, again she is forced to test him with her prayers, and humbling herself, forced her pride to submit to her passion, lest she should leave anything untried and die in vain. 
‘Anna, you see that there is a hurry all along the shore: they have gathered on all sides; now the sail calls to the winds and happy sailors have put garlands on the ships. If I was able to foresee how great this pain would be, I will also be able to endure it to the end, sister. Carry out this one thing however, for unhappy me; for that traitor used to pay attention to you alone, he even confided secret feelings in you; You alone know the best means of approaching the man and the best time to do so. Go, sister, and speak to our proud enemy in prayer: 
It was not I who  swore at Aulis to destroy the Trojan race with the Greeks, or who sent fleets to Troy, nor did I tear up the ashes of the ghost of his father, Anchises: Why does he refuse to take my words into his hard ears? Where is he rushing to? Let him give this last gift to his unhappy lover: let him wait for both an easy flight and favourable winds. 


Commentary: Lines 457-473
Translation
Moreover, there was in the palace a shrine made of marble to her former husband, which she used to tend with wonderous honour, wreathed with white fleeces and festal foliage: from here voices seemed to be heard clearly, and she seemed to hear the words of her husband calling, when dark night covered the earth and the horned owl alone on the roof often complained in a funeral dirge and made a long drawn sound like weeping. And moreover, many prophecies of seers of old frighten her with terrible warnings. Wild Aeneas himself hunts her, raging, in her dreams, and she seems to herself always to be being abandoned, always to be walking unaccompanied down a long road and to search for her Tyrians in a wilderness, just as Pentheus, in his madness, sees a line of Eumenides and sees the sun show double and two Thebes together, or Orestes, descended from Agamemnon, driven from the stage, flees from his mother, armed with torches and black snakes, and the avenging Furies sit in the threshold.  

Commentary 
In lines 457-473 the reader sees Dido at her wits end as Aeneas has made his decision to leave unequivocally clear to her now, and no pleas from her or her sister Anna will change his mind (mens immota manet lacrimae uluuntur inanes 4.449). Dido has now come to the conclusion that she will kill herself (tum uero infelix fatis exterrita Dido/ mortem orat 4.50-51) as she can foresee what fate awaits her otherwise. Dido has returned to making offerings to the gods as she did at the start of Book 4. While in lines 65-66 Virgil tells us that her sacrifices will be in vain, (quid uota furentem, quid delubra iuuant?), in lines 53-55 the audience sees the grotesque results of Dido’s latest round of libations: uidit… lactices nigrescere sacros/ fusaque in obscenum se uertere uina cruorem. Lines 457-473 go on to detail the remaining terrifying omens that Dido sees. 
The first of these comes from the shrine to her dead husband, Sychaeus. Virgil introduces it with praeterea 4.457 which builds on the black milk and blood previously seen, and this is then repeated again in line 464, giving the impression of an ever growing list of bad omens opposing Dido. We are told that the shrine is de marmore 4.457, miro quod honore colebat 4.458 and uelleribus niueis et festa fronde reuinctum 4.459. All of this gives an impression of care and reverence. The expensive nature of the material used to build it tells the audience that it is clearly of value to Dido, and the imperfect tense colebat tells us that her tending it was something that happened on a regular basis, although no longer now, and the details of the shrine being tended miro… honore and its decorations all show Dido’s devotion to the memory of her husband. Maclennan states that “the memory of Sychaeus was evidently a joyful one – at least until Aeneas arrived” (2007, p.138) which perhaps explains why Dido was so reticent to enter into a new relationship with Aeneas and used the memory of her husband as one of her main objections to it. The ritualistic tending to her husband’s shrine, and the seeming abandonment of this must have weighed heavily on Dido’s mind and the fact that she now seems to hear the voice of her dead husband coming from it is representative of the guilt she feels over her relationship with Aeneas. Moreover, in 4.24-4.29 when she is speaking to her sister, she makes a rash declaration, given that she clearly is seriously considering a relationship with Aeneas. This scene with the shrine to Sychaeus takes us back to her words ante, pudor, quam te uiolo aut tua iura resoluo 4.27. She makes it clear that her oath relates to her husband: ille meos, primus, qui me sibi iunxit, amores/ abstulit; ille habeat secum servetque sepulcro 4.28-29. And so in addition to the guilt she carries over abandoning the shrine, she has also broken this vow she has sworn. Because of this, the omens coming from the shrine seem all the more terrible. 
In 4.460 hinc moves from the audience from the shrine that Dido happily tended to the ominous one that now appears. This is reinforced by the alliteration of uoces, uerba, uocantis, uisa and uiri in lines 60 and 61 which give the lines an eerie tone. The imagery surrounding this is equally haunting; the night-time setting is striking through the use of the adjective obscura giving the impression of Dido alone in a dark palace, and terras… teneret gives a sense of power to the darkness of the night. We have the impression from uerba uacantis … uiri that Sychaeus’s words that are calling to Dido are calling her to join him in death. Virgil extends this by creating a funereal scene. The bubo 4.462, which itself is an omen of death, is singing ferali carmine 4.462 and with in fletum ducere uoces 4.463 the bird seems also to be standing in as a mourner at Dido’s funeral. In 4.464 the alliteration of praeterea, praedicta and priorum links the words and gives the impression that Dido should have listened to what the prophets had said sooner as it is only now that they terribili monitu horrificant 4.465. 
In 4.465 we move from Dido awake at night and hearing her husband, to her dreams where even then she finds herself in a pitiable state. We are told that agit ipse furentem… Aeneas. Once again we see Aeneas in the role of a hunter. However, while we see Dido described as furentem linking her to 4.69 when she wanders the city furens, unlike the simile in 4.69-73 Aeneas is not nescius as to what is happening but instead is described as ferus. In this scene Aeneas manages both to be a hunter and a wild animal, moving away from him unknowingly harming Dido, to him actively and cruelly pursuing her. One sentence here runs across nine lines and this mirrors furentem as it shows the confusion as Dido moves around, and the state of unreality that Dido now finds herself in. As Maclennan states, ‘Dido has ceased to live in the real world; she is occupying her own lonely world of darkness and terror’ (2007, p.30). Virgil clearly shows this as he builds up further sympathy for Dido in semperque relinqui/sola sibi, semper longam incomitata uidetur / ire uiam 4.466-68. Here, Virgil emphasises just how alone she is. The anaphora of semper highlights that it is not a single incident, but how often Dido finds herself alone. The enjambement of lines 4.466-67 give the impression that the isolation happens over an extended period, particularly with relinqui as the last word of the line and then sola as the first word of the next. The use of sibi alongside sola is not really necessary but effectively emphasises the fact that she is all by herself, and then is added to by incomitata in the next clause. Here too Virgil highlights the length of her solitude by describing the viam as longam all in all giving a bleak picture of Dido alone. 
Virgil finally adds pathos with Tyrios deserta quaerere terra. In her loneliness, Dido is seeking her people and appears to have lost them. Alongside the guilt that she must feel for betraying her husband, she has also betrayed her people. Having led them from Tyre and worked with them to build a new city, her relationship with Aeneas has now caused her to abandon them as she dies. Dido’s guilt is manifest in the appearance of the Eumenides. Given that their appearance is usually reserved for the punishment of blood crimes, it shows how even Dido’s subconscious during her dreams feels the shame of her actions. In the simile in 4.469-73 Dido is compared to Pentheus and Orestes as they are plagued by the Furies. The reference to Pentheus simultaneously recalls lines the simile in 4.301-3 where Dido is compared to a Maenad as she rages through the city, and foreshadows Dido’s future curse when she calls upon Dirae ultrices 4.610. 
Here Dido has a very different role to the simile in 4.301-3. She is no longer like the wild Bacchant, but, like Pentheus, is a victim of a god. Pentheus is to be ripped apart because of Dionysus, and Dido is to commit suicide because of the games played by Venus. Within the simile, while Pentheus, and therefore Dido, is referred to as demens 4.469 there is not the same sense of fury and rage within this simile as we have seen previously. Dido has been described as male sana 4.8, furens 4.69, inops animi 4.300, and in each of these cases the madness was linked to passion. However, here it is linked to fear. Pentheus is afraid of the Eumenidum… agmina as Dido is afraid. Pentheus sees solem geminum et duplices se ostendere Thebas 4.470, images that cannot be explained, as Dido has seen and heard terrible omens. Lastly, Dido is compared to Orestes, who is pursued by the Furies for killing his mother. Virgil uses the phrase scaenis agitatus 4.471 to describe Orestes and while this reminds is of Dido who only a few lines previously was being hunted by Aeneas, it also, as Maclennan states, turns Orestes into an actor (2007, p.139). This alongside the reference to Aeschylus’ Pentheus with its Eumenidum… agmina is perhaps a reminder from Virgil that the story of Dido also falls into the theme of tragedy. Maclennan states that ‘the German scholar Friedrich Leo said of Aeneid 4 that it was the only Roman tragedy worthy of being put beside the Greek plays of Aeschylus, Sophocles and Euripides’ (2007, p.16) and the references to both Aeschylus and Euripides clearly support the idea that Virgil is playing into the tragic genre. 

Word count: 1470













Bibliography:
Maclennan, K. 2007. (ed.) Virgil: Aeneid IV  Bloomsbury Publishing 
