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In this short investigative essay, imagery of Aeneas will be explored and how Augustus would use Aeneas’ image and the motifs which were associated with him to try to reform old Roman foundation myth from humble beginnings to grander heights.  The primary source used will be a wall painting of Aeneas carrying his father Anchises, who himself is carrying the household Trojan penates (gods), while leading his son Ascanius who will later be renamed to Iulus, the originator of the gens Iulia which Augustus was a part of, by way of adoption from Julius Caesar.
Aeneas himself has been a figure since Homer’s Iliad, a Trojan prince is described for his close relationship with the gods as he is shown being saved by multiple members of the Greek pantheon such as Apollo during his fight with Diomedes, his mother Aphrodite and most even Poseidon who was sided with the Greek forces. Perhaps this highlights Aeneas’ Homer’s heroism qualities, as only a select special few are allowed to have relations with the gods and having. Furthermore, Homer goes to great lengths to highlight (Wakimoto, 1997) his heritage and while Aeneas and Achilles both share similar heritage, being sons of Goddesses, one of them outshines the other. Aeneas is supposed to be Hector’s second in command yet is mostly outshined in terms of heroic feats (Wakimoto, 1997) Therefore in Virgil’s rendition of Aeneas; he is malleable in his character as his background already well documented, but Virgil is allowed to mold Aeneas into whatever he wishes. Virgil shows new sides to Aeneas which previously, in the Iliad, was never seen before, presenting him as a father figure, religious leader and as a post-Homeric hero, one who looks over his own kleos and worth of sense and looks into the future, “the social man” Williams quotes (Williams, 2003). The idea of post-Homeric heroism is reflective in the wall painting shown; Aeneas, instead joining into the fighting of the burning Troy, he looks forward and leaves with his son, father and Gods in hand.
[bookmark: _Int_e66x4Niy][bookmark: _Int_pSTZBi8E][bookmark: _Int_dmVWgyld]The painting was found in Pompei in the house of M. Fabius Ululitremulus as it shows multiple paintings of Aeneas around Ululitremulus’ house and shop. This suggests that the character of Aeneas became a widely popular figure throughout Italy, presumably after Virgil's Aeneid publication in 19BC, which itself was commissioned by Augustus. More evidence is shown around Ululitremulus’ estate as an inscription reads “Fullones ululamque Cano, non Arma Virenque”, translating to “I sing of fullers and an owl, not of arms and men.”: a twist on the opening of the Aeneid opening line “I sing of Arms and of Men.” Fullers were launders of clothes and washed the clothes of a city, one can assume that Ululitremulus was a Fullone, and he invokes the “owl”, which was supposed to be Minerva, the patron protector of the Fullers (Mount, 2013). Mary Beard suggests that Pompeii is full of graffiti and etchings referring to the first two books of the Aeneid: a Roman-day equivalent of “To be or not to be”, quotes Beard (Beard, 2015). Beard’s observation perhaps highlights that after the publishment of the Aeneid and Augustus’ beginnings to reform old Roman foundation myth, Aeneas becomes an iconic figure throughout the empire and possibly a symbol of Roman heritage and pride. This coincides with the painting itself, Aeneas is shown as an unfaltering symbol of the Roman value pietas, duty to the state, family and gods which intrinsically every Roman citizen should aspire to uphold. Both Karl Galinsky and Paul Zanker call Aeneas the “incarnation” (Galinsky, 1996) and the “paradigm” (Zanker, 1987) of the Roman value pietas. Further on they both show that Aeneas, although the painting is representing a mythological figure, is wearing contemporary “patrician footwear” (Galinsky, 1996/Zanker, 1987). Perhaps this feature of the painting highlights that Roman patricians and the elites of Roman society have the highest obligation to uphold their traditional values and pietas. During Augustus’ principate, he began to introduce ‘moral reformation’ laws, the Leges Iuliae in 18BC, mostly aimed at the elites of Roman society to promote more traditional lifestyles and marriages as Roman men would avoid marriages through betrothal to extremely young girls. The Leges Iuliae took aims to stop this and promote marriage as decades of civil war decimated the elite families of Rome. Galinsky further comments that Aeneas is dressed as the “Virgilian man of arms and wears a Roman cuirass.” but “emphasis is on his exemplary virtue of social responsibility.” (Galinsky, 1996). Galinsky’s viewpoint here perhaps shows that Aeneas’ classic Homeric-hero traits are purposefully understated, as his battle prowess is not highlighted in the painting but rather his new Romanic-hero qualities are what define the newly refurbished hero. Finally, Galinsky makes the observation that the wall painting was made in the 1st century AD which asserts the idea that Aeneas becomes a popular and influential figure throughout Roman culture, as Augustus would be in the later part of his rule, dying in 14 AD, and the Aeneid would have been published for a minimum of 19 years by the time of the Pompeiian wall painting. Although Galinsky does not give a specific date, the time difference from the Aeneid’s publishment and the painting still may give evidence to the fact that Aeneas’ cultural effect on the Roman empire, or at the least Italians, was significant enough to stand the test of time and become an everlasting cultural figure. 
Adjacent to the painting of Aeneas is another painting of Romulus, the first mythical king of Rome is present. He is dressed in the same armour and patrician boots as previously seen yet this painting does not connote piety and moral sanctity within the viewer, much rather it shows Romulus with weapon in hand and holding the arms of an “enemy chief defeated in single combat (spolia opima).” (Zanker, 1987). Spolia opima translates to ‘rich spoils’ or the ‘spoils of war’, a tradition which has been seen throughout all of human history but rather this example of spolia opima highlights a different side of the Roman person, more importantly the Roman male, whereas the Aeneas painting shows that a man must aspire to be such as the “paradigm of pietas towards the gods and his own father in time of need.” (Zanker, 1987.) but must also be prepared to become the embodiment of Virtus, to stand up to his enemies and fight off any foreign or domestic threats to his way of life. Galinsky further mentions the ‘Clipeus Virtutis’, the golden ceremonial shield commissioned by the Senate, c. 27 BC, and that both values of Aeneas, pietas, and Romulus, Virtus, are present on the shield (Galinsky, 1996.). This observation therefore may imply the duality that a Roman man must possess to become properly pious and virtuous. Ready to be the peaceful unarmed figure such as Aeneas and yet also the victorious, spear in arm, Romulus ridden with spoils of war. 
Augustus began to use the image of Aeneas to highlight his Julian family heritage and to bring back “old myths in a new guise” (Zanker, 1987.), in order to invoke ideas of higher piety and virtues in Roman society in a time where the Roman world was plagued by civil wars; Julius Caesar and Pompey Magnus and Sulla’s various civil wars with other elite clans of Romans. Augustus would begin to use the images of old Roman foundation myth to connote a re-birth of the Roman golden age and to possibly re-invoke the ideas for public decency and morality within Roman society. Poetry such as Horace’s Carmen Seculare, authored in 17BC and sung at the Secular games to show the beginning of a new age (Saeculum.), mentions “pious Aeneas” and the “noble descendants of Venus”, both Aeneas and Augustus himself. Although the poem is dedicated to Apollo, space is left for Aeneas and Anchises which suggests that these figures now have become instrumental parts in Roman society and figures which everyone would recognise and more importantly understand the values which their characters stand for. In relation with Horace’s Carmen Seculare to the painting of Aeneas, the “noble descendent of Venus” can both refer to either Aeneas or to Augustus himself. Furthermore, as the Patrician boots which Aeneas wears only go to link Aeneas’ and Augustus’ heritage together more, as Aeneas’ princely upbringing in Troy becomes linked with Augustus’ adoption into the patrician Iuliae and their link with Ascanius (Iulius). Augustus’ most prevalent and biggest show of Aeneas and his heritage to him is seen in the Forum of Augustus. The right-side exedrae showed a statue of Aeneas and directly opposite Aeneas is another statue of Romulus, much like how the wall paintings coincide with each other to create an impression of the duality of the Roman man. Galinsky observes that there is a “clear element of correspondence between their representations” (Galinsky, 1996.) and that the two exedrae culminate “towards Augustus” as the “worthy descendent who brought to fruition what they had begun.” (Galinsky, 1996.). Galinsky’s viewpoint highlights Augustus as the culmination of Roman culture up to that point, a viewpoint which can be called valid as at that point Augustus began a cultural golden age with Virgil’s Aeneid and through his long-term political ally Maecenas, who had multiple poets such as Horace and Ovid as patrons and Augustus would use their patronage to Maecenas to commission and influence their poetry. The similarity within the exedrae of the Augustan Forum and the wall paintings cannot be ignored; excluding the quadriga statue of Augustus which Galinsky states the exedrae look towards. It could be inferred that this is a copy taken from the Augustan Forum, as the paintings were made decades after the forum itself (Galinsky, 1997.).
In conclusion, the wall painting of Aeneas shows qualities of the traditional Roman pietas which Roman citizens should aspire to uphold to the standard which Aeneas did, as Virgil removes some of his Homeric qualities to disassociate from the traditional Greek heroes in order to highlight him rather as a Roman hero who looks past the battle and into his imperial destiny and future of his son. Furthermore, the painting also shows connotations of Augustus’ moral and refurbished early Roman myth: Aeneas becoming a perfect vessel for Augustus to use as a great moral example, for the morally declining Roman elite, and his commission of the Aeneid began to bring Aeneas more into Roman culture where he would become a more popular figure which incentivised moral justness and linked Augustus to his mythological heritage to Venus, and not to ignore him as the son to the newly deified Julius Caesar.
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