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			Preface

			Teaching Dido is designed as a companion volume to the OBP commentary on Aeneid 4.1 The first part consists of the student-focused interpretative essays that were tucked in at the end of the 2012 outing on the first 300 lines of the book.2 They are here re-issued in revised, abridged, or expanded form (as appropriate), together with an additional piece entitled ‘Transvaluating pietās’, designed to offer students and teachers some critical purchase on a quality often simply taken as a ‘Roman given’. I have tried to maintain a reasonably light touch, with a minimum of scholarly scaffolding. The second part (‘Critical Approaches’) features research articles by colleagues that I have found particularly insightful and rewarding to think with while working on the commentary (here re-printed in chronological sequence), alongside two chapters (co-)written by myself. These last two pieces set out some of the broader arguments about Virgil, Dido, and the Aeneid that the commentary presents in necessarily more fragmented fashion. They are here included to enable students to follow up on cross-references in the commentary and the interpretative essays with minimal fuss and without running into access issues (if at the price of a certain amount of repetition).

			The material assembled here combines a tight focus on Dido herself (in her Virgilian, pre-Virgilian, and, to some extent, also post-Virgilian incarnations) and broader frames of reference, concerning both the Aeneid and the historical context. Essay 1, ‘Content and Form’, takes a look at the craftsmanship that informs Virgil’s literary world-making through a close analysis of his description of the cave of the winds, which sets up the programmatic tension between cosmos and chaos, one of the key organising principles at work in his epic universe, and serves as prelude to the storm that blows Aeneas Dido’s way. Essay 2, ‘Historiographical Dido’, explores the pre-Virgilian versions of the Dido story, within the wider dynamics of canon formation that centre some texts and de-centre others. In the case of Dido, this has resulted in a ‘split tradition’, with Virgil’s myth-making marginalising but not entirely overwriting an earlier account of Dido in which she does not meet Aeneas. Essay 3, ‘Allusion’, surveys the Greek and Latin predecessors Virgil makes part of the literary and thematic economy of his epic before illustrating, by way of a DIY exercise, how the information collected in commentaries (often in a rather cryptic way) can serve as starting point for adventures in Echo-land (not least when it comes to Dido). Essay 4, ‘Religion’, sets out the many ways in which Aeneid 4 brings supernatural aspects into play, with reference to diverse spheres of religious thought and practice, before attempting to identify how the various elements (disparate, indeed conflicting at first sight) might cohere, not least when read against recent historical experiences (civil war) and the emerging Augustan principate. It includes an assessment of the ‘religious agency’ of various characters in Aeneid 4, above all Dido, who emerges as unique. Essay 5, ‘Transvaluating Pietās’, investigates the republican background of this key Roman quality, which Aeneas ‘regains’ the moment he decides to break up with Dido and leave Carthage (which, in her eyes, renders him the exact opposite, impius), and Virgil’s innovative deployment of this concept in the Aeneid as a whole.

			In many ways the essays draw on, and are hence also meant, as introductions to the pieces of scholarship collected under Section 2 on ‘Critical Approaches’. These have a deliberately broad remit meant to enable students and their teachers to situate Dido, the Aeneid (especially Book 4), Virgil himself and imperial Rome within wider contextual parameters. Chapter 6, ‘Aeneas as Hospes in Vergil, Aeneid 1 and 4’ by Roy Gibson, offers a comprehensive reading of the first third of the Aeneid through the lens of guest-friendship and its associated values, also in comparison and contrast to Homer’s handling of this key theme and institution. It traces Dido’s changing views of Aeneas’ status, from guest-friend (hospes) to imaginary husband (coniūnx) back to guest-friend and, finally, enemy (hostis), and raises the more general question of what normative benchmarks to employ in assessing the agency and moral choices of Virgil’s characters (as well as those of the poet in imagining them the way he did). Chapter 7, ‘Furthest Voices in Virgil’s Dido’ by Alessandro Schiesaro, takes the deepest possible dive into the intertextual multiverse, illustrating at an unrivalled degree of nuance and sophistication how an allusively attuned reading of Virgil’s text may enrich Dido’s psychological complexity. Chapter 8, ‘Translating Empire from Carthage to Rome’ by Josephine Crawley Quinn, offers a novel analysis of the wider geopolitical context for Virgil’s imaginary Carthage (and his aetiology of the mortal enmity between Carthage and Rome): she advances the argument that the Romans of the republic were eager students of Carthaginian imperialism, before eventually displacing their forerunners on the world-historical stage. And Chapter 9, ‘Rac(ializ)ing Dido’ by Elena Giusti, offers a cutting-edge exploration of discourses of race and ethnicity at work in the Aeneid (and beyond), with particular attention to the African setting and in intimate dialogue with contemporary theory. As mentioned, the final two chapters are included primarily to enable users of the commentary without easy access to library resources to follow up arguments presented therein. The emphasis here falls on Virgil’s authorial self-fashioning, his interaction with the novel realities of the Augustan principate, Roman identity formation, the myth of Troy in the Roman imaginary, and (Dido’s place within) the Aeneid’s philosophy of history.
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			Interpretative Essays

		

		
		

			Essay 1: Content and Form1

			©2026 Ingo Gildenhard, CC BY-NC-ND 4.0 https://doi.org/10.11647/OBP.0540.01

			Virgil’s genius manifests itself not least (some would argue above all) in how he uses metre and other formal devices to express his subject matter. Unlike other aspects of his poetry, the appreciation of his verbal artistry requires comparatively little prior knowledge. All it takes is a good look at how design reinforces theme. Just Do It (as Nike would put it): there is a lot to be noticed and enjoyed. It is, moreover, the dimension of Virgil’s poetry most likely lost in translation and hence an excellent reason for engaging with the Latin original.2 To illustrate the returns that attention to the formal aspects of Virgil’s poetry (metre, verse design, lexical choices, syntax) can yield for the understanding of the literary universe he created in the Aeneid, this essay looks at a passage from Book 1, which offers a programmatic treatment of the themes of cosmic order (and chaos). The exercise is meant to illustrate what a close reading of Virgil’s poetry can unearth and to serve as encouragement to subject Aeneid 4 to similar scrutiny (or, if you will, interpretative overkill). The passage prepares for the ‘ill-wind’ that blows Aeneas into Dido’s path and thus sets the stage for the tragedies to follow.

			
			Aeneid 1.52–59: The Cave of the Winds

			The first scene of actual narrative in the Aeneid, which kicks in after the extensive proem (Aen. 1.1–33), features Aeneas and his men setting out from Sicily for the Italian mainland. The sight of Aeneas about to reach his final destination mightily displeases Juno. Seeing her divinity under threat by her adversary’s impending triumph, she decides to interfere. Determined to sink Aeneas’ fleet, she pays a visit to Aeolia, where the wind-god Aeolus resides, ruling the storms, which are imprisoned in a cave. Virgil’s description of the ‘Cave of the Winds’ includes the following line (Aen. 1.53):

			
				
					
					
				
				
					
							
							luctantīs uentōs tempestātēsque sonōrās

						
							
							1– – | 2– – | 3– – | 4– – | 5– u u | 6– –

						
					

				
			

			[The struggling winds and the noisy storms]

			Here is Austin’s comment on the verse:3

			A fine line, showing metrically and linguistically the noise and straining of the imprisoned winds:

			– the massive spondees (the maximum number possible),

			– the struggle of ictus and word-accent,4

			– the huge stretch of tempestātēsque from the third to the fifth foot,

			– the highly charged epithet sonōrās ending the line

			all combine to form a memorable sound-picture.

			This is a nice trawl of observations. But the first principle of reading Virgil holds that there is always more to see. It would not be difficult to add further points:

			(a) The first word of the line, luctantīs ‘struggling’, contains a hint of enactment within itself, insofar as it illustrates the ‘struggle between ictus and word-accent’ spotted by Austin.

			(b) The line is chiastic in design: attribute (luctantīs) noun (uentōs) noun (tempestātēs) attribute (sonōrās).

			(c) The opening phrase luctantīs uentōs contains all five vowels of the alphabet in topsy-turvy sequence: u, a, i, e, o. This enacts on the level of the individual letter the idea of the winds as forces of chaos – a point that acquires further depth if we recall the reminiscences of Lucretius that Virgil has built into this passage.5 According to Lucretius’ Epicurean physics, the universe consists of elementary particles (atoms) and void; his poem Dē Rērum Nātūrā correlates the construction of the world out of atoms and the construction of poetry out of letters on a grand scale.

			But this is by no means the end of the matter. The full picture only comes into view once we consider the line as part of the larger block of verses to which it belongs. Here is Virgil’s description of the Cave of the Winds in its entirety – and how it scans (1.52–9):

			
				
					
					
				
				
					
							
							52[Aeoliam uenit.] hīc uāstō rēx Aeolus antrō

						
							
							1– uu | 2– uu | C 3– – | 4– – | 5– uu | 6– –

						
					

					
							
							53luctantīs uentōs tempestātēsque sonōrās

						
							
							1– – | 2– – | 3– c – | 4– – | 5– uu | 6– –

						
					

					
							
							54imperiō premit ac uinclīs et carcere frēnat.

						
							
							1– uu | 2– uu | 3– – | 4– – | 5– uu | 6– u

						
					

					
							
							55illī indignantēs magnō cum murmure montis

						
							
							1– – | 2– – | 3– c – | 4– – | 5– uu | 6– u

						
					

					
							
							56circum claustra fremunt; celsā sedet Aeolus arce

						
							
							1– – | 2– uu | 3– C – | 4– uu | 5– uu | 6– u 

						
					

					
							
							57scēptra tenēns mollitque animōs et temperat īrās.

						
							
							1– uu | 2– c – | 3– uu | 4– c – | 5– uu | 6– –

						
					

					
							
							58nī faciat, maria ac terrās caelumque profundum

						
							
							1– uu | 2– c uu | 3– – | 4– – | 5– uu | 6– u

						
					

					
							
							59quippe ferant rapidī sēcum uerrantque per aurās.

						
							
							1– uu | 2– uu | 3– – | 4– – | 5– uu | 6– –

						
					

				
			

			Key to scanning symbols:

			– = Syllable scanning long

			u = Syllable scanning short

			| = Demarcating the six feet of the hexameter

			c = Weak break in sense, whether caesura (in the middle of a foot) or diaeresis (at the end of a foot)

			C = Strong break in sense, whether caesura (in the middle of a foot) or diaeresis (at the end of a foot)

			Translation:

			She [sc. Juno] came to Aeolia. Here in a vast cavern, king Aeolus keeps under his command the struggling winds and the roaring storms and reins them in with fetters and prison. They, in their anger, with mighty moans of the mountain, bluster around their enclosure. Aeolus sits in his high citadel, holding his sceptre, soothing their passions and tempering their rage. If he did not, they would surely carry off in utmost speed the seas and lands and the high heaven and carry them through the air.

			
			Virgil’s description of the cave of the wind begins after the strong diaeresis at the end of the second foot in line 52: there is a marked break between Aeoliam uenit and the subsequent excursus of interest to us here, which begins with 52hīc and ends with 59aurās. The first thing to note is that the eight lines that partake in the description fall into four pairs of corresponding verses:

			
					the second half of 52 (hīc uāstō rēx Aeolus antrō) correlates with the second half of 56 (celsā sedet Aeolus arce)

					53 correlates with 55

					54 correlates with 57

					58 correlates with 59

			

			This leaves only the first half of 56 (circum claustra fremunt) without a counterpart. (There is a good reason for this exception: see below.) Let’s take a look at each of the pairs in turn:

			(a) 52b and 56b:

			The correlation between the second half of 52 (... uāstō rēx Aeolus antrō) and the second half of 56 (... celsā sedet Aeolus arce) involves both content and metrical design. In each line, Aeolus occupies the fifth foot of the verse. Both times he is framed by an ablative phrase, with the attribute bridging the third and fourth foot (uāstō, celsā) and modifying a bi-syllabic noun in the sixth foot (antrō, arce) – a correspondence enhanced by the a-alliteration and what could be called ‘topographical antithesis’: antrō and arce are polar opposites, housing, as they do, the contrary forces of chaos (the winds in their vast cave) and cosmos (Aeolus on his high citadel). The two attributes, with their focus on horizontal expansion (uāstus) and vertical height (celsus) reinforce the contrast and generate a sense of totality: the cave of the winds represents the world. It is what the French call a mise en abîme, the inclusion of a replica of an image within itself, a common practice in heraldry and poetry.6 Here Virgil uses the cave of the winds as a microcosmic stand-in for the macro-cosmos.

			
			(b) 53 and 55:

			53luctantīs uentōs tempestātēsque sonōrās

			55illī indignantēs magnō cum murmure montis

			Both lines scan the same, with a weak caesura in the third foot (the technical term is ‘penthemimeres’): – – | – – | – c – | – – | – uu | – x.7 This is again thematically apt. Both lines are about the same subject matter: the winds that strain in the cave, struggling to break free. 55 is in many ways an elaboration on 53: indignantēs picks up luctantīs. Both are present participles of deponent verbs, but luctantīs describes the physical effort of the winds, whereas indignantēs refers to their mindset. Virgil thereby supplies first an objective, then a subjective perspective on these natural forces, increasing the sense of personification and providing a reason for why they struggle: indīgnantur ergō luctantur. Just as luctantīs, indignantēs features a clash between ictus and word accent (the ictus falling on -dīg- and -tēs, the accent on -nan-); and in stretching across three feet (first, second, beginning of third), an effect enhanced by elision with illī, the four-syllable word recalls a similar verbal monstrosity in 53 (tempestātēsque). Likewise, sonōrās finds further articulation in magnō cum murmure montis: both the attribute and the ablative phrase refer to the clamour caused by the winds. In all, then, 55 is a magnificent continuation of the sound-picture initiated in 53, especially in the combination of m-alliteration with assonance (ma-, -um, mur-, -mur-, mon-).8

			(c) 54 and 57:

			
				
					
					
				
				
					
							
							54imperiō premit ac uinclīs et carcere frēnat

						
							
							– uu | – uu | – – | – – | – uu | – u

						
					

					
							
							57scēptra tenēns mollitque animōs et temperat īrās

						
							
							– uu | – c – | – uu | – c – | – uu | – –

						
					

				
			

			While the lines do not scan the same, they are still very much alike from a metrical point of view. The only differences are: 54 is spondaic in the third foot, whereas 57 is spondaic in the second foot; and 57 has two weak caesuras: in the second foot (after scēptra tenēns) and the fourth foot (after animōs).9 The fourth and fifth foot scan identically, and both lines, in their mixture of dactylic and spondaic feet (3:2, not counting the final one) contrast sharply with the pair of 53 and 55 where the correlation is distinctly different: one dactylic foot (the fifth) to four spondaic ones. This contrast in metrical design has a thematic correspondence: the spondaic pair 53 and 55 is all about the winds, building up anger and energy as they strain against their prison (hence spondees are fitting, conveying a sense of the angry straining); 54 and 57 are all about Aeolus, as he controls and calms down the winds (hence dactyls suit, conveying a sense of the resolution of the penned-up energy and anger).

			A sense of resolution also operates in 54 and 57 on the levels of syntax and sound. The defining feature is parallelism, combined with cross-verse chiasmus: in 54, we get two syntactical units in which a phrase in the instrumental ablative (imperiō; uinclīs et carcere) is followed by the verb (premit; frēnat); in 57, we get two syntactical units in which the verb (mollit; temperat) is followed by the accusative object (animōs; īrās). (This leaves out scēptra tenēns, to which I shall return shortly: it is the cherry of the line.) In all, the parallel design within lines 54 and 57 and the chiastic arrangement across underscores the activity of Aeolus, which consists in defusing the violent uproar of the storms. The vowel patterns in mollitque animōs et temperat īrās (= o - i - a - i - ō and e - e - a, - ī - ā) enhance the effect in their symmetry and similarity, and so does the assonance in mol-, -mōs and -rat, -rās. The two lines feature complementary approaches: 54 is all about physical force and the application of violent means of restraint (premere, frenāre; uincla, carcer); 57 is all about affecting the mind-set of the storms, soothing their passion and adjusting their outlook (mollīre, temperāre). This pair of verses thus features a shift in emphasis that corresponds to the shift from an objective (53luctantīs) to a subjective (55indignantēs) perspective on the winds.

			More generally, line 53 finds resolution in 54 and 55 in 57: the chiastic-spondaic straining of 53luctantīs uentōs tempestātēsque sonōrās yields to parallel constructions and the dactylic release of 54imperiō premit ac uinclīs et carcere frēnat (= two units in which an instrumental ablative is followed by a verb); and the spondaic straining of 55illī indignantēs magnō cum murmure montis yields to the dactylic release of 57scēptra tenēns mollitque animōs et temperat īrās (= two units in which a verb is followed by its accusative object). Moreover, the grammatical gender of the two nouns in 53, uentōs (masculine) and tempestātēs (feminine), mirrors that of the nouns in 57, animōs (m.) and īrās (f.). Significantly, however, the presence of the winds diminishes over the course of those five lines. In 53, the winds and storms are mentioned explicitly and come with modifying attributes (luctantīs, sonōrās); in 55, they are referred to with the demonstrative pronoun illī; and in 57 we only get a partial perspective of their mindset (animōs) and their emotional state (īrās), each without a modifier: the storms seem to lose their ferocity together with their attributes.

			So far, we have left the opening of 57 (scēptra tenēns) out of consideration. To see what it is doing we need to get the entire sentence into view, beginning in the second half of 56:

			56... celsā sedet Aeolus arce

			57scēptra tenēns mollitque animōs et temperat īrās.

			The sentence consists of a tricolon: sedet, mollit (the -que after mollit links sedet and mollit), temperat. The initial colon, from celsā to tenēns, stands apart in sense and syntax from the second and third (which are by and large identical in design). Yet overall, it has the same arrangement of verb followed by noun (or here nouns: the subject Aeolus and the ablative of place arce) as mollit ... animōs et temperat īrās. But it also features the participle phrase scēptra tenēns, which inverts this pattern: here we get the noun (the acc. obj. scēptra) first and the verb second (the present participle tenēns). In terms of syntactic order, scēptra tenēns is thus set apart from the rest of the sentence, an effect enhanced by the metre: scēptra tenēns forms a metrical unit all its own, a so-called choriambus (– u u –). Significantly, the line that 57 corresponds to (= 54) starts with the word imperiō, which also scans as a choriambus: im- is long by position, -per- and -i- are short, and the final -ō is again long. By metrical design Virgil thus suggests an affinity between imperiō and scēptra tenēns. This is borne out on the thematic level: the word imperiō (an ablative of means or instrument: ‘by his power of command’) and the phrase scēptra tenēns (‘holding the sceptre’, as the symbol of his power of command) are virtual synonyms of one another.

			Virtual, but not precise synonyms: for imperium is just as quintessentially Roman as scēptra is quintessentially Greek. Imperium, from which the English ‘empire’ derives, initially signified the right and power of the Roman magistrate to issue orders and to enforce obedience (during the late republic and early principate it then acquired the geographical meaning of empire, i.e. the region over which Rome exercised the right and power of command). The imperium wielded by the high magistrate of the rēs pūblica in the field epitomizes the Roman politics of power. The term notably recurs in the famous ‘mission statement’ in Aeneid 6.851–3 (Anchises speaking to his son, but here addressing his son’s ‘race’, the Romans, in their entirety):

			tū regere imperiō populōs, Rōmāne, mementō

			(hae tibi erunt artēs), pācīque impōnere mōrem,

			parcere subiectīs et dēbellāre superbōs.

			[you, Roman, be mindful to rule the peoples with the power to command (these shall be your arts), to impose traditional order upon peace, to spare the vanquished, and to war down the proud.]

			In contrast, scēptra is a loanword in Latin, deriving from the Greek σκῆπτρον/scēptron. Virgil seems to have been the first Latin poet to use it. The most famous sceptre in Greek literature is that of Agamemnon in the Iliad, which can boast of an illustrious pedigree provided by Homer himself when he mentions the sceptre for the first time: Hephaestus wrought the sceptre for Zeus, Zeus passed it on to Hermes (Mercurius in Latin), Hermes to Pelops, Pelops to Atreus, Atreus to Thyestes, and Thyestes to Agamemnon (Iliad 2.100–9). It is surely the sceptre of Zeus that Virgil wishes to evoke, especially since Aeolus was put in charge of the winds by Jupiter (1.60–3, cited below).10 In all, then, Virgil associates Aeolus with the exercise of power in a cosmic system, drawing on both Greek and Roman concepts, symbols, and traditions of rule. This ‘cultural hybridity’, consisting in the juxtaposition and conflation of ‘the Greek’ and ‘the Roman’ (reifications that implicitly exclude other cultural configurations that Greeks and Romans would dismiss as ‘barbarian’) is typical of the Aeneid as a whole, a Roman variant of, and supercessionary response to, Homeric epic.

			(d) 58 and 59:

			
				
					
					
				
				
					
							
							58nī faciat, maria ac terrās caelumque profundum

						
							
							– uu | – c uu | – – | – – | – uu | – u

						
					

					
							
							59quippe ferant rapidī sēcum uerrantque per aurās.
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			With the three previous pairings (52 ~ 56; 53 ~ 55; 54 ~ 57) at least one line from another pair intervened. The final pair discontinues this practice, in the interest of closure. There are two further changes: a switch from indicative to subjunctive; and the first instance of hypotaxis in the passage, the conditional sequence introduced by nī. Aeolus’ presence in these two concluding verses is reduced to the opening two words nī faciat. But the protasis exercises control over the magnificent apodosis that follows. Metre again enhances theme: nī faciat scans as a choriambus, and thus recalls 54imperiō and 57scēptra tenēns: it refers to the exercise of the power Aeolus wields, which finds (symbolic) articulation in his imperium and his holding of the sceptre. After the caesura (a trithemimeres) it is all over to the winds who are counterfactually imagined to sweep chaotically through the cosmos the way they sweep through 58 and 59: without break.

			After this detailed analysis of the four line-pairings, we can now put the entire passage back together and see how the individual components work as a whole. The prevailing theme is the uneasy relation between Aeolus, the ruler of the winds, and the winds, his unruly subjects. Here are the verses again, with those parts highlighted in bold that concern Aeolus and those in italics that concern the winds:

			
				
					
					
				
				
					
							
							
					

				
				
					
							
							hīc uāstō rēx Aeolus antrō
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							luctantīs uentōs tempestātēsque sonōrās
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							imperiō premit ac uinclīs et carcere frēnat.
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							illī indignantēs magnō cum murmure montis
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							circum claustra fremunt; celsā sedet Aeolus arce
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							scēptra tenēns mollitque animōs et temperat īrās.
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							nī faciat, maria ac terrās caelumque profundum
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							quippe ferant rapidī sēcum uerrantque per aurās.
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							sed pater omnipotens...
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			In quantitative terms, the distribution of verse-time given to Aeolus and the winds is fairly balanced. 53 is entirely devoted to the winds, 54 entirely to Aeolus; one-and-a-half verses devoted to the winds follow (55–56a), followed by one-and-a-half verses devoted to showing Aeolus forcing the winds into submission (56b–57). The final two lines, however, are almost entirely given over to the winds – but they describe a counterfactual scenario. Overall, Aeolus does come out on top but is almost blown away. His presence in 52, which functions as keynote, ensures that Aeolus dominates both the beginning and the end of the first six lines dedicated to description, in a structural enactment of the relationship that applies between him and the winds: he sits on top and controls the end, whereas the winds are imprisoned in the middle. The overall architecture of this block of verses (and the metaphor from the sphere of the visual arts seems entirely appropriate here) thus reflects the fetters (uincla) and the cave (antrum) that function as prison (carcer) of the winds, giving special prominence to who is in charge.

			This structural enactment finds further amplification if we expand our analysis beyond purely quantitative considerations and bring quality into play. Even though the winds get almost as much verse-time as Aeolus, they are not his equals in terms of grammar and syntax. On the contrary: while Aeolus, when present, is present only in the subject position, the position of the winds alternates: objects initially (53), they become subjects in 55–56b but ultimately end up as objects again (57), before featuring as subjects in a counterfactual apodosis, which describes activities obviated by Aeolus, the subject of the protasis (58–9). The distribution of subject and object positions assumed by Aeolus and the winds looks as follows:

			52b: Aeolus (subject)

			53: The winds (direct object)

			54: Aeolus (subject)

			55: The winds (subject)

			56: The winds (subject) & Aeolus (subject)

			57: Aeolus (subject) & the winds (direct object)

			58: Aeolus (subject of nī-clause) & the winds (subject of main clause)

			59: The winds (continuing subject of main clause)

			Presented like this, the most interesting line is 56. Here, uniquely, both the winds and Aeolus feature as subjects of a main clause: Virgil stages a moment of struggle in which the winds and Aeolus clash head-on. Two formal features reinforce the confrontation: the first half of 56 (circum claustra fremunt) is the only portion of the entire passage not tied into a correlation: it stands out and apart, footloose and unfettered. Not coincidentally, this is precisely the place in the overall design where the winds assert themselves most forcefully in their quest for freedom. And right after fremunt, we get the only truly strong caesura in the entire passage: Virgil has inserted the most dramatic break at the metrical level at the most dramatic moment. ‘Will the winds break out?’ one is forced to ponder during the instant of suspense generated by the powerful penthemimeres, before one reads on and receives reassurance that Aeolus continues to succeed in holding the winds in check, suppressing the uproar, calming down the destructive emotions, and returning the winds from agents of their own to the status of (accusative) objects.

			Still, those one-and-a-half lines of syntactical empowerment that Virgil grants the winds (as well as the level of quantitative attention they receive, which is almost equal to that of Aeolus) are typical of the Aeneid and Virgil’s other poetry. He here offers a vignette of a pattern that shapes and recurs throughout the entire narrative, with a force of chaos challenging and threatening to overpower – always almost but never quite (fully) succeeding – a force of cosmos. Aeolus and the winds have counterparts in Jupiter and Juno, Aeneas and Dido, Aeneas and Turnus, Hercules and Cacus, or Apollo and the monstrous Egyptian divinities as well as Octavian and Cleopatra as depicted on the shield of Aeneas in Book 8. Virgil operates with a view of the world that has affinities with Manichean thought or the Chinese concept of yin and yang, though one should avoid oversimplification: the description of the cave of the winds precedes the successful bullying with bribery of Aeolus by Juno, who induces the wind-warden to unleash his charges from their prison to wreak havoc on Aeneas and his fleet.11

			Still, in the end, cosmos comes out on top (this time). But make no mistake: those winds are powerful, and their policing requires constant effort and vigilance. Again, Virgil’s syntax enacts both aspects. The power of the winds rattles the mountain, which manifests itself in the ambiguity of reference: the genitive montis at the end of 55 could go either with 55magnō cum murmure or 56circum claustra. It is perhaps best construed as belonging to both, a position of apo koinou that hints at the way the mountain groans and rattles under the impact of the straining winds enclosed therein. As for the effort: lines 52–7 contain one finite verb of which the winds are subject: 56fremunt. In contrast, Aeolus is the subject of five finite verbs: 54premit, 54frenat, 56sedet, 57mollit, 57temperat: keeping those winds in check takes some doing!12 And our final image, if in a hypothetical scenario, is of the winds returning the cosmos to chaos. Ultimately, what keeps them in check is not Aeolus, a minor divinity of the pantheon; it is Jupiter himself, the divine supremo to rule them all and bind them all. Appropriately, the subsequent four verses are dedicated to his overlordship (1.60–3):

			sed pater omnipotēns spēluncīs abdidit ātrīs,

			hoc metuēns, mōlemque et montīs insuper altōs

			imposuit rēgemque dedit, quī foedere certō

			et premere et laxās scīret dare iussus habēnās.

			[But the omnipotent father hid them in dark caves, fearful of this, and piled high mountains on top of them and established a king who, under fixed contract, knew how to tighten and let loose the reins at command.] 

			The Cave of the Winds thus emblematically encapsulates the poetic vision (and the poetics) that inform the Aeneid as a whole. In Virgil’s literary cosmos the forces of chaos constantly lurk under the surface and strive to assert themselves, frequently succeed in doing so, only to be forced into submission again in indignant defeat, whether at the cosmic level or in human affairs. In fact, right after the description of patriarchal order extending down from Jupiter to Aeolus Juno arrives and induces Aeolus to unleash the winds on Aeneas’ fleet, building upon prior favours granted and the promise of a beautiful and fertile bride (Fig. 1).

			The release of penned-up chaotic energy ignites the narrative, and Juno then ensures that the Aeneid keeps going until the (bitter) end. A striking lexical reminiscence links the cave of the winds to the showdown between Aeneas and Turnus in Book 12 and the very last lines of the epic. The portrayal of the winds as indignantēs prefigures the death of Turnus at 12.951–2:

			ast illī soluuntur frīgore membra

			uītaque cum gemitū fugit indignāta sub umbrās.

			
			The last line scans – uu | – uu | – uu | – – | – uu | – –, with the lone spondaic fourth foot (indig-, with the word continuing in the fifth with a third long syllable -nā-) enacting the momentary struggle of Turnus clinging to life before he breathes his last. But whereas in indignantēs the clash between ictus (-dig-, -tēs) and word-accent (-nan-) remains unresolved, the same is not the case with indignāta: the ictus on in- is out of line with the accent, but in the case of -nā- ictus and word-accent mercifully coincide. The energy of the epic is finally spent, even if, as Turnus would insist, very little is truly settled.
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			Fig. 1: Eneide, Suite de compositions dessinées au trait par Anne Louis Girodet-Trioson. Lithograph (1827). Juno asking Aeolus to unleash the winds, © The Trustees of the British Museum, CC BY-NC-SA 4.0, https://www.britishmuseum.org/collection/object/P_1888-0117-8-1-83. 

			Illustration of Aeneid 1.65–83 (Juno speaking): ‘Aeolus – for to you the father of gods and king of men has given power to calm and uplift the waves with the wind – a people hateful to me sails the Tyrrhenian Sea, carrying into Italy Ilium’s vanquished gods. Hurl fury into your winds, sink and overwhelm the ships, or drive the men asunder and scatter their bodies on the deep. Twice seven nymphs have I of wondrous beauty, of whom Deiopea, fairest of form, I will link to you in sure wedlock, making her yours for ever, that for such service of yours she may spend all her years with you, and make you father of fair offspring.’ Thus answered Aeolus: ‘Your task, O queen, is to search out your desire; my duty is to do your bidding. To your grace I owe all this my realm, to your grace my sceptre and Jove’s favour; you grant me a couch at the feasts of the gods and make me lord of clouds and storms.’ So he spoke and, turning his spear, smote the hollow mount on its side; when lo! the winds, as if in armed array, rush forth where passage is given, and blow in storm blasts across the world.’

			

			
				
						1	This chapter is a revised version of material originally published in Ingo Gildenhard (2012), Virgil, Aeneid 4.1–299: Latin Text, Study Questions, Commentary and Interpretive Essays, Cambridge: Open Book Publishers, https://doi.org/10.11647/OBP.0023


						2	Cf. Lateiner 1990: 237: ‘Inflected languages possess unique expressive resources that most modern languages rarely can duplicate. Languages with a relatively fixed word-order do not enjoy Latin’s syntactic flexibility. “Mimetic syntax” identifies another pleasure of Latin poetry, a technique that does not occur so often or effectively in Latin prose. While some patterns have parallels in Latin prose, many depend upon verse boundaries, caesura, enjambment, and other rhythmic features, or upon the ludic element so prominent in Augustan poets.’


						3	Austin 1971: 44, layout adjusted.


						4	In luctantīs, the ictus falls on luc- and -tīs, the word-accent on -tan-; in uentōs, the ictus falls on -tōs, the word accent on uen-; in tempestātēsque, the ictus falls on -pest- and -tēs-, the word-accent on -tāt-; in sonōrās ictus and word-accent coincide on -nōr-.


						5	Hardie 1986: 90–7.


						6	The oldest mise en abîme in the Greco-Roman tradition, as already noticed by a scholiast, is the representation of the Trojan war Helen stitches on a piece of cloth in Iliad 3 (125–8: ‘… she was weaving a great purple web of double fold on which she was embroidering many battles of the horse-taming Trojans and the bronze-clad Achaeans, which for her sake they had endured at the hands of Ares’).


						7	For scanning purposes, the quantity of the final syllable does not matter, hence the use of ‘x’. In 53 it is long, in 55 short.


						8	The alliterative patterning starts with illī indignantēs and continues in the following line (56) with circum claustra.


						9	One could posit a (very) weak diaeresis in 54 after premit.


						10	The Homeric-Odyssean counterpart of Virgil’s Aeolus, while also put in charge of the winds by Zeus, does not wield a sceptre at all: Odyssey 10.1–27.


						11	The classic study of Virgil’s cosmos is Hardie 1986. See also Quint 1993.


						12	The winds have the upper hand in terms of participles: luctantīs (53) and indignantēs (55) versus tenēns (58).


				

			
		

		
		

			Essay 2: Historiographical Dido1

			©2026 Ingo Gildenhard, CC BY-NC-ND 4.0 https://doi.org/10.11647/OBP.0540.02

			It is a sober truth: most of the literary production of Greek and Roman antiquity has vanished beyond recovery. Before the advent of printing and the possibility of mechanical reproduction or, more recently, the IT-revolution and the attendant explosion in storage capacity, the transmission of a Greek or Latin text depended on painstaking transcription by hand, letter by letter, word by word, copy by copy. The labour-intensity of this process entailed a high degree of discrimination: premodern cultures picked and chose those texts for copying and transmission they wished to preserve and cultivate for a particular purpose, consigning others, which they considered less important, to the margins. Copies of works that did not attract continuous (or renewed) attention mouldered away in libraries or private collections before eventually disappearing altogether. The remaining corpus of Greek and Roman texts is thus highly selective. And certain works that have survived in full occupy privileged places in our cultural memory, exercising a special power over our minds and imagination. They continue to dominate the conversation – often from a position of greater hegemony than they had initially since alternative voices that once challenged or even contradicted them have long since been silenced and forgotten. Such ‘canonical’ texts frequently determine which mythic variant or interpretation of a legendary figure enjoy privileged status within a cultural tradition even when the version they broadcast constituted, at the time of composition, a sharp departure from orthodoxy.

			The ‘correct’ version of a traditional story of course does not exist. Authors working with legendary tales had sufficient creative license to give their subject matter the spin and imprint that suited their purpose. Yet even though myth-historical material offers a fluid medium for the literary imagination at play, authors frequently endowed their literary works with a claim to (some kind of) truth. Virgil is no exception: the Aeneid presents itself as (a version of) history, articulated by means of the conventions of epic. The chosen genre meant, for instance, that Virgil could include anthropomorphic divinities among his cast of characters without raising the eyebrows of his audience: the Olympic gods are a conventional feature of epic story-telling, and for his early readers their appearance as such did not necessarily compromise the historical or referential value of other aspects of his narrative. But ancient commentators considered certain aspects of his literary world profoundly problematic precisely because the Aeneid operates under the pretence of presenting a historical account. The fourth-century commentator Servius, for instance, rebuked him for including episodes – such as the transformation of Aeneas’ ships into sea-nymphs at Aeneid 9.77–122 – that blatantly defy basic principles of empirical plausibility and are thus evidently bogus. Unlike anthropomorphic divinities, marvellous metamorphoses, at least according to some readers, violated epic decorum.

			Criticisms such as Servius’s drive home the point that the Aeneid was expected to conform to certain standards of empiricism and veracity. And in practice Virgil’s epic taught generations of Roman school children (something about) their history: a repository of facts and figures about the Roman past, idiosyncratically plotted, to be sure, but of (some) historical value.2 This, one could assume, holds especially true of the Dido episode. In Book 4, after all, Virgil offers a mythic aetiology (‘an explanation of the causes’) of indisputably historical events: Rome’s enmity with Carthage and the protracted struggle between the two cities over supremacy in the Western Mediterranean in the third and second century bce.3 This history of hostilities produced one of Rome’s most lethal foes: Hannibal. He is the avenger Dido conjures as part of her suicide curse at 4.607–29. The meeting between Dido and Aeneas thus prefigures and explains important events in Roman history and therefore, by implication, stakes a claim to historical truth. But if one sniffs around in the margins of the canonical mainstream, it is possible to discover an alternative tradition – a tradition, in fact, that claims that Virgil made this part of his epic all up, in defiance of the truth (or orthodoxy). This essay looks at some little-read authors (some of whom have only survived in fragments or digest-form), who preserve traces of this alternative tradition. Not all of them are easy to get hold of, and I have therefore cited the key texts or passages both in the original and in translation to facilitate further engagement with this fascinating if obscure material.4

			Let us begin with Macrobius, an intellectual snob from late antiquity, and author of the Sāturnālia, ‘an encyclopedic compilation quarried from mostly unnamed sources ... and cast as a dialogue that gathers together members of the Roman aristocracy prominent in the late fourth century, along with their learned entourage, to discuss matters ridiculous and sublime, and above all the poetry of Virgil.’5 Eustathius, one of the speakers in the dialogue, has the following to say about Virgil’s account of Dido (Sāturnālia 5.17.4–6):6

			... bene in rem suam uertit quidquid ubicumque inuēnit imitandum; adeō ut dē Argonauticōrum quārtō, quōrum scrīptor est Apollōnius, librum Aenēïdos suae quārtum tōtum paene fōrmāuerit, ad Dīdōnem uel Aenēān amātōriam incontinentiam Mēdēae circā Iāsonem trāsferendō. quod ita ēlegantius auctōre digessit, ut fābula lascīuientis Dīdōnis, quam falsam nōuit ūniuersitās, per tot tamen saecula speciem uēritātis obtineat et ita prō uērō per ōra omnium uolitet, ut pictōrēs fictōrēsque et quī figmentīs līciōrum contextās imitantur effigiēs, hāc māteriā uel maximē in effigiandīs simulācrīs tamquam ūnicō argūmentō decoris ūtantur, nec minus histriōnum perpetuīs et gestibus et cantibus celebrētur. tantum ualuit pulchritūdō nārrandī ut omnēs Phoenīssae castitātis cōnsciī, nec ignārī manum sibi iniēcisse rēgīnam, ne paterētur damnum pudōris, cōnīueant tamen fābulae, et intrā cōnscientiam uērī fidem prementēs mālint prō uērō celebrārī quod pectoribus hūmānīs dulcēdō fingentis īnfūdit.

			[... he nicely adapted to his own purposes whatever he found that was worth imitating, from any and every source, going so far as to virtually shape the whole of the Aeneid’s fourth book on the model of Book 4 of the Argonautica by Apollonius, assigning to Dido or Aeneas the unrestrained love that Medea bore for Jason. Our author treated that theme so subtly that the story of Dido lost in passion, which everyone knows is not true, has for so many generations now maintained the appearance of truth, and so flits about on the lips of men as though it were true, that painters and sculptors and the weavers of tapestries use this above all as their raw material in fashioning their images, as though it were the unique pattern of beauty, and it is no less constantly celebrated in the gestures and songs of actors. The story’s beauty has had such power that though everyone knows of the Phoenician queen’s chastity and is aware that she took her own life to avoid the loss of her honor, they nonetheless wink at the tale, keep their loyalty to the truth to themselves, and prefer to celebrate as true the sweetness that the artist instilled in human hearts.]

			This remarkable text voices pronounced anti-Virgilian sentiments: Macrobius’ character begins by blaming Virgil with a large-scale act of ‘plagiarism’: the poet, he claims, modelled his Dido episode on Apollonius Rhodius’ account of Jason and Medea in Argonautica 4. (The Greek poet lived in the first half of the third century bce.) This, to be sure, is standard fare in ancient literary criticism. According to Donatus’ Life of Virgil 46, detractors accused the poet already during his lifetime of thieving from Homer. (Virgil is said to have rebutted charges of literary theft by claiming that it is more difficult to steal the club of Hercules than a line from Homer.) But then Macrobius’ speaker ups the ante. In construing the encounter of Dido and Aeneas in analogy to that of Medea and Jason, Virgil, he submits, showed a brazen disregard for historical truth. What is more: everyone (he claims) knows that Virgil’s version does not correspond to the facts. It is a fraudulent fiction. Switching to a ‘reader-response’ perspective, Macrobius’ character proceeds to comment on the seductive allure that Virgil’s poetry exercises over the minds of those who get swept away by his narrative. The Aeneid (and Aeneid 4 in particular) is so sweet and compelling from a human-interest point of view that readers gladly connive in Virgil’s distortions of the truth. Against their better judgment and knowledge, they suspend their commitment to historical veracity, preferring instead to celebrate as true what is mere invention.

			Virgil, according to Macrobius, is thus little better than his figure of Fāma. In fact, the formulation that Virgil’s made-up story ‘flits about on the lips of men as though it were true’ (prō uērō per ōra omnium uolitet) recalls Virgil’s characterization of Fama. ‘Clinging to the false and wrong, yet heralding truth’ (4.188tam fictī prāuīque tenāx quam nūntia uērī), the foul goddess spreads her rumours everywhere upon the lips of men (4.195haec passim dea foeda uirum diffundit in ōra).7 Still, both for readers weaned on Virgil or for us who are fully aware of the great pliability of myth, the idiom of truth in the cited passage may well baffle. As Kaster remarks in a footnote of his Loeb edition, Macrobius here ‘speaks, a bit oddly, as though there were a “true” story of Dido independent of the poetic version.’8

			In fact, there arguably was – at least for some readers. A contemporary of Macrobius, the church father Jerome (347–420), gives us a hint of this alternative tradition, which preserved the ‘true’ story of Dido. In his treatise Against Iovinianus, he has the following to say about the foundress of Carthage (Adversus Iovinianum 1.43 = Patrologia Latīna 23. 310):

			Dīdō, soror Pygmaliōnis, multō aurī et argentī pondere congregātō, in Āfricam nāuigāuit, ibīque urbem Carthāginem condidit, et cum ab Jarbā rēge Libyae in conjugium peterētur, paulīsper distulit nūptiās, dōnec conderet cīuitātem. nec multō post exstrūctā in memoriam marītī quondam Sichaeī pyrā, māluit ārdēre quam nūbere. casta mulier Carthāginem condidit...

			
			[After Dido, sister of Pygmalion, had collected a great weight of gold and silver, she sailed to Africa and there founded the city of Carthage. When she was sought in marriage by Iarbas, king of Libya, she put off the wedding for a little while until she had founded her city. Not long after, having erected a pyre to the memory of her former husband Sychaeus, she preferred ‘to burn rather than to marry’. A chaste woman founded Carthage...]

			Many of the plot elements are familiar from Virgil. In both authors, Dido is the sister of Pygmalion and the former wife of the deceased Sychaeus, arrives in Africa on ships laden with riches (especially gold), founds the city of Carthage, is wooed by the local king Iarbas, and ends up committing suicide after erecting a pyre under false pretense. But Jerome’s version features a glaring absence. Where in the world is Aeneas in his story? How could Jerome pass over the Virgilian protagonist in complete silence? And doesn’t Dido’s erotic escapade with the Trojan prince fatally compromise her reputation as a ‘chaste woman’ (casta mulier)? Jerome, clearly, neither cares for the Aeneid nor seems to be worried about upsetting readers familiar with Virgil’s version of Dido. His heroine dies without having met Aeneas and with her reputation and sense of shame intact. Indeed, according to Jerome, Dido committed suicide not because she lost her pudor, in an act of wrathful vengeance, madness, and regret, but to preserve her chastity and remain loyal to her dead husband.9

			Jerome – he, that is, who carried his library of pagan classics with him on his pilgrimage to Jerusalem and suffered from nightmares in which he saw himself getting whipped by Christ for the inordinate pleasure he took in Cicero’s prose style (‘You are a Ciceronian, not a Christian’, the son of God rebukes him while administering the punishment, combining the whipping with a good tongue-lashing) – Jerome of course knew his Virgil inside out.10 The fact that he could conceive of Dido as a casta mulier, a model of chastity, in the teeth of Aeneid 4 is remarkable. It indicates that he considered an alternative variant of the Dido-story more plausible, more historical, more serious than the one we find in Virgil.

			Jerome’s rejection of Virgil’s figure of Dido in the Adversus-Iovinianum passage works by implication only. He just ignores Aeneid 4 as if it had never been written, much less enshrined in the Roman school curriculum, without any apparent need for argument or justification. The anonymous author of the following epigram from the so-called Appendix Planūdea is less reticent (= Anthologia Graeca 16.151):11

			Εἰς εἰκόνα Διδοῦς

			
				
					
					
				
				
				
					
							
							Ἀρχέτυπον Διδοῦς ἐρικυδέος, ὦ ξένε, λεύσσεις,

						
							
							1

						
					

					
							
							εἰκόνα θεσπεσίῳ κάλλεϊ λαμπομένην.

						
							
					

					
							
							τοίη καὶ γενόμην, ἀλλ’ οὐ νόον, οἷον ἀκούεις,

						
							
					

					
							
							ἔσχον, ἐπ’ εὐφήμοις δόξαν ἐνεγκαμένη.

						
							
					

					
							
							οὐδὲ γὰρ Αἰνείαν ποτ’ ἐσέδρακον, οὐδὲ χρόνοισι

						
							
							5

						
					

					
							
							Τροίης περθομένης ἤλυθον ἐς Λιβύην·

						
							
					

					
							
							ἀλλὰ βίας φεύγουσα Ἰαρβαίων ὑμεναίων

						
							
					

					
							
							πῆξα κατὰ κραδίης φάσγανον ἀμφίτομον.

						
							
					

					
							
							Πιερίδες, τί μοι αἰνὸν12 ἐφωπλίσσασθε Μάρωνα;

						
							
					

					
							
							οἷα καθ’ ἡμετέρης ψεύσατο σωφροσύνης.

						
							
							10

						
					

				
			

			[On a Painting of Dido: You look upon, stranger, the exact likeness of far-famed Dido, a portrait shining with divine beauty. Even so I was, but did not have the character of which you hear, having rather gained a good reputation for honourable deeds. Neither did I ever set eyes on Aeneas nor did I reach Libya at the time Troy was sacked. Rather, to escape a forced marriage to Iarbas I plunged the two-edged sword into my heart. Muses, why did you arm dread Virgil against me? How he has lied about my virtue!]

			The poem imagines a scenario in which a traveller comes by a visual representation of Dido (a statue or painting) that portrays her as she really was (that seems to be the meaning of the Greek Ἀρχέτυπον, from which the English word ‘archetype’ derives). The portrait then begins to address the viewer in Dido’s voice, claiming for her(self) an unblemished reputation, on the grounds that she committed suicide to avoid being wedded by force to her African suitor Iarbas. In essence, we here have the same variant that Jerome, too, endorsed. But in our epigram, Dido does not simply assert an alternative truth; she also aggressively defends herself against Virgilian slander. What we read in the Aeneid, she points out, is all wrong: on simple chronological grounds, she could never have met the Trojan hero. In lines that are reminiscent of Macrobius’ point that Virgil’s poetry is emotionally and aesthetically so compelling that readers are willing to take his inventions for the truth, the speaking portrait ends with blaming the Muses for aiding Virgil in his smear campaign. Virgil, in short, is a seductively persuasive liar!

			An anonymous author rendered a version of this Greek epigram into Latin. The translation was at some point ascribed to the poet Ausonius (c. 310–395) and transmitted as part of his oeuvre (hence pseudo-Ausonius, Epigrams 118):13

			
				
					
					
				
				
				
					
							
							ILLA ego sum Dīdō, uultū quem cōnspicis, hospes,

						
							
					

					
							
							assimilāta modīs pulcraque mīrificīs.

						
							
					

					
							
							tālis eram, sed nōn Maro quam mihi fīnxit erat mēns

						
							
					

					
							
							uīta nec incestīs laesa cupīdinibus.

						
							
					

					
							
							namque nec Aenēās uīdit mē Trōïus umquam

						
							
							5

						
					

					
							
							nec Libyam aduēnit classibus Īliacīs,

						
							
					

					
							
							sed furiās fugiēns atque arma procācis Hiarbae

						
							
					

					
							
							seruāuī, fateor, morte pudīcitiam,

						
							
					

					
							
							pectore trānsfīxō, castus quod perculit ēnsis,

						
							
					

					
							
							non furor aut laesō crūdus amōre dolor.

						
							
							10

						
					

					
							
							sīc cecidisse iuuat: uīxī sine uulnere fāmae,

						
							
					

					
							
							ulta uirum positīs moenibus oppetiī.

						
							
					

					
							
							inuida, cūr in mē stimulāstī, Mūsa, Marōnem.

						
							
					

					
							
							fingeret ut nostrae damna pudīcitiae?

						
							
					

					
							
							uōs magis historicīs, lēctōrēs, crēdite dē mē

						
							
							15

						
					

					
							
							quam quī fūrta deum concubitūsque canunt

						
							
					

					
							
							falsidicī uātēs, temerant quī carmine uērum

						
							
					

					
							
							hūmānīsque deōs assimilant uitiīs.

						
							
					

				
			

			[That one, which you look at, traveller, am I, Dido, reproduced in wonderful ways and beautiful. I was such a person, and did not possess the mind that Maro (= Virgil) invented for me nor was my life tarnished by illicit desires.14 For Trojan Aeneas never saw me nor reached Libya with his Trojan fleet, but fleeing the furies and the arms of pushy Iarbas, I preserved – I confess – my sense of shame through death, with my heart stabbed through, which a sword struck that was chaste, not madness or raw grief after my love suffered harm. Thus, it pleases to have fallen: I lived without any damage to my reputation, and having exacted revenge, after construction of the walls, met my death. Jealous Muse, why did you goad on Virgil against me so that he invented damages to my sense of shame? You, readers, believe rather the historians about me than the lying poets who sing of secret affairs and the sexual liaisons of the gods, who besmear the truth in their poems and assimilate the gods to human sins.]

			This Latin version closely follows the Greek original but concludes with a telling elaboration (put in italics): Dido pleads with us readers to believe the story that historians tell about her and not the one promulgated by ‘lying poets’. She uses a generic plural and includes a wholesale condemnation of the literary (and especially epic) tradition of anthropomorphic divinities but pointedly employs the term for poets that Virgil used of himself, uātēs. Indeed, the phrase falsidicī uātēs ‘lying poets’ is a bitter transmogrification of the Virgilian phrase fātidicī uātēs ‘poet-prophets speaking of historical destiny’ at Aeneid 8.340.

			Who, exactly, are the historians we are supposed to consult? A passage in an anonymous treatise that we are unable to date with precision entitled Dē Mulieribus (‘On Powerful Women’) contains a decisive piece of information:15

			
			Θειοσσώ. ταύτην φησὶ Τίμαιος κατὰ μὲν τὴν Φοινίκων γλώσσαν ᾽Ελίσσαν καλεῖσθαι, ἀδελφὴν δὲ εἶναι Πυγμαλίωνος τοῦ Τυρίων βασιλέως, ὑφ᾽ ἧς φησι τὴν Καρχηδόνα τὴν ἐν Λιβύηι κτισθῆναι· τοῦ γὰρ ἀνδρὸς αὐτῆς ὑπὸ τοῦ Πυγμαλίωνος ἀναιρεθέντος, ἐνθεμένη τὰ χρήματα εἰς σκάφας μετά τινων πολιτῶν ἔφευγε, καὶ πολλὰ κακοπαθήσασα τῆι Λιβύηι προσηνέχθη, καὶ ὑπὸ τῶν Λιβύων διὰ τὴν πολλὴν αὐτῆς πλάνην Δειδὼ προσηγορεύθη ἐπιχωρίως. κτίσασα δὲ τὴν προειρημένην πόλιν, τοῦ τῶν Λιβύων βασιλέως θέλοντος αὐτὴν γῆμαι, αὐτὴ μὲν ἀντέλεγεν, ὑπὸ δὲ τῶν πολιτῶν συναναγκαζομένη, σκηψαμένη τελετήν τινα πρὸς ἀνάλυσιν ὅρκων ἐπιτελέσειν, πυρὰν μεγίστην ἐγγὺς τοῦ οἴκου κατασκευάσασα καὶ ἅψασα, ἀπὸ τοῦ δώματος αὑτὴν εἰς τὴν πυρὰν ἔρριψεν.

			[Theiosso: Timaios says this was what Elissa was called in Phoenician – she being the sister of Pygmalion, king of Tyre. And he says that she founded Carthage in Libya. When her husband was killed by Pygmalion, she put her possessions on shipboard and fled with some of the citizens, coming to Libya after great hardship. Because of her extensive wanderings, she was called ‘Deido’ by the Libyans in their local language. Once she had founded the aforementioned city, the king of Libya desired her as wife, but she refused him. She was, however, pressured by her citizens. On a pretext of performing a ritual to free herself from her oaths (not to marry), she constructed a large pyre by her house; when it had been lighted, she threw herself from her abode onto the pyre.]

			With Timaios (or, in Latin spelling, Timaeus), we are leaving behind the world of late antiquity. The Greek historiographer lived from 356–260 bce, about 250 years before Virgil. And his account of the Dido story clearly stands behind, but in essential details differs radically from, the one we find in the Aeneid: in both authors Dido is also known as Elissa; in both authors, her original home was the city of Tyre in Phoenicia; in both authors, she is the sister of Pygmalion; in both authors, her brother Pygmalion killed her husband; in both authors, she collected possessions and assembled a group of citizens after the killing, fleeing her hometown and arriving as an exile in Libya; in both authors, she founded the city of Carthage; in both authors, a local king desired her to be his wife; in both authors, she refused to yield; in both authors, she decided to commit suicide; in both authors, she concealed her purpose behind fake-preparation for a magic ritual that involved construction of a pyre. But here the parallels end: in Timaeus, she commits suicide because she is determined to preserve her oath of chastity to her murdered husband; in Virgil, she commits suicide at least in part because she violates her oath of chastity to her murdered husband. Accordingly, in Timaeus the pretext for building the pyre consists in the apparent need to perform a ritual that would have freed her from the obligations of her oaths not ever to remarry, whereas in Virgil it is to rid herself of her fateful love for Aeneas. 

			One may legitimately wonder: what about Aeneas? Why doesn’t Timaeus mention him? For those steeped in the chronology of Greek myth that Timaeus presupposes the answer is straightforward: Dido and Aeneas could not have met since they lived about three centuries apart! The evidence for this salient detail comes from another obscure and difficult source, the Philippic History of the first-century bce historian Pompeius Trogus, a contemporary of Virgil’s, which has only survived in the form of extracts by Justin (who may have lived in the late second century ce) entitled Epitome of the Philippic History of Pompeius Trogus. At 18.4.1–6.8, Justin recounts the story of Dido, in the Timaean tradition, according to the following chronology (all dates are bce):16

			
				
					
					
				
				
					
							
							1195: 

						
							
							Founding of Tyre

						
					

					
							
							1194: 

						
							
							Fall of Troy

						
					

					
							
							c. 830: 

						
							
							King Mutto of Tyre dies, having appointed as his heirs his son Pygmalion and his daughter Elissa (a.k.a. Dido); Pygmalion becomes sole king and murders Elissa’s husband (their uncle) Acherbas (in Virgil his name is Sychaeus) because of his wealth

						
					

					
							
							c. 815:

						
							
							Elissa/ Dido flees Tyre with Acherbas’ riches and reaches Libya

						
					

					
							
							814:

						
							
							Founding of Carthage

						
					

					
							
							753:

						
							
							Founding of Rome

						
					

				
			

			
			According to this timeline, Aeneas had long since reached Italy before Dido ever set foot on African shores. For the two to meet, Virgil had to predate her arrival in Libya by roughly four centuries. Here we have the final piece of evidence needed to put Virgil in the dock for theft and slander – or to use a literary-critical, rather than legal idiom, co-option and correction, appropriation and adaptation. Virgil took over the basic plot of the Dido story from the Greek myth-historical tradition represented by Timaeus and adjusted orthodox chronology so he could engineer a love affair between Dido and Aeneas. This involved turning on its head the traditional reputation of the queen, who was renowned for her unconditional loyalty to her husband Sychaeus and remained committed to chastity till the bitter end.

			In so doing, he might have followed Naevius (c. 270–201 bce), who wrote a poem about Rome’s first war with Carthage, the Bellum Pūnicum, which perhaps included an encounter (without the love affair) between Dido and Aeneas.17 But even if a precedent existed, this variant did not become mainstream. Virgil’s contemporary Livy, writing the early books of his Roman history Ab Vrbe Conditā at the same time as Virgil composed the Aeneid, brings Aeneas to Italy without a sojourn in Carthage. And even after Virgil, historiographers of the Augustan age keep Dido out of their version of the Aeneas legend.18

			
			It is time to summarize the most important findings and to set the stage for further discussion:

			1. Besides Virgil’s account of Dido, another, older version of her story circulated in antiquity, which can be traced back to the Greek historiographer Timaeus who wrote in the third century bce.

			2. Virgil crafted his figure of Dido with the Timaean version in mind but altered chronology so that Dido could welcome Aeneas at Carthage and be forced to fall madly in love with him. The ensuing transmogrification of her traditional character is profound: instead of a queen who prefers to die rather than remarry, we get a woman on fire with love who throws oaths and caution to the wind in succumbing to desire.

			3. Virgil’s radical revision of the Dido-myth eventually came to eclipse the original variant, owing to the success enjoyed by the Aeneid from the day it was first put into circulation. But some readers in antiquity (and beyond: see below) have resisted the allure of Virgil’s poetry. And with a bit of sleuthing and rummaging in the debris of literary history, we are still able to recover

			
			
			
			Appendix:
Historiographical and Virgilian Dido in Early-Modern Times (and a textual crux)

			
			
			
			
			
			
			
			
				
					
					
				
				
				
					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
							
						
					

					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
							
						
					

					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
					

					
							
							
						
							
					

				
			

			
			
			
				
					
					
				
				
					
							
							
							
							
							
							
							
							
							
							
							
							
							
							
							
							
						
							
							
							
							
							
							
							
							
							
							
							
							
							
							
							
						
					

				
			

			
			Petrarch sought to distinguish two Didos: the real queen of Justinus’ epitome of Pompeius Trogus, who had lived around three hundred years after Aeneas, and who had killed herself for love of her husband; and the fictional one in Virgil, whose affair with Aeneas was poetic invention crafted for a moral purpose. This distinction, which had been established for him by Servius, and affirmed by Jerome, Augustine, Macrobius and others, enabled Petrarch to claim Dido as an emblem of marital fidelity, an assertion made most notably in the Triumphi, and in the unfinished epic Africa, perhaps with an eye to Dante’s characterization of Dido as one who ‘broke faith with the ashes of Sicheus’.

			
			
			
			
			
			
				
					[image: Large allegorical engraving of the Triumph of Fame, with a winged figure blowing a trumpet from a chariot drawn by lions. Famous women and men gather around the procession, with labelled figures and a Latin inscription below.]
				

			

			
			
			
			
			
				
					[image: Engraving of Dido standing in a columned palace loggia, holding a dagger behind her and reaching outward in anguish. Her classical drapery exposes one shoulder, and a Greek inscription appears on a hanging tablet nearby.]
				

			

			
			
			
				
					[image: Engraving of Dido by a tree and burning pyre, twisting away while holding a dagger and extending her other hand. A landscape with water, buildings, and a Greek inscription on a tablet frames the tragic scene.]
				

			

			
			
				
					
					
				
				
					
							
							
								
									[image: Engraving of Dido inside an architectural setting, leaning from a balcony with one arm extended and a dagger held behind her. Her drapery billows around her body, with a Greek inscription on a hanging tablet beside her.]
								

							

							
						
							
							
								
									[image: Engraving of Dido standing beside a tree and a funeral pyre, holding a dagger and turning away in grief. A tablet with Greek text leans against the tree, and the Latin caption below describes her decision to die.]
								

							

						
					

				
			

			
			
			
			
			
				
					[image: Book page from Promptuarium Iconum showing two circular portrait medallions labelled Sichaeus and Dido above Latin biographical text. The page is numbered 74 and printed in dense early modern type.]
				

			

			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
			
				
					[image: Marble relief of a nude classical female figure, possibly Dido, leaning against a draped architectural panel. Her raised arm crosses her chest as she looks to the side, with flowing hair, a pedestal, and faint Latin inscription below.]
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