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LINDSAY ZOCH

In 2016 we will again cover a new book of 
the Aeneid in the final semester of VCE Latin, 
Book 7 this time, following the successful 
introduction of Books 8 and 10 a few years 
ago. At first glance, Book 7 is a slightly odd 
choice, and it will certainly present us with a 
few challenges. Yet there is plenty in this book 
to anticipate with relish, both in its substance 
and in its style, and most of the challenges will 
be the sorts that we face every year with new 
groups of students. 

An outline of the book will give us a basis for 
discussion. It has three main parts: the arrival 
of the Trojans in Latium and the friendship 
with Latinus (1-285); the opposition of Amata 
and Turnus and the start of the war (286-
640); and the catalogue of Italian leaders who 
subsequently prosecute this war (641-817).1 
Most of our lines come from the middle part 
of the book, but we start with fifty or so from 
the first part which deserves close attention. 
As might be expected, it introduces most of 
the leading themes and characters of the book, 
and it sets up the conflict which dominates 
the second half of the poem, in particular the 
rivalry of Aeneas and Turnus. 

The main character in Book 7 is the goddess 
Juno,2 and she is prefigured by the witch, Circe, 
in the opening passage. Like Juno, Circe is a 
fierce goddess (dea saeva, 19), and like Juno she 
is associated specifically with anger, madness 
and violence. She turns men into wild beasts 
(ferae, 20), as Juno will effectively do in her 
own way later on. The Trojans are in no danger 
at this point; they can hear Circe’s victims 
roaring and howling in the distance, but they 
sail safely past with the assistance of Neptune. 
Nevertheless, this opening scene strikes the 
first dark note in what turns out to be a very 

1  These divisions and headings are adapted from Quinn 
(1968) who provides a useful overview on page 175.

2  For a summary of Juno’s role in the poem, see Gransden 
(2004), 83-87.

dark book, and the familiar contrast between 
pietas and furor is clearly drawn at the outset. 
Aeneas receives his characteristic epithet in 
line 5, and the piety of the group is given as 
the reason for Neptune’s intervention in line 
21. The god provides a favourable wind and 
keeps the ships from the shoreline, ‘in case the 
devout Trojans should suffer such monstrous 
changes’ (ne monstra pii paterentur talia Troes).  

There follows a fine description of the Trojans 
entering the river Tiber at dawn, and the tone 
is as bright as anywhere in the poem for the 
next few pages (with the odd dark smudge 
here and there). They have made it finally, 
come at last to their promised land, after so 
many trials and wrong turnings and false 
starts, the land in fact that was promised to 
Aeneas by his dead wife way back at Troy, at 
the start of his journey (2.780-84). Creusa told 
Aeneas that after a long exile he would come 
to a land where the river Tiber flows gently 
through rich fields; and she also predicted that 
he would find happiness and a kingdom and 
a royal wife in this land (res laetae regnumque 
et regia coniunx). He has found the happiness 
(laetus, 36), or so he believes, as he sails into 
the mouth of the river and we soon hear more 
about the kingdom and the royal wife. 

After a short pause in which the Muse of 
Love is invoked (for reasons that will become 
obvious), the poet introduces the local king, 
Latinus, along with his wife and daughter (45-
106). The daughter, we hear, Lavinia, is more 
or less betrothed to Turnus, the most eligible 
of her suitors, and the match is favoured by 
the queen, but not by the king who has been 
warned by the gods to choose a foreigner.3 
The stage is set for discord both inside and 
outside the royal house, though the danger 

3  We hear nothing from Lavinia in Book 7 or anywhere 
else in the poem, and she rarely appears; for her side of 
the story, try Lavinia, the 2008 novel by Ursula Le Guin 
(London, Orion Books). She is mentioned a few times but 
never really even described: she has long hair (7.73) and 
she famously blushes in the presence of Turnus and her 
parents at 12.64-69.
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is only hinted at in this passage because the 
characters are lightly drawn. There is nothing 
to tell us what Turnus is like at this point, only 
a suggestion that the queen might prove to be 
an awkward customer, since she desires the 
union with Turnus very strongly: she wants it 
‘with a wondrous desire’ (miro...amore, 57). R.D. 
Williams makes something of this phrase, 
inferring that Amata is a passionate, vehement 
and reckless queen, and that the poet is 
preparing us here ‘for her easy victimisation 
by [ Juno] later in the book.’4  

This brings us to the first of our prescribed 
passages, lines 107-159. Here we see Aeneas 
again, and in fact for the last time in the book. 
He is characterised indirectly later on, as Chris 
Mackie has noted, but he never reappears in 
person, and his role in the book as a whole is 
minor, or comparatively so.5 This makes Book 
7 unique in our teaching experience, and only 
in Book 9 do we ever see less of the Trojan 
leader. Nevertheless, or perhaps for this reason, 
he is very strongly characterised at this point, 
and as at the start his pietas is stressed. This 
is done in two stages. First he shows devotion 
to his father and to the gods when a remark 
of his son persuades him that he really has 
landed in the right place to establish his new 
city (116-147). Then, on the next day, having 
sent a delegation to King Latinus, he actually 
founds his city, ‘marking out the line of his 
walls with a shallow ditch’ (humili designat 
moenia fossa, 157). The event is treated briefly, 
but it is hugely significant in the context of the 
poem. As Austin remarks, the lack of a city is 
felt right through the first half of the poem, and 
here is Aeneas building that city, or starting 
to do so, raising the walls foreseen by Jupiter 
in Book 1, and by Hector in Book 2, and by 
the Trojan Penates and the prophet Helenus in 
Book 3. The city will look like a military camp 
initially (159), but a start has been made, and 
this camp will be the capital of the new Trojan 
kingdom in due course.

4  Williams (1973), 172.

5  Mackie (1988), 146. 

Aeneas is also characterised in this passage 
as a man of peace, and this is another major 
theme in the first part of Book 7. It arises 
initially in connection with Latinus, who is said 
to have ruled peacefully for a long time (46), 
and it reappears in connection with Aeneas 
in lines 152-55. He sends his envoys to the 
king to ask for peace for his Trojans (pacemque 
exposcere Teucris), and they march off as keen as 
mustard, a hundred of them, with gifts in their 
hands and ‘all covered with boughs of Pallas’, 
i.e. with boughs of olive (ramis velatos Palladis 
omnis). Again, this is a very short passage but 
a telling one. It tells us that Aeneas does not 
want the war we know is coming, and, further, 
that he is prepared to take active steps to try 
to prevent it. He is a warrior, to be sure, and 
indeed a very capable one, and he will fight 
vigorously and even viciously when he has to, 
or when he is provoked, as we see in Book 10. 
But his military prowess is not his main claim 
to fame, something he now understands, and 
he fights unwillingly in Italy in general; he 
would rather just settle down quietly on his 
new patch and interact in a friendly fashion 
with his new neighbours.6

The idea of peace remains prominent in the 
next scene, which takes place at the palace 
of Latinus (160-285). After an elaborate 
description of the palace, there is a parley 
between Latinus and the Trojan Ilioneus, 
during which the former not only offers to 
make an alliance with the Trojans, but also 
to marry his daughter to the Trojan leader, 
convinced that this man must be the foreign 
bridegroom demanded by the fates (268-
73). Of great interest here is the idea that the 
Trojans are not complete foreigners, but in fact 
– in some cases at least - men of Italian descent, 
being the descendants of Dardanus, the first 
Trojan king.7 Both Latinus and Ilioneus refer 
to the fact that Dardanus was born in Italy, 
and the latter cites this as the reason for their 

6  Aeneas’ preference for peace can be seen at a number of 
points later in the text, e.g. 8.29 and 11.110-11.

7  See West (2003), 296-7, for useful family trees.
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coming to Latium. They could have gone 
elsewhere, he suggests, but they have come 
here, or been driven here by the gods, and 
by Apollo in particular, because this was the 
first home of Dardanus (hinc Dardanus ortus, 
/ huc repetit, 240-1). The political implications 
are clear and important: the Trojans are not 
invading or raiding the place, like pirates, as 
their enemies will make out, but coming home 
to their native land in the manner of long lost 
relations. The theme recurs in Book 8, notably 
at the start when Aeneas is welcomed by the 
spirit of the river Tiber: ‘Hail,’ says the shaggy 
old river-god, ‘you who have brought the city 
of Troy back to us, you whom we have been 
waiting for in the land of the Laurentines and 
the Latin fields’ (Troianam...urbem / qui revehis 
nobis... / expectate solo Laurenti arvisque Latinis).8 

Meanwhile, Juno is less than amused as she 
watches the Trojans settling down in Italy, and 
she resolves to attack them in a different way. 
She knows that Aeneas is destined to found his 
kingdom and to marry Lavinia, but she can 
delay the process and make him pay dearly 
for his success (286-322). She calls up one of 
the Furies from the Underworld by the name 
of Allecto, and sends it down to Latium to 
disturb the peace. It does its job with ruthless 
efficiency. It first visits the queen, Amata, and 
then Turnus, rousing both of them to fury 
against the Trojan settlers; then it visits the 
Trojans themselves, setting in train a series of 
events which quickly lead to armed conflict 
with the locals, and the killing of some of these 
locals (323-539). At this point, Allecto is sent 
home ( Juno not wanting to push her luck); but 
when the casualties are brought into the city 
feelings run high against the foreigners, and 
there is a general demand for war. Latinus 
refuses to budge, but the goddess herself 
intervenes, war is declared, and the locals start 
preparing their weapons (540-640). 

Most of the lines in this middle section of the 
book are to be read in Latin this year, and 
teachers and students alike can look forward 

8  8.36-38.

to the task with pleasure: they represent, 
essentially, a sustained treatment of furor, the 
first of several in the second half of the poem, 
and they contain some of the most forceful 
passages in the whole work. Allecto is an 
astonishing creation, a vivid and terrifying 
personification of furor; we see what Virgil 
meant when he said that Amata was very keen 
to have Turnus for her son-in-law; and we meet 
Turnus himself for the first time, the most 
important character in the second half of the 
poem after Aeneas.9 We also meet Latinus 
again, this time in less happy circumstances 
(572-600), and Ascanius makes a rare 
appearance, unwittingly enraging some of his 
new neighbours, and thus effectively starting 
the war, by shooting a pet stag with his bow 
and arrow (475-510). As the poet tells us, this 
shooting of the stag ‘was the first cause of all 
the suffering. It was this that kindled the zeal 
for war in the hearts of the country people’ 
(481-2).10 

There are any number of themes in this part 
of the book, fury or frenzy (furor) being the 
most important of them, along with anger 
(ira), as one might expect at the start of the 
Iliadic half of the poem. These two themes are 
pervasive and also closely linked in our set 
lines, almost as cause and effect; for the anger 
already present in the characters provides the 
reason, or, if you like, the fuel, for the frenzy in 
each case. As R.D. Williams remarks, Allecto 
‘does not create the passions which are let 
loose; the causation is not imposed externally, 
but arises from the perversion of existing 
human qualities. Psychologically both Amata 
and Turnus are, in their moods of anger and 
resentment, persons upon whom furor can 
work.’11

The anger of Turnus is especially significant. 
It drives the action in the second half of the 
poem, and it forces the reader to regard the 

9  For a discussion of the character of Turnus, see Williams 
(1987), 119-127.

10  West (2003), 155. 

11  Williams (1973), 191.
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Rutulian leader as another Achilles in some 
sense. And indeed this comparison is explicit 
in the text: in Book 6, as we saw last year, the 
Sibyl predicts that Aeneas will face another 
Achilles in his new country,12 and Turnus 
himself makes the comparison in Book 9.13 The 
picture is complicated, however, for in another 
and perhaps more obvious way Turnus is like a 
second Menelaus, a view which is also explicit 
in the text. In the passage just mentioned from 
Book 6, the Sibyl predicts that the war in Italy 
will be fought over a bride like the war at Troy;14 
Juno calls Aeneas a second Paris at 7.322; and 
Amata makes the same reference a little later 
in her speech to Latinus, arguing that Aeneas 
will soon sail off with their daughter under his 
arm, just as Paris took off from Sparta with 
Helen (lines 361-64). Turnus, for his part, takes 
the same line without mentioning Paris or 
Helen by name. As far as he is concerned, his 
bride has been stolen from him, and he has a 
right, indeed a duty, to punish the thief. This 
comes out briefly in his speech at the palace, 
where he talks about being pushed from the 
door (se limine pelli, 579), and more clearly later 
on, as the drama unfolds, for example at 9.138 
(coniuge praerepta), and in the opening scene of 
Book 12.15

With the last point in mind, we may feel that 
Turnus is justifiably angry, and that he deserves 
our pity, just as Dido deserves our pity when 
her romantic plans are upset in the first half of 
the poem. There is something to be said for 
this view, and certainly students may find it 
useful to compare the two characters, both of 
whom can be seen as victims and as genuinely 
tragic characters: personally flawed in certain 
respects, but with a touch of greatness about 
them, larger than life, and most unlucky in 

12  6.89.

13  9.742.

14  6.93-94.

15  See Gransden (1984), 44-45, for a further complication. 
Given the homecoming theme, Gransden suggests, we can 
also see Aeneas as another Odysseus, and Lavinia as an-
other Penelope. 

their personal circumstances.16   The flaws of 
Turnus are more apparent later in the poem, 
but they can be seen in Book 7, most notably 
in lines 460-74, and in the final part of the 
book, the catalogue, in lines 783-88. In the 
second passage, Turnus is associated (via his 
helmet) with the fire-breathing Chimaera, and 
hence with monstrous violence; and in the first 
passage he is associated with love of violence, 
and with law-breaking and lack of control: he 
rages, the poet says, with love of the sword 
(saevit amor ferri, 461), and he profanes the 
peace (polluta pace, 467) because he cannot 
control his anger. He is made here to look 
like a man who might fight a war for the fun 
of it, or for purely personal reasons, and also 
like a man who might carry on fighting madly 
and pointlessly, after everyone else has had 
enough, which is pretty much what he does in 
Books 11 and 12.  

None of our lines this year comes from the 
catalogue, and this is perhaps a good thing 
on the whole. As David West observes, this 
part of the book can seem rather ‘arid’ to the 
modern reader, a ‘largely alphabetical list of 
anthropological curiosities and meaningless 
place names’.17 There is, on the other hand, 
the Turnus passage just mentioned, and a 
couple of others might be considered in the 
future, if we do Book 7 again, for example the 
passage describing the virgin warrior Camilla, 
which concludes the book, and lines 744-64, a 
passage that includes the famous lines about 
the snake-charming priest, Umbro, which 
Adam Parry found so interesting.18 There is 
also the important idea in this part of Book 7, 
as David West points out, of Italy as distinct 
from its capital Rome. As West notes, ‘Italy 
was a crucial part of Augustus’ power base, 
and at 8.678 Virgil visualizes Augustus leading 

16  Such a comparison can be found in Camps (1969), 
31-40.

17  West (2003), xxiv.

18  See Parry’s famous essay ‘The Two Voices of Vergil’s 
Aeneid’ in Commager (1966). Parry boldly claims in this 
essay that the Umbro passage, with its pathos and lamenta-
tion, gives us ‘the essential mood of the author’. 
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the men of Italy against the forces of the East 
under Antony and Cleopatra.’ Here at the end 
of Book 7, Virgil composes what West calls 
‘a hymn to the indigenous peoples of Italy’, 
celebrating rather than slighting them, even 
though they go to war against his patron’s 
ancestor Aeneas.19

Finally, a word about the poet’s use of language 
in Book 7. It is not possible to say much on 
this subject in a few lines, except that there 
is the usual wide array of metrical and other 
stylistic techniques, and rather more than the 
usual amount of figurative language, if we take 
this term in its narrow sense to mean simile, 
metaphor, personification and the like (figures 
of sense as distinct from figures of form or 
sound). In addition, there seem to me to be 
more examples of alliteration than usual, and 
also of metonymy; and there are certainly 
more examples of tricolon, as many as twenty 
in our set lines by my reckoning. Much of the 
language is violent after the first part of the 
book, and much of the figurative language is 
used to represent violent states of mind, most 
notably – though not only – in the scenes 
involving Allecto. Images of fire and heat are 
the most prevalent, and the language used to 
describe the infuriated Amata, for example, is 
reminiscent of the language used to describe 
the love-sick Dido in Books 1 and 4.20 

Lindsay Zoch
Melbourne Grammar School
lnzoch@mgs.vic.edu.au

19  West (2003), xxv.

20  See 1.660, 688 and 712-14, and especially 4.65-73 and 
296-303. The relevant lines for Amata are 345, 354-56 and 
373-77. 
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