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In Roman epic writing, "dead and dying women assume a new thematic and aesthetic 

prominence, for the beautiful female corpse possesses an intrinsic importance in Roman political 

myths of war and city-foundation ... at crucial moments in the legendary history of Rome the rape 

and death of a woman set in motion events leading to the establishment of political institutions 

central to the Roman state."1 Nowhere is this motif more visible than in the work ofPublius 

V ergilius Maro. His epic Aeneid employs the death of the beautiful Dido, Queen of Carthage, as 

an emissary offoror that ultimately contributes to the founding of Rome. 

As a female, Dido would have been identified as not having a share in men's power by 

the Romans even before her story was told. Roman historian Titus Livius (Livy) writes, 

"Women can partake of neither magistracies nor priesthoods, nor triumphs, nor badges of office, 

nor gifts, nor spoils of war; elegance, finery and beautiful clothes are women's badges, in these 

they rejoice and take pride, this our ancestors called women's world"2
• As a Carthaginian, Dido 

would also have been placed at another disadvantage, as "Roman prejudice against Carthaginians 

lived long after the terrors which inspired it were removed. The stereotype of the Carthaginian as 

faithless and, for that reason, dangerous, became a part of the culture."3 The story of Dido and 

Aeneas can be seen as a political metaphor: Dido, representative of Carthage, is subordinate to 

Rome, represented by Aeneas. It is likely that Virgil even intended there to be "negative 

elements in his portrait ofDido.'.4 Nevertheless, Dido has also been called a "sentimental 

heroine" and a "representative of Roman ideals."5 According to Christine de Pizan, the name 

Dido is equivalent to the Latin virago, a woman who has all the strength of a man.6 

Is Dido meant to be an ideal Roman woman, a villain, or as strong as a man? Because 

Dido's role as victim or antagonist in Aeneid is so purposefully ambiguous, she is an ideal 

1 A. Keith, Engendering Rome: Women in Latin Epic (Cambridge: 2000) 29. 
2 Cf. Keith, op. cit. 29. 
3 R. Monti, The Dido Episode and the Aeneid (Netherlands: 1981) 77. 
4 N. Horsfall, A Companion to the Study of Virgil (New York: 1995) 124. 
5 C£ Monti, op. cit. 69. 
6 C. De Pizan, The Book of the City of Ladies, (tr). R. Brown-Grant (New York: 1999). 
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vehicle for the transmission of any given translator's own biases or ideals of women. Virgil's 

ambiguous characterizations have allowed for countless translators to manipulate the text. A 

victim of fate, 7 Dido is most often portrayed sympathetically. In this paper I shall investigate 

how two translators, Thomas Phaer and John Dryden, created a Dido that appealed to their own 

sensibilities and those of their audience. Each of them creates a sympathetic heroine, but their 

portraits of Dido and the furor she represents are markedly unique. 

Furol is both a creative and destructive force in Aeneid: it is the raging force that 

motivates both Dido and Aeneas. A catalyst for the foundation of Rome and the means of the 

devastation of Carthage, this passionate frenzy brings about death and initiates life. For Thomas 

Phaer, Dido'sfuror is a destructive one. Thisforor is wholly detrimental to Aeneas and stands as 

an obstruction to his and Rome's destiny. For John Dryden, however, the furor of Dido is a 

creative power by focusing on Dido as a political figure. By stressing Dido's role as a Queen, 

rather than a scorned lover, Dryden stresses her creative power which built up and maintained a 

city. He also presents Dido as catalyst, not impediment, in Aeneas' quest to found Rome. 

Dryden presents thisforor as a powerful instrument to Aeneas' pursuit that is worthy of respect. 

Succeeding literary generations have found a myriad of heroines and villains to whom 

Dido was likened. A discussion ofDido'sfuror cannot begin without first investigating the 

obvious connections between Dido and Cleopatra. Like Cleopatra9
, another great emissary of 

7 In Book 4, Juno tells Venus that she shall declare Dido and Aeneas joined in marriage,propriam, 'in the proper 
sense', "conubio iungam stabili propiamque dicabo" {4.126). Aeneas, on the other hand, never considers the two 
married. Jupiter sends Mercury to tell Aeneas that he must leave Carthage and continue on his journey to fulfill his 
destiny of founding Rome, and it is again the gods that steer the course of actions. Aeneas knew that he would not 
stay with Dido forever. In Book two, his former wife, Creusa, tells him "i/lic res laetae regnumque et regia coniunxl 
farta tibi'', that he should continue on his journey, and in Italy he will fmdjoy, a kingdom, and a wife {2.783-4). 

A passionate, frenzied state of mind. ''Rage, fury'' The Oxford Latin Dictionary Ed. P .G. W. Glare (Oxford: 1982) 
5. 
9 Cleopatra, Queen of Egypt was born in 69 BC. After the death of her father, Ptolemy XIII Auletes she was 
appointed joint ruler with her younger brother in 51 BC. After losing the throne to her brother, she was reinstated 
with the help of Julius Caesar. In 41 BC Cleopatra met Mark Antony, a Roman politician and general, and shortly 
thereafter the two began a love relationship which would last until their deaths. In 32 BC Octavian declared war on 
Cleopatra. On September 2, 31 BC Cleopatra and Antony were defeated at the Battle of Actium. This event 
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furor, Dido ruled as a female monarch on the African continent. Both came to rule only after 

fraternal discord. These Eastern women fell into love and political alliance with Roman men, and 

both stood in the way of their respective lovers' duties to Rome. Finally, both Dido and 

Cleopatra, threatened with losing their empires, took their own lives10
• 

In the few years leading up to the Battle of Actium, Roman misgivings about the eastern 

queen swelled. Roman authors and historians portrayed Cleopatra as a greedy and manipulative 

seductress. Cassius Dio recounts Octavian' s claims that Cleopatra was, a ''ruinous woman"1 1 

who had "enslaved"12 Antony by forcing him to declare war. In this speech Octavian even goes 

so far as to claim that her being a foreigner is tantamount to enmity. 13 Not a few ancient authors 

impugned her virtue, claiming that she sold her body for gain. Plutarch describes how she 

"feigned passionate love for Antony" and forced him into submission, 14 while Florus accuses her 

ofhaving "sought the Roman Empire ... as a price for her favors" [to Antony]. 15 Years after her 

death, Propertius calls Cleopatra a "whore-queen" in his Elegies: 

ultimately lead to their suicides in 30 BC. Timothy Darvill, The Concise Oxford Dictionary of Archeology (Oxford, 
2008). 
10 In 30 B.C., just one year after the Battle of Actium and the same year that Mark Antony and Cleopatra committed 
suicide, Virgil began work on Aeneid- an undertaking which would last more than ten years and never reach its 
final revisions due to the author's death. 
11 "Indeed, for us as Romans, rulers of the largest and best part of the world, to be disparaged and downtrodden by 
an Egyptian woman is unworthy of our fathers, who conquered Pyrrhus, Philip, Perseus, and Antiochus, who routed 
the Numantians and the Carthaginians, who slaughtered the Cimbri and Ambrones; it is also unworthy of ourselves, 
who subdued the Gauls, mastered the Pannonians, reached the Ister, crossed the Rhine, and voyaged to Britain. How 
could all the deeds I have mentioned not be greatly aggrieved, if they heard that we had been overthrown by a 
ruinous woman?" Cassius Dio, Roman History 50.24 (AD 202). 
12 [Antony] "is either irrational or insane (for I have heard this and believe that he is under that abominable woman's 
spell) and has no respect for our magnamity and kindness, but, since he is enslaved to that woman, he brings war 
and its dangers, which he voluntarily· incurs on her behalf, against us and against his fatherland" cf. Dio 50.26 
13 "I considered the first reason [for declaring war] to be that the same approach should not be taken with both 
Cleopatra and Antony, for she was clearly an enemy because of what she did and also because she was a foreigner, 
but he, as a citizen, might possibly be reasoned with." Cf. Dio, op. cit. 50.26. 
14 "Cleopatra perceived that Octavia was advancing on her and feared that if Octavia added to her decorum and 
Caesar's power the pleasure of her company and support of Antony, she would be untouchable and would have total 
command of her husband. So Cleopatra feigned passionate love for Antony and made her body waste away with a 
strict diet. She fixed her gaze on him every time he came near and, when he left, she appeared to swoon and sink 
down. She contrived that he should often see her weeping ... Finally, they wore him down and forced him into 
submission ... " Plutarch, Life of Antony 53 (A.D.ll0-15). 
15 "Captivated by love for Cleopatra, [Antony] restored himself in her embrace as if his affairs were well in order. At 
this point, the Egyptian wife sought the Roman Empire from the drunken leader as a price for her favors; Antony 
promised it to her, as if it were easier to conquer Rome than Parthia. And so Antony began to plan domination, not 
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What about that woman who just now heaped abuse 
Upon our forces, and had trysts with her slaves? 
She demanded as an indecent bride price the walls 
Of Rome and the senators captive in her kingdom. 
Guilty Alexandria, a land best suited to deception, 
And Memphis so often bloodied by our crime, 
Where the sand stripped three triumphs from Pompey: 
No day will lift this stain from you, Rome. 
Better if your funeral had proceeded on the Phlegraean plain, 
Or if you were destined to offer your neck to your father-in-law. 
Indeed, the whore-queen of incestuous Canopus 
A singular stain branded on Philip's blood 
Dared to foist barking Anubis on our Jove ... 16 
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Surviving Roman art "concentrated upon the queen's [Cleopatra] alleged ... seductive 

power."17 Therefore, despite the negativity of her portrayal as a temptress, we can see that the 

Romans did acknowledge her strength and influential force. Even Horace gives her grudging 

respect Odes 1.37,18 citing her strength and dignity in death. 

All of these reservations about the furor of Cleopatra are easily applied to the furor of 

Dido. Rome's formerly beloved Antony could readily be likened to Aeneas. Would Aeneas' duty 

to Rome fail, just as Antony's had, because of an eastern queen? In reading about Dido, the 

Roman audience would have perceived these visible parallels. It is important to note that there is 

the great deal of sympathy that Dido receives from the moment of the publication of Aeneid: for 

example, recall that Dido is the heroine, and Aeneas the villain in Ovid's Heroides. 19 
. 

All the variable circumstances of fate and fault that permeate the stories of these women 

characterize them as ambiguous queens.2° For that reason, just as Virgil led his contemporaries to 

for himself and not secretly but rather, forgetful of his country, name, toga, and the fasces, he degenerated 
completely ... " Florus, Abridgement of All the Wars Over 1,200 Years 2.21.1-3. 
16 Propertius, Elegies 3.11.29-41 (23 BC). 
17 S. Walker and S. Ashton, Cleopatra. (London: 2006) 78. 
18 

" ..• But she looked for a nobler death and did not have a woman's fear/ of the sword, nor did she make/ for secret 
shores with her swift fleet''. Horace Odes 1.37.21-4. This passage could also be applied to Dido herself. 
19 Ovid's Hero ides are made up of a series of Latin amatory elegiacs. These poems are made up in the form of letters 
purported to be addressed by heroines of legend to their lovers. The first group was published towards the end of the 
first century BC, the second likely in the earlier years of the first century AD. Howatson and Ian Chilvers, ed. The 
Concise Oxford Companion to Classical Literature (Oxford, 1996). 
20 S. Walker cites Cleopatra's ambiguity: "Over the two millennia that have passed since her death, Cleopatra's 
identity has been adjusted to fit the aspirations of a remarkable range of cultures. The unusual malleability of 



Country 5 

compare Dido and Cleopatra, 21 other centuries compare Dido to their own prominent female 

figures. 

The Renaissance marked a revival of interest in classical literature and a new devotion to 

classical ideals.22 Thomas Phaer, a writer during this time, viewed Dido through the prism of 

Christianity.23 For example, Thomas Phaer's 1555 translation ofVirgil'sAeneicf4 invites 

comparison of Dido and Eve.25 The story of Adam and Eve in the Book of Genesis created a 

foundation for antifeminist sentiment in education in the Renaissance. Eve was used not only to 

introduce, but also to inculcate the notion of woman as a flawed temptress. It is she who was 

responsible for leading Adam astray. In addition, the ideal woman of the Renaissance was 

viewed as subordinate to men, the 'other', overly emotional and sexual. 

In Phaer, Dido's force as furor is presented as a destructive one. Phaer's characterization 

of Dido, like that of Eve, focuses on the furor of a controversial woman who stands to blame as 

Cleopatra's identity reflects both the queen's importance as an historical figure and the relative lack of hard 
information about her from contemporary sources". cf. Walker, op cit. 28. 
21 Adding to her ambiguity, scholars argue over the identity of Cleopatra's mother, as well as the identity of her 
paternal grandmother, " ... uncertainty gave rise to another nickname for Cleopatra's father: 'Notos' (Bastard)." 
Cleopatra's birth year is also uncertain, though assumed to be 70/69 BC, as is the location of her birth. Even the 
identity of her first son, Ptolemy XV Caesar, or Caesarian, is ambiguous, since Julius Caesar's paternity is 
~uestionable. Cf. Walker 36-7. 
2 The English Renaissance began ca. 1485 with the end of the War of the Roses and lasted until the late 16th 
century. The Tudors had established a new dynasty in England and Christopher Columbus had 'discovered' the 
Americas, turning thoughts to the existence of a 'new world'. Henry vrn notably ended the rule of the Catholic 
Church in England after his divorce from Catherine of Aragon and closed the Catholic monasteries . This great 
'rebirth' oflearning "sought to dignify and ennoble" the revived man in its arts. The early middle ages saw a decline 
in interests of Classical works and writers of the Renaissance viewed the Middle Ages with disdain. In a recoil 
against Medieval writing, Renaissance writers looked back to the Classical authors, whom they saw as noble and 
lofty. The Renaissance was a time for "reflecting, rethinking, and responding" to the Classical period. For more 
information on the Renaissance, see J .A. Cuddon, Dictionary of Literary Terms and Literary Theory (London 1998) 
739-41; Carter, Ronald, and John McRae, The Routledge History of Literature in English: Britain and Ireland 2nd ed 
(London:2001). 
23 In 1517 Martin Luther famously nailed his Ninety-Five Theses to the door of the Wittenberg Castle Church, 
setting in motion the Reformation. After the Reformation, the relationship between man and God, and consequently 
the place of man in the world, had to be re-examined. This lead to the development of a Christocentric concept of 
salvation that stressed the spiritual equality of both sexes. Both men and women were believed to stand an equal 
chance of receiving the grace of God and the Salvation of Christ. For more information on Christianity during the 
Renaissance, see Amanda Capern, The Historical Study of Women: England, 1500-1700 (Great Britain: 2008); cf. 
Cuddon; cf. McRae. 
24 Thomas Phaer, trans. The Thirteene Bookes of Aeneidos (London: 1555). 
25 "The frrst woman, the wife of Adam. In the Genesis story she is tempted to eat the forbidden fruit of the tree of 
knowledge; she and Adam disobey God by eating and are driven out of Eden. Eve is punished with the pain of 
childbirth". "Eve" The Concise Oxford Dictionary of the Christian Church. Ed. E. A. Livingstone (Oxford: 2006). 
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the obstruction to her hero's destiny. Dido, like Eve, appears in preceding works, like 

Christopher Marlowe and John Nashe's Dido, Queen ofCarthage.26 She is presented as an 

ambiguous woman, both a heroine and a harlot. Phaer's portrayal of Dido as the subordinate and 

weak female corresponds to his portrayal ofherfuror as a destructive force. 

Phaer begins his translation idiomatically: 

To hide aile from me this mischiefe great, haft thou the hart? 
Thou traitor false? And from my land by stealth woulde thou depart? 

with Dido questioning the morality of Aeneas, whereas Virgil writes: 

305 dissimulare etiam sperasti, perjide, tantum 
posse nefas tacitusque mea decedere terra? 

While the Latin use of sperasti implies a disbelief, Phaer instead chooses ''haft thou the hart?" In 

Phaer, Dido does not question Aeneas' intentions, she questions his character. Here the translator 

draws on the conception of morality and "right versus wrong", a common characteristic that 

Renaissance literature27 shared with the ancients. Dido's questioning the correctness of Aeneas' 

conduct draws on a common debate--is Dido the victim or oppressor?-to an audience with 

heightened sensitivity to such matters. Similar to the Biblical controversy of Eve, a controversy 

over Phaer's Dido ensues; is herforor posing a tempting obstruction to Aeneas' destiny, just as 

Cleopatra did with Mark Antony? Is she simply a weak female possessing the unrestrained and · 

therefore destructive furor of Eve? Or can Aeneas also be held accountable for wrongdoing? 

In the second line of book four, Phaer translates the substantive use of the adjective, 

perfide, as ''Thou traitor false?" To the Romans, the termperfide was often used in describing 

political traitors, and by adding "traitor", Phaer captures the implications ofVirgil's perfide more 

precisely. Phaer concludes this statement with a question mark. That single mark of punctuation 

26 Closely based on Virgil's Aeneid, Dido Queen of Carthage, published in 1594, was written by Christopher 
Marlowe and John Nashe. The play tells the story of Dido's failed attempt to persuade Aeneas to stay in Carthage 
and Dido's consequent suicide. The Dido of Marlowe's play is said to be modeled after Queen Elizabeth I. 
Christopher Marlowe, Dido, Queen of Carthage, and the Massacre at Paris (Cambridge: 1968). 
27 Morality of the 15th century often pertained to "excessive ideas of what was noble", placing great value on 
gentility and purity. Geoffrey Gust, PERSONAL INTERVIEW, Philadelphia: June 2008. 
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functions dually: as a question from Dido to Aeneas, and as a question for the audience to ask of 

their hero. In conjunction with the speculative attitude of the Renaissance, Phaer explicitly hands 

over the greatest debate of Book Four for the consumption and consideration of his audience. 

Just as Milton's Paradise Losr8 questions the culpability of Eve and her power over Adam, 

Phaer wonders how great Dido's influence is over Aeneas, and therefore to whom and to what 

extent blame may be assigned. 

Although line one maintains the infinitive translation of dissimulare, to hide, in line two 

Phaer chooses not to translate decedere, to move away/withdraw, with its most literal definition. 

He instead chooses a second person, ''would thou depart?" Of course, he had no choice but to 

switch to a finite verb, as the dependent infinitive relies on posse nefas. So, rather than 

"hope ... to be able to withdraw", Phaer writes "And from my land by stealth woulde thou 

depart?" With that, Phaer again shifts the nature of the inquisition from a question of intention to 

one of disbelief, furthermore inviting the reader to ''rethink and respond"29 in the true 

Renaissance fashion. 

Although the Renaissance remained deeply anti-feminist, the age does mark a subtle 

movement toward the recognition of women as equals to men. Since the Renaissance was not 

free of censorship, 'coding' and concealed messages (for which Shakespeare is so famously 

remembered) were characteristically part of the literature of the period30
• Just as Milton, Phaer 

'codes' his sympathy for Dido through his translations. Phaer hints at his sympathy for Dido by 

translating the next lines in book four: 

3 For my unfained love, nor thy remorse of promise plight, 
For Dido, like to die with cruell death, can stay thy flight? 

In Virgil's Latin, those lines read: 

28 First printed in 1667. J. Milton, Paradise Lost (New York: 2004). 
29 Cf.Gust, interview cited above. 
3° Cf Gust, interview cited above. 



307 nee te noster amor nee te data dextera quondam 
nee moritura tenet crudely funere Dido? 
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It has been argued that Dido and Aeneas' relationship is not based on an emotional tie, 

but instead on political dependency:31 R. Monti has recently argued that "Roman politics was 

conducted on the basis of personal relationships, and it is not uncommon to find that the 

language of the emotions is used to quality pragmatic political relationships. "32 Phaer' s insertion 

of adjective "unfained" argues against the notion of Dido's love as anything other than 

emotionally genuine. 

Phaer translates, "noster amor," as "my unfainted love', Dido's personal love for Aeneas. 

Virgil's use here of noster provides the translator with liberty in how he chooses to render this 

interpretation. Noster can be translated as 'my', using a 'royal we', or just as reasonably as the 

more literal 'our'. Phaer's selection of 'my' over 'we' may provide some insight to the his own 

perception of Dido. 'My' places Dido in a subordinate position because it avoids assigning any 

emotional attachment on Aeneas' part. 

It was the duty of a 16th century woman to wed or join the church33
• Dido, not being 

capable of these things, is then in Phaer's words is "like to die with cruell death". This 

translation is a slight diversion from the Latin "nee moritura tenet crudelifunere Dido?" The 

Latin is asked as a question, wondering if even the possibility of her death is not enough to stay 

Aeneas. Phaer alters the punctuation to turn inquiry into statement, thus making Virgil's 

foreshadowing a certainty. If and when Aeneas leaves, Dido is "like to die with cruell death" as 

the effect ofhis departure. 

This same insinuation is made again in Phaer's line twenty two. While the Latin reads: 

323 fama prior. cui me moribundam deseris -hospes, 

31 This parallels the assertion made by Plutarch of Cleopatra's "feigned" love for Antony. See footnote 13. 
32 Cf. Monti, op. cit. 35. 
33 Cf Gust,interview cited above. 
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(to whom do you abandon me dying-guest), Phaer writes: 

22 To whom alas shall I be left (o gest) since die I shall. 

Phaer takes an already future participle, often used in Latin to express purpose, and inserts a 

'since', making it causal, and using it instead to express result. Phaer validates and enforces what 

Virgil intimated but left for interpretation: Dido's death is the result of Aeneas' departure. By 

placing his translation of moribundam last in his translation, Phaer gives emphasis to Dido's 

death. These lines suggest that Dido cannot survive without her man, transmitting Renaissance 

notions of women's inferiority. Thus Phaer portrays a negative, weak image of a suicidal Dido, 

whose furor is destructive to herself (in her suicide) and destructive to Aeneas (in obstructing his 

duty to found Rome). 

Phaer's translation continues from line five: 

5 But in the mids of winter frozene away thou wilt in hast? 
In these outrageous seas, and though the force of northern blast? 
0 catife most unkinde: what if it were a countrey knowne 

The land thou go'st to seeke, no straunge realms, but all thine owne? 
What if that Troy, sometime thy native towne, did yet endure? 

This translation is written to correspond to Virgil's Latin: 

310 
quin etiam hiberno moliris sidere 
et mediis properas Aquilonibus ire per altum 
crude/is? Quid, si non arva aliena domosque 
ignotas peteres, et Troia antique maneret ... 

In line seven, Phaer's sympathy for Dido is evident, as he translates "crude/is?" as "0 catife most 

unkinde." Phaer chooses a word, caitiff, meaning cowardly or despicable, to portray Aeneas in a 

much different light. While cruel and caitiff are both negative descriptors, they carry with them 

different implications of character. The word 'caitiff' denotes cowardliness34
, while crudelis 

carries no such implication35
• This is important because Phaer's readers are left with the idea of 

Aeneas as cowardly, whereas Roman readers may not have. Phaer's Dido is no longer 

34 The Oxford Dictionary of English ed. C Soanes and A. Stevenson. (Oxford: 2005) Oxford Reference Online. 
35 Cf. The Oxford Latin Dictionary. . 
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proclaiming crude/is as part of her question, but definitively stating it. The use of the colon after 

her declaration focuses the reader's attention on what is to come after it. Therefore, the following 

Latin "quid, si non arva aliena domosque/ ignotas peteres, et Troia antique maneret,/ Troia per 

undosum peteretur classibus aequor?" supports that statement of"O catife most unkinde;" rather 

than continuing the inquiry of crude/is? Instead of making an inquiry, Dido is making a 

persuasive statement. Like Eve, Dido takes on the role of temptress in this attempt to sway 

Aeneas' judgment. Eve's convincingfuror ultimately leads to the fall of man. In this passage, 

Phaer calls to mind that same destructive furor of Eve36 and associates it with Dido. 

Virgil's Latin goes on: 

315 

Troia per undosum peteretur classibus aequor? 
mene fugis? per ego has lacrimas detramque tuam te 
(quando aliud mihi iam miserae nihil ipsa reliqui), 
per conubia nostra, per inceptos hymenaeos 

Which Phaer translates: 

10 Shuld Troy throgh all these boistous seas this time thy ships allure? 
And seest thou me? Now by these weeping leakes, and thy right hand 
(For nothing else I left me miser now wherby to stand) 

By our espousal gift, and for the love of wedlock fought: 

Phaer changes the Latin "menefugis?" 'do you flee me?' to 'do you see me?' which, 

despite the rhyme, changes the meaning of the sentence entirely. When followed by a description 

of her tears, Dido's asking of Aeneas to look can either function to imply how pitiable she is, or 

to make Aeneas literally 'face up' to being a coward. Here Dido is subordinate, and the 

perception of her as the weaker character is unavoidable. But by blaming Aeneas' 'right hand' 

Phaer also defends Dido by implying Aeneas' shared responsibility. The language in this section 

nevertheless calls to mind Dido's destructive furor. Although the words 'boisterous' and 'allure' 

36 Although Eve may be the mother of mankind, she is also the cause of original sin. 
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are not used in direct association with 'miserable'37 Dido, this seductive and destructive 

vocabulary, harkens back to her own seductive and destructive furor. 

Virgil's 316 begins "per conubia nostra." Correspondingly Phaer's line thirteen opens 

with ''by our espousall gift." The pervasiveness of religion during the Renaissance is undeniable, 

and by inserting "gift," Phaer refers to marriage as an endowment and a blessing. Marriage was a 

holy sacrament sanctified by God, an extraordinary grant to be appreciated. Phaer appeals to the 

piety ofhis audience to witness the destruction of this most sacred vow. Here the interpretation 

becomes more subjective, for readers recall that Aeneas never considers the pair to be married. If 

the pair truly are not married, then Dido bears the furor of a sinful temptress. Dido, in contrast, 

believes that she and Aeneas are legitimately joined. In this case, Dido and Aeneas both share a 

destructive furor that dissolves these holy bonds. In both instances, Dido cannot escape her 

destructive role. 

And Virgil's Latin appears as: 

317 

Phaer writes: 

15 

si bene quid te merui, fuit aut tibi quicquam 
dulce meum, miserere domus labentis et istam, 
oro, si quis adhuc precibus locus, exue mentem. 

If ever well deserved I of thee, if ever ought 
Often thou hadst of me, have mercie now, I am outwinde, 
Dstroy not all my house, I be not so evermore unkinde, 
If praiers may prevaile, let praiers yet relent thy minde. 

Phaer's draws lines fifteen and sixteen, "destroy thou house of me, have mercie now ... Destroy 

not all my house, 0 be not so overcome unkinde" from the Latin "Miserere domus labentis ... " 

(to have pity on a falling house). In place of a plea for pity, Phaer has Dido making a plea for 

mercy. As Virgil would have it, miserere translates to 'pity', a word which not only asks for 

37 Miserable is derived from 'miser' in line twelve ofPhaer's translation. The Renaissance bore no standardized 
method of spelling, and it is a common characteristic of Renaissance literature for writers to sever words (like miser 
in place of miserable) or omit letters (see Phaer's line fifteen, Dstroy). Cf. Gust, interview cited above. 
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compassion, but also means "cause for regret or disappointment."38 A translation of miserere as 

'pity' asks for regret, which entails Aeneas' wrongdoing. Phaer, however, chooses 'mercy'-

compassion or forgiveness.39 By employing the word 'mercy', Phaer has Dido ask for 

forgiveness, which instead entails that she is the wrongdoer. This works in accordance with 

perceptions of the Renaissance audience of the female as the 'other' and as the weaker: Dido is 

the weaker figure with the destructive furor figure, and for that she asks forgiveness. Dido's 

illuminated feebleness here also demonstrates how her destructive furor lacks the power to 

sustain her house. 

Phaer's language in this section utilizes words like 'prevaile' and 'relent', that conjur 

images of the furor of a destructive temptress. If Dido hopes to 'prevail', or 'triumph', that 

implies that Aeneas fail on his quest to found Rome. Therefore Dido'sfuror for success is also 

theforor that would mean the destruction of Rome. 

Line twenty, wholly an addition of the translator, reads "For thee all my shameful life I 

brake, and evermore." This line may have been included for practical reasons, like providing 

consistency in the rhyme scheme with the following line. The word "shameful," however, does 

resonate in the eyes of the reader. Dido, an emotionally outspoken Queen, the sexual temptress 

of Aeneas, rebels against the Renaissance ideals of submissiveness and modesty in a wonian. 

Dido calls herself"shameful", and in doing so further parallels herself to the Biblical temptress, 

Eve. The destructive furor ofboth 'shameful' women led to the fall of the civilization around 

them as they knew it. For Eve it was the fall of man, and for Dido it is the downfall of the 

Carthaginians. Dido rebukes herself when she calls herself"shameful", and in this way Phaer 

also presents her as repentant. 

In lines twenty-four to twenty-six, Phaer goes on: 

38 Cf. OED 1.3a. 
39 Cf. OED I.lb, 2a. 
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Why should I longer wait should I abide the day to see 
Thine enemies overthrow this towne for hate and spite of thee? 
Or till that king Harbas come and me his captive make? 

The original Latin reads: 

325 quid moror? An mea Pygmalion dum moeniafrater 
destruat aut captam ducat Gaetulus larbas? 

Country 13 

Phaer,s translation," ... should I abide the day to see/ mine enemies overthrow this 

towne ... ", omits the name of Dido's brother Pygmalion, which the Latin clearly presents," .. . An 

mea Pygmailon dum moenia frater ... " . By choosing a word like "abide" to translate the Latin 

"moror", Phaer instantly invokes the image of Dido as subordinate. "Abide" is most commonly 

used in the sixteenth century as meaning "to await submissively, to submit to'.4°, while moror is 

most often translated as "to delay, stay behind, devote attention to.'.41 Moror denotes action on 

Dido's part, whereas "abide" denotes passivity. Not bearing the creative furor capable of action, 

Dido is made passive. 

Perhaps the strongest illustration of the subordinate role of females emerges in the final 

lines of Dido's oration: 

330 

Saltern si qua mihi de te suscepta fuisset 
ante fugam suboles, si quis mihi parvulus aula 
luderet Aeneas, qui te tamen ore referret, 
non equidem omnino capta ac deserta viderer. 

Virgil closes her defense with the resounding statement that if Dido had borne a child to Aeneas, 

"non equidem omnino capta ac deserta viderer," 'Truly I would not seem entirely deceived and 

abandoned'. Phaer renders this: 

30 

40 Cf. OED6. 

Yet if I chaunced had some fruite of thee before to take, 
If yet before thy flight there were some young Aeneas small 
Resembling me thy face, to play with me within this hall: 

Then slave I should not count my selfe, not yet forsaken all 

41 Cf. The Oxford Latin Dictionary. 
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The word capta may typically be translated as "captive", and while "slave" is an alternate 

translation, Phaer's decision to translate capta as "slave" implies the perception of the role of 

women as slaves in marriages during the Renaissance. This characterizes Dido, the enduring and 

resilient Queen, as a mere servant to Aeneas.42 Herfitror, unable to create a successful city and 

maintain her role as ruler, is Dido's destruction, as Dido is now characterized as 'slave.' It can 

be ascertained then that during the Renaissance, apart from the label 'wife' and the task of 

bearing children,43 the ultimate function of a woman was to serve her husband as a 'slave.' Even 

the definitive and authoritative law of the church instructed women that "your desire shall be for 

your husband, and he shall rule over you.'M This same notion of servitude had applied to the 

Romans- "/anam fecit do mum servavit-- That was all a woman should do if she wanted to be 

remembered with admiration.'.45 Phaer's explicit use of the word "slave" demonstrates that little 

had changed in the years since Virgil's first writing when it came to the perception of women. 

Phaer's translation is laden with intimations at the subordinate role of women, and Phaer takes 

his translation even further than Virgil in his negative portrayal of Dido. While Virgil's Dido is 

the 'other', her jUror is also markedly ambiguous. Phaer's Dido, in contrast, is also the 'other', 

but her furor is markedly destructive. 

42 "A married couple could ... exercise the powers ofpatriarchy .... a husband was expected to govern his wife and 
household ... the word 'husband' originally implied mastery and control. .. " D. Cressy. Birth, Marriage, and Death: 
Ritual, Religion and the Life-Cycle in Tudof and Stuart England (Oxford: 1997) 287. 
43 ''Marriage for a woman was, perhaps, the major defining moment of her life, determining her social, domestic, 
and reproductive future. As the London puritan counselor William Gouge observed of the ceremony of marriage 'by 
it men and women are made husbands and wives. It is the only lawful means to make them fathers and mothers.' Cf. 
Cressy 287. Romans also shared this priority of child-bearing: "The Julian laws also provided incentives to marry 
and bear children, and penalized those who remained single and childless". Cf. E. D' Ambra Roman Women 
(Cambridge: 2007) 52. 
44 "To the woman he said, 'I will greatly increase your pangs in childbearing; in pain you shall bring forth children, 
yet your desire shall be for your husband and he shall rule over you." Genesis 3: 16. For more information, Cf. 
Capem. 
45 Eva Canterella, Pandora's Daughters, trans. Maureen B. Fant (Baltimore: 1987). 
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1660 marked the beginning of the English Restoration. 46 Unlike the Renaissance, which 

centered its literary works on moral speculation, the Neoclassicists 47 of the Restoration preferred 

to rely on reason and took a great interest in politics.48 During the Restoration, scholars had 

ample time to reflect on the reigns ofMary 149 and Queen Elizabeth 1,50 the latter's rule being 

one which John Knox had previously labeled "against laws of nature, against laws of god and 

against the weight of classical authority and historical custom."51 After the Restoration, women 

continued to be used as political weapons52
• This is ironically reminiscent of the role of women 

in the ancient world. With the passing of the Elizabethan era, however, females at the forefront 

of politics were no longer unheard of 53 

46 The English restoration began in 1660 when King Charles ll was placed on the throne, effectively restoring the 
English monarchy and lasted to the end of that century. The most prevalent literary geme during the Restoration was 
the Restoration comedy, which was primarily concerned with presenting a stylish and refined society. Restoration 
comedy is also referred to as 'artificial comedy' or 'comedy of manners'. For more information on the Restoration 
and Restoration comedy, see cf. Cuddon 743-4, cf. McRae. 
47 The Neoclassic period dates ca.l660-ca.1780. Neoclassic literary theory and writers were traditionalist, and held 
a great respect for the Classical authors, "especially the Romans, who, they believed, had established and perfected 
the principal literary gemes for all time". With the neoclassicists came an increase in literary criticism and a shift 
toward practicality and stability. The most desirable qualities in neoclassic works were harmony, proportion, balance 
and restraint. Cf. Cuddon 541-2. For more information on the neoclassicists, also see McRae. 
48 Cf. McRae, op . cit. 119. 
49 Daughter of King Hemy Vlll and Catherine of Aragon, Mary I, also known as Mary Tudor, was proclaimed 
Queen of England in 1553. Born in 1516, Mary sought to return the English Church to Rome and restored the 
heresy laws. The consequent execution of approximately 300 Protestants earned her the epithet, 'Bloody Mary'. 
Mary I died in 1558. For more information on Mary I, see World Encyclopedia (Oxford:2008), Gordon Campbell, 
The Oxford Dictionary of the Renaissance (Oxford: 2008), and cf. Capern 
50 Elizabeth I, daughter of King Henry VII and Anne Boleyn, was born in 1533. Elizabeth ascended the throne in 
1558. She never married, and being known as the 'Virgin Queen', instead claimed she was married to her people. 
Elizabeth established a moderate form Protestantism, though her reign was menaced by the threat of Catholic 
restoration which culminated in the Armada in 1588. Remembered for her patronage of the arts, Elizabeth's reign is 
remembered as a Golden age in England. For more information on Elizabeth I, see A Dictionary of British History 
ed. John Cannon (Oxford: 2001), cf. McRae, cf. Capern. 
51 Cf. Capern, op. cit. 167. 
52 It is popular knowledge that the ruler of the restored English monarchy, Charles II, had a slight penchant for 
women, and was keeping several mistresses. In this case, the atmosphere was one of sexual competition as the Royal 
mistresses found their position to be one of empowerment. This "sexual and political immorality joined as one and a 
form of political pornography emerged ... [leading] to the association of the figure of the prostitute with a corrupting 
democratic political culture". Women essentially became a political weapon; one of such great weight that the Late 
Stuart monarchy demanded "oaths of allegiance from some women," indicating its "fear of women's political 
subversion" cf. Capern, op. cit. 188-9. 
53 "In 1600 there was no expectation that women would participate in the knowledge culture," but by 1700 the 
literacy rates were rising and by the mid-eighteenth century nearly a quarter of the female population was literate. 
Cf. Capern, op. cit. 194. 
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Similar to Phaer, in his 1697 translation of Aeneid John Dryden portrays Dido 

sympathetically by presenting Aeneas as the wrongdoer. In addition, Dryden paints Dido as a 

chiefly political figure and uses her to capture the character of political women. The power of a 

female to be successful and authoritative political figure had already been demonstrated by Mary 

I and Elizabeth I some hundred years earlier. Dido had already become an infamous metaphor 

for England's Queen Elizabeth in Marlowe and Nashe's work, Dido, Queen of Carthage. 

Dryden, writing during the reign of Mary II, draws on the model of these feminine monarchs and 

revises the portray of Dido in his translation to depict Dido as an empowered political figure. 

Dryden's translation opposes Phaer's translation in its depiction ofDido'sforor. While 

Phaer portrayed Dido'sfuror as a destructive force, Dryden presents that sameforor as instead a 

creative force. By emphasizing her leadership role, Dryden demonstrates the innovativeness of 

Dido'sforor, and marks this passion as a positive and productive power. 

Dryden opens Dido's speech in heroic couplets, 54 a style which he maintains throughout 

hi . k 55 s entrre wor : 

441 Base and ungrateful, cou'd you hope to fly 
And undiscover'd scape a Lover's Eye! 

Dido's first words "Base and ungrateful", addressed to Aeneas, render her authoritative 

and dominating. Whereas Virgil's Latin reads: 

305 dissimulare etiam sperasti, perfide, tantum 
posse nefas tacitusque mea decedere terra? 

withperfide (faithless, false) positioned within the question, Dryden's Dido dives right into 

Aeneas with this affront. Dryden's Dido does not call Aeneas false or a deceiver, as a closer 

translation would have it, but instead fires forth an explicit insult. By calling Aeneas ''base", she 

54 The heroic couplet, often used in epic writing, differs from rhyming couplets in that it maintains the specific meter 
of iambic pentameter. These rhymed decasyllables are a fundamental characteristic of sixteenth and seventeenth 
literature and a staple of Neoclassic writing. Cf. Gust, interview cited above. 
55 Regarding the heroic couplet, "One might say that Dryden was the farrier and artificer who wrought it into shape" 
cf. Cuddon, op. cit. 378. 
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implies that he is subordinate to her. After establishing herself as the superior player, she 

follows up with ''ungrateful", slighting Aeneas' intelligence, for surely a more clever man would 

have recognized Dido's station. "Ungrateful" also implies that Dido has done something worthy 

of thanks, which points to the constructive power of Dido's furor. In short, Dido wastes no time 

telling Aeneas he is unworthy and uses just three words to do so. She recognizes that her 

influence has been beneficial to Aeneas: Dido, though a temporary character in Aeneid, works as 

a vital impelling force in Aeneas' destiny. Here her furor has not been an obstacle, but a catalyst. 

After her insult, Dido exclaims, "cou' d you hope to fly/ and undiscovered scape a 

Lover's Eye!" Dryden reverses the order in which Aeneas' two intentions are revealed. The 

Latin "dissimulare etiam sperasti, perfide, tantum/ posse nefas tacitusque mea decedere terra?" 

first mentions the hope to hide from Dido, and second, his hope to flee, all in the interrogative. 

This reversal, along with a subjunctive translation for a perfect plus an infinitive, is stated as 

exclamatory rather than interrogative. The translator uses the word "could", "an alternative to 

can suggesting less force or certainty56
• Dryden thus modifies the tone ofVirgil's rhetorical 

question and has Dido scoff the ridiculousness of such a notion. Dryden's Dido appears as the 

more dominant figure when compared with Phaer' s Dido, who appeared weaker in this section 

by using the interrogative. Dryden's representation of a confident and reasonable Dido suggests 

the practicality ofherfuror. 

Virgil continues: 

307 nee te noster amor nee te data dextera quondam 
nee moritura tenet erudeli funere Dido? 

'neither our love nor the right hand I had once given you nor for me to die stays you, for Dido 

about to suffer with cruelty?' Dryden abandons this pleading tone and alternately maintains 

56 Merriam-Webster (Merriam Webster Online: 2008). 
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Dido's character as a powerful political female. Dido turns to reason and takes up a persuasive 

manner that places Aeneas in a negative light. He preludes the inquiry of their love and marriage 

with a list of Dido's positive qualities: 

445 

Nor cou' d my Kindness your Compassion move, 
Nor plighted Vows, nor dearer bands of Love! 
Or is the Death of a despairing Queen 
Not worth preventing, though all too well foreseen? 

Dido's 'Kindness' and 'Compassion' summon up a furor that is wholly good. With these 

remarks Dryden reminds readers of the positive value ofDido'sfuror. With the inability of 

Dido's kindness to stir Aeneas' compassion, Dryden pairs her virtuous trait with Aeneas' lack of 

one, matching Dido's positive furor with Aeneas' negative. 

Dryden then arrives at "nee te noster amor ... " only after citing their "plighted Vows." 

The capitalization of vows stresses the significance of this promise. In referring to their marriage 

first as a "plighted Vow", Dryden emphasizes the wrongdoing on Aeneas' part in breaking that 

oath. ''Nor dearer bands of Love!" possibly referencing their wedding bands57
, works in a similar 

way to 'noster amor', our love, as it harkens back to their shared responsibility. By intimating 

the consequences of such a bond, Dryden illuminates the atrocity of abandoning this bond. 

Dido's creative furor seeks to uphold their relationship. It is Aeneas, in his attempts to break that 

bond, who is presented as the destructive force. 

In lines 445-6, Dryden poses the question "Or is the Death of a despairing Queen/Not 

worth preventing, though too well forseen?"58 This differs from the Latin "nee moritura tenet 

erudeli funere Dido?", 'nor for Dido to die holds you, for Dido to suffer with cruelty?' Dryden 

changes the designation Dido to "Queen", most notably calling attention to the prospective 

57 Wedding rings are referenced in English literature as late as the fifteenth century. The ring was a token oflove and 
a symbol of closure and eternity. "It also served as a tag, a mark of owenership, and a visible advisement ... " cf. D. 
Cressy, op. cit. 342-3. 
58 Dryden appeals to the Neoclassical penchant for social order: Neoclassicists viewed society as good and revered 
social order. Cf. Cuddon op. cit.542. 



Country 19 

political ramifications ofher death59
• This reference to Dido as 'Queen' recalls her station and 

highlights the creative power ofherfuror. While "Queen" may have been changed solely for the 

purpose of rhyming with "foreseen", it is more likely since that "though too well forseen" (or 

similar) does not appear in the Latin, Dryden seeks out 'foreseen' to rhyme with and 

accommodate his new insertion of 'Queen', rather than vice versa. Dryden draws the attention 

away from Dido's death as a loss to Aeneas and herself, but as a loss to the larger and perhaps 

more consequential prospect ofher city, Carthage. Dryden elucidates Dido's potential death as 

Aeneas' responsibility, and finally emphasizes that the destruction of Carthage is in part the fault 

of Aeneas. Not only is the translator adhering to his portrayal of Dido as authoritative and 

commanding, he reminds his audience of the fruits ofDido'sfuror that Aeneas' furor threatens 

to destroy. 

Dryden's following lines include language that suggests the dominance of Dido: 

450 

Ev'n when the Wintry Winds commands your stay, 
You dare the Tempests, and defie the Sea. 
False, as you are, suppose you were not bound 
To Lands unknown, and foreign Coasts to sound; 
Were Troy restor' d, and Priam's happy Reign, 
Now durst you tempt for Troy, the raging Main 

His translation, "ev'n when the Wintry Winds command your stay/ you dare the Tempests, and 

defie the Sea" diverges idiomatically from the Latin: 

310 
quin etiam hiberno moliris sidere classem 
et mediis properas Aquilonibus ire per altum, 
crude/is? quid, si non arva aliena do mosque 
ignotas peteres, et Troia antique maneret, 
Troia per undosum peteretur classibus aequor? 

In lines 44 7-8, Dryden adopts a firm vocabulary that presents Aeneas as disobedient. A word 

like "command" is absolutely synonymous for 'authority', Dido's authority. In leaving, Aeneas 

will "dare", and "defie". Words like these render Aeneas disrespectful and defiant. Once again 

59 With not distant memories of the English Civil War, 1642-1651, seventeenth century audiences would have 
understood the gravity of a monarch's death. Dryden's lines 445-6 play on those anxieties. 
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Dryden calls to mind Dido's creative furor by contrasting her with Aeneas, and showcasing 

Aeneas' destructive furor. 

Dryden resumes, "False, as you are, suppose you were not bound/ To Lands unknown, 

and foreign Coasts to sound;/ Were Troy restor'd and Priam's happy Reignj Now durst you 

tempt for Troy, the raging Main?" He commences this digression with the word "False", taking 

from "crude/is?", which he has moved from the end note of the previous sentence to the opening 

of the aforementioned. And so, instead ofbeing an afterthought in 448, here "false" sets that tone 

for the lines to come. While crude/is would typically translate as cruel or unfeeling, Dryden 

chooses the word 'false'. Unlike 'cruel', false is more cool and calculating on Dido's part. A 

word like 'cruel' would have victimized Dido. "False," followed by the aside, "as you are," 

implies a matter-of-factness in Dido's speech, such casual conviction could only come from a 

person in authority. Phaer's translation of this passage used persuasive words like "allure", 

which denote a destructive and seductive furor. Dryden, however, uses a seductive word similar 

to "allure", "tempt", in reference to Aeneas. 

Rather than presenting Aeneas with the question "quid, si non arva aliena domosque 

/ignotas peteres, et Troia antique maneret,/ Troia per undosum peteretur classibus aequor?" 

'What, if you were not seeking a foreign land and unknown homes, and ancient Troy was still 

standing, would Troy be sought by your fleet through the billowing sea?' By use of the 

subjunctive, Dido further assumes the dominant role in presenting Aeneas. with a hypothetical 

situation, "Were Troy restor'd, and Priam's happy Reign, Now durst you tempt for Troy, the 

raging Main". Rather than maneret, 'remains', Dryden uses the word 'restored'. This creative 

vocabulary, being spoken by Dido, again notes the creative force ofherfuror. 

Virgil's Latin continues: 

315 
mene fugis? per ego has lacrimas dextramque tuam te 
(quando aliud mihi iam miserae nihil ipsa) 
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In line 453, Dryden takes a simple "menefugis?", 'do you flee from me?', and draws it 

out into an entire line as he proceeds: 

455 

See, whom you fly; am I the Foe you shun; 
Now by these holy Vows, so late begun, 
By this right Hand, (since I have nothing more 
To challenge, but the Faith you gave before;) 
I beg you by these Tears too truly shed, 
By the new Pleasures of our Nuptial Bed ... 

By positioning the word mene at the beginning of the utterance, Virgil puts the stress on me. 

Dryden communicates this stress by including that second clause, "am I the foe you shun", 

where he "I", or Dido, comes before "you"-Aeneas. The account which follows this statement 

describes Dido as a self-sacrificing lover. It demonstrates how incongruent the label "foe" is with 

Dido. This simultaneously arouses sympathy for Dido, clears her of any suspicion of driving 

Aeneas away, and presents Aeneas as irrational. It is then Aeneas' sole decision to flee, and all 

the carnage left in his wake is a result ofhis own destructive furor. 

From the following Latin , per ego has lacrimas dextramque tuam tel (quando aliud mihi 

iam miserae nihil ipsa reliqui)/ per conubia nostra, per inceptos hymenaeos", Dryden derives his 

above translation, which maneuvers each phrase into a different position and thereby alters the 

message. Whereas the Latin opens with a recount ofDido's tears, per ego has lacrimas, Dryden 

chooses not to mention her weeping first. Instead, by moving the closing line of the Latin to the 

opening subject of the English, he downplays Dido's tears as a weakness and mentions them 

only after reporting the tragedy of their broken marriage. Unlike the Latin, which minimally 

states "conubia nostra ", 'our marriage', the translator chooses "holy Vows", denoting the 

sacredness of their relationship. Dryden adds "holy'', adding a religious overtone to 'conubia '. 

To a Roman, 'conubia' would not have had any religious connotation. Dryden also cites their 

marriage "Vows" rather than the marriage itsel£ "Vows" emphasizes the oaths, whereas 

'marriage' may have emphasized the relationship. For Dryden, Aeneas' departure is more than 
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just heartbreak for Dido, it is a betrayal of religious law. Also these 'vows' and Aeneas' 'faith,' 

remind Dryden's audience that Dido did uphold those vows, and it was Aeneas who did not. 

Dido's constructive furor supported their vows and the marriage. Aeneas' destructive furor is 

what breaks it. 

Dryden replaces where the Latin would have us discussing their marriage, with Dido's 

weeping. Dryden writes "I beg you by these Tears too truly shed", making Virgil's "has 

lacrimas", 'these tears', into an understatement. Dido's tears call attention to the emotive force 

ofher.furor and her femininity. Given the phrase's placement in the sentence, Dryden uses 

Dido's tears (note the insertion of 'truly', which stresses her authenticity) to "deploy femininity 

[that] ... give[s] greater weight to her masculine role and authority''60
• These -tears, which can be 

dubbed appropriate given the circumstance, may in fact give Dido the upper hand61
• In weeping, 

Dido makes a physical demonstration ofherfuror. By explicating Dido's pain and suffering, her 

furor instills guilt in Aeneas, gains sympathy from the audience, and imparts the enormity of her 

betrayal. 

Dryden's Dido presses her entreaty, 

460 
If ever Dido, when you most were kind, 
Were pleasing in your Eyes, or touch'd your Mind; 
By these my Pray'rs, ifPray'rs may yet have Place, 
Pity the Fortunes of a falling Race. 

which Dryden has composed in her favor. The digression, ''when you were most kind" cannot be 

found in the Latin: 

319 

60 Cf. Capem, op. cit. 175. 

si bene quid de te merui, fuit aut tibi quicquam 
dulce meum, miserere domus labentis et istam, 
oro, si quis adhuc precibus locus, exue mentem. 

61 Historians and literary scholars have attested to the efficacy of such a tactic with Elizabeth I, arguing that 
"Elizabeth was a mistress of 'female glamorization' that deployed to project a controlled political authority'' cf. 
Capem, op. cit. 170. 
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'If I have deserved well from you, or if anything of me was sweet to you, feel pity on a house of 

falling and that beside you, I beg, lay aside your resolve if there is still place for prayers up to 

this point'. By inserting this line, Dryden allows Dido to reflect on a time when Aeneas was 

''most kind". Tills reflection implies that he is no longer so. Tills subtle insult deflects fault onto 

Aeneas. Amongst his erratic furor, Aeneas' behavior toward Dido changed. Once more Dryden 

notes Dido's more cultivated .furor (for she remained steadfast) by omission. By calling on 

Aeneas' furor, Dryden observes its contrast against Dido's furor. 

Even though Dryden illustrates a pained Dido, he always maintains her sense of 

authority. While the Latin states, "si bene quid de te merui, fuit aut tibi quicquam/ dulce 

meum ... ", 'if ever I deserved well from you, or if anything of mine was sweet to you ... ', Dryden 

decides against merui (deserved) and instead chooses 'pleasing'; "pleasing in your Eyes ... ". In 

selecting a word like ''pleasing" over "deserving", Dryden removes any appearance of Dido as 

:Subordinate. The use of 'deserved' calls attention to Dido's value as an individual, whereas 

'pleasing' focuses on the pleasure that would have been produced through the industrious deeds 

ofherfuror. 'Pleasing' has nothing to do with merit. Thus, in Dido's defense, Dryden avoids 

subjecting her to a potential questioning of her worth. For the translator, it is not a question of 

merit or value, Dido still holds the command that he previously established. 

The same confidence is shown again in Dryden's line 467: 

470 

Whom have I now to trust, (ungrateful Guest,) 
That only Name remains of all the rest! 
What have I left, or whither can I fly; 
Must I attend Pygmalion 's Cruelty! 
Or till Hyarba shall in Triumph lead 
A Queen, that proudly scom'd his proffer'd Bed 

Not only does Dryden restate that Aeneas is ''ungrateful", placing him in unflattering light, but 

he also continues to avoid any translation that may display Dido as weak. Virgil's line 323, 

... cui me moribundam deseris,- hospes, 
(hoc solum nomen quoniam de coniuge res tat)? 



325 quid moror? an mea Pygmalion dum moeniafrater 
destruat aut captam ducat Gaetulus Iarbas? 
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translates as 'to whom/to what do you leave me destined to die. It is noteworthy that Dryden 

rejects the participle moribundam, about to die, which would draw attention to Dido's 

enervation. In its place Dryden elects 'trust', and thereby focuses on Aeneas' betrayal and evades 

any dialogue of Dido's weakness. Translating moribundam more literally would require Dryden 

to cite Dido's impending death, which would ascribe a destructive element to herforor. By 

focusing on 'trust', a positive act, Dido also upholds the positive spirit ofherfuror. 

Dryden translates the Latin line 325 as Dido's final assertion of authority in this section. 

He translates this same line "Must I attend Pygmalion's Cruelty! Or till Hyarbas shall in 

Triumph lead I a Queen, that proudly scorn'd his proffer'd Bed!". Dryden generalizes 

Pygmalion's potential transgressions as his 'cruelty', but more important is the translation of 

quid moror. Dryden replaces a latent complaint ''why'' to "must". With that, Dido second-

guesses Aeneas, asking about necessity rather than for an explanation. Also, Dryden chooses 

'attend' over 'linger/stay'. Where 'linger' passivity, Dryden's 'attend' regains the control of her 

furor. 

Dryden refers to Gaetulus Jarbus as "Hyarbas", leading the Queen in triumph. Dryden 

has Dido refer to herself as 'Queen' to remind his audience of Dido's reign and the creative 

power ofherfuror and the consequence ofher death. Similarly to quid moror, Dryden changes 

Dido from being a passive object, captam ducat, being lead as a captive, and assigns an action to 

her: "a Queen, that proudly scorn'd his proffer'd Bed!" Dido looks upon Iarbas'- bed, "proudly'', 

always retaining her dignity and clout. 

As Virgil's Latin would have it, Dido closes her argument in a subsidiary position: 

.. . si quis mihi parvulus aula 

330 
luderet Aeneas, qui te tamen ore referret, 
non equidem omnino capta ac deserta viderer. 
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I have translated line 330 as 'surely I would not seem too entirely deceived and abandoned'. 

Dryden, however, concludes Dido's confrontation by focusing on her strength, 

475 Some Babe to bless the Mother's mournful sight; 
Some young Aeneas, to supply your place; 
Whose Features might express his Father's Face; 
I should not then complain to live bereft 
Of all my Husband, or be wholly left. 

In Dryden, Dido does not identify herself as "deceived and abandoned", as in the Latin. She 

remains in an active role, and concludes with solemnity and pride. Dryden's Dido declares that 

she "should not then complain", for a negative or weak word from her would intimate a 

destructive furor, and thus her furor remains creative. Finally, for one last time Dido labels 

Aeneas "my husband" to leave a resonance of his responsibility, which he has chosen to 

abandon. 

By showcasing Aeneas' faults Dryden and Phaer creates sympathy for Dido. As 

c contemplation of female monarchs-Mary I, Elizabeth I and Mary 11-expanded and the 

growing influence of women as visible participants in politics emerged, it is only appropriate that 

Dryden should assign his Dido the same authority that a Queen wielded. By translating Dido 

largely as a political figure, John Dryden's 1697 translation presents Dido as a powerful and 

dominant figure. Her politically successful position emphasizes her furor as a positive and 

exclusively creative force. Thomas Phaer's Dido, however, likened to Eve, is rendered to 

unleash her furor as a destructive force. Both translators read and interpreted the same Latin of 

Virgil, and their opposing portrayals ofDido'sfuror reveal not only the ambiguity of Dido's 

character, but the ideals and perspectives of their cultures. 

Because of my ability to identify with Dido as a female, my judgment of her is a 

sympathetic one. I do not, however, view Aeneas as the foe either. Ultimately Aeneas fared 

better than Dido-he kept his life, founded the great city of Rome, acquired a wife, and achieved 

a celebratory reputation. Yet it is impossible for me to begrudge Aeneas, for it is the same reason 
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that I view Dido sympathetically that I view Aeneas ambivalently: fate. Above all) Dido and 

Aeneas were subject to fate and the gods. Dido cannot be held responsible for her affection for 

Aeneas-Venus sent Cupid to enflame her. Aeneas' can also be seen as blameless for his 

departure from Carthage-that too was the command of the gods. If I remain consistent in 

holding the will of the gods accountable for the events of Aeneid, then I also believe Dido and 

Aeneas to be married in the true sense. In line 126 of book four, Juno tells Venus "conubio 

iungam stabili propiamque dicabo"-'1 shall declare lasting union in firm marriage'. Neither 

Dido nor Aeneas are in control of their destinies, Dido's suffering and death are due to the gods. 

I would translate Dido'sforor as a creative force, especially since she is a reigning 

monarch who has built up the town of Carthage. As was earlier discussed, key political moments 

in Roman epic often follow the death of a woman62
• Though the furor of Dido's suicide 

destroyed her own life, it generated the events that lead to the founding of Rome. Even in her 

,suicide, the force ofDido'sfuror as considerably more creative than destructive. 

Each of these representations struggles with the same conflict Virgil presented in his 

original Latin text: is Dido a victim or villain? For centuries translators and audiences have 

grappled with the ambiguity that makes Dido such a compelling literary figure. These are but 

brief examples of translators who have manipulated Virgil's text to suit their own literary aims. 

She may be both strong or weak, steadfast or frivolous, victim or oppressor. Virgil's ambiguous 

heroine has already enjoyed centuries of fascination, and her tragic tale continues to capture our 

imagination today. 

62 See paragraph 1. Cf. Keith. 
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