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En este articulo se lleva a cabo mia revisión del 1nito de Dido y Eneas en el ambito coreogra­

fico y se estudia la importancia que ha tenido la partitura de Henry Purcell (ca. 1688) entre 

baila1ines y coreógrafos de la danza contemporanea. Las versiones de Mark Morris (1989) 

y Sasha Waltz (2005) constituyen, en concreto, dos ejemplos ideales para percibir ciertos 

mat ie es en su relación con el nuto virgiliano a partir de unos intereses bien diferenciados. 

Dido, the mythical queen of Carthage, has been a paradigm of the neglected lover 

in Western culture, embodying the qualities of <lignity and seriousness of a woman 

who recognizes her own mistakes and the unavoidable consequences of her acts. 

A victim of her fate as well as of the fate of Rome, the character was masterly 

modelled by Virgil and constantly reshaped by other writers, painters, musicians, 

and also dancers1
. In fact, even ifthe heroine's fortune was originally linked to the 

poetic sphere of the spoken language, the physicality implied in the fourth book of 

the Aeneid, the expressiveness of Dido's pat/ws (so well concluded by Ovid in the 

Epistle?), the versatility of her emotions and the drama tie power of her fatal sui-

1 For a generał approach of the myth's fortune in art and literature, cf. M. T. Graziosi, F. Piccirillo 
and M. Sala (1985), Dido. Fortuna letteraria. Fortuna artistica. Fortuna musicale in: 
„Enciclopledia Virgiliana". Vol. 2, Rome, p. 57-63 and M. Burden (ed.) (1998), A Woman 
Scom'd: Responses to the Dido Myth, London. For a recent revision of this topie, see also 
J. Farrell and M. C. J. Putnam (eds.) (2010),A Companion to Vergil's Aeneid and its traditżon,
Malden.

2 See P. E. Knox (2000), Ovi
d

. Heroides. Selected Epistles, Cambridge, p. 19. He argues that
Ovid begins with his characters as they have already been constituted in the woks of his
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