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PREFACE

This paper offers a new theme for Marlowe's seven trag;
edies, one which I believe resolves what appeared to be iné
consistenqies’in them. The tragedies seem to me to‘have‘a
significance’for the twentieth century that has not yet been
fully realized., Studies of the plays in terms of ideologies
have divided scholars; the study of MarloWe's ideas of the
limitations ofvhuman nafure I hope will prove more fruitfulq
Since the theme of the evil in man's nature applies to all
the plays, I have devoted two chapters to consideration of
the pleys generally and only one to tracing the development

of the theme in a single play--Tamburlaine, Part.;. I am

conscious of areas still to be explored.

I have been immeasurably assisted in the definition of
this theme by Dr. David S. Berkeley, who was generous with
books and ideas, time and thoughf.' I am grateful, too, for
Dr. William R. Wrays's patient insistence_on clarity and
simplicity and for his many helpful suggestions.

My thanks are also due to Mrs. P. J. Cunningham, a

most competent typist.
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CHAPTER ONE
A NEW THEME FOR MARLOWE'S PLAYS

The fundamental requirement of all human communications
is surely that they make sense. Literature, though it
transcends the adherence to logic of ordinary human ex—
changes, is nonetheless bound to some degree by this re-
guirement: the plays of Christopher Marlowe meet it best
when they are understood to depict the evil of man's nature.
The importance of this theme does not lie on the surface of
the plays, but neither is it especially cryptic. Taking in-
to consideration the energy, the ingenuity, the imagination,
and the massive learning that has characterized much of the
!seholarship of this century, particularly the scholarship
since World War II, it is surprising that the line of
thought_that leads tovMar10we‘s judgment of man as tragical-
.-Iy-eﬁil has not been unraveied‘ea,rlier0 There are special
circumstanees in modern criticism of Marlowe which may
account for this oversighta

In 1925 Dr. Leslle Hotson publlshed an account of hlS
researches 1nto the clrcumstances of the death of Marlowee
In retrospect, Hotson's slim volume assumes momentous stat-
ure. In spite of his matter~of-fact mahner, we see him as a

scholar-hero who, viewed most sympathetically, has some = ..



Pfémethéanaoharacteristics;oﬁé@creates; hefbringsglightiand
truth. Viewed more moderately, Hotson is at least fhe equal
of M. Dupin. The proceés he employed understandably stirs
the imagination of scholars; the product equally eﬁgages
scholarly minds. Hotson's researches showed Marlowe, the
Puritan awful-example, the profligate and rake, who "euen
cursed and blasphemed to his last gaspe," "stabd to death by
a bawdy Seruing man, a riuall of his in his lewde loue," as
the fabrication of Thomas Beard and Francis Meres, the one
narrowly puritanical, the other ill—informedo In the light
of Hotson's further discovery of a letter from the Privy
Council excusing Marlowe's absence from Cambridge on the
grounds of government service, requesting that he be awarded
his M. A. degree without delay, and repudiating the gossip
that he had deserted to Reims and Roman Catholicism, the
clear outlines of Marlowe the unruly rebel deliguesced. The
career begun at government fiat and ended in the presence of
a governﬁent agent is touched enigmaticaliy with the cdm& |
plexities of Elizabethan politics: we see both the extent
to which our former view of Marlowe was a stereotype and

the foolish oversimplification of such a view.

It is possible, however, that Hotson's researches have
disproportionately colored subsequent criticism and that the
influence of this tremendous gain-in knowledge has not been
entirely’benign° The most direct result of it has been a
continuation of biographical investigations. Hotson's diém

coveries provoked questions at every point. Extending the



available information about Marlowe’s life has attracted the
energies éf twentieth century scholars to a degree that can
best be appreciated when one realizes how long it was before
- there was any information at all about Marlowe's life. 1In
1820 James Broughton wrote to the parish church at Deptfofd
and confirmed with evidence of his death the fact, grown dim
in some_guarters, that Marlowe had actually lived. Nearly a
hundred’yeafs élapséd between that elementary piece of in-
vestigation and the identification of Marlowe's assailant;
one hundred and five years passed before Hotson elaborated
the brief reference in thé Deptford parish records to the
detailed account now at our disposal., But since 1925

3

- have traced Marlowe in Canter-
4

William Urry® and Mark Eccles

and Tucker

have unearthed more documents; A. K. Gray6 and

bury, Cambridge,fand London; Frederick Boas
Brooke5
Ethel Seaton7 have produced cogent speculations; and John
Bakeless has amassed both findings and speculations in a

mammoth Tragical History of Christopher Marlowe.8 These

efforts, surely inspired by Hotson, are certainly commend-
able, but they are not specifically literary. If a demar-
cafion between literature and literary history were respect-
ed, we would only be the richer for them, but unfortunately
Hotson's discoveries seem to have so strengthened the inter-
est in Marlowe®s life that much of the criticism of this
century has been marred by the influence of biographical
data. Biography has intruded into interpretation or super-

seded interpretation, and the plays are looted for passages



that tend to confirm suppositious insights derived from doc-
uments. An extreme example of this surely reprehensible
technique is a four hundredth amniversary book, In Search of

g
Christopher Marlowe, by A. D. Wraight and Virginia Stern,J

in which the plays are used to provide captions of photog-
raphs of Canterbury, Cambridge, and London. We have now
only %o wait for the technicolor version of the Marlowe
story.

The example of The Lives of the English Poets reminds

us of the unquestioned respectability of biography as a
starting point for sound literary judgments; "The Life of
Milton" reminds us, however, that even in the mosgt judicious
minds esthetic appraisal is easily distorted by biographical
congiderations. In Marlowe's case, the hazzrd of distortion
is increased by the seunsational character of the facts we
have about him. In accounting for the biographical bias of
the contemporary criticism we must reckon, too, on an occu-

f

(@]

pational predilection: all those engaged in the study
literature must with one level of the mind love a gocd story.
Marlowe's life makes one, not the less interesting for our
fragmentary knowledge of it.

In addition to a regrettable biographical emphasis,
there is also evident in the criticism of Marlowe a tendency
to interpret literature subjectively and to make idiosyncra-—
tic responses the matter of critical commentary-—a tendency
still strong in England where perhaps the magnificent exam-

ple of Coleridge produced a lingering conviction of the



suitability of such an approach. One may wender, however,
whether all these circumstances are sufficient to account
for the limitations of the criticism of Marlowe, criticism
wiich it is now guite common to denounce as inadeguate.
Clifford Leechy, for example, in the introduction to a col-
lection of critical essays devoted to Marlowe, assesses
twentieth-century scholarship as having achieved only the
10

promising beginnings of a sound estimate of Marlowe., In

the ecarly pages of s perceptive study of Marlcwe, The Over-

¢

)
S

cher, Harry Levin makes a sharper criticism. Commenting

o
4]
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particularly on the intensified biographical research since
the publication of Hotson's book, Levin says, with a play
on words that casts some doubt on his earnestness, "Without
ceasing to hope for unpredictable discoveries, we ought

perhaps to admit that the inquest is over,ntt

He goes on to
say, with indubitable earnestness, that F. 5. Boas' recent
“interpretativé'synthegisa o o Taithfully mirrcred the state
of Mariovian studies: the chapter devoted to one of the
dubious characters who happened to be present when Marlowe
was killed is actually longer than the chapter on Hero and

Leandero“lz Similarly, Roy Battenhouse begins his book-

length s of Tamburlaine with a statement o e defi-
length study of Tamburl th tat t of the def

ciencies of existing works. He rejects "most modern inter-
pretations. . . as markedly romantic" and cites F. S. Boas,
John Ingram, Una Ellis-Fermor, and Philip Henderson as writ-
ing so as "“virtually to abolish the distinction between

drama and au,'t:D‘oiog:c‘az::h;y’[,"l'3 These critics—=Mario Praz, T.M.



Pearce, and John Bakeless~-whom he distinguishes as not dom-
inated by romenticism but still not free of the errors %o
which it leads, he calls "ruthlessly historical.” In con-
trast to these opinions is Paul Kocher's sitatement at the

beginning of his book, Christopher Marlowe: A Study of gis

Thought, Learning, and Character.,l4 Kocher explicitly es-

chews reliance on the intuition of the critic and advocates
instead’forming an appreciation of "the dramatist's choice
and treatment of sources. . . the béokground of the thought
and custom of the period. . . the practice of other drama-
tistse o« - the dramatist's own practice in the remainder of
his work. . . his own personally held ideas, » . his manipu-
lation of emphasis within the play,,"15 Kocher differs from
Leech, Levin,; and Battenhouse by boldly accepting "the good
gifts of the white witch of biography,"l® but in spite of
this divergence and in spite of the fact that his study is
opposad in every detail to Battenhouse's so that thé two
books are poles apart in their conclusions, a more recent
critic, J. Be Steanegl7 finds their methods identical:
"Both studies. . . are based on_what is, in its literal
sense, a prejudicet. o o» Kocheriquotes unorthodox thinkers
to support his theory about the Baines note; Battenhouse
guotes orthodecx moralists to support his interpreta-

w18

tione o o Steane finds both displeasing: "“The perver-

sity of Battenhouse's conclusions only demonstrates the
wrongness of Kocher's critical priorities and procedureso“19

The dissatisfaction with existing criticism is carried



a step further by Irving Ribner in an article entitled "Mar-

lowe and the Critics."20

The biographical bias that pefvades
Marloviana is implicif in Ribner's conclusion: "If we ex-
amine the critical studies of the last fifty years, we find
that they are not only remarkably few for a writer of such
generally acknowledged stature, but that they reveal a state
of confusion, with some critics seeing Marlowe in terms so
radically different from those in which others view him that
it is difficult to believe that all are writing about the
same mano"21 Ribner reviews the most interesting of the
contemporary critical theories, few of which are compatible,
and comments particularly on the flat contradictions of
Kocher and Battenhouse and their respective camps: "We can-
not have a Marlowe who is on one hand a daring freethinker
challenging the most widely accepted beliefs of his age, and
mathg-qﬁhgr a pious orthodox Christian using the stage as a

22 The value of

virtuélwéaipit for orthodox pronouncement."
this statement is that it pinpoints the surprising polariza-
tion that has occurred in modern interpretations of Marlowe,
:but Ribhef's bluntness should perhapg be qualified. Besides
the atheist interpretation.énd the ré;igious interpretation
of the plays, many other specific instances of broadly di=- |
vergent views may be adduced, some, of course, from the lun-
atic fringe of literature that has so enlivened Shakespear-
iana, but others‘from the solid center of scholarship. H.B.

Charlton and R. D. Waller, for example, in the introduction

to the Case edition of Edward II say of all the plays, "The
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speeches do not have any marked intellectual quality. These
heroes desire and suffer; they do not think."23 Tﬁis C O~
ment is hard to reconcile with Tucker Brooke's remark that
the virtue Marlowe most esteemed was intelligence°24 More
directly opposed are the judgments of Philip Henderson and

- Ethel Seaton. In his book Christopher Marlowe, Philip Hend-

erson comments, "It would seem, from the fragmentary nature
of his work, thaf Marlowe was too rash and impatient by na-
tufé for careful scholarship, or even for prolonged applica-
tion to any subject, though intellectually brilliant°"25 In
tacit oontraéf, Ethel Seaton demonstrates that in Marlowe's

use of Ortelius! Theatrum Orbis Terrarum "“we find order for

chaosg, something of the delicate precision of the draughts-
man for the crude formlessness of the impressionista"26
Similarly, Levin credits to Marlowe immovations in verse and
dramatic gtructure that altered the course of English
drama,27 but David Bevington thinks him so strongly influ-
enced by the structure of the moralities that many of the
plays are morally‘ambiguous,”the traditional generic repre-
gsentation of moral conflict being incompatible with the
realistic psychological devglopment and secular context with
which Marlowe fused it°28 éfher examples of contradictory
opinions exist; +their content does not seem so important as
their variety and number.

So striking is the disparity of opinion about the plays
that it seems reasonable to look for its cause beyond indi-

vidual blindspots and changing tastes to qualities within



the plays themselves. In none of the instances of contra-
dictory judgments is the disagreement inexplicable or the
contradiction enfire. A clear-cut division such as Ribner
suggests dées not really exist: one set of comments does
not consistently appear with one reading, the other with its
opposite; nor have all those writing about Marlowe attempted
to distinguish in the plays an idea or a set of ideas that
would explain otherwise puzzling qualities. Many critics——
Steane is an instance--seem deliberately to have sidestepped
the controversy. Nevertheless, the fact that many critics
have made this attempt.seems significant. First, on a very
general level, it indicates the impression of intelligence
which the plays convey. Evidently, sensitive reading pro=-
duces respect for.Marlowe°s mind; evidently, the overall
competence of the plays is so at odds with their inconsigt-
encies that critics seek an interpretation which would en-
compass the inconsistencies. These attempts indicate, too,
Marlowe's unmistakable sincerity. Marlowe is no facile
craftsman like Wilde, for example, toying with emotions as
with manners. The tone of the plays is more than intense:
it is urgent. One senses in the books of Kocher and Levin,
cnn the one hand, and of Battenhouse and Douglas Cole,29 on
the other, the same conviction: "He must mean something,"
and the same hope: "Perhaps this is it." The conviction
earns our respect; the hopes ére confounded. It would seem
that Marlowe 1is among the dramatists who elaborate in all

their plays 2 master theme. A wealth of scholarship and
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ingenuity has been invested in the last few years to demon=-
strate as Marlowe's master theme either the lofty reaches of
man's passionate nature or the dreadful consequences of sin,
Because both readings derive from only part of the plays,
both imply serious limitations in Marlowe as a dramatist;
because one can only be demonstrated at the expense of the
cther, neither is convincing.

The cause of this critical impasse is not far to seek.
I4t, too, can be traced to the plays, not to their effect of
intelligence, nor %o their intensity of tone, but to their
subject matter. Again and again Marlowe dramatized the con-
flict between aspiration and limitation, between man's'pas~
sions and God's laws. The almost universal tendency has
been to assume that the weight of Marlowe's approval is be-
hind one or the other of two irreconcilable forces. When
Marlowe is thought to celebrate the splendor of human
thought and energies, critics and scholars alike have ran-
sacked their voqabularies in efforts to describe the soaring
imagination of Marlovian heroes. These writers, to whom
daring and intensity and triumphant imagination seem Mar-
lowe's major theme, are, however; obliged to deplore ele-
ments of the plays as sensational, to characterize the plays
as fragmentary, as immature. They note repetitions, uneven-
ness, lack of humor, and an unpleasant taste for cruelty.
The situation is reversed when Marlowe is interpreted ac-
cording to the other school of thought. When the plays are

read as a series of homiletic warnings—-against lust,
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against ambition, against avarice, against pride, against
anger, even against blasphgmy——these defects recede. Those
to whom these moral.lessoﬁs are most striking are inclined
to defend the construction of . the plays, to recognize in
them the operation of inexorable logic, and to find in them
a tough humor which has a precedent in the moralities. The
sensational elements make the sermons mofe interesting; the
- cruelty which the heroes display is consistent with their
function as caée histories, that which is meted out to them
is simple justice. Only the language of the plays and the
heroic stature of the heroes are an embarrassment to those
arguing the religious interpretation of the plays, for they
seem to confuse the moral statements. The grandiloquence
with which Dido, Tamburlaine, the Guise, Barabas, Edward,
and Faustus are allowed to set forth their vices seems in-
appropriate. We seem to be invited simultaneously to admire
these characters unrestrainedly and to recognize the inevi-
tability‘Of their piteous ends. Viewing the plays as moral-
ities, we cannot do it. The moral scale seems mean; the
moral framework proposed by Battenhouse and Cole seems to00
small: it makes the poetry extraneous. - |

A third way of reading the plays is possible: if Mar-
lowe viewed man's aspirations to knowledge, to power, to
wealth, on the one hand, and Christian injunctions to humil-
ity, -to renunciation, to repentance, on the other hand, as
immense forces of equal weight, as opposing verities, facts

of existence that were irreconcilable, he might very well
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have meant the conflict of man's instincts with God's ordi-
nances to express a despairing recognition of the elements
of man's nature which make inevitable the separation of man
and God. The splendor of the passionate commitment of the
heroes %o their impious goals would be qualified from the
first by irony; their recklessness parallels the hybris of
Greek tragedy. We are not justified in believing that Mar-
lowe himself challenges Christian merality: his characters
do, acting upon instincts to love, to power, ¥Ho wealth which
are age-0ld and totally damned.

Understood in this way, Marlowe's plays embody the
spirit of his age, but in a very complex way.Marlowe records,
not the triumphant claims of man's interest in himself and
his world which the magnificence of his herces and their
total abandonment to temporal preoccupations suggest, but
rather the tension between the new interest and the old
faith. The ambivalence we feel toward the main characters,
which makes it 1mpossible to accept the plays as simple mor-
alities, has meaning. It derives from the imposition of the
spirit of the age upon the backdrop of etermity. Renais-
sance secularism and Reformation spirituality clash. Batten-
house and those following him are mistaken in explicating
the plays in fterms of conventional theology, for Marlowe
took into account a new element, the anthropocentric con-
cerns of the century. His reiteration of Ged's justice was
not the reaffirmation of medieval orthodoxy; it was a new

and stronger endorsement of it under changed circumstances.
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Man was both splendid and doomed, for his aépirations, de-
fying immutable Divine order, were at best irrelevant to
sélvation, at worst, inimical to it. Marlowe might exult in
the imagination, the passion man was capable of, but his
admiration was shot with despair. Worldly pleasure, even in
its most refined form, the airy spinning of the imagination,
was dangerouss: the impulses which led men to pursue it were
the.legacy of Adam's fall,

Adam's fall and its consequences, the subject of con-
siderable theological dispute in the sixteenth century, is
material to this interpretation of the plays. Assuming that
in spite of restless speculations about the validity of re~
vealed religion abundantly attested by Paul Kocher, Marlowe
remained convinced of the existence of an omnipotent God
who Was all-good, the outcome of the plays, in every case

except I Tamburlaine an unequivocal defeat for the main

character, must be attributed to the evil in man. The plays
can be seen to depict man in the grip of a terrible irony.
His energy, his instincts, and above all, his mind tainted,
he pursues his own destruction. If his energy is great,

his instincts passionate, his vision superb, he pursues his
destruction with exaltation: his doomed flights aré_Marm

lowe's subject. In Dido, both parts of Tamburlaine, and

Faustus, the weight of the emphasis is on the magnificence,

in The Jew of Malta, The Massacre at Paris, and Edward II,

on the evil, of the characters; but the change in emphasis

does not alter the thesis. In all the plays Marlowe might
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be explicating the text from St. Paul: "Your glprying is
not good" (I Cor. 5:6). |
Inétead of the sublimity of man's aspirations tradi=-

tionally seen as Mariowe“s theme and instead of the opera-
tion of Divine justice imp;ied@ by Battenhouse, the sense of
the:evilkin man has many claims to being the constant in
. Marlowe'slplgys around which he elaborated tentative atti-~
“tudes“toward iife and God. The strongest of these claims is
that the théme applies to all of the pléys and to each play
in its entirety. If the idea is tested as the center of

Marlowe's fhinking, the thrust of the action of the plays,
| which evolves from character, is seen to meet the force 6f
the conclusions, which restates Divine authority. A con-
tinuous thought controls each play; the Marlovian hero's
passionate longings, arising from his faulty heart, are for
the wrong things; his course, determined by his faulty
judgment, is in the wrong direction. The parabolas the
fortunes of the heroes describe have import. Difficulties
fall away and new beauties emerge when Marlowe is regarded

as dramatizing the tragic complexity of the nature of man.



15

NOTES TO CHAPTER ONE

lThe Death of Christopher Marlowe (London, 1925).

2Pimes Literary Supplement, February 13, 1964, p. 136,

3Christopher Marlowe in London (Cambridge, Mass., 1934).

4Christopher Marlowe: A Biographical and Critical
Study (Oxford, 1940).

The Life of Marlowe (London, 1930).
6"Some Observations on Christopher Marlowe, Government
Agent," PMLA, XLIII (1928), 682-7000.

7“Marlowe, Robert Poley, and the Tippings," RES, V
(1929) ? 273“"‘2870

8Cambridge, Mass., 1942.

INew York, 1965.

10ar1owe (Englewood Cliffs, N. J., 1964), p. 9.

Mone overreacher: A Study of Christopher Marlowe

(Cambridge, Mass., 1952), P. 1X.

127144,

13Marlowe's Tamburlaine: A Study in Renaissance Moral

Philosophy (Nashville, 1941), DP. L.
L4chapel Hill, 1946.

1o1pig., p. 4.
167pid., po 5.

YTyariowe: A Critical Study (Cambridge, 1964).
181pid., p. 342.

191pia.
20

Tulane Drama Review, VII, iv (Summer 1964), 211-224.

21

22

Tvid., pp. 215-216.
Ibid., p. 216,
23London, 1933; p. 59.



16

24"The Renaissance," A Literary History of England, ed.
Albert C. Baugh (New York, 1948), p. D42. ’

25London, 1952, p. 1l.

26“Marlowe‘s Map," Marlowe: A Collection of Critical

Essa%s, ed. Clifford Leech (Bnglewood CLiifs, N. de, 1964),
p ° . ’

27The Overreacher, pp. 10-15, BSee also Appendices, pp.
169-173, 1656-1389.
-28From lankind to Marlowe (Cambridge, Mass., 1962),
pe 217, ‘

nguffering and Evil in the Plays of Christopher Marlowe
(Princeton, 1962},




CHAPTER TWO
RELEVANT CRITICAL OPINICNS

Although no one appears to have distinguished the cen=-
trality of the theme of man's tragically.evil nature in
the plays of Christopher Marlowe, some trends in recent
crit%cism have prepared ground for the idea. An sura of
genius has long hung about Marlowe; that insubstantial
emanation has taken shape and been refined. A particular
kind of intelligence is predicated by the interpretation of
the plays as explicating the paradox that the best in man
ig also the worst iﬁ man and .precisely that kind of intelli-
gence is coming to be associated with Marlowe. The impres-
sion of a mind of undisciplined brilliance has given way to
one of a mind that was trained and lucid, objéctive and
bold. In place of dizzying inspiration, painstaking lucu-
brations are indicated by the Case editions of the plays,l
for they show Marlowe to have used a wide range of sources
with accuracy and skillful selection. A related apprecia-
tion of Marlowe's efforts to master his craft is also grow-
ing: although Frederick Boas' 1940 study is marred by the
assumption that Marlowe's heroes express his own "tumul tuous
energies and aspirations,"2=Boas is far from presenting a

picture of a young poet pouring his own intemperate ambi-

17
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tions into divinely molded iambs. He comments instead,
apropos Marlowe's translation of Ovid's Elegies, "It was
fortunate for Marlowe that his genius, in its plastic stage,
went through the discipline inyolved in seeking to reproduce
the technique of one of the most highly accomplished poetic
craftsmen of the ancient world."3

The evidence in the Case editions of catholic reading
and Boas' discussion of the conciseness of phrasing that
Marlowe learned in translating thousands of lines of Latin
make it unsurprising that:Tucker Brooke in his1treafment of

Marlowe in A Literary History of England emphasizes Mar-

lowe's scholarship. According to Brooke, "Few English
poets--perhaps none but Spenser, Milton, and Browning--have
so well vindicated the literary uses of academic know-
le,dge,"4 Without challenging Brooke's observation, it might
perhépé be added that allowing for a gap of almost two and
a half centuries of scientific knowledge, there is some-
thing of the guality of Shelley in the imagination where
Marlbwe quarried innumerable images of the physical world
and the processes of the physical world. As Alfred North
Whitehead"enabled us to see, Shelley simuitaneously ob-
serves the abstractions of nétural law and the concreteness
of natural phenomena, his pleasure in one heightening his
pleasuré in the other. Whitehead quotes a stanza that

Earth speaks in Act IV of Prometheus Unbound:

I spin beneath my pyramid of night,

Which points into the. heavens,--dreaming delight,
Murmuring victorioug joy in my enchanted sleep;
As a youth lulled in love-dreams faintly sighing,



Under the shadow of his beauty lying,
Which round his rest a watch of 1ight and warmih
doth keep.

In this stanza, as Whitehead pointed out, Shelley's know-

5

ledge of a gecmetric figure is the source of the image. In
just this way, absiract scientific knowledge 1is cften trans-
muted into poetry in Marlowe's plays. An example is the

passage in I Tawburlaine, famous on other groundss

Qur souls, whose faculties can comprehend
The wondrous architecture of the world,

And measure every wandering planst's course,
Still c¢limbing after knowledge infinite,
And always moving as the restless spheres,
Wills us to wear ourselves and never rest,

Although it should be noted that Marlowe's was the archaic
astronomy of Ptolemy, knowledge of astronomy is the basis
of this justification of ambiticn. Later, in the same plays

New hang our bloody colours by Damascus,
Reflexing hues of blood upon their heads,

(IV,iv,1~2)
is derived from knowledge which is now within the province
of the science of optics. The problem passage in II Tam-
burlaines

Danubius'® stream, that runs to Tiebizon,

Shall carry, wraps within his scarlet waves,

As martial presents to our friends at home,

The slaughtered bodies of these Christians’

The Terrene main, where in Danubius falls,

Shall by this battle be the blocdy sea;

The wandering sailors of proud Italy

Shall meet those Christians fleeting with the tide,
Beating in hesps against their argosies,

{I,1,33-41)

1o represent accurately the

7

has veen shown by Ethel Seaton

behavior of the current of the Danube according to the gpine
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xteenth-century equivalents of oceanographers,

=t

iong of the s
Similar passages ocecur throughout the plays. We may con-
clude that Marlowe, like Shelley, had a strong scientific
bent, not in the style of the modern experimenter--Thonmas
Edison comss %o mind=-=but in the classical style of absorp-
tion in great generalizations., We see in his poetry one of
the rare minds that move back and forth easily from the al-
titude of principles to their realization in details.

Short studies“of gpecialized matters in modern Marlo-
vian criticism demonsirate that Marlowe was fully capable cof
handling these details, no matter how subtle and complex.

In fact, tracking these studies in learned journals, noting
their variety of subject matter, and following the reasoning
that shows a puzzliﬁg line or passage to be a succinct ref-
erence to an obgcure area of Elizsbethan knowledge persuade
one that Marlowe was particularly attracted to subtle and
complex ideas. These studies also engender respect for his
exastitudes many aprarent mistakes which were for genera--
tioné attributed t0 z large carelessness in Marlowe have now
been traced tc a large ignorance in critics. In II Tambur-
laine, for example, the locaticn of Zanzibar on the west
coast of Africa was observed with condescension until Ethel
Seaton showed that the error was not Marlowe's but the
sixteenthmcentury mapmaker“SDS Similarly, the metaphor "My
heart is like an anvil unto sorrcw,® in Edward II appears to
be upside down if-itzis assumed that Marlowe meant that Ed-

ward's heart was thudding heavily upon an absitract grief.
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In the article "Marlowe and Elizabethan Psychology," however,
Carroll Camden éxplicates the line as an allusion to the
Elizabethéh belief that grief caused the blood to retreat
from the extremities and to pound upon the heart.9 Edward
thus quite accurately describes his condition according to
the physiology of Marlowe's age. Scholars have learned cir-
cumspection where Marlowe is concerned. Inaccurate compari-
sons, inconsistencies, loose ends of any sort are no longer
casually assumed in Marlowe's plays. Rather, substantial
acquaintance with‘the plays and with the commentary upon
them causes one to echo Goethe, "Wie gross ist alles

angelegt& "

Estabiishing Marlowe's intelligence and workmanship is

not merely background for the development of the thesis that
the plays present the tragedy of man's evil nature; it is
the first piece of evidence in support of that thesis.

Moral judgments, especially those in which the judge is im-
plicated in the judgment, require objectivity. DMNarlowe's
thoughtful reading, mastery of form, attention to detail,
and consistency demonstrate objectivity. Thus, on the
broadest level, the general acknowledgment of Marlowe's
intellectual stature in contemporary criticism tends to con-
firm a thesis that interprets the plays as coherent, if
paradoxical. Recognition of the clarity of Marlowe's mind
does not, of course, lead inevitably to this particular the-
sis. There are several instances in which scholars grant

Marlowe's intelligence and craftsmanship, even expound upon
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them, and nonetheless 6ffer interpretations of the plays
that are incompatible with the thesis that the plays drama-
tize the tragedy of man's expressing his nature in pursuit
of love and Weaith and power and knowledge--worldly goalsS—-
reckless of divine sanctions. A representative few of these
alternate interpretations must be dealt with. On the

grounds of bfiIﬁance, Levin's The Overreacher claims atten-

tion, on the grounds of interest, Bevington's From Mankind

1o Marlowe, and on the grounds of explicit opposition to the

moral interpretation of the plays, Kocher's Christopher Mar-

lowe: A Study of His Thought, Learning, and Character.

The thesis of the first of these, The Overreacher, is

not new: Marlowe has long been thought to embody the spirit
of the Renaissance. As the title suggests, however, The

Qverreacher is concerned with Renaissance aspirations as

Marlowe translated them into metaphor: Levin found the
title in George Puttenham's "staunch endeavor to Anglicize

10 and "the Quer reacher" is Putten-

rhetorical categories,"
ham's definition of hyperbole° The application of the epi-
thet to Marlowe in the title of the book is an extension of
what is actually Levin's subject--the literary analysis of
the plays, with emphasis onzthe boldness, freshness and con-
creteness of the imagery and innovations in dramatic con-
structionf Levin's perceptions are acute; his relating of
the pPlays to particular aspects of Renaissance thought and
to the history of ideas is illuminating; his writing far

exceeds the workaday prose in which scholarship is usually
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couched; but perhaps because Levin is so fascinated by Mar-
lowe's inspired presentation of Renaissance interests, he
does not perceive Marlowe's reservations about those inter-
ests. Levin does not hesitate to characterize Marlowe as
"Atheist, Machiavellian, and Epicurean" without balancing
the characterization with the facts that Marlowe stayed deep
enough within the fold of conventional Christianity to es-—
cape persecution in an era when many did not, and that he
telonged to a century that was not converted, but scanda-
lized, by Gentillet's redaction of Machiavelli., By Epicures,
Levin means primarily that Marlowe had: an inténse apprecia-
tion of and an appetite for beauty and sensation. His poet-
ry undeniably expresses a love of beauty and an understand-
ing of sensation, but there is no evidence that Marlowe
ordered his life around hedonism. We have evidence that in
his years at the King's School in Canterbury, if not at
Cambridge, he experienced a regime of enforced asceticism.
This experience may not have inculcated ascetic habits in
the young Marlowe, but he would at least have been trained
in a way of life that was not Epicurean in' theé popular senss.
Full-belief ifi the three doctrines Levin ascribes to him
would be surprising: it would mark Marlowe as a man who
had totally cast off the values he lsarmned in childhood,
more, as a man out of touch with the thought of his time
except at the most extreme periphery of it. It seems much
more likely that, though Marlowe may have been responsive

to the spirit of religious inquiry, the political opportun-
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ism, and thé love of beautiful things which flourished in
the Elizabethan era, he would have felt them, and with his
charécteristic lucidity, have understood them, to be in
conflict with Christian morality. He had, after all, not
merely been brought up in_an atmosphere of conventional
Christianity; he had also devoted six years to studies
which included theology. The possibility exists that he

was a complete rebel, in the style, perhaps, of Stephen |
Crane, but it is only a possibiliﬁy, and against it we have
the evidence of the plays. Levin perfunctorily dismisses
the moral interpretation of the plays, but his own observa-
tions attest their moral strength. His conclusions time and
again follow the line of thought Marlowe surely intended.
For example, close to the end of his discussion of Tambur-
laine Levin commeﬁts upon the success of revivals of Tam-

" purlaine in this century because of our bitter and frequent
experience of war. He adds immediately, "Not that his [Mar-
lowe's] panorama, wide as it is, has roomlfor moral com-
punction'; and he points out that in the plays only the
weaklings Mycetes and Calyphas expreés a distaste for war.
Only a few sentences later, however, Levin is acknowledg-
ing a "reverberation of irony," and as " doubtful epitaph"
for Tamburlaine he quotes Shelley's “Ozymandias,"ll Simi~-
larly, in the course of the chapter on Faustus, Levin says,
"[Faustus] was, like Marlowe himself, that impenitent and

willful miscreant whom Elizabethan preachers termed a

scorner," a statement which is strikingly at odds with the



chapter title, "Science without Conscience," and with the
whole focus of the chapter around the warning from Gargant-

ua's letter to Pantagruel,;" “'science sans conscience . . .«

is but the ruin of the soul,5 nl3 Levin explicitly denies
Marlowe significant qualms about the new currents of

thought forming in Elizabethan life, but his interpretations
are rich with implicit recognition of Marlowe's ambivalence.
The study as a whole, therefore, is not incompatible with
the thesis advanced here,

In much the same way, Bevington's From Manking to Mar-

lowe, although it concludes with an evaluation of Marlowe
as not entirely successful in freéing himself from the
stylized, generalized presentation of temptation and sin
that distinguished the moralities, contains much that test-
ifies to Marlowe's skill as a dramatist. Postulating de-
liberate ambivalence in Marlowe rather than the incompe-
tence Bevington ascribes to him, the book may easily be
brought into line with the theme of the fallible nature of
man, Bevington is primarily concerned with analyzing the
structural elements of the moralities that arose from their
development out of the mystery and miracle plays and were
determined to é large‘extent by the size and limited facil-—
ities of the troupes that regularly performed them. He
 traces the emergence of professional itinerant troupes from
the period when the guilds which had produced the great
chcles of mysteries began to decline because of economic

changes and because of the association of the plays with
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Roman Catholicism. Since they were not tied to Scriptural
sources, the moralities were more flexible vehicles than the
mysteries: they could be used to promote the new religion
ahd also to convey political and’social satiré; The new
content, however, could naturally not be expected to com-
pensate to the audience for the total disappearance of the
spectacle and scope of the older plays, and the players re-
sorted to various devices to give an illusion of adhering
to the medieval inclusiveness, what Bevington calls “copi=-
ousness of detail," that characterized the mysteries and
miracle plays. Chief among these devices was the practice
of assigning each actor multiple roles. This practice pro-
foundly affected the form of the plays since it called for
successive or alternating appearances of characters and
groups of charactefs° The scenes, so composed, quite nat—
urally»fell‘into patterns of qontrast;~players‘doubled as .
their opposites, virtues becoming vices, tempters, good
counselors, and so forth. The episodes were aiso symmetrin
cal: their participants corresponded exactlybin number,
The most interesting part of Bevington's discussion is his
tracing of the slow development of these techniques. Solil-
oguies that inadequately masked stage waits, sudden, inex-
plicable departures of characters; and awkwardly conductéd
arguments in which the persons arguing never met marked. the
naive handling of the problems of juggling a small companye.
Marlowe converted the necessity of juggling—-which in his

case was probably not so pressing-—into effective pageantry.
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Bevington is concerned with proving the morality structure
in Marlowe's plays: he must argue in a business-like way;
totally convinced, we may allow ourselves to admire the

choreographic skill with which Marlowe disposes his players.

To Bevington's conclusion.?gat Tamburlaine is riddled with
ambiguity because "the queéﬁion of causality and its impor-
tant relation to dramatic structure seems to have been only
imﬁerfectly solved in Marlowe's own mind, and as a result
- the inherited linear struciure is not perfectly adapted to

nld it may be proposed that Bevington has

his material,
simply not diScerned the complex of causes which Marlowe is-
concerned with presenting, nor does he see that their effecf
is not reaglly ambiguous, but ironic. The same reasoning
answers Bevington's detedtion of shortcomings in the other
plays:s when the plays are interprefed as the expression
simultaneously of the best and the worst in man, the short-
comings disappear.

- The ease with which the studies of Levin and Bevington
can be reconciled with the thesis under discussion results
from the fact that large parts of those books deal with
matter that runs parallel to thematic interpretation. Koch-
er's book, however, centers on an idea which is diametrical-
ly opposed to the interpretation of the plays as moral dram—
atizations of the flawed nature of man. Kocher considers
that Marlowe was engaged in a "crusade against Christian-
i‘by."l5 Christian elements in the plays Kocher attributes

to concessions to public opinion, pagan and free-thinking
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elements to Mariowe‘s real beliefs. Kocher fails to con-
vince for three main reasons: first, because it is hard to
believe that the man who wrote, "See. see where Christ's

blood streams in the firmament!/ One drop of it would save

my soul, half a drop: ah, my Christ! 16

was not working
at the pitch of his imagination, and the lines, and others
which could be quoted, reveal that imagination to be perme-
ated with Christian conviction. Second, Kocher makes arbi-
trary pronouncements regarding what Marlowe meant and what
he did not mean, what he consciously believed in and what
found itself into the plays from the dormancy of his un-
conscious. Kocher's division of the contents of Marlowe's
mind seems more convenient to his argument than plausible;
his application of modern psychology is particularly unper—
suasive, forthe moral import of the plays is conveyed most
strongly in the plots of the plays, and the plotting does
not seem the product of a residue of religious training
vwhich Marloweis intellect had thrown off while some layer
of his mind still adhered to it With superstitious dread.
The plotting has & daylight air.

‘Finally, Kocher does not seem credible because of the
qualitonf his evidence, which consists chiefly of contemp-
orary denunciations of Marlowe's "atheism," chiefly the
Baines note. This document may accurately recapitulate
Marlowe's notice of some "contrarieties out of the Bible,"
but the random and scurrilous blasphemies are more sugges—

tive of an attempt tohorrify his hearers <than of a consid-
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ered attack upon Christianity. There also seems to be a
feult in the reasoning by which Kocher converts this note
into evidence of serious objections to Christian doctrine.
Kocher argues that the present form of the Baines note
might have been determined by Baines'! having jotted it hast-
ily as Marlowe was speaking. He goes to some trouble to
show that: if the clauses are slightly rearranged, the docu-
ment is the outline of a coherent and logical attack upon
Christianity. With great ingenuity, Kocher reconstructs
this coherent and logical attack, but in doing so he cannct
retain each clause as a meaningful accusation. In just one
example of a frequent practice,Kocher begins with the three
separate statements, "That Christ was a bastard and his
mother dishonest"; "That he was the son of a Carpenter, and
that if the Jewes among whome he was borne did Crucify him
theie best knew him and when he Came"; and "That the Angell
Gabriell was baud to the holy ghost because he brought the
salutation to Mary"-- the last of which appears much. later
in the original document than the other two. Of these
three statements, Kocher creates this paraphrases
If the theological account of his corception through
the Holy Ghost is to be credited, the Angel Gabriel
was a bawd. But of course the account is trumped up.
Christ was in fact a man like any other, and his
claim of divine sonship was merely a humbug. He was
either the bastard son of an adulterous union or
else merely the legitimate son of a carpenter. The
Jews, who knew him all of his life, were in the best
position to realize his true origin and were justi-

fied in crucifying him. 17

Kocher's version tidies away the contradictions of the orig-
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inal statement which offers three mutually exclusive ac~ ..
counts of the paternity of Christ, but while it reconciles
the first and the second, it cancels the third. According
to Kocher's version, Marlowe did not state, "That the Angell
 Gabriell was baud to the holy ghost," but rather observed
~that implication in the doctrine of the Annunciation, which
he repudiated. The accurate report of the blasphemy as
Kocher recreates it would be something like, "The Annuncia-
tion is @ tasteless fable, for it atfributes improper ac-
tivities to an angel." That Baines cast it in its more sen-
sational form seems té mark him as both obtuse and malicious
because the one is as damning as the other taken out of con~
text; as part of an argument, the second is more damning
than the first because it makes sense,

Thus, even folloWing Kocher's reconstruction, which
considerably enhances the persuasiveness of the Baines note,
the accuracy and good faith of the reporter come into ques-
tion. The cogency of Kocher's reconstruction does the very
thing his argument can least afford: it discredits Baines.
Reluctantly one accepts the hypothesis that statements re-
corded hastily, perhaps surreptitiously, might be out of
order, although sﬁrely it is more likely that such a record,
however sketchy, would reflect the sequence in which the
speaker introduced his ideas. When one is also invited to
believe that Baines not only confused the separate items,
but alsc suppressed or omitted relationships between ideas

and substituted conclusions for the premises, the notion of
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Baines' competence is destroyed. Loss of faith in Baines
opens the door to a host of possibilities: that Marlowe was
quoting for the purpose of refutation; that, drunk, he was
treating the company to puzzling products of idle specula-
tion; that he was baiting a Puritan, or that he was probing
the orthodoxy of a suspected heretic. What is impossible
to believe is that the Baines pote is "the master key to the

thought of Christopher Marlowe."18

With his strongest evi-
dence so unconvincing, Kocher fails to make his case, and
the idea that the plays depict man's tragic perversion of
his imagination and energy to evil ends does not seem sig-
nificantly challenged.

One more book must be mentioned, not because like the
studies of Levin, Bevington, and Kocher it offers evalua- -
tions of Marlowe which are incompatible with the thesis that
the nature of man is the subject of the plays, but because
it is entirely consistent With that thesis; and, indeed,
although the.specific idea is not broached, it is implicit

in the work. The book is M. M. Mahood's Poetry and Human-

;gg;lg Miss Mahood undertakes a discussion of Marlowe in

the course of an analysis of the destructive dialectic in-
herent in anthropocentric humanism and the avoidance of this
dialectié in the "true humanism" of the great religious
poets of the seveﬁteenth century. Her interest in Marlowe
is in his perception of the false course of Renaissance
humanism. Her observation, "Through the course of the four

great tragedies, the Marléwe hero shrinks .in stature from
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the titanic to the puny, and his worship of life gives place
to that craving for death which is the final stage of a

20 demonstrates the angle of her

false humanism's dialectic,"
interest, In the course of her discussion of the plays,
however, she shows a keen appreciation of the importance of
the characterization in the plays and a delicate sensitivity
to the imagery and allusions which add to those characteri-
zations, In spite of its brevity, her treatment of Marlowe
;addsJSubsiantialiygibﬁwhe;imgightsioﬁfthéfldngeriworkﬁwhich
recognizes the moral import of the plays, Battenhouse's

Marlowe's Tamburlaine: A Study in Renaissance lMoral Philo-

sophy,a book upon which this study depends and which it is
intended to refine. Although Battenhouse does not suffi-
ciently emphasizé the Renaissance spirit that suffuses

Tamburlaine, his demounstration of the conformity of the play

to widely held moral beliefs of the century is an indispens-
able foundation for the understanding of larlowe. Not
necessa:ily as a morality play in ten acts, as Battenhouse
claims, but as ten acts shaped by moral premises, Tambur-
laine is an important exhibit in the interpretation of liar-
lowe as concerned with presenting man's proclivity to evil.
Though Batterihousefs work has not woniwide acéeptanse,it
opens a way to a just and fruitful appreciation of Marlowe
as a dramatist. Battenhouse's conclusion that Marlowe must
be regarded as a serious moral thinker is the starting

point for this paper.
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CHAPTER THREE
PESSIMISM

It is as a moral thinker that Marlowe views man as
evil, In the popular rather than the philosophical sense,
the plays are pessimistic: they center on man‘s tragic in-
clinafion to evil. The first and most obvious evidence in
support of this interpretation is that évil'in a great many
‘guises is present in the plays. BEvil wés, of course, also
evident in many other Elizabethan plays, and in the pre-
Elizabethan dramatic tradition Evil, in the shape of devils
and vices, struttedﬂpictumesque;éndi?rbteang,in“innumerable
inﬂ%yardsowg In the raﬁge, realism, and intensity of his
portrayals, however, Marlowe easily outdistances his prede-
cessors., . Bven when the list of vices and sins he depicts
is limited to those‘that are most conspicuous in the plays,
the list is a long one: jealousy, infatuation, lust, and

love's betrayal in Dido, Queen of Carthage; robbery, treach-

ery, tormenting of captives, murder, massacre, blasphemy,

and sacrilege in the two parts of Tamburlaine; greed, hy-

pocrisy, lust, malicious intrigue, poisoning, treachery,
and mass murder in The Jew of Maltaj;not only murder, massa-

cre, and treachery, but also adultery and homosexuality in

The Massacre at Paris; homosexuaiity, neglect of high

i
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office, greed, murder, and treason in Edward II; and, with
many lesser vices, the ultimate sin, rejection of God, in

The Tragical History of Doctor Faustus. It cannot be ar-

gued that Marlowe was simply feeding the taste for horror
and bloodshed of the Elizabethan audience, for the plays do
not‘simply cbntain occasional events that are exciting be-
cause of their wickedness. Rather, tne plays ére saturated
with evil, and the croWded instances of evil lead almost
inescapably to‘the identification of its source in man.
From a general pessimism, we infer a particular one; from a
view of life in which evil overbalances happiness,; a view of
man in which evil overbalances good. |

The argument that Marlowe's preoccupation with sin and
vice indicates a pessimistic view of man's nature is not
new. Douglas Cole from the same starting point reaéhes the
same conclusion. The lengthw~274'pages——of Cole's book

Suffering,and Evil in the Plays of Christopher Marlowe indi-

cates how persistent and extensive Marlowe's exploration of
evil is. .Cole traces the”backgrounds of Narlowe's portrayal
of suffering and evil and shows that Marlowe reworked con-
ventions of the mystery plays, the moralities, the de casi-
bus tradition, and the tragedies of Seneca. The bulk of
the book is devoted to the analysis of the techniques with
which Marlowe conveys the well-established themes, suffer-
ing and evil. In some ways, he is close to the convention:
Cole shows, for example, that the formal lamentations of the

victims and the outbursts of rage of the villains have



precedents in the speeches of characters in both the mystery
énd morality plays. Cole aléo finds distinctively Marlovian
- techniques in the representations of evil: ‘the pervasive
use of irony, sustained thematic imagery, repeated transla-
tion of verbal imagery into visual imagery, and characteri-
zation through suffering and sin. In a final chapters Cole
presents the opinion, unimpeachable, as it seems, that Mar-
lowe's interpretation of suffering and evil is suggestive of
the‘ﬁheological explanation that all loss and affliction are

an aspect of poena damni, Furthermore, in Cole's words,

", o o in Marlowe's tragic vision the root of hostility,

1 Prom the

evil, and destruction lies in the will of man."
very narrow base of Marlowe's treatment of suffering, Cole
arrives at what seems, with Mahood's, the most judicious of
the appraisals of Marlowe. The concentration of Ccle's
study on suffering and evil is both its weakness and its
strength: it leads him, for example, to wrench I Tambur-
laine out of shape by emphasizing the plaints of the suffer-
ers, and more seriously, to minimize the grandeur that in-
vests the aspirations of Tamburlaine (and_of all the Mar-
lovian heroes). Singling out suffering and evil, however,
does give Cole an opportunity for the intensive analysis of
one of the elements of Marlowe's ambivalence, and his con~
clusion'is welcome corroboration of the reascning that
associates Marlowe's portrayal of evil with a view of man

as tragically fallible.

There are some general characteristics of Marlowe's
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- portrayal of evil that Cole does not discuss; they emerge
from a comparison of Marlowe with Kyd. Marlowe's distance
from Kyd is enormous. As many critics have pointed out
Kyd's originality in dramaturgy is offset by his too lavish
use of Senecan themes and incidents. It is also well known
that where Kyd successfully fuses his novelties of techni-
gue with adapted motifs the result is spectaclé; but where

he is not in control, The Spanish Tragedy degenerates into

sensationalism., Even in its strongest scenes, however, The

Spanish Tragedy never offers an insight into life as it is

or reflects life as it isy, for the manifestations of evil
in the play are not merely bizarre and exceptional; they
are- also arbitrary. In spite of the influence of Seneca,
Kyd is much closer than Marlowe to. the stylized vices of
the morélity plays whose names--Abominable Living in Lusty

Juventus and Sensual -Suggestion in The Conflict of Con-

science, to mention only two--define and comprehend their

motives, In The Spanish Tragedy, Viluppo might as well be

named Envy: he is not characterized, but identified. The
motives of Lorenzo, who is much more important to the plot,
do not even have the simple clarity of Viluppo's. We sur-
mise that. the quarrel with Horatio over their Jjoint captive
Baltazar, indicates and perhaps adds to a long-standing
antipathy; we apprehend that Lorenzo's family pride, out-
raged once by his sister's marriage to Andrea, would spur
him to desperate measures to prevent a second undistin-

guished marriage. It is necessary, however, to deduce
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these motives. Lorenzo energetically and ruthlessly es-
pouses Baltazar's courtship of his sister without making it
clear why he does so. An even more serious flaw concerns
Revenge's intervention in the affairs of the Spanish court
on behalf of Andrea, In what seems a singularly clumsy
anachronism, Andrea, a sixteenth-century Spanish gentleman
whom one would firmly expect to be a Roman Catholic;deu
scends to the classical underworld after his death. There,
for no apparent reasor, he is granted by Proserpine the
extraordinary favor of the services of Revenge. Andrea was
net murdered or betrayed, but killed in battle; revenge
hardly seems called for. The episode establishes a very
insubstantial basis for the action of the whole play.

No such weakness in establishing the causes of evil
occurs in Marlowe's plays. Ilarlowe breaks free from the
Senecan obsession with revenge: only in The Jew is revenge
an important motive, and even there it is not the only
mobtive. Instead of the simple identificatioﬁ of evil that
sufficed as characterization in the moralities, Marlowe
creates complexes of purposes and desires that reach the
wellsprings of human personality. Although there are, as

there are in The Spanish Tragedy, bizarre and exceptional

inflictions of pain and reveling in vice in the Marlowe
plays, they are naver arbitrary. In Dido the only play in
which the gods are relied upon to start the action, Dido,
the victim of a domestic dispute on Olympus, responds fo

Cupid’s touch with a wholly human passion. Marlowe'’s vil-



39

lains ars motivated: saven the most shadowy of them, the
Duke de Guise, wins a measure of credence for his actions by
showing for them both a practical aim--~the crown of France--
and a psychological bent consistent with that aim. Although
as Levin points outgg Barsbas ilnordinately requites the
confiscation of his wealth, his successive enterprises in
evil may be seen as a chain reaction, the favorable outcome
of each scheme precipitating its sequel. Certainly, as
Barabas' machinations accelerate, he loses in credibility
and becomes a monstrous caricature, but Barabas, even in

his later stages, exhibits a kernel of truth about human
behavior. Tamburlaine, Edward, and Faustus leave no doubt
about. the reasons for their actions, and although these rea-
sons are anything but commonplace, they are comprehensible;
indeed, they are expresgssed with such intensity that they
capture the imagination., All of Marlowe's portrayals of
evil, including the most exotic and extreme, have an element
almost totally lacking in Kyd--a realistic quality.

Not only the careful delineation of motives gives lMar-
lowe's portrayals of evil this realistic quality. The clar-
ity and fullness of his conception and his fidelity to his
imagined world makes that imagined world a meaningful exten-
sion of the real world, The world he creates is complex,
and the characters are made up of startling combinations of
traits—=Tamburlaine, for example, is both megnanimous and
bitterly eruel. Nevertheless, the reader's impression of

Tamburlaine as a character—-—and surely the audience’s im-
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pression was the same—~-is not of incoherence; but of con-
vincing unity. This impression may be partly because the
evil in Tamburlaine's nature is based upon an idea that is
discernible, consistent, and familiar., For example, the
memorable cruelty of Tamburlaine's taunting the conquered
and caged Bajazeth to eat his own flesh~-or his wife's--
while Tamburlaine himself is enjoying a banquet is an as-
pect of a notion of oriental viciousness like that Prince
Hal, newly King Henry V, repudiateds

This is the English, not the Turkish court;

Not Amurath an Amurath succeeds,

But Harry Harry.3
This notion, with a specific connotation of alien and de-
praved sexual mores, has been touched on by Bajazeth in his
boast before the battle that Tamburlaine should be made
", . . a chaste and lustless eunuch,/ And in my sarell tend
my concubines" (III, iii, 77-78). It is another form of
the sanme notién, this time with the emphasis on unfathomable

cruelty, that is exhibited in the piles of corpses and riv-

ers of blood in both parts of Tamburlaine. This notion,
although parts of it are demonstrably drawn from sixteenth-

4

century Buropean sources, ' is curiously reminiscent of
Herodotus. Not the characters but the setting determines
the extremes of brutality, extremes we are familiar with

from The Histories. It is, of course, most likely that the

barbaric practices of the Middle East came to Marlowe only .
by tradition, but if so he seized upon the tradition with

imaginative insight and held to it consistently.
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The general climate of cruelty in Tamburlaine owes much

to the legendary association of cruelty with the area where
the play takes place, but Bugene Waith explains the cruelty
and other anomalous traits in the character of Tamburlaine
in terms of a more specific tradition--~that of the Herculean
her’oa5 Waith analyzes the characterizations of Hercules by

Sophocles, Buripides, and Seneca and finds elements which

are important in Tamburlaine. The Herculean heroces are
avengers; as demi-gods, they are bound to the earth, but
they identify themselves with the gods; they are "men of
wrath"; they are cruel. Waith believes that'"Hercules was
often in Marlowe's mind as he wrote,"6 Certainly, Tambur-
laine is Herculean, and Waith's explanation of his vices in
terms of the conventional portraits of Hercules is inter-
esting, but Waith seems to carry the comparison between
Hercules and Tamburlaine too far, He relies partly.on al=
lusions to associate Hercules and Tamburlaine, but all the
gllusions in the plays do not bear out the identification
of Tamburlaine with Hercules., For example, Tamburlaine once
compares himself with "Clymené's brainsick son" (I Tamb.,
IV,1i,49), and the outsﬁanding attribute of Clymene's éon
was his overestimation of the closeness of his relationship
to divinity and an overestimation of his strength. These
mistakes seem utterly foreign to the chéracter of Hercules.
Waith also argués that Tamburlaine's identification with a
demi~god put him beyond the application of the moral judg-

ment of the audience, and that except for a brief appeal to
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pity in the last lines of Part II, the chief effect of the
paradoxes of Tamburlaineé's nature is to arouse wonder.7
This inferpretation robs the play of a great deal of its
subtlety. A sounder view would seem to be that Marlowe
borrowed what appealed to him in the Herculean hero to
create a character of considerable moral complexitys
Waith's interpretation is most valuable because it
shows Marlowe establishing a background for Tamburlaine
Whichvmust have made him recognizable to at least the lit-

erarily sophisticated members of his audience. It was a

technique used more obviously in Dido, Edward II, and

‘Faustus, and its effect may have been to enhance the im-
pression of realism as, to employ a homely comparison,
‘gossip about a friend seems more real than gossip about a
stranger.

The realism of Marlowe's portrayal of evil is important
in the argument that the range and density of evil depicted
in. the plays indicates a view of man as innately evil. Ob-

viously, introducing shocking events for their own sake as

Kyd does in The Spanish Tragedz and as the young Shakespeare

dces in Titus Andronius tells us nothing more than that the

playwright wishes to hold the attention of his .audience.
Just as obviously, Kyd's adoption of the theme of revenge
énd an attitude toward life from Seneca makes it impossible
to analyze his interpretation of the evils found in life.
Marlowe's avoidance of gratuitous incidents of a sensational

cast and his portrayal of Renaissance ebullience makes it
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seem that his portrayals of evil are drawn from life as it
could be lived and from men as they seemed to him %o ’bee

We haVe deduced from the pessimistic vision of life in
his plays that Marlowe held a pessimistic view of man's
nature; there is more immediate evidence. Excepting Tamb-
urlaine, the procession of Marlowe's heroes is one of un-
usually flawed and fallible characters. The only claim of
ocoafish Aeneas and wanton Dido, scheming Barabas, blood-
- thirsty Guise, degenerate Edward, and dobmed Faustus to
being "men better than other men" is the intensity with
which they pursue their vices. The eminence of Marlowe's
heroes is very unlike the eminence of the tragic hero that
Aristotle set forth. Marlowe's characterizing his heroes so
unflatteringly suggests strongly that Mérlowe found men
heavily tainted by evil. There is more evidence in suppordt
of this conclusion in the minor characters of the plays, for
the heroes are surrounded to an unusual extent by the self-
seeking, the treacherous, the credulous, and the corrupt.
The isolation in evil that one findsin other great tragedies
is missing. Thgre is nothing in Marlowe comparable to
Oedipus' piecemeal discovery of the facts of his birth
while he is regarded with pity and pious horror by the
chorus; there is no Macbeth, quickly outdistancing his wife
in brutality; there is nothing like Hamlet's lonely strug-
gle with suspicions so terrible that he is at first unwill-
ing even to confide in Horatio. Undoubtedly, there is

great dramatic effectiveness in focusing on a hero who is
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slightly larger than life and who stands alone, either set
apart from the innocent or in single opposition to the
guilty, but there is also power in Marlowe's dramatizations
of the blind pursuit of evil against badkgrounds of folly
and vice. If we understand Marlowe's subject to be the
general evil of man, it is almost inevitable that he noid
depict his heroes as exceptions, but as examples, remarkable
only for their concentration on evil. The wholesale dor-

ruption of the dramatis personae seems very persuasive of

the interpretation of the plays as centering on evil in
man's nature.

In one way, the presence of so many foolish and wicked
people suggests the fifteenth century painting of Hell by
Hieronymus Bosch, but the variety of evils is much more
tightly controlled in the plays than in the painting. Mar-
lowe treats well~defined areas in each play; there is
order and significance in his evil.characterizationso In
Dido, for example, we recognize good, tight construction
when Dido's hofeless love is repeated in Anna and Iarbas
and the confliét between love and duty is repeated in
Aeneas and Dido. These themes are.nét evil, hoWever; in
treafing the evil in the play Marlowe exhibits more than
routine competence in the craft of writing plays. Dido's
humiliating infatuation, her reckless abandonment of royal
dignity,; and her futile attempts to buy Aeneas’® love are all
foreshadowed in the identical behavior of Jupiter with

Ganymede at the beginning of the play. This episode and the
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episode in which the old nurse experiences freakish sexual
desire because of the nearness of Cupid, echoing Dido's
passion, seen expressly designed to convey Marlowe's view
of fallible humanity. The episodes are both outside the
main action: they are analogs which ridicule Dido's frantic
splendor and cruelly rob her of dignity. They generalize
her scandalous behavior; she becomes a demonstration of
universal weakness.

The subtle and perhaps excessively literary character-

ization of the hero in Tamburlaine complicates the analysis

of the minor characters, who are not very important in this

connection in any event. Tamburlaine requires a great deal

of close study; for the moment it seems best to omit it

from consideration. In contrast to Tamburlaine, in The Jew

of Malta, The Massacre at Paris, and Edward II, the techni-

que of tarring the minor characters with the same brush as
the fallible hero is clear and significant. There are not,
as in Dido, analgous incidents; almost the whole cast is
corrupt. The themes of greed and"policy" are introduced in
the opening scenes of The Jew very much as infatuation is
introduced by Jubiter in the opening scene of Dido, buf
_Fefneze who, with Barabas, represents -.cunning, remains in
the play, exacerbating Barabas' hatred, motivating his
plotting, and continuing to plot himself. The two corrupt
monks carry on the themes of greed and hypocritical pro-
fession: Ithamore burlesques Barabas' ciaim to be a men-

- orable Vvillain andvpredicts Barabas'® treachery to the city
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by secking to betray Barabas at the first opportunity. In

The lMassacre at Paris, even in its fragmentary condition,
it is possible to see that some of the Victimslhave dis~
pleasing traits which link them to the villains: Ramus at
the moment of his martydom undertakes a quibbling recanta-
tion; Mugeroun is enjoying an adulterous liaison with the
Duchess of Guise. ther minor characters are totally evil:
the old Queen is a monster, not only in politiecs, but also
in lack of family feeling; Charles is weak and treacherous;
Henry III is happy only in the company of his minions; the
band of murderers are unspeakably callous in performing the
murders the Guise plans.

In the unrelieved grimmess of Edward II we may have an
indication. of the kind of play that Marlowe originally in-

tended The Massacre at Paris to be. Certainly, in Edward II

vices are spread with an even hand among the cast. The
dominant stmosphere of the first part of the play is not
really abandonment to seusuality, but petulant bickering
among characters ruled by pride and self-interest. Money.
is an insistent theme in this play: Gaveston, the Spencers,
and Baldock flatter, schemég and amuse the king With an

eye to profit, although it should be noted that Gaveston
always seems sincerely fond of the king, and both Spencers
and Baldock come to be fond of him when they are éstabé
lished in his service. Not only the upstarts are concerned
with money, however: Lancaster says rather obscurely that

he will sell his lands to pay his soldiers before Gaveston
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shall remain in England ; if he means that he will spend
all he has in order to drive Gaveston out, his phrasing thg
threat in that way indicates a mind in which the thought of
money is close to the surface. In clearer instances of
greed, Mortimer insists on the king's paying his uncle's
ransom; theAmower betrays Edward for money, and Lightborn
murders him for money. In the first three acts Edward al-
ternates between lavish giving to his friends and.lavish
bribing of his enemies. His bribery reaches a climax
immediately after he defeats Mortimerland the rebels when
Spencer junior, acting for him, sends "English gold" to the
king of France so that "Isabel shall meke her plaints in
vain"(I11,iii,93). That lavish expenditure is Edward's last
extravagant gesture. His next offer of a gift to anyone is
his pathetic attempt to bribe Lightborn: "Cne jewel have I
left; receive thou this"(V,v,83). This speech mekes us
realize that‘from first to last, it has been Edward's ex-
perience that everybody wants something from him. There is
& slight indication that Edward himself is aware of the
greed of those around him. When he explains his infatuation
with Gaveston by saying, "He loves me more than all the
world” (I,iv,77), the ambiguous ellipsis in the comparison
hints at his doubt of the purity. of Gaveston's motives.
When after two lines, the speech continues, "You that be
nobleborn should pity him" (I,iv,81) there seems to be an
implication that he has recognized Gaveston's greed and ex-

cused it in his own mind as the inevitable fault of the low
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born. Ddward has tacitly acknowledged Gavestone's int:

crsonal wealth by loading him with lands and honors. It
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sdds pathos to his already pathetic figure to understand

[63]

that he is fully conscious of the greed that flaws Gaves-
ton's devotion--a greed that the sudience has known about
since the first scene of the play.

Avarice, which Tthe king is innocent of, is the most

©
®

nerally shared of the evils depicted in Edward II, but the

(1je]

4

sing of the king are also repeated in other characters. The

sexual evil of the relationship between Edward and Gaveston

{

is paralleled by the affair between Isabella and Mortimer.
The unbridled anger, "“the wrathful fury" of the king infects
the barons as well. The treachery of Isabella and Edmund is
roundad out by the treacherous murder of Gaveston, the mur-
der of the murderer, Lightborn, and the betrayal of Matre-

vis. Hdward II is much more than a play about a weak king;

ot

it is a play about weakness in mankind.

In Faustus as in Dido, The Jew, The Massacre and Ed-

ward II, Marlowe does not impose a dooméd and desperate
figure upon a background of: moral order; the minor charac-
ters of Faustus are also examples of folly and vice.

Valdes and Cormelius have gone a short way on the path that
Faustus Tollows; Wagner and then Robin burlesque his ab-
sorption in magic and his passion for knowledge and power;
the Pope and the Cardinals are trifling servants of God;
Benvoilo declares his independence of the devil on the

grounds of drunkermess; the horse courser tries to get more
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than his money's worth. There are only the 0ld Man,ca_group
of students, and, ofgdurse i thesChoriistitoorepresentiatisocipty
against which to measure Faustus' fall; they are offset by
a fair representation of fools and sharpers.

It is rare in the plays for Marlowe to pit good against
evil in anything like an equal contest: Abigail's is the
piety of a viectim; Navarre's accession is not a triumph of
virtue but of opportunism. The young Edward III, however,
is a "good" character; in him we are offered a resting
place for our conviction of the right way for human beings
to conduct themselves. His virtues are emphasized by the
mistakes the other characters make about him: the king
fears he will be corrupted by Isabella and Mortimer, but he
is not. Mortimer believes that he has a schoolmaster's con-
- trol over him, but he does not. The young Prince's venge=-
ance upon his father's murderer Qontrasts with Edward Il's
immediate violation of his father's command in recalling
Gaveston as soon as his father is dead. The contrast in
filial loyalty is emphasized by the two funeral scenes:
Bdward II and Gaveston interrupt the Bisghop of Coventry on
the way’to the obsequies of Edward's father, manhandle the
Bishop and send him to jail; Edward III halts the funeral
train to put Mortimer's head on his father's coffin. The
boy!s guiet resourcefulness contrasts throughout with Ed-
ward II's shrill ineffectiveness. For the first time in
the Marlowe canon traditional values have a strong and con-

sistent spokesman, and he is only a boy.
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It is interesting to consider that Edward III's youth,
which is both emphasized and exaggerated in the play, may
have given Marlowe a theological basis for his characteri-
zation, for according to Calvin children were not yet de-
praved but only contained the "seeds of guilt." The point
is undemonstrable, and the chafacter may just as well be
based on history as on theology. Marlowe's portrait is
historically correct: Edwérd III was counted by the Tudors
as a good king., No matter what background Marlowe drew on
for his virtues, he is é welcome addition to the play, =
relaxation of Mariowe's rule of evil, Indeed, the ending of
the play has a reestablishment of order in the mannér of
Shakespearean tragedy.

Recognition of Marlowe's rule of evil is only the first
step in understanding the complex view of man's nature that
Marlowe seems to put forth in the plays, but it is the im-

portant first step.



NOTES TO CHAPTER THREE

Loote, p. 252.

2pne Overreacher, p. 60.

3King Henry 1V, Part II, V,ii,47-49.

4The definitive treatment of the sources of Tamburlaine
is Una Ellis~Fermor's in the introduction to the play in the
Case edition, pp. 17-52.

5Eugene Waith, The Herculean Hero (New York, 1962).
6

Waith, p. 63.
T1vid., p. 87

8Edward II, I,i,104-105, eds., H. B, Charlton and R. D.
Waller, The Works and Life of Christopher Marlowe (London,

1933), VI.




CHAPTER FOUR

PARADOX

Although the literature we think of first in the six-

 teenth century--Utopia, The Defense of Poesy, The Shephesrdes

Calender, and The Faerje Queene--seems a resounding expression

of optimism and of faith in life and love and many, Marlowe
was not unique among sixteenth-century writers in depicting
" life as evil and man's nature as permeated with evil. Early
in the century, in such a poem as "The Tunning of Elinour
Rumming" Skelton satirizes the ugliness of humanity; in

the Elizabethan period, Gascoigne occasionally sounds a
gloomy note: "For whiles I mark this weak and wretched
world., . .”}J'In the light of Theodore Spencer's analysis of
the sixteenth and the beginning of the seventeenth cen-
turies32 hoWever, it is possible to see Marlowe as a pre-
cursor of a widespread pessimism rather than as an excep-
tional Elizabethan. He might have been deeply affected by
any or all of the currents of thought that Spencer distin-
guishes as disturbing. challenges to the optimistic medieval
concept of world order--Protestantism, Copernican astronomy,
Machiavellianism, and Montaigne's skepticism—-although the
influences of Copernicus and Montaigne upon Marlowe are

purely speculative. As a friend of the mathematician and

52
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astronomer, Thomas Harriott, he might have been introduced
to contemporary pamphlets describing Copérnican theories,
but the astronomiéal images in the plays are based upon the
Ptolemaic system. There is nothing in the plays suggestive
of Montaigne, and it should be noted that Florio did not
translate the Essais until 1603, but there is some reason to
believe that Marlowe was accustomed to reading French,3 and
it is Jjust possible that Montaigne's "Apblogy for Raymond
Sebond" formed part of an intellectual background that did
not find direct expression'in the plays.

Protestantism and Machiavellianism do find expression
in the plays and they are clearly of great importance,
Machiavellianism of less importance than Protestantism.

The casual identification of Marlowe as Machiavellian

by Levin and other critics seems a mistake, Where Machia-
vellianism coincides with some Christian thinking is in the
dectrine of the depravity of man; Machiavelli's cynicism
about human nature runs parallel to an extreme view of the
effects of original sin. It is possible to imagine that
Marlowe foundvthat cynicism compatible with his own concept
of man as tragically inclined to evil, but when Marlowe
treats Machiavellianism in the plays, he does not present
it as admirable realism but as hyﬁocrisy and scheming, more
evidence of the evil in man.  When Machiavel appears in per—

son to introduce The Jew of Malta, his tone is assured and

he sounds reasonable and persuasive as he makes such state-

ments as:
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I count religion but a childish toy
And hold there is no sin but ignorance.
and

Many will talk of title to a crown:
What right had Caesar to the empery? 4

Machiavel is present, however, to introduce Barabas and ask
tolerance for him: "And let him not be entertain'd the
worse/ Because he favors me" (11l. 34-35). Barabas' fate

- illustrates that Machiavel's ideas are not reasonable, but
wicked. In the light of the play, the prologue in which
Machiavel is allowed to express his views so plausibly is
obviously satire. A similar, though much less significant
satiric treatment of Machiavellianism, occurs in the charac-
ter of Baldock in Edward II. Although Baldock is a minor
character, he is particularly interesting. Because he says:

My name is Baldock, and my gentry
I fetcht from Oxford, not from heraldry,

(II,ii,241-242)
it is inevitable that we think of Marlowe, the son of a
shoemaker, who became a gentleman by graduating from Cam-
bridge. A conversation between Spencer and Baldock depicts
the usual schélar s a servile dependent of a nobleman:

Then, Baldock, you must cast the scholar off,
And learn to court it like a gentleman.

Tis not a black coat and a little band,

A velvet-cap'd cloak, fac'd before with serge
And smelling to a nosegay all the day,

Or holding of-a napkin in your hand,

Or saying of a long grace at a table's end,

Or looking dewnward with your eyelids close,
And saying, 'Truly, an't please your honour,"
Can get you any favour with great men.>

(I1,i,31-41)
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Spencer advises that Baldeock assume Machiavellian ruthless—
ness, and Baldock assures him that he is quite capable of it
and thet he is not humble and pedantic, but "apt for any
kind of villainy" {(II,i,51). He is ready to model himself
onn the great men who, according to Spencer, are "“proud,
bold, -pleasant, resolute,/ And now and then stab, as ccca-
sion serves" (II,i,42-43). These broad strokes of satire
give us whet seems an unmistakable indication of Marlowe's
attitade toward actions based on Machiavellianism. He de=
scribes the actions satirically and denounces them as vil-
lainy.

The fourth of the challenges to medieval optimism that

Spencer identifies in Shakespeare and the Nature of Man—-

the advent of Protestantism--is much more important in
understanding the plays. Spencer points out that Christaine-
ity always embodies two concepfs of man: one, that man,
made in Ged's image, is the lord of the earth; the other,
that by Adam's transgression, man is separated from God and

condemmed to wre‘tchedness-e5

The Incarnation reconciles
these two aspects of man's fate; man is assured of redemp-
tion and salvation. Protestantism, however, put difficult-
ies in the way of salvation. ILuther's sense of the magnif-
icence of God led him to emphasize man's baseness. Even
nore relevant to Marlowe, Calvin, although he had = human-
ist's respect for the learning of the past, expounded an
extreme view of the effect of the fall on man's faculties.

Calvin considered man's reason arnd will so damaged by
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Adam's disobedience that he‘easily fell victim to passion,
his most base faculty. The doctrine, called "psychological
enslavement;"is succinctly expressed by Milton in Book IX of

Paradise Lost:

For Understanding ruled not, and the Will
Heard not her lore, both in subjection now
To sensual Appetite, who, from beneath

- Usurping over govereign Reason, claimed
Superior sway.

Theodore Spencer; drawing upon Thomas Wright's The Passions

of the Mind in General of 1604, gives an account of the pro-

cess in which the part imagination plays is made clear.
Spencer says that after the fall of man, ". . . action was
dictated by imagination, a power which was lawless, and much
lower than reason--one shared, in fact, by the beasts.
Hence man is enslaved by passions, which are 'sensual mo-
tions of our appetitive faculty'! aroused through imagina_
tion."7 |

It is surely more than coincidence that Marlowe's plays
can be interpreted as precise demonstrations of this psy-
cheological explanation of man's ineclination to evil, All of
the plays show man ruled by passions and imagination; the -
characters are guided by imperfect reason and governed by
infected will. As Peele perceived, lMarlowe speaks for "the
soules below," the fallen who are doomed by the effects of
the fall on their minds. There is, however, an important
dichotomy in Marlowe's representation of this psychology,
for while the passions and imagination of his characters

ére ascendant, Marlowe portrays them not as base faculties,
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but as glorious expressions of man's nature. In effect,
Marlowe implicates himself in psychological enslavement by
portraying his characters according to worldly standards so
that their damning pursuits of love and power and wealth ine-
spire admiration, even awe. Great dramatists, great writers
generally, recognize the mixture of good and evil in human-
ity, but Marlowe is distinctive for he dramatizes two
scales, two sets of values—-the spiritual and the secular.
By the épplication of secular values, Dido's love,; Tambur-
laine’s invincibility, Barabas' esthetic appreciation of
riches, the Guise's daring, Edward's constancy, and Faustus®
gquest for knowledge are seen to be noble. We «iiire them.
By the application of spiritual values, however, the very
éame qualities are seen to be the triumphs of base faculties.
Good and evil do not simply exist side by side in human na-
ture in Marlowe's plays;- good is evil, and evil is good.
The refinement and extension of the sense of the evil in
man's nature that we have seen in Marlowe's pessimism is a
paradox.

Paradox was a familiar figure in the Renaissance. In

her bock Paradoxia Epidemica, Rosalie Colieremarks that

paradoxes “occur in any period or place where intellectual
speculation goes on., They tend to cohstellate, however, in
a period, like the Renaissance, of intense intellectual
activity, with many different ideas and systems in competi-
tion with one another." ©She continues that paradcxes coin~

8

cide "with active speculation on the market of ideas."
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Marlowe is outside the scope of Miss Colie's book--she deals
so exhaustively with paradoxes that are explicitly verbal-
ized that one could hardly expect her to treat those merely
dramatically implied--buther remarks about the Renaissance
seem tailored for Marlowe. He depicts the conflict of the
two strongest of the “ideas and systems in competition with
one another"‘-—thé conflict between the Renaissance zest

for life and the Reformation emphasis on the hereafter.
Marlowe is also a bold thinker, "an active speculator on the
market of ideas." Another point Miss Colie makes is illum-
inating: she describes péradoxes as "self-referential" and
"profoundly self-critical":‘by glorifying passions and as-

pirations that he shows to be, sub specie aetermitatis,

terrible errors, Marlowe implicates_himself as surely as
Epimenides the Cretan who said "All Cretans are liars."
Thinking of Marlowe as self-denouncing like Epimenides, we
have new insights. We can indulge in biographicalAspecula—
tion and wonder if Marlowe's ambivalence reflected a per—
sonality of sharply contfadictory elements. This hypothe-
sis would explain the conflict in contemporary references
to him: Kyd's mention of "his rashness in attempting soden
pryvie injuries to men"9 and an unknown J. M.'s epithet,

10 There is another well-lkmown contempo-

"kind Kit Marlowe."
rarg, denunciation of Marlowe; that.of Greene;who warned, "I
doubt not but you will look back with sorrow on your time -
past" and accused him of atheism and "pestilent Machiavel-

lian policy,“11 but Greene's comments are perhaps best
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interpreted as expressions of jealousy and bittermess, de-
fects in Greene's character rather than Marlowe's. In any
event, there is no such harsh judgment in Edward Blunt's

dedication of Hero and Leander to Sir Thomas Walsingham:

Sir, we think not ourselves discharged of the
duty we owe to our friend when we have brought the
breathless body to the earth, for albeit the eye
there taketh his ever farewell of that beloved ob-
ject, yet the impression of the man that hath been
dear unto us, living an after life in our memory,
there putteth us in mind of farther obsequies due
unto the deceased.l?

Still in the realm of conjécture, the idea that Marlowe
was deeply conscious of the paradoxical elements in his own
character tends to support the tentative identification of a
painting found in 1953 as a portrait of Marlowe. This

painting is reproduced in In Search of Christopher Marlowe

13

by A. D. Wraight, with photographs by Virginia Stern.
According to Wraight, the painting was found by a Cambridge
undergraduate in a heap of rubbish created by workmen re-
pairing the Master's Lodge at Corpus Christi. The inscrip-
tion "Aetatis suae 21 1585" fits Marlowe's age. Wraight
suggests that Marlowe might have had his portrait painted

in the year he ccompleted his B.A. and presented the portrait
to the Master as many undergraduates did. Wraight accounts
for its disappearance until 1953 by the speculation that
after Marlowe's death made him notorious, the picture was
hidden, as another painting of a disgraced graduate, one
-Henry Buits, who went insane, is known to have been hidden.,
Seeing Marlowe as a dealer in paradox strengthens the possi--

bility that the portrait is his, for the motto "Quod me
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Nutrit me Destruit" appearsvbelow the picture.14 If we
accept the identification of Marlowe as the subject of the
portrait, we may take the motto as an indication that Mar—
lowe was conscious from & very early age of the self-
destructive conflict between man's nature and God's laws.
Such speculations are attractive but exceedingly tenu-
ous. A far more profitable study is an analysis of the way
Marlowe presented the paradox of man's nature in the plays.
ToS. Eliot pointed out Marlowe's habit of reworking lines
from play to play;l5 he might equally well have pointed out
the tenacity with which Marlowe reworked the associations of
the poetic powers we now call imagination, of ardor, love of
beauty, courage, and ambition--all admirable traits--with
arrogance, lawless passion, greed, cruelty, and blasphemy.
The seven tragedies abundantly demonstrate these combina-
tions. The magnificence of Dido's abandonment to love, the
purity cf Barabas' worship of gold,the enncbling soif de

ltimpossible of the Guise, the sublime ambition of Tambur-

laine,'the poignant constancy‘of Edwarc's love for Gaveston9
the daring of Faustus' quest for power are all unforgetta-
ble, These gualities, however, all betray these possessors,
They are indulged in excessively or they are directed toward
the wrong énds: Dido is wanton; 3Barabas'® outrage over the
loss of his wealth leads him to wholesale murders; the
Guise's "deep engender'd thoughts" bear fruit in assassina-—
tion and massacre; Tamburlaine is treacherous and merci-

less: Edward's love is perverted; Faustus defies God.
? p b
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Mariowe might have taken as his text any Christian warning
about the futility of the pursuit of worldly goals or any

3

hristian admoniticn to moderation, but he presents these

Q

tional sentiments under new circumsitances, The plays
Iy

bede
fede

;rad
are fresh in thought and feeling: they are more than cone
ventional moral examples. They have the immediacy of felt
pasgion because Marlowe's ambivalence was so well balanced.
Within the framework of Christian mdralitys Marlowe gave
superlabtive expression to "the highest reaches of humaine
wite™

It is precisely at this point that Battenhouse's inter—

pretation of Tamburlaine proves unsatisfactory. In his dis-

cussion of Tamburlaine's passion,16 Battenhouse seems very
close to a sound interpretation that might illuminate sll
the plays, but in pointing out that the pasgions of Tambur-
lzaine by Elizabethan standards would have been admirable if
they had not flaredinto excesses and been misdirected and
deluded, Battenhouse slights Tamburlaine's magnificence and
sounds a platitudinous note that is quite wrong. He shows
that mederation was urged commonly by Elizabethen moralists,
that it was widely believed that man's chief pursuit should
e the good of his soul, and the Elizabethans distinguished
between divine and infermal inspiration. These facts do notd
surprise us; their very familiarity makes them seem unsuit-

able as the key to the meaning of Tamburlsine the Great.

Battenhouse's Tamburiaine has the artificiality of a

consitruct, partly because of the organization of his study——
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he analyzes various aspects of Renaissance moral philosophy

and then interprets Tamburlaine in their light-~but also be-

cause Battenhouse's discussion of Tamburlaine's magnificence
is brief., This brevity may be inevitable, since Battenhouse
presentg another thesis, but the effect is of understatement
of Tamburlainefs admirable qualities and of overemphasis of
the moral import of the play. In terms of worldly successand
in esthetic terms, Tamburlaine not only rouses our admira-
tion; he also seems 1o express Marlowe's. He seems the prod-
uct of an ambivalence Battenhouse does not allow for.
Battenhouse's moral bias is evident in his discussion of
Tamburlaine as a Scourge of God, an idea that is important in
his interpretation. He concludes, "Harlowe endows his hero
with the gifts both spiritual and physical which are appro-
priate to a Scourge of God";l7he velieves Tamburlaine to be

such a scourge . as Calvin describes in A Commentary Upon the

Prophecie of Isaish, one of those tyrants whom God, "having

used them as his vassals to correct his people. . . will vis-
it their pride and arrogancea"l8 The scourge idea is not in-
consistent with the view of Tamburlaine's following his po-
et's imagination to a tragic end. Indeed, bectause Tamburlaine
thinks the epithet & proud bosst, its use adds irony. It is
noticeable that when Tamburlaine Tirst mentions the title he
has heard it from others: he is unaware of any undesirable
implications in the role. He says with assurance, "I that
am term'd the Scourge and Wrath of God" (III,iii,44), but

his enemies do not think it a flattering description., In
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route to the rescue of his daughter, for example, the Soldan
says that they march to put down

A monster of five hundred thousand heads,

Compact of rapine, piracy and spoil,

The scum of men, the hate and scourge of God,

(Iv,iii, 7-9)

The importance of Tamburlaine's‘ignorance of the dammation
implicit in the funqtién of the S¢Ourge of God is not merely
iréonic; +the area of Tamburlaine's ignorance is the area in
which the action of the play takes place. God's high pur-
pose is in the background; Pamburlaine's experience of it
is the substance of fhe drama., Battenhouse offers us an
interpretation in which Marlowe's conception of Tamburlaine
would have been static; singling out the superb imagination
that fired Tamburlaine's ambition, tracing its corruption,
we can see Tamburlaine becoming the Scourge of God, or
rather, see the characteristics of a scourge emerging. Dis-
sbuntingithe  strong element of ambivalence in'thé presehta-
fion. of. Tamburlainey Baftenhouse seems tocargue . that Marlowe
ggggg_a very familiar moral point. Isolating the quality
which Tamburlaine follows too far and to the wrong ends, we

can see Marlowe making use of a. familiar moral point. He

made use, indeed, of the whole framework of conventional
morality, the broad outlin