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AY

The Tragedy 95_6136 Queen of Carthage

Jean Vida Wright ‘ )’

R

This thesis is an historical survey of the critjcal commentary

* on Marlo&é's Dido q;een of Carthage from its first printing in
©1694 until 1976. It demonstrateg the unjustifiéd negiegt qu
careless treatﬁent the,play'received until very recent times,
anﬁ-suggests areés and appfbéches which mighttbe usefully o

‘ 1
. . - > ‘
explored” in future. The two' introductory chapters outline the Co

T

early heglect of Dido and suggest reasons for this neglect.

o g

Chapters three to seven present the commént in chronological

S

..

order, with evaluation where necessary. The final chapter

G e R e

L s provides a thematic analysis of past considerations, evaluation
of these considerations and suggestions for futuré,studies of ) ]

the play. “ . o




\ This compilation of connpent on Dido 1s intended to be comprehensive . ;N
rather than selective. Accordingly, the material is; ai‘?’anged in. chrono- Y
logical order, permitting the use of the bibliography as an index? When— v S

ever possible, first editibns are cited., Where this was not possible, AP S

-~

the original publication date’ is given. It is hoped that the chronological

/order of the mterial will provide an, opportunity to appreciate the changing

2

styles and sc’nools of criticism of English literature- in the ‘last four ‘ o N .

\'

centuries. A thesis of this type reflects the. work of many librarians,

and I yould like to express my appreciation fOr the efforts of the staffs - g

» e

Jof the Sir George Williams Libraty,of Concordia University, McGill ) ‘, ]

.University,*hq Robarts "Library of the University of Torouto and the

- N N
Metropolitan Toronto central Library. My warmest thanks to ‘Professor . T
.Leonard Mendelsohny who suggested the topic and has been my conscientious ui’ R
" guilde and acu ritic at every stage. % ' - . e,
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GHAPTER ONE , | g

The Effect of Marlowé's Life and Reputation”on Criticism

Y ‘\\

- ‘of Dido . -
¥
) Christopher Marlowe's life was short and turbulent. Born the son of
- an obscure Canterbury shoe-maker in 1564, he died violently in a London -

D4
\{avern brawl only 29 years later. In that brief life-time he earned a
Master of Arts degree, wrote some of the finest lines in English literature, -
was the friend of famous men, and developed an unsavory repn@tation as a

blasphemer, homosexual -and spy. Although much of his life is documented,

0 .

an aif’ of mystery surrounds him still. His friends called him "Kigd Kit'"

while his enemies said he "cursed and'blasphemed to hia last breath nl

] »
There is evidence to suppor): both the view that he was a scholarly, loyal
citiZen and the one that says he; was a wild, rebellious roisterer. N

,’

o ' . Presented with such contradictory portraits, it is rdly surpriéin‘g

‘that theories concerning Marlowe the man have influenced studles of Marlawe

N . « . [ ‘
the writer to a far gr’eater extent . than would have been e case with a

s
'

. less puzzling and lively subject. Equally important°as an extraneous force

N

on the criticiam of his woxk is the fact that Marlowe never clearly declared

-

f" his beliefs inu his writi‘ng. *His point of view is ambiguous, his attitude

- bt'o the ac.tion and characters -in his wtiting‘é frequently as comple'x.ag con~
tradictory ag is his cwn reputation. Ccnsequently, inf:ﬂerpreters have often
sought clues to the plays in the facts of his life. Dido Queene of Catthage
. . o b :

prdvides much m:aterial for this‘exercise in deductihn. "What, 'exactly,

', ' ’ ' ' 'y
Thqmas Beard, The Theatre of Gods Judgg_:_ents (Loudon' Adam’ Islip,
1597), p. 148 (University Microfilms Reel 376; STC. No. 1659)"‘

Py
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does Marlowe want us to think about the actions of ‘the gods, of l?ido, of
Aeneas? What view of. life are we expected to extract? Critics have

turned to h'i_s life apd repdtstioz; to ﬂelp 't:hem find the answers tb these
difficult questioms. To, -understand and evaluate the criticism of Dido,

therefofe, it is necessary to know the outlines of Marlowe's troubled’

'

life. ©
The early part was seemingly unexceptional. The second of nine child-~
-

ren of John' ‘an~d Catherine Mzﬂrlowe (alternatively recorded as Marlin, Marlow,
Marloe, Marlyn, Mefling, Morley, 'Marléy), he was educated -at King's School

in the precincts of Canterbury Cathedral and attended Cambridge for six
years, as a stholarsghip student, receiving his B.A. in 1584 and his.M.A._ jn,
H . S 4 I

- '
an 2 5

¥, -
-15‘87.2 It is believed he was at this, time a candidate for holy orders.

However, in this year the first mystery appears. ' On June 29, 1587, the
Queen's Privy Co.uncil wrote a letter to the uni\;é'rsity authorities denying

a rumour that Marlowe had travelled to Rheims, tt;e c(entre of Catholic plots -
against the <Queen, statiné that "it was not h:er Majesty's pleasure than any\
025 employed as he had been in matte;:'s touching the benefit of his country
should be defamed." It is from this letter that the bélief tﬁit Marlowe

was a government agent or spy has arisen.

Although there i8 no docmnentat‘io)n, it is generally assumed that he

.moved to London!shortly after leaving ‘Cambridge. Most of the information

.(‘

ey g
- ~

‘v

. l '
Zjiographical material and quotations in this chapter are from C.F’._J!

Tucker Brooke, The Life of Christopher Marlowe and '"Dido Queen of Carthage"

- (London: Methuen & Co., 1930), Vol. 1.; Brooke,  Essays on Shakespeare
" and Other Elizabethans (New Haven: Yale University Press, 1948); Philip

nenderson, Christopher Marlowe (London: Longmans, Green & Co., 1956); E.D.
Pendry, ed., Christopher Marlowe (London: Dent, 1976); Judith 0'Neill,
Critics on Marlowe (London: Allen and Unwin, 1969); Dictionary of National
Biography (New York: MacMillanm & Co., 1893), Vol. 36. Direct citation is
given where deemed useful, . - N
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. . concerning these six final years of his life i1s found in police records.
' 3,
AT

Ighe next certifiable fact™ is fhat he was briefly jailed two years after

in 1592 he was fined twenty pounds for assaulting two police qonstables.
How he supported himsélf during these last years in London is not kné;n.
lHe Qrote only seven plays and they .show no sign of the hurried writing omne
might e#péct.if Marlowe were dependent on their production for his liveli-
hood. He was neither a pamphleteer nor aﬁ actor, as far as we know. He
did seem,’however, to live well and\CO knpw influential and well-to-do

people such as Sir Walter Raleigh and Sir Thomas Walsingham. It appears

. he mingled with the powerful and took part in the dangeroﬁs politicé of the

" Elizabethan times. Yet his companions in his final hours were men of low,

_ - repute, suggesting at least tﬁe possibilicy that his death was an asqassfna-
; \

\tion.' This' theory is given weigpt by th that he was:under order at

the time to appear before the Privy Council. atever the circumstances,

rthe established fact 1is that Maklo;; was killed th his own dégger'in a
brawl in a tavern in DepEford, néar London, on Wednésday, May 30, 1593.
His %}1ler was Ingram Ffizer, a petty criminal and an agent of Thomas °
Wélsingham.B. He was buriga at St. Nicholas Church, Deptford, on June 1.
The nature of the information and misinformation that surrounded Marlowe's
death has given rise to much conjecture and spgculaﬁion, culminating in the
persisteﬁt idea that Marlowe did not, in fa;t, die at this.riﬁe but lived

- 7/ on secretly, wrifing under the name of Shakespeare, a fasginating but

" his arrival in Londom for his part in a murder in'a London street. As well,

%).

B

3 #%e Leslie “Hotson, The

th of Christopher Marlowe.(1925; rpt.

New York: Haskell & Co.,-1965)
Christopher Marlowe (

@Fa

Samuel: Tannenbaum, The Assassination of

en, Conn.: The Shoe String Press, Inc., 19287T
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unlikely theory.[’
Marlowé lived in an unsettled time, against th'ec background 8f a plague-

ravaged city where political intrigue created a tension-filled atmosphere..

His friends have written of his hyperbolic talk and his reckless jokin’g

N

about religlous and political matters. Three days before his death he was
} : \

accused of atheism and homosexuglity -- "Aliythey that love not Tobacco and
Boies were fooles."” Giwernment documents’ and pelice recc.;rds attest to his
tempestuous nature. In such times Harloye's flamboyant personality was
bound to attract unlf*avourable attention.y After his death serious accusa-
tions of dis_loyal, irreligious and vi‘lcious behaviour were raised against
Marlowe but concurrently his friends wrote warmly. <;f his genius and worth.
The drama, mystéry and contx'*adi;:tions of Marlowe's life, together with the
impoé.sibi-lity of ascertaining his beliéfs with certainty in his works, -
have greatly influenced Eibiciem of the Marlowe canon. This influence-

must be kept clearly in’mind when comment is studied. .'l'he majority of

writers until very recent times were strongly influenced by Marlowe's
‘reputation,and their approaches were often inspired by a desire to untangle

this complicated' man's mofality. Indeed some, such as Paul Kocher, felt

the:prime purpose of Marlowe criticism was to discover the man behind the

A

b See Calvin Hoffman, The Man H_h;qy_ea_s; Shakespeare (London: M. Parrish,
1955); Review of Nathan Drake's Shakespear and his Time, New Monthly
Review, 89.(August 1819), 361-2; Lewis Grant, Christopher Marlowe, The
Ghosc Writer of all the Plays, Poems and Sonnets by Shakespeare from 1590~
1613 (orillia: The Author, two vols., 1967 1970); David Rhys Williams,
Shakespeare, 'l‘hy Name is Marlowe (London: Vision Press Ltd., 1967) et al.

3 Richard Baines in a note to the Privy Council A Note containing_ the
opinion of one-Christopher Marly concerning his damnable judgement of reli-
glon and s scorn of God's word. The so-called Baines Libel. See Henderson,

.Christopher Marlowe, p. 11.
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» 'wiitings.ﬁ_ Others felt a great writer was lost because his turpitude_

destroyed his talent, ' Typical of this belief was the statemeﬁt in 1800‘?
A}

of Charles Dibdin: "He would ‘probably have written much better, but his
w . < -
., weakness of mind led him into all manner 6f licentiousness and abominable

ke .o doctrines...and fits of drunken phrenzy.“7 ) o .

o

, The dichotomy of opinion on Marlove the man which has’ since so affected

the criticism of Marlowe the writer began even before his deq;h. His fellew

playwright Robert Greene, in his Groatsworth of “’ttg, called Marlowe an . S
atheist, a plotter and an’eéiqpre.s Some of Gézgz;:s’more_savgge comments

were eliminﬁted by. the publishér HenryACheztle, even though Chettle himgelf
commented that he wouldn't care - to know Marlowe.9 Even more damaging were

the ;ccuaation; of Thomas Kyd, who shared a room withiﬁarlowe for a time.
Heretical papers found in the{Foom were the writings of Hariowe, Kyd cla;med
unde; torture. He also said Marlowe was "intemperate and of cruel heéart"

w0 :
"* Other unkind "comments .

and often attempted "sudden privy injuries to men.
followed. Gabriel Harvey said in September of 1593 that the death of

"Tamburlaiée" (i.e., Marlowe) vas_ the "notable.event of the wonderful year."ll

¢
6 See, for example, Paul Kocher, "Christopher Marlowe, Individualist, .
Univereitz of Toronto Quarterly, 17 (Jan. 48), 111-120. , Y

7 Charles Dibdin, A CdEplete History of the English Stage (London} The
Auchor, 1800), III, 106-7. D

. Rébert Greene, Groatsworth of Witte (1592; rpt. London. Bodley Bead
- Ltd., 1923), pp. 43-44. .

9

s

Henderson, Christ&pher Marlowé, ps 10.

10 1hi4., pp. 2, 140 _

—

1 Gabriel Harvey,"A New Letter of Notable Conceﬁcd'(1593), The Works -
of Gabriel Harvey,, ed..Alexander Grosart (London: The Editor, 1884-85), '
- T, ¥29. o ) e ) .
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Thomas Beard said another man stabbed Marlowe-in self-defence and he died

with an oath on his lips.12 Francis Meres said he was ''stabd to death by a

i

bawdy serving-man, a rival of his in his lewd love" -- but listed him as one

of the best writers in the English tongue. 13 Richard Baines' famous "1ibel"

_ against Marlowe, mentioned earlier, contained seventeen accusations of

blasphemy and lewd beliefs. (Baines himself wis hanged the fbllowing year.)

7/ //
In addition to Meres and Thomas Beard, one other early biographer, William

Vaughan, described the life and death of Marlowe in critical toues.“‘
Although all these men were presumably using hearsay maﬁerial4’/it cannot be
ignored that Marlowe's moral reputation durir;g and immediately after his

lifetime was decidédly bad. Yet his writing colleagues expressed ac_lmirat%mn

' ] .
and, sometimes, affection for him. 1In the year of his death, George Peele

n15

¢
n

called:him, "Marley, the Muse's.darling. The following year, Nashe
mourned ‘'Poore deceased Kit Marlowe."16 Henry Petrowe, in his edition of
. 0 '

‘ Y N , .
the .second part of Hero and Leander, referred to him as the "king of poets"

and ‘'Prince of Poe:tie."17 Shakespeare praiseéd his writing tperhaps Dido)

as caviare to the general, and quoted Marlowe's "saw of might,' namely the

\

line "Who ever loved; that loved not at first sight?" from Hero and,Leander

1213eard,«'p. 48.
J N .
13]?rancis Meres, Palladis Tamia: Wits Treasury (1598; rpt. New York:
Scholars' Facsimiles and Reprints, 1938), pp. 286-7.:

s

TAWiiliam Vaughan, The Golden-grove, 3 vol‘s.. (London; Printed by Simon
Stafford, 1600) 1, ch. 3, c¢5 -(Univ Unle_ersxcy Microfilms, Reel 335, STC #24610).

. 1SGeorg—e Peele, The Homour of the Gat&r (London: Printed for ~.Tohn"‘
Bushie, 1593 [?], BL.” (University Microfilms, Reel 348, STC #19539).

16'1’hm'mis Nashe, '"To the Reader,” <Christs Teares Over /.I.tt:rusalem (Zt;d
ed.; 1594) The Works of THomas Nashe, ed. Ronald B, McKerrow, 5 vols
(Oxford: Basil Blackwell, 1958), 11, 180.

17Henry Petrowe, The Second Part of Hero and Leander (London;' Printed

for Andrew Harris, 1598), sig B2. " Uniﬁrsi.ty Wcrofilms, Reel 857; . |

STC #19807.
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n As You Like It. Perhaps the most quoted tribute is Michael Draytom's:
Neat Marlow, bathed in Thespian springs
Had in him those brave tramslunary things,
That the first Poets had, his raptures were
All ayre and fire, which made his verses cleere,
For that fine madness still he did retaine, 1
" Which rightly should fossesse a poets braine;

Although the brilliamt efforts of severaf‘researchers, especially

/" .
Hotson and Broughton, have provided relatively(:full documentation of the .

~legal aspects of Marlowe's life (see Appendix "A"), the evidence concerning
his personal life, his temperament and his convictions will probably alvays

remain con{using and incomplete. It is hgwever probably Qafe to coﬁjecture

.
S

that Marlowe vas a pbwerful and contradictory person of vigorous temperament.
" This would explain the fascination the man exerts, if not extuse the excesses
of 1magiﬁative interpretation of his play§ that this fascination has some-

times insbired.

Criticism based on Marlowe s life and reputaticn has played a large

part in thé consia/}ation of Dido; as the following chapters will show. - The

play opens with an altercation between jealous gods, quarrelling over the
. . -

fate of -the human beings in their power. Pettiness, sexual jealousy, homo-
I 4 .

. & "
sexuality and child molesting are blatantly displayed. Are thesg gods fit‘

to dictate the desiinies of the protagonists in the play? Which of these‘

deities are we to admire? From ‘the very first scene Marlowe tempts one to
seek the man in tris writings. Yo /

‘ Q ( -
‘&nd what are we ‘to make of the hero and herqine? 1Is Dido truly a

-

great queen, is she a pawn 7f the gods, or is she ﬁerely a love—besotted

-

18’M:Lch.mal Drayton, "elegie to my mqst dearely-loved friend Henery
Reynolds Esquire, of Poets and Poesie,' in The Works of Michael Dr;x;on,
ed. J. William Hebel (Oxford 1932), I1I, 228-229.
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widow? 1s Aeneas a hero or a weakling, a false lover or a man wh\o loves
honour more th&l;. he loves Dido? Does he act with free ‘will or is he a
destiny-driven victim? What part do tk‘xe other characters, °especially Anna
and Iarbas, play in these conundrums? What are the meaningg& of the‘ éﬁanges
Marlowe made from Vir%il's epic?
These are some of the major problems to be solved by the student of
~‘_1_)_j_.g_cl. ‘Fret'a will, atheism, honour, homosexuality, romanticism, duty,
destiny, love ~- the problems are coqip;c;_x, and are Ypresen‘ted' in most ambi-
guous terms. Little wonder, then, that frequently writers have sought tﬁe
éolugions to these problems in the complex charadter of Dida's creator.
Unfortunately, all too oftex.m theﬁ_gasci‘nation of the’ inquiry into the

.

;quéastion "Wwho was Marlowe?" has resulted in neglect of critical apprecia- *

tian of his writing. - " : N

"

ot -
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- Gent." was printed by the Widow Orwin for Thomas Wdodcock in 1594, the year

o
. 1ibraries.
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CHAPTER TWO S | -

Problems in Evaluating Dido

i ) ' J
Dido was accorded scant céritical consideration until very recént years.
There are a number of reasons for this neglect. An early one was its
' i
rarity. The original 1594 quarto is one of the rarest of Elizabethan
A * -

A -,
printings and early writers did not discuss the play fqg the good reason

that few had ever seen it. There was only one edition for more than 200

- [}

years and when the play first Pegén tJ be mentioned in the seventeenth and
eigﬁteenth'centuries,oZly éhree'known copies'bf the -original printing
remained.19 - Although small reprintings ap}eared in the earl} nineteénth
century, it was not untii the 1850 Dyce edition that the play became Videly
available. . | : |

Three additional problems in the publication of the play, namely date,

authorship and translation, unduly attracted all of the attention df early

writers. "The Tragedie of Dido Queene of Carthage: Played by the Children

Yy 4 *
of her Maiesties Chappell. Written by Christo Marlowe and Thomas Nash.

after Marlowe's deafh. How much of the play was Marlowe's and how much was .

written by Nashe is é'questioﬁ still unresolved, althdugh the majority

, opinion is that Nashe played a‘very small part in the writing, probably

confining hlmself to preparing the play for the ptinter. Nevertheless the

uncertainty over authorship has been given by a number of people as a reason
- 2 .

: . o 1) ( . .
for_refraihipg'from comment. Although it was published after Marlowe's

©o19 The three copies ade in the -Folger,-Huntington and Bodleian

e '

.
-9 - ‘ “o
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death the major opinion has also been that Dido was the earliest of Marlowe's
plays, perhaps written while he was at university. Tﬁié. belief provided
hasty critics with two more reasons to iénore Dido or dismiss it with a line.
It was termed a‘ mere university exercise and therefore not worthy of serious
analysié, and it was deemed only a translation contai:n;!-.ng no original work. »
Authors’hip, date and translation ﬁaye‘occupied a great deal of space
in the history of Dide c‘;mment, up\to and including the present time. Nor
}'\ave the topics yet been .satisfactorily .resolved. Of the three, only con-
siQeration of tran§1ation, ‘of coﬁparison with the source, Books I, II and
IV of the Aeneid, has rewarded the Marlowe student with much useful a'nd.
insightful comment so far. As H.J. Olive’?: points out,20 ‘care@g}: _bibli?graph;
ical analysis is unlielpful in determining authorship and the Qé‘onj‘ectures on
joint authorship ;nu$£ at present remain conjecture. ‘As to da;:ing the play,

the question is still very much in ,doubt.‘ There are no-external clues as

. to when the play was actually written, uno evidence that thes Chapel . child-

i
ren or indeed any other Elizabethan company ever played it. Internal
evidence sﬁggesfs that it was written before Tamburlaine which in turm is
thought to have been written about 1587. On the other hand a number of

authorities such as Charles Crawford, Felix Schelling, Arnold Wynme, T.S.

'Eliot and T.M. Pearce, cited in later chapters, believe Dido was written

at the same time as Tambﬁrlaine, or at a later date’.‘ Dido is assumed by
o ' , . 3

a‘clear majority of scholars to have been written about 1585 or 86. The

statement that the play was written_for the-Children of Her Majesty's

Chdpel 1is of little help as the history of the company :a.fter 1584 1is’

»

1{

¥ %

20 H.J. Oliver, ed., Dido Queen of Carthage and The Massacre at Paris,
dlristopher Marlowe (London: Methuen, 1968), p.xxiii. References to lines
from Dido are from this edition.

° ? !
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uncertain. A number of writeris-have used this connection as the basis of i

O
B

conjecfural argicles on d;tiﬁg, however. These literary puzzles overly

concerned many commentators who spent much more time mustering evidence for

; various unprovable theories than‘they'did actually discuséing the play.

4 Add to this activity the many conjectural pleces on Marlowe himself, as
outlined in chapter one, and  the reader can see why it is only now that
Dido is recelving the attention it deserves. ‘

Another reason for neglect of Dido was that it does not fit certain
. —_ : -

: theories of Marlowe ceiticism. Some writers have perceived Marlowe's career

td
!
]
.‘ﬂ
j
i
3
4
K
3
g.

as a straightforward progress}on in philosopﬁical thbught, with early,
middle and late phdses—;despite the fact that he died at 29 "at the tickle
point between youth and age" and could ha;dly have had time fér early;
middle aqd late sfaggs of develdpment. Dido could not be fitted inéo

% ‘ these ingeniously Aiscerned‘phases and so was slighted. Then ﬁbere were

: ‘fome who‘just thought it was a boring play, “pretty quaint, and painful”

as Anthony Trollope noted in his copy of théM1856 Dyce edition, even though:

-

some of the pages weré never cut,
. , : “
The first mention of Dido after the re-opening of the theatres came

from Edward Phillipé in 1675. The first lengthy consideration of it as a

R emc .

work of art came in 1958. The only known performances of it were in 1959

- .gf , and 1964. But by 1964, the 400th anqivefsary of Marlowe's (and‘Shékespe!Le's)

. birth, Dido criticism hadsqame into its own and has continued to develop
since then.,-Marlowe's drama suffered two centuries of almost’comélete
neglec; after his death. Interest in @ig_fﬁjor pléys revived in the nine-
teepéﬁ century. 'Inte;est in Dido had to Qait until our own time.,_

¢

This 18 not to say that no useful comment was made abos! the play during

-
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' Gosse and Thomas James Wise (London: William Heinemann, 1919), p. 4.
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the early years of increasingirespect for Marlowe's genius. On the contrary,

general comments have summed up the essence of his thought with
\(

o

ccinct clarity that a number of later writers could emulate

with benefit. As a ck{psule commentary, few could improve on the words of

A.V. Ward, written in‘1875, on the worth of Dido: "The play shows no iﬁéom—
pletehess or uneveness...lt is a very beautiful version of the oft-told tale
of Dido's lov; for Aeneas....The ébnstruction is neat and firm. The inter-
vention of the gods 1s very successfully managed; it is sensuous but fineiy-

~

written. Some sections remind one of Shakesp,ear."21 %

Al

Yet even in this praise 1ies the suggestion for another reason why Dido

has only recently received the attention it deserves; Marléwe has all too

frequently been seen as a predecessor, almost an iﬁstigator, of the works

of .Shakespeare, a mere sign—pbst-on the wa§ to English litér;ture's greatest
glory. ‘Swinburne, for example, was responsible for much of the revived in-
terest in Marlowe during the ningteenth century yet in~1908 in his iast
prose.comﬁosition before his death he wrote "Marlowe is the one and only
preéursor.ef that veritab}e king of kings and lord of lords among all

4

writers and all thinkers of all times."zz- In an earlier essay he had refer-

»

~red to Marlowe as "the father of English tfagedy" and expressed the opipion

Almost 100

that Shakespeare had usged ﬁarlowe's work and expanded it.23

years later Brlan Morris was to remark that most writers still seemed more

0

Id

21 A.W. Ward, A History of English Dramatic Literature to the Death
\of Queen Anne (London: MacMillam, 1875), I, 199-200. ;
22 Algernon Charles Swinburne, Contemporaries of Shakespeare, ed. Edmund

23 » "The Three Stages of Shakespeare," Fortnightly Review,
19, (Jan. 1876), 24-25.




4

- (New York: Hill and Wang, 1969), p. vi.

) e e mdpma TR e P v HES TEF Ty

¢ ' .

. . P, . .. . 24
interested in Marlowe's influence fhan in his inheritance. The exact

LA ) _.\ f '
nature of his inheritance has puzzled writers through the decades, some-

- )
times to the.point of irritatiof, as readers of the following chapters -

)
,Will perceive.

He has been praised, sometimes inaccugately, for a number 'of virtues.
First he was acclaimed for his poetry, his "miqhty line” as Ben Jonson )
ter@;d it. As already menti9ne§, he was h;ﬁoured as the influential prede-~ L 4

cessor, almost the inventor of ShaKespeare. He has also frequently been '

o . -

called the father of blank verse, although in fact the Early of Surrey and
Thomas Wyatt had essayed the form 40 years before Marlowe began to write.
Surrey, indeed, translated two books of the: Aeneid into five-foot unrhymed

lines., As well, Thomas Sackville and Thomas Norton wrote the first blank- )

verse play, éorboduc or Ferrex and Porrex, three years before Marlowe was

born. It is geﬁerally believed to be the first blank verse play’in the,

‘English language, although as Charles Norman has remarked "perhaps it was ///

only the first good one."25 Other known decagyllabijc blank verse be%ore //// 1

Marlowe's included Gascoigne's The Steel Glass and Peele's The Arraignment

of Paris. It is obviously incorrect to say that Marlowe invented blank(
—_— —— J$

vérse drama. Hi§ accomp1ishment, in the words of Tucker Brooke, was/to

change "the sow's ear into the silken purse,” to transform the hgﬁely tool
: 7/
of the translators and gsatirists and dialogue makers into the givinest P

instrument of all English meteré."26 1f, as most agree, Dido really was
. : 7
. s

ABrian Morris, ed. Christopher Marlowe, First York Symposium, 1

-25Char1es Norman, Christopher Marlowe: The Muses' Darling (1946; rpt.

New York: The Babbs-Merrill.Co., 1971), pp. 34-5.

cker Brooke, Essays on Shakespeare and Other Elizabethans \\\\»

(New Haven™ Yale University Press, 1948), p. 181.
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/
// Marlowe's first attempt at drama, one can only marvel :{ the brilliance of
/
many of its lines, at the already apparent geniui at work in this young
:)/ " 4innovator fresh from university studies. Brooke attributes two more inno-

vations to Marlowe. is the use of "the splendor of romance...the dif-

ference between living Jand 1ife." The other is the discovery of dramatie

. action. Brook; doubtg that even.Shakespeare contributed much more to
/ ' ST
'// dramatic ayt thamd

ﬁarlowel27 Yet even this great Marlowe scholar had
little time: for Dido, preferring to hurry om to Fhe more exciting still um-
tapped easures that léy before him in the c;ns;deraéion of T;mbgrlainé.
Herefn lids yet another reason for Dido's late entry into the mainstream of
Marlowe criticism. All Marlowe criticism was postponea unnaturally for many
generétiops. It has only now reached the stage of maturity wﬁere, the major
works having been studied extensivély, a more leisﬁrely conqideration of this
LI presumébly‘;irst and perhaps less polished piece of writing is possible.
//’Awareness of .the brevity of Marlowe's life also seems so often to hover
/

qﬁer the shoulder of the playwright's evaluators. T.S. Eliot, speculating

/on the course that Marlowe's genius hight have taken if he had liv

/' suggested that -the extravagance of characterization he used indic

e

the keystone of his dramatic structure was Marlowe's major contribution to

the dramatic art in English.29 Another of this belief was F.S. Boas who

27 ' . w Py,
Brooke, pp. 183, 185. - ° ) i

28 T.5. Eliot, Elizabethan Essays (1919; rpﬁ. Londoh: Faber and Faber, ’
1934), p. 123.

29‘D.C*.‘ Stuart, “Eﬂglish Mediéval Drama," The Development of Dramatic
Art (1928; rpt. New York: Dover Publications, 1960), p. 213.
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said "His distinctive achievement was to endow the protagonists in @

dramas with his own elemental vitality so they stormed their way into the

. w30

imagination of gallants and groundlings alike. As mentioned earlier,

Dido has sometimés been, dignored because it doesn't fit mainstream critical
theories, and here again is a point of view with which the play does’not

L] )

easily conform. Giant caricature and storming vitality are not the most

obyious terms th@f spring to mind when thinking of the protagonists- in Dido.’

Indéed, compared to such as Marlowe's Tamburlaine and Faustus, his Dido.
and Aveneas seem quite 'ordinary \recognizable lovers, at least until the
traditional denouement. .

Two further if not fina?_ words on the reasons for Dido's relative

neglect may be left to two of Marlowe's fellow poets. Leigh Hunt said

Marlowe's protagonists carried "to their heights the vices as well as the
31

S

wit of th/r.: time"" but this is not true of Dido. Alfred Noyes, after com-

menting that Marlowe "had the gift of writing splendid single lyrical lines

...that bear no relation to. the characters that say then" sums up the reader's

feelings when reading much Dido criticism and, indeed, the play itse].f'

"Nothing is more difficplt than to assess his real achievement.">? It is

B ,./ i
hoped that the following chapters contribute a little to the achievement of

_that difficult assessment. The fact that an increasing number of disserta-

tions by tomorrow's scholarly experts have appeared in recent years suggests

tha}: we may see an abundance of insightful comment on the play in the near

- - B

future.

) :
30

p. 98.

. 32 Alfred Noyes, Pageant of letters (1940, rpt. Freeport, N.Y.: Books
for Libraries Press, 1968), pp. 14 16.

F.S. Boas, Christopher Marlowe (Oxford: Clarendon Press, 1940), p.312.
31 Leigh Hunt, Imagination and Fancy (New York: Wiley and Putnam, 1845),

—~
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CHAPTER THREE ,

Early Comment - 1675 to 1896

From thé closing of the theatres ip 1642 until well into the eikhteenth
century Marlowe, although admired for h%s poetry, was almost forgotteﬁ as a
playwright., A number of seventeenth century writeré"suc as John Aubrey,
Fuller, John Dryaen, John Dennis, and Thomas Rymer failed:to mgﬂtion him
at all. The first authentic work of Marlowe'§ éo app;ar in’moré than 100
) years was Edward II in 1744. When Edmund Kean revived Tamburlaine in 1818
it was the first.performance of'aaMarlowé play .in 155 years.33 In the V
nineteenth century, however, admiration éor Marlowe grew‘enormously,
reaching its clihAx with the romantic outpourings of Algernog Swinburne in
the last decades of the Victorian era.’ But if it was not un;i} the nine-
teenth centufy that Marlowe's drama received much more chanlthe'occ;sion;l
brief mention, it was not until the‘second half of the twentieth century
that Dido received full and serious study.
Those early iiterary historians who did include Marlowe frequently
,omitted Dido because of the problems ;f authogghip arising from tge ;oint

o~

attribution to Marlowe and Nashe. As well, they sometimes had not read the -
play because bf the scarcity of copies before 1850. Perhaps the first to
mention Dido was Edward Phillips, Milton's ﬁephew, who attributed five"

plays to Marlowe, including Dido in collébération with Nashe,' adding that

the playwright came to a violent and untimely end in "some riotous\Fray."34'

' f
o 3 0'Neill, ». 6.
ve- ad Edward Phillips, Theatrum Poetarum (Loudon' Printed for Charles.‘
Smith, 1675), pp. 26-25 '
]
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Pther geventeenth century writers who included Dido in the Marlowe canon

were William Winstanley,3 Anthony a Wood>® and Gerard Langbaine. In 1691

‘Langbaine wrote of Marlowe: "His Genius inclin'd him wholly to Tragedy,

and he has obliged the world with Seven Plays of the kind, of his own
Composure, besides One, in which he'join'd with Nasn, call'd Dido Queen of
Carthage, which T never eaw.";7 More than.50 years later Theophilus Cibber
repeated ﬁhrsuinformation almost woré for word.38 And i; 1764 bevid Erskine

Baker wrote "His turn was enti;ely to tragedy, in which kind of writing he

N s a3 .
has left the six following téstimonials of his ability:" Baker lists the

plays (including Lust's Dominicn, a play later universally excluded from

the Marlowe canon) named by Langbaine together with the jointly attributed
», .
Dido. Biker notes the Orwin edition-—"This play is uncommonly scarce'--
and mentions a Dido and Aeneas -dcted by the Lord Admiral's servants in
-39

‘ 1597, which he erroneously says was probably Marlowe s Dido. .

One of the first to pay closer attencion to Marlowe's‘dranawwas
. . @

Thomas Warton in his history of English poetry. Emphasizing the difficulty >

3 William Winstanley, The Lives of the Most Famous English Poets (1687;
rpt. Gainesville, Florida, Scholars. Facsimiles and Reprints, 1963), p.‘l3ﬁ.

36
I, 337.

q . . .
Anthony 3 Wood, Athenae Oxonienses (London: Thomas Bemnet, 1691J92),

-

7 Gerard Langbaine, An Account of the English Dramatic Poets (1691,{

[Theophilus] Cibber, The Lives of the poets of Great Britain and > .

Ireland to the Time of Dean Swift (LondOn. "R. Griffiths, 1753), I, 85.

39 David Erskime Baker, Biographia Dramatica or a Companion to the
Playhouse (1764; rpt. London: Longman & Co., 1812k, I, 492; II, 162. .
j\

EN
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of finding copies of Dido, he comments that the play shows "traces of a
just dramatic conception, but abounds with tedious or uninteresting sceneé
and extravagancies."ao This dismissive tone would be repeated frequently

for almost 150 years. Both Nathan Drake and Edmund Maloné also mentioned

Traer vt

Dido fd their liiéiéry histories. Drake,_in his list of dramatic poetry
ety
preceding Shakespéhr ,'said the play was a joint production, adding only

"This rare play was purchased at the Roxburgh sale, for seventeen guineas!"h}

&

| ‘ Malone's history of the English stage includes Dido in a table of plays

written before 1592,and then lists it, in joint authorship, in the perform-

B T B i

-ances in 1594 by the Children of Her Majesty's Chapel, 42
A flurry of péintings of Marlowe's works occurred in the 10 years from -

1818 to 1827 but the question of Dido's authorship continued to vex both

Pt B o b a1

writers and editors. Betﬁeén 1818 and 1820 the actor and editor Williamﬂ
_ Oxberry produced his landmark ‘editions of Marlowe's plays, including Dido,
but said the play was chiéfly the work of Nashe. The series was later : i
printed in on; volume.aa In a series of articles on Marlowe in 1821 an - E 3
anonymous author’in British §£§gé.expresses regret at the lack of a copplete

edition of the works and adds that his study of Dido is takén from one of
; . -

A b0 Thomas Warton, The History of English Poetry from the Eleventh to
\«\\\ the Seventeenth Century (1778; rpt. london: Warwick House, 1806), p. 907. . 3
- x
) 41 Nathan Drake, Shakespeare and his Times (London: Cadell and Daviea, ‘U,
1817), 1I, 248,

42 Edmund Malone, An Enlarged History of the English Stage, in The
Plays and Poems of’Hilliam Shakegpeare, 7th  ed. (London: F.C., & J. Riving~- .
ton, 1821), III, 6 428.

43 Dramatic Works gﬁ_Christqpher Marlowe, with prefatory remarks,
notes, critical and explanatory, ed. W. Oxberry (London: W. Simpkin and
R. Marshall, n.d. [1827]). . Individual plays issued separately in The New
English Drama series, 1818-1820.

i
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i

three known coples of the play. Summarizing the play for the benefit of

his readers, who were unlikely to have read it themselves, he then comments

on the luxuriant imagery, finding it similar to that of Faustus. It is, he
says, unworthy of the author of Faustus but "definitely Marlowe's."aa This

opinion was not shared by another anonymous writer the following year in

Retrospective Review who believed that Marlowe only "assisted Nashe in the

- \ hd

writing of Dido."45 } '

*

Another historic event in'the Dido chronology took place in 1825 when

the play was printed as part of a four-volume series entitled 0ld English

Dr%ma.46‘ Attributing the play largely to Nashe, the unknown editor said
. N 1

the play possesses 'very little intrinsic merit,'" adding that it was reprinted

chiefly to illustrate ''the progress of dramatic art in this country.” The

"play is in modern spelling. . The following year'the first collected edition

"of Marlowe's work was printed in three volumes.47 It included Dido. fhe

. L ]
editorqagp was not given although it is g :ally credited to George

Robinson. He.and Hurst have both been.suggested as.-the 1825 edition editor.

‘Although they are important .historically, these small printings did little

to enlarge awareness of the pla&. It was not until' the 1850 Dyce edition i

fhat the play gained any general agiencion, and it was ignored by important

}

44 "K," "Excerpta,” The British Stage and Litefary Cabinet, 5 '(June
1821), 191-196.

R ] .
,“5 "The Early English Drama," Retrospective Review, 4 (1822}, 18l..

46 Dido, Queen of Carthage. A Tragedy, Christopher Marlowe and Thomas

‘ Nashe, in Qld English Drama (London: printed for Hurst, Robinson, & Co.,

1825),. A8.

47 - The Works of Christopher Marlowe, ed. George =Robinson, 3 vols.
(London: W. Pickering, 1826).
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nineteenth century critigs such as Lamb and Coleridge.

In 1828, a‘ﬁother unsigped article in Retrospective Review also aqsign\a
a "y . {
the greater part of Dido to Nashe. Marlowe is given 7cred&t only for part
L3 (“ . N

of the first scene of the third act and the conclusion of the second act.
. .
The play is dismissed as "very defective" and "almost without pathos or
- &: = B -
passion of any kind.'b The sections assigned to Marlowe aTre deemed overrich
(03

and typically Marlovian in their "gorge&usness of imagery in which Marlowe

*
£

" gometimes indulged." Two passages are quoted to show the differéncé ‘t;etween'

!
kY
the pgicry of Nashe and Marlowe. 48 . .

In a series of articles ironically entitled "Coincidence," another
. ! a

‘anonymous writer in 1829 pointed out some of the similarities in the writing

3

of Shakespeare and Marlowe, a topic that has. continued to attract schol'ar.:;.

-

He was perhaps influenced 'and inspired by the Oxberry and "Robinson'
. . %

editions of Marlowe which for the first time gdve readers ready access to .
the plays. One reasén to support this conjecture is the fact that 1like
these éionéer editors the author slights Dido, desgite the rich possibilities

_in’ the-play, of compatii‘xg the writing of the two men. The author concludes

Se “u 49

that Sﬁgkes eare was Very indebted to Marlowe. As the first of the

Y

"Marlowe wab' Shakespeare" theorists had appeared just 10 years eatlier,so
the author might well have been inspired in his pursuit of ‘similarities by’

2

gpis intriguing 1dea' that one man wrote all the plﬁys.

48 "Summer's Last Will and Testament,” Retrospective Review, 11 (1828),
10-13,; ‘{Southern, Henry].

49 "Marlowe," Dramatic Magazine, 1 (Sept. 1829), 209; 2 (Feb. 1830),
12-13. ' . .

%0 wpeview of Nathan Drake's Shakespearé and His Time,” %Mnnthlzl
" Review, 89 (Aug. 1819), 361-2. . .

*
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The first longer consideration of Dido was undert:akenvm an important

gseries. of articles on Marlowe in Gentlemen's f{agazine in 1830 by that busy

‘writer,‘ editor and researchéer, James Broughton. It was Broughton who .fitst
began t:he serious investigation of Marlowe's death that led nearly 100 years
lat:er to the scholarly sensation of Hotson' s work.51 Broughton was the
first Marlowe scholar to search government records and it was he who dis-
covered! the (misread) name of Prazer as Marlawe's killer. He ,also ’pu§1ished

editions of five Marlowe plays “{n 1818 but Dido was not one of _them.

In his Gentlemé:n's Magazine. article, Broughton first discusses the

) o
inability of Shakespeare critics of fhe time to compare this "seemingly

‘mythical"” play with Hamlet. At length a copy was discovered among the books

\of a Dr. \‘ri;:.ight, and -Broughton quotes The European Magazine for June, 1787

) )
as\\fec,ording the sale of a copy of the 1594 printing of Dide from the Wright

library to Malone for sixteen pouﬁds. Unfortunately, Broughton reports,

aftpr much earlier speculatiori&”{a-f:he critics were disappointed to find the

.play "to be remarkable for Alttle save its rarity."52

i

Broughton devotes most of his article to a history of the three copies ‘
of Dido and their owners, but states, as will most of the writers who follow
him, that he doubts there is much of Nashe in the play, despite his name on

the title page. He too feels the play is unworthy of the author of Faustus. .
5 ; —_—

Mo?t of the scenes, he says, are literal trarfslations from the Aeneid. He

31 Leslie Hotson, The Death of Christopjxer Marlowe (1925; rpt New
Yox;}c Haskell, 1965).

-

2 James Broughton, "Life and Wr:l.tings of Christopher Marlowe,'
Gentlemen's Magazine (April 1830), pp: 314-315. See also Dorothy §e1ye,
"Jamea Broughton, Editor of Marlowe s Plays," PBSA, 69 (1975), 311-22.
T f ' ) ‘
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chooses for spec{ial exemplary contemp.t two lines that many later scholars
also chose to scom: "Gentlé Achat?s, reach the t:inderbox."k (I.1.165) and .
"And in his eyelids hanging by the nails." (I1.1.245).°3

In an influential history printed the following yeér, J.P. Collier
dealt with Marlowe at greater lengtt}x ‘than had most scholai:s csup to this time.
Stating that it:\was impl)rtaﬁt to know the order in which the plays were
written in order to assess them satisfactorily, he assigned Dido to Mm:lowe's
earlier writings. It :@s pasy to pick out the work of Nashe because of his
inferior monotono;xs v;erse, he said, while Marlowe '}s hand by contrast prc;viqles
a Vgreat:er variety of rhythm, pause and modulation as we'll as a richer vein
of poetry. Collier was the first to suggest this method of dfstinguishing
the contribut‘ions of t’he\ two playwrights. He thought the pléy on the whole
"ve;'y graceful and beautifuinl"’ as a poem ,although the sacking of Troy was

inflated almost to absurdity. He makes some éuggest;ons as to who wrote

what and concludes that the play was written before Marlowe was'fully at

“home in blank verse, with nothing in it to compare with thé power of Edward

JII.

Another influentjial literary historian, Henry Hallam, sa&s Marlowe .

gave to blank verse “a variety of cadence and an easy adaptatiod of the

/
rhythm to the sense,” but he fails to mention D:l.do,55 and in 1841.,~a reviewer

&

. -
\ 33 Broughton, p. 315. ' . AN

>4 John Payne Collier, The History of English Dramatic Poetry To The

Time of Shakespeare-(1831; rpt. London: George Bell and Sons, 1879), III,
46-50. : o

3 Henry Hallam, Introduction to the Literature of Europe in the 15,
16 and 17 Centuries (1837; rpt. New York: Harper & Brotheirs, 1848), pp.
368-90 ' ‘\ .

I3
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of Robinson's editions of Marlowe's works - suggests several alternative

\

readings for varioug lines in Dido but offers .o evidence but his own feel-

, ing for the semse of the ,lines.sa ‘ -

The most impor\tant publication in the nineteenth 'ce;tur}.' of the complete oo
works of Marlowe was the edition of Alexander Dyce, who pqsitea‘the princigle
that the earlies"t editions should be authoritative. n Dyce established the

" canon and compiled the most complete account of Marlowe's life to ;:hat: dat:;a.

He #aintained that Marlowe was a very umeven writer and that it is in single -
scenes rather than in any ong p‘lay th‘at he "displays the richness and vigour

. of his geniu;." * Of Dido he says that, the Aeneid is "go truthful and passion~

ate" that Marlowe's piay tends to be compared unfavourably to. it, and thus
there is a danger of underestiﬁzating its value. There:: are in it "many
passages of richness and colour ‘and beauty of expression” even though the
characters tt;ernselves have little force. Nashe's contribution was, ‘he bew
lieved, small.57 ’

Despite this useful work, nmeteenth'ceptury criticism continﬁ‘ed”&ﬁ
the yhoZEeI to consist of brief asgessments. Anthony Trollope wrote in his

; : ' 58

copy of Dido that it was a f'bu«rlesque" of Virgil. In an article on

i

, . Marlowe in Appleton's Journal in 1871, A.S. Richardson said Shakespeare drew
from the "great mass of crude material" provided by Marlowe, and quotes from

° v . »
L) v

—_ . i

.36 M.J., "Review of Robinson's edition of Marlowe," .Géntlemen;s Maga-:
. zine, Series 2, 15 (Jan. 1841) 45-48,

Alexander Dyce, ed., The Works o _j_ Christopher ‘Marlowe (1850, rpt.
o . London: Routledge, Warne and Routledge, rev. ed. 1859), pp. xxxviiy 1iid.

58 Oliver, p. xix. . ‘
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Marlowe's works to demonstrate the :Lm‘.luem:es.5(9 From Dido she chooses, the

“

queen's statement to Aeneas: v

. Because it may be, thou shalt be my love:
Yet:boast not of it, for I love thee not - v
, And yet T hate thee not.
: ‘ (111.1.169-7)

°
o @ g “
1 ? I

Miss Richardson does not say which lines in Shakespeare this quotation in-

spired but it could have been the speech of Beatrice in Much Ado About

»

Nothing. e )

te It were as possible for me to say I loved
, nothing so well ‘ag you; but believe me not, .
and yet I lie not; I confess, nothing, nor I K
deny nothing: .
(IV.l..266v9) )
Alternatively, she may have had in mind the speech of Phoebe in As Like

_I£ which ‘fo!l.lows Shakespeares direct qqotation from He;'o and Leander of

"Who ever lov'd that lov'd not at first sight" mentioned in chapter one.

In it Phoebe vacillates ‘m.any times in the mode of Dido, concluding: . , ’/'

v
a - v .
. “ “

I'love him not, nor hate him not: and yet
I have more cause to hate him than to love him.

L (III.5.126-7)
Nt Y

/ It is interesting to. note that all the Shakespear'e*plays in which Marlowe's

influence is most often noted were believed to be written wit:hin a three-

-
°

year period around 1600.
The Francis Cunningham edition of Marlowe's works in 1872 terms the
\ . . ‘ ‘

play “a very pleasing poem occasionally rising to beauty" although the

Y

editor does not give exanlples of W}xat he feels coustitutes its beauty.,

’

v ’ 5 \
59 Abby Sage Richardson, "Christopher Marlowe," Aggleton s Journal,
6 (Sept. 1871) 347-50.
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Once again, the "Gentle Achates" ‘line comes in for criticism. Cunningham

~

feels this line is so inferior it must be attributed to Nashe, thus repeétb‘\
R a \

ing opinions already promulgated by Brodghtpn and Collier, among others.60

Another of this school of thought was "G.B.S." in The Cornhill Magazine of

3
1874. He claims the play presents a "cheéhered appearance...as fﬁouéh it

had been collaborated by a master mind and a poetic buffoon," suggestiﬂé
that the work of high quality is Marlowe"s while he buffoonery is provided
by Nashe. He too objects to the "tinder;box" line but has high praise for .
Aeneas' descriptien’bf thé fall of Troy and says the queen herselﬁ\is pre-
sented\in "qoble guise" suitable to her personage. He commends the great—
beauty and bold language of the play.61

In a consideration of the First Player's Pyrrhus—Pﬁéam speech in Hamlet,

F.G. Fleay raises the question of whether the speech is a parody of Marlowe's
qeecription of the death of Priam in Dido, a query that was to become a
popular literary puzzle. Fleay believes that the Hemlet speech is so’

superior to Marlowe 8 handling of the same subject tHat ‘Shakespeare must

o [

have chosen it to demonstrate how much more skillful a writer he was.

'Fleéy continued to give Dido brief mention ln his publications over the next

two decades but never a more careful consideration.62 In 1874, William

N
a 5 -

-~
-

'~ 60. Francis Cununingham, ed., The Works of Christopher Marlowe (London:
-Ghatto and. Windus, 1872), p. xvl.
61 G.B. S[mith], "Christopher Marlowe,'" The Cornhill gazine 30 (Sept.
1874), 346-7

62 Frederick G. Fleay, '"On the Extract from an 0ld Play in Hamlet,"
MacMillan's Magazine,*32 (Dec. 1874), 136-7; Shakespeare Manual (London:
Macmillan &.Co., 1876), p. 301; A Chronicle History of the Life and Works
of William Shakespeare, Player, Poet and Playmaker (London: John C. Nimmo,
1886), pp. 113, 118; A Biographical Chronicle of the E __glish Drama 1559-
1642 (London: Reeves and Turner, 18§1), P 147.
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Minto also mentioned Dido. After a brief but vividcaccount of Marlowe's
death he added that among the papers. left behind him was part of the tragedy
of giég_"afte;wards completed by Nash.-"s3 The play was becoming accepted

as a 1it§rary work of suffici;nt iqportanie to require mention. )

A.W. Ward early appreciatéd the'major importance of Marlowe to English
‘drama. After Marlowe, he stated,\éhéie would be no more Spanish Tragedy or
Gorboduc.. Marloﬁe's gift of passion and "his services to the outward form
of ‘the English d;ama, makes him worthy ts be called not a predecessor, but
the earliest  in the immortal company, of our greatest dramatists." In gddi—
tion to his opinions-on Dido quoted in chapter one of this work, Ward added

his belief that the play owed little to Nashe.64 Swinburne, -too, emphasized

the importance of Marlowe to the development of Eﬁélish drama, and to the
i

full realization of the genius of Shakespeare. Marlowe was to Swinburmne
"the Father of English _Tragedy."65 )
In a lengthy st&dy of Marlowe the same year, Hermann Ulrici s;id he
’woﬁld no£ comment critically on Dido. His remarkable reason for "ignoring"
the play is that it was written tohsuit the taste of the Queen. He infers
this conclusion from the title-page imscription: "Played by the Children of

Her Majesties Chappell." (Later researchers, however, clearly demonstrated

the'unlikeliness of the gréup having ever performed the play at c9§it.66)

63. William Minto, Characteristics of English Poets from Chaucer to
Shirley (1874; rpt. Edinburgh: Wm. Blackwood and Sons, 1885), p. 232.

64

Ward, I, 203.

63 Algernon Swinburne, "The Three Stages of. Shakespeare,™ Fortnightly
Review, NS 19 (Jan. 1876), p. 28.

66 ' See Gertrude Marian Sibley, The Lost Plays and Masques, 1500-1642 ™~

(Ithaca: Cornell University Press, 1933), p. 43; Henslowe's Diary, eds. R.A.
Foakes and R.T. -Rickert (Cambtidgﬁt University Press, 1961), pp. 86, 319-20,
323; E.K. Chambers, The Elizabethan Stage (Oxford: Claremdon Press, 1923),
TII, 374.
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Ulrici nevertheless concludes that "the inner character of the drama seems
...t be peryaded by the perfumed air of the Court." Dido, he says, because

of her second name Eliza, 1s a poetical portrait of the Queen.” He speculates

that the Latin passages from Virgil%wege inserted to flatter the Queen's

learning. The whole pilece has a "thoroughly undramatic character." As

well, the play turns on love, and only love, and "so, says this serious German

scholar, the play is nothing but’sehtimentality based on womanly susceptibility.

Ulried congedes that several passages are well done but "they are entirely
wanting:in signs oé~M$rlowe's bold powerful mind. " Oﬁe wonders what more

he mighé have said if he had not dé ided thvo _ages earlier to reffain alto-
gether from comméﬁting on the play fer the curious reason 7hat it was written,
to flatte; a queen. -In addition to its eccentric opinions,.hOWever, the
plece is noteworthy in that it is one of the first comments to deal with

Dido at’ length.

Iﬁ 1884, J.A. Symonds dismissed Dido as mainly tfanslation reminiscent
of the "tumid" style of the First Pla&er in Hamlet. Dido's‘deécription of
the fleet is "hyperbolic§1 splgndour pf deséfiption running over into non-
sense" and he renders a unique opinion in s;gt;gg,;ﬂD::LLheﬂhlank_¥§§§g,ﬂc:ies
aloud" for rhymes.f8 The same yéar Br. Nicholson raises an interesting foot-
note to the history of the play concerning the story of a purported elegy

of Marlowe by Thomas Nashe on a copy or copies of Dido.69 He remarks that

both Bishop Tég;er and Thomas Wharton had claimed there were copies of Dido

@

. 6 Hermann Ulrici, Shakespeare's Dramatic Art, trans. L. Dora Schmitz -
(London: George Bell & Somn, 1876), I, 161-3.

68 John Addington Symonds, Shakéspeare's Predecessors in the English
Drama (London: Smith, Elder & Co., 1884), pp. 663-4.

69 Nicholson, Br., "On Dido," Notes and Queries, 69 (June 28, 1884),
508- ' ;. y .
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. ‘contaiﬂing the elegy. Wharton wrote to Edmund Malone that he had seen a %
copy in Osborne's shop, and that it was in the latter's catalogue for 1754.

IS

(This latter statement was untrue.) The elegy was said to list five of

-y

BTN Ry,
e

B Marlowe's plays. Nicholson asked ‘any o;mers' of the original Dido to look,

for the elegy on the page after the title page but td this. day there has

been no trace of the "ghost" elegy. That year also K. Elze reviewed the

CAS :3(?"* i‘{-‘:&"w?"f«b'i", o

‘, text of Dido with some‘minor suggestions for changes in the tjeadingsl0 and
' |

y Ellen Crofts dismissed the play as not holding a very high place in dramatic

o
o

-

literature. 1 ’ ' . ' -

o 1

1
} . The year 1884 also saw the publication of Bullen's edition of the com-
4 .

plete works. Dido, he said, was slight; instead of daring imagination, we

A 5

3 have quaint concelts ‘and dainty "play of famcy." He quotes various passages
3 .. ) rS ) . ‘ : N
to prove both that Dido was an early work and that Marlowe was the major

it

N g

\\contributsbr. Bullen suggests Nashe worked up the .bombast "laughing up his

sleeve’."72 A teview in~T_Le' A‘Ehenaeum warm.l& welcomed thé édition, saying

o e TR
e

°

b&'loye had been "sadly neglect:ed."73

/ P

D ,Ir; the years immediagely following, Dido in fact received attention

from a number of scholars.. In Shakespeariana an anonymous reviewer of

L)
Symonds' book commented t:hat "to no single man does, -gur drama owe more than

\(

to this ill-starred genius." Marlowe, the reviewer writes, determined ‘the

¢ *

WA s

Sy,
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i e e e
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0 K. Elze, "Reviews," The Athenaeum, 5 (May 10, 1884), 609-10 and
May 17, 1884), 644.

& Ellen Crofts, Chapt‘:ers in the History of English Literature, from
1509 to the tlose of the Elizabethan Period (London: Rivington, 1884), p. 187.

72 A.H. Bullen, ed., The Works of Christopher Marlowe (London: Nimmo,
1884), T, xlvii-xlix.

73

e s

"Drama," The Athenaeum, 5 (November 15, 1884), 634~645. ~
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form of higtorical tragedy, dealt the death-blow to rhymed plays and formu-
lated English romanti;: tragedy. Noting his importance to the development of

Shakespeare, the writer adds "In bis hand tragedy reclaimed its ancient sway

over the heart," leaving the "drumming decasyllabon" behind to write triumph;

ant blank yerse.” A.W. Verity echoes other nineteenth canxtur)‘r commentaries
that Dido should be considered as a long poem rather than a drama and should

be classif;led with Hero and Leander as an example of the typical Italianate

Renaissance spirit of purely sensuous love of beaut:y.75 George Saintsbury
was impressed with Marlowe's writing as a whole, saying he/as as good as all
but the greatest. Dido, however, is quickly disposed of as "the worst thing

he ever did." The famous Victorian critic 1is, however, impressed with

"Marlowe's fortuitous and purely genial [sic] discovery of the secret of

blank verse."76 Edward Dowden withheld comment on Dido, saying he could not
safely assign the work to' either Marlowe orx Nashe.77 But in his 1887 edition
of Marlowe's works; Havelock Ellis said that he believed Dido was ﬂconsider-f

ably enlarged by Nashe. He agreed with Verity that it should be compared

to Hero and Leander rather than the other plays, adding that there is a
R - .

"certain mellifluous sweetness in the best scenes" such as the love scene iA -

the cave. 78 o

L)

3
” -

74 “The Predecessors of Shakespeare," Shakeépeariana, 2 (1885), 555,557.

75, AW. Verity, The Influence g_ii Christopher Marlowe on Shakespeare's

Earlier Style (Cambridge: Macmillan and Baines, 1886), p. 29.

. 76 George E.G. Saintsbury, A History of Elizabethan Literature (LondomT
Macmillan and Co., 1887), pp. 77-79. . \

77 Edward Dowden, "Christopher Marlowe," in Trangcripts and Studies
(London: Kegan, Paul, Trench & Co., 1888), p. 435.

8 H'avelock Ellis, éd. , Christopher Marlowe (London: Vizetelly & Co.,
1887), pp. x1ii-x1iid.
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In another edition of the works, Percy Pinkerton displayed an eccentric

Victorian literary style in contrasting the freshness, energy and passion of

. Marlowe to "this worn-out, languid age of ours' with its three unities,

"adultery, arsenic, and tea-cups." Of Dido, he says the curious opening
scene shows little dramatic skill but is good poetry. The play is the only
" Marlowe dramh to depend upon love or portray an interesting fex:;ale figure,

, but was from "th€ first and feeblest period." Possibly, Mr. Pinkerton adds,

the duller parts of this "incoherent" play are by Nz—zshe.79 . . .

& .

A number of ad;ziring minor comments on the play were made in ths ,cl;\sing
‘yeai's of the century. One who believed Nashe had a large hana'“i\n’ ‘_l;_:l.g_g_ was
J.H. Ingram, who suggested Marlo¥e left the play unf’ini‘shed "ande th‘é labour
- of completding it‘.fell to Nashe." It contains some of Marlowe's "mégic" but

Ingram felt the theme was not congenial to Marlowe "and he left it unfinished

S of 'set 1:>urpo.sxe'f."80 ‘The following °§ear Harry Plowman said he found in the

play "passages of the rarest beauty, but as a whole, it is more poetical
81 ' ;
1 1]

O e b

than dramatic. J.G. Lewis, too, felt the play to be "resplendent with

P

glowing beauty and well worthy of Marlowe's reputation." He quotes at

length from Jupiter's speech to Ganymede and Aeneas' description of the fall

of Troy as examples, saying the lines have "the unmistakable Marlowe ring."82

4 o
B .
A ‘

\ . . : - -

L
. 9 Percy E. Pinkerton, The Dramatic Works of Christopher Marlowe,
Selected (London: Walter Scott, 1889), pp. viii, xv, xviii, xxv, xxvii.
' : o 80 J.H. Ingram, "A New View of Marlowe, Illustrated," Universal Reyiew,
4 (1889), 37. /

TG, e .
o

©

1 Harry Plowman, 'Christopher Marlowe," Thc.aatre,‘ NS 16 (July 1890),
11. )

82 J.G. Lewis, Christopher Marlowe: Outline of His Life and Works
(London: W.W. Gibbings, 1891), pps 20-21. )
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Others were not as impressed. James Russell Lowell found Dido somewhat

tedious despite many touche; of Marlowe's "burnirlg hand." )It: is regularly .
plotted like anérd II, but is ty_Pical of Mar]:ovie's willingness to substitui:e

luxury of desc'ripti.gt;: for "the ;b'u-siness at hancl."83 He “suggeste‘d a number

of apgnded*tex.t\v.‘u;il,l readings-, and Ke;.npeth Deighton four years later suggested

“six more.84 John Williams Cunliffe believed that Marlowe's "self-appointed

task" was to win the popular ear from low drama to the classics and that he

)

S SRS

achieved his ambitionm by choosing the Senecan traits that would appeal to
popular taste, ignoring the philosophical disquisitions. Thus one finds in

his plays "few sage reflections but all Seneca's horror of incident and exag-

geration of express:i.c:on."85 J.C. Collins found the widow Dido to be

, )
"preposterously untrue to nar.\ure." Only in Edward II, he said, did Marlowe

display admirable dramatic chamct:nzarizaticm.86

The nineteenth century saw a remarkable revival of interest in the. pla)'rs
of Marlo;le after generations of neglect, but a revival iril which Dido had'
small shar‘e'. Scholars on the whole were content to dismiss the play with a ¢
mention on theé grounds that it was an immature dramatic concepti?n and a
mefe translation or that the authorship was uncertain. The brevity of the
comnentaries 'suggests that it was deemed unworthy of serious study. . Only as

the century drew to a close was the first call made for more th&:ough critical

application to the play.

o
]

. O .
83 James Russell Lowell,. The 01d English Dramatists (London: Macmillan
& Co., 1892), p. 40."

84 Kenneth Deighton, The Old Dramatists: Conj ectural Reading_ (West~ )

minster: A.” Constable, 1896), PP, 122~4, oS
"85 John Williams Cunliffe, The Influence of Seneca on Elizabethan ’
Tragedy (1893; mpt. New York: G.E. Stechert & Co., 1907), pp. 58-9, »

86 John Churton Collins, Essays and Studies (London: Macmillan & Co.,
1895), p. 159.
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CHAPTER FOUR 0

’ Foundationg of Modern Criticism: 1896-1924
<. .
F.S. Boas was perhaps the first to suggest that more than perfunctory

<

attention be paid to Dido. He found its construction admirable and its
. use of the Aeneid material thoroughly original. The fact that it contains
Marlowe's most complete‘picture of a woman is another major reason for

more careful readings. The play is typical of Marlowe, he said, in that
. :

it displays his \pr.evailinge ylsion of exigent aspirations, in. this case
sexual passion. ‘Boas feels Marlowe is fairly successful.in making Dido

4 .
respectable and bold in courtship but he compares the description of her

r

suicide unfavourably with the "theatrical magnificence” of Shakespeare's -

-

death of Cleopatra.‘&w'ell, Aeneas' description of the murder of Priam® .
"reads like intentional burlesque. 'Despite the brilliance of many passages,
&arlowe, he believed, could never have been another Shake.speare because he
had no sense of humour (an opinion he had changed by 191_4 - gee p. 37),
and he knew no 1o§e' lifted beyond the level of sensuousness. Marlowe,

| 87

Boas concludes, "is the rapturous lyrist of limitless’desire.” R

Appreciation of the pl;iy was‘expressed by a number of writers in the

¢

first quarter of this centui’y, afthough the problems raised by the Victor-

ians naturally continued to play a prominent part in the .comments. New

.

to the discussion, however, ahd: increaéingly noticeiablg throughout this

e

87 F.S. Boas, Shakespeare and His Predecessors (New York: Charles
,Scribner's Sons, 1896), pp. 58-61. _ /e :

a
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period, were the early signs of the movement toward what later would be
termed New Criticism and explication de -tﬁ_:g:_e. .

| Continuing the incompleted study of earlier literary puzzles, (J.H.
Ingram expressed the belief that there is no likelihood Dido was either
printed or played during Marlowe's lifetime but the major part of the

work was his. Nashe and Marlowe were little acquainted, 1f at al.l, he

‘believed, and the likelihood is that Nashe's contribution was confined

to editimg and polishing. Marlowe's earliest mannerisms pervade Dido

and frequently show a vfi‘esh memory of Virg:'il. Many lines from the pléy
are echoed in more ~polished form in later work‘s. Ingram quoted several
passages, such as Aeneas" tale of his adventures, ’Jupiter's "Yulcan
shall dance" spe‘elch to Ganymede and Dido's "And he'll make mg immortal
with a kiss" as pfoof of Marlowe's vigorous poetic mind, as opposed to
that of the "biting satirist" Nashe. Ten years later Ingram published
a secqnd b.o:ok on 'Marlowe but his judgement (aqd wording) had changed
little in the inteFim and he clluo‘ted the sa.l:ne‘passage'.:;..88 h

Scholars continued during this time to find similarities between

‘Dido and the works of others. G.C. Moore Smith points out similaritieg

., of lines in Marlowe and Shakespeare, especidlly the dying words of Juliet:

"stay, Tybalt, stay; Romeo, I come!" (IV.11i.57) and the last lines of

Dido: '"Now, sweet Iarbas stay! I come to thee."89 Charles Crawford pro-

posed the theory that Marlowe wrote a longer poem, nojg lost, which exi)ancied
_ v ° .

[l

- 88 John H. Ingram, Marlowe and His Associates (London: Grant
Richards, 1904), pp. 130-33; Christopher Marlowe (London: George G.
Harrop, 1914), pp. 208-9, ' ’ -

89 ¢.C. Moore Smith, "Shakespeariana," Modern Language Review, 1, No. I
(1905-6), 53-4. : : 0 a '
Fa
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the theme of "The Passionate Shepherd,"” that this poem was imitated by

Richard Barnfield in his "Affectionate Shepheard," [sic] and that the

mhtérial was also used in Dido. By comparing lines from Dido and other

it

Marlowe plays to Robert Greene's Selimus, he hypothesizes that Dido and

Tamburlaine were written at the same time and that Marlowe is the real

author of Selimug. He also offered the opinion that'"AlthoughGHhrlowe

——te,

left Dido unfinished at his death, it .is pretty safe to say that hié“@
’ N

Nashe, who completed it, added but little to the play."90 Charles A.

Herpick added another small note to the task of finding similarities be-

tween lines in Marlowe and other playw;ghts _wl;.\;en he brought to the atten—
tion of the literary world ;he parallel in the aines of Greene's Orlando
Furioso describing the fleet with its "fleece of gold...salles of sendall
;..répes and tacklipng all of the finest silke, the gleaming ivorie,” etc.
and the famous lines when Dido promises Aeneas she’wlll reéair;his flgét
with "tackling made of rivalled gold...oars of massy ivory...sails of |
folded lawn" and so on. Both passages mention mérmaids and Thetis.gl

In 1907 J.D. Bruner argues with the implications of Moore Smith's

earlier article in which Smith compares the dying words of Anﬁq and Juliet'.‘

3

_Bruner says that while the lines resemble each other in style, the inteng >

o . . p

' is different. A closer parallel to the motifs of Dide's line liés, he

‘believes, in the final scene of Schiller's Kabale and Liebe: '"Luise!

-~

Luise! — Ich komme" as well as in Victor Hugo's Hernani. :This idea of -

. 90 charles Crawford, Collectanea (Stratford' Shakespeare Head Bress,
1906-07), I, 3, 91-100.

3

: 91 George A. Herpick, "Greeue—Marlawe Parallel," Notes and Que ries,
"Series 6, 114 (Sept. &, 1906), 185.

7.
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star-crossed lovers anticipating reunion in another war‘ld"comes from
mediaeval Christianity, and is therefore unot wholly tragic, he poinﬁs out.

v, ", Brumer also cii:es Cleopat-z;a as she applies’ t;he asp to her breast';: "Hus- ,
band, I come™ and he suggests this is no borrowing or influence but is

rar.her an adherence to a romantic Christian tradition. 92

_ Felix Schelling, following Boas' lead, speaks favourably of Dido as
a well-composed specimen of epic narrative converted into drama. While
lacking- the poetry of Mprhwe's greater works, it is worthy of association

with his name. He believes, unlike most others to date, that the comstruc-

i
¢
)
Y
]

. tion and the excellent blank verse suggest it was written after Tamburlaine

and The Jew of Malta. The play is free, he notes gratéafully, of the con~
temporary Senecan- traits, as well as of bombast and rant. (But see

Cunliffe, p. 31.) Two years later he added thar Dido is one of the more

c,/ " {mportant dramas on classical subject:s.93 The same year that Marlowe euthu;
N

siast Algernon Swinburne dismissed Dido as "thin-spun ... hasty ... feeble

and j.nr;omposit:e."94

: In the next few years a number of writers added small notes to the
understanding of the play. Ronald B. McKerrow's edition of Nashe al‘:tr}buted

‘ the play "almost entirely" to Marlowe‘, adding that the increased importance

95

" of Tarbus is the chief change from Virgil. As McKerrow's Nashe is

2 J.D. Bruner, "The Subsequent Uniom of Dying Dramatic Lovers,"
Modern Language Notes, 22 (Jan. 1907), 11-12.

- v ‘ ! . ;\ , )
¢’ 793 Felix E. Schelling, Elizabethan Drama (Boston: Houghton, Miffﬂn,
& Co., 1908) II, 18-19; English Literature, During the Lifetime of Shake-
speare (1910; rpt. Hew York: Beanry Holt & Co., rev. ed., 1928), p. 240.,
TR - % Algernon Charles Swinburne, The Age of Shakespeare (London: Chatto K
: a.nd Windua, 1908), p. 8. '

95 Ronald B. McKerrow, ed. ,' The Works of Thomas Nashe (London; A.H.
Bullen, 1908Y, IV, 295, 298. .
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generally accepted as the model of superlative editing, his comment on
Naghe's psrt in the play is most significant, although all opinions based

“on gtyle must by their nature be conjectural. In a survey of Elizabethan

: drama published in 1909 John Le Gay Brereton confines his comments on the

" play to three small- suggested emendations in the reading. Two years later

\ ~
he added three more in a small note im Modern Language Review.96 There . °

’

were two editions in 1909. In one, M.R. Ridley said that Dido contains a
1/ A ) ‘-
sweetness ‘of tone not found in Marlowe's later writings. Although the

+

' - R ’ .
play as a whole is "undisciplined and crude, certain”scenesfguch as the

description of\the death of Priam exhibit a powerful style. Ridley con-
Al
jectures that the play dates from undergraduate days along with Marlowe's

translations of Ovid and Lucan._97 In the same year Edward Thomas ®ommented,

in gn introduction to another edition of the plays, on the intense poetic
H

nature of Dido and on Mar lowe' 8 obvious éenjoyment of the many opportunities

1t afforded him to express luxury and "the barbarian simplicity of 1ove and

hate."98 .

The following year Tucker Brooke said in his old-style-spelling editiomn
of Marlowe that the dramatic‘lsqseness of the play marks it as immature yet
there 48 considerable "finish" which suggests that Dido is a university

work later revised nd contains some of Marlowe's most characteristi rse.

~

No question in Marlowe criticism is more vexing than the dating apd authox-

A

i % John Le Gay Brereton, Elizabethan Drama (Sydney: William Brooks
& Co. Ltd., 1909), pp. 5-6; '"Marlgwe, Some Textual Notes," Modern Languﬂge
Review, 6 (1911), 96 ’ .
- & -
7 M.R. Ridley, ed., Marlowe's Plays and Poems (London. J.M. Dent &
-Sons Ltd., 1909),p. xix . !

-

Edward Thomas in The Plays of Christopher Marlowe, ed. Ernestgkhys
(London and Toronto. J.M. Dent & Sons, 1909), P. xiii.

¢
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sbip of this play, he says.99 "Despite the piloneering efforts of Brooke,

Schelling and Boas, however, W.L. Phelps, Lampson Professor at Yale, could
?
publish as late as 1912 an edition of Marlowe's works without including or

even mentioning Dido and two years later assert that the play was "unimportant

as literature."loo
/

.

" Other versions*aﬁ'Dido and Eheir relation to Marlowe concerned two writers

in 1914. Boas discusses the Gager version as compared to the Aeneid, conclud-

-

ing that he’dohbts that it influenced Marlowe (and Nashe). There is ?not the
glightest internal :vidence of connexion between the two works," he'notes.lol
In addition to a strjking lack of verbal similarity, Boas phints out, Gager
added éo his play "Senecan sententiousness and Elizabehhan pageantry" whiie

the Ehglish-language Dido.contributes humour as—well as Elizabethan romanti-
cism. Boas here may well have been the first to notice the humour in Dido, ;
contradicting opinions he himself expresse_,q!ihteen years earlier concetning
Marlowe's lack of a sense of humour. He adds: "Where Marlowe (for it can be

no other than he) set the stamp of his genius upon his handling of the tale

nl02

was in the atmogphere of voluptuous charm that he threw round it. In Modern

Language Review T.S. Graves notes an occasion in London on June 8, 1607 when
entertainment presented for the visitiné Prince de Joimville included '

'"Tragedie d'Enee et de Didon.'" Graves suggests that this could have been d

g

¢

99 C.F. Tucker Brooke, ed., The Works of Christopher Marlowe (Oxford.
Clarendon Press, 1910), p. 387. '

¢

. 100W1lliam Lyon Phelps, ed., Christopher Marlowe (New York: American
Book Co., 1912); Essays on Books (New York: MacM{llan, 1914), p. 225.

’h lFrederick S. Boas, University Drama in the Tudor (Oxfotd'

Clarendon Press, 1914), pp. 188-9.

1021414., pp. 190-1.

o
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fully the possibilities available in blamk vérse,'exploiting a freedom that
! <

'Language Review, 9- (1914), 525-6. .
‘ 104 Arnold e, The Growth of English Drama (Oxford: The Clarendon

' Press, 1914), p. 2603
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103

performance of Marlowe's play, but later scholars’think not.

In The Growth of the English Drama, published'the gsame year, ‘Armold

Wynne devotes eight péges to Dido, the longest article to date. He terms

it & well~-constructed tragedy that moves the audience to pity of the unhappy
N - o

queen's cruel fate. Wynne approves of the construction of the play, al-

though he feels the first two acts are too elaborate ad introductlén to
- o

the main plot. hgg outlines the action of the play in some detail and then

points out the power of the portrait of Dido. She 13 the only woman of

such stature and reality in Marlowe's works and shows that Marlowe "could "

w04 go 1

paint a faithful and‘impresaive likeness of a-woman when he ch;se.
adds that the poet's fiery spirif might not have been able to.present a
gentler type with such success. The verse style Wynne approves of,’nocing
that such extravagances aé do occur are natural Eg‘the abtionl'rQuoting

Aeneas' farewell to Dido, he comments that there is an increasing talent

for easy spontaneity in Marlowe's verse from Tamdurlaine to Edward II to

Dido, which he implies is Marlowe's last play. In the writings of Marlowe
and Kyd, he concludes: "a poet may be a dramatisc.at last withogt feeling
that his imagination must be held back likika.restive horse lest the dehorqﬁ
of human speech be violated "0 1o years later, on the same theme of poetry

.
and drama W.M.A. Creizenach asserts that Marlowe was the firgst to reveal

borders on thﬁt of prose.’' He points out that Marlowe avoided the monotony

a

103 7.5, Graves, "A Tragedy of Dido and Aepeas acted in 1607," Yodery

105 1p14., pp. 261-3. o -
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of Sackville and Norton’g’Gorbbduc'py varying the place of the caesura
and occasionally inserting two unaécente& syllables instead of one between
the ?ccented syllablgs. This freedom, he qdds, saems‘to have a natural ’ &
affinity with M;rlowe's tendency towards the vast and the infinite and
with hié delight in the rhetorical and bombastic, in hyperbole and antiy
thesis.106 " ‘

?hé firét Player's épeech in Hamlet and i;s connection with Dido. con—

cerned‘a number of people at this time. In Studies in Philology in April

of 1917 fucker Brooke said the speech was intended as a parody of the
. ¢ \ '

style of Marlowe's play. Shakespeare chose that particular incideI;:yﬁcause

of the parallels in the two stories and also to have fun with MarTbwe's

"eurgid" style.107 In the next issue of the journdl, Samuel Tannenbaum
replied -that Brooke was ﬁiétaken and that the use of that particular speech

was not for parody.bﬁt for specific psychological needs. Citing Freudfs\

. recently~publighed The §§ychqpétholqu of Every-Day Life, Tannenbaum argues

that Hamlet is subconsciously salving his conscience.lo8 Dr. Tannénbaum\is

more corcerned with Hamlet's motives than with Marlowe's style and so does

. A
not elaborite on the qu?stion of parodyx Henry David Gray in 1920 also

X examines this subject of the éimilarity between ‘the First Player's Pyrrhus-
,Pfiam speech and the description gP Priam's death in Dido..‘He notes the

‘admiration for the Shakespeare speech on the part’of Warburton, 'Caldscott,

Coleridge, Fleay and Ward as well as the "parody of Dido" school led by

106 y .. Creizenach, The English Drama in the Age of Shakespeare,
trans. Cecile Hugon (London. Sidgwich & Jackson, Ltd., 1916), pp. 315-6,
331. .

107 C.F. Tucker Brooke, "Hamlet's Third Soliloquy," Studies in Philo-

logy, 14 (April 1917), 119.

108 Samuel A. Tannenbaum, "Hamlet Prepages for Action," Studies in ,
Philolog, 14 (July 1917), 239-241.
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Tucker Brooke. Gray doubts that it is a parody of any kind, and rejects
f] ¥ . . il

also the idea that the speech was written by Jonson. "Is it not- odd that

. the same passage could be regarded by some scholars as a serious performance

of Jonson and by others as a burlesque on M{arlowe?" he asks. He conjectures .

that the speech was taken from Shakespeare's own juvenalia,‘and is perhaps
- 1 . -
the earliest bit of Shakespeare's authorship extant. He believes it was

written before Marlowe ] pla.y.109 Both conjecéures are difficult to accept.
In an inevitably influential comment, T.S. Eliot termed Dido a hurried

play but suggests, although he does not boldly state, that it is a later

.play because there is ‘.progress in the style. The account of the sack of

Troy 1s in the "new style of Marlowe's, this style which secures its

emphasis by always hesitating on the edge of caricature at t}he right

moment.'" As examples, he cites the excerpt that begins "The Grecian

soldiers, tir'd with ten years- war," and concludes '"We saw Cassandra

sprawling in the streetes." (II:‘i.'126-274).110 Comment from such an ‘ ' a
1mpbrtant: critic would undo'ubt:ed_ly inspire others to examine their copies d
of Dido more close_ly,\ and indeed his opinion has been quoted a number of
timeg since, but a few years later Arthur Symons continued the majority

opinion by commenting "There is little to be said in favour of Didp."lll

The same year the Times Literary Supplement reported the sale of a copy

«

of Dido for the record sum of $12,900 to an American. «44(This would be the

copy now in the Folger Library, as the article mentions the Bodleian and e

1
Iy ! * Kl

’ -
H

109 Henry David Gra;}, "Did Shakespeare Write a 'Tragedy of Dido'?",

Modern Language Review, 15 (July 1920), 217-22. §
110 T.S. Eliot, Elizabethan Essays (1919; rpt, London: Faber and ;
Faber, 1934), p. 29. ' :

111 Arthur Symons, ''A Note on the Genius of Marlowe," English Review,
36 (April 1923), 315.

“

~
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Huntington copies.) The writer seems to feel the chief interest in the

play, besides the rarity of the éopies, lies in the fact that Shakespeare

sperhaps imitated some passages from it iﬁ Hamlet.112

f -

In 1922 Tucker Brooke published thfee important works on Marlowe.
In a thorough discussion of the Marlowe canon, including contested works,
Brooke states his belief that Dido may have been Marlowe's first drama.

He believes Marlowe wrote the play while still at coilege and that Nashe,

"acting as a 5iterary executor, revised the play after Marlowe's death for

the use of any London company which might undertake so academic a piece.
He cites in his support Warton, Broughton, Dyce, Ellis, Ward, Creizénach,
Knutowski, Ingram, Bullen, Sir Sidney Lee, Charleg Crawford and McKerrow.

The idea that the two men collaborated on the play is supported only; by

Collier, Fleay and w.'Wagner.113 Brooke suggests that the play was probably

an academic ‘university exercise, as'demonstrated by the large number of
' 1

Latin lines in the text. He then presents explicatory evidéﬁgz of metre

and stgle to link it to Marlowe's early works, such as the large quantity

; .
of alliteration and rhyme and the relatively small proportion of feminine

s -

endings, caesural pauses and trochaic first feet. He gives line-by-line
analysis followed by a cowmparison of parallel lines in Dido and in other

plays, especially Tamburlaine. Brooke examines the hypothesis that Dido

was a late play, or an early play revised near the end of Marlowe's life,
114

°

‘

112 "Notes on Sales," Times Literary Supplement, 22 February 1923, p. 128.

13 This generalization is somewhat misleading. Ellis, for example, s

believed Nashe considerably enlarged the play, while others believe he added
nothing to it.

114 ‘ ' '
C.F. Tucker Brooke, "The Marlowe Canon," PMLA, 37 (Sept. 1922),
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In a criticism of Marlowe's style, especially in Tamburlaine, printed

[

\\fEf same year Brooke elaborates on the fact that Dido has far more allitera-
‘tion than have Marlowe's other works. "His most striking passages seldom
exhibit it in any remarkable degree." He suggests its use is largely due

115

f
Christopher Marlowe" Brooke dates the rediscovery of Marlowe from the pub-

to the influence of Spenser on this early work. In "The Reputatién of

lication of Edward II in the origihal edition of Dodsley's 01d Plays in

17445 the rediscovery of Dido in Hurét,'Robinson & Co.'s 01d English Drama
of 1825, fo;lowed in 1826 by the Robinson collected editioﬂ and }n 1827 by
the inclusion of Dido in the Oxberry complete works. (Oxgefry attributed
ﬁche pieyochiefly to Nashe.) Noting their1Va1ry at tbé close of the eight~-
eent@mgentury among scholars to collect the rare editions of Marlowe,
Brooke recounts éhe sale of a copy of Dido for the large sum of si#teen

guineas in 1787 ‘paid by Edmund Malone in the sale of the iﬁbrary of a br.

Wright. This is the only mention of Dido other than publication information

in this lengthy article. It is however a useful survey of Marloke commenta-

- tors, some of whom have something to say about the play.116

E.K. Chambérs in his four-volume history of the Elizabethan stqge also

mentions Dido only briefly, dismissing it merely as a play jointly attribu-

. LN
. ted, although Nashe's contribution is "uncertain.”" He disagrees with

s

Fleay's earlier opinion that the pla& w;s performed for QueeP Elizabeth

' 115 Tucker Brooke, '"Marlowé's Versification amnd Style," Studies in

Philology, 19 (1922), 196.

116 » "The Reputation of Chri opher Marlcwe,
Connecticut Acadegz,af Arts and Science: Transactions, 25 (1922), 389-
90, 392.

-
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Dido with Jodellds play written thirty years earlier. She concludes that
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by the Chappell Chi}ldretz.ll7

In an unpublisped thesis L.V. Allen undertook the first lengthy com- °
parisorg;ofv Dido andoits VirgilianA source. He points out that while Virgil
traces st',;}‘ne glorious history of the Roman Empire by telling tﬁe story of
Aeneas, Dido contains only one incident. The Roman Empire plays no part.
Dido 1s the protagonist and her iove is the unifying theme. Other changes
from the Aeneid include an invention of yd;amatic scenes where the original
lacked drama: a decl:!.h'e in maturity to guit a children's‘ company, a con-—
fining .of* material to incidents leading to catastrophe and an intensifying

of the horror to satisfy Elizabethan tastes, at the expense of restraint

and beauty. - Aenéas' motivation is 'changed frFm moti:vation by the gods to

‘ an outgrowth of charact.:er. The conspicuous lack of respect for the gods,

Allen feels, results in the loss of poetic attpqsphére and beauty, one major

i

reason why the drama i/s less than the epic. Thg ending loses its tragic

torie becausé of the lack of a religious element with its resultant. sense

a

of fate and destiny. Dido, as protagonist, mnever approaches the Dido of

T

the epic in tragic tone because she is "too much the affectionate woman and

w118

too little the quéen, a victim of hapless fate. - It 18 a pity this

o

ploneering study did not receive wider publication.

The same year in another thesis Barbara Swain compares Marlowe's

the plays used the same source but otherwise there is no external connection

<

and ‘Marlowe was not influenced by Jodelle. Marlowe's ‘play is a conglomera-

117 E.K. Chambers, The Elizabethan Stage (Oxford Clarendon Press, 1923),
I, 229; III, 427. (\ '
118

L.V. /Allen, The Dido, Queen of Carthage aggd the Aeneid: A Study

in the Use of Source Mg;_eﬂ.gl_, Diss. The University of Texas 1924, pp. 7-9,

24 121 125.

7
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1]

tion of scenes and personages devoid of visisle structure,-uglike)JodeLle's
play whiéh was shaped by Senecan simplicity and promulgates a well—define%
moral. Marlowe, she says, chose'the suﬁjéctonot for the acceséible\moral
b&t for the possibilities of pageant and romance. i; is based on living
Elizabethan drama of the time, not on academic Senecan theory. Marlowe's
play "is adorned with verses whose glow would make one attentive éo it,

even béfore the warﬁth of the éharacte;ization had ;Eirred one's affection."
It is é‘qgmantic tragedy wifh aspects of both thg pastoral and comic dramas.
Miss Swain made no comment on the complexities of the relationships in

Marlowe's play, seeing it as a rather simple love story'.ll9

°

Beginning with F.S. Boas and continuiné with such impertant critics as
L -
Tucker Brooke and.T.S. Eliot, the first years of this century marked tenta-
. . -

tive steps toward regarding Dido as a serious wofk worthy of detailed analy-
sis, scholarship and thought. While dating, joint authorship and Marlowe's
influence on Sha§:§beare dominated much comment still, his versification

and style, character development, plotting and underlying philosophy as

exemplified in Dido are for the firét time given some careful analysis as

" the idea begins to gain acceptance that the play is a piece of literature

rather than a schoolboy exercise or am academic oddity. New methods of

119 Barbara Swain, The Dido Plays of Marlowe and Jodelle, Diss.

Columbia University 1924, pp. 5, 91, 120.
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CHAPTER FIVE

‘ Development of Themes: 1926-~1950

During the second quarter of this century writers gave éigg increas—
ingly thoughtful analysis, with themes such as love, sex, religion, roman-
tic temperament and the supernatura1¢being at least tentatively explored
for the first time in Qny detth. Structure, authorship and dating were
also given more attention.  As this quatter century proceeded, considera-

]

tions of Dido became fuller, more concrete and more gpecific than they had

@

been in most earlier studies.
¢+ In one such article in 1926, outlining his technique of using rational-
ism as a test of the authdfsh*ﬁ of Marlowe's plays, H.W. Herrington pointed

<

out that Dr. Faustug is unique among the works because of its magic theme.

+"One searches in vain amogg‘thé six other plays accepted as his,.and indeed

{(except in his ttanslatipns) among hié'ndn-dramatic work,vfo; a single scene
which pregents magician, witch, devil, ghost or any agency of the super-

w120

natural whatever- Herrington notes the uniqueness of this rational

emphasis among the works of sixteenth century writers. Even as a figure of .
speech the supernatural is confined in Marlowe to an infrequent "devil" or
“hell.“ ngrington analyses the various situations and characters other,

writers might have transformed to the §upernatural, showing that even Tam—

burlaine and Barabas do not consider themselves devils, or "devil—gided,"o

abut rather men of superhuman powers or of inhuman cruelty. The only time

o

9 N . o N °
' .

120 g.w. Herrington, "Christopher Marlowe, Rationalist,” Essays in
Memory of Barret Wendell (Cambridge, Mass.. Harvard University Press,

'1926), p. 142. ®
45 .
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a character in one of Marlowe's plays is called an "old witch" is in Dido

when the words are addressed to Junouby Venus. It is in‘fhis play, too,

that almost the only other 'such allusion in the whole Marlovian canom,

o

except in Faustus, is made.- Dido's "cursed hag" flung at the nurse who
is bringing her bad tidings is followed by the more pointed "TFhitress too

° ~ gl21
keend and cursed sorceress."

(V.1.221). '
' Another>Marlovian distinction is observed by Ellis-Fermor when she

notes that Dido's main theme -— love -- is unique in Marlowe's works. In her

1927 study of the playwright, however, she ‘considers his efforts at portray-—

ing love "unusual' and frequenfly inept. The concentration upon human
relations rather than the relationship of man to universe is not found in
Marlowe\except in this play which, she believes, therefore must belong to

the "earliest stage of his career, before his strongest interests had grown

clear, or in the latest stages, in which he had begun to lay them aside.”

In this rather confusing cqmmént on interests, one must agbume that Ellis-
Fermor means Lhat Marlowe by thé time of his death at 29 had run thréugh
all his interests -~ from the universe to man»and‘then back again to th;
universe. It hardly seems an argument for dating the play:

Ellis-Fermor briefly outlines the changes Marlowe made from the ep¥ec. ‘

L}

.

Like Herrington one year earlier she notes the rejection in Dido of the .
supernatﬁral element, The expanded roles of Iarbus and Anna are introduced,
she believes, to intensify human relationships. Commenting on the poetry
of Dido, Ellis-Fermbr says it is a apoataneous'expression of a sense'of

beauty “‘not yét made poigﬁant by doubt nor touched by finer issues as it is

-

121 Herrington, p. 143.

122 Una M. Ellis-Fermor, Christopher Marlowe nggdon:.Methuen and Co.
Ltd., 1927), pp. 18-20.. \ L

122
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in Tamburlaine." It is "sunny, effortless and uncrossed by thought or
~ —; ——— . ’
wl23

strong emotion. The character of the Nurse and the introductory dia-
logue between Jupiter and Ganymede she finds ugly and wi;hout parallel in
the works which followed. Didb,ashe contends, is a simple first work omly

interested in iove. Then comeiﬁhé major plays, during which Marlowe ﬁp-

parently worked through everything ﬁe had to say about destiny and then

returned to love with Hero and Leander, where we find "again the richness

and the repose of a poetry that is content with 'simple beauty and naught

else.'"lza That a man might be concérned‘with destiny one week and love_ .

E]

the next is apparently excluded by Miss Ellis-Fermor's method of dating.

1

In the summer of 1928 a flurry ¢f letters to the editor in The Tihes
Literary Supplement discussed the popular subject of similarities in the
works of - Shakespeare and Marlowe. The correapondence; each one titled,

"A Shakespeare Problem," began with a letter from Middleton Murry which
raised again the matter of the similgfity between the First Player's speech

in Hamlet and Aeneas' tale of the death of Priam in Dido. Murry suggested

i

that Shakespeare may have been satirizing Marlowe. He repeats Gray's earlier

suggestlon that the speech is é§r1y~8hakgspeare and he asks for more scholar-
ly interpretations. ’

G. Wilson Knight replied on As;ust 2 that he was struck not with the
“parallel to Hamlet but to Macbeth, comparing the Dido lines "Then from the
pavel to the throat at once / He ript old Priam,"(II.i.255-6) to Macbeth's

"t111 he unseams him from the nave to the chaps, / And fixed his head upon

our battlements."(I.11.22-23). He suggested that both the Player's speech

123 Ellis-Fermoxr, Christopher Marleowe, pp. 20-21

124 111d., pp. 22-23.
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. in Hamlet: and the Sergeant's speech.in gecb'eth were from Shakg:spoare's

- 48 -

early wrgtings, inserted into these plays of Shakespeare's maturity. He

R e a LA UL T RN
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did not attempt “to explain the similarity to Marlowe's work.

~

@

On August 9

William Poel confined his contribution to a discussion of Hamlet's motiva- -

~

tion of revenge. Finally on August 16 Edghr I. Fripp wrote of several

similarities between Dido and A Midsummer Night's Dream in both plot and

S
language. He believed that Marlowe's language "doubtless clung' to Shake-~

speane (for parody) in Hamlet: (the Player's speech) and (certainly not for

pdrody) in Macbeth (the broken speech of the wounded,’ panting, almost—spent: .

Seérjeant)."” 'I'hus bringing to a temporary end this inquiry into analogues.

125

~The game year in his history of drama in England, D.C.- St:uart commented

on the play's structure: "With the exception of the passages in which the

fall of Troy is narrated; the play could almost be classed as well-made."

The play is structurally closer to modern form than any other Elizabethan

<

play, he says, following as it does a strict development of plot which
§ !

reaches a climax and a conclusion. Although there is no observance of the

Stuart points out that never again (assuming this is

»-

rlowe

classical unities of time and place, it does have the unity of one actiom.

s first play)

8 he choose such a "well-made" form, using the looser\form of the chron-

iclj play in his other v.n:it:ing:s.?‘z6

o

In a controversial article the same year, W.J. Lawrence, comenting

-~

125

YA Shakespeare Problem," Times Literary Supplement,

Murry, 12 July 1928, p. 520;. G. Wilson Knight, 2 August 1928, P. 568
William Poel, 9 August 1928, p. 581; Edgar I. Fripp, 16 August 1928, -

AR V1

D.€. Stuart, The Development of Dramatic Art (1928; rpt. New Yo

Dover Publications, 1969), p. 214.

1
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the insatiable market f'or drama at thﬁ\:ime, claimed Dido is‘ the earliest
known collaboratiomr by professional authors. He agssumed it was designed
- for performance at court, possibly the outcome o.f a hasty‘ commission. . In v
a reprin_ced ‘leoture, he po,sice’d. his own textual law that when two names .
appeared on ;Jg"glay, it. means i:hat one .writer produced the first three acts,
*the othei' the remeining two. 'I:'husahe finds "quite maddening" the notions

* .
~ . 8

. " that Nashe wrote only fragments of Dido or was onls;?a pos thrumous reviser:.l27

The following year an 'issue of the Philological Quarterly carried two

¢

~  ‘.articles which Uiscussed Dido. In one, E.H.C. Oliphant angrily rebuts
¢ Ty

* Lawrence's unsopported theorizi_ng, suggesting he try looking for evidence. .

"in the pilays 't:hlemselves.l\'za Lawrence would then be overwhelmell' with an . ‘
) , . M H

.abundance of proof to refute his fanciful t:h'eo:iy "whet:her the appeal was ° !

made to. his literary taste and judgment and feeling for verse, to verbal ’ T

and phrasal parallels, or to those mechanical and statistical devices ‘that

[ [
2 ., . 4 L} ~ - L ;
. lare;the main reliance of the tone-deaf. n129 Carroll Camden, Jr. in the 3
3

-~

- same issue raises the intgresting question of what: Marlowe knew of the sci—

ence of psychology, newly revived by the English Renaissance.l30 He c.ites i r

. 5 &
evidence from several plays and the poems to answer the question. Anger and

hd r

desite for revenge, Elizabethans believed, came from the gall, wllict; must be

confined to the gall bladder. 1If it eecapes it brings rancor to the entire

e
‘ - . . z——
. . . . '
.
B

B

/ Q
- 127.W J. Lawrence, Pre+Restoration Sta age Studies (Cambridge. Harv\
. ' University Press, 1928), pp. 346-7. g p . . ‘

' - 128 g n.c. Oliphant, "Collaboratiou in Elizabethan Drama: H:.}W.J.' _—

" Lawrence's Theory," Philological Quarterly, 8 (Jan. 1929),.1-10.°

‘_ SN 129 paa., p.o7. - _ -

- . 130 Carroll Camden, Jr., "Harlowe and Elizabethan Psychology," Philo-
ey . ogcal g rterlx 8 (Han. 1929), 69-78, '
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body. Juno, in Dido,\explains her inability to succeed at revenge: "Tut,

.. I am simplé, without mind to b‘urt, / And have no gall at all to grieve my

.

fO_eS H " (III- ii . 16-'17) »

A reference ‘to the sorrow of old age is given in the ‘Nurse's lines:
" .+ . Imay live a hundred years;
Fourscore is but a girl's age; love is sweet.
My veins are wither'd, and my sinews dry; .
Why do I think of love, now I should die?
(Iv.v 31-4)

(o,

Camd,en quotes Robert Burton's Anatomy of Melancfnoll to support this view of
k)

the dryness of old age. He concludes: "In Marlowe then we have .seen a

dramatist whose preéis’e use of scientific terminology has evinced him thor- ,

oughly familiar with both the mental and physical sides of Elizabethan

pisychology."131

C.E. Lawrence maices <the point that the Nurse_in Dido is an e'xceptior{

to the general rule that there are no vital.common folk in Marlowe's works.
Thert, after praising the quality of Marlowe's "unexcelled" heroic verse as
exemplified by Aeneas' “account of the downfall of Troy he,points out' that

Marlowe's "complete vision" can however sometimes achieve a grotesqueness .

wp.icﬁ is almost comic in scope, as in "And feast thé birds with their

wl32

blood-shotten balls.' (III 11.35).

i

The first unabashedly enthusiastic consideration of Dido might well

" be the unpublished diggertation in 1930 of T.M. Pearce, who was still

writing of the play 30 years later.m3 . In the int:roduction.to his thesis

131 Conden, p. 78.

é 132 C.E. Lawrence, "Christopher Marlowe, The Ma'n " Q rteu Review, 1
225 (July—Oct. 1930); 235-6.. i -

133 Thomas Matthews Pearce, Marlowe's Tragedie of Dido in Relation
to its Latin Source, Diss. Univeraity of Pittsburgh 1930.

.
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.Pearce says that "line after line occurs...which might be accepted as a

w134

E o touchstone of the-perfection of imaginative thought in verse. Dido,
« . —_

‘a N he says, is a treasure hbuse of Marlowe's poetic and dramatic experiments.

3

The thesis carefully studies the Latin text and advances conclusions on

dating and authorship (he da:es it as 1ate as 1592), the relation .of ‘the

plots, the characterization in the play and its debt to sources. Theorizing

v

" on the reason for changes from Virgil, he provides a detailed chart compar-

ing Virgilian and Marlovian plot ections, then compares characters and

L

comments upon the "considerable maturity" of the play's stage craft. To .

~

"support his late dating, he analyzes Dido's Elizabethan rather than classi-
cal structure. Pearce utilizes Boleslaus Knutowski's influential disserta- .

tion’ Das Dido-Drama von Marlowe ,und Nash on the five characteristics of

v

Marlowe's etilezﬂ 1. Parallel structure of passages or themes; 2. Sticho-

mycﬁia; 3. War images; .4. Pictures from the regions gbove earth; 5. Pic~
- . .
tures from the God world of the Greeks and Romans as a means to, understand-

. \
f ing and dating the play 135 In couclusion Pearce writes: '"The play has \

LA A Y R e e T AT TSRO NS

passages of great beauty and finish in style, of mature prosody, of subtle—

wl36

ties in characterization, of practical stage technique. As well as

[y

¥ being the first to acknowledge many of the values-in Dido Pearce is also
it would seem the first personm, in English at. least, to apply such detailed
scholarahip to the play. Like L.V. Allan's thesis of 1924 it was a major

study but unfortunately a little-known one; hs'che digsertation ;eﬁaineh’ T

w©

‘ 134

-

" ~*~ L] . . —
Pearce, "Marlowe's Tragedie," p. vi.

135 1pid., pp. 12, 37, 96. : ’

136 1444, p. 112. _—

i
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unpublished. Pearce himself seems to have confined further 'comment on the

play to one article published in 1959. \

The publishing event in the Marlovian world of 1930 was Tucker Brooke's

137

Life and Dido, volume one of the Case edition. In his introduction the

ﬁell—knowq Marlowe scholar bringsatogethbr.the varying opinious on the pléy. .
its source, date and history. He believes that the work igs almost entirely . -
Marloye's and that there is no evidence that the play was acted before

Marlowe's death. He believes Mashe only prepared it for the Chapell Child- 3

\ .
ren (this opinfon conflicting with some other scholars® views that the play

A}

_was written épecifically for children). Brooke says it may be the same

~

Dido that was performed under Henslowe's augpices in 1597 and for the

French ambassador in 1607 (dthers, however, doubt that these plays were

. .- y
Marlowe's - see p. 26). In style the play resembles Tamburlaine in its use
of regular decasyllables, end-stopped, "which close with a long polysyllabic

word so often as to comstitute a distinct manneris’m."l38

In Qigg, B;ooke
gpoints out, run-on lines are rare and feminine endings almost lacking.

' Nine-syllable lines are freely used and hexameters, trimeté%g, tetrameters
‘an& syllabic-pause verses eﬁployed with some frequency. Rhyme is used in
this play more frequently than in any étgerg of Marlowe’; and alliteration
"{s here so marked as to be A‘vice," as is‘répetition of phrasés and whole

”1in£;? Word;patterns and images which appear in later plays figd their

first expression here.139 . e

Y

Brooke could find no indebtedness to previous English translations of

«

- “the Aeneid.. 'He praises Marlowe's skill as a translator in sections where

137 C.F. Tucker Brooke, The Life of Marlowe and The Tragedy of Dido,
Queen of Carthage (London: Methuem & Co. Ltd., 1930), pp. 115-123.

138 1144, ; p. 116.
139 Ibid., pp. 1ll6-7.
. oL ) L e
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the play closely follows the original source. The chief additions, he

‘states, are the opening prelude and the larbas~Anna love story and guicide.
. he . .

The confusion of identity between Ascanius and Cupid is much more compli-

cated than in Virgil, he notes.’ Also new are the double use of Mercury's

°

warning to Aeneas, and the hero's first unsuccessful attempt td leave Dido.140

Affirming the rarity of the text, he concludes that the first printing
took ‘place between March 25, 1594 and the following April 22." There was no
other printing until 1825. The mysterious "fourth copy" which was reported .

to contain a prefiﬁad elegaic song on Marlowe's death by Nashe is recalled,

‘/ together with mention of it by T;;;Er\and Warton, but, as Brooke regrets,

v
this copy is "still God knows where." Dido is the only play, he adds, in

which Marlowe chose sexual love between man and woman as the main theme,
and the only one in which a well-rounded portrait of a woman appears.

"The most useful aesthetic criticism is...not that which concerns the total

»
&

effect conveyed by this work...but that which deals with the many illumina—
ting individual passages where we see the impact of Virgil's splendid“gravity

on the most exuberantly ?bmantic-pf the Elizabethan dramatists, or mark the

- blend of ardent impulse with augtere intellectual insight.that best défines

's view of 11fe."141

-

In a review of Brooke's edition, the anonymous reviewer of the Times

lLiterary Supplement welcomes the book and the entire.Case series because
Marlowe had become in recent times too much a battlefield for warring experts

and.too little a "source of beauty and enlargement to the lover of literature."

The reviewer commends Brooke's Life for emphasizing the admirable in Marlowe

and the choice of Dido as-the first of the series for the debatable reason .

140.Brooke, Life, pp. 117-8. : N

141 1pid., pp. 118 £f., p. 123. ; o
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that it offers a gleasant interlude framtvexing scholarly problems. The
-

play itgelf he praisesvfor its neat planning and frequent improvements on

the lack of drama in the Virgilian account. It shows promise of the virtu-

osity of later Marlowe writings, the reviewer says, but often falls short

Commenting that not yet were Mar-

}

of the level of his subsequent poetry.

lowe's "raptures all ayre and fire" he comcludes that with Brooke's

scholarly notes to assist, many will want to read more of a poet "whose )

immaturity could make a play of so much power and beauty as this."laz

Perhaps such suggestions that Tucker Brooke would be an aid to reading and

// A N a
Lagpreci&tion‘rather than a critical aid were precisely the requisite' needed
to make this literary work live instead of becoming another empalmed cadaver

fic for nauéht but dissection.

o\
Two years after the subject had been discussed at some length in the

same publication, Oliver W. F. Lodge wrote in another letter to the Times

Literary Supplement. that Brooke was wrong in his assumption that the speech

il

of the First Player in Hamlet is a burlesque of Marlowe. K Lodge says such

an 1nterpretation 1s against the whole tone and spirit of the passage. The

reason for the heightened and tufgid style of the speech ig according to him

a dgzice used by Shakespeare to differentiate the speech of the Player from
"

the ordinary speech of the play in which beople conduct theirglives. Shaker

speare wished to praise Dido "and did so in Hamlet's noble words, but quote

o
it in its proper style he could not, without confusing the values of his own

play, so he wrote a. new speech on the same theme, but in a heightened and

turgid style. nlé3 .

142 “A New Edition of Marlowe," The Times Literary Supplement, 21 August
1930, p. 665.

143

Oliver W. F Lodge, "Dido, Queen of Carthage," The Times Literary
Supplement, 4 Sept. 1930, p. 700.
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o] e ,
Henry Buckley Charlton and R.D. Waller, in an edition of Edward II,

rgise iA a footnote the possibility that Dido as wellsas Edward 1I could
be associated with ﬁhe five me?bers of the Pembroke Players who joinéd the
Admiral's in 1597. They discuss evidence and  suggestions made by bhambers,
Greg and Tucker Brooke, concluding tpat there is a possibility.la4

In another consideration of Marlowe's verse style, Muriel Clara Brad-
brook makes the vaiid'point that not enouéh study has been made of the

a

‘similarities~between Hero and Leander and Dido. Both cortain the themes

of Marlowe's detachment coupled with direct passion. The story of the
De;tinies' love for Cupid is anburlesque version of the theme of love as
exemplified by Hero and Leander, just as the Nurse's’ {nfatuation with Cupid
is anburlesque’par;llel ;ers}on of the love of Dido. The proipgue scene iﬁ

Dido with Jove and Ganymede parallels Leander Aﬂd Neptune. The poem con-

tains similarities of expression and is, she‘Believes, from the same writing
1 . y

period as Dido.145

L

Despite the }mpetus the Brooke editionﬁof Q;gg_spould have provided,
Bradbrook's comment on the play was one of;only a handful during the yearé
immediately flollowing .the Case publicatioél Most comment was of minor but
interesting nature. One such study in 1935 by Morris P. Tilley and James
K. Roy was an article on the use of'provérbs in Marlowe. Th;; obsérved that
the common Elizabethan use of proverbs td enliven dialogue is almost lacking
in Marlowe. He confined himself chiefly to what the authpréyterm "o1d

truths," 'a considerable number of them in their Latin form. In Dido the

A

3

144 Henry Buckley Charlton and R.D. Waller, eds., Edward II (London:
Methuen and Co., 1933), p. 26. . ‘

145 Muriel Clara Bradbrook, "Hero and Leander," Scrutiny, 2 (June
1933), 59-64. »
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authors found only three such usages, viz: 'Aeneas is Aeneas, were he‘éfad /
In weeds as bad as ever Irus wore.' (I1.1.65-89); "Ay, this it 18 which

wounds me to the death, / To see a Phrygian, far-fet 0' the sea, / Preferr'd

before a man of majesty."(IiI.iii.63—65); "0 serpent, that came creeping

‘from the shore. / And I for pity harbour'd in my bosom."(V.1.165-166). The

authors discuss the probable sources of these sayings.l46

Rupert Taylor attempted to date Marlowe's plays on the basis of similar-

ities of lines between his works and contemporary\plays. The eleven paral-

lels he notes between Dido and the anonymous The Tragical Reign of King John
147

(1591) suggests, he said, tﬁat there was a version of Dido as early as 1590.
The foliowing year Mary Matheson Wills expreésed disagreement as to the di-
;ection of the borrowing, saying she had discovered in Marlowe's plays and
poetry lines which have their counterpart both in expression and substance
in books thét were in print as early as 1567, when Marlowe was barely three.

years old.ll‘8 ‘

puzzling personaliéy was the inspiration'for the next major
on Dido. A love of cruelcj, perversion and abnormal emotion character-
izes Marjowe's works, according to Philip Henderson. He cites 'the exchange

between Venué/and Juno, and the description of the sack of Troy in Dido as

4examp1es. The playwright gives free rein '"to that taste for cruelty that

is so often fopnd in the sexually abnormal." Marlowe was'not integeéted in

}

146 Morris P. Tilley and James K. Roy, "Proverbs and Proverbial Allusion
in Marlowe,"” Modern Language Notes, 50 (1935), 348-9.

7 Rupert Taylor, "A Tentative Chronology of Marlowe 8 and Some Other
» 51 (1936), 660, 673.

148 Mary Matheson Wills, "Marlowe's Role in Borrowed Lines," PMLA, 52
(1937), 902~5.
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women, mentioned them only with repugnance. "The theme of Dido, sexual

o Kt

passion, is derived from literature, not 1life," he says, and i3 preceded by

°

- the "quite unnecessary" love-scene between Jupiter and Ganymede. Henderson

adding as a final pejorative, "and we all know that Marlowe had no semse of

149

j quotes Baines' report of Marlowe's supposed comment about boys and tobacco,
{ humour." This frequent claim.regarding Marlowe's lack of a sensé of
2

humour .is rather baffling. One’would think that it would be hard to miss
9 e

the humour of, for examﬁle, the famous lines of Hero and Leander: . oY S
. | - ~\///,
And, drunk with gladness, to the door she goes;
Where, seeing a naked man, she screeched with fear.
(Such sights as this to tender maids are rare.)
v L And ran into the dark herself to hide.
. (Rich jewels in the dark are soonest spied.) .
(Third Sestiad, 236~40) :

" Perhaps Henderson's .sense of mo;al'outrége at Marlg;e's purported sexuaf
preference dulled his senge of humour as completel%més it swayed his literary
judgpent. It was not until ?ecent times that changing mores perhaps permitted
more writers té appreciate Marlowe's talent without undue influence concern-
ing his‘sexuality. This changé was of great importance to the consideration
of Dido, where both the ;exuality and the humour are fairly blatant.

In another typé of dismissive comment John Bakeless, in a book on

‘1 ' bhristopher MarIowe puglished in 1938, says that Dido holds little interest

for‘the modern reader except as "a kind of %nconscious first draft of many .

& of the most‘felicitous lines and phrases, to which Marlowe owes his enduring

i reputation."159° Marlowe, like other Elizabethans, echoed himgelf many times.

) N 149 Philip Henderson, And Morning in His Eyes (London: Boriswood, 1937),
pp. 289-90. ' .
. 150 John Bakeless, Christopher Marlowe (London: Jonathan Cape, 1938),
PP. 255-60.
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Bakeless says, however that the echoing from Dido is of a different kind be-
cause in this first play the material is so vastly inferior to the expres-
sion of the same ideas in his later éreater works. Bakeless believes th;
infefiority sprang from the fact that Marlowe lacked the maturity, skill .
and experience to deal with these inspirgf;ons so early in his life. He
discerns in all ;ome twenty-five passages in Dido which reappear in purified
form in later works, including threeé resurrections of Marlowe's famous
passage, the lines of the "thousand ships" in Dr.° Faustus,  and "quenchless
fire" ag repeated from giggxouce in Edward II and twice in Tamburlaine.

Bakeless cites a number of instances in which the Elizabethan Marlowe trans-

forms the Augustan Virgil's classical descriptions into romanticism—-"Pius

"Aeneas" becomes a swashbuckling adventurer; Virgil's Aeneas eséapes doomed

Troy under cover of darkress, Marlowe's Aeneas fights his way out, and so

“

on. He discusses the Player's aspeech in Hamlet in this regard, paying that

Shakespeare was poking fun by exaggerating the exaggerations of romantic

Marluwe.lSl

|
In his oft-quoted and sometimes misquoted treatise on Marlowe published

in Sofia in 1938; Marco Mincoff says Dido is'interesting only as a youthful

experiment: "Its loss could not affect any criticism of the poet in the

wl52

least. \. He adds” that in none of Marlowe's wo;ks’can the reader be certain

_that it is ftom any given period and Dido's poor plot, the lack of dramatic

action and dramatic ‘Interest and the classical theme all suggeat university

days. Contradicting Bakeless' view cited above,. he claims that the play
with its austere style is more reminiscent of the Latin poets than is the

151 Bakeless, Christopher Marlowe, pp. 258-9. ‘

152 Marco K. Mincoff, "Christopher Marlowe. A Study of His Development,”
Studia Historico-Philologica Serdicemsia, 1 (1938), 2.
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_ floridity of the Italian school of Tamburlaine.153 No other poet, Mincoff

©

asserts, has lavished "his beauties so absolutely on the surface of his
work, or can make s‘o immediate and direect an appeal." H;: ¢ites lines con-
;:aining figures of speech from Dido that are repeafed in later plays.ls['
In 1938, Paul Kochgr, a prolificl scholar dedicated like Hende::son to
the school of thought that believes that the @in reagson for reading the
play<s is to understand the character of‘Mm»'lowe and that by understandihg
his, character one can understand his plays, espoused this belief in an

it
article in the Philological Quart:erly.]'55 Agreeing with Brooke that Dido -

was the earliest of Marlowe's plays, Kocher says the pla’y lacks "“the immense .

- and pervading consciousness of the gelf" contained in Marlowe's other works.

."In itself, this lack is proof to Kocher that it was written congiderably

F
before Tamburlaine. The immature Marlowe did not possess the sense of N

identity with waich he pe;—meatea the later plays. Tht_xs, although he could
involve himself in Dido's tragedy, Marlowe did not bring to her tragedy the
feeling-of one ego against the world which pervades the great plays. Dido
does not strpgglé enough; ‘' she fails to portray the despairing cépflict of
the single person against a hostile world. ~That understanding mu;t wait
until the later plays, when Marlowe';!ego wag more mature and formed, he

. 4
concludes.

Complementing Kocher's approach, which deals only with substance, are
the comments of Howard Baker, which concentrate on style. Speakin\g‘ of Mar-

lowe's metres Baker said that for a brief period in English literature the .

153 Mincoff, pp. 17-19.
1% Ipid., pp. 5, 46-48. L .
155

‘. %
Paul H. Kocher, "The Development of Marlowe's Character,"

Philological Quarterly, 17 (Oct. ,1938), 332-3.
“ .

»
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style of verse was "the greater part of drama." Hhe described this style
as a balanced line in which thé first part plays against the last part

wl56

)
"either verbally or alliteratively and often in bc:sh ways. The allitera-

tion in Dido, already mentiuoned by others, is a notable example of this verse

Ey . \

style. .

P In his 1940 book on anr:lm.re,l57 Dr. Boés gJ;amines in some detail the
possible contributiong Naghe may have made to Dido, incipding words never
uged elsewhere by Marlowe--"famo.used" and "Getulian" for example. Boas says

he cannot explain the reference to the Children of Her Majesties Chapel as

the company never played in London between 1584 and 1601. The 'company did-

-

visit Ipswich and Norwich during 1586-7 but if they piayed Dido then it
would have meant the play was. a collab?:ration written at Cambridge, an un-
likely occurrence. In any event, the play ;vould hardly be fare for provin- '
cial'i:heatre, he adds. Boas doubts that t:hr;'ee earlier versions of Di.do,
all in Latin, were sources for Marlowe, thinking it more likely that he was
1nfluenced by the classical subjects of Lyly's court-comedies

Expressing the belief that the ingpirationm fpr the opening scene came
from Marlowe's general classical reading, Boas discusses at length the a;dapta—
tions a1'1d departures in the play from its Virgilian -source., Especially im~
pressi;le is the skill with which Marlowe compresses the 800 lines of the
Aeneid's recitél of the downfall of Troy 1‘1;&:0 180 lines of "“vivid narrative,
broken at intervals by Dido's sympathetic outcries. T{:anslating and adapting,
omitting, tran’sposing. and adding. .. the horse's entry is marked by a roll \of

/’

156 Howard Baker, Introduction to Tragedy (Baton Rouge: Louisiana State*
University Préss, 1939), pp. 56-7.

157 F.S. Boas, Chtistopher Marlowq{: A Biographical and Critical Study
(oxford: Clarendon Press, 1940), pp. 49-67-.

L T T ﬂmm«rrvwwwN.-Mrwz"'mv'mzewwm“mmmfémmmﬂm
A ol



w v .
vaap et eed s ”q-.,.,p.wrw‘émm,a Rl e B DSt Y i Sk G
N .

- 61— ‘ o *

«

5;‘
¥
%~
"
i
%
N

» L]

unmistakably Marlovian, not Virgiliany} music."]'58

The eveats of the play -
are then summarized, Boas commenting tﬁat even with celestial intervention' '
Aepeas' announcement ‘of h:l.s1 departure is "ur;pléusibly abrupt after his un-
conditional vows of fidelity to Dido:"“ That Aeneas, robbed by Dido of ‘his -

' cars, tackling and sails, should have them supr;lied by bhe’jealoﬁs rival

' 159

Iarbas is, to Boas, "an excrescence oy the original tale."

-

Then, comes\Marlowe's greatest challenge, to present the agony of a

- woman scorned and, according to Boas, "Marlowe does not stand the test."

.
RS R d M

Too involved with the .emotional aspects of Dido's story, he decks them ou;: ' . .
with fantasies which fail to rise to the heights of Virgil's insight into
thé human heart and the true tragedy of a woman caught in the dividely or-

dained sequence of events involving the fall of Troy and the founding of 3

i -

Rome., Yet, Boas notes, ~any'one who tries to speculate on Marlowe's future

. from this play would go far astray. Only in this play is sexual love dominant,
he declares. In an arguable statement, Dr. Boas says there is no hint of the:

"atheist" Marlowe of Tamburlaine.and Dr. Faustus. "Nor does there throb

T~
»

through Dido the passionate aspiration after the fullness of power and beauty

. — 3 ) -
and knowledge which, in one aspect or another, links Marlowe's other plays."160
o~

In a dissertation digcussing the types and numbers ‘of images in Marlowe's

plays, Marion Smith discovered that compared to the other plays in thlie canon
161

Dido has relatively fe‘g images. The imagery content is so low, he says,
. , *
138 Boas, ilowé, pp. 55-6. ' ' .
159 1pid., p. 63 i | 8
‘ . 1% 1pi4., pp. 63-6.
161 '

Marion B. Smith, Marlowe's Imagery \g_:g the Marlowe Canon, Diss.
University of Penngylvania 1940, pp. 96, 108-113.
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that the pe‘rcen\taée figures are misleading. Dido has only fort;y-"seven

:Lgnagésﬂ in the entire 1736 lines, an average of one to every thirty-six -

lines. The chief sources of imagery in Dido are from nature and daily life. o
Listing the critics who believ;a Harl“owe was the chief author of-Bido (Tﬁnnet,
Wartc;n, dyce, Bron.(ghton, Ward, EBullen, Mci(errow, Tucker Brooke) and the small
oppoaition favouring Nashe (Collier, Fleay and especially Grosart), Smith

says the majority opinion is fully borme out'by 'tl;e imagery of the play: "The
individual images themselves are characteristically Max\'lqvian. Ther‘e is

A , , : 1
gcarcely a single image that atrikes a false note."]"62 Sm gives several , © 4

-

examples of similarities of imagery in' Dido and in other works.

In 1942 Bakeless greatly expanded his stu&y of Marlowe published four
- [+ N .

years ‘earlier, producing a two-volume work in which consideration of Dido

is increased from five pages to tyenty-séven.l63 He Ttepeats his earlier

belief that the play is interesting chiefly as am ,unc::nscious draft of Mar-

lowe's later work, then discusses in some detail the most likely part piayed

scholars a;d the co:lelic*ting evidence de\ri\.red from the known fqg\t:;/ about the
two men, he concludes wisely and safel}.'gt"hat a definite decision is impossible.
he contents l;imself with tﬁe innocuous obgervation that "Certain passaéee are
without question H&lowe's.:' Bakeless explorés the theme of si.milarit:i.ea,

quoting thirty-sevem different passages from Dido which are echoed, imitated

or revised in Marlowe's later plays, if later they,h;e.ml'
- » i) ) " . s v
162 arion B. smith, p. 109. '
163

John Bakeless, The Tragicall History of Christophér Marlowe, 2nd
ed., rev. (1942; rpt. Cambridge, Mass.: iarvard University Press, 1964),

164 Ibid., pp. 46-54.
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Bakeless then reviews the opinions on dating the pléy and offers ob-

jections to various ‘theories proposed by Ward, Knutowski, .Tucker Brooke,

©

Inéram, Ellis-Fermor, Cunniwham, Collier and Pearce, concluding 'We -are
. N Ry )

- I

probably safe in regarding Dido as a play written in Marlowe's earliest yeara

' w165

and perhaps revised later. Bakdless compares Marlowe s version to Virgil.%

as well as various translations of the Latin epic available at the time No

translations or ot:her.play versions of . Dido influenced Marlowe, he concludes.
)
» Discussing stage history, Bakeless rjeats the work of E.K. Chambers, Walter

Greg, T.S. Graves and Tucker Brooke. He then says the play seems to have

-

had little effect on Marlowe's contemporaries, listing only lines from Nashe, ‘
. ’ » 2
Kyd, The True Tragedy and, of course, the Player'ﬁ speech from Hamlee . 166

All in all, the discuésioﬁ is .an orderly préséntation of the work of others

&

- but_offers little new informatigh or insight of its own. ' f
) LIn ‘the on-going work of detei'mining the Marlowe canon, George Coffin ? i

Taylor has contributed an’ exhauative study o£ Marlowe's use of the word Poow. "

Q

More than any of his cont:enporaties or imitators, says Taylor, Marlowe was .

addicted to the use of the ~wotd, beginning sentences, long speeches and ad-

dresses with it far more .freqdqntly than any dther playwright of his time.
?

-

" Taylor givgp a sampling of the uses of "nowV by Marlowe in all his generally-
a - -

accepted plays, including Dido. Ome t*ypfl use 1is before the name of a

character addressed, e.g. "Now Faustus," "Now Cupid," “Now Guise." An in- ~

Vtrbd“uctory "now" is used twenty times in Dido. On' the other hand, The Con-
s 1 4 -

. L . ‘
tention and The True Tragedy are éarkedly deficient in the use of this {

» ¢ . € .
Marlovian characteristic. Finding "now" in the works of -contemporaries .
v ‘ . '\‘ . 4 ‘ . w ' .
© 165 : L : .
- Bakeless, Tragicall History, pp. 54-8. ,
166 1bid., pp. 65-8. L . L
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-guch as Peele, Greenexand Kyd is by comparison like finding the proverbial

needle. Under this test, Dido holds up only fairly well ‘as a Marlowe play

and Lust's Dominion mot at all.®? . . ' ‘

Accepting that Dido is a Marlowe play, and his first, Charles Norman ' o
N\

. .

';ays it displays in tentative'férm‘all the best of Marlowe—-fhe bright im;ges,
the "mightf line," the\sensuous writing of the later plays, in apprentice
form. Norman goes go far #a to hypothesize that Marlowe the student Yisitea

- the Chapel Childrgnrin 1587 yhile he was .still at Cambridge and‘they wére

-

performing at Norwich and Ipswich in order to induce them to play Dido, thus

explaining'ﬁow‘ﬁheir n;mé'became associated with ip. _He.offers'no evidence

for‘thié theory, and as hgs been noted by Boaé(t;; play is'ﬁqrdly the stuff

for provincial audiences of ; touring company. Noyman makes the exééllent

poiéﬁ ;hat unlike most writers, who begin by imitating others ané go on to
R .

develop their owrr style, Mgrlowé right at éhé béginniné of his career used

his own brilliant fiery style and original form. (Again, assuming this is

" his first play.) Norman ;}SQ,observea that it was Virgil who inspired the

- first known English blank verse, by Surrey, w;iften 40 yearé before Marlowe
168

-

o
 took it and made it his own.

" The qpéstion”of whether or not Marlowe was a homosexual, a belief
“espouged all the way fram‘ﬁgi;es\gg A:L. Rowge, was raised by Paul Kocher in

- .-

a book on Marlowe published in 1946. He cites the Jupiter-Ganymede scene in

Dido as evidence) "as well as the friendship between Edward and Gaveston and

- c

©

» & N .

167 George Coffin Taqur; “"Marlowe's 'Now'," in Elizabethan Studies and -
Other, Essays in Honor of Geogge F. Reynolds (Boulder, Colorado: University -
of Colorado Press, 1945), pp! 93-100. . . ' !

168 '

Charles Norman, thistogher‘Marlawe:' The Muse's Darling (1946: rpt.
New York: The Bobbs-Merrill Co. Ltd., 1971), pp. 30-35. ‘ .

-
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‘Népcune's toying with Leander. This homosexdhlity sets Marlowe's wogk;

¢ o

.apapi from the other erotic poems of Elizabethan times, he states. "At’' the

very least, its treatment %n three of s works shows his willingness

to‘tamperlﬁith a dangerous topic, and more probajly i betokensysome degree

169

of personal passion."” In the same book, commenti¥rdg on'Marlowe's,politicalrw

opinion, Kocher quotes as of outstanding importance Dido's lines:

Those that dislike what Dido gives in charge

Cotmand my guard to slay for their offence.

Shall vulgar peasants storm at what I do?

The ground is mine that gives them sustenance,

The air wherein they breathe, the water, fire, .

o All that they have, their lands, their goods, r

thelir lives, ) . ’

And I, the goddess of *all these command '
Aeneas ride as Carthaginian king.
: (IV.iv.71-78)

( This attitude, for which there is no source in Virgil, ia;importadt
because icvraiseg the issue of the powerfpf the sovereignyand becaq;g ié

. probably repreéents Marlowe's view. ™ Dido s?ates that her will is supreme

law. As Kocher points out this ;dea*is directly dbposed to “the Qain tradi-

tions of Western thought from the classfcai)pe;iod,to the Reraissance.l’C

Koche} reviews the aevei;pqenq ofathe growth of parliamentary liberty and

then outlines a contrarg ideal springiﬁé from French sources and expounded

in Kingﬂlames' The True Law of Free Momarchies. Thfs york,“advocat;ng thé
same despotic powér as does Qigg, appeared in 1598, shortly after Marlowe's
) o
déath. Kocher suggests that Marlowe foresaw tpatsJamee would be the next
king of England “'and kne; the advantage of comiﬁg early into his favour...

- the  resemblance bétween the Dido s§Eech and the views of James remains a

N L, 4 [}
, .

169 Paul H. Kocher, Christopher Marlowe: A Study of His Thought, Learn-
ing, and Character (Chapel Hill: University of North Carolina Press, 1946),w
P 209 .

170

. f 2

Ibid., pp. 176-180. - | R
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tantalizing coincidence."171 Marlowe, Kocher inferé, believed in absolute

monarchy, another aspect of his non-conformist stance.

Marlowe's humour is also discussed in this book. Kocher mentions the
‘ C oy

o

playfulkdalliance of Jupiger with Ganymede whicho;ill transmute into the

" toying of Neptune with Leapdef, both incidents which show the "zest ful amuse-
ment® of a man who, to éuote<iaines, said "That all they that love not
Tobacco and Boies.were fooles.'" Juno's sarcasm in her speech over the
sleeping Asc;nius (III.ii.iZ—l?) he says'iSj"too blatant” but will be im~
proYéd when heard again in the repliés of the barons in, Edward II. Wit is
also provided by Diﬁé in her descriptions of how she rejected her would-be

suitors, a "crisply humorous effect" that will appear again in The Massacre

° ° >

_at Paris. He also mentions the humour ofkthg swiftly alternating love and
- common sense provided by the Nurse when she deals with the incongruity of

love at her age. '"A husband, and no teeth!; Kocher judges this the best

‘comic bit in the play.172 (But J.W.H. Atkins the following year dismissed

Marlowe's effort as "nondescript‘tragical comedy.‘")173 .

Tucker Brooke, studying the writings of Marlowe to discéver his person-

174

ality, first and firmly declares Marlowe a schd%?r who vindicates the

literary uses of sound learning. Saying that Marlowe 1s most the poet when
he 1s most the scholar, Tucker Brooke quotes Aeneas' telling of the story of

the wooden ho&se as an example 6f‘the poetic use of learning. - Marlowe's
; . i

171 Kocher, Christopher Marlowe, p. 179.

. 172

Ibid., p. 269.

-

)

173 J.W.Hy Atking, English Literary Criticism: The Renascence (Lgnaéhf
Methuen, 1947), p. 1. :

¢
174 > ‘

-
(New Haven: kYale/University ress, 1948), pp. 191~197.

7 . .
C.F. Tucker Brooke, Essays on’ Shakespeare and Other Elizabethans
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scholarship gave him a sense of form, a passion for truth ,and a hatred of -

hypocrisy. Straying into the realm of controversy, the eminent Marlowe
authority then declares that mothing in the pléywright!s writing suggests

he is either an atheist or a Bensualist_l75 «‘ 3

In an article in the University of Toronto Quarterly the same year

Paul Kocher continues his interest in the "central" problem of studying Mar-
. lowe, namély, "to study his plays in relation to his complex persdnality."l76

€

Although pointing out that one must keep firmly in mind the fact that-Mar;bwé

-

was an Elizabethan,. he reminds his readers that in matters of religion Mar-

lowe emphatically did not maintain conventional attitudes. hHe believes that°

v

too many critics try to refute the evidence of Kyd and Baines, evidence,@hich

was grven‘support in the writings of contemporaries such as Greene, Beard,
Vaughan and Harvey. Pointing out that Marlowe was a divinity student,
. ' . A\
- Kocher says the Baines note shows "g carefully calculated, brilliantly ironic

agsault on the foundations of Christian dogma."l77 Discounting Dido ‘as "very.

AN ‘
<immature and imitative," he says that perhaps the paramount theme in all the

other Marlowe plays is religion. He‘beiieves that Marlowe was chiefly an

¢
iconoclast, a tortured spirit; and ﬁiﬁ work; must. be studied in this light.178
Thus by 1950 the foundations had been laid for the study of various as-
Jpects of the play which have since been more fplly explored. Authorship énd \\}
dating were considered from broader Bﬁses such as contemporary theatrical
. N N
175 o ! ’
Brooke, Essays on Shakespeare, p. 191.
176 '

Paul Kocher, "Christopher Marlowe, Individualist," University of ‘
Toronto Quarterly, 17 (Jan. 1948), 111-120.

Y7 mi4., p. 112.
. ¢
78 mid., pp. 113-117. NN . . \
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history and technical uges of language and image, although the result was

o

more, not less, uncertainty. The important theme of Dido's character was

R4

studied in some depth for the first time. Writers émsidgréd the duestions
of Marlowe's sexual, politic“al and religious beliefs as they affected the
play, as well as the play as it illuminated Ma;rlowe's beliefs and proclivi-
ties in these matters. Style, strucgure aﬁd technuiques were given some

detailed attention. The Virgilian sources were studied with greé.ter care. . °

In sum, new areas of‘stu‘dy were opened but no major elements in the play " . i

were given the thorough discussion they so patently needed, and would soon
receive.
o .
o
. 3 N *
-] \\ . “.
2 N .
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N
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.CHAPTER SIX S

New Respect: 1951-1964"

In the years ftom 1951';0 196A‘writérs still gave their attention

to, the topics of source, date, poetic line and authorship but interest in

i . " the actual themes of the play continued to grow, with a sunburst of arti-

4

- , X , ¢
R ’ - cles on Marlowe in 1964, the 400th anniversary of his birth. Dido was
i ’ granted some new respect and attention in these quadricentennial considera-

* tions, although comment -earlier in this period was not necessarily as re-

*H

spectful. Michel Poirier, for example, wrote in“1951 that Dido is very
typical oflthe type of work one would expect of a gifted student. He be-

1ieves "beyond question" that the play was written at Ca?g;idge about 1586 ,

and that Nashe's contribution was negligible. Marlowe's use of Virgil

* amounts almost to plagiarism, he says, with about one~third of the lines
““granslaéed or, ;xpanded from the originalﬂtext.. The mainnchange is in
v, Aeneas' motives. Marlowe drops the theme oﬁzﬁatriotic duty expressed bf '
E B Virgil and substitutes Jupiter's will and Aeneas'ldesire for heroic deeds
179 : ' i

B as motives. 4

Marlowe made a mistake, Poirief declares, in expanding the part playag

'l . by the gods. Much better, much more poetical, would have been to allow the
characters to comment on the supernatural., In Marlowe's version, the char-
acters are mere puppets mhnibulated by the gods.- The play has neither the

feeling of inescapable doom of a Greek drama nor the tension of a psycho-

logical-'study of two people torn between love and duty. ' Marlowe's own

“
[

g o ° i

. 179 Michel Poirier, Chtisiogher Marlowe (London: Chatto and Winddé,
k o, 1951)’ pp- 80-82. )

, .
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additions, guch as'the old nurse in love or the account of Pyrrhus' over-

throwing of Priam,;display faulty taste, he s;ys. Far more sgccesaful is
Marlowe's portraits of love, especially that of Dido, a portrait that will - \
not be found in the female portraits in Marlowe's later plays. Although

the play reveals a great lyrical poet, Marlowe's thought is not yet devel- \

oped: "the time has not come when he will use the drama to expound his
180 |

°

?

There were a number of brief commentszin 1950-51. J.Y. Liu enumerated
,J , g

the image clusters shared by Shakegspeare and Marlowe, especially connecting

images of love and -of books.181 John Gassner commented that Marlowe is

the symbol of the theatre's gfigghage because he "expw€ssed the romantic

strivings more directly ana singularly than any éf his predecessors or
successors" but he diémisses Dido ' as "1nd1fferent."182 _Discussing the oo
Playef‘s Speeéh'in Hamlet, Harry Levin exﬁfessed doubt that Qigg_waé the -
inépiraéion, but ratheg 0vid.183 In his full-scale study of Marlowe two
years later he séaﬁts Dido butusa§s thé over-reaching speéch of Marlowe's

protagonigts was an expreséion of his ethos of living dangerously. Hé\then

£ some of the examples of blank verse that preceded Marlowe's work.

Generalizing on Marlovian tragedy he states:” '"The over-reaching image,

reinforced by the mighty lines, sums up the Vhole dramatic predicament

180 Poirier, pp. 82-87. - ’

181 J.Y. Liu, "A Marlo—Shakesperian Image Cluster," Notes and Queriea,
196- (Aug. 4,1951), 336— .

182 John Gassner, Masters of the Drama ([n.p.]: - Dover Publications, ’

1951), pp. 191, 206.

183 Harry Levin, "An Explication of the Player 8 Speech," Kenyon
Review, 12 (1950), 273-29s.
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and affords the actor a maximum of opporéunity."lsa Levin believés our

ey

appreciation of the dynamism of Marlowe's language has been dulled by his

B it
ik i i,

imit;tors, who reduced his style to bombast. To renew our a;;preciation
he introduces us r;o Dido by reviewing passages in earlier works by Surrey
and in Gorbuduc, showing by quoting similar passages in Dido the mastery
that is evident evel':'l in this“early piay. "The Marlovian line ;xlay ﬁoc yet
ve gatﬁered the ful; might that “Ben Jon“son. would attribute tc it, but in
.li:lgg itg characteristigs are manifest" (p. 15). The prevailing mood of

°

the play, it:s tenderness towards youth, its passivity towards woman and its

MBI

treatment of courtship is set, Levin argues, by the use of the curious word,
"ticing." The play is full of enticements, but duty wins. "“Just as Aeneas

_— is conscious of his imperial 'mission, so Marlowe seems ready to invade a

more "heroic field" (pp. 16-17).

In a book on Marlowe published in 1952 and later revised, Philip

- Henderson jcins the argument about the dating of Dido. He dates Dido as
» 4 hin o ) —— -_—

sy

, written 1586-7 and revised 1592-3. Clearly prepared for a juvenile company,

. ‘ the imature work still contains all the characteristics of Marlowe's verse,
he é&?is, althdugh it is his only play in which sexual love is the motiva-
tion. Some parts of it show*‘% highly imaginative handling of the source

material, Henderson notes. He particularly admires Aeneas' description .of

@

the sack of Troy, quoting T.5. Eliot's comment of 1919 that Marlowe's style
achieves its effect by stopping just this side of caricature. The play
contains "a queer mixture of verse styles" and the play as a whole is "little

‘more than a charming piece.™ In the later revision, Heenderson adds that

184 . Harry Levin, The Overreacher: A Study of Christopher Marlowe

(Cambridge, Mass: Harvard University Press, 1952), pp. 10-11, 23-24.
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the use of calculated hyperbole is very Marlevi::f;;?\she play contains

more than any other of his works a preponderance of weak and "over-sweet"
linés. 8 o

Developing the theme of the tréatment of~§exuality, Alfred Haibage

finds that there is more suggestiveness in Dido than in all of Marlowe's

~

other plays combined. As example he quotes such lines as "And let me link

ny. body to thy lips" (IV.1ii.28) and the succession of scenes in which the

'

lovers disappear into the cave and then reappear, having consummated their
' ¢

love. ' Le suggests this theme was developed because the Chapel Children

devated themselves to classical subject matter and topics such as heroic

friendship, but above all to love. The Player's speech is intended by
18

. Shakespeare as a parody and not a compliment, he decides.. ? Other brief

comments on Marlbwe contributed by scholars during this time include an
article by J.C. Maxwell dealing mainly with Shakespeare. Maxwell points

out that one stylistic feature of Marlowe s heroic narrative is the use

o

of incomplete lines in deliberate imitation of Virgil. He cites ome lin

from Dido, "Thither made we," (I.iii.25) as a direct rendering of the in-

complete line, Aen. I, 534: "Hic cursus fuit. nl87 Two years later, oddly

* L3
enough, he wrote a commissioned article on Marlowe without even mentioning

D:Ldo.188 Clarence Forbes states that’Dido's fatal error is her decision

185 Phiiip'Henderson,,Christopher Marlowe (London: Longmans, Green,
1952), pp. 80-83; rev. ed. 1956, pp. 17-18.

186 Alfred Harbage, Shakespgare and the Rival Traditions (New York:
thMillan, 1952), pp- 66—7, 201.

187 James* Coutts Maxwell "Virgilian Half-Lines in Shakespeare's

Heroic Narrative," Notes and Queries, 198 (1953), 100. \

188 , ed., The Plays of Christopher Marlowe (Harmondsworth.
Penguin Books, 1955)

il
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to break her vow of fidelity to her dead husband. After that "the chain of

conflicts spells inevitable doom for Dido." She becomes a symbol of the

' tragic in human life. He notes that there have been 50 tragedies and 25

189

operas written about her life and death. H.J. Muller feels that although

Marlowe 1s seén as a wild Byronic figure, he is much more interesting as a

" symbol, a "lonely wanderer between the medieval and modern worlds, in a sense

L

‘o

the tragic hero of his age." But symbol sr no, he concludes, Marlowg wrote
“~

some pretty bad plays: "I doubt that his premature death cost us 4 ic

{
masterpieces."190

-

Abother contributiop to the growing body of Shakespeare-Marlowe discussions

was made by Thomas P. Harrison who put forth the theory that while direct para-

phrasal influence from Dido can be seen in Shakespeare's Hamlet and Macbeth, it
is the ";redominatiﬁg sensuous and lyric qualities of Marlowe's youthful play"
that had its most extensive if less obvious influence on Shakespeare.191 He

deals briefly with Dido's influence on A Midsummer Night's Dream then devotes

N -

the bulk of his article to a consideration of the influence of Marlowe's play

on Antony and Cleopatra. The degcription of bleopatra's barge énd Dido's -
promise of a ship for Aeneas are both, he believes, influenced by Plutarch.

He adds that .considering the plays as dr;mas, apart from their sources, Mar-
lowe "anticipates remarkabl&" Shakespeare's play with(similarit;es of situa-

tion, mood and language. In both plays, he comments, protestations of lox$lty

189 (jarence A. Forbes, "Tragic Dido," The Classical Bulletin, 29
(March 1953), 53, 58.

190 Herbert Jogeﬁh‘Muller, Spirit of Tragedy (1956; rpt:~;;;—;§rk:
Knopf, 1965), pp. 132, 139.

191 rmomas P. Harrison, "Shakespeare and Marlowe's Dido Queen of
Carthage,”" University of Texas Studies in E}glish, 35 (1956), 57.

L o

. .. g
B e O R R S e e P S B e M h ik ”"'% !3?‘3&“%?5.‘?‘#?;&

it i & s mtfim T vt AL o et TR =TT o o




AT R AN Pt 3 B e

-——————

, A

et

S I e A T U e RSP AT RN R SR« ST
. ? ¢ A

- 74 -

.

on the part of heroes are followed by unfaithfulness. Both plays use inter-

medjaries to attempt,tq~forestall desertion. Both queens are in turn fear-

ful, reproachful and then, resigned. This resignation is followed by recon-

ciliation. Cleopatra's "Eternity was in our lips and eyes," (I.iii.35)

compares with Dido's "For in his looks ;'see eternity," (IV.iv.122). . Other
smaller similarities in language and situation are also quoted«(pp. 58—§3).
This detail exp;nds the generalization on the similarities of the two plays

observed earlier by Fripp and Poirier. -

In response to this type of criticism, the note of unjustifiable neglect,

of Dide. was sounded by’John P. Cutts in Notes and Queries in 1958, a note

~

which did not noticeably swell into a chorus for a number of years. Pointing
but that comment on the play to that date had been cqnfineé chiefly to its

inf}ﬁence on other plays, Cutts boldly sets out to consider the play on its

>

own merits and finds much to praise; Tﬁis was indeed a breakthrough, one of
the first articles in which Dido is analyzed and found worthy in its own

terms rather than as an historical footnote. Professor Cutt's relatively

short article concentrates almost entirely on a consideration of the opening

N

scenes and particularly the seduction of Ganymede by Jupiter as '"a most care

£ully planned introduction to a play for which it sets the ironic mood of

Marlowe's cqntempt."lg? He takes his initiative from C.F. Tucker onoké's :

1922 comment that certain lines in the play are reminiscgnt of "The Pagsionate
. ‘ , -
Shepherd." Cutts would add the opening@\ene. He quotes both Jupiter's

opening words "Come, gentle Ganymede, and play with me: I love %Lee well" -
‘ ‘ 3 ) EY M
(I.1.1-2) and the, closing "And shalt have, Ganymede, if thou wilt be my love."

-
‘.
@
N r
«

192 john P. Cutts, "Dido, Queen of Carthage,” Notes and Queries, 203

(September 1958), p. 374. . )
’ ‘ ' ' \
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(1.1.49) with their striking resemblance to "Come live with me, ani‘be my

@

love." ' ) C
Cutts points out that Marlowe subtly and ironically perverts the myth

of fate and Time in the scene, as Jupiter of course controls both. Free

of Fate ana Time, Jupiter proceeds to seduce "that female wanton boy" with

promises af great luxury and pleasure, a fac; made 911 the more ironicﬂbécause

‘Ganymede needs no persuaéion. The scene is a.foil for the rest of the play.

°

Jupiter's ease provides the contragt to the %;sperate attempts of Dido in her

-

s bid .to win Aeneas; Ganymede's willingness the foil for the unwilling resist-

ance of Aeneas. The contrast emphasi!ﬁs She difference between love in. heaven

and love on earth. The love of Dido and Aeneas is contrary to the will of -
- . va~
heaven. The love in heaven 18 contrary to normal human relationships in love.

»

In sum, Cutts befieves, Marlowe here ﬁhows'his contempt\for the authority of

heaven: here, he says, 1s "an implicit scourge of God." It is the unifying -, o
. . ] ’
force for the whole play. Thus in Cutts' work Dido is seen as part of the

. whole thrust of Marlowe's work rather than a mere Univeréity exercise (pp.

371—4): The .following year in the same journal he takes issue with writers

193

- who believe the Faustus prologue refers to Dido. Cutts' new intetpretation -

of Dido is carried further in his later ‘longer considerations of Marlowe (see

.4
chapter seven). ‘ -
Discussing sources, Ethel Seatgn suggests that Marlowe was well aware
of. medjeval versions of the Aeneas story.l94 Concentrating mainly on
- o :

- . -~ « ’
I'd

193 John fl Cutts, "The Marlowe Canon," Nétes and Queries, 204
(February 1959), 71-4.

194 Ethel Seaton, "Marlowe's Light Reading," in Elizabethan and y
Jacobean Studies Presented to Frank Perry Wilson, ed. Hubert Davis and
Helen Gardner (Oxford: Clarendon Press, 1959), ~p. 23. . -

.f:[‘ ” ; ' @r ) .
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Aeneas' description of the sack of Troy, she provides parallels between

‘the deviations from Virgil in the Marloweé;lay and the same lines in Lyd-

gate's Troy Book. She states that the three main elaborations of V;;gil

>in Marlowe's account are similar to Lydgate's versions of the ‘'same events.

These are the |{slaying of children, the'deatQ of Priam and the opposition ‘ ’
. bt 3
’ . |
and torture of Hecuba. Another, less important, source for Marlowe is-

Caxton's'Enexdos. Marlowe was aware of the con¥licting portraits of Aeneas
i

.as vile traitor or loyal hero in medieval writings. As Seaton notes, "I

p)

‘Aeneas knew in guch dire detail how"Priam/ﬁIEETJTFQBas because he and

Antenor had led Pyrrhus to the king's place of refuge, and had even stood

°

" by and consented to the murder" (p. 27). Thg\gpnflicting possibility of

L3

an unheroic Aeneas is suggested tactfhllyﬁin the play, when Dido says to

Aeneas: "Some say Antenor did betray the towne, / Others report 'twas

© Sinon's perjury;" (I1.i.110-11). 1ifuch of the gorgeous imagery in the play

‘comes from Richard Coeur de Lyon, she says (pp. 27-32).

In the samé year, repeating some of the material he had uded in his ™
dissertation almost 30 years earlief, Thomas Pearce reviews the evidence

used by various experts to date the play.195 Dido displays much more "skill

. in technical stage-craft than does Tamburlaine, he argues. ~Costuming, stage

- -

s o
directions via dialogue, properties and settings all point to experijgpe in

7 . . .
staging plays. "It is inconceivable that he should hayve written the Dido
play before the Tamburlaineé plays, which are ‘almost devoid of thgihrts of

stage technique" (p. Z39). Speech lengih, Pearce says, indicates Dido comes

between Tamburlaine and Dx. Faustus, and Marlaye was .assisted in his technical

[

195 ¢ u. Pearce, "Evidence for Dating Marlowe's Tragedy of Dido,” in ]
Studies in the English Renaissance Drama, ed. Josephine W. Bennett, Oscar Car-

U gper

g111l and Vernon Hall (New York: New York Univ. Press, 1959), pp. 231-37.

8 . .
, .

2
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.~ knowledge by that: "o1ld hand" Thomas Kyd when they shared a chamber in 1591
N . \ A L
» .
. Peﬁe cites s:lmilarities to Kyd s work. owe may well have tramslated _
' the books of the Aeneid during his co}@l.ege days, Pearce concludes, but the

preparation fgr the stage came in"l}is middle writing period, pe;haps 1591,

- (. 247). . /

In a development of Cutta' earlier work Eugene M. Waith emphasizes the

:Unportance to the rest of the ac-tion of the introductory scene in D:i.«-lo.196

To anyqne familiar wit:h Virgﬂ 8 epic,uthe 1nitial s8cene startles the audience
] L and e no longer. know what) to expect." Thi's unexpected opening “achieves a -

1

v . a number .of things, including the suggestion ‘of a new look at am old story,

J ‘Waith agserts. Its main point is to show how dependen{ on the dh:l.ms of the
- . " dloof gods .are the human protagonists. . ° | N

i . h Waith points out’ a series of parallels. Jupiter dandles Ganymede on ' a»

-t .

‘

his knee and promises him treats. Thus too Venus lures Ascanius 'with pro-

d " mises. ' Then Dido takes Cupid in her lap and speaks of love. Fiéuly Dido
oftets Aeneas luxury in ;'etum for his love. Preceded by the ;ndulging of
, t_hreeﬁbo}“ﬁﬁthe ef,ﬁ is to throw empljasis on t)he: power of intatuatio:
) . :‘:ratb,e\r: than the power"oqueneae." This emphx;sie apprdpriately places Dido
\

e : in the centre of the' play. Dido by this means becomes analogous to Jupiter.

‘ - "What 18 me;ely paaf:ime for Jupiter, however, is fatal fén her, and thus the 1

g ~ . )

conparison of comic and trag’c 1nfatuation: may lead to a sombre reflection on
” N

‘human , as,oppose.d to divine, existence™ (p.- 80). . R ’ .

In his study of the set speekh in Marlovian drpméa, Wolfgang Clemen

)

-

) ‘\} . echoes Pearce in sayihg he is &clinéd to agree with Tucker Brooke that |,
S . .
oo e \

> ~

e
w . 196

. L Conteggorariee. Modern Studies in English Renaissance Drama, ed, Max Blueetone'
' and Norman R&bkin (Englewood Cliffs; N.J.: Prentice-ﬂqll 11, 1961), pp. 79- 80. .

.

Eugene\ Wa:lth, "Marlowe and the Jades of Asia, " in Shakesgeage 5.
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r}b\'l‘amburlaine, Faustusg an&@dward II to exemplify l:iarlowe's use of the lament.

. Clemen's work of the previous year.

?

R

while Dido undoubtedly dates from university odays it was probably reviged"
. . : [T
late in his life. Dido"s extravagant promises are similar to those of

Tamburlain€ in both content and style. 'On the other hand Dido's final

Q

. L3
attempt (o hold Aeneas is very different’ from Marlowe's earlier style and

v. .
is similar to the writing of Eﬁ:ard II. Digo's words "rise immédiately out’

4

of the sittation,.and the fact of Aeneas’' presence is conveyed in every emo-

tion and every movement impiied“in her ;peech." The free and direct handling

row

of the "ﬂchly 'mod\llated blank verse" of ‘the final scenes 1s far removed from

’ ‘ >
the'tiradgs of Tamburlaine, he says.197 (These‘ opinions are directly opposed

by H.J. Dliver in 1968.) L \ i

"On another ta'o‘:k, Robert Y. Turner deals briefly wis{ﬁspects of the lament

in Dido. "If we assume that. it is Marlowe's earliest play, we see that~he

Y

‘estwblished the pattern for all the succeeding climactic laments by later

Dido's.” Whed Dido learns that Aeneas has left, she engages in a series of

¢ P

dreams in an attempt 't,o avoid reality. Then in Senecan fashion she "sees"

Aeneas' ship wrecked and her love wa?led back to shore.. Following the old

division of the lament, Dido then shifts from dreams fo action, ordering the

building of a ‘fire. Turner compares this sequence of aq:.ions to similar ones

"Marlowe consciqusly builds his tragedies upon contrast, dramatizin‘g the

heights vividly 80 that the fall carries a full 1mpact."198

[y

Turher mentions

Y
'.‘ )
A -

197

) ‘oo . .
Wolfgang Clemen, English Tragedy Before Shakéspeare: The Development

of Dramatic Speech, trans. T.S. Dorach (New York: Barnes & Noble, 1961), pp.
161~-2. . . - .

: - [N . . - . . - i
198 Robert Y. Turnér, "Pathos and the Gorboduc Tradition, 1560-90,%"
"Huntington
. v )

3 A

’

Library Quarterly, 25 (196f%62), 117-20,
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As late as 1962, Leo K‘irscluxbéum excludes Dido from his collection

w199

"of Marlowe's plays_ because "Marlowe's shaTre is nof clear. On the

4 :
other ‘hand, in a study of Nashe the same year G.,R.‘Bibgard also oits

_ Dido, saying "an examination of the play‘ leads to the conclusion that

Nashe's share in it can have amounted to little or noth'ing."zoo

In 1962 a festéchrift in honour of Hardin Craig “contginéd threé

articles, by Don Cameron Allen, Clifford Leech and Irving Ribuer, dealing

4 -
at least in ‘par]t with Dido. Discussing Marlowe s Dido against the back—-

ground of traditional views o:f her, Allen says that over 1500 years Dido

developed a dual reputation as the historical founder of Car“thaﬁe who died

to defend it and the lover invented by Virgii, with her tragically amorous

career.201 He reviews hér reputation from Justin through Virgil and Ovid,
- / ¢ : . L]

 Berviug, Macrobius, Ausonius, Dante, Boccaccio, Petrarch, Chaucer and otheré,.
He notes that almogt forty dramatists ‘have written plays on the Dido legend

but "to my knowledge no playwright of the Renaissdnce used the historical

v

queenu ... it was Virgil's Dido who took the' fancy of poets" {p." 60).
The three)most important plays written about her before Marlowe were

by the Italian writets Cinthio Dolce and Jodelle, Allen points out. BHe

.

-~ discusses thegse plays in some detail aKhen turns to Marlowe, whose play

3
-

"has been curiously unprized by critics partly because they do not khow

4

where in the 'Mai'loyian ,chroni@ it belongs Qnd partly because. it‘ seems

. / : .
i 199Leo Kir‘/achbamn, ed., The Plays of Christopher Marlowe (Cleveland
fand New York: Meridian, 1962), p. p. 9,
200 -G.R. Hibbard Thomas Nashe. A Critical Introduction (Cambridge,
Mase. : Harvard Universit:y Press, 1962), p. 36.

202 Don Cameron Allen, "Marlowe s Dido and the Tradition," in
Easm on Shakespeare and the Elizabethan Drama in Honor of Hardin Craig,
ed Richard Bosley (Colmnbia' University y of M.iasouri Presa, 1962), PpP. 55~68.

‘

) ' : , ‘
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not to move in the great swinging orbits: of the universal tragedies™ (p.a64).

He vbelieves critics have failed'to understand Mﬁriowa'é intent. Allen dis-

°

miss?\ crit:lqism‘ that Dido is. an inept* portrait of a woman, saying that

" Marlowe is.essentially a rhetorician. 1In his sexless declamations it 1s 1in-

2 °

deed ciifficult; to tell the men. from the men, let alone the women from.the
~ i

men, Allen asserts’. He agrees with others that Dido's expressions df love

;are more like those of an adolescent than of a seasoned widow. ™In spite

of these defects, shé cannot be shoved away with a customary statement;

she must be observed within thg formula, good or bad, that the poet has

v

o

asgumed" (p. 65).°

°

It is Aeneas, he argues, who 1s the difficult character, first humble,
thén loving, then esché{ving love to seek "Fame's ‘Immortal House." He cfgven-
ly denies his first attempt to flee, declares himself an iron man; and them

—

falls. into Dido's arms., Marlowe, Allen beliges, looked down on "pius
; . N .

Aeneas." The gods, too, are éomething less than god-likg, Jupiter's dalli- -

ar'x/ce, hisn ngglect of duty until moved by disapproving Venus, the undignified

squabbling of Venus and Juno--all thege are in keeping with 1"I\Iar1.owe's usual

<

deniérétion of the divine." This emphasizes the irony of Aeneas' action in

forsaing love at the gods' behest. e blay, says Allen,' states as clearly

as any of his others the Marlovian belief that '"men'are surely bettefr than
their . gods and have only one mortal wedkness; they lend their ears axd

then ﬁit hearts to the advic;,and direction of the silly h&lks they have

themselves crelted" (P", 68).
In the same collection of essays, ﬁg Ribner takes a\different view

o : , X
of Aeneas.202 To him Aeneas is a superman marching towards &is destined

*

Irving Ribmer, "Marlowe's 'Tragicke Glasse'," in Essays on Shake-

«

202

‘speare and the Elizabethan Drama in Honor of Hardin.Craig, ed. Richard Hoaley
. (Columbinm: TUniversity of Missouri Press, 1962), pp. 97-100. '

oY
- '

4
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bo .the gods' bidding. But the gods, copying the patterns of the humans with

-‘University of Miasouri Press, 1962)\, pp. 70-74.

.
.
. .
a . ‘a
.
e '

goal, with only. a momentary weakness thr.:éatening to keep him from his

‘ i -
duty. Ribner believes Marlowe- developed Iarbus far beyond his pertrayal

in Virgil in order to.use him as the representative of male passion.’\ﬁel\,_,/

AN
though the’ play is about a woman who kills herself for love,. the larger

o context is of a hero who will not let vlove gtand in the way of his import-

ant role.'/ This theme of the human cost of powWer is a cohstant in Marlowe's

o ,
works, he contends. The play, therefore, is not a tragedy.. It deals with

3

human achievement: Aeéneas succeeds, and 1f it is hard for him to leave

Carthage and to throw off the weakness of love, this action only gmphasi.zes

the difficulty of his role: '"the hero must-rise above the human feelings

[

-of the ordinary man" (p. 99). Dido'andnTambor}aine thus both use the same
‘theme. Ribner disagrees with the b%@-i‘% of Pearce (1959) that the \two‘u
'pla;rs were wid‘ely gseparated-in time.. ":raken together they represuent the
" first stage of his development, a sthge still far removed frqn tragedy yet
showing faint signs of the matrix from which tragedy is to emerge" (p. 99). - '
Arguing against critics who deny Marloye a capacity for humour,
Clifford Leech writes in the same collection yfhat in Dido and also in Hero'

and Leander the humour differs from that found in the other works. ~"Al-

though both stories end :Ln death, the dominant tone is that of a gentle

°

and deligh{ing humor: the affairs of men and gods are seen as a spectacle

engagingly absurd."203 In Dido the humans are always subordinate, in thrall

whom they interact, are also t{-ivial. The initial exposition of Jupiter's

\
203 Clifford Leech, "Marlowe's ‘Humor," in Essays on Shakespeare and
Elizabethan Drama in Homor of Hardin Craig, ed. Richard Hogley (Columbia:

: il
A}

¢
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infatuation with Ganymede sets the tone. Leech observes that Marlowe

\ y
. departs from Virgil in his account of the sack of Troy when he tells of how

Aeneas aﬁandons three women. This speech prepares for the abandonment of
Dido. After solemnfy vowing faithfulness, he behaves in trivial fashion

in his unworthy attempts to déceive Dido and, appareﬁ;ﬁy, abandon his son.
Dido, too, does not escape Marlowe's denigration. 'She has not much

*

reticence or dignity as love comes on her, and she is as lavish with gifts
"as. an insecure lover can be" (p. 73). Her arrogance echoes Tamburlaine's

yet her actions are those of a besotted woman, not as she claims to be

o
¢

"The Goddesse of all these." (IV:iv.77) Her ending is stately b?t the

o

rapidly consecutive suicides hint at the comic.

humour, says Leech, there is direct comedy in the scene of the nurse and

Cupid, in which Dido's love is parodied. Gods, ‘masters and servants are

all "comically affected by the interrelation" (p.'75).‘ In an essay

published the following year Leech adds that Dido is the only Marlowe play

which does not contain a "sick giant." 1Instead, in this play the ‘gods and
: , o

the humans are all puny, objects of contempt.204

- L)
Dramatic irony, however, is a congistent device in all of Marlowe's

works, according to Douglas Cole.205

Dido is no exception. The sorrows of
the main characters are transmut%d from the Virgilian.account specifically
to heighten their dramatic effe@tiveness.\ Typical, he observes, is the

< . . '

opening scene of mourning by Aeneas for Troy, and Aeneas' later remarks to

R

20I‘Lee‘ch, When Writing Becomes Absurd and The Acting_gg Shakespeare
and Marlowe (Boulder: University of Calorado, 1963), p. 29. N

o 205Douglas Cole, Suffering and Evil ig the Plays of Christopher

Marlowe (Princeton, N.J.: Princeton University Press, 1962), pp. 75-86,

»

In addition to this indirect .
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.Dido of his great sorrow which "makes it all the more inevitable that he

should l%t':er be able to break the personal tie of love for I.Jidl? in response

0 to his higher duty". (p. 78). In the final scer;es, it is Dido, not Aeneas, °
who is the tragic figure, a victim of love and of the god's‘. Cole states

that Marlowe reworks the Virgilian parting from one in which Dido burst in

o r SERRERE BT, At b S T

on Aeneas in a rage to one in which Dido is at first unsure and only as the

'

scene proceeds takes on the heightened emotions which dramatized the parting.
She is "less mad, less vengefﬁl, and more human and pitiable" than in

Virgil (p. 80). The extravagant images of Dido. emphasize the ironic tragedy)

-

e W

of her ‘situation. Cole compares her final lines to those of Faustus. .

# .
Imagery as well as plot heighten the irony, he says, citing Dido's image.of

g > ——

PP PRI Y

flames and burning.arms when she is at her happiest with Aeneas and her
© -4 .

prophetic "It is' Aeneas' frown that ends my days.' (IV.iv.120) Cole, like =

L e e oy ——

'

"Leech, remarks on.the humour in the pléy. The irony is counterpointed by

. comedy. The gods are treated with levity.

o

As well, Dido's first attempts

- to fight her love for Aeneas present her as a comic victim, just as later

L4

she becomes a tragic victim. Analogous comedy is contained in the nurse

~

scene (pp. 80-85).

° n

‘ "It would be an over~-simplification, though one not far from the truth,

t

to say that the human Bufferiﬁg and destruction in this p?lay, the evil tha
: .

v

‘ . befalls the characters, can all be traced to passionate love," Cole
. i .

: cqaéludes. Even the fall of Troy is the result of love. Marlowe emphasizes

both human responsibility and sporting gods in his tale of destruction by -

love. , All A:hree suicides, including the two who are not victims of Cupid,

{J

"gtem from an agonizing and unbearable sense of loss" (pp. 85-6).

In the same year G. Wilson Knight said the essence of drama lies in ' ’

-

. . i ‘ A i .
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_ the tension between normal experience and "another order of being; the
dark against the 1light." Marlowe faced this Elizabethan conjunction of
~ light and dark with an honesty that was in fact too unflinching. As a re-

&
" sult, he gives revelation and truth but fails to provide catharsis. Mar-

lowe's homosexual interest, Wilson adds, is suggested in the Jupiter-

’

Ganymede scene, as well as in Hero and Leander and Edward II. 206. That year
®

too InnaﬂKoskegniemi obgserved the emphasis in Ma;lowe's playsiofvspch'usages
as'the compound adjective, interjeotion, conversion as a means of ;ord-
formation and other such considerations of a lexical nature._zo7
More than fiis contemporaries, Marlowe reflected in his play; his own .
changing and dgveloping vision ofamanis place in the’universe, Irving
Ribner declares in his 1963 edition of the plays. But Marlowe's concept
of traged§ developed after he had‘writteu Dido. "It is far short of ﬁ;agedy,
despité Ehe death of itflheroine."%gé Q;gg_exemplifIES Marlowe's first
stage of change and development, from Christian contemplation to pagan sexXu-
ality and to pslitics and war. 'The play 1tseif is a static series of
pageants, he séys, but tm’re are tragic implicaﬁions in the Human cost of
Aeneas' obedience. The Chtisciaﬁ humanist pqsifion is opposed by this play
with its declaration that the Heniai of love is a legitimate.concern of the
gods, and that the gods are "capricious, quafrels;me and cunning"”(p. x;i%).
In a different interpretation of the material, David M. Rogers states

[

206 G. Wilson Knight, The Golden Labyrinth: A Study gg_Bfitish Drama

207

Tnna Koskenniemi, Studies in the Vocabulary of English Drama, 1550~ |
. 1600, excluding Shakeapeare and Ben J¢ Jonson (Turku. Turun Yliopisto, 1962),
pagsim.

(New York:

"

. 208 Iﬂ;ﬁng Ribner, ed. The Complete Plays &f Christopher Marlcwe L

e Odyssey Press, 1963), P.. XXV .
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1 1
that love and honour in conflict is the basic theme of Dido. '"love compels

man to deny his role %5_the design of fate and seek only immediate pleasure.

Rogers examines the fhanges in the play from the Virgilian source'as they

bear upon the theme of love versus honour. First the gods establish the

! *
conflict, with Venus playing the role later to be expanded by Dido, both-

impatient with the vagaries 'of fate. Aeneas arrives in Carthdge and thinks

of Troy. His moral confusion-leads him to wonder 1if he should found a new

Troy in Carthage rather than the destiny-decfeed Rome. Unlike Virgil's ver-

-

sion, where Dié%\i§95;against honour by neglecting her vow to her dead husband

. and her queenly duty, there is no such gonflict for Dido in the Marlowe play.

She is a dramatic contrast to the rejection of lqve by Aeneas. Marlowe's
Dido assumes the romantic optimism of Vifgil's Anna, who in Marlowe'plays
the part of romantic faiiure. She and Iarbas act as commentators on Dido'§
hapless love. Aeneas' iﬁdecision has no:;aunCerpart in Virgil. Unable to
accept the destiny of*the gods; Dido kills herself. Dido, Anna and Iarbas
are bound together by love; ° they perish. Aeneas is Bbunq to fate; he lives.
Rogers declares that at the end the passionate die. Aeneas, honour-bound,
éurvi@éé (pp. 3-7).

Iﬁ another comment on structure, Robert Y. Turner remarks tK?F the use
of the &nducfion in a causal relationmship to the events of thfudraha appeared
oniy in a few ﬁlays-in the 1580's and 90's. One of these is ngg,dwhere

Cupid and Venus reign over thepqueen. Marlowe and others used the induction

» ' 2 s
to gstress a malevolent universe, he writes. 10

]

209 David M. Rogers, "Love and Honor in Marlowe's Dido, Queen of of
Catthag_," Greyfriar Lectures, 6 (1963), 3.

210 pobert Y. Turner, "The Causal Inducffon in Some Elizabethan Plays,"™
Studiés in Philology, 60 (1963), 183-90. o ‘
’ . 1

1209



i g s ks £

¢ A e L= el nWM%MW#@RMW

'}

, | . - ) ) - 86 -
i r ‘

'The following year, 1964, marked the 400th anniversary of the birth of,

i

( . ) . .
Marlowe. It also of course marked the same anniversary for his more famous 0

’»-. pyoe .::.3‘{’—;-‘%.‘ W‘t'km;

fellow playwright and attention to Marlowe was somewhat less than if he had .

béen ;:‘orn in another yedr. The year did however result in a number of major

’

articles, two books and a special edition of the Tulane Drams Review devoted

.
o L3

entirely to Marlowe. " Dido shared in the attention.
In an article on Edward II Leonora Leet Brodwin discusses the tragic ‘ 4
treatment of Dido's love as a means to better appreciation. of the tragic

quality of the love of Edward.211 While she has Aeneas, Dido is alternatively

honeyed and venomous, maintaining nher sovereign will and angered yhen it 1is

suggested the citizegs might objéct to her private whims. ©She contrives to
”

”

‘ imprison Aeneas with héf love. Only when he has actually gone does she fully'

understand the meaning of he,"r loss. "Dido's tragedy lies in the fact that,
F—’ * while her insistence on personal sovereignty has destroyed her lovej«dt is
% ‘ '

the destruction of this love which makes her sovereign life no longer mean-

ingfull' (p. 142). The proposition here, wh:Lle it may fit Professor Brodw}n's

\thesis about Edward II, seems to bear 11ttle relation to Dido' s tragedy.
{ . Aeneas forsook Dido because of tv Yhigher" call of dest:iny. There is little .

* in the play to suggest his motive was ‘to escape a domineering, shtewish

1

. sovereign, except his one self-justifying excuse of "female drudgery."

In his 1964 bodk on Marlowe% A.L. Rowsé listsA the mysteries of Dido.z12

Was it ever performed? Dlid Nashe really contribute anything to the play?

(He pointjs,out that Nashe's name is added in small italics on the\title-page,

211 Leonora Leet Brodwin, "Edward II: Marlowe's Culminating Treatment

of Love," Journal of English Literary Histog 31 (1p64), 137-55. ‘
212

vo,°

A.L. Rowse, Christopher Marlowe (London: Macmillan, 1964), pp. 44-49.
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far less prominmently than Marlowe's.) In his customary sweeping and colour-
fully i_meginat”iVe fashion Professor Rowse states "Itvis "likely‘ enough that
they put their heads together over the pley, discussed it and epjoyed the
§ . . naughty strokee in it" (p. 44). The theme of love in the play is from the
' "female" ‘or ' receMng end This was evidently what eﬁcited Marlowe's
.  sympathy; thus the best poetry in the play involves ‘l)ido s passion for
Aeneas.ﬁ Like others, Rowse notes th’e/ simiilarities between Dido's promises

v
to Aeneas and Shakespeare's description of Cleopatra's barge, and goes on

e et A PV e

to point out the similarity in theme between the two p(’ays—-—the conflict of -

f

public duty and private pleasure. "It i;oints to the fundamental difference
¢ of tem'peramental sry'mpat:hies” between Shakespeare and Marlowe that, whereas
with the one we have the feeling that the world has been well lost for love, .

with the other politics and power win.” The similarity between Aeneas' -deg~

" 3

. cription of the fall of Troy and the Players' scene in Hamlet he attributes

. “ to 'Shakespeare's "£abulous aural meﬁxory"“ (pp.‘ 47, -49). (No proof provided.)
bl
. s N ~ 3 N

In a major study of Marlowe marking the 400th anniversary of his birth,

J.B. Steane devotes 32 pages t_o Dido, a play he feels has been unjustly mneg-

Y

"1ected.213 "Much of the chapter is summary and comparisons with Antony and

"\ Cleopatra and other of Shakespeare's pla)(rs. Marlowe, Steane states, put the
Lleopatra ‘

himgself into the play and although it contains limitations that would
revent a successful stage revival, it is, in Drayton's words, "Rl1l air and N/
fire." Tt;e energy and fire shine out brilliantly, in a more admirable way

6than in Tamburlaine and without the destructive bittemess of the other

1" . f
wor| {p. 29). . N

\

23 J. f Steane, Marlowe: A Critical Study (Cambridge: University
Press, 1964) pp. 29~61, 343, . 346.

. . L
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Marlowe's energy is at its best in Dido, Steane maintains. While

2]

immature when compared to Shakespeare's more famous work, it nevertheless

contains all the same delight, enthusiasm, romantic rélish and respect and

pride in man. A review of the points of similarit& between Dido and Cleo-

tween desire and duty and a counterbalancing comfh note. - Both dramatists

¢

A
use the same vast canvas. Steane compares many lines and situations in the

N

two plays to emphasize the similarities. An example;

Cleo. 1'll set a bourn how far to be belov'd. '
Ant. Then must thou needs find out new heaven, new earth.
(1.1.17-18)

¢

« Jupiter. Why are not all the Gods at thy command L
And heaven and earth the bounds of thy delight?
. (1.1.30-1) QJ/

o

One of the play's strengths, he says, is that it is not intoxicated

by its own eiGQuence, as is Tamburlaine, even though its eloquence is fipe..

-
'

"The imagery is not an embroidery or an ornament, but the substance of the
creation, the dramatist's essential means of expression; and even in

Elizabethan drama this Shakespearean working is not common" (p. 33).

The, opening scene of love between Jupiter and Ganjhede sets the theme
. R .

< .
for the more normal love of Dido and Aeneas and the counterpointing humour

of the old nurse's love for Cupid, just as doomed as that of the protagon-

ists. Dido and Cleopatra both exemplify two inimical worlds, the "ticements"

. of 'love on the one hand and the'reality of divine duty on the other. ¥e£

the darkest tragedy of the play is not Dido's death, Steane be%ieves, but
rather the sack of Troy. Steane too terms the description of this event
a lament, adding that the éavage violatiom of dignity is as much Marlovian ’ <\

as is his air and fire (pp. 34-42).

T
T
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Ye;: the play is not*all high drama. There is much that is human and
humane and Marlowe combines with some success the diffidult blend of the
heroic and the prosaic, Steane poincs out. He joins with me in finding -
"Gentle Achates, reach the Tinder box," the line chosen so frequéently. by
critics as proof of Mar®we's lack of h}Elour, not nearly so inept or inad-

A}

vertently amusing as so many seem to find it. As he observes, this 1is a

<

stage play, and stage action calls for- movement which changes moods .. He
does, however, find the humour in the play, especially the treatment of the
gods, blundering (pp. 43-47). But the gr:aat weakness of the play, Steans
'feels, lies in the fifth act which in the.last scene is "quite fat&l" (p. 48).
Like Eliot before hixﬁ, he believes Marlowe was in too much of a hurry, his
willingness to do litt¥e more than quot:e Virgil, as contr:}asted to his earlier
elaborations, being evidence. Dido’s final-frantic preparations with their
l:usinesslike methods, the rapid piling up gf suicides, greatly detract from
what should have been a scene of great i:ragedy. Steane makes no attempt ;\'\
explain this abrupt ending. In his. conclusion he objects to the speculations
about Marlowe, specifically rejecting l;oth Kocher and Battenhouse for their . \
interpretation of plays on the basis of biographical preconception. The
most striking thing about Marlowe's work, he states, is the range and changes
within '1t: '"there neves\szs an aut:hog:' less static" (pp. 343, 346).

Steane belongs to the textual arfalysis school of criticism which rejects
the idea of studying the author's 1life as a7means of inte;:preting his works, M
or of his work to interpret the author. In this view he. is difectly. opposed
by the biographical and historical .crit:lcs ;vhc") in Dido's case have had a

|

most energetic spokesman in I;aul Kocher. Another of the Kocher bent Herman

" Peschman, lacerated Steane's book in an article. published the same year in

4

7
. -~
%
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Dido receives only passing mention from Levin, in a section diecussih%¢yit;

(Autum 1964) pp. 85-9

—————— e~

a

En ish.214 He says that Steane is unsatisfying because "apart from an  ° =

overdose of ﬁedantry and unnecesgary summarizing," he carriés too far his
attempts to dissociate the man and the work. Claiming tth Marlove's work
(except Edward II) shows a narrow range of chdracters which therefore must

indicate something-of the author himself, Peschmann writes "If it is objected

that this is not a literary but an historical concern, one may counter that

i% does enable us to see’the degree of subjectivity in Marlowe's work, and

more impeiyantly, the quality of the subjective elements in relatiog~to‘the
rest in any given play' (pp. 87-88). Péschmann believes Shakegpeare agd

Marlowe collaborated; 1like Steane, he notes the similarities between Dido ‘

and Antony and Cleopatra. He’also cites other Marlowe-Shakespeare simi}ari- ¢
. ’ /
ties (p. 89). . o

Duriné Marlowe's quadriEe;tenniél, The Tulane Drama Review (since re-
n;med The Drama Review) devoted an entire isaue‘eo Merlowe, with articles
by such well-known scholars as Levin, Harﬁege, Waith, Leech and Ribner.
Writing of Marlowe's reputation Levin said 3%19 strongeetieiaim is bound to
be the fact that he did‘so much more than anyone else" to bring the Shake-

spearean contextlinto'being. The distinguishing difference between the two, 4

he adds, is that Shakespeare is everyman but Marlowe is always himself.” - s

v

lowe 8 purported homosexuality 15
L

t .

In fact, contrasting sharply with ‘the. York Symposium on Marlowe only

" four years later, the Tulane Drama ReViEW\iBS gslights\ﬁido.: It contains .

v 214 Herman Peschmannf'"Christopher Marlowe, 1564-1593," BREnglish, .15
' ]

‘
L)

215 Harry Levin, "Marlowe Todny " fTulane Drams Review, 8 (Summer - .
1-964)’ Pp- 21‘31- - N . ' . ! <

< s
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tiifee articles devoted to Dr: Faystus, two each to Tamburlaine and Edward II

Al

and one to The Jew of Maltaibut onl)} short references to Dido in two articles

and a slightly longer .consideration in a general article by Jocelyn Powell.216

Discussing spectacle, Powell gives as a "beautiful example) of the extension

‘of a verbal action into an emblem" the fourth att ‘scene’in which Dido orders

A
that -Aeneas' sails and tackling be removed from his ship to prevent his

leaving, then accuses these inanimate” objects of betraying he_g(lV.iv.lSl—lSB)

<]

/ .
Powell points out that Dido's plight is emblemized by the tackling which re-

call Aeneas '

shipwreck, as well as the net of love in which she is entw.ini.

"The relationship created in the speech between the character and the objects

_ that surround her, makes the enti'i‘e stage-picture expressive of her passion

(pp. 199—,200). Imagery throughout the play emphasizes both the compulsive-

ness of Dido's love and its irresponsibili;:y. The banquet scene and the hunt-

ing scene are exagples. Ler death draws together reminiscences of previous

scenes to become an image of the entire action (pp. '201—3).

o

only mention of Dido of any note in the %ulane anniversary edition.
bl / . .

This was the

Irving Ribner on the quadricentennial of the two playwrights makes

several comparisons between their. different in fact diamet:rically opposed,

attitudes to life.217

.

exercise their power in a hostile world in which absolute power must bk used,
’ . :

‘while Sha.kespeare's kings must learn to exercise their power in a world of

"degree “and order in which the divine presence is alvays felt." Marlowe's

herdes can, like the éu_ise, become monsters. Ribner attributes this to
/ .

\

216 Joceiyn Powell, "Marlowe's Spectacle," Tulane Drama Review, 8
(Summe r 19615), PP+ 195-210 ‘ ’ .

217
15, No.

Irving Ribner, "Marlowe and Shakespeare, " Shakespeare Quarterly,
2 (Spring 1964), lol—53

o -

o

From Dido he obgerves that Marlowe believes that kings ’,
SN == .
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Marlowe's "alienation from common human concerns' as évidencgd in the treat-

ment of love in Dido asggfompared to Romeo and Juliet. In Dido love is a
weakqess which briefly beguiles Aeneas from his true destiny as a superhero,

and ibich is of little consequence in light of his mission to found Rome.
T . 4 . '

”{Sﬁakespeare, on the other hand, sees love as "an allrembracing commitment"
- 8 R . .
(p. 44). This conclusion is similar to that of A.L. Rowse in his book on

. 'Marlowe;bublished the same year (see page B86).

. . The dctual printing of the first edition of Dido is studied in Robert

Welsh's 1964 dissertation on the publishing of Marlowe's plays. He uses

oy

thods of.analytical bibliography to affirm the printer, date 6f_pripting,

the order of the formes through the press: the number of compositors invq1~

’

ved and allied questions. He concludes that Dido was the work of only one
compositor. It was the only play p#ilishéd by the Widow Orwin. The title

page’of the 1594 printing in its‘éntirety reads "The Tragedie of Dido/Queen
—g
of Carthage./ Played by the Children of her/ Maiesties Chappell,! Written
. .

. . by Christopher Marlowe, and/ Thomas Nash. Gent./
. o
ACTORS.- t

Iupiter. ‘ Ascanius. L-
Ganimed. Dido. )
, Venus. ' .Anna. :

) ' : Cupid. ‘ : " Achates. - -
Iuno. Ilioneus. ~
Mercurie, or Hermes. Iarbas.

o * Cloanthes. )
Aeneag. - . " Sergestus. //

[

(device) / At London, /Printed by the Widdowe Orwin, For Thomas Woodcocke

\f and / are to be solde at his ghop, in E‘Paulle.g; Church~yeard, ét_ / the.signﬁ of -

the blacke Beare. 1594,"

The information contained on this page is all that is kmown about the

~early h{stor?’of the play, Studies of’the'hisiory of the acting companies,

. ) o

. . .
Q
. . '
f

7 : " s

vy ot e e

[N




e

5 mp e

,‘
S

~!&W.»-«;.~r_\x:;f«ﬂ_1wm"', P T

. .
Lo . . 7

actors and theatrical recbrdgro% the time have go far-providéd nothing

21 \ / ‘ )
more. 8 ‘ : L ) ]

°

. . @ 3 5‘ 4. ’
~ In a brief mention in a‘:evised'edition‘éf his analysis of Tamburlaine

Battenhouse stated his beIief,that Diéo, likg Zéhecrate, is intended ‘to re-

present: the essences of earthly beauty; endowed with nature's gifts, byt

devoid of religion or conscience.219 An 1nadvertently'comib note was alsé

!
contributed during the celebration of this joint 400th birthdate. In the -
venerable Notes and Queries in 1964, F.N. Lees takes issue somewhat beld;ed-
. . ’ % - (N
ly with an argument by J.M. Nosworthy in the Review of English Studies of

1948, in which’NOSworthy -suggested that Virgil's Aeneid-was a source of and”
= ¢ , /
influence on Shakespeare's The Tempest. Lees afgues that Dido provides a

closer link. ‘He finds\?uch incidents a;'the séi% landings, theapagéants,>
the re-uniting of shipmates and the aerial messengers gre similarities be-
tween Marlowe and'Shakespeére rather than Shakespeare and Virgil. ‘t@ adds
"Aeneas and Dido could have floated into Shakespeare's mind as being so
unlike Ferdinand and Miraﬁda." Such a "connection" as the'}étter’statement
could be made, presumably, between almost any two works. Professor Lees'
cénjec;ures’add littlg‘ko the field of Ma:lowe—Sh;keséeare compariéons, but
hig absu¥d rem;rk provides a little iight‘relief in the succession of criti-
calthypothéses.zzo Thus concludes the spate of 400th anniversary tributes
to Marlowe. ‘

o

218 Robert Ford Welsh, The rintigg of ;hg_gar;g Egi;igna_gﬁ,naxlggg41
Plays, Diss. Duke University 1964, pp. iv, 74-5.

219 Roy W. Battenhouse, Marlowe's ''Tamburlaine": A Study in Renais-

' sance Moral Philosophy (1941 ; rpt., corrected° Nashville: Vanderbilt

Un1Versity Press, 1964), p. 167.

220 F.N. Lees, ‘"Dido, Queen of Carthage and The Tempest," Hotes and
. Queries, 209 (196A), 147-49. ’
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In the years from 1950 to Marlowe's quadficentennial both attitude

to and depth of thought about Dido continued to change and develop. Older’

éﬁ ' ‘ concrete problems remained unsolved but scholars increasingly turned their L

5;; " "
€ attention to more complex matCers. The themes and philosophies develqped

: in Dido were observed and discussed in greater length and detail. -Com- . .

4 . .

parison of divine and human conditions, the worthiness of the gods, love,
the human cost of power and the implications underlying these themes were

considered with some care. The motivations-and character of the personae

¢

R

.

} ' received aimost théir first analysi's. 'I'h?. puzzles of the complex telation;

2 &hip pf ;:he_ gods, of Dido and Aeneas, of man's place in the unix‘;erse wex.:e‘

§ in part decoded. Technique was disc;xsse’d with respect. It was observed\ " %

i almogt for the first time that there is humour in the play,. and the z

% question of Marlowe's sxispected homosexuélity ;ras examined. All in allv, ‘ 5
g a seminal period, and the subjects ‘of the scholarship, analysis and inter-
4 . §
‘;; pretation initiated duting this period of heightened intérest in Marlowe :
3 are still being developed at the present time. . 4 .

4
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. CHAPTER SEVEN L ,y.

Contemporary Comment —- 1966 to 1976 7 _
. ’ Ll :

The York Symposium on Mariowe in 1968 was_an occaeion of inereased "

. -
-

,/respect"for Dido, as the editor of the publiehed papers commented. This 'k

Y

new respect has resulted in an increase in both number and length of con-

siderations of the play. Recent years ‘have also seed a larger number of

—_— N

dissertations dealing in part or in‘whele with Dido. This fact will nn— '
doubteniy mean more attention and publication in future years as theSe
younger scholars teke their plece in\tne aeedemic world.‘ . . o
One such dissertation, dnalyzing the Troy 1egends, devoten tso'Ehap-

ters ta Dido.22t "A film of dissatisfaction dulls “The luster of the nany <

‘Mhrlevian jewels' in this play, - writes Leonard Mendelsohn in a study super-
vized by MaJ% Eccles (p.1180). The’ theme dictates a narrative ‘style which
_blurs the dramatic presentation, he believea.‘ Dramaturgic effect séems
mechanically grafted onto the telling of the story, with little inter—pkay
between the characters.‘ .The main reference is 'to the past and future of

the Trojans;"the.present is abridged to these considerationms. "Dido and
. . . . P > M . , .
Aencas are never alone in the moment, but are forever a part of a tradi- .

tion," Mendelsohn notes. "The tale of Troy refuses to remain in’ the back-

groand" (pp. 183-4). He then provides a close analysis of the play. and. its

.

source, emphasizing the subordination of dialogue, action, development and .
perspective to the needs of the narrative. Drama takes over only during’
the explication of Aeneas' dilemma during the last two acts in scenes, 'al-

most like another play altogether" (p. 240), as Aeneas fluctuates hetween

221 Leédard Richard Mendelsohn, The Legends of Troy in English Renais-
sance Drama, Diss. University of Wisconsin 1966, pp. 180-249

- 95 - : -
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* Literature, 7 (1966), 39-40. i , :

”

> '

. : XY . 3§ L
being narrator and charac fT "in many ways Marlowe has been more success- !

AR

v

ful tharn Shakespeare in placing the matter in dramatic frame," Mendelsohn ~ '3%
A

\fsays'(p. 248) but ltimately founders; as do all the Troy chroniclers in

' » ¢

drama, on" the Same arrative{rock 7 ‘ ' s o
! . . r . «

%
Two key scenes of the play are discussed by two scholars in the year

R .,

1965—66 _Discussin the firgt scene of Dido .L.C. Knights refers to it as
¥ s .
a curious prologue that paints a picture of indulged infancy and of un-

", \

-
e,

R

w,

limited power ach ved without effort. "his concept first explored in Dido gﬂ
enters largely into the ' enormous fantasy";of similar kind shownoin ggmgggf A 21
laine and'Dr. Fauatus.222 In a lengthyvnymp of praise reprinted from a lec- %'
ture deliuered at Leeds, Robert Speaighé quotes Aeneas‘ description of ‘the L f-i~
fall of Tro}-aud adds Ask yourself if Milton could have doné better-—or if . :%,
ne could aye done it as oell." “The description, He'says, is epic poetry, ’ ) :
. there\is notning liue‘it in‘shakespeare except when in ggglgt_the First ’ o f
Player's speech eliberatelp oorrow DidoA The play is a tragedy of 7“{‘ ’ é'
free will struggling against determinism in scenes irradiated with irony : %
< and humour.223~ : o ' ‘ - ‘ ‘ ;' . ~”. ;; e ;;
In a new approach,~Glél Rousseau in 1968‘considers tne play as rhetoric‘ C
rather than poetfy 224‘ To do so,‘he'ﬁirst reviews the.history'of the plai‘ ‘ . ﬁ
‘and the - general modern agreement on the excellence of some of its poetry %
" (He notes'the'disagr;ement of John Bakeless.) He then points out the suc~ - 3
. o SN . ' - . , %
o . . ‘ %
: 222 L.C. Knights, Futthe;,Explorations (London. ‘Chatto & Windus, 1965), ', 2
P 85. . ‘ . . - %
223 Robert Speaight, "Marlowe: The Forerunner,“ #eview éﬁ English &

&

224, -G.S. Rousseau, "Marlowe's Dido and a Rhetoric of Love, English
Miscellanx, 19 (1968), 25-49. ' oo . . Do
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' . cess of its effective blank verse, which had mueh great r infld"be upon

3

- " contemporary writers than thet of NottOn and Sackvill s Gorbuduc.  Al-.

‘

v e

, / ' B
though Gorbuduc contains mucH verbal-intricacy, espedially repetition and

paralleliém, Mariowe achieved his dramatic effect without much use of these

* ' 'devices (pp. 25-6). .

e

NENEE oy st d

"How then does Marlowe achieve these dramat 4feffects in his verse7"

hg aaks, pointyng out that critics have never more than touched on the ques- .,

- - ‘ tion. Most scholarg, he says,lhsyefconcentrat d upon metrics and the regular’

{ambic' decasyllabdc line. Rousseau believes/more attentihn should be paid

3 .
TS 3 e B TR o g

to rhetoric. Dido\- he avers, reflects the 'ork of a rhétorical poet, as '“?, C

well as a _young P

both in the’ quality of the verse and the structure of

-

. -

‘

\/’
" was. not, only "ndghty" but aleo so dramatic that it enhanced the structural ‘ ;

-

clqrity of his pLots (pp. 27-8).

W EY

"Msrlowe the rhétorician 1s 1 ortant when we consider the way Marlowe

.

RSN

R the poet adapted his'theme of lovg to the drama," Rousseau asserts. The

Iy [

o ‘"a playwright is interested prima 1y 1n the world of his characteqs, rather R

Qg“ ' . than the idea of love itself. ‘To dramatize this world he found verse forms

and sueeth vere more imbbnta t than ideas. ‘As‘he was writing a play, rather - . ,

Cr e e e g

orator based on Cicero a d Aristotle a tradition shared with his audience.
The question of just Wi at Merlowe wished to persuade his audience to is, ! ?
A *however, not eaaily\aﬁ”hered Rousseau observes. Dido; the incarnatibn of .

. &
_Pathos,'tri s to pefsuade Aeneas‘of her love. Aeneas, on the other hand,

a2
. .t
N ‘ .




Rhetoricians from the time of the Greeks had given his /type of persuasion
e the name Ethos, as they did Pathos to Dido The third division of rhetoriec,

‘ ; : Logos, appeal of- reason, is little seen here (pp. 30-35) :

# - ‘ In an. attemptI to evaluate Marlowe in today s terms, Barfff'hil/i{s

’ ,',/ . . .points out that the playwright '3 "heady brew is not everydne s[: 7{ of tea."
vd . C e Y PR !
/ g PR

Marlowe appealed to the Ramantic critics for the game reasons th t he was
!

™
ignored by Neo-Classicists. 'I'his game headinesstaccounts for 1‘@ ove's

s T (" - appeal to critics :Ln the twentieth century 225 Alth‘ough his dissertrjation

o4

J

v &eals chiefly with The Jew f Malta Tamburlaine I and Edward II, PHillips

does °qomme_t;t on pido's"wonderfully human qualities and the sensuouily-

t) l. ‘e ‘. o, Lo X \‘\

. detailed "pastoral setpileces, at once exquisitely lyrical and delicately

1
>

H

ironic" (pp.‘ 184, 190). Ee also notes the hombsexual theme, with its qual-

» i . -
R i e - P
N ~ L4

'-')'an attitude that does not appear in the homosexu-
4

“  ality of Edward II (pp. 206-8).

' % ‘litylof "{ronic needling,

.

T & The year 1968 also saw the publication of the prpceedings of the sym-

~-o

posimn on Marlowe at York University in England. Didb, as editor erian

v .

—

ST Mo;ris remarked, receives respectful attention. It is discusged in three

B 7 . 2 Y
o . ax;ticles

‘ °
In one of them, Brian Gibbons says little of use has been ‘written about

- -~

!
Dido as a 2 ay (he excepts Steane, Leech and Seaton) He éttempts to rectify

this lack, emphasizing the fact that the pliy was a court drama c?lling for

)

boy actors. He deems it "fine emough to deserve the closest and most sym-'

. . : L .

‘ pathetic critical at:tem:iou."226 In the court tradition, the play must be
1 - - ' r
, ,’ . 225 Barry Phillips, Marlowe:"é Revaluation, Diss. The University of

Connecticut 1968, p. iv.

226 Brian Gibbons, "Unstable Proteus: The Tragedy of Dido Queen of
Carthage,' in Christopher Marlowe, ed. Brianm n Morris (London Ernest Benn,
1968), pp. 27-46.

LYk .



- . s 1.
RN Ly e
.

v

- P
i - -, - B . R e . st ‘mVﬂ;&‘f"Vv;l'f’r »

, \
1 ) ) T O - -
h \

co‘nsidered an "independent" as it does not end with glorious tributes to

Elizabeth but rather with the ttagic and triumphant: death of a}\Qn.

s -9

‘ As in Hero and Leander, the style is mock heroic, both influenced, Gibbons

bt
believes, by the style of Arthur Golding'se translations of Ovid. Court

drama mirrored the theatrical nature of the court itself, demanding elabor-

g .
ate 1f emblematic scenery--in Dido a cave, trees, a pavilion, clOuds, a

throne, a city and a pyre, as well as flamboy.ant ,coatuming (Pp. 33—37). Cow

»

The style -is suited to the highly-skilled boy actors, who were capable '/”

~e o~

-

of complex patterns of exchange Gibbons summarizes the play with the,con—

cept of boy actors in mind. The coptroversial description of the aagk of

Troy he terms a deliberate ‘and "disturbing mixture of shocked compassion. '

and insane umour" (p. 40). This key scene showg Marlowe 8 Aeneas as a

» 2

combination of the portraits by Virgil and- Lydgate, a hero—villain and

"consequently radically udstable, Proteam; a hero, a wretched and impotent

L4

. : b
coward, a tragic victim of destiny” (p. 41). éibbons compares the play to
(] . .

Shakespeare's Antony and Cleopatra, and says Dido reveall an Aeneas with~a

qisintegfating personality collapsing into impotence (pp. 42-45).

.

He makes the original point that the blay is not a unified heroicktra— h

) \ . - )
gedy and t;hat to attempt to evélhate it on that basis is vain_. It is, rather,

a play dealing with a variety of! attitudes to eroticism "It 4s th‘i:fwlti- -

plicity which we are called on to appreciate and which finally dete es

- IS Lo / 6
the special quality of Marlowe's achievement [in exploring] the-Protean

nature of personality and identity under the stress of passion” (p. 45).

.At the same symposium J.R. Mulryne and Stephen Fender used Dido as an’

227 '

example of a paradigm.of Marlowe's plays. , "Contradictory views of ex-

¥

221 J.R. Mulryne and Stephen Fender, "Marlowe and the ‘Comic Distance’',’ /
in Christophet’ Marlowe, ed. Morris, pp. 49-52. 4’ -

e |

\
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‘perience are brought together and left unresolved: the ideal 'gmd the common

" genge; the hint of a compi'ehensi_ve order and the.rejéctio'n of all order;

the socially concerned and the individualist; the moral and thé libertine;
metaphor and fact," they point out (p. 50). All of this necessary contra-
diction produces Marlowe's intended picture of an absurd world. Marlowe

uses "comic" de'vices to achieve the picture of this absurdity. Examples

in Dido are the unsettling portra;[ts\ of Aeneas in hi/s King Priam spéﬁch;

’ -

'the-undignified gods -contrasted with Venus' speech about Aeneas, Jupiter's

T

-

j
L
!

‘Dido's bribes, but fails to notite the parallel bribes of Jupiter.

. .
comxgents on Rome and Aeneds' safe arrival.

L

" \

r
[

ce;‘nin'g, the humour of the i)lay. 'T.his divergence proves, they suggest, that

L]
A

another approach must be taken to resolve these differences, in thif and -
s ¢ . g

other MarYowe plays. Their new approach they term the "sympathy/withdrawal"
L . . 3 !

; .
- alternation. Dido, they believe, fails because it is not consistent, as

the later‘plays arey in using the technique. Marlowe still lacked the deft
- )
control of the tontrary interpretativns available f?r every action, a qontrol

lie was able to exhibit more skilfully in Tamburlaine (pp: 51-2).

4

*In an article on Hero and Leander in the same collection, editor Brian

L4

['S

s, ’ & .
Morris discusses the greater attention given to homosexual than to hetero-
»

.

*
sexual leve 1n the. poem.  '"This preoccupation with umnatural love has its

"

analogues in the plays. In,D:‘Ldo there is of course the opening scene be- ',

tween Jupiter arnd Ganymede. Unlike most of the rest of the play, this

scene bears little resemblance to wirgil. Heterosexual love, as exemplified

by Dido, is on the other hang"ﬂard, jewelled and cold.”" Morris comments on
228

. 228 . ‘Brian Morris, "Comic Methad 'in Marlowe s 'Hero and Leander‘," in
Christogher Marlowe, ed. Morris, pp. 127-8.

Mulryne and Féndier cite the divergent opinions of Leech and Steane c;m— .

%9
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In a consideration of how staging and properties are used tg

' .

"~ reinforce the intent in Marlowe's plays, David Zucker says of Dido

. ~
AL keg>moments in the play, Marlowe uses propékties, stage settings,
M B AN

d/character groupings for emblematic purposes in either reinforcing
. &

or. ironically undercutting theme and character" (p. 14). Zucker uses

i

“ the first scene as an example, with powerful Jupiter 1n.fepose while

his power is conveyed by emblematic objects The most effective éom—

bination of image, context and words occurs when Dido before she kills

" herself, handles thg emblems of her love for Aeneas, he adds. A common

Marlovian device, Zucker remarks, is the juxtaposition of -verbal and

stage images. An example is the contrast between Aeneas' violent des-

_cription of the sack of Troy and the pastoral tranquillity which fol-

3

lows, with Vengﬁfstan ng over the sleeping Ascanius, the floral images

of her speech preparfng for the love scenes of Act III., Zucker con-

cludes that Marlowe's emblematic,images present both ideas and dramatic

action.229

{In the introduction to his 1968 edition of Dido and Massacre,zso

v

H.J. Oliver is unwilling to accept the conventional wisdom that Nashe
~ ~

had little or nothing to do with the writing of Dido, but finds that
what litth eviﬁence there is for dating the plgy suggests it is an
early work.' Ee believes the play may be "a fusion of 95 percent Virgil
and -5 bercent Lydgate,"‘disagreging with Ethel Seaton about the import~
anc; of the Troy book to the play (p. x%xviii). ‘

22?David H. Zucker, Stage and Image in the Plays of "Christopher

Marlowe, Diss. Syracuse University 1968, pp. 14-18.

23OH.J. Oliver, ed., Dido Queen of Carthage and The Massacre at

Paris, The Revels Plays (London: Methuen & Co. Ltd., 1968), pp. xix-xlvii.

7
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" believable hero (p. xxxiii).
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Oliver believes that Marlowe must take some of the blame for the widely

differing interpretations of Dido, eépegialty in regard to Aeneas' desestion

N e ey v U AL

of Dido. There can be 1itt1e‘doubt, he states, that Marlowe intended to

belittle the gods, -but not to belittle the humans. Aeneas' abandonment of

three women in Troy was not intended to be unheroicf Bﬁt Aeneas is no ) !
superman. His promises are false; his reasoning is rationalization, Dido ~
may be arrogant, but her love i§ unshaken: Aeneas wavers. Olivef takes
exception to the interpretations of Brodwin, Ribner and Steane in their

belief that Marlowe demeaned ?ido (pp. xxxix-xliv). 1In this\yne fust agree

-
S ]

v

with him.. The theme of the play, he points out, differs little fri; Virgil: ﬂ
love lost at the behest of the éods. The difference is that Marlowe has

much less respect for the'gods, and so the tragedy loses the dignity of

AT e st
'

destrzuction by divine wisdom. Rather it is divine politics of a petty
nature. The founding of Rame, however, is a worthy plan, éven if it means ,
the destruction of Dido. Marlowe suggests.a bettez man than Aeneas would

4 »

have managed to avoid her destruction (p. xlv). Oliver, however, suggests
, T \

fun

no alternative askibn that Marlowe could have provided to avoid this

seeming confusion.
»

L ] $ - ‘
The fact that the play-was written for children meant Marlowe placed '

less emphasis on character and more on "ﬁurple passages.'" Oliver tells of
\ . .

seeing the perform;hce of, the play by the schoolboys of Southampton in 1964

and findihg that the women's parts, as played by boys, convincing but that
P s play \

v

!
R Lt e PER

there was no way in which an immature boy could present Aeneas as a

. +
-

—

Noting that there is, despite some fine poetry, insufficient integra-

e r

tion,bf "words, melody, and dramatic action," dliver adds: "Nevertheless

.. &n Elizabethan watching the children of Her Majesty's Chapel acting
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Dido might even have been able to predict t.hat English drama would'leap

[ Y
“ 'y
ahead now that it had a dramatist who combined with class'icajl knowledge

not only poetic genius and a willingnesg to exploit the theatre as an

e
artistic medium but also a P_gssionat'e, direc't, unbookish r”esponsé t'lo ‘ . ‘
Mife" (pp. wxix-xlvii). ' " 4

In a review of Oliver's edition of Dido an;l Magsacre, 'Pearsall P ’ f
disagrees with Oliver's opinion that Aeneas is weak.\‘ He believes that e ;
in t:his'pla'y Ma;:lowe has gone to grea.t lengths to avoid any e‘asy alloca- s ) ~
tion of sympathies.- He prélsents a portrait of the divided lqyﬁties of \ ‘ g
Aeneas. which "force critical %aculti'es ;into almost total \s;spension.," ’ “2
Also, Pearsill asks, what are we vto make of Dido's love? The play ig a ‘ é
maéé‘ of ambiguities‘, _.:-md Oliver has failed to grasp tt;e intric:té weaving . . o
of thege irreconcilable amb:@gu;.ties. Pearsall suggests that this‘anbi- ) ' §
guity, this distancing, indicates mature as well maas early vork. 231 ) : j

Wilbur Sanders comments on the play in a book on Marlowe and Sh?ke— ’ ;

“speare printed in 1968. He says Marlowe ﬁad, anzobse;si,ve preoccupation.. ' o f;z\
with‘ deé;t:ruction which gives rise, among other instances, to the dramatic
descri?tion ;f the burning of Troy. he also notes that Marlowe usesﬁin \ o‘z
both Dido and Edward I1 the conceit of a "fleetiug land" (see Dido Ii
) Iv.lv.l34—5) apa discusses Marlowe's interest in homosexuality in Dido, g
Hero and Leander, 'Edwar'd pog ;nd The Massacre at Pari_s_.232 . . . , %
z* L . ¥ ;;*

231L E.F. Pearsall, "Review of the Olivex: Edition of Dido Queen of ‘

Eﬁf_gifg gtg_’l‘h_e_ua_uig_rg_‘g_g Paris," Review’ of MM_@_, 20 (l96qQ),

e’
232Wilbur Sanders, 'I'ﬁe Dramatist and the Received Idea: Studies fn )
the Plays of Marlowe & Shakespeare (Canbridge, Cambridge Univeraity Press,
1968), pp. 23, 30, 135. a :

-
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. o The following year saw another consideration of the First Player's

’ ‘ speech in Hamlet.233 After reviewing other short echoes of Marlowe in

" ! i Shakespeare, Clifford Leech devotes the msjor part of his article to

F

this speech "for of course it was on -an occasion in Hamlet that Shake-
' speare hﬁd a piece of Marlove's writing most strongly in his mind--
perhaps indeed open on the table before him" @. 42). Leech asserts

‘ {_that Shahespeare here eschewed burlesque, which he had to save for the’,
e e o ’ ~ - *
I - . key moheht‘ln Act 111 of.thec"play-within—aiplay" and chose instead
. L N
T ] pastiche, a methoﬂ which brings another style to mind but does not mock

_n; f}' it. Kamlet s tribute to Marlowe's play that 'was never acted qr, if it
- .f':”f,‘-wes; pot—above once is genuine, he states (pp. 42-4).

pr , ) v -~ . [T - . M i .: -

« R I . ‘Mailowe's accoﬁnt of *how Troy fell spndenses the account 1in the

» N
’ . \,c

- second book of the Aenefd of more than 800 lines to 179 lines. Shake- - . .

spéare reduces\it further ‘to. 68. "A king, a queen, a revenger of a

e father s Qeath are ‘the elements stressed" by Shakespeare ‘Leech notes.

. o o ’ ‘

Hamlet he says, sees himself as Pyrrhus, the revenger who pauses.
. "Pyrrhus is:both gzmlet and Claudius Priam is both Claudius and the .

-t elder Haglet; Hecuba in both equations is Gertrude" (p. 48). Thus Leeeh

,
e

. .

e . be?ieves the’ ?yrrhus speech must -be taken seri&usly or it makes nonseise

: . /., , of Hamlet 8, praise,-the actor’ s tears and Hamlet's recognition of genuine

o f : - emdéion. . In Dido the slaughter‘of Pqiam works to a climax with Pyrrhus

-

- . -stone-still, bdt in Hamlef the clg"x is central, before the killing of

g -

”
" the king. This ‘is the position in which Hamlet finds himself. The struc-
tural change'was bade to emphasize the position of Hamlet in his grappling,

~

S Tt

N . .. " P3c1iffora Leech, "The Hesitation of Pyrrhus," in The Morality

of Art, ed. D.W. Jefferson (London Routledge & Regan 23“1 1969), \ )
- pp T41-49. ’

e .
i
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for understanding of his motives, Leech concludes. It in no way under-
mines the genuine‘yexpression of praise for Dido (pp. 47-9).

In a consideration of the humour and satire in all of Marlowe's'

plays except Massacre, Donna Bobin sums up her study by saying that his
humour reveals Marlowe's obvious fascination with t:hé digplacement of

rulers and the struggle for power, "the source of both the tension and

n234

‘the humbr in the playé. In Dido‘the hmnbur is generally lighter in

tone than in the other works. Love, the obstacle to Aeneas’ destiny,
becomes the object of "mildly sdtiric humor" as shown in Marlowe's treat-

4

ment of both D%ﬂd the nurse. They both lose their dignity and reason

i:' bect.ja'.us' f love. There is humour in t;he i;'ony of Dido's manipulation by A
1 éupidZn‘: in her transparent denialb of her 'lov‘e for Aeneas. The comic B %
' - - effett of love is.even more emphasized in the aged nurge yho suddenly . ¢ 1
? finds her;elf,pSE) years old and with "no .teett{," contemplating taking a - ‘ Q

lover in ”the_ form of the boy Cupid. The implication ‘is that love is both
' AN a powerful and irrational force and "it is evident from Dido's'examplg :

‘that a ruler in love is not the best ruler" ‘(pp. 30-31). 4

The puzzle of Aeneas' character is dealt with at’ some'length by Robert <

‘ 235

. «E. Knoll in his Twayne study on Marlowe the same };ear. Dido strikes two

- t ! .
j themes that ﬁ-ocgur throughout Marlowe's plays, he says. . They are thét/sbe\
; * gc-:da are frivolous and men are noble. '"Throughout the play the gdds are

self-indulgent and seem unworthy of human sacrifices” (p. 33). Knoll

+

assgerts t:he arguable premise that on the other hand A;neas is more impressive,

' ' : 234Donna‘"‘Bobin, "Marlowe's Humor," Massachusetts 'Studies in English, N
2 (1969), 29_40; ' ) ‘ / -

235

"Robért E. Knoll, Christopher Marlowe (New York: Twayne, 1969),
. pp. 32-40. . / o ) - - . .

‘ ‘ 4 ¢
. . . .
' )
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more forceful, than the gods. Ee concedes that Aeneas' behaviour is

\r
"ungettling" and admits the reader has difficulty making out how to

react to Him but explains these difficulties on the grounds that the
play is Marlowe's first and he lacked the skill to control the play.

- Dido as a foil to Aeneas is a female Tamburlaine. '"Like other Mariowe
protagouists,‘shgnis £oo éreat for the role in which Sﬁf ﬁas been c;st;

v ' and“she"breaks out  of hersmortal limitafions" (pp 33-6). The incon-

\& . sistencies of Aeneas cam be solved by realizing that Marlowe is trying

/’ to showJQn him an inner conflict similar to Dido's. Knoll draws attention

4

to the fact that Dido's gift of jewels from her dead husband to Aeneas

phr;llels the gift of Venus' jewels by Jupiter Eo Ganymede. The assump-

tion may be made that both are illicit loves. But the humans are never-

theless more ethical, more dignified, "superior to their superiors."

The play contains yarlowe's\favourifé themes: power, the feebleness of

the gods, the nobility of men, the destructiveness of love, the attractdion
" "
of the sensual world. "And, like the other plays, it lacks a sympathy
Ve with charitable emotions" (pp.. 37, 39).

Three dissertations discussed .Dido in 1969. Two of thém dealt with

structure. In a study of the use of the induction, the archaic word for

\Pfologue or ingroductiou; Thelma N. Greenfielq decides that the gathering

of the gods in scene ome of Dido shows Mgrlbwe using a variation rather

«

close to the traditiohal induction of the drama of the ﬁime, even though’ N

. 'y
it is also‘a, part-of the action of the plqy.zzé

In/-another study vof

!
i
L
5
F

; O

PN RS
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that the pﬁysical context of Dido is difficult to establish. He doubts

it was {first performed at court, believing that the first performance

ety e

was projably by a touring éfoup.237 ‘Nine of the thirteen scenes give

mad

cal setting. Like Chambers and Oliver, Shand agrees that a
fixed getding is intended (pp. 69, 72). ‘Fbllowing a discussion of Mar-
of properties and costumes, positioning and geétures in an

3 .

integral relationship with the language, he contends that many of Dido's
A ) ’ '

- o

stage properties "image“ the themes of tension between private love and
pubiic responsibility. The properties also reflect the corollary theme

of faithfulness. There are m visual images of falsepood and deception

in the expregsions of love in the play. One such example’is Ehe elevation

RSN Sy
i o

of Aeneas to improper positions. The general air of impropriétyiis set
. % j

1) ' in the opening scene, he comments (p. 146). .

Another 1969 dissertation examines changing attitudes to’Dido,

LT

beginning with Virgil., Harold ScHramm thinks that Marlowe's view, unlike

£

§ the medieval view of the woman sétrayed, concurs wich thgt of the original

g ?. epic. Like Virgil, Marlowe deals with the role of fate in man's life.

§ . “ TheAbasic the&e; he declares, is the cholce by Aeneas of destiny over | _ ’
’%ﬂ ldve.238 . | .

% . ig a small footnote to scholarship the following year,“Thbmas §trcup

., argues that although Milton was familiar with Virgil, he was more influ-

3
i

&
&

.enced when writing his sonnet xviii, with its reference of "blood and T

,ashgs sow" by'Marlowe's Dido,-specifically'Dido's final speech. He supplies

&

v 1237,

1 2 George Brian Shand, Sta age Technique in the Plays of Christopher ~
’ Marlowe, Diss. The University of Toronto 1969, p. p. 571. :
6 23

Harold B. Schramm, William Gager and the Dido Tradition in the
¥ Egglish Drama of the Renaissance, Diss. University of Delaware 1969,
pp. 163, T186.

a ' . i
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textual comparisons to support.his thesis.239 In another.brief com- '
. s R

sideration the game year, Larry Alan Goldberg says that while most

n Marlovian hercines do not generaf:é action, Dido. is capable of doing

2

| . so. Unfortunately for her, to Aenegs and the gods she is "something -

treated in passing ... It 1s almost as if Marlowe had (perversely)

v

240 ’

taken for the subject of the drama the fringe of the action itself." 2
‘The dissertation also includes a comparisoxf of the Aeneid and Dido. i,
f . é.

In a study of the comic as a method of understanding Marlowe's -

¥

tragic vision, Mutsumi Nozaki terms Dido both comic and pathetic'. 261

Rare e

- pEe e IR -

The immature and amusing nature of Dido's love is emphasized by the

Jupiter-Ganymede and the Nurse-Cupid scenes. Yet the étory ig tragic

¢

. iy |

because the gods interfere with human desires. Without Cupid 4in dis-,
guise and the commandvsz of Juffiter the tragic love story would have been
avoided. - Nozaki dia’agfeeé with the critical -1dea that irony was Mar-

lowe's primary aim in his sympathetic portrait of Dido and his harsher

o T T Y R TR e,

one of Aeneas. Levin's idea that the opening scene comménts on -the -
absurdity of human passion.would have resulted in more direct referenge,

i . 4 .
to Virgil, ‘rather than to the medieval influences pointed out by Seaton. j

Marlowe's reason for presenting comical human frailty in Dido was ‘to ‘

Ko 5 T SIS  n t0 o Sl R b ol Bt o S R g, o 7 0

express his irritation that humans should pray to the gods, wﬁo were the

B cause of all their problems in the first place (pp. 8-10).

or

239'1'homés B. Stroup, "Dido, The Phoenix, and Milton's Sonnet xviii,"

Milton Quarterly, No. 4 (Dec.1970), 58-9,
| Larry A. Goldberg; The Role of the Female in the Dr of Lyly,

240
Greene, Kyd and Marlowe, Diss. Northwestern Univer?fty—-l—wo, pp. 99-100.

241Mutsumi Nozaki, "The Comic Sense in Marlowe Reconsidered)"
. Shakespeare Studies (Japamn) 9 (1970-71), pp. 1-27.

A%

’
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Nozaki argues that the comedy in Dido, as in Tamburlaine and
Doctor Faustus, is "neither so intentional nor strong as to make us’
v ' N

change our traditional view of Marlowe, but that, far from destroying

the tragic fheme, it intensifies it." His humour is not good-natured;

it is a symbol of frustration and irritation (pp. 18, 22). \ 2
) In her 1971 editiog of the plays, Roma Gill state% that Marlowe
succeedé remarkably in his’self—imp?sed difficult task of making a

tragic figure out of the puppet Dido, manipulated by the gods but

X 242.

maintaining respect because‘of her digﬂity while in the grip of passiom.
fhe part of Anna has been greatly expandeq,'she sdggests, to further this
task, by helping the audience to forget how Dido has be;nltreated. She
disagrees with Steane's opinion.th;t Dido's death is too hasty but agrees
that Anna énd Iarbus die with unseemly spééd. ‘The play is"esse;;ially
Marlovian in its enefgy and its "odd mingling of tﬂé tragi; and the comic"
{(p. xii1). A bridge between the early poeﬁs and the greAt plays, Dido is
an experiment and a ypung man's blay, she decides. \

‘ g;gé: unmistakably Marlowe in both language and stage technique, was
an early play later revised, says Gamini Salgddo, citing as proof the fact
that parts of theyplay are Virgil in strict translation while other parts
are much freer. Although its loY; theme is unique, the play sﬂoﬁs‘typic—
ally ﬁarloviag "restlessness of spirit, exuberance of 1magin;tion" and .

capacity to evoke horror edging on a caricature of the grotesque; The -

action is too static and too predictable but "occasionally we hear in it

©

the voice of a great dramatist, confident in hisﬂpaﬁacitx" Salgado bélieves?43

242Roma Gill, ed., The Plays of Christopher Marlowe (London: Oxford
University Press, 1971), pp. x-xii.

zaacimini Salgado, '"Christopher Marlowe," in History of Litergture“ig
the English Language , English Drama to 1710, ed. Christopher Ricks (London:
Barrie & Jenkins, 1971), III, 131-2. .

v
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«
study of Elizabethan love\tragedy.244 Virgil's Dido is _consumed by a

Marlowe ‘was the only Elizabethan to use classical poetry as-a source

for a tragedy of Worldly Loire, Zd even then he had to change the source -« ' ¢
v . ’ :
considerably to write his play, according to Lenora leet Brodwin in a 1971

cursed madness, but Marlowe's heroine loves in the opposite mode, that of L 4

o

worldly passion. Brodwin exf)lains woridly *love as characterized by the

fact that its concern with its own interests blinds it. Quoting the lines”’f

Rt & kA

" enceforth I1'11 call thee Lord./ Do as I bid thee" (IV.1iv.84-5) Brodwin

comnents 'Dido is willing to give everything she has to Aeneas but her-

gelf" (p. 186). She considers Aeneas god-like so that he could be‘ a fit-

ting companion to her own "goddess" self-image. Aeneas' reaction is to

run away from this "female drudgery."

pow—

When defied, Dido sees Aeneas as a peasant, like her subjects, and

- in her heart, condemns him to death for defying her. Thus the pattern of

worldly love prevails: "the insistence upon ‘sovereignty will first corrupt’

¥

and destroy the- rival claims of love, only to be itself destroyed by i}s/
. . \

loss." And although Dido and Iarbas both die because of un'requited/l{)ve,

: his is the true courtly love, ‘while Dido dies to affirm her dignitﬁ/r and

punish the rebellious Aeneas (pp. 188, 190). Brodwin does not ,(feal with -
R ~ ya . 4

the fact that, D{do is tricked into loving Aeneas. ,

/
Aenéas is .a creature without stature in an interpretation of the play

N /

by John Cutts. 1In the most imaginative analysis of the character of Aeneas

to date, Cutts declares "He is neither ‘a warrior on the battlefield nor

s

4
\ 7
/ ’
/
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Leonora Leet Brodwin, Elizabethan Love Tragedy, 1587-1625, ' , / v
(New York: New York University Press, 1971), pp. 185-191. : - s



/té"the Dido-Aeneas relationship. 'Dido ultimately triumphs over Aeneas. S

-
25

'in bed.™ He is a Ganymede, sedtced by the presents and presence of

the great queen Dido. He is even willing to- leave his son, his "boy"
image, behind in his seaéch for manhood. This act which has puzzled -
"other critics is no oversight, Cutfs argues. Aeneas feels dreadfully

ingdequate, is a "shattered being." He ‘leaves Dido with relief, not

because he has resolved his problem, but because.Mercury provides him
with his excuse. Aeneas, éays Cutts, displays a narcissistic negativism.

2}

Cutts ites various changes Marlowe made in the epic which he Heligv;s'
are'i?tendéd to indicate Aeneas" unworthines; (pp. 75-91).

‘A;ffoil to Aeneas, déﬁlawq developed the figure of Iarbas, the man ‘
vho would probably have won Dido if the gods had,not’intefvéned. ILarbus
genyinely loves Dido. It is he who makes possible Aeneas' departurg.‘

/ - . .
His and Xnna's suicides, as well as Dido's, are tragic dignity compared

o,

“"In her death she is the phoenix symbol forever genefqting war agginst

Rome in revenge for Aeneas' treason" (p. 93).
Calling Dido a neglected play, Godshalf says in a thorough gnalysis

of lovemotives that the opening scenes set the theme of love as "unnatuyal,

. disruptive and potentially destructive ... a thematic microcosm of the

play's entire actjion." 246 He remarks that Aeneas deserts three women in

' _ . o~
his escape from Troy, and the cry of Polyxene, "Aeneas stay" is echoed

©
-

245John P. Cutts, " 'By Shallow Riuers": A Study of Marlowe's
Dido Queen of Carthage," in Studies in Medieval, Renaissance, American
Literature, ed. Betsy Feagan Colquitt (Fort Worth: Texas Chriktian
University Press, 1971), p. 75.

246William Godshalk, "Marlowe'"s Dido, Queen of Carthage," Journal
of English Literary History, 38 (March 1971), pp. 1-18. ’
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throughout the play.. The theme set in the first scene is emphasized again
when Juno arranges the storm which will turn Aeneas from-his fated destiny

to Dido; just as love has caused Jupiter to neglect his duty. -Godshalk

too mentions the parallel giving of marital jewellery as gifts to the new

"illegitimate love. In one case, he says, it is homosexual and in the, other

unnatural in that the woman woos aggressively. (!) Dido attempts to make

O

a permanent change in Aeneas, ironically linking hm with the unnatural

husgband Jupn:er He symbolically leaves her unnatural garb as he escapes

attempts tb emasculate him (pp. 3-8). The destructive power of love is

shown, too, in the loves of Iarbas and Anna, as well as in the comic lust

of the old nurse, which results in her imprisonment, Godshalk states., Fire

is ano}:her metaphor for destructive illegitimate passion--the burning of
Troy; the symbohc lighting of a fire by Aeneas as soon as he arrives in
Carthage, Dldo s image of Aeneas as Prometheus, the fire bringer; the féires
of passion and finally the suicidal f:xneral pyre (pp;g.i_l—16).
. . A

Who is responsib‘le for this destruction? The gods use their human -

- N

pawixs, but on ‘the other hand the gods themselves are prey to human passion;;.
Gm_ishalk suggests the g@c!s are not real forces bet rather the expression .
of inn:.r desires=-Junoc is hate, Venus love, and so0 on'.' This lnterpre;:ation
"does not so much assign responsil;ilii:y to ti'ne characters as to suggest
that cha;act;r is fate Dido and Aéneas still have no choice.” The play
shows that unnatural loves lead to disaster (pp. 17-18).

* These longer con51derat10ns by Cutts and Godshalk concentrating on
spec1f1c themes in great detall vere accompamed by some shorter, broader

conl(nent:s t:he gsame year. Dido, deap1te some "t1resomg gallaptry and c:loy:.ug’~

3




Yo

r ~ \
' was a sign that Englisﬁlheroic drama was about to take a -

great leap forhard, said Reuben Brower. The description of the treat-

wantonness,'

ment of Hecuba was "A Marlovian swing indeed" and must have been "great

fun, a schoolboy's revgngg.“ Aeneas' description of Pyrrhus' killing

of Priam ghows that heroic violence taken out of the traditional idiom

with the values it consecrates, becomes brutality.zl‘7 Discussing another ( I

“"fire" image in Dido, A. Bartlett Giametti writes that the Icarus myth,
which fascinated Marlowe all his life, appears in this earliést play

. when Dido passionately laments Aeneas' departure, saying she will fl&

,

like Icarus ‘over his ships and melt into his arms. In an article devoted
mainly to Faust, Giametti adds that all Marlowe's plays follow a Faustian

pattern of promises which "the hero either rejects or overreaches." In
248

2N\ Dido, it is the marriage pledge, which Aeneas rejects.\

£ ’

In an article in 1972 Inna:§oskenniemi reviews the work on the

question of whether or not Marlowe was influenced by earlier versions,

"

Italian and English; of the Dido story. Favouring the majority view
‘ H 1 v

that the plays did not influence Mérlowe,~he makes one exceptionl éhe

\ i ) ' i M
possibility that Dolce's Didone contains some similarities. Koskenniemi f e
cites examples in other plays by other authors that show echoes of .

b

/

Dolce's work. Publishing data shows it is possible Marlowe was familiar

with his works. The suicide of Anna, not ‘found in Virgil, is one main

similarity the tvd versions share. Both dramatists transfer words from

v -

/

247Reuben A. Brower, Hero and Saint: Shakespeare and the Graeco-'
- Roman Heroic¢ Tradition (Oxford: Clarendon Press, 1971), pp. 113, 174.

. 248A.Bhrtlett Giametti, "Marlowe: The Arts of I1lusion,"” Yalé )
Review, NS 61 (1971-72), 535-6.
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him of his sustainihg dream.

Vehus to Cupid. Both introduce the idea of Scythia to one of Dido's

2N R S i A

- 114 - .

speeches. The snake image is also used in common. In an admirable
example of academic restraint in.-the face of lack of firm evidence,
Koskenniemi modestly concludes that "it seems poésible" that Marlowe

knew and made use of Dolce and that he had probably read Cinfhio's

0rbecche.249‘ i ‘ //

‘

Marlowe,-declares Charles/Masinﬁon, felt a great void at the
centre of life, and Dido,,iike his other plays, implies that will is

fate. Will, untempered by reasom, ‘is inevitably deterministic. The

play describes the typical Marlovian action of the tragic fate of a
’ ~ ; - . 0
protagonist who fails to cope with new circumstances. The protagonist

creages the situation in the hope of gaining power or‘delighc‘but his
inability to handle the situation that he has himself created "deprives

n 250 Dido, Tamburlaine, Barabas and

 Edward "are lonely figures who find that both physiologically and philog

sophically the centre cannot hold when they serve their anarchic impulses

' through the furious drive to repiéce what they see to be man's lost per;

O |

fection" (pp. 122-3). o
This puzzling problem of fate ?lso formed part of «a discussion of
s - . ' 4
the play the same year in a dissertation, later published, by Judith f

‘Weil. She points out that Dido encourages diversge interpretations, =~ .

o

N ‘ $ . , . 5
2l"gltma Koskenniemi, "Did Marlowe Use Any Dramatic Sources for
Dido Queen of Carthag_?", Neuphilologische Mitterlungen), 73 (1972),
pP. 143-52. .

‘ Charles G. Masinton, Christopher Marlowe's Tragic Vision:
A Study in Damnation (Athens, Chip: Ohio University Press, 1972), . o
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"more independent and imaginative response" from its readers than most

_4
g

other plays because it relates personal changes to historical ones. ,

The first response -1s to feel that the humans are mere puppets, that

ot \ <
K3

they lack the gragggh; of the struggle between love and duty shown in
e 0

Virgil's epic. But as Weil points out, there is more to Dido than these
initial responses‘suggest, as shown by the strony aisagreements between

critics about the’ interpretations of the lovers, the induction and the

subordinate lovers. '"Marlowe must have wished his audience to sense a

disproportion between the strong forms and forces which control his
. n 251 ‘ ‘ "

-

characters and the natures of those characters.

N

By coincidence two more dissertations appeared in 1972 which tock

Weil's argument one step further and boldly rejected the idea that'the
. L CNE

) of :
play deals primarily with the conflict between%&gve and duty. In a
. )

I3

clear and thorough study of the play, Francis Xavier remarks the prob-

N

lems of interpreting the play have been compounded by the fact that most

interpreters concentrated on Aeneas instead of Dido.252

She is the pfs—
tagonist and "invariably the_Marlovién\brétagonist is brought f;ce to
face with our human 1imitatioﬁs--with tragic consequences" (p. 4). :The
play; in other words, is Dido's tragedy, just as the title states. The.’
opening line sets the tone of the game that everyone 1n.the'd&éﬁa wishes
to play. Dido, says Xavier, "explores the possibility of achieving
apotheosis (it is no less) by means of love" (ﬁ.t64).‘ Dealing with other

\

251Jﬁdith Weii, Expository Techniques in Marlowe's Plays, Diss, -
Stanford University 1972; Christopher Marlowe; Merlin's Prophet (Cambridge:
Cambridge University Press, ;97;)@ pp. 16, 17-19. .

y/
zstrancis Xavier, Christopher Marlowe's Dido, Queen of Carthage,
Diss. University of Ohio 19§2
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2 N ‘
aspects of the play, he disputes Oliver's statement that it contains 13 o
words not seen eiéewbere in Marlowe's works (e.g., "ticing” does not ap- ;%
pear elsewhere, but "tice" does) and concludes thét there is no Nashe in
the play. He also discusses the possible reasons for the various changes
‘ from Virgi’l, ag well as the "Ovidian overtones" (pp. 3, .';l. 53). Y
Marion Glen Brashear, Jr.,'s dissertation state's that critics have ' C

unc‘gnsciouslyibeen reading into Dido the themes of Virgil's Aeneid and if ‘@

the work is viewed independently a substantially different view appear.s.253

<

WERR AR ¥ L, .

Noting the most obvious divergences from the epic, Brasheax‘j’find's reasons

°

e .

fo: the differences in the theme ;)f‘ the play. The result, he s'a}'s, is a
rejection of the epic hero as presented by V:.Lrgil Aeneas is shallow,®
weak, humble and prudent, and a liar, His relation to Dido is bourgeois, ,'
c/pventional weak and flighty (pp 43—74) Dido, on the other hand, is

/ autho;it;arian, powerful, energetic, vital, wild and primitive. She hds
a poetic" imagination that romanticizes Aeneas, He; versiongof him diver- <
ges ‘more and niorev from reality as the p}ay progresses. The gods a're down~-

graded; like Aeneés, they are opportunists. The subplot of Anna and

Iarbas underlines the main theme, ‘rejected but constant love (pp. 78-115).

These cox_lsiderations of character lead to thematic concerns of ab-
stract ideas. I@.Virgil Aeneas' falsgity was a blessing to the world; ’ An’
pi.;g_g_ it is ,not:.' Marlowe's treatment of the gods, of destiny, was a covert
ppi:oaition to the Christia'nity of‘ the 't:imes, Brashear claims. Dido'.longs »
for perfection, for a co;nbination of sensuality and the divine, the meta-

physical, but.her ultimateltre;gedy displays a nihilistic theme in which /

n

253
. Marion Glen Brashear, Marlowe's ragedz of Dido, Diss. University
of Washingtow™1972. ] . )

3 ;H‘di‘ﬂ‘ o
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the universe is inferior togthe protagonist (pp. 119-140).~ The play, Bra- A -
shear decides, contains unrecognized or;ginélicy of an icopoclastic mind

and the subtle presentation of reﬁbiutionafy ideas (pp.°270-2713. ) / ~

. -
’ ! A -

; The following year Russell Fraser wrote that Marlowe yés "a distem-

Y e

pered sensibilipy giftdd with genius"'wﬁoﬂyas able to tran;iéte his love
of sensation into art. While Virgil was writing of the founding of Rome,
v Marlowe was writing gomescic tragedy. Nhere Virgil is reticent Marlowe - ‘
bécomes\jvociferous and inventive," as in the sack of Troy, the cave scene ‘ .

i
and Dido's lament. He is celebrating a brief -incandescent love, ignoring -

the past and the future to which that present love is tied. In the tradi- :
# o Q - i

tional way, Fraser at this late date still dismisses Dido as prentice work.

s, mbst notable comment is on Mariowe himself: "The pointless violence 1

and the early demise are the appropriate culmination of Marlowe's achieve~

13
. ¥
ment as a playwright and poet."254 T

PR
:
?
[
4

'* The same year Fredson Bowers published a well-received old spelling

edition in typ volumes of Marlowe's complete‘works. Dido is contained fn o

the First voljume.2>> '

p ‘ -
t and importance of rites and ceremonies in Marlowe's plays

The extt

has been ignored as much as the spectacle in-them has been excused, Thomas
L} . L . J
B. Stroup contends. Thus critics have been misled into believing the ' plays .

are'fing lyrical poetry rather than works td be -acted. His article empha-

sizes the dramatic use of rites and rituals which the audience.or reader

can recognize. Although there are, Stroup estimates, sixty formal proces-

254 pussell Fraser, "On Christopher Harlowe," Michigan Quarterly
Review, 12 .(Spring, 1973), 136-44.

., 233 Fredson Bowers, The Complete Works of Christopher Marlés:,‘» C.

» _ (Cambridge: Cambridge University Press, 1973), 2 vols.
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sions to bring the characters onto the stage in Marlowe's' plays, only three

< " can be cousidered 1n this category in Dido. Most spectaoular would be t:he

.

) opening of Act III scene iii with Dido; Aeneas and the whole court respleng

dent in t.heir hunt:ing costumes 'Ihe only. other one Stroup ment.ions occurs

near the opening of Act IV scene iv’ when a procession is followed by t:he o B

v 2
o v

presentat:ion of the crown of Libya to Aegeas. This, lack of formal proces— '

a4 ) . N . ’ Vo
sion 1s no doubt one resson for the relative lack'of dramatic ,aggractidn'in
25 N - &
the play. 6‘ : - . .

In the areg of ceremony, four betrothals occur in Marlowe's plays, the

e

‘most notable and effective being th(tqqf Dido aad Aeneas in the ca\.re, Ln’

which Aeneas‘ vows his undying love and Didourewards him with jewels \and “ ‘—

‘e‘reat:ese him hking of }:arthage-«—a combination of betrothal anN coronation, §

»,/:,‘ '?E{}E turning point of,th’e pl'ay;. .. .heightene& dramatlcally by oxim irony." §
iioting that t:he incident was passed over briefly in Virgil, Stro comments g

“,":" that the cereinon; "makes draﬁxi%’out of narrative;’ (pp.' 204:5)‘. ; é
B Three publications from Salzl:urg University in 1976 celebrated the :
- ) 'value of Dido.g 4 one, Claude Summers sums up well the theme of human des~ ;
/Einy. ’As 4n a1l of Marlowe ] plsys, Dido deals with power, in this case' ) 2

W J the l:l.mit:s of the power of human beings in the t?ands of arbitrary gods.
Thus it is an example of "the chilling undersidq of the celebration of Re-

na[issance aspiration which has come to be sogfcldsely, associated with Chris-

:opher,Matlowe. The play questions the propriéty bf the 1limits of power.

' The icenoclasm is set, of course, in the very first scene. Understandingn

s

>‘ + 256 Thomas B. Stroup, "Ritual in’ Marlowe's Plays," Comparative Drama,
7 (1973-74), 199. - . ' '
‘o 257. ! ’

. "Claude J. Summers, Chriétggﬁér Marlowe and The Politics of Power
(Salzburg: ‘Salzburg University, 1974), pp. 20-40, 188—91.

[N - " ree . 1
.
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ANy

this scene is cructal to understand‘ing the play, Summer states. It shows -

-
.

clearly that: t:he play is not merely a translation. Venus' @ter speech ‘

sets the ,theme of humans adrift in a world dominated by frivolous gods',-ﬂ

\

Sel; agaihst them, ‘the Huhans are: both noble and helpless (pp. 21-3).

Ae;;gaa, destiny _is the gpecific concern: of the play. - He 1is control—~ .

. o
- AT ' B

led by his sense 19f divine purpose, yet Dido is the main character and
'M'arlohwe mplic;itly criticizes Aeneas' divine destlny. "For Virgil Aeneas'
devotion to his divine purpose is admirable and ultimatel§ jugtified by. the
founding of Rome; but' for ‘Marlowe. ..that dev¢.)tion‘ ig a% 'c_:hilling: ma\xlfesta'-
tion gf the arbitrary power of the gods to "cont.:rol ‘t:he ;eills of mgn" (pp-

4

24-5). - \
e . .

they”capse°the hapless mortals in their,control. The pivotal scene comes

when Aeneas wavers immediately after'Dido most firmly asserts her, immense

powers. '"When the conflict between kingship and‘destiﬁy is joined, destiny

‘ triumphs easily” (p. -35). Summers disagrees with Ribner that the play is

about, the conflict between love®%and destiny. It is, rather, a battle he-
tween the power of Dido and thé power of the gods. The bitterfess of uncon-

- , , e
trollable destiny is compounded by the frivolity and pettiness of the gods.

Like Faustus and Edward I1, the play reflects spiritual despair (p. 40).

In his conclusion Summers says that Marlowe exploits politics in Dido

)

as\he does in all his plays. Dido is presented as an absolute monarch to

display Marlowe's belief that the most powerful lunnan is still controlled
I A ,

by destiny, by the ‘whims of the gods. "Dido, Queen of Carthage bitterly

documents the limitations of human power and the fruitlessmess of aspira-

tion" (pp: 188-91).

Summers emphasizes the theme of the indifferent gods ai;d the suffering |
. s .

s
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Steven Young places Dido among the "frame" plays of the perted in

which a dual plot operates throughout the drama "and ultimately answers .

. - b . -
the initial introductory.process with a kind of valediction, a leading

258

out into the real world." The frame in Dido is the world of the gods,

which contrasts and compares with the action of the human protagonists.

&«

Marlowe, Young points out, was faced with the necessity of changing an in-

cident in Virgil into the central action of his play, and the Mmeans of

L s
achieving this was the frame. After a comparison of the original with

Marlowe, he c;ées various devices, such as the giving of gifts, the endless

deceptions and the broken promises which are elaborated and emphasized in

both the play and the frame, i.e., the actions of the gods. The closer

>

the/

connection between the play and the supernatural frame, the more human the

supernatural characters appear. In Dido.the connection is narratively. g

close and so tke gods are in behaviour almost indistinguishable from the

ungodly (pp. 49-61). . o

Adrianne Roberts—Baytop summarizes early critical comment on the play

k)

and adds Ehat the drama does*three things: reflects Marlowe's knowledge of

the classics, introduces his characteristic portrayal of overreachers and

initiates the theme of sexual love as the centre of the action.- The '"haunt-

ing magic'" of the play lies in the comic‘anthropomorphism of the gods and

in the humanity of Dido. Marlowe has combined the love theme of medieval

romance with the courtly I&Ve of the Renaissance, converting Virgil's un-.

@table‘woman into the Renaissance woman whorpests her lover witﬁ,goy_de-

N
vices, she says.259 |

<

A

258 Steven C. Young, The Frame Structure in Tudor and Stuart Drama
(Salzburg: Salzburg University, 1974), p. 7. y

259

Adrianne Roberts-Baytop, Dido, Queen 'of Infinite Literary Variety

(Salzburg: Salzburg University, 1974), pp. 99-103.
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, teen-age Dido seducing a smaller Aeneas. He offers no proof for this flight

‘suicides ié order_to continue the theatrical game he has beeo playing by
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" Jackson L. Cope decides‘;;;E\Dggg.has been neglected and.unfairly dis-
missed as'aporentice work because the critics have listened too frequently
s e ’

to the "siren séﬂg"\pf its sweet verse and failed to consider it as a play,

and a farce at that.%eo Rendering a minority view, he declares it is per—

haps\Marlowe‘s“best-piece of "total theatre."’ Cope deals primarily with -2~
Marlowe's additions to Virgil, the opéning scene, .the nurse and the final
suicides. The poy players have dictated the tone, he, adds. The homosexual *

themé of the first scene was fo: Marlowe a private joké dependent on the g

public reputation of the boy ﬁlayers and ﬁheir;master, a reflection on ' o ",

o~y T

children's theatre. Thig self-conscious satire broedens into farce as the

play develops 'but it will. not reduce Dido to travesty; rather, it will,,

' 1

i
interlace farce with poetry in an atmosphere where both can eurvive.

LR S Wy I ,‘5;,,: .

pido' s alternating ‘emotions after Cupid has touched her heart is not a

F 3

falling—off'in the standard of veree, but in.fact an underlining of the v -

RERT % SV

faog that thesé are boys enmacting "a farce of lové." The Jupiter-Ganymede

and nurse scenes too underline the homosekual potential of one boy embraciné

another. These scenés are Marlowe's answer to the limitations of making boy

\

players into adult characters (pp. 319—21) : ‘ ///J ' " ;

The faltering of verse as Dido declares her love to an obtuse Aeneaf

e

e

is, another example. Cope suggests this was more humour brought about by a . T

.-

e e E

of fancy, which he says also explains Aeneas'' later lnebility to flee Dido. , ;
N
- ¢ - : -

While Dido dies with true Virgilian dignity, Marlowe thén 4dds. the other

. Y

" 260 ;okson I. Cope, "Marlowe's Dido and the Titillating Children,
Inglish Litera:y Renaissance, 4 (l976),315v25 '
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at all costs." 1In his plays Marlowe declares that,personal actions ‘have
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N
asing children After Dido's surprisingly dignified death Marlowe "added \
a fillip" by ‘ending as he had pramised all along with a "silly story"
superimposed upon the realities of passionate love and death. Cope con~ A
cludes that the mixture of farge and romance in Dido was Marlowh's greatest

gift to Shakespeare, resulting in A Midsummer Night‘s Dream (pp. 522, 324-5).

While an ingenioug explanation of -some of the seeming flaws in Dido,
A ’

Cope's argument is not egrirely convincing. Much of it is based onlguess
work and suppositions (e.g. Dido was larger than Aeneas) and the notiom
that ‘the deachs of Anna and Iarbas can be considered a "fillip" seems, at
least to twéntieth century sensibilities, an unlikely idea. Others such as

AY

Leech, howeverf hare also.suggested that the suicides é@e comic.

In a boek on Marlowe published ih 1974 Godshalk continues his earlier
2qnten;iqn that the play concerns destructive love and that Marlowe's addi-
tions and eiﬁansions on Virgil are written to heighten the perverted love

261 ) ‘

theme. Most of the chapter repeats almost unchanged his article of

three years earlier (see pagellIL but there is an additional final para-

graph discussing the political overtones of the play.. In it, Godshalk says

that the thwarted love will lead to problems in the future. "The tragedy
\ : o
of love points to-the tragedy of empire.“ Godshalk reminds modern readers

that to Elizabethans romantic love was not "an ultimate'value to be pursued

1

‘auch greater repercussions, The individual must consider .the common good -
&

as well as his own desires (pp. 57-8).

@

Love and death are both antagonists and allies in Eliz?bethan drama,

?

b -

261 William Leight Godshalk, The Marlovian World Picture (The
Hague: Mouton, 1974)., . . !
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according to Charles Forker.262 Love and death had a special force with

the Elizabethans; who originated the genre of the love tragedy. Noting
" that éigg ends with three romantiéally igauced suiéides, he says that
Y Dido's final words, "I never die/ For'\in his looks I see etel\'nity" (1v.
1v.121-122) are a summation of ?h;s nexus, and antiéipate the dying lines
of Cleopatra, (a topic that was also popular in 1906-7, see chapter four.)
In a 1975 study of Mhriowe,/Gerald Pinciss continues the theme tLat
.the play's intent is to show the gods in a belittling position compared to
. their human victims.263 Tﬁe opening scene sets the tone. In.a summary of
the action, Pinciss draws attention to Marlowe's gkill in transposing Vir-
gll, who wou}d be familiar to all educated members of the audiehce, in the
narfative of the fall of Troy, chiefly by his use of qg;bs. Active verbs
dch;ibe the‘dction, present participles link tﬁe narration and are inﬁex-
woven with past participles.followed by prepositions all dccurring with
inéreasing frequency "to convey the frenzied activity." Action is also
emphasized by placing the‘verb before the subject. Rhetorical devices dre
used to heighten the emotion. "The ease Qf Marl&we's control over poetic
effects, the a;surancg of his use of gtress, caesura, end-stopped and run-
on lines for theatrical forcefulness is astonishing" (pp. 115-6).
—~ . Pinciss also states that throughout the play Marlowe seizes many Oppor-
tunities to compare humans favourably to the gods, ironically eéﬁoing Olym-

pian lines in the mouths of the men and women. He adds that one of Marlowe's

achievements in Dido is the innovation he brings to the children's theatre

262 Charles R. Forker, "The Love-Death Nexus in English Renaissance
Tragedy,"” Shakespeare Studies, 8 (1975), 212.

. 263 Gerald Pinciss, Chrisg‘pher Marlowe (New York: Ungar, 1975),
‘PP, 111-125. »

&
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pattern set by Lyly. Marlowe borrows effects from Lyly but where Lyly's
style reduces the intensity of emotion, Marlowe's blank verse intensifies
it. Althougb written for a children's company, much of the play résembles
material Marlowe wrote for adults. Pigci§s says that there is no reliable
record of a performance of,the play untii the SoutHampton schoolboy péo—
duction of 1964 (pp. 122-4).

A recent dissertation deals with comedy in Marlowe, specifically in

Dido the'cqmedy of passion.264 The ﬁuthor, Emmanuel Asibong, says Marlowe

contrasts.the pretensions of Aeneas and the fre ty of his actions as the
source of his comedy in this play: 'the would-be lover, orator and favgur-

ite of the gods contrasted with the reality of .the shattered warrior" (p.

*

iv). He cites such instances as Aeneas' confusion of the statue of Priam

Carthaginians; the emotional and petty conduct of the gods; the distorted

i

account of the sack of Troy and the verbal interplay of passion between N

-

Aeneas and Dido (pp. 85-88, 91). The exaggerated ﬁerbal_behévior of Aeneas,
Asibong avers, is purposefully farcical. What others (e.g. Steane) take
for bad writing and uneasy hyperﬁdie Asibong sees as intentional ironic
comedy. ''We may not laugh’ because.[Aeneas] ié/nog*;n orator, warrior,
lo§er or hefo; but wé laugh because he is pretending to b; all these (pp.
9s-101). . & ;

In Dido the cémedy of inversion, involving manipulation of‘parodic and

ironic references to classical allusions, Latiin and Biblical half—qudtatfons,

broadens into farce, Asibong conQ;nues(E?. 151, 182). An example is the

a

264 Emmanuel Bassey Asibong, Comic Sensibility in the Plays of Chris-

.topher Marlowe, Diss University of Massachusetts 1975. o
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opening scene with the gods. The comedy of inversion in Dido embodies the

-language of love and lyric seduction in which the action of‘Jupitef is ironi-

cally reversed by the mortals. The second type of inversion involves the

inverse mirroring by other characters of the effect df‘Cupid's "love~

. inoculation" om the queen. She is the comic victim of a passion beyond her

control--for example, as when she says "for I love thee not/ And yet I hate
thee not...Aeneas speak” (IIL.{1.170-2). And this comic aspect is anticli-
mactically parodied by the aged nurse. Yet all this, togethér with the K

pointless death of Iarbus and Anna, inversely proclaiﬁ Dido's ultimate

R

elevation to tragic-heroic stature because of her roﬁantic sincerity (pp:
181-191). This interesting interpretation suggests that much that has been,
deemed ¢lumsy and juvenile in Qiég,may'in fact be comic inventiveness of
the highest sophistication. ' ‘
In a striking examﬁle Qf how literary critiéism 1s affected by ;he
teggper of the times, Velma Bdﬁfkeois Richmond declares in 1975, Women's Ia-
ternational Year, that Marlowe is a particularly good subject for énalygﬁf
of»thg woman's point qf view because of his "masculine assertiveness§ his

€~
£.7265 ghe

f
RS, g Al SEARL wwmwme@mﬂ e

notes that Elizabethan women were much freei,than those of éarliex times,

A\

and quotes Q visitor to England in 1602 as saying'that éﬁglish women were . -
\freer than any others. Yet Marlowe presents ultimate1§ ineffectual women
such as Helen, a beautiful silent sex object who intervemes between man and

his sigﬁificént activity, and Dido, who attempts to keep Aeneas krom his

destiny but is outwitted and dies. The bulk of the article is concerned

e

265 Velma Bourgeois.Richmond, "Renaissance Sexuality and Marlowe's * o
Women," Ball State University Forum, 16, No.4 (1975), 36-44.
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. “J with the women in the two Tamburlaine plays. ' Richmond decides that for

Marlowe Christianity represents weakness and his women convey the Christian,

- R 3
I \‘E,

ineffectual attitudes pitted against masculine "wyigorous action, ambition,
and self-glorification" (p. 44). ‘ e

. ~ ' Marlowe's protagonists are "furioosiw engaged in the work of making
themselves inaccessible to life" says Cyrus Hoy in a 1975 article. Aeneas
is an example, one who "firmly sacrifices love to majesty"266 as ghown by
the passage that begins "I fain would go but beauty calls me back," and
concludes "To sea, Aeneas, find out Italy!"™ (IV. 111, 46-36) Marlowe's

world is static, Hoy claims, despite much. incident in the plays, because

F R

the heroes do not undergo meaningful change and modification of character.

S e 2B

Koy states "There is nothing in Marlowe's frozen world to sustain love, so
,5 that its potential power of metamorphosis goes umrealized, and the spaces
{ . _of the plays echo with a particular emptiness" (p. 458). "

v i , ~ In a—1975 dissertation superwiped by Robert Kimbrocgh, Michael Tinker
suggests that Dido has. been unappreciated because writers failed to under-
stand that it was written for an elite private theatre audience, After

' analyzing Fhe childrens' theatres of the time and eleven other plays writtend

for the same kind of audience, Tinker devotes his final chapter to a con-

sideration of Dido, which he points out was written for 'the same audience
267

a

that enjoyed Lyly and Peele. As a coﬁsequeﬁce Dido is a play of ideas,

rather than one in the tradition of morality and' vice in which his other,

public—theatre{ plays are written. Although Marlowe observed the conven-
] ‘ ) ‘ ) ' ‘ . ¥
. 266 " 4 "
- Cyrus Hoy, 'Shakespeare, SIfdney and-. Marlowe, Virginia Quarterly
Review, 51 (Summer 1975), 454-8, . ,)
267 . Michael Tinker; Dido, Queen of Carthgge and The Children's Com~
E ies of the 1580 1580’'s, Diss. University v of Wisconsin 1975. .
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tions of balancing the characters on both sides of the debate on love and

honour, he goes beyond the private theatrical modes of Lyly and Peele.

Dido's death does not necessarily impute blame to Aeneas because of the

-

theatre tradition of balancing, says Tinker, who feels critics are "engaging
L in usele/ssfar’gument. ...We must understand what Dido is before we can under-

stand what it means." The characters in Dido follow court drama traditiom;

'

the .adaptation from Virgil follows the conventions of imitation and iupdt.
The differences in staging from Marlowe's other plays stem from the fact

that private theatre combined medieval English and classical Roman staging; ' 5

and has a far more important role to, play in the action, with its multiple

«

stage,. than does the public stage of Marlowe's other dramas (p 237).

o ¢

R

i

S on

Concepts of the play of ideas and allegory are the keys to understand—

%j ing Dido, Tinker cl‘aims England’s g,uéen, too, had prgblems with foreign ‘5
{!E entanglement‘:s. Arid Tarbus specifit;lly refers to Dido as "Eliza (Iv.11.10). ;’
{ The play, says Tinker, is not about love and honour, but rather ;love vetsus L.

; R ho’nojur and love versus chastity--in sum, the destructive effec”tﬂ of love e\h - 2
} ] s both honour and chastit};.' It is an attack on lo‘\:e_. ' "It says that love is LN !
?' ' destructive, that it is debilitating and v\,zeakening."_ The %:%1} ‘ ‘
N this play of ideas are not real people; théy are the symbolic representa- . ;
gu \~\ tions of this ‘theme, he contends (pp. 275-6). A
; . \! Two 1976 studies deal with the problem of Marlowe's view of passion ' )
% I A Opposed to reason. In his edition of the plays and -poems E.D. Pendryvsays ‘ \
| that most of Marlowe's heroes 1ose stature during the course of his plays. ]

He then applies this observation to Dido, saying that Marlowe loses sympathy
with her because of her worldly action in trying to dissuade Aeneas from

his destiny as the founder of Rome. He adds that “"For Marlowe, tragedy is

<




1268 David Lakla terms

y ° the lot of those whose wits have deeerted them.
Dido a pastoral play in which passionate love causes the downfall of the
chief protagonist. 'Dido, he believes, is an imporrant play in the de

i . casibus genre, for it develops-lohé‘as a passion which brings the horror

s

"of a fall. :}ove‘ié'a tragic flaw undermining reason,269 » ‘

!
. "Marlowe never clearly states his beliefs, Richard Martin states in
T ‘ " another 1976 dissertation.* Calling Dido the first recognizably non-~Senecan
Engliéh tragedy, he notes the conflicting impulses that generate tragic

. ' 2 .
- _choice, 10 Citing many dramatic utterances that create the tragic conflict

between love and honour in the play, he sums up thepresentation of conflict

e e
e

as "communicated less through opposing points of view than through’a con-

-h,m,
AR
.

g

trast in rhetorical modes” (pp. 89-93). Aeneas attempts to escape war but

ﬁ/ his dilemma raises the quéstion of freedom of choice and leaves the issue
g{ . . . ' 1 '
§ ’ of justice in human suffering unresolved. Marlowe, Martin concludes, be-
% lieves that neither love nor heroism is absolute (pp. 101, 105).
A
¥ @ A clear indication that more scholarship is needed before even seminal
s opinions can be expressed on many aspects of Dido is demonstrated in the
% ‘article of Mary E. Smith of the University of New Brunswick.271 Professor
é Smith states that contrary to the almost universally accepted idea that the
g - 1 T
g play depends solely on Virgil, she has found resemblances to the Dido plays
X : p . 2420
L . '
A 268
% . E.D. Pendry, Christopher Marlowe Works, rev. ed. (London : Dent,
g . . 1976), p viii; xi.

269

David G. Lalka, Christopher Marlowe: Some Studies in Genre, Diss.
'University of South Carolina 1976, pp. 207, 237. .

270 Richard Anderson Martin, The Theatre of Experience, Diss. Univer-
sity of California 1976, p: 83.
- 271 \ary E. Smith, "Marlové and Italian Dido Drama," Ifalica, 53,
~ Yo. 2 (Summer 1976), 223-35. : .
\
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of the Italian renaissance dramatists: five similaritie; in plot and
charactér that afe not found in Virgil, and one- verbal parallel, The
Italian plays she discusses are Alessandro Pazzi's gigé'Carthagine, (?1524);
the Didone of Giovambattista Girgldi Cinthio:;c. 1543), and Ludovico Dolce's
Didone (1547). (Only one earlier writer had noted any.resemblance betwéeq

L. . . ' >
'Marlowe and these writers, and then only one instance--see Koskenniemi,

. P 113.) Especially ‘syggestive is Professor Smith}s review of the . treat-
ment of the character of Aeneas, who had degenerated from Virgil's "pius
Aen®as" to the role of false lover and betrayér of Troy in suéh medieval
literature as Lydgate's Eséz Book. There aréistrong paralleles between
Marlowe's Aeneas and the character portrayed by the Italian dramatlsts,_
with the greatest similarities found in Dolcg. Smlth proposes the theory

. that the progression was from the mediéval.to the Italians to Marlowe; with .
Dolce the direct preceding source. .

In a published address togiheﬂEnglish Iﬁstituté in 1976, entitled
"Infinite Ricﬁes in a Little Room," Marjorie Garbgr, after pointing out -
that dramatic tension derives from the contrast between agpiration and
limitatioﬁ, sayijspg:\}n Dido this tension arises from the juxtaposition of
beauty and destruction. Dido calls herself a.secpnd Helen but it is. she who
is destroyed, upon a funeral pﬁré that is the metaphor of her degpair. Aeneas
is her Trojan horse. Dido wrongly believes she has the power to entlose but
she is t;e one who is enclosed by flre.272 The ;ame year also saw the'pub-

a

"lication of an exhaustlve 721-page analysis and descr1pt10n¢of the syntax of
[ : . . "

72Marjorig Garber, "Infinite Riches in a Little Room: Closure and
‘Enclosure in Marlowe,” in Two Renaissance Mythmakers: Christopher Marlowe

and Bep Jonson, ed. Alvin Kernan (Baltimore: The Johns Hopkins University
Press, 1 977y, rp. 3~5, 8. . -
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Christopher Marlowe's language in all his works, including his translations.

In his introduction to this huge work Sadao Andd writes that the study is

T AN b g

intended to be a contribution to a deeper understanding of Marlowe's literary =

genius but the book more resembles a text of chemical formulae. By the fourth

line the author is using phrases such as "nul set @§" and non-finite compli-

ment ; this technical celebration of Marlowe's genius would, one suspects, be

confined to a special few—-infinite riches for a littlg group, pex:haps.273
'

T
b

Between 1966 and 1976 the scholarly world saw a great leap forward in

the considerations of the complexities of Dido, bul the result was even

greater divergencies in interpretation. The most interesting change in empha-

sis was the movement of Dido hetself from a supporting role to stage centre.

For the first time Dido becomes the chief subject of mény studies. This

& Al

change has resulted in distinctly new: views of the basic themes.of this con-

tradictory draﬁa. The play increasingly is seen as. part of the main thrust

.of Marlowe's woi‘k, as part of the depiction of a universe inferior to its

protagonists, a world of spiritual disarray, of nihilism, of hopeless human

aspirations. ‘A sophisticated humour, a farcical approach, an ironic iceno-

clastic comedy are the means Marlowe uses to achieve this savage indictment——

this by a playwright once universally deemed humourless, in a play once
deemed a ;ranslation. As Aeneas and his destiny become subordinate, .the
sécondary role oquafbas (but not yet Anna) receives its first ext’ens’;ive"
'attentiom The facit that many of the most o;iginal intgrpretat:l:on‘s of the

[ ] .
play in this decade come from doctoral dissertations.augers well for future

imaginative enquiries into this ﬁuzzling play.,

) 273 Sadao Ando, A Descriptive §Etax of Christopher Marlowe's Language»

(Tokyo: University of ' Tokyo Press, 1976).
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CHAPTER EIGHT

The Past, The Present and the Future

Christophe;' Marlowe wrote -his plays during a time of turmoil in a

3

country ruled by a powerful queen. "*He himself was a forceful and uncon-

o

ventional person. In our present climate of changing sexual roles and

general moral ferment his plays have once again acquired a contemporary

.

atmosphere. Dido,<the story of a powerful queen and her :eluct'ant‘ lover,

shares in that atmosphere’, Attitudes éxpressed in the play which offended

or bored earlier commentators have in recent years attracted the approviag
attention of an increasing number of scholars. This atténtion is deserved.

Dido is a good, if not great, play by ome of the most important dramatists

‘in the English language. - Read today, more than 350 years after it was

- written, the play joins social, historical; moral and literary as;;ects and

. / ’
interests in.such a way as to give it fresh appeal to Marlowe's audience.

An overview of the critical history of the play will demonstrate not only

the sudden recent flurry .of appreciation accorded Dido but also its spcial,

political and artistic relevance to our era. Previous chapters have summéri-
o - .

3 ’ w . ’ 4
zed the critical history in chronological order to demonstrate the develop-
ms't_xt of the information and interpretaéions brought to bear on the play.

This chapter will analyze this criticism on the basis of topics and thémes,

.

as, well as suggest areas in need _ofv further study and explorationm.

- 4

" -The play was first print:éd in 1594 but for reasons outlined in the first

two chapters it did not share in the early days of scholarly literary criti-
> - ‘ B - ' ; D

cigm. ‘Early comment, théuy is easy ‘to summarize.. For 200 years Dido. re-

ceived little more than citatioms in lists of the works of Marlowe or Nashe.
f / - r
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In the nineteenth century the play received somewhat more attention due in

major par.t to the vegition's: of the plzy in the first half of the century.

Dating, authorship, sources‘ and style have been cd‘netant concerns, interf
spersed by increasing interest in characteri‘zat‘ion, narrative, imalgery,
religion, ‘ways of d‘isco'vering Marlm:ze's character ‘and beliefs in the work,
ﬂumour, gexuality, structure-and, latterly, themes--the ambiguous message
in the play. -~ ‘

The first question iaddressed was authorship, a quést:idn still unresolved.
Early historians were un'ce'rtain as to who wrc-n:e the play, soine assigning }t
't:o, Nashe, alt;i'xough current majority gﬁinion holds that Nashe did little more
than supervise it‘s printing. Those. who'have believed @he play belonged ’

chvieflg to Nashe, or owed a great deal to him, included Oxberry, Collier,

Fleay,,J.i. Ingram, Grosart, Ellis and Guy Lamréchts as well as anonymous

~ N

'opinions in Retrosp Review in 1822, ‘and the 0ld English Drama series

of 1825. The majority of scholars and .critics, however, have assigned the

pla}; entirely or chiefly to Marlowe, including Broughton, Dyce, Ward, Bullen,

Crawford, McKerz:ow, Pinkerton, Tucker Brooke and aim;)st all later writers.

‘ , N . B
In the "undecided" camp are Edward Dowden, who withheld comment for this

reason; Leo Kirschbaum, who in 1962 omittéd Dido frm‘n, his edition of the

: ”play's; and H.J. Oliver. This is one area Sin which computer techniqueé could

possibly be of use to literary scholarship. While one sympathi;:es with those
whe ‘dismiksﬁi:echnical. aids as propg for the tin-eared, nevqrtheléss computer
study can greatly elaborate tedioﬁé dogsbgdy wbrk.k Concordlances, for™exam-
hpile, have been an expense of spirit in‘ their compilation by pre-computer

<

methods, but of cg;urse they . have als;) provided many valuable insights for
K [ \ .

~

scholars. In the same way a*compiete stylistic analysis of the works of

N s
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Nashe and Marlowe could provide an accurate survey of their use of language

", and structure, in place of the present very incomplete discussion of their: -

writing vocabulariés. Computer methods would make the study feasible.

Naturally;a computer cannot distinguish between deliberately courted changes

-
’

owh, PN A

in style and Marlowe was hardly a static stylist. Nevertheless complete'an&

1

exact analysis would be a sounder beginning to speculation based on stylis-

tic considerations and conjectures than are the present ad hoc studies.
rl N L}

And speculation would seem to be the only field open ir this,ijticular area

54

of Dido study.

.

After the ;;oblem of authorship come the problems of “order and dating.
Throughout the nineteenth century it was usually taken for grgeted‘?hat Dido -
was a late play unfinished at Marlowe's death and completed by Nashe. Near
the end of the gentufy, John SymondQ and'Percy Pinkerton am;ng~qthers sug-

- gestled that Dido was an early play, perhaps dating even frqm his uniVer;ity
years. During this century the latter opinion has been the mosf favoured,
although there are those who would find a place in virtually any "périod"

;f Marlowe's ?hort writing life to house Dido. Those who have dated the

play’as Marlowe's first include Collier, Bullem, Ingram, Ridley, Wartonm,

. Y .
\ Dyce, Broughton, Ward, Creizenach, Knutowski,’Ellia, Lee, Crawford, McKerrow

and Brooke. Crawford believed it was written at the same time as amburlaine,
while Schelliné, Pearce‘and Clemen, among others, believe it was
revised after Tamburlaine. In 1919 T.S. Eliot termed, it a later work beze
cause of the progress in style while recent studentslof the play'Believe it
was an early work revised late in Marléwe's life. L.E.?, Pearsall says the
Pmbiguities, the distancing, indicate maturé work, whi}e Sélgado suggests 1t

. . "
is an early play revised, offering as proof the fact that some of the play

&=
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is simplf éignslation while other paits are free innovation. This latter
opinion seemé the mos¥ acceptablé‘theory.

The final gcene hag been the subject of controversial interpretatioms,
inclu?ing the subject of dating. The effectiveness of the three suicides
has been hotly debated. ' Some find it brisk and effective; ‘others bathetié
and-uﬁintentiohally farcical, proof of early work: Obviously with such-
sharply diverging opinions, the problems here are still very much unresolved.
It is most likély th:t the play is an"early work, pérhaps even a uqrﬁeréity
translation,and that Harlowe was working on a revision at the time of his
death. 'The_occasional unpolished line or phrase contrasting'pbwerfully wiih
the skil} and beauty of oﬁhérs, taken together‘wichuthe rather abrupt dis-

patch of Anna and Iarbus suggest that the play was not quite completed. A

corollary is the speculation that Nashe adggdcihly a 1ittle finish here and

thére. Or did he in fact collaborate with Marlowe? Is the less succesifuf
poetry his work? A more thorough analysis of the final scene wili providé

many lnteresting conjectures while i;creasiné general understanding of the

play.’ ( .

.To the comments on authorship, dating and tran@lation have been gradualli
added increased considerations Qf‘the play's value as literature. As n;ted
earlibp, until the nineteenth, century the play was eitber ignored or oniy -
mentioned briefly in literary histories and first critical éValuationé were

, o .
dismissive. 13‘1778, for example, Thomas Warton termed the- play "tedious,"

the Retrospective Review of 1822 found it "very defective," and Broughton in

hif infloential series of articles in 1830 in Gentlemen's Magazine said it

is "remarkable for little saye its.rarity." Trollope called it_"a burlesque";.

Bullen, "quaint"; and Verity termed it "the worst thing he ever did." Later

o
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nineteenth century writers, however, showed a gradual increase in interest.

James Russell Lowell echoed Warton's judgement of tedium but added that

£l

the play shows Marlowe's "burning hand." Editor Ridley called it "crude"

but added that some scenes disblay a powerful style. Gradually, the com~
A3
ment shoved gsigns, albeit grudgimgly, of moving towards the favourable.

o

Yet Swinburne, pos }pl} the greatest Ma?lowe enthusiast, felt the play was
"hasty [and] feeﬁéz." Arthur Symons reported that there is little to be
sald for Dido and John Bakeless agreed that it holds small inFerest for fhé
modern reader. John-Gassner found it "indifférent," and Philip Henderson

said it contains a preponderance of weak and over-sweet 1lines. Knowledge

of its source in the Aeneid seemed to influence some scholars negatively.

~—

. 7 ’
J.A. Symonds dismissed it as mere translaﬁ}on while Michel Poirier said the
use of Virgil amounts almost to!plagiarfsm. Until very recent ‘days, admira-

tion for Dido has been hard to find. ' Besides d&rd and Boas, there was

' Pearce's unpublished dissertation of 1930, deeming the play "perfection of

imaginaff?eithought in verse...a treasure house of Marlowe's expériments"
’ °
(p. 51). John Cutts in 1958 complained :t unjustifiable neglect and in

1964, Marlowe's quadricenteﬂnial, J.B. Steane said the play showed Marlowe's

A

energy at its best. " The play, he stated, contains the séme enthusiasm for
man that Shakespeare showed, the same vast canvas, even if the work is less
e .

mature. With generalized pfoclamations of worth such as this, the s;holarly

world began to give closer attention to Dido and the result has been a re-

harkable recent bzﬁifgffsg of study and comment. The quadricentenhia&fﬁener—

" ated increased interest in Marlowe and the York Symposium four years later‘

marked a turning péint for criticism of the play. More close analysis, more

-
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. since the gymposium than in the previous 350 years.

»

Several areas of consideration, however, have appeared intermittently
’ ' oE

\ .
over the years since the play was first printed. One long-standing intetest

:@&¥$ RS
*

has been comparing the play to the Aéneid, to other plays by Marlowe, to

TSN

L

s 7

other versions of the Dido story and to the works of other playwrigh%s,

especially those of Shakespeare. s

«

Comparing Dido to its sources in the Aeneid (Boéks I, IT and 1IV) has
l‘ \ so far ;;elded,the most productive critiéism. Boas £n 1896fremarke& that
3 : " Marlowe's use of the material was thoroughly original, and in ;‘much longer
study'in‘l940 he selected‘for’specidl praise the skillful way Marlo&ﬁ/ggm-
" pressed the 800 lines of the description of the downfall of Troy into 100. .
lines. (Yet in 1951 Poirier called it-"glmosq plaéiar;sm.") The fi;st
lengthy comparison ?f-the play and the epic was undertake; by L.V. Allen in
a 1924 dissertation which found many differencep and inventions, and a change

in Aeneas' motives. In his 1930 dissertation, T.M. Pearce suggested thematic

reasons for the changes and commented on the play's "considerable maturity"

in stagecraft in its adaptation from Virgil. Oliver, Bréoke and'most recent
& ‘d;ssertat}ons give some ;ttention to source. Most writers feel Marlowe

%ﬁ ‘\&. worked directly from the Latin epij> The cﬁanges‘he madé from the Aeneid(

e have proven to be fruitful ground for deciphering tﬂe coded messages Marlowe
has delivered. Additional works interpreting these‘changes will almost cer—
tainly provide more insight;

The area of comparison to other versions of the Di&o story is more com-
plicdted and, as would be expected, thérg is greater disagreement. Boas ahd
Barbara Swain believed Marlowe was unfamiliar with any version but Virgil's.
Ethel Seaton, however, noted similarities between Marlowe's Dido and Lydgatg's

s
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medie&%l zggx_gggg. Oliver'disagrees, saying Seaton goes too far and the
' A

evidence to connmect the two versions is slight. Koskenniemi says there
was no earlier influence except perhaﬁs Jodelle: but Mary Smith finds re-f
semblance in the Dido plays ;f Italian Renaissance dramatistg‘Pazzo,
Giraldi and Cinthio. Although obviously no definitive answer wiil be pos-
sible in this area, comparisons such as Smith's could well prbvide much
intéresting inter?retation in the same way as the comparisons with-ihe'
Aeneid have.

A number of scholars have made ;omparisons between Marlowe's own works
with the hope that they ﬁight uncover the chronological sequence, suggest

develoﬁﬁents in Marlowe's thoughtﬁor testyauthorship; A favourite compari-

son for Dido students is with Hero and Leandef, both inlstyle and subject.

n M. C. Bradbfook notes the parallels of love in the two pieces, claiming

that the Dido infatuations burlesque those in the poem. | The' prologue of . |

3

Dido resembles the adventure of Leander with Neptune eand may have been

.written-at about the ‘same time. " Brian Gibbons says both pieces are written "

in mock heroié style and both were probably inﬁluenced by Ovid. John Bake-
less in 1938 found twenty-five passages in Qigg that té-éppeared "inﬂpuri-
fied form" in iater works. By 1942, heahad féund twelve mote:

Many sgudents of Marlowe have, of course, discussed similarities be-

tween his work and SHAkespea;e's. The interest in coméarison reached a

climax-in 1964, the quadricéntennialiof the birth of both men. Shakespeare

plays in which echoes of Dido have been perceived inélude Romeo‘and Juliet,

" A Midsummer Night's Dream, As You Like It, Much Ado About Nothing, Macbeth,

Antony and Cleopatra, The Tempest and, of course, Hamlet. Hermann $bschmann

declares Shakespeare and Marlowe collaborated on An;ony and Cleopatta.
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Irving Ribner contrasted the two mép‘s views on life. But the biggest
Shakespearean problgm in thelgiég_critical canon is thé question of the
First Player's speech in Hamlet ' (see Appénéix "By, Fe? question that ,
Hamlet is referring to Qggg_in this scene. Harry Levin is a dissernter--he -
says the reference is Fo Ovid. The problem the writers cannot resolve is
whether the reference is a compliment to Marlowe, or a pérody of his stylg.
And is one to believe that this scene proves.that éigg_was 1;deed‘§erformed?
The pérodist school includes Fleay, Brooke, Middleton Murry, Fr;pp and Har~
bage. And there are other interpretations. Henry David Gray asse;tg'it is
.not pagody but Shakespearean juvenalia. Rowse attributes fhe gsimilarities b
to Shakespeare's brilliant aural memory. (This idea'in turn suggests the ‘
play 'must have been performed.) .Speaight says the speech is just straight
borrowing by Shakespeare, in the é;ce;ted Elizabethaﬁtfashion. Tannenbaum ///
says it,i{ a sincere tribute; so does Clifford Leech. He sensiply points
out that the Pyrrhus speech,must‘be taken seriously or %t makes nonsense of
Hamlet's praise. As well, the concept of parody simply)ages not fit with
anything in this scene. ' And much of the argument centres upon the™word
"wingd" whicﬁ in fact reads "wound" in themoriginal quarto, as Oliver notes
in his editiQn of the play. Shakespeare's "saw of might" had already indi-
.cated his admirat;sn of Marlowe and any deficiencies perceived in the' Player's
speech can well be attributed to the fact Fhat Shakespeare was attempting to
provide a style other thaﬂ his owg naturaluqe%;;. This point in the play
would hardly be the place for diversionary iromy.
| Marlowe himse{f has inspired another fie1d~of’§tudy. His seemingly com~

plex and comtradictory personality has influenced the 'personal heresy' school

-and Dido has attracted its ghare of the school's attention. Students of the

P
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«playwright seek answers to such questions as his attitudes to religion, homo-

\\vifxuality and politics, his sense of humour and his over-reaching character

~

“in his works. Dido has been used less in attempts to discover Marlowe than
h;ve the other plays, pefhaps because eiplic;tion-criticism dominated the
critical field by the time the play belatedly ¥egan to receivJ &tensive
attention. Writers who d;d use the play as a key to unlock Marlowe's mys-
terles include Charles Knight, G.B. Smith, Turnér, Pinkerton, Verity, Ellis-
Fermer and Koéb;r. The divergent opinions they reach suggest‘these subject;'
ive methodsqare not pafticularly reliable. As an examplé, Brooke says there
is no evidence in his writing to suggest Marlowe is an atheist whi}e Kocher

o

in the same year holds that there is so much evidence that it cannot be ig-

<

nored+” Steane objects to attempts to uncover Marlowe the man in his work as .
he is the "least static" of writers, a fact which still would not necéssarily
_ disguise the hand behind the charécters.> Peschmann says Steane éarriqs too

-

far the attempt to disassociate the two,

ointing out that Marlowe wrote of
a narrow range:of characters. This axfa of gpeculation, vhile good fun,
does not seeﬁ to have added measurab tﬁe understanding of the plq?.

As Qell as Henderson's remark on crueity cited earlier, much has been
written of the homosexuality LQ.EEQQ- Kocher‘states the jz;iter—éanymede
scene, frequently offered as proof of Marlowe's homogexuality, sets his wofk
Qpa}t from all othg; Elizabethans. Yet Levin mentions the scene only in
passing. Obviously at least one well-known scholar is not impressed by its
importance. Barry Phillips says that-the homoséxuality in the play has the
qualdty of iromic needling, while Brian Morris declares that hohosex;al love

in Dido is playful while the heterosexual love is hard and cold. Morris's

comments seem one-sided, however, as he notes Dido's "bribes' but not Jupi-~ -

»
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ter's. And dying for love hardly seems :é cold act, although indeed neither

is it playful.
i @

Jackson Cope categorizes Dido as a farce based on‘the sexual reputation

v of the boy players and their masters. He explains all the perceived weak-

nesses of the play as jokes about the age and sex of the piayers. Aeneas'
-

inability to leave Dido is an example. Other interpretations of the blay ’ .

T

-

baséd on the idea that it was written for a company of children have also
been presepted by Henderson and Harbage. Oliver has suggested that the
’ "purple passagesf' were necessary as a gubstitute for characterizations that

would be beyond such a troop. He reports that in the 1964 performance by a

company of Southam;;t:on boys the rest of the play was satisfactory but it was =

LV s W P .

Ceaad

impossible to be convinced by a teenage Aeneas. Certainly  much in the play

becomes less puzzling if one accepts, that in fact it was w;@n for a com-
v l&} N
pany of boy actors of reputedly deviant behaviour.

1w

Growing out of the suggestion that ‘Dido is a farce based on a homosexual

° . o

joke is a much~debated question: did Marlowe have a sense of humour? If one

AAEBA o B LE

accepts that the Baines libel was not:' a libel, then the question is presumably

answered there, in the "boyes and tobacco" remark, hardly the comment of a

humourless man. The nineteenth century, however, was almost unanimous in

agreeing that Marlowe had no humour. Indeed, some commentators evolved in-
] .

genlous theories to explain away Marlowe's unmistakable humour, even suggest-
sing that the comic scenes in Faustus must have been written by someone else.
Robert Bell was probably the first to point out that yes, Marlowe did have a

- - 7 ' "sense of humour. That was in 1856, when he remarked on the farce in The Jew

* _ii Malta.274 But it was nearly 100 years before many more made the same

274 Robert Bell, ed., Poems of Robert Greene and Christopher Marlowe
(London: J.W. Parker and Sous, 1856), p. 151. h
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observation abouﬁ Dido. Boas in fact in his 1896 call.for more appreciation

of Dido said that because of his lack of humour Marlowe wouid ﬁgYeg have &\
gi \ ‘reached the heights of Shakespeare, althduéh he later changed his.miqﬁ on°
% " this topic; It was perhaps Paul Kocher’whoafirst expanded Bell's opinions. | 15
v In his 1946 book on Marlowe he pointed out the comic scenes 1n Dido, inclu—

ding the Jupiter—Ganymede byplay, Juno' 8 sarcasm, Dido's description of her

rejected suitors and the old nurse's infatuation. In 1962 two men commented

v
-~ °

on the humour in Dido. Clifford Leech terms both men and gods "engagingly

PRSPV

% absurd." He then goes rather far by suggesting that even the rapid suicides ;
;%: hint at the comic. Others too have suggested the suicides are amusing.
‘ ?‘ ADougla& Cole géys the play contains much dramatic irony, councerpointéd by (, i
3 . comedy, while ﬁénné Bobin suggestb.tﬁe struggle for power provides botprthe ’ ) g

tension and the’ comedy. In Dido, the huﬁourris mildlyﬂsatiric; as in .the

comic effect of love on_ both Dido and the old nurse, Matsumi Nozaki, however, t

YR

'believes the humour in the play is not good—numoured but rather a symbol of

I e R
<
a
2

frustration, and E.B. Asibong says that the source of comedy is the contrast -

by

between Aeneas' pretensions and his actions. His exaggerated speech is, far-

cical. What others think 1s bad writing, AsibSHg believes, is in fact inten-

tional irony. Other sources of comedy, he stétes, include the opening scene

‘and the parod adgical themes and biblical allusions. That Dido con-

s undeniable. That the humour is ironic also seems

°

- tains humour and

[

self-evident. The adftithesis that this irony is intended to convey is, alas,

still unclear.
Interwoven with these considerations of the kind of play that Dido repre-
sents are studies of the methods Marlowe employed to achieve thege still un-

clear intentions. Aspects ‘of structure, character, plot images and above
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all style have frequently rgpeivea attention from the students of the play.
N ) In fact until very recent years, when interpretations of themes began to

dominate, the view of Dido as a poem and the question of its poetic style

v

were paramount. A number of nineteenth century critics observed that Mar-
i

wlowe was the first tb fullY exploit blank.verse even though he d}d not, as
was sometimes stated, actually invent thg form (see chapter two). The beauty
of the poetry, its richne;s and colour, was thé first aspect of the play to
commend itself to readers. Collier and Dyce were the fi;st imporﬁant critics
to. discuss the play's "véry graceful and beautiful" poetry, to use Collier's

°

" .phrase. Victorian critics such as Cunningham, Vérity: Ellis and Plowman

WS,

liked to refer to the play as a#long poem. Wynne said that Marlowe was the

first to show that a ﬁ;amatiég;coiidfase verse without ruining human speech.
-In the past fifty years, inte?est has been shifting from geﬁe;alized

coﬁments on the péet'sf;kill to ﬁore closelyiconsidéied aspects of his art.,

In 1930; Brooke said the play‘ resembles ’famburlaine in style,"" that .it has

more rhyme than any other Marlowe play and the al;iteration and repetition

G g gt e M .
W T T e, R g
; o

in it are "almost & vice." Loward Baker analyzed the balanced lin;. Charles
Norman notes that Marlowe had no imitative stage (at least, not that we know
- 3f) and that he bUfst into his own brilliant fiery style right from the be-
ginn;ng. Harry.Levin ho{dsnthe opposite view, saying that in Dido Mariowe
had not yet manifested his full "mighty,fine" but the characteristics of it‘
are already apparent. 6 As the chronolégy of Marlowe's plays is still very i
much a debatablé point, and as Marlowe's writing life wa; S0 very éhArt,
stylistic comments based on dating are in f;ct not very useful. If Dido is”
less skillful than Marlowe's other plays, tﬁ; reason could be éxplaiﬁed as

9

convincingly by incomplgfion as by ilncompetence.

a ' )
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pthe£ approaches to style have also been used. In i975, Gerald Pinciss
said Marlowe's trghspositional ékill shows chiefly in his use of verbs. Act-
ive verbs describe the action; participles provide the links.®As the frenzy
» increases, 50 does the use of vgrbs,'énd thelr ;yntactical position often
precedes that of:thefsubject. MariSQEfs éontr&l of style, the writer says;
is'"aston£§hing." G.S. Rousseaq_considers the play on the basis of the rules
of rhetorib of Marlowe's university daysf By this guideline, Dido's language
A 2 ! ° |
of pathos is more a;pealing than Aenqas' language of e;hbs, but Rouéseau ad-
mits he ié not sure what Marlowe wishes to achievg with his rheto;ical de-
vices. Although the poetic style 6f the play has thus received some study,

most aspects of means have caught the attention of relatively few writers.

Marion Smith, Jocelyn Powell and David H. Zucker ‘have written of various as-

dbes o e T

pects of the use of images, emblems and éymbols in the play but 'all of thes; \\ ‘?
subjects still awaig more detailed and definitive studies. .
Early students of Dido criticized the charactérization, stryctﬁre én&h o H
plot but did ;ot specify their complaints. In 1928, D.C. Stuart praised
the play as "almost;..well—made,ﬁ but Leonard Mendelsohn points out tﬁat.the

importance of the narrative overshadows the needs of the drama: dialégqe,

- ~ &
>+ action, character development founder on the narrative rock, especially in

the first part of the ‘play. The dramatic actign'is blurred because the play
\ .
is concerned with events that took ::Zce in fhe past or will take place in

the future. Others have ﬁoticed this 'lack of &rama. Irv;ng Ribner says

the play is a static serie; of phgeants. Gﬁéiéi;falgado blames the lack of ~
movement on the predetermined nature of the action?\\gyrﬁs Hoy adds that

the pfotagonists in Mariowg do not chégge, giving\EEE/Ltationary feeling of

a “frozen world." One wonders, ho&iwar, l;ow often protagonists change in

,\ i —~
Y ‘ é .
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most drimas. They receive new information, they are placed in new situations,

" but if their character is consistently dréwn their actions seem inevitable.

The actions grow in fact from the basic personalities of the protagonists,

ﬁot from changes in character. The fate of Shakespeare's great tragic heroes

such as Hamlet and Othello seems inevitable not the result of changes' during

tbe play in the men themselves. Hamlet inevitably reacts to his mother's

actions; Othello cannot be indifferent to the suggestion of his wife's in-
fidelity. ,If they had behaved differently? they would be different characters. S

&

Character is fate. Dido's passionate-final scene is qonsiétent with the

1

powerful strong-willed character she(yas:displayéd throughout the play~--a

consistency that is surely a virtue of the play, not a defect, - ' ‘
Lt , . ‘
It is the'themes of Dido, however, that have elicited the most ,comment,

especially in recent times. Interpreters of the play are justifiably puzzled

by tbé message that Marlowe means to convey. he is obviously writing of the.

. 4 . “
€ °

relationships between man and his destiny and between man and woman. But

what does he say? ' Much is obgcure--perhaps even to the poet himself, Mar-

\’\\&qge was probably in his early twenties when he wrote Dido; at most he was

twenty-nine. Was his view of life fully developed? We can but conjecture.

. Certainly he has not made it clear fh this play. Was he obscure of purpose

N

or from uncertainty? , Dido, for 'example 49‘3 contradictory character. She

is 1oving.50menimes and sometimes she is vindictive. She is imperial; she

\

1s submissive. At times she vacillates. At other tdimes she is swiftly de-

o '
.

risive. Her very human inconsistencies have upset some interpreters, yet

in fact these inconsistencies. are but. true to life. In this portrait, the

young Marlowe may perhaps have been merely unpractised. It is more likely

that he was gmploxing a strikingly precocious understanding. It is, how- o

_{.gtm,m psarmme-
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ever, u&ike’ly that one so young had developed a completed’ view of*humanity

B d 'G ’
and human relationships. A young man's Dido is bound to be different from
an .old man's. This puzzle gives rise to rich possibilities of 1nterpreta:

tion within the play, indicating that much more will be written on Dido be-

‘ fore we can satisfy ourselves that we have, begun to exhaust its complexities.

As appreciation of the play has ihcreased, 80 have the divergencies in inter-

pretation. ’

Scholars have agreed that the play concetns love, duty and fate, but
ednttoversy surroeeds the .themes taken from thoseé eubjects. . The love stery
presente the first unsolved éroblgn and Dido's charactet)is a major part of
that problem. Boas believed the play is about love, Una Ellis—Fetmer"pointed

out that Dido is the only Marlowe play with love as its main theme and Tucker

)

 Brooke early on used the word "sexual" to describe that love. Brooke, Wynne,

Poirier and others agreed that Dido is the only well-realized heroine id
Marlowe, but beyond that peint disagreement takes"over. Kocher complains
that the queen doee not sttuggle enough and so f;ils to portray the despair
of one’person set.against a warring world. He deems\Diao arrogant, this .
arrogance suggesting that Marlowe believed in absolute monarchy. Boas de-
clares she doesn"t pteaent a cenvincing picture"of a woman scorned, fails .
to rise to Virgilian heights. Gill says Marlowe succeede in theldiffipult
task of making a ttagic'figure out of a puppet but Richmond contends that
Marlowe's Dido is typically ineffectual, despite the relative freedom of
Elizabethan women. Dido is obviously a complex figure.

| While Eilis-Fermor thought Dido a simple play about love, Oliver’sees

1t as g tale of love lost because of the gods. The-difficulty, says Oliverk

is that Mariowe doesn't respect the gpdsjgnd so the tragedy loses its-

w
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*dignity. Brodwin asserts that the queen is an example of worldly love. iier

only interest is her own well-being and Aeneas wishes to flee her "female
drudgery." Continuing the theme of love, Roberts-Baytop, like Brooke.,
emphasizes the fact that the passion in this play is blatantly s;axual;

others also note the‘vériet}y of attitt;des to eroticism exhibited. Gibbons
tt;inks the play's aim is to study the Protean nature of the. pefgixalit‘y under
the ;f:ress of passion, while Mulryne and Fender.sayc,it presents contradictory

views of -passionate experience brought together and lefq unresolved to height-

en the picture of a ridiculous world. In regent studies love as portrayed in
. ° ~ ‘ - *

Qig_p_' is seen as a destructive e;notion, and the pléy itself as an attack on o
.love. Marlowe says love is a flaw, these writgrs be-liev‘e.. W.L. Godshalk

sayé the opening scene sets thc.e thgme of love as unnatural, di'sruptive apd
potent;\ially destructive. Allﬁ:he loves in the play ‘ar‘e destrugtive, inclu-

ding those of Anna, Iarbas and the old nurse, wholends in jail becauset of het

[ "'ﬁ_)’:q) » .
passion. Fire, he points out, is used'as an important symbol of the destruct-’

. - \ "
iveness of love. Michael Tinker finds Dido a play of ideas rather than

morality, a play which slhows the destructive effect of iove on honour and
- ‘

chasi:ity. The characters, he avers, are only symbols. . David Lglka claims

i

love to Marlowe is a tragic flaw which causes the dowrifall of the queen.‘
Thé contention that the play presents ,_].bvé—";} the antagonist of duty,

of honour, of destiny, or ojf'the gods, has been explored by a number ‘o‘l\h‘ . 4
. L .

. scholars. Poixiier feels th‘at M#l;lowe erred in dxpanding the role of the

gods in this rgspeét; " to do so severely weakens the impact of the main char-
. ; , o -

acters, who become mere puppets. Ribner contends that Aeneas is a. superman

marching to glory, momentarily weakened by love. This theme of the human , !
. \ » " '
need of power is & constant one in Marlowe, he points out. Thus, the play

b
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In the same vein, R.A, Martin says Marlowe raises questions but never answers

. ¢\ -
.sages are ambiguous. Future work might benefit from starting, rather than

"ing in the play. 'Obviously Marlowe's intentions are difficult to ascertain.
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is not a tragedy--man succeeds.. David Rogers cites the changes from Virgil

o -

as they. bear on ‘the "love and honour" theme, adding that the passionate die;

‘the honourbound survive., L.E.F. Pearsall disagrees viéh Oliyer's interpre-

-

tation that Marlowe's sympathy lies with Dido and with love. He maintains

4

. that the playwright went to great lengths to avoid an easy allocation of

sﬁnpathiles. It is almost impossible to criticize Aeneas in his state _o%

Q

divided loyalties. He concludes that the 'play 1s a mass of ambiguities.

s

them, questions of chuice, destiny, justice.” He decides that Marlowe believed

3
2
N

that.neither love no.r heroism arel absolute. E.D. Pendry believes Marlowe
loses sympathy with Dido and her love because of her worldly attempt to dis-
suade Agnéas from his destiny. The conflicts of opinion on the conflict of
love anci duty-destiny_are obviously ﬁmnexlous. |

These studies usually conclude with the statement that the play's mes-

concluding, at that point. An overview of all the themes of love considered |,
o ’date, some detailed study of Platonic ideas current in the Renaissance and
a review of Virgif would make a good beginning. A synthesis of the ideas

developed so far might provide the means to determine what is reaily happen-

But;_ equally as obviously his sympathieg lie with D}do, the ’1ove nsymbol,.
rather than Aeneas, the degtiny symbbl. ﬁven on. the printed page the queen
seems vibrant while her lover is lifeless and blurfed. Wh'y does she die while
the opportunistic Aeneas goes on to worldly success? The answer to that ques-—
ti:n“may well hold the key to the entire tragedy. ‘ ’ ' "

4And what of Marlowe's attitudes to the gods and, by extemsion, to e
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religion? Most'criticq.agree‘with John Cutts that Marlowe shows contempt
forrghé gods and tth the opening scene is degigned to display the heavenly
authorities unfav;urably in relation to their earthly subjects. Others who
believe that the gods are inferior to the humans include Waith, Cole, D.C.
Allen, nOliver, Knoll, MNozaki and I_’ingiss. Nozaki, saying the play is a
tragedy in which Marlowe expresses hig irritation with the éods, disagrées
with Levin's theory that the opening scene is a criticism of human passion.

It is, rather, a criticism of the gods that humansworship. In this queat%on A

P . . .
of the relationship of the gods and humans, others have expressed somewhat

differénﬁ p;ints of'view. .Poi{ier asgerts that Marlowe!s expansion of the
role of the god; in the drama Qis a mistake which leaveé the pr;tagénists as
mere buppets. Judith Weil disagrees, saying Qgég is a puzzling play with a‘
qofé complex, aimoqt unéiscernable message that belies the reader's first

response to the inductive opening scene. Godshalk presents the plausible
° \ °

»

thesis that the gods are not real, but are in fact expressions of human inner

-

desires. Masinton adds that will is fate. The play demonstrates the tragedy

of the protagonist, Dido, who failsuto adjust her will to new circumsiancgs.

The situation she creates .deprives her of her dream. Steven Young describeé

- »

Dido as a "frame" play, with the actions of the gods- repeated by the humans

80 that the gods and the ungodly become almost interchangeable. Tying the

~play firmly into the ma%gstréam of Marlovian thought, Claude Summers says

the ultimate theme is the impropriety of the limits of power imposed on human-
ity by supreme forces. Aeneas' destiny is the !éhtral question yet Marlowe
criticizes this destiny. Summers disagrees with Ribne;'s statement that the

theme '1s divine destiny, saying it 1is rather the conflict between the gods

and Dido, the absolute momarch who is nevertheless bowerless in the hands of

i
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the gods. Ribher,'on the other hand, concludes the play is notj; tragedy

because the central theme of Aeneas' fate is ordained. Instead, he says,

the play 1is the fifst step on the forﬁer theology student's writing path
from Christianity to pagan sexuality. Once again we\find a theme in whicﬁ
‘the only constant in the approachgs is di@agreement. A definition of wh;t
is meant by tragedy would be‘a good starting point for an attempt to resolve
the problems herg. Some writers have maintained that a pre-ordained fate®

cannot be considered tragic, no matter what the outcome; "others aver the
\ ]
\
exact opposite. 1Is Dido's fate tragic or is it triviaL? The interpretatjion

of the part played by the gods contains the answer to ‘that quéétion. A human

being struggling to escape the inescapable Tsv§ﬁ%giy"a tragic figure.- One

4

whose tragedy is decreed by trifling gods is.surely doubly_tragrc.-
Another apﬁroach to the play has appeared in recent years. Thefemphgsisf

Al

on Dido, the shift of attention and sympathy from Aeneas, while touched on

briefly from time to time earlier, began in earmest in the 197le. In 1971,

Cutts reduced Aeneas to the stature of a child, sa&ing he is a Ganymede

seduced by presents, even willing to leave behind his son, his "boy" image

in his search for manhood. Iarbas, on the other hand, shows tragic dignity.

[y

and firmness of purpose. Dido ultimately triumphs over Aeneas in her consist-

'

* ency and‘valour. The following &ear Francis Xavier finds that problems in

interpretation have stemmed from the fact that students“bf the play have con-
centtatedvtoo much on Aéneas. Dido is the protagonist and her trage@y is

the traged§ of human limitation. The same year, Mhrion’Brasheér says Dido

is ﬁowerful, nild, ﬁogtic, romantic--the antithesis of conventional, bourgeois,,
weak éeneas. , The queen longs for perfection but the universe is-inferior to

the protagbnisﬁs in this play, a "subtle presentation of revolutionary ideas."
, . .
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These attitudes to Dido contrast strongly with, for example, those mentioned

earlier of Gill (a puppet); Brodwin (female dru ry); and Richmond (an

ineffectual symbol of feeble Christianity). As these\new and flattering
\ - ?

interpretations are also products of t‘e same decade's thought, Dido is ob-

~

L

viously indeed a “subtle presentation!" The emphasis on the queen is wel-

come and warranted. , The ambiguities of the play cease to be muddled and

o

transform into subtle insights when one remembers that the subject is the ‘?

: o )

tragedy of Dido, not the destiny of Aeneas. oo
. . . . |

A number of minor aspects of the play were studied at various timeél.
~ :

Some have been touched on ‘only briefly and would bear further study before
their possibilities have bee;n exhausted. Others are curiosities, sometimes
interesting in themselves but leading nowhere. - In the ]:atter class 1s the
work of Herrflann Ulrici whc; claimed that the play should not ‘be' studied be~

This attitude would .eliminate an

cause it was written to flatter the Queen.
. * i

°

entire genre of Renaissance composition. Offering writers scope for expan-

o

\
sion would be Tilley and Roy's work on the use of the proverb in Marlowe,

Robert Y. Turner's studies of the use of the lament and the induction, Wilbur"

Sander's analysis of Marlowe's seéming obsession with destruction and Thomas

Strqup's work on the use of procession and gpectacle. The studies of

- N

Herrington and Ellis~Fermer on Marlowe's rationalism, Carroll Camden's 1929
survey of Marlowe's knowledgé of Elizabethan psychology-and} Robert Welch's.

1964 bibliographical analysis of Dido's printing are all topics that ‘point
the way to more detailed consideration in future. While one would suspect

-

that George Coffin Taylor's exhaustive study of the word "now" is perhaps

the last word on that particular topic, the study of the use of other words

1

may yet yield nuggets of perception.

.
o
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. So Qhere else sh;uld sch&&arship nﬁw concentrate its efforts?. The
reply might well be "where not?" "Every topic raised so far in the study and
the evaluation of Dido remains incomplete. The preceding summary shows that the
major aspects of Dido studies on which the scholars agree are very few indeed.
Some possibilities f&r fﬁ;gher work have already b;en suggested and a few
horeawill be addedbhere.o While it is sheer optimism to hope for more break-
through discoveries such as Leslie Hotson's'docﬁmentary finds of 1925, there
peﬁ#aps lies somewhere more information that would shed light.on the ungolved
problems of the play. Until that hypothetical time, it is obvious that the
;ﬁildent of Dido is free to explore again every approach used so far, seek
; new interpretatién o; the themes, even wark again on those most basic ques-
tions, authorship and dating. To begin at the beginning, when was it writ-
ten?‘TWhat,par; did Nashe play in its composition? Was it ever performed
before this century? Such fundamental questions still remaip unanswered.
It is not satiafac;;ry for, scholars to express opinions based on nothing

—

more than edécated guesses when they are dealing with facts. , Much nonsense

Y

was written about Dido in relation to the Aeneid, for example, by people who
had not even bothered to comparé the play to its sburce. In this century,
scientific method with its demand for evidence has permeated critical litera-

ture, sometimes excessively but on the whole beneficially, to eliminate such

3

gross laziness. Still there lingers a tendency to apply the impressionistic

Q
sensibilities so valuable in interpretation to areas unsuited to such talents.

- When careful editors such as Kitschbaum ané Oliver say that they are uncon-

vinced that Nashe had no part in whiting th% play, attention must be paid.
In other words, Dido criticism should begin\again at the beginning and work

on the very baaics of the known and unknownlfaets about the play. I doubt
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that the final wérd has been written on he comparison tq‘Yirgil. What of

3

the other earlieriversions of the storyl and their possible influence, es-

pecially Ovid, the Troy Book and the Italian dramatists? More study of the
highly skillful techniques of stagecraft displayed in Dido might well &dssist
in the puzzles of dating and order. Of all the topics presented in this

survey, not one has yet received a definitive treatment.

It is possible that Marlowe translated the Aeneid while at university

[ R .
3

or in his early manhood and at the time of his death was converting the trans-
lation into.a play. The Beauty of many of the lines, the relatively elabo-

rate gnd skillful stagecraft and, especially, the complexity of the themes--

o

‘all suggest that this is no student exercise. That' the work was incomplete

is also a possibility. The oddity of such lines as "I know her by the

o

) movings of her feet" (I.i.24) suggests that Marlowe left the work unfinished.

@

(Although even in such lines there is a grasp and excitement that many a less-

. er talent might envy.) The fact that the play is part translation, part trans-

~

formation, is even more suggestive of incomplete work. If the date was known,

- these hypotheses could be confirmed or dismissed. As to Nashe's part, does'

his name on”Fhe'first page’mean only that he put the play into printable or-
der and ovefsaw its publication? Is the play too consistent in style to be
th; work of more th;n ohe man? ﬂbst-stﬁdenté of Nashe have paid iittie at-
tention to Dido. Perhaps a collaboration between Marlowe and Nashe scholars |
would pay rich dividends in solving this Yexingopuzzle. . 0

As to ;he themes of the play, therein lies an even moreimystifying .
enigina. The subjects are lﬁve, duty and destiny, bué what does Marlowe real-

1y say about them? He seems to be geliberﬁtely obscure in his apportioning

of sympathies, his allocation of praise, his advocacies of belief. The
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loves here are destructive, of that there can be no doubt. But what kind
of love is he writing about? Further studies are needed to solve the ambi-
guitiés. Is he‘really condemning all love, advocating a world without love?
Is he writing of eros rather than agape? Is he condemning illicit 1love,
adulterous love,{qnnatural love of every kind? Or does he approve? There
is little sweet love here, no passionate shepherds, no maids and men, no

married bliss, no life-time fidelity. The closest we come to decent and

. honourable love are the unrequited loves of Iarbas and Anna but they, like

Dido, make a fatal error, tﬁe error of loving oné,who is not free: yet an--:
other‘éariation'of the illicit love (using the-term in its broadest sense)
that causes so much pain and tragedy throughout the play. Marlowe's expaﬁ—
sion of the roles of Iarbas and Anna from their position in the Aeneid prob-
gbly signifies that he means them to make an important statement én the
themes, a toplc that would provide more understanding. The various aspects
of love in Dido have played an important ;art in the critical cons{deration
of the themes but no aspect has as yet réceived thorough study.

What a roll call of victims of this illicit love there iS!, The carnage.

of Troy before the play begins, retold so vividly by Aeneas in the first act,

this very tarnage has sprung from just such a love. The opening scene in

which the god of gods is reduced to the role of a silly licentious old fool

,sets'the theme for the entire play. This scene needs more interpretation

than it has yet received. As well as being a skillful shocker guaranteed to
snare the audience from the first stage direction onwards, it almost expli-
citly sets out the contrast between the sacred and profane loves that Marlowe

seems intent on underlining in almost every relationship throughout the play.

-

‘Jupiter's "worthless love" for the wanton bby Ganymede is quickly shown for
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the sordid situation it 1is, while Venusj symbol of licit maternal love,
" reminds Jupitér of the duty he is so blatantly and perversely.neglecting.
The mention of his wife, Juno, the displaying of the symbols of her sacred
Dlove, her jewels, on the profane.love, Ganymede, make the contrast quité
‘explicit. Ibroughbut the play the characters enslaved by illicit "Ganymede"
love, whether by choice or by fate, wili pay for their lust. The tengion .

o

in the play is achieved by the proplem of Aeneas' choice. Will he succumb

to love or wilk he fulfill his destiny by denying 1t? <
o The tragedy of the play lies with Dido, and herein liés the éreaéest ‘v
puzzle still awaiting solution. Even in their fir;t encounter, pefére Cupid
_ has ensured éhat the queen has no choice but to love Aeneas, Dido shows signs
of finéiné Aeneas a'thrilling man. She hears but fails to note that he aban; 7
. doned three women in his escape from Troy, and'after he casually dismisses

the death of his wife in one line, expresses great sympathy for Aeneas and

hesitates delicately in avolding the suggestion that. Aeneas betrayed his

fellon. She blames that "ticingostrumpet"°He1en, an ironic statement that
will later ring in the ears of the audience when she prepares for death in
the last scene, as.yet another "ticing" female. She appears to be fascina-
ted with Aeneas and offers him hospitality of almost excessive generosity.
Then, when Cupid's -arrow entraps her, she struggle; in v;in, often imperi-
ously as the great queen she is, to remember and hono;¥ her widowhood. Pro-
fane léve in the form of scheming goddesses has overwheimed her. There is
nothing she can do,. and she is doomed by love. ;n the end she chooses to
control her own destiny rather than accede éo the deities’ manipulafions.

The elaborate development of this tragic love holds rich possibilities for

interpretation and study. Throughout, the comparison between her umproduct-
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ive love for Aeneas and the morbid\love of Jupiter for Ganymede,6 is empha-
sized. Like Jupiter, she bestows the symbol of her sacred love;, the robes
of her dead husband, on her new "worthlew love." I;ike Jupiter, sh‘e imperi-
ously abjures any suggestion of criticism of her behaviour. But while
Jupiter chooses hi;s fate, Dic!o is the victitm of hers. And her love, too,

is wrong, as Iarbas points out when the pair return from the consummation of
their affair in the cave. Dido even suggests that Aeneas j.qs_ Jupiter and haé
a "Ganymede to hold his cup.” (IV.iv.45) Another aspecr.. of ;his love that
is in need of more elaboration is the image of fire as a symbol of destruct-
ive love. It is iutroduce& by Jupiter in the first scene with his comments

i
on the Phoenix-like ashes ¥9f Troy and the fires of his passion for Ganymeae

driving back the horses of the night. And the image becomes reality in the

final scene as the flames consume the Queen while Anna and Iarbas die.

»

Further explication is needed, too, of Anna and Iarbas,-vict:;ms of this
desu:uctive love. They are secondé.ry yictims, and willing victim&, but vic- )
tims nonetheless. Despite free ,choice, they cho&;se unsuitable and doomed
loves and persist in them even when it is clear that no good, mo beauty, can
come of them, Marlo“we expanded and ‘changed their (roles from those in the
Aeneid, an emphasis which should be interpre‘ted. Even the old nurse, another -
victim of the caprices of lave, is imprisonéd for her passion. iny Aeneas,
a.man who seems to love no-one, escapes. ., The complexities of these relation-
ships remain to be unravelled.

Thus a play written nearly 460 years ago seems almost to comment on the.
social phenomena that are sweeping the western world toda_y. At a time when

honour and duty are increasingly discounted, vhen love is deemed limited,

when fidelity is out of style and virtue and chgstity appe;r to.be old-
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fashibned jokes, at a' time when thg existence of the family, and with it
* the foundation of our ci;ilization, seems to be founde;ing, Dido becomes
aireﬁarkably modern play. If one accepts.the premise that thé'play;.as its
title says,nis the tragedy of Dido, rathef than the destiny of Aeueas; then
many aspects of the play that some-have found to be defects become in fact

\\QEEengths.

An inCeresting study would be one which determines whether the seeming

inconsistencies of Dido are confusion and incompetence on the part of this
young playwright or whetﬁer in fact they are signs of an ;nderstanding'of
all aspects, good and bad, that go towards thé construction of the character
and personality of a real, rather than fictional, Luman being, A number of
pgople have pointed out that this is Marlowe's most fully-tounded portrait .
-
of a woman. Dido is indeed a full portrait, a picture of a woman in love,
with all the weaknesses, st;engths and vaciilating hﬁmaq quélifiés that con-
dition implies. Certainly she displays flaws. Sometimes she is the too-
regal queen, sometimes the too—fawniné romantic. The presentation of such
characteristics is lmplicit in the idea of a fully-rounded portraiﬁ, Mar-
.1owe, if one accepts the idea that he was wrifing the play at the time of hig
death, was just at the fulcrum point between youth and middle;age. At twenty-
.nine he would be beginning to see that life is gray, not black and white;

that life is black and white at the same instant. Love is no, longer a simple

affair. Vacillation is as much a part of mature love as starry-eyed extrem- *

* ism 1s a part of neophyte romance. If, on the other hand, Dido was Marlowe's

first play, the subtleties become even more astonishing. If scholars in
future continue to develop the approach suggested by th%s emphasis on reality

rather than romance, Dido willlprovide many rich insights into the primi}f
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: topic of literature, the relationship between one humaﬂ being and anotheg.

None of the various sul?jects, approaches and s applied to criti-~

E‘i cism gf Dido has yet xreceiVed,mor'? than seminal consideration. Doeg the

Z} : play deserv(e mgre'considerat:i;n? The answer must certainlty' be yes. The in-

L cPeasing number and length of comments -show cledrly that our contemporary
. scholars believe it is import;mt that this good play by ?Ereat dramatist

. 5 | take if:s rightful place in the critica°1 cénon of Christopher Marlowg. -

B .
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e Matriculation Book].

. [Corpus Christi Registrum Parvum].

- 1584

Appe\nd_‘ix "A" -
Y‘r ' Marlowe's Life
QAIChr"cvmology‘ of Dodmnentsl A

V‘ ¢
26 February.o Christofer, son of John Marlove, baptized at
-St. George. the Martyr, Canterbury [Register.Book].

‘ -

16 Jaﬂuary—December Christopher Marley, scholar at King's

School, Canterbury, receives gis grant [Accounts of Treasurer

of .Canterbury Cathedrall]. . .

De'cember Marlen first dppears on the Buttery Book of Corpus
Christi College, Cambridge N o

17 March. Chr3f. Marlen matriculated in convictus secundus,
{.e. the middle rank of students [University Registry:

24 March. Marlin listed among penswn 17 ,\lre. commoners

7-11 May. 'HMarlin formally elected to d “scholarship estab-
Iished by Archbighop Parker [Registrum Parvum]; 4ad received
- payments for it since January [Corpus Christi Audit Books].

29 October. Merling at class- in dialectic [Lansdowne MSS,
Britiah Library]

From this year until Lent 1587, Marlin, Marly, ‘etc. resident
in Corpus Christi, with some absences in 1585 and 1586 [Audit
Books, Buttery Book]

ht. » Christbpherus Marlin permitted to proceed to B.A.
[UniVersity Registry: Supplicats, Grace ‘Book].

_ November. Christofer Marley witneéses will of Katheri\ne Benchk
of Canterbury [Canterbury Public Record: Office] .

Aqﬂu't:h Christopherus ﬁrley permitted to pmceed to M.A.

Supplic&ts, Grace Book].

29 June. Privy Council certify that it had been incorrectly
yuboured that Christopher Morley had determined to go to

- FRheims to stay; and that he had on the contrary Mone the
Queen good service, and should be furthered in his de({ee
at the next ‘Commencement.: i.e. im July [Acts of Privy
Public Record Office].

10 Noyember. Election of successor to college scholarship

1 E.D, Pendry, ed., Christopher Marlowe: Works, rev. ed. (London.
Dent, 1976), pp xxvii-xxix."
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T [Registrum Parvum, College Order Book].

16 November. A shooting accident at a playhouse, possibly in
: - performance of Tamburlaine. [See Prefaceé to play.]
. . ;

. 1588  -29 March. Robert Greene-refers to Tamburlaine. [See Preface
toAplay.] .

. : ' ) '
1589 18 September.’ Cristoferus-Morley, gentleman of London, fights
. with William Bradley in Hog Lane, Parish of St Giles Without
Cripplegate; Thomas Watson (the poet) intervenes, is attacked
.o by Bradley and kills him in self-defence [Chancery Miscellanea,
D .. o _ Public Record Officel. Thomas Watson, gentleman, and Cristo-
Ve ) , ferus Marlowe,,yeoman, both of Nortdn Folgate, Middlesex, are
" e arrested by the Constable and conmitted to Newgate by the
. ) Lieutenant of the Tower on suspicion of murder [Middlesex
% ' Sessions Roll].
; 19 September. Inquest on Bradley [Chancery Miscellanea]. .
1 October. Christophorus Marley of London, geéntleman, released
: - on bail of 540: Richardus Kytchine, gentleman of Clifford's
. Inn, and Humfridus Rowland, horner of EAst Smithfield, stand
e surety [Middlesex Sessions Roll .
y 3 December. °§arlowe appears b#fore justices (including Sir .
Roger Mhnwood) and is8 discharged [Middlesex Sessions Rnll] e

.

b f
‘z

-

1590 14 August.® Tamburlaine published. °

o - 1591 (Or before.) Thomas Kyd, the dgamatist, writing in one room
with Marlowe [Harleian MSS, British Library]

\

1592 9 May. Christopherus Marle, gentlemar® of London, bound over ‘
' €20 to keep the peace towards Allen /Nicholls, Constable ' .
° . - of Holywell Street, Shoredifch, and Nicholaus Helliott, . ]
Sub-Constable of the same .[Middlesex Sessions Roll]. ‘ i
3 September. Robert Greene reproves a gifted fellow-playwright o
v i for his atheism and Machiavellian self-seeking [Groatdworth of
) Wit].
10 November. Dedication by C.M. to late Thomas Watson's
Amintae Gaudia. . i
8 December. Henry Chettle admits two playwrights were offended o ’ "
by Greene 8 posthumous Groatsworth of Wit: one of them he
o reverences for his learning, but would rather not get to
’ , -know [Kind~Hart8 Dreame].
= 14 December. Sir Roger, Manwood dies: Christopher Marlo writes
v ' . an epitaph [Oxinden Commonplace Book, Folger Library]. ~

s I
1593. 12 May. Thomas Kyd arrested and heretical papers, which he
‘ attributes to Marlowe, discovered in his room [Harleian u?S]. ;
18 May. Privy Council issue warrant for the arrest of Christo- . . -
¢ . fer Marlow, at the home of Mr. Thomas Walsingham of Kent or '
‘ - elsewhere [Acts of the Prixg Council].

- ° ]
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zo‘May. Christofer Marley, gentleman of London, answers the
warrant and is required to remain in daily attendance [Acts
of the Privy Council].

30 May. Christoferus Morley killed in self-defénce by Ingram
Frizer, in the company of Robert Poley and Nicholas Skeres,
at a house in Deptford Strand [Chancery Miscellanea].

1 June. Inquest held on Christoferus Morley [Chancery Miscel- -
laneal]. ‘ '

1 June. Burial of Christopher Marlow, slain by Francis Frezer
[Register of St Richolas Church, Deptford].

After 1 June. Thomas Kyd writes to the Lord Keeper, Sir John
Puckering, about Marlowe's monstrous opinions [Harleian MSS].

2 June. A note by Richard Baines -about the horrible blasphemies
of Christofer Marly or Morly [Harleian MSS].

15 June. A writ of certiorari. issued to summon the case of
Ingram Frizer into Chancery [Chancery Miscellanea].

"29 June. Pardon issted to Frizer [Patent Rolls, Public Record
Office]. o
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Appendix "B" -

| The Player's Speech from Hamlet

. ’ o
NS

B ! ¢
Hamlet. I heard thee speak me a speech once, but it was never
+  acted, or if it was, not above once, for the play, I
remember, pleased not the million; 'twas caviary to
the general, but it was (as I received it, and others,
whose judgments in such matters cried in the top of
mine) an excellent play, well digested in the scenes, .
set down with as much modesty as cunning. I remember R
one said theré were no sallets .in the lines to make , b ‘
the matter savory; nor no matter in the phrase that ' -
might indict the author of- affectation, but sgcalled -
it an honest method, as wholesome as sweet, and by . T
very much more handsome than fine. One speech ian't I N
‘chiefly loved. 'Iwas-Aeneas' tale to Dido, and there-
about of it especially when he speaks of Priam's ¢ toe
slaughter. If it live in your memory, begin at this . ’
line--let me see; let me see;
"The rugged Pyrrhus, like th' Hyrcanian
; . ) beast —" -
E ) . 'Tis not so; it begins with Pyrrhus:
. o "The rugged Pyrrhus, he whose sable arms, )
5 . ‘ « * Black as his purpose did the nighcfresemb;g .
- S . When he lay couchéd in th' ominous horse, o ] ’ . i N\
‘ ' _— Hath noy this dread and black complexion ‘
. . smeared
o . - With-heraldry more dismal. Head:-to foot
' ' Now is he total gules, horridly tricked ’
th blood of fathers, mothers, daughters, soms,
. Baked and impasgted with.the paréhing streets,
RN ' That lend atyrannous and a dammdd light. . oo -
’ To their lord's murder\ Roasted in wrath and fire, .
And thus o'ersizéd with coagulate gore, '
With eyes like carbuncles, the hellish Pyrrhus
0ld grandsire Priam seeks.”
So, proceed you. . Wl

- Polonius. Fore God, my lord, well spoken, with good accent and - - ) . )

3 . ‘ . good discretiom. - ) - ° ‘

2 o R L { . v . ‘ ,
' Player. ' ' "Anon he finds him; : .

R Striking too short at Greeks. His antique sword, :

Rebellious to his arm, lies where it falls, . ;

: . Repugnant to command.. Unequal matched, . -

. “ o Pyrrhus at Priam drives, in rage strikes wide, . . :

E . - 1 . But with the whiff and wind of his fell sword . . '

.
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"Th' unnervéd father falls. Then senseless I1lium,

Seeming to feel this blow, with flaming top
Stoops to his base, and with a hideous crash

Takes prisoner Pyrrhus' ear. For lo, his sword,

Which was declining on the milky head

Of reverend Priam, seemed 1' th' air to stick.
So as a painted tyrant Pyrrhus stood,

And 1like'a neutral to his will and matter

* Did nothing.

But as we often see, against some storm, ., -
A silehce in the heavens, the rack stand still,
The bold winds speechless, and the orb below
As hush as death, anon the dreadful thunder
Doth rend the region, so after Pyrrhus' pause,
A rouséd vengeance sets him new awork, :
AniZ;ever did the Cyclops' hammers fall

On Mars's armor, forged for proof eterne,

With less remorse than Pyrrhus' bleeding sword
Now falls on Priam.

Out', out, thou strumpet Fartune! All you gods,
In general synod take away her power, 3

Break all the spokes and fellies from her wheel,

And bowl the round nave down the hill of
heaven,

As low as tglthe fiends."

Polonius. This 1s too long. ° i ‘.,

1
Hamlet. °

‘o

- 3
It shall‘be to the barber's, with your beard.-——
Prithee say on. He's for a jig or a tale of bawdry,
or he sleeps @py on;’ come to Hecuba.
- Plaxér. "But who (ah woel) had seen the mobled
queen—-""
Hamlet. "The mobled queen"?
Polonius. That's good. 'Mobled queen" ig good. ~:
" Player. "Run barefoot up and down, threat'ning the

flames
With bisson rheum; a clout upon that head
Where late the diadem stood, and for a robe,.
About her lank and all o'erteemdd loinms,
A blanket in the alarm of fear caught up-~ ~
Who this had seen, with tongue in venom ateeped
'Gainst Fortune's state would treason have pro-
nounced. :
But if the gods themselves did gee her then,
When she saw Pyrrhus make malicious sport -
In mincing with his sword her husband's limbs,

85 ek
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The instant burst of clamor that she made
(Unless tHings mortal move them not at all)
Would have made milch the burning eyes of
heaven . e
And passion in the gods
Polonius. Look, whe'r he has not turned his color, and has tears
in's eyes. Pgithee no more.’
Hamlet. 'Tis well. I'll have thee speak out the rest of this . <

soon. Good my lord, will you see the players well

bestowed? Do you hear? . Let them be well uﬂed, for ’
they are the abstract and brief chronicles of the °
time. After your death you were better have a bad

epitaph than their ill report while you live.

Polonius. My lord, I will use them according to their desert.

Hamlet. God's bodkin, man, much better! Use every man after
his desert, and who shall scape whipping? Use them.
. after your own honor and dignity.” The less they
deserve, the more merit is in your bounty. Take
them in. ‘ g , }
' $II.11.444-544) ‘

a

Hamlet. . Ay, so, God bye to you.--Now I am alonme. §
N 0, what a rogue and peasant slave am I! . . J
‘Is it not monstrous that this player here, \ - .o
* (But in a fiction, in a dream of passionm, i
Could force his soul so to his own conceit ’ ‘ e S
. That from her working all his visage wanned,
. Tears in his eyes, distraction in his aspect,.
A broken voice, and his whole function suiting - . ~
With forms to his conceit? And all for nothing! _ . ‘ S
For Hecuba! :
. What's Hecuba to him, or he to Hecuba,
That he shonld weep for her? What would he do
Had he thé motive and the cue for passion . _ ,
That I.have? " He would drown the stage with tears C. K ",
And cléave the general ear with horrid speech, ° SR
Make mad the guilty and appall the free, ‘
Confound the ignorant, and amaze indefed
The very faculties of eyes and ears. ., ‘
4 (II 11.559-576) T e
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. "He has much to tell us about power, know-
N . ' [ 4
, . ledge, greed, suffering, human dignity, and
' : human worth. We have not learnt his lessons
" )
yet.".
* Brian Morris - , ’
, York Symposium, 1968
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