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+ 021 8€0, by thy new taken taske
Some sacred fury hath enricht thy braynes
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PREFACE

This study of The Faerie Queene has developed from work undes -

teken at McMaster University in the Session 1962-63, I found a curious
lack of balance in the approaches taken by many writers on the poem,
There were exceptions, notably Professer Millar Maglure, but the over«
all tendensy peemad to be to neglect the poetry, while bringing an
envrmoue scholarly apparatus to bear on matters which, to me, were of
leseer importance,

As the interpretation I suggest and the polnts upon which I disagree
with Spenser scholars ave discussed at length in the essay, there is no
need to attempt any pithy stetement of my conglusions here, aven i
such & statement were possible. I do not pretend to have produced a

complete analysie of The Faerie Clueene; that would be the work of many

lives. What I have attemipied 18 to suggest fruitful directions for ve-
examination of the poemn, to indlcate ways in which critical balance may
be restored, rather than to restore it mysslf,

I have tried to ackanowledge such critical debts as I am aware of,
in the course of the essny, Footnote references sre inadequats; a critic
influences us not only when we guote him, not even enly when we are
conscious of his influence., The ideas of a good critic becoms se much

a part of our own consciousness that we present them, in all



honesty, as original. I have stood upon the shoulders of giants, and

if at times I have failed to acknowledge their assistance, it has not.

been for want of will, One critical influence, however, is so all-
pervading as to demand special thanks, Professor ¢, 5, Lewis has
from the beginning conditioned all my thinking about Spenser.

Practically the whole of this essay is, I suspect, to be found, in

embryonic form, in The Allegory of Love,

My sincere thanks are due also to Professor B, A, W, Jackson,

for his acute criticisms and generous assistance as my thesis

supervisor,
Note: The text used throughout this essay, for quotation from

The Faerie Queene, Spenser's letter to Raleigh, and Three Proper

and wittie famillar Leiters is that of the Works of Spenser, ed,

R, Morris, 12th edition, London: Macemillan, 1902,
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THE ALLEGORICAL INADEQUAGY

Recent interpretations of The Faerie Queens have been chieily

soncentrated sither on the political or the moral allegory of the ?Q&Mil

It is true that some attention has been given to narrative, particularly

&

to its sources in Ariosty, Bolardo, and Tasso;™ and a few critics, such

as Professor Hamilton? have censidered Bpenser's patterns of imagery.
Buch investigations bave usually, however, been secondary to the
slucidation of an slleggsx*iiaa:& dark conceit.

Political interpretations, though ;hay held sway for some years,
are not nowadays looked upon with favaﬁéu The critical attitude which
led to an identification of Sansjoy with Cardinal Pole:

the exeqcution of More was the chiefest of the crlmes for which
Reginald Pole excoristed his royal cousin, and Sansjoy can
haydly be other than the fsarless and susteve Cardinal.. ..
Again, the mysterious way in which SBansjoy iz snatched away
from his adverpary, and the vain efforts of the Rad Cyross
KEnight to disgover him find a cleose counterpart in Fole's
hurried departure frowm Bngland at the summong of Rome,

and tges baffled efforts of the infuriated Henry to recover

bim .

or which makes Una's poavents in I, xii ints figuves of Henry VIIL and

Anne Boleyn, s an attitude which ignores completely the reader's

lgee Appendix

2In particular by Graham Hough, A Preface to "The Faerie Qusene",
p‘f ?*gl-

Efi’heﬁtmgtutg of Allegory in "The Faerie Queene", p. 1-88.
4E, A, Greenlaw et al., ihe Works of Edmund Spenser, I, 468,




rosponee to the poem. It 18 bad eriticiam because it is drrelevant .
Fyrthermore, the search for historical parallels is all too easily
rewarded, It is always possible to find events in real ife correspond-
ing to any glven event in fiction, Antigone caused riots in Parls duving
the German occupationg and modern works of fiction carry ar 2 matter
of gourse a disclaimer of Yresemblance to any person sither living or
dead" hecauss such resemblances are {nevitable. This is not to deny
eny connection between political or personal allegory and The Faerie
Husene, No one would deny that CGloriana is BElizebeth, but se ie
Belphoebe and so, in ancther way, is Britomart! the political elemoeuts
come dnd go in the poermn, Thus, in I, xil, when Dusssa attemnpte to
prevent the marriage of Red Croes and Una, she ropresents in the
political sllegory the Church of Rome, snd on & personal level Mary
Stuart; but this does not mean that Duesss is slways a vepresentative

of that organization and pyreon, The Faerie Quessng is not an sarly

hel, and attempts to read it as just such a political
zomen b clef lead inevitably away from the poem. To » modern reader
the political aspect is more o bhindrance to poetle response than a
valuakle level of meaning. Gloriana's belng Eﬁaa&wﬁz s, unfairly
from Spenser's point of view, suggestive of toadying: in our en.
lightensd times it is bard to believe that anyone sver admired those

whom they belisved weres set aver them by God, Aad where the poem is



most politically allegorical, in Book V, it is generally agreed to be
least satisfactory poetically., The rescues of Belgae and Irene are dull
and tedious; the latter is also lnfuriating, as it suggests that Ireland
should be freed through the massacre of that unhappy country's

inhabitants, a suggestion unpleasantly reminiscent of Arbeit Macht Frei,

the terrible slogan over the gate of Auschwitz, Those who follow a

historical will o' the wisp in the interpretation of The Faerie QJueene,

~ and who find themselves lost in marshes far from Faeryland have only
themselves to blame, Spenser himself warned themn "how doubtfully all
allegories may be construed'.’ Political allegory should not be entirely
ignored, It must be borne in rnind, for a full responee to the poem, that
there are what C.8. Lewis has called "fugitive historical allusions" 6
but these must not be allowed to dominate the reading of the poem. It
i# & poem, unot & history book.

Of late years, the futility of the historical appreach as a means

for reaching the core of The Faerie Queene bas been realizved, Ewmphasis

has shifted to the elucidation of the moral allegory, Thie is not entively
a matter of climbing out of one pit to fall into another, for investigation
of the movral side of the poem is justified not only by Spenser's own

statements about it, but also, to some extent by the resgponse it evokes,

SLetter to Raleigh.

6Engligh Literature in the Sixteenth Gentury, p. 384,




The generall end therefore of all the booke is to fashion a
gentleman or noble person in vertuous and gentle discipline:
Which for that I conceived shoulde be most plausible and
pleasing, being coloured with an historical fiction,..,

Or, again:
I have already undertaken a work, tending to the same effect
[to set down in English the precepts of those parts of moral
philosophy whereby our youth might. . .speedily enter into
the right course of virtuous life/, which is in heroical verse
under the title of & Faery Queene, to represent all the moral
virtues, assigning to every virtue a knight to be the patron
and defender of the same, in whose actions and feats of arms
and chivalry, the operations of that virtue, wherof he is the
protector are to be expressed, and the vices and unruly
appetites that oppose themselves against the same are to be
beaten down and overgome. . . .1 have taken in hand to discourse
at large in my poem.,

Modern criticism has, on one way or another, led us to look
with some distrust upon statements of the intention of a work of art.
Dz. Leavis defends the books Liawrence wanted to write, to the per-
plexity of those who read what Lawrence did write. Professor Empson
suggests that part of Pope's brilliance is his fallure to conform to his
own explicit ideal of unambiguous ¢larity. But this means, not that we
should entirely disregard intention, but rather that we should not
consider it to be a final immutable criterion of the nature of a work of

art, Explicit intention is to be regarded as evidence, not as conclusive

proof,

TLetter to Raleigh.,

8Record of Spenser's conversation by Ludowick Bryskett, quoted by
H. W, Schofield, Chivalry in English Literature, p. 143,




In the case of The Fasrvis Queene, it is clear that cur response to

the poem is in part to a morval allegorical structure, This doss not
mean that attempts like that of J usserand? to demonstrate how Spensar
intended fulfilling his plan of illustrating the Aristotelian virtues, are of
value, Virtuss like Holiness and Chastity have no place in Avistotie's
syatem; a good deal of special pleading {8 required if the Aristotelian
virtues are to add up to twelve; and Spensex's treatment of Justice
suggests that he had forgetien, If he had ever raad, what Aristotle sald
on that subject..

The moral allegory certainly affects the reader of The Faerie
Queene, but not in & way which would juvolve & clear awareness of
Aristotelian ldeas. To see in what way it does operate, let us consider
an allegorical interpretation of Book 110 Revealed Truth and Holiness,
accompanied by Natural Reagon {(the dwari), are pursuing their quest.
Holiness has never experienced temptation {(Ix68) though he has, by
soming to Gloriana’s court, and by following the call of Una, taken
steps towards personal virtue. He fighte with Error, but this {8 not
8o much temptation as ditficulsy, for Error is fmunediately recognized
a8 hidecus. The first resl temptation is Archimago's presentation of

the fake Una at the Red Cross Knight's bedside.. This temptation does

9See Greenlaw et al., The Works of Edmund Spenser, I, 327.
107The following interpretation is derived from that of M, Fauline Parker,

The Allegory of "The Faerie Quaene', p. 6£-113,




not work in the way intended: but Holiness, shocked by the apparent
whoredom of Truth, is unsstiled, and at the second temptation &e
jealousy and anger) he abandons her. If would have reqguived a heroic
faith on the part of Holiness if he were to believe in Una's virtue
againgt the direct evidence of the senses. The sequence of events s
now cowmpletely logical, Holiness, separated from Truth, is spiritually
lost: "Will was his guide, and griefe led him estray" (I,1,12). Reason
doss not help him: presumably he cannot, or will not, listen to Reason.
He has net, however, delibevately rejected Truth, but Una, whom he
genuinely believes to be false., lmmediately, he is tempted by Sansfoy,
against faith itself; for 4f Una is false, can there be any truth? But
though his judgment is deluded, his heart is still pure: "Gurse on that
Crosse {quoth then the Sarazin) /That keepes thy body from the bitter
£it" (1,44,18). L.oss of faith is thus overcome, and Duessa/Fidessa is
accepted as the true faith: an honest mistake, False Faith's first act
is to lead Holiness to the House of Pride, Even here, Red Gross is

not wholly deceived, He is in a grave occasion of sin, but his full
sonsent is withheld, "Him selfe estrainging from thelr joyaunce

vaine' (I, 1v, 37). More dangerous than worldly pride however, which

is havdly a serious temptation to one who, like Red Cross, has already,
allegorically speaking, renounced the world, is Sansjoy. Self-regarding
gloora 18 an aspect of religious pride, and the overcoming of that

temptation 1s a hard struggle., It is important, too, that Sansjoy cannot



7

be killed, The tempistion 18 one that will vecur, | Holinese, his wounds
of sadness unhealed, recognizes, with the help of Matural Reason, the
dengers of Pride, and flees from Lucifera's castle.

© Joined agein by Duesss, who still sppears to him as Fidessa, the
Enight ie now persuaded to a spiritual complacenay after his struggle
with Sansjoy: he relaxes, and takes off, for the moment, the armour
of 8 Christian, and loses the reztraint which he had always showed
towards Una. At this moment, Orgoglie, Spiritual Pride, seizes the
Knight, who is taken unnwaves and already weakered by his combat
with Sansjoy. He is kept prisoner and his steength s sapped by an
intenss depression resulting from the prideful raslicetion that he e
n@ﬁ 80 good as he thought,

In the meantime, Natural Reason, the dwarf, is neither decelved
nor in prisen, but free in vearch of Truth, Further, Duessa has
reverled h&: evil character to the Knight, so that he is no longer
degelvad by her. As the servant of Truth, Reason was & laggard; but
as the only companion and helper of Holiness he becomss clear~
sighted and active, and goos now strajght to Una, She herself has
meéanwhile been undergoing various tribulations . The Mon, Streangth,
can protect her for only & short time, He is a guard agaimt Kirkrapine,
but not agalust lawless powsy, represented by Sansloy, The innocent

rustic people, the Satyrs, are required to provide protection sgainst



such potent lawlessness.

Satyrane, who seems to be Natural Yirtue; keeping "goodly
company" with Truth, noble but necessarily (in a fallen world) un-
fulfilled, leads Una away from the satyrs. He fights against Sansloy
on her behalf; she leaves him fighting and then encounters Natural
Repson, who reveals to her a.,‘ai that has passed, But even Revealed
Truth and Natural Reason together are not enough to release Red Gross
from the dungeon into which he hes been cast by Spiritual Pride. Such
pride is in the Will, and can be overcome only by the practice of
humility, This virtue is here paradoxically represented by Arthur 511 '
for his shield shows things as they are, It is through true humility
that such clear sight iz attained,

Orgoglio and Duessa are overcome, and the only inhabitant left
in the castle is Ignaro, foster father of Orgoglio, who is not only
ignorant but imbecile. Red Gross is brought out of his dungeon, "A
ruefull spectacle of death and ghastly drere" (I, viii, 40). Patience,
Arthur tells him, is the only way to recovery! normal enough advice
for a confessor to give in a like situation. -

The next encounter of Red Cross is with Despair, one of

Spenser's most celebrated figures:

His griesie lockes, long growen and unbound,
Disordred bong about his shoulders round,

Urhie interpretation is doubtful, but ae valid as any that has been
advanced. See Parker, p. 90,



And hid his face, through which his hollow eyne

Liooked deadly dull, and stared as astound:

His rawbone cheekes through penurie and pine

Were shronke into his jawes, as he did never dyne. (I,ix, 35)
This is no noble despair, no courageous Satan on the burning lake, no

Faustus posturing on the edge of ruin, but mean, squalid, and utterly

depressing; the despair of the typist in T;h_e ,Wasta Laad, who "smooths

her hair with automatic hand/And puts a record on the gramophone",
Daspair's temptation is the subtlest and tﬁe bardest that Red Cross
experiences, because it strikes at his special quality, bis devotion to
God, and in it there is the seducing element of truth: |

Why then doest thou, O man of sin! desire
To draw thy days forth to thelr last degree? (I,ix,46)

With this, Truth does not attempt to argue: Despair's rhetoric is true
so far as it goes, and {o deny Red Cross' sinfulness, to attempt to
excuse or explain away, would be both wrong and useless:

In heavenly mercies hast thou not a part? (I, ix, 53)
Revealed Truth can go beyond the limited, human reasoning of Despair.
God's mercy transcends veason. Red Croes is saved, not by any
strength or merit of his own, but by his God-given faith in Una.

The Knight is now brought to the house of Coelia, where he is to
be schooled until he shall have attained the vision of the Heavenly City.
Humility. Zeal, and Reverence begin bis education. Fidelia, with her
bock of mysteries, follows, together with Speranza. Charissa, Charity

abundant and generous, reproducing itself freely, continues the
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spiritual instruction, She appoints Mercy as a further guide, to lead
the Knight to the Holy Mountain, There Mercy leaves him, and he
attains the vision of Heaven. Cleopolis and Panthea are ihe besf that
this world can offer, but not the hest there is,

When Red Cross descends the mountain he has learned to know
himself, His preparation is ended, and he is ready to proceed to the
event, the battle with the dragon. ‘i’his battlé does not represént
temptaticﬁ, as did the others, If he fell in this combat, Red Cress
would be nét a sinner but 2 martyr. Una, watebing the fight, fears for
his life, not for his soul;

The battle between Red Crpss and the Dragon lasts three days,
representing the three days of Christ's dying, Harrowing of Hell, é,nd
Resurrection., Twice the Knight is miraculously revived, by the Well
and then by the Tree of Life: representatives of Baptism and Holy
Communion. The Knight's armour is twice unbearably heated by the
dragon-fire (I,xi,26; I,x1,45), It is not consumed, or even damaged;
it merely becomes extremely painful to the man inside it, as the attacks
of evil and sin can malke life miserable for the good man in the world.
The injuries inflicted by Red Cross seem at first to do no damage to
his formidable adversary, but that very fact is its undoing. It dashes
forward:

He thought attonce him to have swallowd quight
And rusht upon him with outragious pryde: (I,xdi, 53)
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Pyide in the Dragon's downfall, Red Cross has lesrned how to deal
with that sin; he attacks the Dragon at its weakest point, and kills it.

There is but one yaore episode in Book . Evil has not been alo
together destroyed, and cne more attermpt is made by Falsehood and
Hypoorisy to separate Holiness from Truth, this time by an attack on
Holiness, The danger is more apparent than real, for Una unmasks
the conspiracy with conswmmate ease. Archimago is thrust into a
dungeon, The marriage of Holiness and Truth is celebrated with all
the sensuous delight of the Protha ;_':

It would be foolish to claim that this kind of allegorical snalysis
of the poem is totally irrelevant. It is soncerned with the operation
of the poers, and the allegorical concepts involved do play & part in
determining the reader's response. But any allegorical reading of the
poenn must be received with certain strict limitations,

In the first place, allegorical interpretetion is all too Jiable to
take off in a direction determined by the preconceptions of the reader,
Hamilton!® has demonstrated this danger by means of a witty and
thoronghly coherent Marxist interpretation of Book 1, treated generally.
The attempt to deal with each episcde In the puem precleely in terms
of any preconceived allegorical scheme leads to apparent contradictione »

which are aquared with the poem by 8 proceas of mental gymnastics.

Reype Structure of Allegory in '"The Faerie Queene', p. 9-10.




Thus, the episode in which Sansjoy is taken by Night to be hsaled by
Assculapius is explained in one interpretation as follows:

Sansjoy is...the joylessness which finds nothing in life

engaging and satisfying....Very properly Sansjoy is

banished tql ?lute's realm, for the essence of the spiritusl

life is joy. =
Such an interpretation of his character does not account for Sansjoy's

pasging the night

s« »in joy and jollity
Feasting and courting both in bowre and hall (I, iv, 43)

When Red Cross fights against Error, it is he who attacks her,
not she him. And his reason for the attack is unvelated to any moral-
allegorical scheme:

s » « Bhame were to revoke
The forward footing for an hidden shade (I,1,12)

This is & chivalric rather than & moral reason. The Christian man is
usually advised to fly from Error.

In the final battle with the dragon, is any precise interpretation
of the Well and the Tres pussible? Farker comments:

Spenser was not an Ansbaptist, and he could not have supposed
the Red Cross Knight able to wear the armour of a Christian man
if he had not been baptised. Moreover, the instructions of
Fidelia, that bearer of the serpent-entwined chalice which is
still a sacramental symbol, and the rest of hig training in the
House of Goelia, imply this., When he returns to Una, even
before he meets Charissa his consclence is Yeured” (I, x, 29) .

He is not now sinful but already holy.. In this conflict he has

not sinned and is not sinning; he is simply suffering intensely

a8 a result of his struggle with evil. It is not forgiveness he

k-4 o
oF

1% P . . ee L vk s s s . = i
koA, Greenlaw et al., The Works of Edmund Spenser, 1, 4360.

12
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needs, it is wirength, Thevefove this is not the water of

baptiem but the water of grace, “epringing up to life eternal®,

The game reasoniug applies to the ires., .t

This argument iz interesting: it could be cargied on indefinitely,

Perhaps the Well repressnts the long~-term effects of baptism. It all
depends oo what point of view the critic starte from, He will make the
poem £it his own conceptual scheme. This is why allegorical inter-
pretations are oo theroughly wusatiefying: becauss the reader fesls he
bags been betrayed lnto & response to the critic's concepiual scheme,
act to a ppem. Von Clevsewits condemned what he called Unitarianiem
in critize, 1° because it leads the forcing of the phentmens criticised
into & procrustean bed of theory. This de the merassy i which most |

ceitics of The Fasrle O

pens have been loat. We bave congidezed the
difficuitien of applying allegerical techniques ouly in the case of Book 1
vet it s generally agreed that Book I is the mopt cleaxly allegorical
pavt of the whole poem., The difficulties lnvolved in & sbmilar treat
ment of the much more complex later books may be ssen in the long
controversy over such eplscdes as the House of Busirane .10

Thus, allegorical interpratation is at once too ekey and too

difficult to be of more than peripheral value, The posm can bo made

14The Allago :

15‘6’& 3‘4 xy 133‘”1331

16g0e o5, Lewis, The Alegory of Love, p. 339-348; Grabam Hough,
?rﬁi&ﬂm to "The Fmr : ﬁuﬁ ,@**. P 173«-1‘?&!' T.F., Roche, "The

whalienge to \.-mw;uy ¢ Ediheds LEAVE, p. 3406-344,

L p. 102,
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to It any concsptusl scheme in general terms, wheras in detall, punzies
snd contradictions seem always to arise. |

4 Lueene provoked s response dus primarily to
sllegory, it xmulé surely be necessary for the veader to understand
what the allegory was shout. Allegory {8 & means by which abetractions
are made clear in concrete forms, and the @m%ilﬁneé of allegory is to
& considerable degree measured by its clarity, But there are many

conflicting opinions about the allegory of The Faerle tusene. It ie

certainly cbacure; and detailed anslysis usually yvieldse s trulsm that
ie mnuch more clear and comprehensible in rational moral terms than

in the poetry, This makes The ¥aerie Queene a bad allegory: but it

is certainly not a bad peswm, BSpesnser's reputation has never suffered
the eclipss that Donne's in the sighteenth century or Bhellsy's in the

twentieth, underwent, The place of The Faerie Queene ie only less

secure than that of Shakespaasre's plays. We recognize in reading

Spenser that The Faerie (Juesne is a good poem., Surely its excellence

cannot derive from an checure and confused alisgorical system that
iz either impossible to analyse in detall because of the gontradictione
inherent in it, or, where it i» susceptible to analysis, yields such
platitudes as "The Christlan opposes Ervoer",

I do not maan that The Fasrie Uueene is not an allegorical poem,

Clearly, it is highly allegorical, But allegorical intevpretation remains

thoroughly unsatisfylng, and seems zll too cften to point away from the



1%
postic experisnce towards the experience of a congeptual schems,

Readiog a poem as ethical teaching may be of great spiritual benefit,
but {8 certainly not the business of the literary eritic. Ethical teaching
is to be found rather in teaschers of ethics than in poets. Milton's
statement that Your sage and sevious post Spensey' was "a better teacher
than Scotus or &qﬁiﬁgg‘é? is really rather fooliash. Foems may be
instruments of moral instruction: but first they must be puems. To
ﬁ;*a&é thern as primarily ethical tracts is to use them a8 & Crucifix is
ueed in meditation; to meditate upon a Crucifix is & virtuoue act, but it

is not the act of a critie of sevlpture, gua critic,



If & primarily allegorical interprotation of The Faerie Queene

provides, as 1 suggest, an inadequate explanstion of suy response to

the poem, it is necessary to gtart again from the initial meeting of
readey snd posm, and to procesd inductively with the “inind untram-
melled by convention', of the ideal Clansswitzian critic, All that ie

net the poem, all that is merely commentary upon i, rmust be put aside,
initially, Even the Letter to Raleigh is irvelevant at this point, because
the poemn must be considered first as liself, The letter describes a
poam that Spenser may have lutended writing at one thme. s relation-
ghip to the posm ae Spensar is fact wrote it is dubidous jn the extreme.
Apart from the problem of the twelve Aristoteliaa virtues, the contra
diction between the actusl opening of Book I snd the opening described
in the letier remalns unaccounted for,1® Furthermore, any study of
what Spenser sald about the poerm rauet take into account bie relationship

with Gabriel Harvey's circle. Havvey described The Faerie Cusene

unkindly as "Hobgeblin runns away with the gariend {rom Apolie"? 1t

is possible that Spenser Intended pacifying Harvey aod his kind by

Wiee W.J.B, Uwen, "Spenserts Letter to Raleigh--A Reply", MLN,
LAXV, p. 195-197, '

19Throe Proper and wittle familiar letters.

16
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attributing all kinds of moral purposes to his poem, Hven if he did
intend the moral function. it may still not be of primary importance {n
the poem he actually wrote. Everyone who bas written & pvem knows
how like a living thing with a will of its own it becomes: how the
original intention is meodified, or even disappears, snd the work takes
on the form it requires, apparently independent of the artist's ideas.
This is not to say that poetry is a kind of mysterious, holy, and
untouchable communication from & Higher World, composed in a trance~
state by automatic wreiting: only thet the experience of writing poetry
indicates that consclous intention has little connection with the finished
work, Such experience indicates, I suppose, no more than s sophis-
ticated form of "How can I know what I mean till § see what 1 say?" The
modern writer of short lyrics finds his intention more or less jrrelevant
ti the composition of peetry: how much more difficult wust it bave been
for Spenser, in the composition of & work so vast and various as The

Faerie Qusene, to keep & stated intention clear in bis mind, It may be

chjected that a long poern is logically planned in a way the short lyric
cannot be; but such a plan must be very general, and in the writing of
passages of great poetic intensity, the poet surely experiences the same
gelf-annibilation as does the modern writer.

So even if Spenser's statements are sdmitted as valid evidence

of hig own intention, they cannoct be allowed to usurp the literary primacy



18

of the poem itsell. The ualy poseible approach, certain not to be
goncorned with matters irralevant to the poem, s one which in the firet
place gonsiders the impact of The

Faerie Cusene on the reader, and

secondly desls with the directions in which the poein itself polnta,

The primary fmpact of The

Faerie Cueene ie that of & narrative

in verse., This may appeer $o be a statement of the glavingly obviocus,
but it 18 astonishing how meny oritics appear to be obilvious of so simple
% fact. How often do critles complain that an event, for instance, the
saving of Red Gross by Duessa from Orgoglio (4, vii, 14) e dictated

rpersly by the exigencies of the narvative, Impliclt iv o statement of

this kind is the view that the narvative is itsell unimportant, or even at
times & bindrance, to a peom primarily sllegorical, The story, for such
qritics, exists simply ae & device for leading the readeyr from one
aliegory to mnother: the allegery is the critics' paradise, where the
{ascinating game of atinching labels to people, objects, snd svents can
be played, The gams is fun for critics, but its fascloation leads them
to ignore the primary and indispatible qualities of The Faerie Glugens,
which {e, before it is anything eine, vevse nsrrative,

A gentle Knight was pricking on the plaine {1, 1,1),
Profesaor Lewie, one of the few oritice who hag eome 1o grips with

The Fasrie Gueene, polaté wut how direct is this cpening, almost with-

out parailel in polite litersture belore Spenserts time, and with ne
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jromediate imitators other than Shakespeare, 20 It is true that we bave
nowadays become accustomed io the immediate presentation of people
in action, Stevenson's ramarks about stories opening Yon the Malakar
coast {s 8 atorm, with a ship besting to windward and a scowling i;lmw
of Herculean propertions etriding along the beach'* have nothing
astoniebing about them fov us. "Across the bridge Lord Marmion rode's
"He lay flat on the brown piné needled floor of the forest, his chin on his
folded arma"s this immediacy we have come to accept as the norm.
But for Spenser's arigiaﬁ avdience it must have heen %rgsthi:mingjg
Even Homer 18 not quite so direct. The Canterbury Tales do not renéh

action until line 20, Sir Gawain and the Green Eanlpht until line 37, and

Ariosto doss not etart his wiovy until the tenth stansa.

And the first line is anything but & freak, for though the action
once started is not nearly so headlong as that of the Itallan Eple, it
progresses in 2 surprisingly efficient and business-lile manner. Thers
is alwaye action. Apart from the moraliging proems, practicelly every
line adds, tells ue about somebedy dolng something or going somewhers;
or about his ressons for actlon. It is imposeible to enjoy Spenser with.
out liking his etory: and it may well be possible to enjoy him without

belng awsre of anything else. This seems to be Hazlitt's view;%% and,

20y English Literature in the Sixteenth Century, p. 389,
2leg Gossip on Romance”, in Memories and Portraits.

Auyg they / mgdem! do wt mmié&s with the a.uegnry, tha amegqry will
pot meddie Wﬁ-’ﬂ mam [ i‘ﬁ Vﬁ hnﬂ“ﬁﬂl‘ Mﬁ ﬂpBﬂﬁBl’ xn Laiciures Gﬂ
th@ Eﬁ_ﬁiﬁh p@‘tﬂ; P 33;
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inadequate as it is to a full reading of the posm, it contalns & germ of
truth. The pofot is that to resd The Fasrie (usens slmply as an inter.

twined group of chivalric stories could be a literary enperience. Thus

y Plek was, &nd still is, read and snjoyed by boye who hnow nothing

of the profound inner mesnings unedrthed from it by modern eriticiom,

Anyone who reads Moby Diek simply a8 a syrmobolic pattern, and

songpletely ignores the story, on the other hand, has clearly lost touch
with the book as it is. It ia fizot of all a story sbout 2 white whale,
Unfortunately, perbips because of their early vonditioning, it

seurns to be difficult to convince paople that The fusens ie @

nafrrative poem before it i anything else, ALl thot is needed for that
parception is aa open mind. And how refresbing it iz o read Spenssy
when the nagging crossword puscle concern for allegorical detall is put
aslde. The Red Cross Haight s "Upon a great adventure, . .To win him
wovshippe! {I, 4, 3} when he resches the Den of Evror he investigates
because!

« » » Bhne ware to revoke
The forward focting for an bhidden shade (1,4,12)

There can be no doubd sbout 38, The Red Cross Halght is a character in
chivalric adventures, and although the strugple of the Christian with
Error doeo present an allegorical conceptual mesaing, aay attempt to
explain the poem in terms primarily other than nareative denies the very

warp of The Faerle Queene, its chivalric romance guality, Error's
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Den is no isolated example, In Book I alone there are at least seven
specific references to winning "worship" or "honour", in Book II, twelve.
Mere word counting is not, I think, of crucial importance: more
significant is the quality, authentically Spenserian, of such passages as:

To hunt for glory and renowmed prayse

Full many countreyes did they overonne

From the uprising to the setting sunne

And many hard adventures did atchieve

Of all the which they honour ever wonne (II,i, 3)
Or, again:

O! goodly usage of those antique tymes

In which the sword was servaunt unto right

When not for malice and contentious crymes

But all for prayse and proof of manly might

The martial brood accustomed to fight;

Then honour was the meed of victory,

And yet the vanquished had no despight (III,4,13)
Spenser's knights fought for "glory", for "prayse', and proof of "manly
might", Their motives are specifically chivalric. Notice how the
second quotation begins with the idea of virtuous warfare, the sword
being "'servaunt unto right", suggestive of the Just War, as defined by
Pope Benedict XV, But as the stanza develops, it becomes clear that

the virtue praised is inherent in fighting for honour. The world evoked

is that of the tournament rather than that of Tolkien's The Lord of the

Rings .23 1In the fight of Red Cross against Sansjoy, the motives of the

contestants are repeatedly differentiated: Red Cross is good because

23The War of the Ring is clearly a war between good and evil powers.
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he fights for honour: his opponent seeke "blood and vengsance' and is
thersfors condemmed (I, v, 1-9), To try and twist this vut of its puvely
chivalric romance mode of thought is plainly ridiouious. It is to be
enjoyed in the way we enjoy knightly stories, accepting the assumption
that fighting 1% an honourable game, and the good kolght something like
the ideal Eanglish amateur sporteman, The story is an exciting one,
taking place in an imagined world,

The primacy of the narrative may be seen not only In its relation-
ship to the chivalric framework, To resd Guyon's argument with
Arthegall at the tournament in Book V (114, 29-37) a8 snything other than
delightful narrative, a squabble between two rather priggish young men,

is to make The Faerie Cuesne as dull and pedantic as Guyon bimeself.

S0 many uritics bave denied or failed to perceive the primacy

of verse narrative in The Faerie Ousene that it 16 as well to examine

their reasons for doing so; surely they have some justification for thelr
viewe. The argument against Spenser's navrative excellence seems to
me to hinge on certain qualities of his verse. The slow-paced, halting
Spenserian stansa is sald to be a peor medium for portraying action,
and to be profoundly uadramatic, This is an fmperceptive view., A
comparison of Spenser's navrative technique with that of Malory, whose
skill in this field is aliowed on all hands, reveals difierences which are

not 8o much of degree, betweon effective and ineffective storytelling,
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ag of kind.

And than they put there sperys in thelr restys and come
togedyrs with hir horsis as faste as they myght ren’ and
aythir smote other in myddys of their shyldis, that both their
horsys backys braste undir them, and the kanyghtes were bothe
astoned., And as sone as they myght they avoyded their
horsys and toke their shyldys before them and drew oute

their swerdys and com togydir egirly; and eyther gaff other
many stronge strokys, for there myght nothir shyldis

nother harnyse holde their strokes.

And so within a whyle they had bothe many grymme woundys
and bledde passing grevously, Thus they fared two owres and
more, traysing and rasyng eyther othir where they myght

hitte ony bare place. Than at the laste they were brethles
bothe. .. (Works ed, Vinaver, p. 190)

LN
So both attonce him charge on either syde
With hideous strokes and importable powre
That forced him from his ground to traverse wyde,
And wisely watch to ward that deadly stowre;
For in his shielde, as thicke as stormie showre
Their strokes did ralne: yet did he never quaile
Ne backward shrinke but as a stedfast towre
Whom foe with double batiry doth assaile
Them on her bulwarke beares, and bids them nought availe,

So stoutly he withstood their strong assay;

'Till that at last, when he advantage spyde,

His poynant speare he thrust with puissant sway,

At proud Cymochles, whiles his shield was wyde,

That through his thigh the mortal steel did gryde: (II, viii, 35-6)
Both these passages describe combats, but the narrative methods used
are entirely different. The Malory reads almost like a boxing com-

mentary, describing the offensive and defensive measures of the

combatants in a way which would be best appreciated by swordsmen.
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What matters in Maloxy is the event. The people are not visualized

-at allj they are any two men engaged In single combat., Nothing inter~-
feres with the hurrying commentary on the action, nothing but the story
matters. In reading the quotation from Spenser, the respense evoked

is quite differe:ﬁt_. There is g series of events, and the mind is pulled
forward by the excitement of what is happening. The reader is keen to
read cari;, to find how the batile ends. He is, of course, counfident that
Arthur will win; the outcome is hardly ever in question in chivalric
stories, But the story exevts a,iascination; the reader wants to know
how the successful conclusion isr-tto be brought about. At the aame time,
the Spenserian stanza, with its complex interweaving of heavily weighted
rhymes, and its alexandrine giving an air of finality and separateness

to each individual stanza, slows ,ithe. reading, concentrates attention upon
itself and upon the images wii;hiﬁ' the narrative. In reading Malory, it
is rarely that we notice an indiviiiual word or phrase (except of course
insofar as for us it has the fascination of the archaic). The tendency

is to skim through, finding out simply what happens. But the verse of

The Faerie Queene makes such a reading virtually impossible. Only a

reader completely insensitive to 1:anguage and rhythm could fail to be
slowed, to have his attention concéntrated on verse and image, while

at the same time being prevented from stagnation in the contemplation
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of that individual image by the pull of narrative excitement, In Malory
we discover what happens! in Spenser we are mude to see the svent
taking place, through ouwr enforced concentration on the image.

Something similar can be seen if The Faerie Queens is compared
with its fmmediate prodecessors in the form of chivalrie narvative, the
Romantie Eplics of Bolardo, Ariosto, and Tasso. ~% Spenser I8 much
nearar to the Italians than he is fo Malory: the very form he uses was
Bolardo's invention, And his imitation goes much further. The
moralizing proems, and the conclusions promising more to come in the
next canto, are in accordance with Italian practice. 8o is the technique
by which stories are dvopped as they reach a climactic point; this is a
meang of malntaining suspense to which we have grown accustomed,
but in using it Spenser was imitating only the Iinliane, Arthur's shield
iz & copy of Atlant's. Beitomart is derived directly from Bradamant.
Even Merlin's function in the poem, which seems so completely English,
has its origins in the Italjan. The parallels are numerous enough to
provide happy source-hunting for years to come , 25

But as soon as the Italian and the English poems are placed side

by side, their differences are at least asg striking as thelyr similarities.

34My comments on these writers are derived chiefly from C.85, Lewis,
The Allegory of Liove, p. 298-304, and from Graham Hough, A Preface
to''The Faerie Queens", p. 20-8l.

255ee Graham Hough, A Preface to "'The Faerie Queene', p. 20-81.




Z26

The latter ave matters for Mierary genealogists§ but upon the reader
who i8 not congerned with the search for origins, the poems produce
effacts totally dissimilar. Variety and profusion; rapid and fascinating

action, are the keynotes of the Orlando Furigso and of the Orlando

Inammorato!

Le donne, i cavaller, l'arme, gli amori ,
Le cortesie, audaci impresi lo canto. (O.F.1,,1-2)

Ariosto more than fulfils his claim. Nothing is without interest for
kim. Geography, gastronomy, architecture, history, laws, monsters,
convergations: there is no lmit. As C.8. Lewis puts it "when you
are tived of Arioste, you must be tired of the world", 26 Byen the
combats, which in so much medieval writing become mere slogging
matohes, ave transformed juto something vital and exciting. Each is
an individual and differentiated fight; the range extends from the comie
struggle of Rinalde and Sacripante (Canto 1) to the chivalrous and
heroic flght of Ruggiero sand Bradamante in Canto XLV,

But for all Ariosto's endlesa fascination, the interest of his
poern i always, as it were external. Bradamante is & splendid virago,
but she i seen from outslde, and is chiefly important for her function
in the story. The event ie sverything; Orlande Furioso has its real

centre in the recounting of adventures, the fascinating pattern of action,

2The Allegory of Love, p. 302,
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This is where the contrast with Spenserian narvative {8 most striking.
Arjosto in all spead, sction, galety: his marvels are like astonishing
conjuring tricks, or like tall storles, Spenser's are always gravely
imaginative, There ig a profound trath in Harvev's remarks that
Spenser Ywil needen seeme o emulate and hops to a@fwgﬁ*‘ﬁ Ariosto,
For the Italian writer tells an exciting tale, and dosa iittle more;
Spenser tells much the same kind of tale, but by means of his unique
verse form does A great many other things ae wﬁig% The verse
retards the reader euger to follow the story, forces him to eoncentrate
hiz attention on the individusl stanma or even line, so that he is made
keenly sware of the imagery within it.

To say this is to make bigh claime fur Spenser's verse, which
has recently been a subject for attack,*? In sume wavs, the verse is
indeed wosk. Spenssy has bis vices. He makes far too much use of

words that do ne work, are mare cocaters put in to {1l up the line;

28y my be ﬁbjegteé that 1 have not discussed Tasso at all, and that
bis technigue is much closer to that of Spenser than ia either
Bolarde's or Arioste's! It may be that Spenser devives a good deal
from him, But arguments aboul originality and fmitation are vut
of place in the present study, I am aot concerned with the italian
writers as Spenser's sources so much as with the light thrown by
a comparison with thern vn the nature of his poetry,

2950e D.J. Traversl, "Spenser's Faerie Clueene', in The Age of
Chaucer, p.2i3-228.
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filthie, foule, dirvefull, and goodly, and their like, occur too often.

They represent an abdication of the poet's duty to concentrate his
language, and to pare away every unnecessary word. There is too

much alliteration in The Faerie Queene; perhaps Spenser's worst vice

was to produce "huge heaps of words uphoarded hidecusly'. But the
best poets hit bad patches, Wordsworth is notorious for his occasional
badness, and even Shakespeare is not all pure gold., Some of Spenser's
poetry is unsurpassable for its deliclous, mellifluous flow:

By this the Northerne wagoner had set

His sevenfold teme behind the stediast starve

That was in ocean waves yet never wet,

But firm is {ixt, and sendeth light from farre

To al that in the wide deepe wandring arre}

And chearfull Chaunticlere with his note shrill

Had warned once, that Phoebus flery carre

In hast was climbing up the Easterne hill,

Full envious that night so long his roome did fill: (1,ii,1)

A long poem cannot be always on the heights, The lyrical passages of

Four Quartets gain from being set off against relagively flat sections

of lesser intensity. In comparable sections, Spenser shows a mastery
of good workaday verse, business-like and forthright:

It fortuned, as they devised had:

The gentle Squyre came ryding that same way,
Unweeting of their wile and treason bad,

And through the ford to passen did assay;

But that fierce foster, which late fled away,
Stoutly foorth stepping on the further shore,
Him boldly bad his passage there to stay,
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Till he had made amends, and full restore A
For all the damage which be had him doen ofore (I, v,18)

Dospite ite cccasional faults, the verse rises to groat excellence. And
for its purposs it is triumphantly succeasful. It decelerstes cur yeads
ing, in s way np verse more superiicially sultable to narrative could
do, and s permits the Image to permeate the mind, g:r%ting that

vigual clarity for which The Faerie Queene bue 80 often been praised,

Hazlitt's name I8 suspect in these hypercritical days: but none can

quarrel with his etatement that 'In reading F y you

a Mttle withered old man by & wood-side opening & wicked, a giant, and
a dwazf', " The old women to whem Fape read Spenser said, "You
have shown me a gellery of platures'..

This ie the special guality of Faerie GQueens. The centre

of grevity of chivairic narrative is shifted, so that the mind jv held

to the lmage, I must emphesize agaln that the naryative thread is

not thereby rendered unlmportant. It is the very wwhemence and
excitemant of the story, which, pulling agalost the slow, pausing verse,
produces s atate of mental tension. The mind ie held so that the image
#lssa into prominence, and the vivid visual effect of Spenser's poetry
is produced. In place of the sorreborative detail, the factual backe

ground, used by earlier chivalric writers who made averything point

30Gn Chaucer and Spensex™ in Lectures on the English Poets, p. 35.
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towards and reinforce the narratjve thread, Spenser places the pletorial
image which pointe towards iteelf,

T.5, Eliot once remsarked that he considered the overt meaning
of & prem to be like the bone thrown by the burglar to the dog of the
intellect, to keep it guiet while the poetry does its work.™ This is
sornething like the funcilon of narrative in The Faerie (Jueene. It keeps
the mind occupled, pulls the reader forward: but to prevent his being
pulled im fast, the verse slows him down so that he can sccept and be

worked upon by the poetic dmage,




THE FOCUSSED IMAGE

The effect of The Faerie Queene is, then, through the tension

between verse and narrative, to focus the attention of the reader upon
the poetic image. Another trap lurks here for the unwary, that of
allowing this sensuous and concrete image completely to dominate an
interpretation of the poem, legouis expressed the view that ""The

Faerie Queene is essentially a picture-gallery”, and went on to describe

W, 32

Spenser's art as that of ''a great painter who never held a brus
Such an interpretation is as erroneous and one-sided as the allegorical
approaches favoured by Greenlaw’> and Berger? 4 It limits the response
to the poem as much ag they do, in that it considers only one aspect,
however significant, of a work which is of such multiplicity that no
critical study has yet come to terms with the whole of it,

The imagery is not everything; but it is possible to say that our
response to the poem as a whole is considerably affected by sensuous,

particularly visual imagery. It is the image that remains clear in the

324 History of English Literature (with L. Cazamian), p. 282.
33'Iihg Works of Edmund Spenser.
34The, Allegorical Temper,

3l
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mind after reading The Fasrie Queene. We retain a clear memory of

Gerioneo, with his teeth YLike to & rancke of piles that pitched are
awry" {(V,x1,9), or Despair, whose "raw-bone cheekes, through penurie
and pine/Were shronke into hie jawes, as he did never dyne' (1, ix, 35).
The clarity of such images is almos#t that of a room seen through the
wrong end of a telescope, Spenser has often been called "dream-like",
but never "dreamy", because of this vividness. “ﬂréamy" suggests a
vague condition of mind, the state of daydreaming; but Spenser's images
have the almost painful clarily of real dreams, or of nightmares,

The image is itself a source of delight or hovror; but if it is

no more than thie, we muet fake the view that The Faexie Quéener is a
splendid picture-gallery, which is obviously inadequate, To discover
what the image does other than point to itself a8 an emotional stimu-
lant, it is necessary to examine several key passages, and, as it were,
watch the image working.

We have already examined the fight of Red Cross with Error,
in allegorical terms, To consider it as a series of images will provide
a useful illustration of the utter inadequacy of the former approach. 3%

For the most striking quality of the episode is its realistic, sensuous

detall, rather than its allegorical significance. The monster's tail

35The following interpretation of the fight with Error owes a good deal
to A, C. Hamiliton in The Structure of Allegory in 'The Faerie Queene',

?@ 39“36¢
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wag huge, long, knotted, and speckied., It spread all around bey den,
When the Knight put forth his strength to strangle ber; she

« 0 o 8pewd out of her fithie maw

A floud of poyecns horeible aad blacks

¥ull of great lumps of flesh and gobbets raw {I.4, 20)
The word "filthie” is dedng no work herse; but the image i vital and
concrate snough to work sven when flawed.

Ereor is desoribed with exactnens “apon the durtle ground”,
her brood Ysucking upon her peisoncus dugs'. These detalls work
immediately on all the senees, Sight is affected by precies viewal
details like Yspeckled tadl", snd the "little glooming light” made by the
Knight's armour) taste and smell by the viclent spewlog snd by the stink
of vemit; touch by the crushing sensation of the monster's tall, and
hearing by her loud bray and ber offspring's Ygroning full deadly".
Fusell, who was inclined at tloes to an almost survesiistic precision
of presentation, complained that Spenser here “drearmt a butcher's
dream snd not & poet's, 30 Indeed, the image iz almost oo lteral and
clear to be bearable.

Not enly doee the Image act ae something aesthetically satiafy-
ing in its own right, but it can aleo be clearly seen to point back to and

suppert the narrative, The monster's brood rush into her mouth; she

NG D

{ Henry Fugeli {ed. E.C. Mason), p. 217,
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starte from her den “hurling her hideous talle/About ber cursed bead”.
The whole fight is intensely dramatic and active, Una's volce rallies
the Knight to knit all his foree: finslly to sivike with superburman
strength (5,1, 24). Narrative and lmage support and give life tv one
paother, so that they are simost inseparable. Action i realized in
torms of image, image is vitalized by action, Aay interprotation of

the deeper lovels of The Faerie

Gueene must start from this complex

asnd Hving interaction; the lmnge, the narrative; and, ae indicated in

the previous chapter, the verse, fovm a trisagle of forces in equilibriun,
a dynamic vepose. This ie the atructursl principle upon which the whele
poera depends .

Lot ue look back for & moment to the allegorical interpretation
of the den of Exrrer, and sec whit parvt it plays in determining the
rvapder's response. The Chelstien, asseisted by Revealed Truth, must
sombat BEryvors The Haoglish nation, with the support of the Chureh of
England, oppowes aud destroye false teaching. How do these rather
cold, drab, and obvicus statements relute to the lvaly passage just
discussed? It ie, I think, clear that thelr vole is secondary: otherwise
we roust ey that what takes Spenser fifteen stanzas to describe (11-26)
can be expressed in 8 couple of sentences. This is not 1o say that the

sllegory is totally irrelevant, We are aware that Red Cross is a
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Christian, opposing Error: but this is an enrichment of our response,
which is primarily to the poetic structure of narrative, verse, and
image.

The primacy of verse narrative and image in the aesthetic

response to The Faerie Queens is further illusirated by the House of

Alma episode in Book . Guyon's and Arthur's arrival and their fight
with the "wile caitive wretches' is effective because image and narrative
are fused into a single poetic whole:

A thousand villeins rownd about them swarmd

Out of the rockes and caves adjoyning nye;

Vile caitive wretches, ragged, rude, deformd,

All threatning death, all in straunge manner armd:

Some with unweldy clubs, some with long speares,

Some with rusty knifes, some staves in fier warmd

Sterne was their locke; like wild amazed steares

Staring with hollow eies, and stiffe upstanding heares (II,1x,13)
Here is a vivid picture indeed; but it is a picture of figures in action.
The image is relevant to the story, and the story requires the image.

When the knights are once inside the castle, however, the
reader's interest slackens. It is all very clever, this expression of
the physical structure of the human body in disgulsed terms; but when
each item in the verse is specifically attached only to & conceptual system

outside the poem, when "I'wise sixteen warders..,.all armed bright/

In glistring steel' is merely an elaborate circumlocution for a set of
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teeth, our response ls acrostic, not poetic, in nature (11, ix, 21-46). At
the end, the canto improves again, with the description of the powers
of the mind, because the figure of Phantastes, for instance, is presented
primarily in terms of images, not of point-for-point correspondencies,
The defeat of the besiegers in Canto XI brings us again to the triumphant
poetic fusion of narrative and image. Arthur's fight with Meleager, who
was;

. s . 0f such subtiie substance and unsound

That like a ghost he seem'd whose grave-clothes were unbound

s ' ' (X, xi, 20)

is presented in the same forceful terms as that of Red Cross with

Erxror. G.S, Lewis 37

compares Meleager to Orrilo in Orlando
Innamorato: "The one story is fun, the other nightmare'. This phrase
suggests a quality of Spenser's imagery that has not been suificiently
emphasized. Not only does it work simply as aesthetically satisfying
in itself and as supporting the narrative: but it points beyond itself to
a deeper level of the human imagination. Meleager is "nightmare':

he is an embodiment of a phase of experience which is most conscious
in dre_a_ms . I have already used the adjective "dream-~like" to desgri‘be

the clarity of Spenser's imagery, But there is more than its clarity

to associate it with dreams, Thus, Meleager:

37The Allegory of Love, p. 307-308.
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His body leane and meagre as a rake

And skin all withered like a dryed rooke}

Therto as cold and drery as a snake,

That seemed to tremble evermore and quake;

All in a canvas thin he was bedight

And girded with a belt of twisted brake:

Upon his head he wore a Helmet light

Made of a dead mans skull, that seemd a ghastly sight (II,xi, 22)
The image is concrete and sensuous. Meleager is a figure in action,
mounted on a tiger, and his fight with Arthur is a running fight,
Allegorically, he is the enemy of mankind, who strives "To bring the

38 ,
soule into captivitie', But he is more than that, He is a manifesta-
tion of more primitive depths of fear than can be described in such
terms; the flend that Coleridge saw, the undead corpse, the mummy
that pursued the heroes of Conan Doyle and M.R. James, the zombie,
are all derived from the same basic human fear.

The House of Busirane is my third illustration of the potency of
Spenser's imagery. It is difficult to interpret allegorically, Why was
Busirane able to abduct the bride on her wedding day? Why should
Chastity rescue her? I am not sure that these questions, as expecting
an allegorical answer, are useful ones for the literary critic to ask,
for they are concerned rather with the conceptual frame of the poem than

with the experience of reading. It is enough for the responsive reader

that Amoret is there imprisoned, and that her unfortunate lover

385ee H.J, Berger, The Allegorical Temper, p. 56.
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Scudamouyr is.unable to pierce the wall of fire and rescue her. We are
presented with a tense and drama,tm sztuation. Britomart arrives on
the scene, Sb.e pitzes the helpless and la,menting Scudamour, rallies
his c@urag‘e so that he is prepareé to attempt the conquest of the gate
again. They approach it together. Even the dauntless Britomart
hesitates to advance thmugh the fire, but with true chiva,lric moti.ve
{311, =i, 24), for ”Shameful thing/ Yt were ' abandon noble chevzsaunce“
she tries, ancl passes unharmed through the fire. Scudamour, follow-
ing her, is beaten back, Britomart finds herself in & strange, silent,
gorgeous, and in some way evil palace!

For round about the walls yclothed were

With goodly arras of great majesty

Woven with golde and silke, so close and nere

That the rich metall lurked privily

As faining to be hidd from envious eye;

Yet here and there and every where, unwares

It shewd it selfe and shone unwillingly;

Like a discoloured Snake, whose hidden snaves :

Through the greene gras his long bright burnisht back declares

(111, %1, 28)

The snake image is an unmistakeable warning of latent evil; the rich
metal "shone unwillingly" and 'lurked privily". If this stanza is read
with even a little attention--and what reader could fall to attend to such

richly packed words-~a state of unease and mental tension is generated,

This is reinforced and built up steadily throughout the long description
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of the arras. Images of hestiality sbound in the decorations, indicating
theough an intuitive pather than s rationsl moeds of comounication,
the unheslthy, degraded condition of the perscnaiity enslaved by
sndmatistic pession. Gods are presented in metamorphosss through
which they have becoms beassts, Even when such loves as did not
{nvolve an actusl transformation into an animsl are described, the
lines are loaded with bestial words:

He loved lse for his dearest dame

And for her sake hor cattel fed swhile

And for her sske a cowhesrd vile became

The servant of Admetus, cowhesrd vile. (I, xi, 39)
The association with snimals, the axbiguity of "eowheard”, and the
ropeated adjective “vile" dagrede Apolic's passion, ¥sduce it io the level
of those which resulted {p anlmal metammorphoses, It is ip this corrupt
and horrifying stmosphers that Britomert keeps her long vigil, baffied
by the mysterious "Be bold' weitien up everywhers around her. Finally
she seas the Masqgue of Cupid, and here we are taken back to the
familiar world of the Roman de 1a Rose. Fancy, Desire, Loubt, Danger,
Fear, Hope, ure all figures whom we bave seen before, Among thenm
comes Amoret herself, her heart drawn forth into a silver basin, wn
the first cocasion Britumart faile to rescue her, but walte through

ancther long and silent day. The secund anight bringe successs Britumart

follows the Masque of Gupid after its re-enactment, and surprises the
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enchenter Busirane. He is forced tv retract bis charms, Amovet is
ralessed, and the dark splendour of the bouse ju overthrown,

Here we are prosented with an intensely dramatic situation.
The noble virgin knight is ptiemptiog to rescue & maiden fromn the
enchanter who bas lmpriscned her. Slow-pated, elsborste, detalied,

s firvat of the Houme of Busivane, and

psud highly emotive desgriptione
of the tervible Masque of Gupld, relnforce the drama, and gonevats
suspense. Cur attention and excliement are concentrated rather than
dispareod by thie careflyl description. The bestial pictures, the sad
actove in the Maegue, Amorst sscoried by Cruslty and Deapight, Gupld
telumphant on & lon, Busirsae working his evil epells with Amorst's
bloud; these are not rrelevant pleces of Fine Wrlting, lndicating that
Spenser hes lost touck with his naryative thread and is luduiging a secrat
desize to be & painter. They are vital to the crastion of & suspense and
hordour necessary to the nutvative iteslf, lmage and narrative, agaln,
are not without allegorical significance: the whoile world of the Romun

de 1a Roue 16 not evoked for nothing. But the life of the scens doss not
derive frorm its allegoricnl sitachments, The Imeages relate sleo to
intuitive lovels of awarenees, which are not clearly encugh comprehended
1o be expilcable in conceptual terma. They can flnd expression ooly

through the image and ngrrative patterns which suggest then:, The story



of Amoret's rescue from an enchanter by Britomart is precisely the
Rind of story that, because it is obsourely satisfactory to the human
imagination, arises over and over again in folk tﬁas{ I paid earliar
of Meleager that he is & kin& of nightmare horror: Britomart is m
ideal dream~figuve or g folk-atory Ezai's:, & Jack the Clant Killer, as
algo Meleager is o folk-ptovy horroy, |

But fhezﬁ iz in thiz eplsode vet another level to the imagery.
When Britomart first enters the house, she waits uniils

.+« 83d shadows gan the world to hide
From martall vew, and wrap in darkness dreare {11, x4, &5}

hefore she sess th@ Mﬁﬁfj}i@a After her long walt:

The morrowe next sppéared with joyous chearg
Calling men to thelr daily exercize. (I, xii, 28)

Again, the second night:
.2 sthe second evening

Her covered with her sable vastirnent

Wherwith the world's fadr beauty she hath blent (1, =ii, 29)
Night and Day are distinctly correlated with sorrow and joy. This is
the fundamental level of the imagery which rung, as I hope to show,
right through the poem; a lavel concerned with the basic oppositions of
sickness and health, life and death, light and derkness, nature and art.

We have so far considered The Faerle Quesne as & poetic,

chivalric narrative, of o special kind in that the tension between narrative
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and verse leads to a concentration of the reader's attention upon the
image, The image supportie the narrative, draws We from i, enriches
the verse, 'the whole complex of narvrative, verse, and iﬁzag@ points
alsé %@W@éd@ a certain amoumt of allegory: But the vitality of the peern
is not to he explained by ite allegorical significance; which is often
platitudinous ov ohscuze. I baps to show, »ir; tha next two chapters, how
the image draws ite life from basic zha&as of apprehension; in the

firpt place through ite ralationship to archetypal symbols, secondly
through it insistence upon, and fiﬁal intuitive synthesis of the recurrent

ond basic oppositions to which it points.



SHADOWS OF REALITY

I have suggested that Spenser's imagery derives its vitality
frora some kind of basic unconscious or subconscious awareness, some
fundamental tendency of the human imagination, which is put, in The

Faerie Queene, into visual terms. This awareness is expressed in

part through the archetypal quality of some figures, events, and places
in the poem. I have already cited the examples of Meleager and
Gerioneo as expressing archetypal figures of the popular imagination.
More examples are necessary if we are to see how the poem depends
for its effect upon such creations.

The Red Cross Knight of Book I i a dragon slayer. The idea
of man conguering some kind of evil, demonic beast ig one very dear
to humankind. It is expressed in legend after legend. Quite apart
from the Legend of Saint George, to which Book I is explicitly linked,
there are stories in classical mythology, like that of Perseus and
Andromeda, or that of Theseus and Ariadne, both of which are strik-

ingly close to The Faerie Queene in that the love of a woman is involved

with the destruction of the beast. Beownlf died fighting and overcoming
a dragon. The same pattern of event, man alone challenging some Kind

of evil bestial dreadnought, 15 to be seen in the Spanish bullfight. The bull-

43
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fight, however distasteful to Anglo-Saxon sensibliities, is thoroughly
satisfylng to the Spanish popuiace. It obviously forme a kind of ritual
enaciment of the satisisction of some unconscleus or half-conscious
wish, perhaps the desire to overcoma, to trandcend, the animal within

the self, In Lord of the Flies, & book concerned with precisely this

problem of the dark deaires of mankind, the Beast addresses Shmon?

?émy thinking the Beast was something you could hunt and

Bl oo You knew, didn't you? ' part of you? Close,

close, closel I'm the rosson why it's no go? Why things

are what they ave?3?
The Beast is in the self, and we know vonactously that we cannot go out
and kill it; but the only way in which the desise to overcome it can be
expressed, is by an image of haman physical puniness set against and
overcoming brute forece. Bv the matador plays upon the viclence and
powear of his black adversary, untll by ite very sirength it becomes
exhauvsted and helpless; a0, through its own pride of strength, is the
Red Cross Knlght's dragoen overcome,

This may appear to be the substitution of one kind of allegorical

interpretation of the poem for another., But it is not eo. What lam

saying asbout the battle betweeon knight and dragon is that it is the kind

of etory that is common in folk-atory and legend, bacause it is

¥PWitllam Golding, Lord of the I

68, p. 137.
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satisfactory as the fulfllment of a human longing. Such longings cannot
be expressed in purely rational language: the hinte 1 bave given, about
what the longing really is, are necessarily clumey and unsatisiactory,
becavse the only way such longinge can be expressed is through some
kiond of ritusl enasctment, like a poem oy » bullfight,
Mammonts cave (II, vii), i an exumple of a place common to
the popular tmagination. Mammon himeelf is the hoarding earthman
of fromemorisl tradition; bis undeyworld recalls countless visite of
herces to dark lands. The doors open magically, ag d4id the doors of
Moriadl or of All Babats cave, All is dark and smoky, covered with
spider webs:
©weeBrpaehne high 4id lifte

Her cunning web, and spred her subtile nett,

Enwrapped in fowle siooke, and clouds more black than jett (11, vii, 28)
a8 in countless underworlds of legend. Like Proserpine, or Urpheus,
or True Thomas, Guyon is endangered by quite arbitrary laws; normal
justice does not operate in the dark lands, and something horeid is ready
to rend the hero if he transgresaes “the fatall Stygian lawes" {11, vii, 27).
The cave of Mammon horrifies because it is just the kind of underworld

that man imagines: dark, mysterious, held in sway by lawa quite

other than ours.

405ge Tolkien, The Lord of the Rings, I, 321,
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Archetypal patterns do exlet in the puem: that rouch should by
now be clear. But I bave not yet demonstrated that they have any great
significances the Cave of Mammon and the Red Crose Enight's {ight
with the dragon have been sxplained satisfactorily by other means. It

yasy be that the archetypal slements in The Faerie Queone provide

merely an enrichment uf the poem, are not among the chief sources of
its power.

In order to demonstrate the importance of these archetypal
patterns, it is necessary io trast at some length & figure never
satisfactorily explained, though of the fivet irnportance; Britomartis.
She has always been something of a puszle, Her intended marriage te
Axthegall has beon the cause of various rather gyomastic attempts to
provide guitable allegorical significances. Archetypal interpretation
of her peysonality and behaviour proves far more fruitiul and relevant,

Britomart's inunediaste literary predecessor ia of course
Eradamante. Burckhardt tells us that the virage was a popular figure
in the ltalian Rensiseance:

The highest praise which could then be given to the great
Ralian women was they they had the mind and the courage of

men.

Bradamante hereself derives from Virgil's Camilla. This is mere

#The Givilieation of the Renalusance in ltaly, p. 398,
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literary geneslogy, hewaver; it has nothing to do with Britomart's
pregenting a fascinating, sitractive image o people unfamiliar with
gither the Classical or the ltelian Spic, Nor is the vitality of
Britorart to be explained by her connection with tdusen Elissbeth,
Elisabeth was very much swars that she was a prince, and was so
masculine that some bhistorianeg have suspected actual physical
abnormality. She waa popular in her own time and has remained, to
somne sxtent, an sttractive figure to succesding ponerations: but the
moders veader rarvely thivks of Zlizabeth when he is rerding about
Britomart.

Naither specific political nor specific Htersry ancestry affects
the non-specialist reader very strengly. Rather, he finds Britomart
satisfactory because, 58 » member of the class which I propose to call

noble bisexual figures, she i cbscurely satisfying to his tmagination, 4%

Bleexual figures are recurrent in literature. Pallas Athene,
in the Urestals, is bisexusl to the extent that she ie & woman who has
put on srmour, which is linked with specifically musculine powers,

Shakespearean hercines like Viela and Portia dress as men, and are

42The germ of the following diecussion lay in Professor G, Wilsca
Knight's comments on bigexvality, particularly in bie Christ snd
Nistpsche, p. 113-157, and in his drama lectures given at Leeds,
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wonderfully attractive when they do 80.%43 Lady Macbheth suggests a
sexual smbivalence in hergoelfs

e oo Gome; you spirits 7 ‘
That tend on mortal thoughts, unsex me here (Macheth, 1,v,40-1)

and this ie clearly related {u the sxplicit bisexuality of the witches:

«+»you should be women
Aund yet your beards forbid me to interpret. (Macbeth, I,4ii,45-6)

In Restoration comedy, bisexuality appears only fugitively, The names

of Millamant and Mirabel, the heroine and hero of The Way of the World,

are suggestive of some kind of sexual reversal. In later litersture, in,
for example, the plays of Ibsen, there are strong blsexual elements.,

Hiordis, the Valkyrie~liks weman in Vikings at Helgeland, Furia,

and Hedda Gabler (who wes sv fond of her father's pistols), show
distinctly masculine atteibutes, Many of Shaw's people are bisexual,
like his Cassar. In a recont {ilm made by Ingemar Bergmann, The
Face, the mgiﬁién‘s delightful wife appeared at firet disguised as &
Man,

This constant precscupation with ambivalent sexuality is net

437he bisexuality of Shakespeare's heroines has been explained as a
result either of bis {supposed) homosexuality, or of the Elizabethan
practice of using boys to play female parts. The first explanation
dees not account for the atiraciiveness of those hercines for people
clearly hetercsexual: the second is, on examination, meaningless.
An sudience would {ind 8 boy dressed az a boy more difficult to
accept as a wornan than it would a boy dressed ag & woman,
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eonfined to what we call highbrow litersture, or even to lterature at
all, Pritonnia iz e figure of the poupular, even inasrticulate, imagine-
tion., Do i Justice. lo the Englisk Christmas Pantomime, & lavgely

rituslistic celebration of rome folk-tale, such as Jack and the Beanstalk

or Dick Whittington and his Gat, the part of the hero, the Principal Boy,

iz invarisbly played by sn atirgctive young woman dressed in peeudo-
reasculine clothes, and the comic Dame, the Widow Twankey, 18 2 man
dressed as & woman. Even the Drum Majoretie of American popular
eulture would not gyrate on the ioothall pitch if the crowd did not {ind
her attractive dresned in masculine, even @mi«mﬁi&my clothes. She
is soromercialized, of courge: but the crowd pavs because it likes
what it sees,

Ubviously, thess people are not all alike. The Principal Boy
is the opposite of the Dame, Pallas Athene, bringing about true
justice in the Urestais is fundamentally opposed, in the imagination,
to Fentheus in the Bacchae, made mad, forced by Dionysue to dress
#8 & woman, and torn to pleces by the Eacchanals. Fortie and Viola,
dressed as boye, are superb: but Lady Macheth o yapeliant, like
Hioxdis or Hedda Gabler. It is possible to distinguish two classes
of bisexual figurs, the noble and the grotesque. Into the first may be

placed Fallas Athene, Dritanunila, Vieola, the Principal Boy, 8t Joan
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of Are, snd the Dram Majorettes, The grotesgue wili include
Pantheus, Lady Macbeth and the witches, Hjordis and her followers
in Ibaen mé in ﬁhmr.“ Mother Reilly, and the Pautomime Dame,
The grotesque class includes figures both comic snd horrific, These
characteristics may appear to be st least as profoundly different ae
those which divide my twe clagees., But the grotesgue, which consists
in the justaposition of strikingly unfitting elements, produces either
horror or swmusement in accordance with the way in which the juxta~
position ls g&ﬁ&mﬁéﬁg

In the class 1 desceibe as noble, on the other hand, all is fitting
and right. It never appears discosdant or ridiculous that Pallas Athese
should wear & helmet, that Britannis, armed with teldent snd shisld,
should rule the waves, or that Bowyn, the Shieldmalden of Rohan,
should overthrow the High ﬁﬁi&gﬁlﬁf‘

The reasons for such reeponses as we fesl to these figures are

44Most of Shaw's bisexual women are, I think, groteague, The cbvicus
exception is Lady Ceelly in Gaptain Brassbound's Conversion,

4550or u fuller dlscussion of the comic and haxfriﬁé: potentialities of
the grotesque, see G, Wilson Knight, 'King Lesr and the Comedy of
the Grotesque' in The W ,aﬁ of Fire, p., 160-176, The Italian
dramatists of the teatro grottesquo, in particulss Pirandelle, held
similar views.

465ee Tolkien, The Lord of the Rings, 111,117,
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rather in the province of the psychologist than that of the literary
critic, and probably cannot be properly expressed in the linear
language of normal communication: they require the multiplex,
intuitive forms of art, Some tentative aitempt to suggest the arecas
in which these reasons may be found is, however, necessary to the
present discussion.

The grotesque class seems to represent a disorder of nature,
either an attempt by the fermale sex to ta,ker on attributes not proper
to it, or a stepping down to femininity by a man; in either case it
involves the abdication of attributes proper to the original sex, The
noble bisexual figures transcend their femininity, put on masculine
powers, while aﬁ the same time they remain wholly womanly.

The contrast of noble and gmteﬁsi;ue bisexusl figures is illustrated
by the conflict of Britomart and the Amézén Radigund, Like Britomart,
Radigund is beautiful--"A miracle of nature's goodly grace" (V,v,12)--
and brave:

.»oin armes well tride

And sundry battels which she hath atchieved

With great successe that her hath glorifide., (V,iv, 33)

But unlike Britomart, she is an Amézon, degrading those whom she
has overcome:

Doth them compell to work, to earne their meat,
To spin, to card, to sew, to wash, to wring. (V,iv,3l)
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Her muannisbness has reached such a piteh that ¢he reverses the
normal blerarchy of the sesual selationship. Her kinship is not with
Towyn or Portia, but with Hjordis, even with Falsry Havdcaotle 47

The grotesque bissxusl encounters the noble; Britemart destroys
her enemy utteriy., This is Mgimﬁwly satisdying bocsune the true
ideal moust erane all traces of the illusory, The differsnce between
the two ie apprehended when they are aet ageingl one ancther, and
Radigund's {llusory mavhood i8 vejected. Were Hadigund to continue
in existence, the reader would be disturbed by the pereletence of an
llusion after vealily had been perceived. |

The discussion of Rodigund indicates what I have iu mind as
archetypal suslysis. It would be vidiculous to take sach episcde
invelving Britomart, and altempt an exsct explanation in tezms of
ackile blsexvality. The night she sponds in the Temple of Isls, for
expuople, has only slight bisesual overtones, if it hog any at all, When
Talue bringe Britomart the news of Arthegali's averthrow, she i
slmwoply & jealous givl, To explain episcdes such as thess in terme of
Britomart's bisexusiism would be to imnpose, on an essentially
imaginative and probably non-raticnal mode of apprehonsion, a narrow

logical system. It would be auother form of error that makes the vital

475 character in C.S. Lewis' fentasy That Hideous Strengih,
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dynamic image & slave of static allegorical concepis. The archetypal
approsch is valuable only in the flexible conslderation of Britomart's
potivity, as related to the behavicur of other figures in the same class,
This does not exciude allegorical implications} for example, io the
pursuit of Ollyphaunt, we are aware that:

« « bt the powre of chaste hende might not beare
But alwayes did theis dread encounter fly, (I, 21,6}

At the same time, we apprehend Britoreart's pursult se propsr to a
pezaon of her kind, as it was proper that Bellona should overthrow the
glante. Britormart at times acte allegorisally; the lmage ghe presents
frequently draws ite life {rom her bleexuality,
Thue, she is almost lnvineible in combat, Her flret act in the

posm 18 to overthrow Guyun, who!

« s s@ver yet, sith wariiks armes he bore

And shivering speare in bloody fleld first shooke

He fownd himeelf dishonoured so sore (UL, 4, 7T)
Nobody has much change sgeingt her., Marinell, who had defested Yan
bundred knights of honsurable name" (1M, iv, 21) i unhoresed without
difficulty, ' Scudamour {IV,v1,10}, Dolon (V,vi, 28}, the brothers of
Guinor (V,vi, 39); even the plx knights attacking Red Crose before
Gastle Joyeus (15,1, 29) are all dispesed of with eass, Only FParidell

{111, ix; 16) and Arthegall {IV,vi, 21) give Britomart any trouble., The
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former, though overthrown bimaelf, unhorses her also, Arthegall
is defeated at the tournament in IV, iv but on thelir second meeting
only Britoroart's beanty saves her., Paridell's unhorsing of her ia
probably significent sllegorically, related to Britomari's chastity.
The defeat by Avthegall is more difficult to Interpret, It feels
satisfactory in the reading, snd of course if ghe had agaln defeated
him she would not kave found the sah&réimﬁén required of a wife
sasy: but the full discuseion of this event must be postponed until later
in this chapter. For the momeat, it e snough that she e almost
invincible, which is exactly what we expect of the virgin warrior.
Soon after we meot Brliomart, we learn how she put on men's
clothes, symour, to search for her lover (I, 44, 57). ¥Fut in cold
terme like this, the mede of pureuit sousds too expliclt; wnsubtle, and
mognnish for an ideal figure ke Britomart. But any such suggestion
is nogated by the presentation., She is maidenly and sbashed before
Merlin:
«» o Beeing hereell dosoryde

VWas all abasht, and her pure yvory

Into & clears Carnation suddeine dyde. (M1, 43, 20)
Cnly after Glauce inspires har does she decide to teke up arms in
search of Arthegall (I15, ifi, 52-56), She has nothing mannish about her,

any more than has Viels, whe deessed as a man for similar regsomes,
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- or Polly Uliver, who even enlisted as a soldier,

Malecasta’s atternpt 8t seduction, tou, is novraal, Vicla had
similar troubles with Glivia. The bisexual figure, embodyling some
kind of ideal femiuine integration or transcendence of femalensss, is
attractive to men. I appeals sloo to women, boecause it suggesis &
maseulinity devold of crnde maloness,

Al thie i move or less plain salling! the real test of the fruit-
fulness of considering Britomart us a bisexual figure Hes in the analysis
of gueh cruclal spisoder a8 the rescuss of Amoret and of Avthegall.

1 have already considered the House of Busirane &5 & nerrative
reinforced with, and pointing towards, images of singular power., How
is the reader's responee o it medified by his unconsclovs awareness
that Britomard 1 an imaginative attempt to porteay some kind of human
ideal through bisexuplity?

Where Scudamour {ailed, Britomart succesds in forcing entry
to the house., She is able to overcome the refined bestlality of Busirans,
because she lacks the grude, perhaps sadistic maleness which prevented
Seudamour. Thus Busiress is forced to retract his charms, and Amoresf
is releaved, In the oviginal ending of Book UL, she was reunited with
Seudarmour:

Had ye them seens, ye¢ would have surely thought
That they had beene that {aive Hermaphrodite
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Which that rich Romane of white marble wrought

And in his costly bath caused to bee site;

S0 seemd these two, as growne together quite,

That Britomart, halfe envying their blesse

Was much empassiond in her gentle sprite,

And to herself oft wisht like happinesse:

In vaine she wisht, that fate n'ould let her yet possesse (III, xii, 46)
Britomart embodies, in her bisexuality, a sexual detachment, (Viola
passes for a eunuch in Twelfth Night, II, 11) which enables her to escape
the maleness and femaleness that have separated the lovers; female
prudery has kept Amoret among the illusions of Courtly Love. Bhe has
been repelied by the maleness of Scudamour, the very maleness that
prevents his coming near her, The combined masculinity and
femininity of Britomart makes the union of the lovers possible, but
that real union, being fecund, is, once achieved, greater than the
almost eunuchoid poise of Britomart. Thus, in the lines just quoted,
Amoret and Scudamouyr become the hermaphrodite;: Britomart remains,
a little wistfully, outside. However well-integrated or ideal her
bisexuality, it remains less than the true union of the lovers.

Again, I must emphasize that this kind of interpretation is not
merely the substitution of one allegorical interpretation for another.
The primacy of story and image in the Busirane episode has already

been established in Chapter IIl; the present suggestions are an attempt

to put into words those imaginative and non-verbal forms that underlie
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image snd navrative. Such archetypal shapes are not normally
recognized by the congcious mind, as an allegory must 'iaw i it is to
work; but it is just such unrecgognized undertones that reander postic
images obscurely but unguestionably satisfactory. Attempts to explain
the House of Busirane in allegorical termse remain iaaéaq#ate,*g but
the episode itself ie deeply satisiying because of the vitslity of story
and dmonge., My purpods is to trace the sources of that vitality.

Let us now considey Britomart's intended mayriange in the light
of her archetypal qualities. The Arthegall/Britomart zelationship has
caused difficulty to many cormmentators, and bas led to statements like
“Justice ie the chastity of the eoul'#? which I fiad incoroprehensible.

The whole of Arthegalils adventurs indicates that his justice is
almost mindlessly retributive, Of sll Spenser's herces, he is the
ouly one to whom the adjective Veruel” could coneistently be applied.
His overthrow of the cgalitarian glant {V, ii, 30-50) involves some
rather specious special plesding, and is brutal. The killing of
Lady Munera is both pathetic and horrible:

Still holding up her suppliant hands on hye

And kneeling st his feete submiseively:
But he her suppliant hands, those hands of gold

435&@ T.P. Roche, "The Challenge to Chastity', PMLA LXXV], p, 340-
344,

49506 M.P. Parker, The Allegory of "The Fasrie Queene', p. 177,
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And eke her feate, those feste of silver trye,

Which scught unrightecusnesse, and justice sold,

Chopt off, and nayld on high that all thern might bebold, (V,§1,26)
¥t is all very well to talk sbout Munera's "unrightecusnesse'; the
manner of her death arcuses pity. The repeated adjective Ysuppliant',
the submissive kmglings are in sharp contrast to the brutality of
"Chopt off', Spenser may well have belleved in this kind of Justice, as
d4id many of his contemperaries, But there can be ne doubt that the
reoader's roesponse to the poem {8 vne of pity for the unfortunate
lady Munsra.

Arthegall is throughout rather unattractive. His fron page Talus
is, tu a modern yreader, pleasiogly reminiscent of the Jron Teacher or
the Tin Mas of Ls; but he bhee derker connections. Ie represeats the
rack and thumbacrews of Elizabethan justice; snd among his relations |
must be counted Moxon's Muester, the monster that Fravkenstein made
and the robuts who, in 80 much sclence~fiction, laberit the earth,

it is impossible to account for Arthegall's repeliant qualities
on the basis of Elizabethas concepts of justice. The emotional
sympathies of the poetey in the Lady Muners scene are clearly anti-~
Arthegall: furthermore, Arthegall's behavicur, like & apoilt child's,
after his defeat in Satyrane's tournament (IV, vi, 4.7) was no more 2

matter for praige lo Spenser's age than in cur own {the vanquished



had no despight (110,4,13) )s Arthegall's motto is "Salvagesse sans
finease" (IV,iv, 39).
The Justice of Arthegell is like that of Apollc In the Urestals

or that of Shylock: a mindless and savage vetribution, Clytemnesira
has killed Agamemuon, thersiore Ursstes must kiil hexr. Antonic has
promised a pound of flesh, and the pound is requived of him. In the

one case Pallag Athene, in the other Portia, transcends the mechanistic
aotion of justice. Both are noble bisexual figures, The actusl means
by which the transcendence is brought about, and the new crder set

up, seem to be, for the satisfection of the dmggination, wnimportant.
Pallas Athsne's argument is, to say the least, dublous. It ie the lmage
that s significant; the noble bisexual figure somehow beings about the
transcendence of retributive justice,

I menticned sarlieey Britomart’s near defeat at the hands of
Arthegall. Pallas cannct; should not, defeat Apollionian justice:
Shylocikt's domand s, In its way, just. The coming together of
retributive juetice and ite transcendence aimply dees not, imaginatively,

take place in that way. It may be fndiceted by means of 3 marriage, 50

ﬁﬁﬁnﬂﬁ%&y snough, a friend of mine, who had at the time nothing to
do with English studies, and who certainly kuew nothing of my
intersast in the bisexual, delighted me by remariting, after seeing
a production of The Merchant of Venice, that Portla should have
married Shylock, He wae unable to explain why! it "would have
felt right",



This chapter is alréady too long; and encugh has besn said, I
hope, to show that an analysis of the reader's imaginative response

to the archetypal elemenis in The Faerie Uusene is helpiul in tracing

the sources of that respones. The flnal stage of snalysis, treating of

the fundamental and recurrent imagery, will now be underteken,



THE PRIMARY IMAGINATION

To trace the fundamental source of the life of Spenser's poetry,
it iz necessary to probe (o & etill more profound level of awareness
than archetypal analyeis can reach, The archetype is an expression
of profound and lrrational longings and fears; but these longings and
fears are themselves the product of the fundamental tendencies of the
human imagination s such. It is posaible to find direct expressions
of .timgg fundamental tendencies In a type of lmagery which, as
Professor Frys has pointed out, may properly be called universal, 5}
Such ultimate aatitheses as sickness and health, light and darkness
are vpposites in the experience of all men., Tweo difficulties lie in the

way of any examination of theses antitheses.

Firstly, The Faerie (ueene is a poem of varied intensity, What
is at one point a highly charged Image, may at ancther be no more than
& cliche. For instence, when Guyon is overthrown by Britomart, he
suffers "hard fortune’ in being defeated (111,41, 8), Here ‘fortune' is a
dead word; but when Arthegall commits himaelf to the ‘fortune” of his

fight with Radigund (V,iv, 47} the same word becomes vivid and

5lanatomy of Criticism, p. 118,
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significant. Word-counting is obviously useless; a great deal of the
analysis must depend on the reader's intuitive estimate of the
significance of a phraée in its context. 52

Secqndly, we must beware of cver‘simplificatian, The antitheses
are not presented at all as directly as has sometimes been suggested,. 53
Images must be considered as they appear, in all their subtlety, not
reduced glibly to simple oppositions.

Of all the great antitheses, that of health and sickness, or, in
the extreme case, life and death, is presented most simply, Idleness,
for example!

.. .grew to grievous malady;

For in his lustlesse limbs, through evill guise,

A shaking fever raigned continually (I,1iv, 20)

Gluttony suffers from a "dry dropsie" (I,iv, 23), Lechery from venereal
disease (I,iv, 26), Avarice from gout (I, iv, 29), Envy from leprosy
(I,iv, 32); Laucifera's coach passes over 'Dead sculls and bones of men'

(I,iv,36). The dragon that Red Cross fights:

. . .was deadly made
And al that life preserved did detest. (I, xi,49)

5.aMillar Maclure, "Nature and Art in The Faerie Queene', ELH XXVI],
p. 3, holds that an objective touchstone of intensity is to be found in
the allegorical significance at a given point in the poem, As I do not
consider allegory of central importance, I cannot agree.

53By, for example, C.S5, Lewis, The Allegory of Love, p. 313-317.



Archimage makes Guyon "the ohiect of his spight asd deadly {ood"
{i1,4,3). The porter of the Bowaer of Bliss, the evil geaius, is “lhe
foe of lide” (i1, xi1,48). Malbecco ia forever (ransiived with “deaths
eternail dart” {11, x, 59}.

Oun the other side, virtue is all fecundity and health, Charissa
suckies her babies (I, x, 30). Fighting his dvagon, Bed Gross is
refrashed by the Well and the Tree of Life. Belphoebe crushes herbs,
virtuous for the healing of Timias® wounds (i, v, 33). Cambine carries
& cup of Nepenthe (IV, 41,43}, The poem is full of marriages, Health
and life and fecundity ss virtue ave throughout the poem set againet
sickness, stexility and death as expressions of evil, It has been
ahjésta;é that this is not alwaye truet that Acrasie, for instance, ie
presented "with her brow /sic/ wet through “languor of her late sweet
todl' " (I, 48, 78). 5% But Acrasia is still not presented fn action, as
are the lovers in the Gavden of Adonis., Her lack of vieible activity
is emphasized by the word "languoer’;, and by the images clustered
sround her, Her breast is ‘bare to ready spolle/Of bungry eles”

(15, xii, 78). A woman prepared to stimulate peeping Toms would hardly

be described as fecundly active, The distinction remains clear, Good

54Graham Hough, A Proface to'"The Faerie Quesne', p. 164,
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and Evil made manifest as health and sickness, life and death,
fecundity and sterility.

The second opposition of light and darkness, is not quite so
simple, True, Night is hardl'y ever mentioned without aversian:

S0 soone as Nigh‘t had with her pallid hew
Defaste the beautie of the shyning skye (IIl, i1, 28)

. ..whenas chearelesse Night ycovered had

Fayre heaven with an universal clowd

That every wight dismayed with darkenes sad (I, xii, 1)

... when as dales faire shinie-beame yclowded

With fearefull shadowes of deformed night

Warn'd man and beast in quiet rest be shrowded (V,iv,45)
Conversely, Day is always greeted with delight, almost as if every
dawn were a new enactment of the original Creative Word:

. » .the Morne with cremosin ray

The windowes of bright heaven opened had

Through which into the world the dawning day

Might looke, that maketh every creature glad (II,xi, 3)

. .50 soone as Phoebus Lamp

Bewrayed had the world with early light

And fresh Aurora had the shady damp

Qut of the goodly heven amoved quight (III, x, 1)
And in the great passages, the moments of poetic tension, where the
conflict of Day and Night becomes explicit, there is no doubt that it

is fundamental. The armour of Red Cross makes "a little glooming

light' in Error's den (1,1, 14). Prince Arthur's sleepless night of
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love-longing embodies the conflict:

Dayes dearest children be the blessed seed

Which darknesse shall subdue and heaven win:

Truth is his daughter: he her first did breed

Most sacred virgin without spot of sinne (IIl,iv, 59)

The same thing is brought out again in the most intense moment of
Book I, when Night herself states "The sonnes of Day he favoureth,

I see" (I,v,25). But the imaginative linking of Light and Darkness
with fundamental Gged and Evill is not altogether straightforward,
Night is contrasted with Duessa, "suany bright" (I, v, 21); Lucifera
Y"ghone as Titan's ray" in Yhright blazing beauty' (I,iv, 7). She emerges
from her palace "As faire Aurcra' (I,1v,16): a palace which itself
"dismaid" the sky with its brightness (I,4iv,4).

There are, however, differences betweeun the brightness of good
and that of evil. Duessa's light is borrowed; she is stripped of it by
Arthur. The House of Pride shines because it is overlaid with gold
foil, Its light is reflected light, reflected from something clearly
sham. lLucifera presents more of a problem, She "ftoo exceeding
shone', which does suggest something wrong about her shining; and
the vanity she manifests in Stanza 10 diminishes her attraction if not

her brilllance, She remains something of a puzzle, although it will

be possible to say more about her later on.



The conflict between Nature and Art is even more complex than
that between Light and Darkness,  The sbvicus cousideration is that
the "natural’ is good and the "unnetural" evil. That which fulfils the
law of its kind within & system of universal order, imaged in terms
of generation, is good, aw was seen in the case of the health/sickness
dichotomy alveady discussed. Nature revenges bersell on those who
deny her; for example, on Marvinell, who was "love’s enimy" (L, iv, 26).
The uonatural is fully sxprasesd ib the figures of Argante and
Cllyphant (W, vi, 37 =i, 4},

But Naturs itself is not slways good. Arvgaste’s nymphomanis,
Hellenure's repeated copulstion with the satyy, admit ascther aspect
of Matars., The same power of Eres, which in Britomart produces
bigh and noble emotions; io su apparently indiffereni power, a moving
foree of cyeation, which in ancther pevson lesuse ixa sudznality,
Hellenore is mede & gservant and & sex-maching by the satyrs) the same
satyrs, confronted by Una, worebip her as s "Goddess uf the Weopd®
(1, vi, 9) and seek to adapt her to the natural religion vover which
Hellunore latey presides as their May-lady. Nature beve appears 1o
bé s primal urge, & cthonle power beneath the viaibie vell, almost

like the geds in Euripides. In the fertile chaos below the Garden of
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Adonie, "infinite shapss of creatures' and "anceuth formes' {31, vi, 35)
are produced, But the deepest lmegining of Nature goes even beyond
this dark primal urge. The fallen “nature” of chaos ia related (o the
“neorrupted nature” of Eden {I,1v,47). There is decay in the visible
satural worlds

Me seermes the world is runne guite out of square

From the firvet polat of kie appointed sourse;

And being once amisge growes daily wourse and wourse

{(V, Proam 1)
Arthegall labours for the policing of A world 8o corsupt that his train-
ing had to be upon wild beasta:
s » » 10 make experience

Upon wyld bessts, which she In woods did find

With wrongfull powre oppressing others of their kind (V,4,7)
Implicit here ig the orthodox doctrine of the Fall, The beasts have been
somehow infected by Man, seo that even though they sannot do wrong in
the sense of commiting » aln, thelr acts can be described &8s wrong.
As a result of Adam's uin thelr behaviour is not that for which their
Greator originally designed themm,

But the assertion of sarthly corruption seems to go even further

than the Cheistisn vislon of & world fallen from ite original perfection:
"loathly crime" {8 'ingenerate in earthly slime" (1L, vi, 3), In the

Garden of Adonls, "the first seminarie/Of all things that are borne to



live and die’, Genius ¢lothes the "naked babes” with Yeinfull mire”
(313, vi, 32). Orgoglio was bora of the earth (I, vii, 9) and so was
Meleagey, who revived at the touch of his mother {0, ix,45). The
secrets of the earth are hid in the womb of Night, the “most auncient
Grandmother of all” {I,v, 22), whom we have already identified with
evil,

This sounds rather Manicheun} evil seams 10 be implicit in
visible creation. Such a pesition iz incompatible with the Chyristian
doctrine just mentionsd, of 2 world fallen but originally good, Before
resolviag this difficulty, it i8 necessary to look & little further,

The treatment of 42t in The Fasrie Queens i now widely

recognized to be ambivalent.?5 Art can be “good®, or Yevil", depending
o clrcumatances, When Nature and Arxt are compared, "Nature' has
the sanse of a forming power IV, x, 21); and although this power may
create perfactions beyond the reach of Axt (IV, vi, 20) such creations are
wncomnnion, and generally brings natural forms to pevfection, Bladud,
who Yia avte/Exceld at Athens", brought his arts to Britain, and "with
sweet sclonce mollifide" @ Ysalvage nation” (1,2, 7,25}, The glory

and goodnsss of Art is muet frequently expresssd when Art, working

3iee Millar Maclure, "Nature and Art in The Faeorie Gueene”, ELH
KXV, p. 1-20, and Hans Guth, "Allegorical Impiicatione of

Axtifice in The Faerie ueens', PMLA LXAVL, p. 474-479,
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on the raw material, the Ystuffe" of Nature, or bringing Nature's forms
to parfection, creates a splendid order, as in the dance on Mount
Acidale {VI, x,10-17).

Spenser's description of precious Nature wrought by Art for the
adornment of his Shining Ones is typical of his age, which did not, as
does ours, require men always to go in drab, Prince Arthur's panoply
is wrought by Axvt (I, vil, 25-36); go is the tower of Gleopolis, "all built
of éhri.ﬁfsan cleene" (I, %, 58) and the clothing of Belphoebe (II,iti, 26-7),

But just as Nature is sometimes libertine and mysterions, so ia
there in Art a kind of fescinstion and mystery. Buch are the Yeurious
glighte" in the carving of Arthur's scabbard, or Florimell's Yeuriously
embost" and highly decorative gizdle (IV,iv,15). These works of Avt
belong to the world of the ocoult, Arthur's shield was the work of
Merxlin, Britomart's spear that of Bladud; but on the other hand the
Protean power of Guile (V,ix,10419) and the infernal arts of Archimage
(1, i1, 2-11) belong to Hell. But even in the cave of the good wizard
Merlin, Britomart faces the terror of elemental powers, apparently
indifferent to good and evil (I}, i1, 7-14),

This is all ambivalent, and it is only when Art attempts to
becorse or to ape Nature, to decelve the chserver that it is Nature, that

it becomes evil. Misgs Tuve has noted that the Elizabethans liked their
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pictures realistic:sé Spenser, mocre than once, praises the 'life-

resembling pencill". But no reader of The Faerie Queene could be
unaware that the capacity of Art to imitate Nature is generally

regarded as demonic. Diabolus simius dei, The counterieit, Una,

framed of ligquid alr, was:

So lively and so like in all mens sight,

That weaker sence it could have ravisht quight:

The maker selie for all his wondrous witt,

Was nigh beguiled with so goodly sight. (I,1.45)
The ersatz Florimell, made by the witch for her son, was ''a wondrous
worke':

Whose like on earth was never framed yit;

That even Nature selfe envide the same,

And grudg'd to see the counterfet should shame

The thing it selfe (III, viii, 5)
The art of her manufacture is compared to that of a "guilefull gold-
smith! spreading gold foil over a base metal to deceive the eye (IV,v,15).
Activated by a fallen angel (I, viii, 6-8) the false Florimell is a robot:
her "'spright" is learned in love, like Paridell (IV,iii, 9: HI, %, 6-7).
She knows all the arts of fashionable eroticism, For the art of words

also may be perverted, by learned lovers, or by Despalr, whose

rhetoric so moved the Red Cross Knight, So too may music be

50E1isabethan and Metaphysical Imagery, p. 51.
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corrupted in the song of the Sivens (II, xii, 32),

It i8 now possible to comment on the House of Pride. The
"golden foile' of the walls {I,iv,4) links it with the demonic artificial:
the palace assaults the senses, has no reserve, holds nething back,
Millar Maclure comments that it is very like Las Vegas, and that
Lugcifera is very like "a night-club singer uncovered with sequins, 57
This brings us rather neaver io an understanding of Lucifera and the
House of Fride: but the brightness remains puzzling.

A good deal has already been suggested about Nature and Art,
A close sxamination of & few crucial examples will make my con-
clusions clear.,

Cymochles is presented in the Bower of Bliss in I, vi Yover him,
art striving to compare/With nature' twines the ivy:

A place pickt out by choyce of best alyve

That natures worke by art can imitate!

In which whatever in this worldly state

Is sweet and pleasing unto living seunse,

Or that may dayntest fantasy aggrate,

Wae poured forth with plentifull dispence

And made there to abound with lavieh affluence (II, nii, 42)

The nature that Art here imitates is itself wanton, the nature which

charms the passions, the power by which the porch of Excess is

5?"Nature and Art in The Faerie Queene', ELH XXVII, p. 8.
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decorated with branches "in wanton wreathings int ricate’ (II, xii, 53),
Between Art and Nature, in this context, there is a kind of competitive
alliance to ﬂtimulaize the senses:

Une would have thought (50 cunningly the rude

And scorned parts were mingled with the fine)

That nature had for wantonesse ensude

Art, and that Art at Nature did repine:

So, striving each th' other to undermine

Each did the others worke more beautify;

So diffring both in willes, agreed in fine!

S0 all agreed in sweet diversity,

This gardin to adorne with all variety. (1, xii, 59)
This stanza 18 crucial, Although the Bower is an {llusion (JI, %11, 43)
ite attractions affect the sensesn, and stimulate the passions, because
they exist, however illusorily, in a condition of confusion between Arg
and Nature: a condition fully expressed in the behaviour of the girls
in the fountain, C,8. Lewils named these nymphs Clesie and Flassie;ss
it is significant that while the names sound old-fasshioned, the erotic
play does not. It is as old a® woman, as new as eroticism is toevery-
one who has a serious encounter with it. Within the Bower, "consorted
in cne harmonee/Birds, voyces, instruments, winds, waterse' (II,xii, 70);

how dangerous such an alliance of Nature and Azt can be is to be judged

by the number of critice whoe have been so enraptured with its beauty

SSThe Allegory of Love, p. 331,
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that like Gryll, they have rapined at its destruction.

The House of Busirane has alveady baen sxamined at sowe leangth,
Hara & s snough to notice that Nature takes no part in it, wﬁépt 88 raw
material wrought by the onchanter's art into an sexie and sterile
gplendour, This {2 worse than the Bower; foy that at least had gome
natural slement, however perverted, in ite beauty, Buelrane denies
the fecundity of Neture. Where Acrasis was beautiful, he appesrs as
a grubby, vile creature, who carries a knife in his pocket (I, xid, 32).

This series of examples may be 2 little confusing, but is necessary
for the demonstration that, while there is no simple opposition of Art
and Nature, there are goveral significant conditions of ssch, Nature
may be good, a8 in the Gavden of Adenis; indifferent, in the chaoe
below the Garden; fallen and corrupt in the Bower of Blisg., Art may
be good, decorating Arthur or Belphoebe, in toueh with Indifferent
powers for the making of Britomart's spear, corrupt,in alliance with
corrupt Nature, oy it may be demonic snd suti-Nature Jn the House of
Buesirane,

In the good' situation Art asasiats Nature; in & corrupt situation
the two are in a competitive alliance; the final corruption denies Nature
and sets up Art alone.

The paradoxes apparent in these complex relationships are
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resolved in the Dance on Mount Acldale, and the Mutability Cantos,
"Nature' in Mutability is clearly not the same Nature as I have been
discussing: she is "farr greater and more tall of stature/Than any of
the gods or Powers on hie' {VII, vii, 5). She is 'still mooving yet
vamooved" (VII, vii,13), Into Mutability's mouth are put words that
set Nature apart:

Bith heaven and earth ave both alike to thes

And gods no more than men theou doest estesme;

For even the gods, to thee, as men to goda do seerme (VII, vii, 15)
This does not imply that Spenser worshipped Nature: he was a
Christian, not a pantheist., The procedure of using raytheological forms
to imply theological truths was well-established, and is found as late

as Gomus, Poems were saved by this device from becoming devotional,

as apart from religious, and from the incongruity, so apparent in

Paradise Lost, of bringing God into the action as a character.
Here we are at the centre of the antitheses that run through

The Faerie Queene. Change and Permanence are perpetually contend-

ing. But behind their struggle lies the final vision, the Nature of the
Mutability Cantos; change is the expression of a desper permanence,
Reality is Yeterne in mutability” (IIl, vi, 47). Mutability's very success
is her fallure, even in the visible world; the further unfathomable level

of the "pillars of Eternity" (VII, viii, 2) still lies beyond even Spenser's
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power of synthesis.

Prose s thoroughly insadeguate to the expression of such
jmaginative gropinge towards the ultimate onéness of creation as these,
The following diagram e ancthe¥, squally inadeguate, exposition of

the resoclution of Spenser's great dichotomies.

NATURE (as Cod)

Specisl direct lnk
of man's soul

CHAOS

VISIBLE NATURE (includes Mfﬂ)
ART

The original Nature is imaged in Vieible Naturve, which is affected by
Mutability. Visible Nature {(which includes Man) incorporates some-
thing of the corrupt and gomething of the Divine, thus presenting any
of the aspects outlined above. Furthermors, Art, 2 product of Man,

therefore of corrupt and/or incorrupt Nature, may sither pﬁiﬁt back

towarde the original Divine Nature, or may be invelved in Mutability
and Chaos,

This resolution of Nature and Art is also implicit in the other
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great dichotemies. Health is the standard by which sickness is judged,
truth the norm for les as well as for iteslf,

I is now possible to perceive the importance of the Dance of the
Graces. Golin Clout's musie, itself an art, relates visible Nature
back te the original, re-setablishes the barmony of ¢reation in the form
of the Dance, Freedom end discipline, ecatesy und law, attain their
fusion in dance! 'How can we know the dancer from the dence?V
But we know that the dancer is the free and acstatic human being, the
dance a set of rules. In action, the two are ixzm;s@miﬂy fused; Art
and Nature at one, delivering the unfallen, Golden World,

The dence of creation lies behind Spenser's imagery: in which
is implled the game conclusion as that of the utterly focomprehensible
answer vouchsafed to Jullan of Norwich: "It behoved that there should
be ain, but all shall be w&i:i; and all shall be well, and all manner of
thing shall be well",



CONGLUSION

The allegorical approach to Spenser, which has vecupied so
many eritics has, I think, been shown in this paper to be inadequate,
Associating Duesaa with the Catholic Church, and with Mary Queen of
Scote, a8 in terms of historical and personal allegory we must, s ina

sense valid, But our response to The Faerie ﬁgﬁygﬁg has very little

connestion with our reasponss to tales of the "Horrora of the Inquisition”
or to the life of that poor peragcuted Queen, and to carry such allegovical
interpretations to any length is plainly irrelevant,

Movral allegory faves rathey better, In the first place, it has
considerable support within the poem, No one would deny that Red Cross
Kuight's fight with Erzor, oy with the great deagon, {g distinctly
connected with a Christian system of meral concepts. But even in such
clearly allegorical episodes, it may be observed that an interpretation
of the inner meaning doses not reveal to us, as it were, the kernel of
our response 1o the actusl passage of poetry inteypreted; i:he allegory
remains peripberal, and the reader of criticlam experiences a sense of
having been tricked into approving something, which however admirable
it may be in iteslf, is not centrally ixnportant to what he had from the
poem. Furthermore, not even svery important episode in the poem is

subject to a clear interpretation; and such interpretations as have been

77
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givon remain thoroughly unsatisfactory. Finally, meny episcdes in

The Faprie Dueene are, it is agresd on all hands, non-allegoricals

80 we are feced with considering such patches a8 sxcresences on the
poetle feormn which canaot but destroy the posmn, whose very esaence
must be goncentration.

Uhviously, i The Faurle Liusene is at all 2 major work, criticlam
has sumewhere missed its way, and has become concerned with
insssentiale, A new spmplrical approach must be applied; sterting from
what C,.8, Lewis cells the Yall-important conjunction {reader mests
texi)', the polnt of departurs of all real c;fisigl#maﬁ?

The poem is primarily approhended as a chivaleic narvrative In
verse, HAny oriticiam which iguores this fact ends by considering a
porics of platitudinous morsl concepts, snd lmposing themn upon the

reader ar his central expsrience of The Faerie Cueene. The chivalric

story comes first. Spenser's knights, like Maloxy's, undergo 2 series
of vehement adventures. They fight one ancther in single combat; they
take part in tournaments. They even fight, waknowingly, their iriends,
as Arthegall and Scudamour do battle with Britomart (IV,iv), Their
;ﬂgiathag ie, like that of cther chivalric herces, to win them worship and
honour. It is this level of fascinating interwoven knightly stories that
draws the reader on from adventure to adventure, leaves him in suspense

5%An Experiment in Criticlem, p. 128,
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by dropping one thresd of the story at a crucial pelnt 1o take up another,

bholds his uadivided attention.

This group of sturies is told in a4 verse which sesrms at frst
bighly usguitable for aarvative, The Spenserisn olanss, with its final
slexandrine, tends to bocowme an leclated unit, to stop the readey at its
end, rather than to push bim on to the next part of the story, and
support the poem's exciiement and pace.

Closer examinaiion of the verse, however, reveals two
lsig&iﬁiﬁam facta. Firatly, within the stanzs, thers 18 6 direct; nervous,
madeuline poetry that procesds jn & singularly business-like fashion
gbout expounding the process of the narrative, The typical Spenperian
line tells uo what someong 434 or why he did it, Sscondly, the very
guality of the stanza that reterds ita veading de s peouliar excellence,
By means of this retavdstion; the reader is prevented fyom rushing
through merely to find cut what happsns; he ie lustead curbed in his pace
and forced to concentrate his sttention on another characteristic of the
poem the imagery. ¥ it were not for the restraints impossd by the
gstanga form, the enthusiasm generated by the story would lead the reader
far too fuet for him to notice what elee Faerie Quecne holds besides
storytelling.

The poem exiets in & condition of dynamic tension between
exvberant aarestive and retarding verse, It iz from this tension that

Spenseris imagery, so often praised for ite pictorial qualities, derives
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its prominence in our response. How importent the image is can

" sasily be sesn if

igene da compared with other chivalric
romances. In Avicsto it s always the event that counts; we remember
the Iialian Eplc for the breathless haste of its marvels and adventures,
With Spenser it is the dmage that remalng clear: FPyvothles beating the
water, grying 'l burne, I burne', Disdain glaring and strutting,
Uscasion unkempt and Mmping.,

1u one sense, the image, of dremm~like elarity, is satisfactory

in itzells lLegouls thought of The Faerie (lueens 48 a sevies of beautiful

pictures. But this is by no means the only function peviormed by the
image. Proceeding from the narrative and the v@r@; the bmages
strengthen a:zzi glve life to the whole posmn, pointing not only to the poem
a8 a poem but to the narrative also. Un this level the overt sllegory of
the posm opérates (oo,

Spenser's story i told in terms of verse and of image; the poem
ia 8o constructed that the forrm both of narrative and of image are
related to & conceptual scheme of Protestant morality. This allegorical
lavel of the poem has been perhaps given too little exaphasis in the
present essay. It hes certainly been over-emphasized elsewhere, almost
to the exclusion of any othey sspect of the puem. Avolding the detailed
working-out of Spenserian allegory, at least for a time, might well

prove healthy for Spenser scholars, bringing them back from conceptual
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schemes te the poem iteelf] a zense of proportion could thus be restored,
The vitality of Spenser's imagery is not to be accounted for simply
by its relationship to narrative, verge, snd sllagory. It is at the centre
of the reader's sxperience of the poem; it gives far more to that whole
experience than could be drawn from these sources. The springs {rom
which the image derives iis energy lie on & more profound level, the
level on which it is aescciated with the primitive or instinciive Snfsagi-
nation, Archimage and Una are true crestions of that imagination,
Bo are Despalr and Malengin, so is the House of Busirane; Britomart
repregsents a kind of idesl woman perennially satiafviag to the popular
consclousness. All theas are transiations into the visible of feelings
normally inexpressible, of the tervors and ecstasies of childhood ov
of dreams .,
Not only does Spenser draw on this vital level of the imaginations
he derives power from the fundamental tendenciss of humanity that
give rise to such popuiar imaginstive creations as Britomart or the Red
Gross Balght. The poem ls endlessly preccoupied with great basic
themes, Light and Darkness, Life and Death. Many critics have

praised the exquisite pictorial quality «f The Faerie Qucene; few have

understood the unpictorial, unplcturable depths from which it rizes.
Spenser is no mere word-painter: he has in general a poor view of the
visual arte--"Foets witt, that passeth Painter farre"” (I poam 2), He is

net playing dilettante with light and shade. Few speeches in English
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poetry are more ssrious than the sad judgment of Might:

The sonnes of Day he faveureth L see {1V 25)

Such is the structure of Faerie Queene: oun the surface an
exciting parvrative, referded by the slow deliberate progression of
the stenga. Bel;ﬁv thie lies the bﬂmmt plotorial image, related to
nagrative and versge, and %mmg ther with the soaceptual ﬂiagaﬂgé&
frame of the poem. The wital image iteelf é@w& ite life from its
clons f&k&timshﬁé- with the &mh&%ﬁyéﬁ& lalwl @5 the hurnan dmagination,
and from the profound level on which we apprehend the stiuggle of
mighty opposites: and even move profoundly, from eur u!tiﬁ%ate;
ghrnpse of thelr resclution. Thie structure may be further clarified

by o diagram.

VERSE ¢ > NARRATIVE
IMAGE ¢ SALLEGORY -
\
ARCHETYPE
A

FUNDAMENTAL IMAGINATION
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The above should require oo explenation: it serves to Plustrate forcibly
how central the Image is to the reader's response to the poem. Every.
thing depends upon it: it 1z the lynch«pin of the whole work,

As 80 often happons in literary studies, the conclusions to be
drawn from this analysio of The Faerle (ueene are not, in essence,
particularly startliing, That The Faerie Queene lo a poem and must
therefore be approached in a receptive frame of mind in order that it
might eperate as o poerm on the reader, is & ;;w:imsi& I any
illumination has been achisved, it is dispersed through the discussion,
and any attempt to express it in some kind of pithy apothegm 18 doomed
to fallure. I have atterapted, not to make critical Ysolnts’ which can
be added up inte some Rind of totel score, but to chaerve the poem as
an artifact, and observe sod snalyse its eifect upon the reader., The
critic's veal business is to send the reader back to the poem with &
greater readiness to respond, and an increased awareness of the means

by which poetry operates upon him,



APPENDIX

Allegory,

Since the publication of ¥rofessor Frye's Apgtomy of Griticiem

it has become necessary to define & term Mke 'Allegory'; begause it
is now belng used in sensos which, wntl] a few vears age, it did not
beawrs My purpose ie not o snguire dnto the validity of Professor Frye's
terminelegys only to define my own,

Allegory i used in this sssay to desoribe what Frye calls
5*& dieguised form of discursive writing; and /it/ belongs chisfly o
educational Mterature on tn elementary level: schonlroom moralities,
eiwétmﬁ&i exempla, locul pagennts and the ke } I other words, 1
consider allegory to be & ploture-writing to transcribe preconceived

idean. A8 Johmson puts it "Fawoe tells a tale, or Vietory hovers over

& general or perches on & standard) but Fame and Vigtory cen do no
more’,

Anything other than this i# not here considered to be allegory,

1
Anatomy of Criticiam, p. 20,
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