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INTRODUCTION

"Clearly," A. C. Hamilton has said of The Faerie

Queene, '"the poet labors to make us see.” 1 There would

seem 1little room for argument with this statement by 1t-
sélf. Hamllton goes on to remark that Spenser's "whole
effort is to render a clearly-defined; exact, and visual
image," and here, I th;nk, i1t makes sense to'disagrée.

The Faerle Queene contains frequent passages in which clear

and exact visualization would seem to have been carefully
fdrestalied. For example, in the first section of the
Garden of Adonis passage (III. vi. 29-38), the metaphoric
connection between the infant souls and the rooted plants
is tenuous enough to produce the effect of a photographic
double exposure.

Again, Spenser's pictorial descriptions frequently
combine with other, non-visual elements in the poem. Rose-
mond Tuve, speaking of the "interplay between statement -
and image," remarks of the procession of sins in the House
of Pride canto (I. iv. 18-36) that

Spenser's compression 1s such that it is hard for the

mind to be as quick as the eye. Less well trained to
this interpenetration of meaning and lmage, one .over-



simplifies the text; it 1s taxing to catch not only

the "bouzing can" of Gluttony but the foreign-policy
implications of "from his friend he seldome knew hils
fo." Tt is not the alert eye which remarks the sug-
gestion of masked emptiness under the last phrase

describing the money-getter's life led "unto him selfe
unknowne" ‘ : '

These are statements; the painting, the image,
has slipped insensibly onto the level of generalized
abstraction, where response to it draws on the read-
er's fugd of experience, not on his pictorial imagina-

tion.

The narrative action itself provides many occasions
in which "clear and exact" visual definition does not seem
to beiimplied in the description given by the poet. Partic-
ipants in. an adventurous episode usually do not stand still
to be minutely described; when they do, the reader learns
to suspect an allegorical function in connection with the
characters, the action, or both. Characters drawn from
the common literary stock of romance narrative seem par-
ticularly to share this blithely imprecise quality. There
is no need for a reader to be told in detall how to envision
a fair lady or a brave knight; one or two stock descriptilve
phrases are enough for the purposes of the story.

The underlying precept of this study, then,‘is my belief

that the reader's Visualization of The PFaerie Queene varies

in kind and in degree of clarity, that this varilation is
functional to the poem, and that the reader need not be
hindered by what may seem at first to be an inconsistency

in the poet's descriptive methods or in his own response.



Since the question of what the reader visualizes would
seem to require an awareness of what kind of images Spen-
ser's original readers would have been 1ikely.to formulate
as they read, a historictal approach has seemed useful. How-
ever, I have tried not to limit myself to it. Northrop
Frye's observations on the psychological basis of literary
genres, particularly of romance, have seemed to me appro-
priate to this study, 3 while Paul Alpers' heartening view
of the sixteenth cehtury reader as not overwhelmingly differ-
ent from the careful presentfday reader has encouraged me to
put more faith in m& own responses than I might have done |
without it. 4 In the realm of visual art, I have tried to
draw a basic feeling for designs and objects to which Eliz-
abethans were accustomed from actual examples in museums and
books of reproductions; to these scattered and incomplete
experiences I have added the comments of such scholars as

Samuel Chew 5 and Erwin Panofsky. 6

The first chapter, which is quite general, 1s concerned
with the experience of seeing, both the reader's and the
characters'. The way in whiéh visual acts comprise a large
- part of the narrative action is illustrated by detailed:
examination of several passages; 1 attempt, also, to set
the poem's visual technlques ihto a pattern of contemporary
rhetorical tradition, and discuss the pictorial devices,

such as tapestries and carvings, which The Faerie Queene's

characters occasionally encounter within the narrative. The



last section of the chapter discusses the relationshlp
between the'poem‘s didactic alignment and its visual nar-
rative technlques.

The second chapter has to do with the general spatial
setting and its visual characteristics, particularly with
the poem's often-observed "dreamlike" atmoéphere.'

The third chapter concerns the visualization of in-

dividual Faerie Queene characters; here my suggestion that

some elements of the poem are visualized more clearly than
others finds, perhaps, its most immediate application. Thé
chapter polnts out especially the difference between those
figures derived from romance narrative tradition, in which
the passagé itself emphaSizes the narrative action and

the figures are only vague idealizations (although essen-
tially realistié), and those figures whose visual character-

istics seem closest to emblem-like allegoriéal concepts.

Magic in The Faerie Queene, the subject of Chapter IV,
is of considerable relevance to this study since the magilc
so frequently involves a change in visual appearance. The

Faerie Queene, I have found, consistently avoids emphasizing

magical objécts of processes in themselves, and the reader
frequently is not allowed a clear view of what is going on.
Instead, the focus remains on the didactic.significance of
a pattern in which the use of enchantment is more often |

associated with bad characters than with good ones. This



emphasis contrasts with a similar pattern in Ariosto's Or-

1ando Furioso in that the Furioso accepts magic as capable

of being manipulated for good as well as evlil purposes.

The last chapter deals with specific rather than_gen-
eral settings and finds, agaln, a difference between romance
'settings and those which function allegorically: the
setting of a passage in which the emphasis 1s on narrative
action tends to be somewhat perfunctory in its description,
often mentioning only those parts of the romance setting
which are necessary to the actlon; the setting of an alle-
gorical scene, in which the narrative action 1s not the
main point, often requires detailed dilrections from the
poet in order for the reader to visualize it in a way that

will accord with the allegorical significance of the péssage.
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CHAPTER ONE

VISUAL EXPERIENCE IN THE FAERIE QUEENE

One can hardly read very far into The Faerle Queene

without realizing that the act of seelng 15 of crucial
importance in the poem. What the characters see, or fail
to see, and the ﬁays in which they interpret their visual
experiences, comprise to a large extent the narrative ac-
tion. The reader sees, too, constantly, with varying de-
grees of understanding, and usually with an awareness of
what at least one of the characters is simultaneously see—.
ing.

Joseph B. Dallett, in his article, "Ideas of Sight in

The Faerie Queene," L presents a solid,‘carefully docu-

mented description of the kinds of seeing that go on in

The Faerie Queene, beginning with the Muses who see the

poem being written and the narrator, who "apart from 'his'
enviable role of Colin Clout" takes a role which Dallett
refers to as that of the "Ideal Spectator." The reader's
observation is sometimes invited, "conditionally, as a
rule: 'Ye might have seen the frothy billowes fry/

Under the ship . . . ' (II. xii. 45)." Muses, narrator



and reader aside, Dallett feels that it is the characters
who do most of the seeing: "The act of sight on the part

of the characters is the most important device used to ad-

vance the narrative." 2

The experience of sééing becomes, I feel, this and
more, and in this chapter I shall try to show some of the

functions of visual experience in The Faerie Queene. My\

discussion centeré onvthe poem as narrative; commentary
on Spenser's didactic purpose 1is implicit in the self-
sufficient world, the thing-in-itself, which the poem
becomes and which the visual experiences, criss-crossing
and reinforcing one another, help, I think, to attain.

A fairly simple example of the way mdtually inter-
active visual events can keep the narrative where it be-
longs--not, as we shall see, always in the same place, or
in the same kind of fictional world--is supplied by the
watchman on the battlements of Una's father's castle. Una
first sees the watchman as she and Redcrosse approach the

castle, the dragon, and the end of their journey:

INow are we come unto my native soyle,
,And to the place, where all our perilles dwell .

And pointing forth, 'Lo! yonder 1s,' sald she,
'The brasen towre, in which my parents deare

For dread of that huge feend emprisond be;

Whom I from far see on the walles appeare,

Whose sight my feeble soule doth greatly cheare:
And on the top of all I do espye

The watchman wayting tydings glad to heare . . .'

(1. xi. 2-3)



The scene appears before us, detailed, miniature on the
horizon. But castle, royal parents and watchman disappear
from the narrative focus with the mention of the dragon:

Eftsoones that dreadfull dragon they espyde,
Where stretcht he lay upon the sunny side
Of a great hill . . .

— o (I. xi. 4)
The dragon in turn sees Redcrosse:
But all so soone as he [the dragon] from far

descryde

Those glistring armes, that heven with light did
fill,

He rousd himselfe full blyth .
| (I. xi. 4)

For the rest of the canto Redcrosse'fights the dragon.

He is almost alone; the only person we see watching him is
Una; the castle and the sociable romance world it repre-

| sents is not mentioned. Most of the metaphoric imagery
in the passage 1s applled to the dragon, who 1s compared
to objects ahd wild beasts of nature--"a mountaine" (st.
8), a "chauffed bore" (st. 15), "raglng seas" (st. 21)--
to implements of warfare and the theatrical properties of
hell:

. . . his deepe devouring jawes
Wyde gaped, like the griesly mouth of hell . .

2 cloud of smoothering smoke and sulphure seare
" Out of his stinking gorge forth steemed still,
That all the ayre about with smoke and stench did
fill.

(I. xi. 12-13)
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Redcrosse receives little metaphoric description. Through-
out most of the passage he is himself, mortal, tired, fight-
ing on "nigh forweried feeble feet" (st. 45). The non-
metaphoric images that appear in the passage, the things
that are simply there in the_narrativé, quite qualified to
be called "images" in an allegorical story, occur without
| reference to an individual setting and are more universal
than iocal in a narrative sense: the Well of Life and the
Tree of Life belong in a setting much vaster than the cozy
pictorial one of Una's parents' castle with its wall and
miniature figures. In effect the castle is no longer there:
for the three days 6f the battle the castle remains in sus-
pended animation, irrelevant to the action, nelther sending
military reinforcements nor 1nvit1ng Una to come home and
sit out the fighf in. comfort. This would be grotesque, dam-
aging to the thematic importance of the fight.

‘But when the battle is over the narrative returns fto
the castle énd its romance world. This shift takes place
by means of a visual act. The battle has been seen by

. . the watchman on the castle wall;
Who thereby dead that balefull beast did deeme,

" And to his lord and lady lowd gan call,
To tell, how he had seene the dragons fatall fall.

(T. xii. 2)
This visual 1link has brought us efficiently back to a setting

approprlate to processlons and bits of comedy, the wedding



1l

of hero and heroine. The scene belongs to the long-estab-
1ished folk tradition upon which Spenser's climactic epi-
sode is founded but from which he has carefully removed
it, at least for thé duraﬁion~of the fight, in order to
give the story a universal meaning and to restore to 1t
the concept of holiness which by Spenser's time had been
overshadowed by the folk-play, dragon-slaying aspect. 4
Once the pdint has been made, however, the hero's struggle
separated from its generic romance landscape and related
instead to specifically Biblical and symbolic properties,
the romance landscape can be alloﬁed to return as the scene

of the joyous ending.

Visual Experience and Narrative Progress

A seqond rather lengthy example, taken from the first
four cantos of Book IV, will demonztrate, I hope, the narra-
tive importance of a complex series of visual sightings
and identifications in which the narrative progresses chlef-
-1y by means of the visual movements and patterns made by
the characters. Each "act of sight" referred to in this

"instance is a relatively simple one; The Faerle Queene can,

of course, offer instances of much greater visual complex-

ity. 2
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The actlion of Book IV begins as Britomart, having
rescued Amoret from her captivity by Busirane, is riding
with her "upon the way," the open, indeterminate plain

upon which much of the social action of The Faerie Queene

takes place. Their first adventure, in which they take
shelter at a castle and Britomart solves a problem in
. courtesy while revealing her own sex and setting Amoret's
fears at rest, takes place in a narrative vacuum, so to
speak, with regard to the story before and after; neiﬁher
the castle nor its 1hhabitants are identifled, and as
far as we know we never meet either again.. On leaving
the castle Britomart and Amoret are as much at a loss
as they were before, still unab1e to locate Scudamore and
Glauce (III. xii. 44). The interval is set off from the
sequence of more immediaté, Visually-ofiented events which
follow by a timeless, undifferentiated blur of transition:
Long wandred they, yet never met with none
That to their willes could them direct aright .
(Iv. 1. 16)

Then the focus sharpe = and the sense of primary narrative

action increases:

Lo! thus they rode, till at the last they spide
Two armed knights, that toward them did pace,
And ech of them had ryding by his side ‘
A ladie .

(Iv. 1. 17)
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This is the Blandamour-Paridell-Duessa-Ate foursome. After
the narrator has intervened for some stanzas wlth a de-
scription of Ate's allegorical aspect, the viewpoint shifts
to this group and they in turn are shown (to the reader)
as seeing the two travellers approach:

Now when this gallant with his goodly crew

From farre espide the famous Britomart,

Iike knight adventurous in outward vew,
With his faire paragon .

(Iv. 1. 33)

Blandamour "sees" Britomart in her outward aspect; the
phrasing, "the famous Britomart" efficiently reminds us
of Guyon's similarly mistaken impression (III. i. 7-8).
Blandamour jokiﬁgly suggests that Paridell challenge the
approaching knight and attempt to win the lady, but by
the time he has.said this the pair have come closer:

By that the lovely paire drew nigh to hond:

Whom when as Paridel more plaine beheld,

Albee in heart he like affection fond,

Yet mindfull how he late by one was feld,

That did those armes and that same scutchion weld .

(Iv. i. 34)

Paridell remembers his encounter with Britomart outside
Malbecco's castle (III. ix. 12 £f.), and although the two
later become courteous dinner companlons he would rather
~ not challenge her. Blandamour doés, however, and Britomart

jdefeats him. She and Amoret then ride on. Eventually they

will reappear at the tournament of Florimell's girdle
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(IV. iv. 43 ff. and v. 13 ff.), but in the meantime the
reader finds that he has been left to follow the fortunes
of this dubious group. These ride along

Ti11 that ere long they chaunced to esple

Two other knights, that towards them did ply .

Whom when as Blandamour approching nie

Perceiv'd to be such as they seemd in vew,

He was full wo .

For th'one of them he perfectly descride

To be Sir Scudamour, by that he bore
The God of Love with wings displayed wide . . .

(V. 1. 38-39)

This time it is Blandamour who recognizes an approaching
knight by the device on his shield. He prevails on Paridell
to do the fighting this time, since Britomart has left him
too bruised to be effective; Scudamore defeats Paridéll
but is undone psychologicallj by Ate and Duessa, who tell
him Amoret has found another knight. Scudamore and Glauce
remain with the group, riding along until

They were encountred of a lustie knight;

That had a goodly ladie by his side .

(Iv. i1, 4)

Tﬁis is Sir Ferraugh, who has taken the snowy Florimell
away from Braggadocchio. Blandamour, most discourteously,
charges Ferraugh witﬁbpt warning, leaves him lying on the
plain, and carries the false Florimell aﬁéyf Ate then
stirs up discord between Paridell and Blandamour and they

fight. The Squire of Dames happens to‘be passing,
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Who seeing both bent to so bloudy games,

And both of o0ld well knowing by thelr names,

Drew nigh, to seete the cause of thelr debate

(Iv. i1. 20)

The Squire establishes a precarlous peace, describes the
tournament Satyrane is getting up, and suggests they all
go to it and take Florimell, whose falsity no one suspects,
to win her own prize at the beauty contest. Setting off,
they chance to overtake two knights riding with their
ladies,

Who, as they now approched nigh at hand,

Deeming them doughtie as they did appeare,

They sent that squire afore, to understand

What mote they be: who, viewing them more neare,
Returned readie newes .

(Iv. ii. 31)
The Squire.of Dames identifies the newcomers and the
' narrator begins "the legend of Cambel and Triamond."

This self-contained story, set into the gregarious and

episodic Faerie Queene landscape where everybody seems
ﬁo know everybody else, forms a_contrasting wgrld of its
own for a canto and a half and rejoins the narrative at
the spot where it left 1t, with a bit of‘repetitive over-
lap. The reader's attention is directed to the original
group, |
Who having these two other knights espled,
Marching afore, as ye remember well,

Sent forth thelr squire .

(Iv. iv. 2)
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.The newcomers decide to go to the tournament, too. The
whole party, now numbering twelve, picks up Braggadocchio
(with Trompart?) as "their sport and play," and at last
reaches their destination, "the pléce of tournament" (1v.
iv. 13)--an un-individualized setting which seems to serve
simply as a point, a focus for the movement of characters
over the plain.

One feels that although the characters, as Dallett
describes them, do most of the seeihg within the story,
the reader is constantly aware of his own actions as ob-
~ server. This is a demanding role, for the reader must
first visualize what is going on and must then interpret:
what he sees--often without any more preparation than the =
characters themselves have. David Kalstone, contrasting
Sidney and Spenser in this regard, has observed that while
Sidney prepares the reader ahead of time for a crucial
visual event, telling him what to notice and in what way,
Spenser fréquently equates the characters' perceptions
with the reader's: "In Spenser the reader participates
in the experience and thus discovers the meaning.” 6 The
difficulty of the whole operation makes one aware, with
conéiderable gratitude, of the fact that the ongoing poem
continuously composes itself for the reader's eye; the
reader is a pampered viewer if frequently an uninstructed

one. One thinks inevitably, though a bit apologetically in
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this day of the academic apotheosls of media, of a moving-
picture camera, and 1t is reassuring to find this analogy
used quite seriously by W. B. C. Watkins:
Pbetry, so much weaker in intensity and purity of
visual imagery than painting, has a compensating
power which painting can only approach. Its pic-.
torial effects in time sequence can be made to dis-
solve so rapidly into others that the actual serles,
unlike narrative panels in a triptych or mural,
is lost in an illusion of movement which has no
analogue until the discovery of movie fadeouts . . . 7
These "movie effects," as Watkins calls them, occur
frequently in Chaucer, whom he cltes as "one of Spenser's
pictorial masters" (along with Ovid, Ariosto, and Tasso).
Chaucer's method, used by Spenser, of describlng plctures
as if they were immediate dramatlzed actions (as in Spen-
ser's Venus and Adonis tapestries, III. i. 34-38), Watkins
finds comparablé to a "movie 'still' which is allowed to
dissolve into the normal action of the camera's plcturiza-
tion of the story." 1In one of Watkins' examples, Spenser
depicts Guyon's entrance to the Cave of Mammon (II. vii.
20 ff.) "precisely as a camera might . . . Then, with a

camera's freedom of movement and rapid shift of focus we

see a number of dramatic scenes 1n this underworld . . ." 8

The journey is described for the reader "as if by the
natural movement of our curilous, searching eyes," and
here, I feel, 1s the reason for the appeal of suéh a

metaphor as "narrative camera" in talking about The Faerie
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Queene: cinematic technique is able to reproduce the
movement, selectivity and varlable scope of the human

eye and in this way to make visible, as a stage perfor-
mance or a serles of still pictures cannot, the move-
ment of narrative. Romance-narrative in particular,

with its sequential structure and.constant emphasis on
the movement of characters from one place tO‘another,
becomes congenial to the visual techniques which place
the story, cinematically, beforé the reader as though it
were being seen through an 1ndividua1 palr of eyes. Ro-
mance has been described as the "nearest of all literary
forms to the wish-fulfillment dream;" 2 the dream as

an individual experilence, fulfilling the wishes primarily
of the person dreaming the dream, naturally wo&ld make
eager'use of the personal, individual visual techniques

which we find in The Faerle Queene.

Rhetorical Descriptive Tradition

At this point one begins to feei a solipsistic
uneasiness, for it would seem critically}unsound to set
up one's own visual consclousness as a principal authbr-
ity. Nor does'the confirming of stateﬁents reached
through this private process by references to dreams, one's

own or other people's, seem to stabllize the procedure
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very much. A more appropriate role for 6ne's own visual
impressions, perhaps, 1ls that of reporter: the fact
‘that one "sees" such-and-such a passage in a certain
way may be 1hteresting in a small-talk, parlour-game
way, but as criticism it has the value of a laboratory
report, a product similar to the nineteenth—century

critics' comparisons of The Faerie Queene's pictorial
10

imagery to the work of specific painters.

The quest for an agreed-upon basls for comment on

the visualization of Spenser's narrative entities leads
—-to a rather muddled question, that of whether br not

Spenservreally is Hpictorial.“ Citations usuallj begin
with the old lady to whom Alexander Pope supposedly

read passages from The Faerle Queene and who supposedly

thanked him for having conducted her through a picture
gallery. 11 More recently, the problem of whether Spen-
ser presents a plcture and, 1f so,_what sort of plcture,
has been a subject of some controversy. Most partici-
pants seem to assume that consistency 1ls required of
the poet, and that a statement about Spenser's "pictori-
alism," pro or con, is invalid uness 1t may be épplied
to any passage in the poem.

Rudolf Gottfried, for example, feels that Spenser's
imagery 1s addressed to the ear and ﬁot to the eye, coming

to this conclusion after examining earller criticism and
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finding it contradictory (Hazlitt thought Spenser's plc-
torial quality akin to the painting of Rubens while J.

B. Fletcher preferred Botticelli as an analogue, and soO
on). Gottfried finds Spenser "heedless" and prone to
"ineptitude" and "lapses" in visual descriptions, citing
as examples the several faces of Ate (IV. i. 17-31), the
shifting light conditions under which Calepine rescues
Serena from the savages (VI. viil. 48-51), and the ability
of Una on an ass to keep up with Redcrosse on a horse (1.
i. 1-4); ™it can be shown that his visual imagination Was
subordinate to other faculties and relatively weak." 12

Lyle Glazler's more tolerant approach to the question
admits that Spenser may describe only one or two detalls
and that these detalls may'seem to us exaggerated, incom-

plete, or inconsistent:

. . . in spite of his reputation as a palnter in
words, Spenser does not try to use color, line or

mass as a palnter would use them. Hls colors are
patchy, his lines are mere impressionistic sugges-
tions, and his contrasting masses--knights, dragons,
and landscapes--are seen by the inner eye much

more clearly than the few sensation-evoking words
can account for. Spenser knew he could depend on
the mind to make a satisfying mental image from a
few suggestive pin-pricks of stimuli which are
verbally precise but pictorially vague.

This seems to me quite sensible, although the degree of

detail in a Faerie Queene description can vary consid-

erably: one has only to compare an example uSéd by Glaziler,

the opening of Book I (a pictorial passage, Glazier seems
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to feel, in contrast to Gottfried's reaction), in which

a total of two color-adjectives allow one to see "the

effect . . . of a rich tapestry" 14 with the blazon-like

detail of the description of Belphoebe (II. iii. 21 ff.).

Glazier's observations apply most clearly, I feel,
to the reader's visualization of characters, settings
and actions belonging primarily to the romance tradition,
for these we can plcture to'ourselves with 1ittle specif-
ic direction. A stout knight or falr maiden are easlly- .
supplied by the reader's mind's eye; allegorical figures,
especially the grotesque ones, require more detalled
description within the poem and more effort of visual-
ization on the part of the reader.

Again, Glazier's suggestion concerning the working
of.Spenser's pictorialism may explain a point which
Gottfried has used as evidence that Spenser is not pic-
torial at all-- the fact that

no artist has ever made a satisfactory illustration

of any of his poems. Blake, to be sure, painted a

charming water color called "Characters from Spen-

ser's 'Faery Queene'"; but 1t 1s a composite fan-

tasy, not an illustratlion of any specific scene. 15
Naturally, 1f one's visualization of the poem were shaped
by ohe's own mental interpretations of the clues provided,
then the recorded visualizations of other people would

be likely to seem too different from one's own to be sat-

1sfactory. Blake's water colors might then come closest
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to pleasing Gottfried because, being a "composite fan-

tasy," they would not interfere with Gottfrled's private

visualization of any specific scene.

An approach which relates Spenser's plctorlal qual-
ities to contemporary rhetorical tradition is taken by
Judith Dundas, who refers to the nineteenth century
critics' transcriptions of thelr personal reactions to
Spenser's pictorial passages as a tempting but overly
subjective endeavor. However, while studying Spenser
in relation to "the rhetoric of illusion in poetry," one
- may find objective support or explanation for one's
personal reactions. "That is to say," as Miss Dundas
remarké in péinting out the romantic critics' penchant

for matching up their own envisionings of Faerie Queene

passages with the work of specific painters, "historical

: _ 16
eriticism may consent to support emotional response."

Nevertheless, Miss Dundas continues, "knowlng the dom-

inance of rhetorical considerations in English literature,

it is safe to assume in The Faerle Queene the operation

of some theoretical notions concerning llterary plctorial-
1sm." There emerge specific techniques for describing

specific kinds of things--prosopographia for dq;cribing

persons, topographia for actual places and topothesia for

imaginary ones, cronographia for times and seasons, and SO
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cn. Most obviously applicable to The Faerie Queene of

the general terms discussed in Miss Dundas' article is

the doctrine of ut plctura poesils, derived ultimately

from Horace's "passing and limited analogy between poetry

and painting" (Ars Poetica, 361-365), which had been

"lifted from context and . . . interpreted 1n the Re-

naissance as a general law governing both arts." 17

Miss Dundas ciltes Sidney's observation, in the "Apologie
for Poetrie," on the power of poetry to "strike, pierce,

and possess the sight of the soule." 18 Painting, as

Sidney éxplains, 1s not to be judged on the artist's
ability to transcribe external reality, but rather as
a portrayal of inner reality: whereas "the meaner sort
of Painters" in Sidney's view "counterfelt onely such
faces as are sette before them;” a better painter is
able to go through external appearance into the inner
truth of things and in painting a Lucretia in the act of
honorably killing herself "he painteth not Lucrecla whom
hre neuer sawe, but painteth the outwarde beauty of such
a vertue." For poets, tob, exterior visual detail is
properly used as subservient to, though important in,
the main purpose of capturing inner reallty.

During the Renalssance, Miss Dundas observes, ut

pictura poesis was understood to have particular relevance

to narrative poetry and its problems. "Instead of using
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the oblique approach of the dramatic or lyric poet, he
must describe what happens and must communicate a sense

of the reality of his tale. How can he do this? By

writing as a visuallzer . w 19

Rosemond Tuve, glving Renaissance rhetoric a more

widely focussed treatment in Elizabethan and Metaphysical

Imagery, says of Spenser's use of the ut pictura poesis

approach--an example 1s the "so lively and so like" border
of Busirane's tapestries (III. xi. U46)--that such de-

scriptions are not

intended to . . . please by belng seen as faithful
copy; they please only by virtue of the habit (in
both writer and reader) of seelng the intelligible
in the visible--a habit shared by most of the arts
in an era like the Renalssance, Snd of which the
extreme example is the emblem. 2

Also applicable to rhetorical tradition assoclated
with The Faerie Queene, though disproportionately com-

plex, are the terms enargia and energla, derived by the

 Elizabethans from Italian criticlsm and applied with
shifting connotations by literary theorists and rhetor-

21

ical popularizers. Miss Dundas defines enargla as

"that quality of style which consists in describing

something so vividly that the reader seems to see it." 22

Paul Alpers, distingulshing the two, sees enargla as the
rhetorically useful "pendering of visual experience;"

energla, the other one, "derives its name from action and
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finds 1ts peculiar function in securing that nothlng we

say 1s tame (otiosa).n" 23 Alpers observes that

Puttenham, in his Arte of English Poesle, and Chapman

in his Prefaceato Ovid's Banquet of Sense, used the

two terms confusedly and that, unlike Italian critics
such as Tasso, both Englishmen were "writing in a less
strict and coherent tradition.” 24 Alpers suggests
that in their use of the terms Puttenham and Chapman were
attempting to‘unite fwo aspects of poetry that all
readers feel and that any critical theory seeks to
explain--the feellngs of sensory lmmediacy, on the
"one hand, and of cogpitive clarity, on the other.
One feels that Puttenham and Chapman sensed‘the need
for rhetorical authority first, and chose terminology to
put into this framework second; 1t 1s this priority
that may make their tradition, in Alpers' view, "less
strict and coherent." The fact that Ellzabethans, in-
cluding Spenser, liked to feel behind them a supporting
body of theory is of greater importance, in connection
with the present study, than séparate detalls of their

efforts to postulate these theories.

The Faerie Queene has room for a great many uses of

rhetorical description, most of which are not immediately
necessary to a focus on the poem itself. The fact that
such traditions did exist and were discussed 1s of more

importance, establishing as 1t does a common ground
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between the poet's act of writing a descriptlon and

the reader's of visualizing the things described.

Narrative Structure and Visual Pattern

Dalle:t's observation on the importance of visual

acts in advancing the action of The Faerie Queene's

narrative can be extended, I think, to apply to the
thematic significande of the narrative, or rather, of
the consecutive segments of narrative. In other words,
a character's act of seeing something may tell us not
only about the something bu£ about the character, and
. the character's reaction to what he sees may become
important to the thematlic pattern of that part of the
poem, | |

An example is the fight which takes place between
Calidore and Crudor (VI. i. 32 ff.), while Crudor's
lady Briana watches from the battlements. The episode
is similar, in a sense, to the watchman's seelng Red-
crosse fight the dragon in the passage discussed above,
except that the watchman is not an active character and
his reaction to what he sees forms no part of the story.

Briana and Crudor as we first meet them comprise
a quite negative example of Book VI's virtae, courtesy:

Crudor has demanded as a cdurtship-gift from hls lady
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a mantle lined with men's beards and ladlies!' halr, which
material Briana is forcibly collecting from passers-by.
The story's fairy-tale atmosphere 25 gives the action
an air of primitivistic naivete and seems not so much
hostile to Calidore's civilizing influence as simply
untaught. Thus a visible demonstration and a lecture

on courtesy do the job.

During.the fight, Calidore and Crudor knock each
other to the ground. Calidore gets up first, Crudor
remaining unconscious, and the narrator takes care that
we know Calidore's reaction to the situation and the fact

that this reaction stems from a constant principle on

—
—_—

Calidore's part:

Yet would he not him hurt, although he might:
For shame he weend a sleeping wight to wound.

(VI. i. 34)
Briana assumes that Crudor has been killed:
But when Briana saw that drery stound,
There where she stood uppon the castle wall,
She deem'd him sure to have bene dead on ground,
And made such piteous mourning therewithall,
That from the battlements she ready seem'd to fall.
(VI. i. 34)
The reader sees as much of Briana's reaction to her view
of the fight as he does of the fight; the emphasis is
divided. What Briana goes on to see, of course, 1s Crudor's

getting up agaln since Calidor has courteously refused to
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slay an unconscious enemy, and the story ends happily.

Briana 1ls overcome
. « » With infinite affect
For his exceeding courtesie, that pearst
Her stubborne hart with inward deepe effect . . .
(VI. 1. 45)
She and Crudor promise to forget the mantle-lining project,

to cease preylng on wayfarers, to be married and, implicit-

1y, to live in the atmosphere of courtesy that Calidore has

demonstrated for them.

Pantomimic storytelling for the benefit of narrator
and reader need not, however, involve the perception of
a thematic truth by an actor in the pantomime. Bragga-
docchio, unlike Briana, seldom gets the point of anything
that happens to him and remains lgnorant of the principles
of true knighthood. His role as mlles gloriosus 26 empha-~-

sizes the contrast between the world in which Braggadocchio
would like to live--one in which he 1is capable of authen-'

tically impressing people--and the Faerie Queene world of

actuality in which his own cowardice takes over.
Braggadocchio, riding over the plain with the false

Florimell, has been challenged by Ferfaugh and has

haughtily suggested that each of the two ride a certain

distance, turn, and meet "in equal tilt."
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This said, they both a furlongs mountenaunce
Retird thelr steeds, to ronne in even race:
But Braggadochio with his bloody launce
Once having turnd, no more returnd his face,
But left his love to losse, and fled him selfe apace.
(IIr. viii. 18)
Braggadocchio's unexpected but hardly surprising
departure is in a sense self-explanatory: the visual
tableau contains the incident. Frequently the narrator
presents the reader with some quite mystifying scene,
the components of which must be identified and their
significance worked out. In such cases, usually, the
point of view is that of a specific character who comes
upon the scene and enters the action without complete
knowledge of what is going on.. Britomart happens upon
six knights attacking one (III. 1. 20); the situation
does not become clear until she has not only entered the
fray but ended it, and the identification of the lone
knight as Redcrosse occurs, obliquely, much later, at the
end of the canto. At another polnt Satyrane is rilding
along and sees
. . . far of a mighty giéuntesse,
Fast flying on a courser dapled gray
From a bold knight, that with great hardinesse
Her hard pursewd, and sought for to suppresse:
She bore before her lap a dolefull squire
Lying athwart her horse in great distresse,
Fast bounden hand and foote . . .

(III. vii. 37)
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--the unraveling of which tabieau occupies the rest of
the canto. A similar pattern can be seen in Guyon's.
encounter with Phedon, Furor and Occasion (II. iv. 3 ff.),
in Arthur's meeting with Placidas, Corflambo and the
dwarf (IV. viii. 38), and in the disconnected episode in
which Satyrane and Britomart pursue, briefly, the giant
Ollyphant whom they prevent from capturing an unnamed

young man (III. xi. 3-6).

The Narrative's Visual Aids

When Redcrosse seems about to waver in his resistance
to suicide, Despair makes the most of the moment:
Hee shewd him, painted in a table plailne,
The damned ghosts, that doe in torments waile,
And thousand feends, that doe them endlesse
paine . . .

The sight whereof so throughly him dismaid,
That nought but death before his eles he saw . . .

. (I. ix. 49-50)

The reader sees the "table plaine”" chiefly in terms of
Redcrosse's reaction Eb it; the 1hdividua1 plctures are
not described for us. The subject matter fits the rest
of the poem's description of the place.in which the "table"
is found, however, aslAte‘s collection of souvenlrs Pits
the allegorical abode of Strife (IV. i. 21-24).

Busirane's tapestries are equally appropriate decora-

tion and, like Ate's collectlion, are described in detail



for the reader~— The degree of detall varlies; some of
"Cupids warres" are simply mentioned, while at least two
of them are immedlately visualizablg as plctures. Danae
receives the "hony dew" raining golden into her lap while
her guard in the background, quite unsuspecting, keeps a
door barred (III. xi. 31). Leda's panel is described with
explicit reference to i1ts belng a work of art, made by a
craftsman of individual excellence:

0 wondrous skill and sweet wit of the man,

That her in daffadlllies sleeping made,

From scorching heat her daintie limbes to shade:

Whiles the proud bird, ruffing his fethers wyde

And brushing his faire brest, did her invade!

Shee slept, yet twixt her elelids closely spyde

How towards her he rusht, and smlled at his pryde.

(III. xi. 32)

With the bedroom eplsode at Malacasta's (ITI. 1. 59 £f.)
fresh in mind, the reader can imagine Britomart's reaction‘
to this scene, and the emphasis on the panel as a made
object, a tapestry woven to a design, reminds us of the
narrative situation at hand: the Knight of Chastity
serutinizes her surroundings as she goes to the rescue of
an imprisoned maiden. This panel, with its daffodils,
is the most vivlidly tapestry-like of the list, in which
five gods are specifically included, with illustrations

of from three to six separate adventures classifled under

each. At the end, we see
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Kings, queenes, lords, ladies, knights and dam-
sels gent
Were heap'd together with the wvulgar sort . .

| | (III. xi. 46)

--a jumbled ending similar to the confused rabble which
follows the orderly first segments of the Mask of Cupid
in canto xii. The tapestries regain their élearly visual-
1zable identity as man-made works of art with the mention
of their border, designed of

. . broken bowes and arrowes shivered short
And a long bloody river through them rayld,
S0 lively and so like that living sence it fayld.
| (III. xi. 46)
Tﬁét an object is "like" something reminds us that it
isn't the something; on the fictional surface thls border
is woven of threads and serﬁes to unify pictorially, as
it does thematically, a series of graphic designs. The.
same device occurs 8t the end of the narrator's descrip-
tion of Malacasta's tapestries: Adonis has been trans-
formed into a flower "Which in that cloth was wrought, as
| if it lively grew" (III. i. 38).

' Malacasta's tapestries, since they illustrate only
one story, are easier for the reader to visualize as a
whole. Fréderick Hard has in fact seen the passage (III.
i. 34-38) as essentially a transcription of actual visual

experiehce. The arras, he finds, conslsts of four panels.

In the first, Venus displays ln some unspecified manner the
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severity of her love for Adonis; the second depicts the
"sleights and sweet allurements" Venus practised--making
flower garlands for Adonis, bathing him in fountalns,
watching him sleep. Contempofary and traditional con-
ventions would easily allow the same figure fo appear
several times in a single visual unit,.and the flowers
and pictorial details add verisimilitude. The third '
panel, as Harg separates the units, 27 has a carefully
described spatial composition: |

ILo! where beyond hevlyeth langﬁishing,

Deadly engored of a great wilde bore,

And by his side the goddesse groveling

Makes for him endlesse mone, and evermore

With her soft garment wipes away the gore,

Which staynes his snowy skin . . .

| (III. 1. 38)

The fourth panel shows Adonis as a flower. Hard's four-
part division does not—seem to me specifically brought
out in the poem, but the readér does ﬁave a sense, how-
ever vague as to boundary, df a serles of pictures
corresponding in a general way to visual conventions
known to Spenser's readers. The degree to which the poem
ailows the reader to visuallze the scene described 1ls,
I think, carefully controlled; the visual impression,
however vivid, has a subordinate relationship to the

story as a whole and especlally to the moral alignment

of the individual passage.
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The question of the relationship of the visual arts

to The Faerie Queene's didactic pattern has involved the

tapestries of Malacasta qdite directly. C. S. Lewis has

remarked that

Spenser uses art to suggest the artificlal in
its bad sense--the sham or imitation. Thus he

uses pictures to suggest 1uxu5éous corruption in
the house of Malacasta . . .

Lewls over-reacts here, one feels, and yet there is some-
thing to {t: Alma's parlour, part of an exemplary house-
hold all rodnd, 1s described as not having any mind-bend-
ing pictures on its hangings:
. . . a royall arras richly dight,
In which was nothing pourtrahed nor wrought,
Not wrought nor pourtrahed, but easie to be thought.
(II. ix. 33)
One needs to remind oneself that this attitude could
hardly be genefalized: the Elizabethans, in other con-
texts, delighted in the visual-intellectual complexlties
of the emblem and seemed to consider the perusal: of emblem
books a worthwhile pastime. Phantastes' walls, however,
in anothef part of Alma's castle, are decorated in a way
which contrasts with the pictorial simplicity of the par-
‘lour hangings:
With sondry colours, in the which were writ
Infinite shapes of thinges dispersed thin;
Some such as in the world were never yit,

Ne can devized be of mortall wit;
Some daily seene, and knowen by their names,
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Such as in idle fantasies doe flit:
Infernall hags, centaurs, feendes, hippodames .

(II. ix. 50)
This chamber is filled with buzzing flies which represent
"211 that fained is, as leasings, tales, and lies" (st.
51), and the tone of disapproval is unmistakable. The
reader, aware of the imagalc prevalence within ggg

Faerie Queene of such "thinges dispersed thin," may feel

that the narrator is displaying a remarkable objectlvity.
A contrasting tone of didactic approval is obvious

in the description of

. . . the second rowme, whose wals
Were painted faire with memorable gestes
Of famous wisards, and with picturals
Of magistrates, of courts, of tribunals,
Of commen wealthes, of states, of pollicy,
Of lawes, of Judgementes, and of decretals;
All artes, all science, all philosophy,
And all that in the world was ay thought wittily.

(II. ix. 53)

The fact that the reader need not visualize an immediate
image for a palnting of "lawes" or "decretals" indicates
the prevalence, here, of what Miss Tuve has called "state-
ment" over image; as frequently happens, the rea?er'is
giveﬁ the impression of a visual experience without the
actual details.

Tne function of descriptions of visual art in The

Faerie Queene, as far as the experlence of seeing in it-

self is concerned, seems to me of an auxiliary nature:
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unlike visual acts in which characters catch sight of

one another or come upon a tableau of ongoing and mys-
terious action, the paiptings, tapestries and sculptures ‘
(such as the carved fountain in the Bower of Bliss, II.

xii. 60) supplement the maln narrative action without

actually advancing it.

Visual Coherence and Didactlc Signifilcance

An important result of the consistent, interrelated

visual'structure'of The Faerlie Queene is that the poem

itself takes on a self-sufficient existence: it becomes
a thing in itself, not dependent on its narrator, who
seems to be recording events as they take place rather
than inventing them. Robert M. Durling speaks of Spen-
ser's
habit of elevating the material of the poem to a
position above the Poet (not, as in Ariosto, below
him and at his command) . . . Spenser avolds Ariosto's
attitude of absolute dominancs of the poem in favor
of a more modest approach. 2
Kathleen Willlams, discussing the poet's voice in

The Faerie Queene, agreés with Durling on the poem's

"modest approach,” the effect of which i1s "to make greater
claims for the poem than Ariosto's attitude'does for his."

The narrator of The Faefie Queene; when he does make hils
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presence felt, does so under the authority of his vision,

the poem.

For Spenser the vision, though it is something given,
is also something achieved; in his use of the con-
vention it suggests not dreamlike ease but difficult,
concentrated, sometimes painfBul attention. The
vision has to be won by the devoted exerclse of all
the poet's powers. When it comes it 1s, in its
finality and authority, like a &hing revealed, exist-

ing independently of the poet who makes 1t into a

speaking plcture. '

With so much care, the poet presents the world which he
himself "seés" rather than creates; the reader, with
considerable difficulty and concentrated attention on his
own part, attempts to visuallze what the poet has given
him. The important role played by acts of sight within
the narrative fits into the overall pattern. In additlon,
the presentation of a fictional world as a thing in itself
gives, I think, a considerable air of authority to the
didactic principles on which the fiction is bullt.

‘The question has arisen as to whether a fictional
narrative can properly haﬁe a didactic-rhetorical internal
structure, or, contrariwise, whether a didactic work;
aimed at teaching the reader through his own reactions,
can really be called a story. To me such a conjunction

seems entirely possible; to Paul Alpers, for example, it

is not. Alpers, in his valuable study of'The Faerie Queene

from the aspect of the reader's response, holds that The

Faerie Queene is not a story at all but a rhetorical address
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from the poet to the reader, making use of fictional
devices in ways quite subordinate to the poém's rhetorical
purposes.

The point at issue here seems to have to do with the
degree of émotional, sensory and intellectual participa-
tion the reader is allowed within the fictlonal world. To
Alpers, apparently, to give the reader any participation
at all negates the story's claim to fictional.existence.
Quoting as contrary evidence C. S. Lewis' declaration that
Spenser is essentlally a narrative poet whose style 1s
that of a storyteller, 31 Alpers finds that Spenser's
writing "makes sense only as a rhetorical instrument, a
means of appealing to the reader's feelings and aware-

n 32

nesses, and that, this purpose being successfully

achieved, "an episode in The Faerie Queene . . . is best
described as a developing psychélogical experience within
the reader, rather than és an actlon to be obéerved by
him." 33 |

‘I have dwelt on this point because I treat the poem
as a fictlonal narrative, and it would seem fair to glve
some attention to an opposing view. Perhaps there is |
really no opposition; much of the argument may boll down
to definitions. In Alpers' view the subjeét of this study
could be labelled an investigation of the workings of

certain of the "fictional devices" through which the poet
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addresses the reader, and my observation that the didactic
purpose of the poem 1is strengthened bj the fiction's

being presented as a coherent world rather than as a poetis
invention might, in the same way, appear a tying-in of

the rhetorical device with the major undertaking. This
seems wrong, however. The connotations of a kind of
generic life, a self-existing pattern, which one finds

in thinking of.the poem as a fictional narrative (and
particularly as a romance narrative), seems to me highly

applicable to The Faerie Queene's nature and something

I would not want to underemphasize.
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CHAPTER II

THE POEM'S SETTING

The spatial setting of The Faerie Queene 1s experi-

enced visually, a horizon-ful at a time. From a cumulative
series of experiences, the reader bullds up a general 1m§
pression of the characteristics of Faeryland.

This impression is apt to be described with more reli-
ance on negative expression than on positive. The reader
becomes quite conscious of all the things Faeryland isn't.
Faeryland is not related to the "real" world in the sense

that the Orlando Furioso, for example, is, with its "ac-

tual" Paris and other geographical points of reference,
arrahged in a consistent pattern and of use to Astolfo,
looking down and following rivers as he navigates the Hippo-

griff (0. F. XXXIII. 99). C. S. Lewis has characterized
the world of the Orlando Furioso:

What lies immediately below the surface of the
Italian epic is simply the actual--the daily life
of travel, war, or gallantry in the Mediterranean
world . . . Thus Agramant's war with the Franks is,
on the surface, purely fantastic, and the prowess
of its combatants impossible; but beneath all

this we detect the famillar
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lineamentsvof a real war. There are problems of
transport and lines of communication. Defeat for
the invader means falling back on cities already
taken . . . The whole story could be plausibiy re-
written in headlines or general's memolrs.
The geography of Faeryland would not support this sort of
thing; points are not located in relation to one another,
and there 1s no consistent feeling of distance or direc-
tion. Coleridge's comments remain applicable:
You will take especial note of the marvellous 1n-
dependence and true imaginative absence of all
particular space of time in the Faery Queene. It
is in the domains neither of history or geography;
it is ignorant of all artificial boundary, all

material obstacles; it is truly in land of Faery
that is, of mental space.

Lacking “artificiai boundaries," Faeryland does not tell
us clearly what is and what is not within its limits.
Una's parents' kingdom is so close to blblical and myth-
ological golden worlds that we are not surprised whén

we do not encounter it again and when Redcrosse, after
the wedding, returns to the service of the Faerie Queene,
according to his vow (I. xii. 41), as if hé were setting
‘off for a quite different realm. Like the'heaveniy city
he sees from the Mount of Contemplation, Una's parénts'
kingdom is Redcrosse's hope of what he will deserve when
his active service is finished, and Faeryland is for him
the scene of this active service. Again, when Calidore
chases the Blatant Beast through the several estates of

Tudor England and comes to a pastoral landscape where the
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Beast is elther absent or unrecognized, the reader 1s not
certain which, if elther, of these tno settings 1s located
in Faeryland (VI. ix. 3-5).

Yet there are instances in which the setting of the
narrative is clearly separated from the "actual' world
(the two distinct genealogical histories in II. x. is an
example), and traveling from the actual world to Faeryland
becomes a significant action in a protagonist's quest. It

is almost as 1f the thing to do, upon acquiring a quest,
is to come to Faeryland ﬁo pursue it. As a romance setting,
- Faeryland is naturally adapted to the quest structure.
Northrop Frye has remarked that

the essential element of plot in romance 1s adven-

ture, which means that romance 1is naturally a sequen-

tial and processional form . . . The complete form

of the romance is clearly the successful quest.
Britomart, not a native at all, a member of a more historl-
cal society in which battles are fought with Saxons (111.
1ii. 58), enters Faeryland in search of Artegall, whose
image she has seen in a maglic mirror. In the same way,
Arthur, having seen the Faerle Queene 1n a dream, comes to
Féeryland in search of her. Arthur's and Britomart's
original environments are presumably similar and share a
period of fictional time: the narrator makes it clear

that Arthur visits Faeryland before he becomes King (I. ix.
3-6), and each is acqualnted with Merlin.
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The different ways in which these two seekers carry
out their respectlve searches férm, I think, a good
example of the flexibility of Faeryland space witbin
its implied boundaries and of the ease with which the
setting allows us to realize ﬁhat something is operating
besides ordinary time-and-space patterns.

Britomart's task is comparatively simple. She does
not know what Artegall looks like; in the mirror he has
appeared wearing the armor of Achilles (III. ii. 25),
and he first appears in the poem dlsgulsed as the Salvage
Knight (IV. iv. 39). She does not know, elther, where
precisely he is to be found in Faeryland, and for Brit-
omart to wander abput the landscape in a falrly random
way, leading a knightly 1ife herself, seems a sensible
enough procedure. Britomart eventually does encounter
Artegall within a chivalric sitdation, recognizes his

face

To be the same which in her fathers hall
Long since in that enchaunted glasse she saw

(Iv. vi. 26)
and her quest 1s essentlally finished on the spot when
he falls in love with her.
Arthur's case is quite different. To the novel-
trained modern reader with his insistence upon continuity

of detall, Arthur's successive declarationé of intent to
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find the Faerie Queene are apt to seem half-hearted and
rather silly, since he'does}not immediately set about
this purpose in any spatially efficient way. Arthur
leaves Una and Rederosse (I. ix. 20) "to seeke his
:Love,"~l and reappears in Book II, saving Guyon from
the Paynim brotheré. In conversation with Guyon, who
bears the portralt of the Faerlie Queene on his shield,
Arthur remarks that he has been seeking the Queene for
a year: |

"Yet no where can her find; such happinesse
Heven doth to me envy, and Fortune favourlesse.'

(II. ix. 7)

Guyon replies:

. . But you, faire sir, be not herewith dis-
maid,

But constant keepe the way in which ye stand;
Which were it not that I am els delaid

With hard adventure, which I have in hand,

I labour would to guide you through al Faery

Land.
(II. ix. 8)

Both remarks seem rather odd. Arthur has brought Heaven
and Fortune into what would seem a simple matter of
traveling from one point in space to another. As a sover-
elgn, Gloriana is unlikely to wander about disguised and
is permanently located, presumably, on her thrbné in Cle-
opolis. Guyon has just left Fairie court, according to
the synopsis of Book II in the Letter to Raleigh and accord-
ing, within the narrative, to Guyon's description of his
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quest at Medina's castle (II. 1ii. 40 ££.). % Instead
of suggesting that Arthur turn around and travel the way
he, Guyon, has Just‘come, Guyon advises him to "keep the
way in which ye stand"--straight ahead, presumably; and.
Guyon speaks of the process of going someplace as an
innatély difficult one, requiring not verbal directions
but a personal guldance at which he would "labour." "Ail"
of Fairyland seems to lie between where Arthur is and
where he wants fto be. _

I think the reader will agree, howe&er, that the
spatial discrepancies become exaggerated only as I recite
ﬁhem out of context; within the poem, they do not impede
the narrative and one does not notice them as discrepan-
cies, accepting them as appropriate characteristics of
the "mental space," to return to Coleridge's term, In
which Faeryland is set. This "mental” quality evolves
within the reader's experience, as he, too, tfévels
through the poem, and the relationship between the spatial
setting and the characters' mental efforts becomes the
sort of thing that the reader expeéts. Heaven and Fortune,
working in thelr mysterious ways, are, after all, relevant
to a character's itinerary. Guyon has advised the Prince
to keep on the way he is going, to continue being his
magnanimous Self, and Arthur's reply shows that he 1s

doing so: he asks Guyon if there is anything he can do
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to help him in his, Guyon's, current adventure--a subject
hardly in line with an immediate spatial departure for
Cleopolis, but appropriate to a movement 1n mental space:

"Perhaps my succour or advizement meete
Might stead you much your purpose to subdew."

(1I. ix. 9)

Faerie Queene characters, as this example demon-

strates, do not all traverse the same space in the same
way. The stronger characteré are able to get about more
easily than the weaker ones. There 1s something of a
hierarchy in this: . Britomart, who goes forward resolutely
on an unknown path, nevertheless needs & guide when she
sets out for a specific place; Talus shows her the way to
Radigund's city (V. vi. 18). Artegall, however, at one
point cohducts Britomart and other members of thelr party
to a castle which he apparently knew about ahead of time:

‘They tooke their steeds, and forward thence

did pas

Unto some resting place, which mote befall,

All being guided by Sir Artegall:

Where goodly solace was unto them made,

And dayly feasting both in bowre and hall .

(Iv. vi. 39)

Here even the narrator seems willing to leave the provision
of shelter up to Artegall. The castle 1s anonymous; its

description suffices only to form a setting for the action

at hand. Later (V. vi. 7), what is presumably the same
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Acastle supplies Britomart with a window opening to the
west, through which she sees Talus approaching with news
of Artegall's capture. T. K. Dunseath has remarked that
the direction, west, 1s here used to indicate Britomart's
proper line of quest: "To rescue Artegall, she muét
travel due westward . . . whither her lover has already
gone." 2 Dolon, attempting to trap her, takes her to
his dwelling "Not farre away, but little wide by west"
(v. vi. 22). This observation, I think, serves as an

example of The Faerie Queene's manner of employing as much

spatial pattern as is immediately needed and no more; the
"west," though functional in the way Dunseath has seen it,
could not be carried thfough Britomart's.advéntures or
used as a directional analogy to #irtue in general. With
reference to Artegall's major quest, the rescue of Iranae,
the westerly direction has a clear historical analogy
since Ireland is west of England. Except for Calepine,
who when lost in the woods "now west . . . went a while,/
Then north" (VI. iv. 25), the poem's other references to
points of the compass relate to sunrises or settings, or
to extra-Faeryland prophecies and recollections--Merlin's,
Alma's chronicles', Paridell's.

An example of a specific setting which retains only
‘as much geographical conslstency as the narrative requires,

and no more, is the Idle Lake over which Phaedria pilots
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her painted boat and brings wayfarers to her island (iI.
vi. 6 ff.). This lake, even though Cymochles first sees
it as "a river" (II. vi. 2), remains a surprisingly stable
part 6f the narrative setting and is involved in an un-
usually elabbréte spaﬁial pattern--one in which the reader
must remember which wayfarers have been taken to the 1island,
from what relative direction, and which have been left on
the shore. |
'Phaedria'conducts Cymochles to her island, leaving
Atin behind; while Cymochles is asleep, she goes to the
other side of the lake and takes aboard Guyon, who ls
approaching from the opposite direction. She leaves the
Palmer behind on that shore (II. vi. 19 ff.). Guyon, who
does not fit the mood of Phaedria's lsland, insists
eventaally on belng taken the rest of the way across the.
lake, and there he naturally encounters Atin.
. . . gladsome Guyon salied forth to land,
And to that damsell thankes gave for reward.
Upon that shore he spyed Atin stand,
There by his maister left when late he far'd
In Phaedria's flitt barck over that perlous shard.
(II. vi. 38)
Such a degree of topographlcal accuracy occurs, however,
only beéause it fits into both the narrative and thematic
patterns of Guyon's quest, in which he appropriately en-
counters Atin as Strife at this point. It would not have
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been necessary for the poem to account for the crossing
of the lake in order to bring the two together. The lake
is not mentioned és part of the itinerary of the next
figure to appear, Pyrochles, the master of Atin, to whose
ald Atin had gone to summon Cymochles. Since Pyrochles
and Guyon had a fight (II. v. 3-14) and thus share a common
point of departure, one might, 1f one were attempting to
establish geographical consistency, wonder how Pyrochles
crossed or avolded the lake. The question apparently 1s
not considered important to the narrative. But Guyon's
being deprived of the Palmer's counsel is an important
lack, and the narrative does go to some trouble to estab-
lish, when the Palmer reappears two cantos later, the fact
thét he has solved the lake problem:

. the palmer, whom whyleare

Thét wanton mayd of passage had denide,
By further search had passage found elsewhere . .

(IT. viii. 3)

A similar distortion of spatial pattern occurs in
the case.of Acrasia's bower. Atin goes there to fetch
Cymochles (II. v. 35). The Jjourney involves no partic-
ular difficulties and Cymochles, once stirred to action,
leaves his bevy of wanton damsels and sets off as if to
the next county. No sea journey is mentioned. Guyon, how-
ever, spends three days being piloted "over the mind's

H6

sea, passing numerous sights and périls. Getting to
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chésia's bower i1s for Guyon much more than merely running
a squirely errénd, and I think this recognition, of which
the reader is awafe when immersed in the sequential exper-
ience of reading the poem as well as when making a retro-
spective pattern of it, accounts quite satisfactorily for

the spatial inconsistency.7

Dream-Space

A frequent comparison of the setting of The Faerie

Queene is to that of a dream. Perhaps this is another way
of saying "mental space." C. S. Lewis has objected to the

word;“dream-like" as applled to The Faerie Queene because,

apparéntly, the poem's visual ingredients are more like
those of a dream than the term itself implies.

Its [The Faerie Queene's] lmages have the violent
clarity and preclsion which we often find in actual
dreams, but not the dimness and evasiveness which
the overtones of the word dream-like (based more on
waking reverie than real dreaming) usually call up. 8

Certainly the images and settings of the poem can be
jaggedly clear. What does remind us of dreams, quite
1egit1mately I think, ére the instances of what Freud
nas called "dream-work," the condensation, displacement,
and generallre—arrangement of compbnents which we find
familiar in themselves 9 bput which seem té‘float in The

Faerle Queene with a strange freedom.
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In seeking a literary tradition for this use of
dream techniques, one arrives profitably at the medieval
dream-vision. Arnold Williams, who feels that Spenser
was considerably influenced by medleval models, points

out that

Chaucer, whom Spenser caliég-master, was a notable:
practitioner of this genre . . . The dream vision

is par excellence the medleval form developed for

the exploration of the psyche and for the treatment g
of morality, both large items in Spenser's practice.

Constance Hieatt, in her carefully documented book,

The Reallism of Dream Visions, discusses the genre in itself

and in relation to psychological experlence, finding both

important to the poetry of Spenser.

" The more interesting allegory of the next century
[the sixteenth], in the work of such poets as Skelton
and Spenser, seems to owe at least as much to the.
allusive, kaleidescopic vision of the fourteenth

century as to the systematic allegories which ?ppear
to be more typlcal of the fifteenth century. !

Comparisons of the overall setting of The Faerie
Queene to the atmésphere of a dream can be éxtended, I
think, to specifilc settings--to the horizon-ful of space
which occupies the narrative focus at a particular point
in the poem. Graham Hough, speaking of “"the mechanics
of the way the story is put together," observes that

Strictly the events take place nowhere; a castle

or a cave or a lake appears when 1t is required by
the narrative situation . . . As in dreams, the

situation simply calls up its appropriate setting,
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which becomes vividly present for a time and then

disappears . . . We read the poem as we experience

ifd{gizﬁtwéggpggg.s%ge slight bewllderment yet sense
This "sense of latent purpose" assoclated with the poem's}
dream-like setting would seem to help alert the reader
to thematic patterns embodled in the narrative.

An important structural element which Egg'Faerie
Queene shares with dream-vision and comes by naturally
through the romance genre is thelsubordination of time
patterns to spatial ones. This characteristic affects
the reader's visualization of the narrative by allowing
thé actlion to éontinue unimpeded by the delays which a
strict adherence to time-patterns analogous to those of
the reader's world would neceésitate. A simple and_eésily
visualized action pattern takes precedence, for.example,
when Redcrosse climbs the Mount of Contemplation and the
hermit tells him he 1s not ready: . j

"But first thou‘must a season fast and pray,
Ti11 from her bands the spright assoiled 1s,
And have her strength recur'd from‘fraile infirmitis."
That done, he leads -him to the highest mount . '
(I. x. 52-53)
We have not had to imagine Redcrosse climbing down the
mountain, fasting and praying for a season, and cllimbing

up again; the narrative gets right on to the vision at

hand.
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Plain and Forest in The Faerie Queene

One finds in The PFaerie Queene two kinds of space,

as far as the setting for the poem's essentially romantic
quest-structure is concerned: that which is to be traveled
through, in one category, and that which comprises a
resting-place for the travelers, in another. This rest
may be neither wholesome nor voluntary, from the protag-
onist's standpoint; Orgoglio's imprisonment of Redcrosse
(I. vii. 15 £f.) detains the knight from his quest and
is a didactically evil resting place. The House of
Holinesse (I. x. 3 ff.) also detains Redcrosse from his
immediate linear pursult of the quest, but the things he
learns there make it possible for him to ccmplete the
quest and this setting can be placed, naturally, on the
positive side of the didactic dichotomy.

Since in this chapter I am concerned with the general

characteristics of The Faerie Queene's spatial setting,

I shall discuss here the first kind of space mentloned
above, that through which the characters travel; specific

settings, at which the characters pause, will be dealt

with in Chapter V, below.

Usually, Faerie Queene characters travel through

either a rolling plain or a dark forest. Each has 1ts

variations. The difference between them, howevef, is






