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ABSTRACT
GUYON AND GAV/AIN: A QUESTION OF SOURCE
Gerbrand Poster III
This paper is concerned with an examination of canti iv through
viii of Book II of The Faerie Cueene« with especial attention paid to
the events in the Cave of Mammon, and with the Middle English poem Sir
Gawavn and the Grone Knvzt.

It is suggested in this paper that Spenser

may have been aware of Sir Gawavn. and that consideration of that possi¬
bility can result in a more coherent reading of the central section of
The Faerie Queene.
Studies of Book II of The Faerie Queene have revealed that Spenser
made liberal use of source materials in his composition, many of which
have been identified, v/ith the notable exception of what exists as canti
iv through viii.

Although parallels have been suggested for individual

items in that section, no such suggestions have been made for the overall
temptation complex itself.

It seems possible that the events in that

complex are unified by a use of the temptation motif as found in Sir
Gawavn and the Grene Knvzt. rearranged and altered to suit the demands
of an allegory about a figure of Temperance.

When this possibility is

examined, it reveals that the visit of Guyon to the Cave of Mammon is
not at all a digression, nor are the battles with Pyrochles and Cymochles
disconnected from the plot in an allegorical reading? rather, the events
form a thematic and imagistic whole.

If this is the case, then this

central section of Book II would depict Guyon engaged first in battles
with excesses of activity and indolence, in both of which battles Guyon
triumphs; then, by entering into the Cave of Mammon, Guyon fails in

Abstract (Cont'd.)
temperance.

Although he was superior to external excesses he was prey

to his own intemperate reliance upon himself and serving of his intellec¬
tual curiosity at the expense of his physical needs.

In the Cave, Mammon

tempts Qiyon first with excess of overactivity and with excess of indo¬
lence, which excesses Guyon overcomesj then, in the Garden of Proserpina
Guyon is tempted with an explicit extension of the failing he demon¬
strated by entering the Cave.

Although he succeeds in resisting in that

latter case, he is punished for the initial failing by his faint upon
emerging from the Cave.

This might have been suggested by Gawain's temp¬

tations and single, partial failing in Sir Gawavn and the Grene Khvzt.
It is possible that Spenser did indeed encounter Sir Gawavn. for the
copy British Museum Cotton MS Hero A. X. was obtained from the library
of Sir Henry Savile, who was tutor to the Queen at the same time as
Spenser was in the employ of Leicester, the Queen's favorite.
Although there are no verbal parallels between the two poems,
there are suggestions of possible parallels in image and idea beyond
the most significant suggestion of reversed-order parallel of structure.
The value of an examination of source lies in the light which the exam¬
ination sheds upon the text, and the most telling support for this
theory v/hich can be offered is the expansion of the text provided by
this reading.
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I
INTRODUCTION

Commencing yet another paper about Book II of The Faerie Queene
demands of the writer both apology and aggressiveness—apology for
further disturbing water already becoming too muddy for pleasant drink¬
ing by casting in another weight of paper to further trouble the silt
at the bottom, and aggressiveness to be willing to believe that one’s
own paper is the magic filter which will eventually lead to a restora¬
tion of tranquillity.

This paper is concerned with an examination of

the central part of Book II, with especial attention paid to the events
in the Cave of ?4ammon.

Its goal is the presentation of an hypothesis

about a possible source for that section and a demonstration of the
profitability of applying that source to that section of the poem.
Before entering into the discussion, however, it will be necessary to
examine both the suggested source and the section of The Faerie Queene
under discussion.
Book II of The Faerie CUeene has prompted great scholarly dis¬
agreement, largely because of the wealth of associations possible with
the material therein.

H. S. V. Jones sees Guyon as a Classical hero,

and W. B. C. Watkins sees him as Christian; Frank Kermode argues that
he is ultimately an epic hero.

Harry Berger contends that Guyon has a

perspective more limited than that of the reader; Professor Kermode
contends that his perceptions are equal to those of Christ in the
wilderness temptation.

A. C. Hamilton writes that the book is concerned
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with Original Sin? Jean R. Purpus writes that it is concerned with the
Golden Mean.

A. S. P. Woodhouse and E. M. W. Tillyard see no need to

think that Spenser intended any significant references to the Bible in
the book.

In short} disagreement reigns; and, to some degree, that

disagreement is based upon questions of source.

Determining the sources

for the patterns has been undertaken several times, perhaps most notably
by Josephine Waters Bennett in The Evolution of The Faerie Queene.
but the available evidence supports a theory, as yet unadvanced, which
both accounts for certain situations in the book which otherwise appear
to be artistic defects (such as Guyon's fainting upon emerging from the
Cave of Mammon and his entry into the Cave in the first place), and
amplifies the significance of events which Spenser apparently went to
greater trouble to include than some examinations of the book would
appear to justify (such as the first battle with Pyrochles and Cymochles
and the sights which Mammon showed Guyon during Guyon’s tour of Mammon's
cave).

In order to present that theory adequately, it will be necessary

to undertake some fairly extensive examination of the elements which
make up the basic structure of Book II.
S. J. McMurphy in Spenser’s Use of Aristo for Allegory traced
the basic narrative of Book II, the quest for Acrasia's Bower of Bliss,
to Ruggiero's quest for Logistilla in Orlando Furioso.
Ruggiero is carried by the hippogriff to an island of Alcina,
where he encounters Astolpho metamorphosed into a tree.
The tree
warns him of the wiles of the enchantress Alcina, to whom Astolpho
has fallen victim.
Ruggiero sets out to avoid Alcina's city and
to go the steep and thorny path to her virtuous sister Logistilla's
kingdom. But on his way he encounters a rabble of beast-headed men
with whom he battles.
He is rescued by two ladies who invite him
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to overcome the hag Avarice, and having done so he enters the
city and becomes Alcina's favorite lover. Meanwhile, Bradamante,
his betrothed, sends the witch Malissa to him with a magic ring
which reveals the ugliness beneath Alcina’s seeming beauty.
Ruggiero flees from the palace of pleasure, and, after a diffi¬
cult journey he reaches Logistilla’s city and is taught to guide
the hippogriff.2
As Mrs. Bennett points out, Ruggiero’s encounter with Astolpho
and his difficult progress in search of Logistilla’s kingdom and easy
way to Alcina’s are parallels to Guyon’s meeting with Amavia and his
quest for the realms of Alma and Acrasia, though Spenser has reversed
the order in which the two domains appear in the story and has replaced
3
Ariosto's city of Alcina with Tasso's garden of Armida.
Mrs. Bennett
argues that, in light of Spenser’s known familiarity with Ariosto, the
suggestion of C. W. Lemmi that Guyon’s adventures were based in their
overall structure upon Trissino's L'ltalia Liberata dai Gotti is less
probable than that Spenser followed Ariostoj although the point is not
strictly relevant here, acknowledgement must be made of the conflicting
interpretations of the text in this context.
Disregarding for the moment elements in the poem which are simply
attempts to link the parts of the poem together, the section dealing with
Guyon's quest for the Bower of Bliss consists of canti ix through xii,
inclusive.

The remainder of the Book falls into two parts: canti i

through iii, inclusive, which Mrs. Bennett calls "a rather miscellaneous
beginning," and canti iv through viii, inclusive, the section with which
this paper is concerned.

These two remaining sections yield much infor¬

mation about the probable order of composition of the whole Book, which
is significant here.
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The first three canti in themselves exemplify much of the
confusion of order present throughout Book II.

Canto i carries on the

machinations of Archimage and Duessa as they were at the end of Book I,
which would indicate that canto i of Book II had been written after
canto xii of Book I had taken on substantially its final form.

However,

Archimage and Duessa appear in bulk nowhere else in Book II, although
Archimage appears briefly in connection with the theft of Guyon's horse
in canto iii, and even more briefly with the battle outside Mammon's
Cave.

This would seem to indicate that much, if not all, of the central

portion of Book II was written well before the framework of the whole
of The Faerie Cueeno had been decided by Spenser, a theory which is borne
out by other available information, as will be shown.

However, in canti

iv through viii, the central account of Guyon's adventures, the version
of the story as to how Guyon entered into the affairs of Book II as told
in canto i (that is, that Guyon in the company of the palmer came upon
the bodies of Mortdant and Amavia and the bloody handed babe) is support¬
ed by theme: Mortdant and Amavia were the victims of yielding to temp¬
tation, and temptation is the central concern of the section canti iv
through viii, whereas retribution of wrong is the underlying concept in
Guyon's search for the Bower of Bliss.

Hence, canto i can be seen as

being loosely related to canti iv through viii.
Canto ii is explicitly linked to the scheme of the overall alle¬
gory, for canto ii conforms to Spenser's late intention of having all
of the adventures begin at Faerie court, in terms of which the palmer
appears at Faerie Court with the bloody handed babe; in canto ix,
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stanza 9 that version of the story is summarized?
Then gan Sir Guyon all the story shew
Of false Acrasia, and her wicked wiles,
Which to avenge, the palmer him forth drew
From Faery court.4
Hence, it can be assumed that canto ii "belongs" to the canti ix through
xii or "general" complex.

Also, canto ii includes the story of Guyon*s

visit to Medina, illustrating the Aristotelian Golden Mean? as Professor
Woodhouse has argued, allegorical ascriptions to the characters in The
Faerie Queene tend to follow Aristotelian values throughout.

In fine,

canto ii was certainly written after canto i, and therefore very probably
after the canti iv through viii, or "central" complex, received its basic
conformation.
Canto iii, like canto ii, was probably written after Spenser
conceived of the basic plot for The Faerie CUeene. although this is far
from certain.

The only thematic relationship between it and the central

recounting of Guyon*s adventures are rather incidentals

though Guyon*s

horse must be present in the story if Braggadochio is to steal it, the
simple presence itself does not bear any advancement of the story of
Guyon's quest.

Overall, the canto is almost self-sufficient % certainly,

it is at very least a "conspicuous irrelevance," in Professor Berger's
term, in relation to the quest as a whole.

However, since much attention

has been paid to the canto as a whole and especially to Belphoebe as a
figure in it, notice must be taken of it here, although the danger that
such notice will be, in Professor Hmpson's phrase, an example of the
"most rational possible form of the depraved negative, which puts some-
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thing in your mind while telling you that it is not part of the picture’’^
must be borne in mind.
Recent scholarship has tended to dismiss the attitude that canto
iii as it now stands is an attrition of elements upon a fairly simple
framework involving the theft of Guyon's horse; this view regarded the
theft itself as a digression from the main story and the intrusion of
Belphoebe as a digression within a digression included so as to flatter
Ralegh by use of the name "Belphoebe."

The presence of Archimage in

the story further complicated the overall picture, suggesting as it did
that perhaps the whole episode existed in part simply to tie Archimage
more securely to the Guyon story.

Mrs. Bennett, considering that there

exists in Orlando Furioso a model for the theft plot itself, tempers
her suggestion that canto iii was indeed written before canto ii, and
modified to enlarge the praises of the Faerie Queen and compliment
Ralegh, to allow the possibility that canto iii was written at the same
•7

time as the overall allegory was added to the central complex.

However,

Professor Berger's extensive analysis of the passage assumes that the
canto, a "comic interlude,"

is an original whole, and is firmly tied

to the allegory of the entire second book.

Professor Berger argues that

Spenser conceived of Belphoebe as a goddess, an ambiguous child of nature
who is a woman and more than a woman, a majestic girl who joins "the
skill, preoccupation, and abandon of Diana hunting; and the selfg
conscious poise of Penthesilea."

In this sense, she is a parallel to

Archimage, for both she and he play off of the dull Braggadochio's slow
wits, one innocently and nobly, the other deviously and villainously:
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and, in both, the relation of man to nature is presented.

Furthermore,

Professor Berger sees Belphoebe as an extremely complex representation
of Elizabeth, parallel in the natural world but quite different in the
spiritual, with the differences beginning from the point that Belphoebe
is perfect in a way that Elizabeth could never be and developing out
from that observation.

The "conspicuous irrelevance" of the Belphoebe

passage was entirely intentionalj Spenser wrote the passage so as to
allegorically represent "certain characteristics of Guyon's psyche,"
just as he wrote the Medina episode for the same reason.

"10

However, as

Professor Berger is at pains to point out, the entire sequence is beyond
the level of Guyon’s consciousness; when one considers that the episode,
however revealing of Guyon’s psyche, is irrelevant to the scheme of the
central complex of action, and is tied to it only loosely* then Mrs.
Bennett’s contention that canto iii is not vital to consideration of
the central allegory seems to be even more firmly substantiated than
before.

In other words, whether or not Professor Berger’s reading of

canto iii is accurate is not a concern of an examination of the central
section of the second book.
Mention was made above of the fact that Spenser, in his use of
Orlando Furioso as a model, reversed the order in which the "good" and
"bad" kingdoms were encountered by the hero, and that Ariosto's city of
Alcina was replaced by Tasso's garden of Armida.

Though this appears to

be reliable as far as it goes, the use which Spenser made of Ariosto is
a bit more complicated than presented above.

Messers. E. Dowden,

H. J. C. Grierson, Lowell, Cory, De Selincourt, and Dodge have, according
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to Mrs. Bennett,

11 agreed that Spenser's representation of the House

of Alma is "formal, uneven, and largely uninspired," and Mrs. Bennett
hypothesizes therefrom that it is highly unlikely that Spenser composed
the House of Alma passage and the Bower of Bliss passage at the same
time.

This contention seems plausible, especially so in that the pres¬

ence of Arthur and Guycn in the House appears to be an addition to a
pre-existent work; however, the point is not relevant here, and no
examination of the House of Alma will be undertaken.

QJyon's

battles

with Furor, Occasion , Pyrochles, and Cymochles, and his adventures
underground, form one coherent unit, thematically and imagistically
unified, which can be considered apart from the bulk of Book II with¬
out damage either to the overall allegory of Guyon's quest for Acrasia's
Bower of Bliss or to the central allegory of Guyon's adventures.

The

coherence of the central section will be examined extensively below,
and the relation of this section to the book as a whole will be con¬
sidered as well.
Mrs. Bennett suggests that perhaps "Spenser had on hand some
part of a poem involving Guyon when he undertook to create a book on
temperance as a companion piece for his book on religious virtue."
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There is a consensus that Spenser had some sort of model for Guyon,
though exactly what was that model (or, if not a model, what source)
is a troubled question.

Mrs. Bennett remarks In passing that the model

might have been Sir Thopas, and that Guyon might have been begun as the

13

champion of chastity: however, this theory, like many of those
offered, is persuasive only for the overall allegory.

Although Guyon
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may be seen as a force of chastity in revenging the deaths of Mortdant
and Amavia, or in destroying the Bower of Bliss, the central section
of the poem is singularly devoid of nubile women; furthermore, regarding
Guyon as a type of chastity runs afoul of Professor Berger’s discovery
of the Greek significances of the names Aerates and Acrasia.

Professor

Berger, like Professor Woodhouse, sees Guyon as the type of Aristotelian
temperance until his faint; thereafter, that insufficient power is re¬
placed by Christian temperance, which Guyon is incapable of understand¬
ing.

In this view, Acrasia takes on the significance of a-krasis.

incontinence, the inability to control one’s self, and therefore the
temptation of the Bower is only incidentally one of chastity.

Professor

Hamilton sees Guyon as even more a theological figure, though still a
force of temperance.

15

Professor Kermode disagrees with Professor Berger,

arguing that Guyon does not begin with Aristotelian temperance, but with
temperance of natural virtue, and that he progresses to the all-encompassing heroic virtue;

1&

this view is closer to the older understanding of

Guyon as a type of temperance which conforms to the chivalric codes, com¬
mensurate with the chivalric framework of the book and of the whole poem.
That last statement points up the great difficulty with employing any of
the identifications of the character of Guyon: his identity seems to be
different in the central section from the way in which he is presented
in the overall allegory, and any understanding of the figure in terras
of the book as a whole requires that one consider that at the least
Guyon undergoes a change between the Cave of Mammon and the House of
Alma, or that the figure cannot be regarded as the same in both sections
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of the book.

Since it is possible to show by reconstruction of the

probable order of construction of the book, by consideration of stylistic
evidence, and by the changing character of the story that the central
allegory quite possibly was devised separate from the overall allegory,
one is justified in examining the central section alone, although, as
stated above, it cannot be denied that any interpretation of the central
section must bo relevant to the book as a whole.

It appears to the

present writer that there is present in the central section of Book II
of The Faerie Quesne an interestingly modified version of the temptation
motif from Sir Gawayn and the Grone Knvzt. which would justify a consid¬
eration of the central section of Book II as a whole, rather than as a
series of unrelated battles.

There is required by the above statement

some explanation of what is meant by the term "temptation motif," which
is here presented.

II

SIR GAWAIN

The marvelously well integrated story of Sir Gawayn is. in reality
a synthesis of two medieval motifs, the trials of temptation and the
challenge or beheading game.
Celtic folklore.

Both of these are thought to be rooted in

The challenge motif concerns this contention little;

the beheading game is a rather more serious version of the schoolboy

;

game of trading blows, which itself may be a left-over from armed chivalric combat; it has been argued that the proper method of knightly battle
was by taking turns striking at each other.

If this is the case, then

A
the Green Knight’s grisly game would have surprised the hearers of the
'i

tale not at all.

5

Relevant to the present concern is the temptation

motif, a paraphrase of which is here quoted, extracted from the para¬
phrase of the whole poem in J. R. R. Tolkien and E. V. Gordon’s edition.
On each of the intervening three days [while waiting at
Bercilak’s castle for New Year's] the lord proposed a merry
bargain, that they should exchange in the evening whatever
fortune they achieved during the day. The lord went forth at
daybreak to the chase, while Gawain lay. late abed to rest.
Now Gawain was visited secretly by the lady, who made offers
of her love, but Gawain protested his unworthiness and evaded
her offers without the discourtesy of a direct refusal. At
each visit she kissed him three times, and the kisses he ren¬
dered faithfully to the lord, who each evening presented his
kill to Gawain.
On the third day the lady offered him love-tokens. Her
girdle^of green silk, she said, had such virtue that none
could be wounded who wore it. Gawain thought of the Green
Knight's axe, to be wielded on the morrow, and when she pressed
the girdle on him he yielded, and promised to conceal it from
her lord.

-

11

-
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In the morning he rode over the hills to a wild valley
where he found the Green Chapel—no ordinary chapel, but a
hollow green mound. There came the Green Knight with an axe
even bigger than before. Gawain made ready to take the Blow,
but shrank a little as he saw the blade descend; the knight
withheld his axe and reproached him. Again the knight made
a feint with the axe; but at the third time he let it wound
Gawain's neck slightly. Gawain sprang up more than a spear's
length and made ready to defend himself, but the Green Knight
leaned upon his axe and spoke merrily to him. He knew all
about the temptations of the lady; he was no other than the
lord of the castle. He had made two feints at Gawain for the
two days when he had resisted temptation and faithfully paid
up the kisses.. He had nicked Gawain's neck at the third stroke
because he had not been perfect in troth, but had concealed
the girdle. . . .1
There is in terms of the story significance about Gawain's having
accepted the green girdle from Lady Bercilak greater than would at first
appear, for Gawain is an unusually many-faceted Romance figure.

First,

as J. A. Burrow has pointed out, Gawain must be seen as being basically
one of the knights of the Round Table, all of whom were challenged and
insulted equally by the Green Knight.

It is Gawain's response to the

challenge which sets him apart from the others to such a degree that the
poem may focus upon him, and his individual characteristics become impor¬
tant only after he has volitionally taken on the job of assuaging the
honor of the Round Table; thereafter, they do become subjects of interest
to the poet and his hearers.

Gawain in most of the romances in which

he appears is most significant as a type of the courtly lover, a fact
which does not escape the attention of Lady Bercilak: after Gawain has
managed to negotiate the thin line between succumbing to her and insult¬
ing her in the first temptation, she reproaches him,
Now he pat spede^ vche spech pis disport jelde yow!
Bot pat ze be Gawan, hit gotz in mynde.
(1292-1293)
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Gawain is tempted in terms of his chastity because that would
seem to have been his weakest point, and therefore his triumph in
terms of chastity would be a dramatic surprise to the knowledgable
hearer of the poem.

Chastity, however, implies faithfulness—fidelity—

and Gawain*s temptation is operative on the level of his faithfulness
as well as on the level of chastity, and it is in the realm of faithful¬
ness that the greatest dramatic tension would exist.

Though he did

faithfully return to Bercilak the kisses which his wife gave Gawain,
he did not return the girdle until after his punishment at the Green
Chapel, and thus he did fall and could be punished.

Gawain, as a type

of chivalric virtue, would have been able to overcome this last assault
on his knightly integrity, ideally; yet, the poem explicitly states in
terms of Bercilak, Lady Bercilak, and Gawain himself that it was fear
for his life which provided the impetus for his acception and retention
of the girdle.

The "fear for his life" aspect is especially interesting,

for with the benefit of hindsight the reader knows at the end that what
he thought was his saving was actually his failing, and that had he
relied upon something other than magic he should have had no trouble.
This brings one to the last major aspect of Gawain*s character as it
is presented in this poem: he is an explicitly religious knight.
Professor Burrow states that Gawain "is well-known in the romances for
his eagerness to hear Mass at any time."

2

Indeed, he does hear Mass

before he leaves Arthur’s court, and he hears Mass with Bercilak and
goes to confession (about which more will be said below) while at Hautdesert; in fact, his relationship to Christianity and to chivalric
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Christian ideals is much more than a predisposition to hear Mass.

He is

St. Mary's knight, and has her portrait on the inside of his shield; on
the outside is painted a pentangle, gold on a red field.

The color gold

is exposited in the poem to have significance in itself:
Gawan watz for gode knawen, and as gold pured,
Voyded of vche vylany. . . .

(633-634)
The pentangle itself, an "endless knot," is most revelatory.

The poet

feels that it is so important that he writes,
And quy pe pentangle apendej to pat prynce noble
I am intent yow to telle, pof tary hyt me schulde:
Hit is a syngne pat Salamon set sumquyle
In bytoknyng of trawpe, bi tytle pat his habbej. . . .

(623-626)"
It is agreed by the Tolkien-Gordon glossary and by the noting of A. C.
Cawley in his edition of the poem that here the word "trawpe" means
"fidelity," which is quite appropriate in regard to the contention that
Gawain was tested in terms of fidelity as well as in terms of chastity.
The significance of the pentangle as fidelity is given the emphasis of
primary importance by the poetTs placing of that value first in the list
of ascriptions to the sign; however, its significance is expanded in the
following lines to include other qualities for which Gawain is to be
noted in the poem.

Not only is he faithful, strong, and skilfull, but

also is he religious, for among other things the pentangle represents
the five wounds of Christ and the five joys of Mary.

Roger Lass, in

examining the significance of the pentangle on GawainTs shield,

3

contends

further that the design represents perfection, although whether the per¬
fection is that of Gawain before the poem opens.or whether it is earned
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in the course’of the temptations and punishment is uncertain.

The

pentangle, or Seal of Solomon, Lass sees as significant in that "five
is pre-eminently the ’number of man,’"

4

and he further contends that

ultimately the pentangle in this poem symbolizes a prospective perfec¬
tion of humanity, transcending human failings by self-improvement ; thus,
the pentangle would be an ideal symbol for Gawain.

However, Vincent F.

Hopper, in his study of symbolism of numbers in general in the medieval
5
period,

argues more for the magical significance of the number five,

based upon its original Platonic interpretations.

Professor Lass refers

to Professor Hopper’s study of the number as "obtuse"; yet, the fact
that the number had magical overtones cannot be overlooked.

As late as

the early sixteenth century the number five was used for magical con¬
structions, as in the case of the talismans devised by Theophrastus
Paracelsus: each of which was organized about an interlocking pentangle.
In this duplicity of references, a presumably unconscious comment upon
the action of the poem is made, at least so far as the poem is concerned
with the conflict of the forces of magic and Christianity.

The Christian

significance of the pentangle for the poet had overcome the magical sig¬
nificance, just as in the action of the poem the Christian powers of
good are shown to be more efficacious than the powfers of magic, as typi¬
fied by the green girdle.

In terms of Christian relevance of the poem,

Gawain at least on the surface supports the claims made by his shield.
/

He prays frequently—that is, he acknowledges his own inadequacy to
carry out a task to which he has been set; he attends Mass, and he goes
to confession before he sets out to meet the Green Knight for the
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fulfilling of his contract.

However, in terms of the totality of

Gawain’s actions, his reliance upon Christian grace is less than perfect,
and his prayers before and after his third temptation by Lady Bercilak
at Hautdesert are different in their values.

The crux of the failing of

Gawain’s religion lies in the green girdle which Gawain accepted from
Lady Bercilak during the course of the third temptation.

She described

the girdle to him by explaining,
Lo! so hit is littel, and lasse hit is worpy;
Bot who-so knew pe costes pat knit ar perinne,
He wolde hit prayse at more prys, parauenture;
For quat gome so is gorde with pis grene lace,
WJhile he hit hade hemely hatched aboute,
per is no hapel vnder heuen tohewe hym pat myxt,
For he my^t not be slayn for sly^t vpon erpe.

(1848-1854)
It is magical, and therefore opposed to Christian, power; as Professor
Burrow phrases it, when Gawain dresses to go forth to meet the Green
Knight,- "the pentangle . . • is here subordinated both rhetorically
7
and grammatically . . . to the !lace.™
His reason was to preserve
his life, true, and he was explicitly forbidden to use his shield or
his knightly prowess to defend himself from the Green Knight, and there¬
fore his desire to find some safeguard is understandable; however, he
had been protected from failure in both faithfulness and chastity earlier
J;

l|

in the poem, without either his shield or his chivalry, by the Divine
forces in which he was supposed to rely: when Lady Bercilak made her
third temptation.

She was in his room,

Hir pryven face and hir prote prowen al naked,
Hir brest bare bifore, and behinde eke

(1740-1741)
and she had finally drawn him into appreciation of her.

SUSi

They
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. . . smeten into merpe,
pat al was blis and bonchef pat breke hem bitwene,
and wynne.
' pay lauced wordes gode,
Much wele pen was perinne;
Gret perile bitwene hem stod,
Nif Mare of hir knyght con mynne.
For pat prynces of pris depresed hym so pikke,
Nurned hym so neghe pe pred, pat nede hym bihoved
Oper lach per hir luf oper lodly refuse.
(1763-1773)
Had Gawain relied solely upon God for protection, he should have done
no wrong, and his failure to so rely was the direct cause of his punish¬
ment.

The point is underscored by his confession just before the day cff

his meeting with the Green Knight.

On the preceding days, he had gone

to Mass, but on that day he went instead to clear his soul of its wrongs.
However, he flaunted his new-found protection in the face of the force
which would have protected him, for he made a false confession.

St.

Augustine stated that confession without returning the gains of a crime
negated the cleansing of the confession itself, a point which Professor
Burrow has shown to have been general knowledge in the fourteenth century;
Gawain kept the girdle, thereby choosing one "redemptive" force over
another.

Nonetheless he continued to act as though he were in the realm

of divinity, rather than magic; and, recognizing the fact that the girdle
actually was a condemnative, rather than a redemptive, Gawain*s state¬
ment before he learned'of that surprise is accurate:
•'

To Goddes wylle I am ful bayne,
And to hym I haf me tone.
(2158-2159)

His salvation came not from the girdle, but from chivalric prowess on

his own part, a chivalric prowess which would not have been able to
save him had not the power of God strengthened his chivalry just when
he was to fall irrevocably.

Thus, the outside force which saves him

is the force which he is supposed to represent, the force which ulti¬
mately he does represent.
Terminally, attention must be paid to the role of Bercilak as
tempter.

The situation is complicated by the fact that behind all the

machinations is Morgan le Fay, but since only Bercilak and his wife
actually engage in the temptation of Gawain, and since Morgan acts in
the poem primarily as an explanatory first cause, she is best not intro¬
duced into consideration of the temptations.

Bercilak is therefore the

responsible party in the temptations of Gawain, since his wife acted
at his orders, and his role is interesting.

First, one might note that

Gawain did enter the entire problem of his own free will, acting as one
of many in the court room.

Thus, although Bercilak was able to set up

the rules under which the contest was to be run, Gawain was able to
choose or reject those rules as he thought best.

The role of Bercilak

as tempter is made more explicit further on; just as he set up a con¬
tract with Gawain on the first Christmas they met (when Bercilak was
in his costume as devil of the green cave) so did the two set up a
contract on the second Christmas they were together, in Hautdesert.
Gawain attempted to leave, so as to find the Green Chapel by New Year's
/

Day and fulfill the terms of the first contract, but Bercilak told
Gawain of the proximity of the Chapel to Hautdesert and Gawain decided
to remain there and rest, thereby placing himself in a position in which

asreiwsa
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he could be tempted further, and perhaps brought to a failure.

He then

continues defining the terms of the contract, by stating that as guest
he will do whatever Bercilak desires.

Bercilak desires that they ex¬

change each day their winnings of that day, Gawain accedes, and the
trap is sprung.

Bercilak acts as punisher, as well; although his wife

seems more important in the story in that she is the instrument by
which Gawain!s temptations are presented, Bercilak, the Green Knight,
is the central figure surrounding Gawain!s testing.
In recapitulation, there are in the temptation motif two sections,
each with three elements: three attempts at seduction, one partially
successful, and three attacks, one of which, corresponding to the par¬
tially successful temptation which is a failure of the subject, differs
from the others in that the subject is punished for a failing but is
still saved by an outside, though related, force.

With this in mind

one may profitably examine the temptation of Guyon in canti iv through
viii of The Faerie Queene.

Ill

SIR GUYONJ

THE FIRST BATTLES

Canto iv commences with Guyon riding out with the Palmer.

The

text does not indicate that they are in search of anything in particular;
the reader is not reminded of Acrasia or of the sad fate of Mortdant and
Amavia.

Guyon and the palmer come upon Furor and Occasion, Furor's aged

and loathly mother, who are attacking Phedon; Guyon frees Phedon and
binds Occasion and Furor, whereupon Phedon tells the story of his sad
experience which led him into his current plight.

The story itself is

little more than a conventional exemplum; as Professor Berger points out,
•j

"it is clearer in lower case: the mother of furor is occasion."

The

central truth of the exemplum is that weakness and not simple relaxation
of one's guard leads to a fall:
Misfortune waites advantage to entrap
The man most warie in her whelming lap,
So me weake wretch, of many weakest one,
Unweeting, and unware of such mishap,
She brought to mischiefe through occasion,
Where this same wicked villein did me light upon.
(II, iv, 17)
The story of Phedon is significant in another way, as well; the descriptives used in his story and in Spenser's description of Furor and Occa¬
sion suggest the image of fire, commencing simply enough with Phedon's
account of Philemon’s seducing of Pyrene to his purpose with reference
to the "blazing pride" of others, and progressing to Phedon's admission
of his having affected his quondam captors

20
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with my heat kindled his cruel fyre
Which kindled once, his mother did more rage inspyre.
(II, iv, 32)
Thereafter, once Guyon has freed Furor and Occasion and they have renewed
their attack on the luckless Phedon, the image of fire (developed more
extensively in the meantime, as is shown immediately below) becomes ex¬
plicit.

Occasion provides Furor with a real firebrand with which he

attacks Phedon:
His mother eke, more to augment his spight,
Now brought to him a flaming fyer brond,
Which she in Stygian lake, ay burning bright,
Had kindled: that she gave into his hond,
That, armed with fire, more hardly he mote him withstood.
(II, v, 22)
The story of Phedon serves three purposes in terms of the main story
line of the central section of Book II.

First, it accomplishes the

entry of Guyon into the story and explains the participation of Pyrochles
and Cymochles in the framework.

Second, it provides the reader with a

basic understanding of the nature of the following events in warning
against weakness, which will provide occasion for the forces of misfor¬
tune to take hold of one.

Third, and most interestingly, it commences

the significant imagery of fire which will be shown to figure extensively
in the central section of the second book.

Pyrochles is consistently

described in terms of fire, from
round about him threw forth sparkling fire,
That seemed him to enflame on every side:
His steed was bloody red, and foamed yre ...
(II, v, 2)
and
The smouldring dust did rownd about him smoke
(II, v, 3)
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through his "flaming sword," to the near repeat of the phrase referred
to above in Phedon's description of himself in
added flame unto his former fire
That welnigh molt his heart in ragina yre.
(II, v, 8)
Qjyon, not surprisingly, defeated Pyrochles handily, which he accomplished
by exploiting the latter's weakness through "faire sleight'?* that is, he
lured Pyrochles into losing what little self-control he had, until
Ne thenceforth his approved skill, to ward,
Or strike, or hurtle rownd in warlike gyre,
Remembered he, ne car'd for his saufgard,
But rudely raged • • .
But Guyon, in the heat of all his strife,
Was wary wise, and closely did awayt
Avauntage ...
(II, v, 8-9)
In other words, Guyon kept himself free from Pyrochles' excesses; he
engineered the defeat of Pyrochles by letting him become enveloped in
his own nature.
It seems probable to the writer that Book II is in its central
section organized more cohesively than has heretofore been argued,
and one element of such an understanding of the section requires that
one examine the allegorical natures of Pyrochles and Cymochles.

There

can be little doubt that the two figures are in some way complementary;
the reader is forced to such an acceptance by the physical fact that
Pyrochles and Cymochles are brothers, born of Aerates (whom Professor
Berger had shown to be derived from the Greek akrates. powerless or
incontinent ) and Despight.

The more difficult examination of the

significance of Cymochles will be undertaken below; at present, the
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concern lies with the nature of Pyrochles.

There is little disagreement

about him: as has been shown above through examination of the imagery
surrounding him, he is a figure of fiery intemperance, whose name is
derived from pvr. or fire, and ochleon. to move or disturb.

Professor

Berger argues that both brothers are allegorical representations of

3
Platonic appetites,

but that they are so vividly depicted in Book II

that "they strike readers as less than men: being literally men and
allegorically appetites generates a situation where men are less, and
appetites more, than they should be."

In other words, they don't

perform as characters in the story quite like they are supposed to.
This would lead to consideration of the possibility that perhaps their
characters should be evaluated in terms of their actions and that that
evaluation should be placed against the significance of their names in
order to derive a balanced view of their characters.

Though the exam¬

ination of Pyrochles does not lead to great difficulties of reconcilia¬
tion between his name and his representation—indeed, the one strength¬
ens the other—the case of Cymochles is less certain.
Guyon's second encounter is with Cymochles, whom Atin has gone
to fetch.

They meet on Phaedria's island, a sort of pocket Bov/er of

Bliss (from the larger of which Cymochles has been fetched from dalli¬
ance), where Cymochles is indulging in his own particular form of in¬
temperance: indolence, luxuriousness, sensuality, and inactivity.
That is, he is the opposite of his brother, to which pair Guyon acts
as a golden mean to their extremities.

Demonstrating Cymochles's

character is, as noted above, more difficult than demonstrating that
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of Pyrochles, for his shield does not bear a motto which exemplifies
him, as does Pyrochles' Burnt I doe burnet however, the fact that little
or nothing is said about his armor is in itself significant.

One's

first view of him is almost certainly intentionally ironic: he is de¬
scribed as
a man of rare redoubted might,
Famous throughout the world for warlike prayse,
And glorious spoiles, purchast in perilous fight:
Full many doughtio knightes he in his dayes
Had doen to death, subdewde in equall frayes,
Whose carkases, for terrour of his name,
Of fowles and beastes he made the piteous prayes
And hong their conquered arises for more defame
On gallow trees, in honour of his dearest dame.
(II, v, 26)
(surely there are places better suited than gallows for displaying
honor of one's dearest dame); yet, in the face of this terrible,
warlike description of a noble knight the picture one is given of
the actual Cymochles is in striking contrast: this great fighter
is shown as a luxurious idler revelling in Acrasia's bower.
There Atin fownd Cymochles sojourning,
To serve his lemans love: for he by kynd
Was given all to lust and loose living,
When over his fiers handes he free mote fynd:
And now has pourd out his idle mynd
In daintie delices and lavish joyes,
Having his warlike weapons cast behynd,
And flowes in pleasures and vaine pleasing toyes,
Mingled emongst loose ladies and lascivious boyes.
(II, v, 28)
The reader is later shown the relative proportions between his desires
for lust and loose living and for employing his fierce hands; in the
course of the book, he is roused to battle Qiyon only after Guyon has
interrupted his idyll with Phaedria, having neglected the battle which
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he was supposed to undertake in order to avenge his brother; he also
fights with Arthur, outside Mammon's Cave, but even there he had to
give himself a "pep talk" before he would enter the fray.

The reader

is reminded as well of the events following upon an earlier leaving
off of armor—that of the Redcrosse Knight in canto vii of Book I.
In a very real sense, the actual philosophy of Cymochles is expressed
by Phaedria, who argues that one rightly should rest in natural pomp
and utter inactivity save the activity of loose living, rhetorically
asking,
Who shall him rev/, that swimming in the maine
Will die for thirst, and water doth refuse?
Refuse such fruitless toile, and present pleasures chuse.
(II, vi, 17)
Repeatedly, Cymochles is depicted through the presentation of not mere
indolence, but of ill gotten indolence.

Hence, it is hardly surprising

that when Guyon and Cymochles fight on Phaedria's island and are separat¬
ed by her it is Guyon who continues on his quest, while Cymochles remains
behind:
with that v/anton mayd
The hasty heat of his avowed revenge delayd.
(II, vi,

40)

That is, Cymochles is defeated in that he does not complete his quest;
he does not find his brother and does not revenge the "wrong" done to
him by Guyon.

Atin has to complete Cymochles* mission, as far as it

is possible for him to help; though he can do little more than rage at
Guyon, the reader is told that he does take Pyrochles to Archimage to
have soothed the fire which, now externalized, was destroying him.

In other words, the defeat of Cymochles was accomplished just as was
the defeat of Pyrochles: Gjyon exploited the weakness of the excess
represented by the figure.
It is difficult to assess the significance of Cymochles’ name.
R. E. Niel Dodge, in his "Catalogue of Persons, Places, Animals, and
Things" appendixed to his edition of Spenser's works suggests that
the name implies "Passion fierce and fickle as the sea waves (kvma)
Professors Berger and Nelson amplify this understanding, considering
that the verb ochieon means here, as with Pyrochles, "to move or dis¬
turb."

Thus, Cymochles' name would suggest the above quoted "passion

fierce and fickle."

However, that such an understanding causes diffi¬

culties has been presented above5 furthermore, the necessary addition
which Professor Dodge makes to his analysis of the name ("characterized
by long fits of sensual indolence") would seem to be an almost gratuitous
inclusion, necessary for explanation but virtually a contradiction of
the analysis of the name.

As presented above, the character of the

figure under discussion must be taken into consideration, and thereupon
the interpretation seems to falter* consequently, it seems to the present
writer, a different interpretation is justified.

In the case of Pyrochles

the emphasis of his character lies on the "acting" part of his name* in
the case of Cymochles, the emphasis lies on the "sea waves" part.

Al¬

though on occasion he does go into action, the figure of Cymochles sug¬
gests more the placid, untroubled rolling of the sea waves, rather than
their fierce explosions into foam, at least as far as the reader is
actually shown in the poem.

His name promises action, as do the claims
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made about him$ however, that action which is promised does not material¬
ize into fact.

Hence, it seems far more likely to the present writer

that of the myriad interpretations which have been offered for explana¬
tion of the figures of Pyrochles and Cymochles, the most satisfactory
in terms of the actions depicted in the text of the poem would be an
understanding of the two as being representative of two extremes of
attitude towards activity: the fierce, uncontrolled and unreasoning
fire of Pyrochles, and the indolent luxuriousness of the neither toiling
nor spinning Cymochles:
course of the poem.

neither of whom accomplish anything in the whole

Spenser suggests this view of the character of

Cymochles in the typically introductory first strophe of Canto vij Atin,
having found Cymochles and incited him to action (which was no mean
feat, as is shown by the repeated "pricking" of Cymochles "with his
sharp pointed dart" and "with spurs of shame and wrong") leads him off
to find Pyrochles, and Spenser remarks,
A harder lesson to learno continence
In joyous pleasure than in grievous paine:
For sweetnesse doth allure the weaker sence
So strongly, that uneathes it can refrains
From that which feeble nature covets fainej
But griefe and wrath, that be her enemies,
And foes of life, she better can restrainoj
Yet Vertue vauntes in both her victories,
And Guyon in them all showes goodly raaysteries.
(II, vi, 1)
With Pyrochles in the grievous pain of burning, and Cymochles fetched
from his joyous pleasure, the placing of Guyon between the two seems
to be intended as demonstration of the fact that Guyon is indeed a
center between two extremes.

The meaning of the word "continence" in

this context is elusive, for although the contemporary meaning of
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"self-restraint" certainly is present, the overtones of sexual restraint
are perhaps present as well.

If so, then the word is especially appli¬

cable to Cyniochlesf the point is not especially important, however,
except insofar as it suggests the further contrast between the interests
of Pyrochles and Cymochles, and the fact that the latter's intemperance
tends toward womanizing.

This point will be elaborated upon below, in

further examination of the significance of the differences between
Pyrochles and Cymochles, and the nature of Guyon as a mid-point of
temperance between them.
The episodes in the Cave of Mammon are central to this section
of Book II, for they serve as a focal point about which the whole of
the book rotates.

Guyon, it will be remembered, was separated from

the Palmer by the episode surrounding Guyon*s encounter with Cymochles
on Phaodria’s island, in which Phaedria ferried Guyon to the island
but refused to carry the dull-looking Palmer.

When Guyon was returned

by Phaedria to shore so that he could continue on in his quest, she
placed him on another side of the lake, thereby separating him from
the Palmer.

Guyon was thus separated from the virtue or power repre¬

sented by the Palmer, without which he had to face the central temp¬
tations of Mammon's Cave.

The question of what virtue is represented

by the Palmer is an unsettled one, although the possibilities generally
offered tend to be differences of shading rather than basic differences
of conception: that is, the Palmer is variously seen as Prudence (as
argued by P. K. Whitaker), Reason (as implied by Ernest Sirluck), and
Wisdom (as stated by Professor Dodge); these identifications are not
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in themselves greatly different, although the readings of the section
of which each identification is a part do differ greatly from each
other.

Above, notice ivas taken of some of the interpretations of the

figure of Guyon in terms of the book as a whole; here, that notice
must be expanded to include the Palmer and, especially, the figure of
Guyon in terms of the central section of the book.
The disagreements surrounding the figure of Guyon as he appears
in the central section of the book are so diverse that only the most
significant of the views can be reported here.

Professor Whitaker sees

Guyon as imprudent without the Palmer and submitting to evil by accom¬
panying Mammon through his cave.

A more conventional approach sees

Guyon as intemperate in entering the cave, an act which he would not
have undertaken had he had the powers of reason with him, and that his
entering the cave was one of a series of exercises by which he was
prepared for his assault on Acrasia's bower.

This view itself takes

many sub-forms, such as that of Ernest Sirluck, who maintains the con¬
tention that the whole passage reflects the Nichomachean Ethics, or
that of Milton, v/ho sends the Palmer into Mammon's Cave with Guyon.
Far less conventional is Professor Berger's theory that Guyon's percep¬
tions exist parallel to those of Spenser, and that although Guyon can
understand himself before his faint outside Mammon's Cave (because
until then he is an embodiment of Aristotelian temperance), only Spen¬
ser and the reader can understand Guyon after the faint, because then
he is informed by Christian temperance.

Guyon faints and undergoes

this change because of having indulged in the intellectual intemperance
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of curiosltas, which indulgence sacrificed his bodily needs to his
intellectual failing.

This view is correlative to Professor Hamilton's

argument that Guyon changes from conquest of wrath to conquest of
concupiscence in Mammon's Cave, insofar as that both demand explanation
of the altered quality of Guyon between the central and overall alle¬
gories of the book in terms of a fundamental character alteration from
which he emerges as a new man, if not an entirely different one.

The

last of the major views of Guyon to be presented here is that of
Professor Kermode, who agrees with the theory that Guyon was undergoing
necessary testing or initiation by entering Mammon's Cave, but who sees
the frame of reference as being a progression from habit to virtue and
a parallel to Christ's temptations in the wilderness.

Certain assump¬

tions are generally accepted, however; most obviously, no one denies
the centrality of the Cave of Mammon episode to the second book, and,
as Professor Kermode puts it, the character of the episode—and of the
whole section—"is to be understood in accordance with the interpreta¬
tion placed upon the crucial seventh canto.The best way to approach
the section is through the front door; that is, through following Guyon
through the cave.

IV

SIR OJYON: THE TEMPTATION

Mammon explicitly tempts Guyon, although his temptation does
not succeed.

The relationship of Mammon to Satan in the Biblical

accounts of the temptation of Christ is clear* even following, as
Professor Kermode points out, three of the specific temptationss
wealth, honor, and knowledge.

Nonetheless, the essential nature of

Mammon as a money god (a personification evolved by Medieval commenta¬
tors who anthropomorphogized the Aramic word for riches) is retained,
for his temptation outside the cave, when he was attempting to lure
Guyon inside, deals only with wealth: first generally,
if me thou deigne to serve and sew,
At thy commaund, lol all these mountains bee;
Or if to thy great mind, or greedy vew,
All those may not suffise, there shall to thee
Ten times so much be nombred francke and free.
(II, vii, 9)
and then more specifically:
'Vaine glorious Elfe,' said he, 'doest not thou weet,
That money can thy wantes at will supply?*
(II, vii, 11)
The tone of these allurements does indeed suggest a parallel to the
temptation of Christ in the wildernessj the words themselves reflect
Satan’s temptings: and this would support Professor Kermode's theory.
However, Professor Berger makes a case for Christ and Guyon being quite
different which is at least as strong as Professor Kermode*s argument
that they are similar, which he begins by examining the relationship

-
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of the two.

Professor V/oodhouse provides the distinction that the
•i

Christian has nothing on which to rely except God,

and from this

Professor Berger argues that Christ, relying upon God in the tempta¬
tions of Satan, is thus a type of the Christian.

Quyon, on the other

hand, makes a great point about his own self sufficiency, as in his
ride through the woods when he comforted himself by thinking about how
good he was: finally, he tells Mammon that temptations are vain, for
All that I need I have} what needeth mee
To covet more, than I have cause to use?
(II, vii, 39)
If the case is that Guyon is exclusively self-sufficient, however,
further problems appear, for Guyon is explicitly religious, and he
does pray:

which is a Christian acknowledgement of inadequacy.

It

would therefore seem that Guyon is almost self-sufficient, but not
quite; at any rate, he is self-sufficient frequently enough to warrant
questioning his identification with a type of the perfect Christian,
or Christ.

Again, one must note that Guyon rejected Mammon's tempta¬

tion to enter the cave:

when he did go in, it was on his own terms.

Although he has no desire for money, or for the worldly goods which
can be derived from money, and though he contends that he cannot be
tempted to enter the cave as Mammon would have him do, he will enter
the cave on his own terms:
'Me list not,* said the Elfin knight, 'receave
Thing offred, till I know it well be gott}
Ne wot I, but thou didst these goods bereave
From rightfull owner by unrighteous lott,
Or that blood guiltiness or guile them blott.'
(II, vii, 19)
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In the context, this remark is very strange at best, and at worst
arrant nonsense.

The central figure is a knight who cannot be tempted

by money, who is almost perfectly self-sufficient and is a Christian
figure, who will submit to entering into a relationship with an evil
figure; who will do what that figure wants, but for his own reasons.
Professor Berger argues that the motivation behind Guyon's strange
action is curiositas, lust (of the eye, in this case)
covetousness of knowledge of the unusual.

for novelty;

The fact that Christ did

permit himself to be tempted by Satan indicates that permitting one’s
self to be tempted is not wrong, and is therefore not unholy (although
the act of being a tempter is unholy;

"It is said, thou shalt not

tempt the Lord thy God," Christ told Satan [St. Luke, 4. 12]).

The

question then must be raised, as to exactly what Guyon did wrong by
entering into this relationship with Mammon to satisfy his covetousness
of knowledge.

Guyon with peculiar lack of reason shown in an inability

to listen to his own words explains why this should be dangerous to the
knight of Temperance;
'Indeede,’ quoth he, ’through fowle intemperance,
Frayle men are oft captiv’d to covetise . . .’
(II, vii, 15)
That is, the fault of Guyon’s curiosity is that it was a covetousness
for knowledge which denied the demands of temperance, of which he was
himself well enough aware to be able to state the danger of the trap
into which he was about to fall.

By entering the cave he did fall, and

from that point on a punishment awaited him.

Thus, the question must be

raised, whether or not Guyon could have fallen further while he v/as in
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the cave; that is, whether or not there was any point in Spenser's
extensive discussion of what happened during Guyon's tour.

If all that

Quyon could do wrong he had already done, then there was no point in
leading him through the cave itself; he could have been brought to the
surface after a summary description of the depths in which Mammon kept
his money and then fainted.

However, Spenser takes great pains to pre¬

sent the extensive activities which occurred within the cave; therefore,
one must search for further meanings of the passage therein.

The text

offers two more reasons which justify such a search: first, on a purely
literal level, Quyon is in mortal danger throughout his time in the cave,
as is shown by his being shadowed by the unnamed monster which would
kill him if Guyon "transgrest the fatall Stygian lawes" (II, vii, 27).
Ho would be so attacked
If ever covetous hand, or lustfull eye,
Or lips he layd on thing that likte him best,
Or ever sleepe his eiestrings did untye.
(II, vii, 27)
He would not sleep, since Care kept sleep away from the door to the cave
at all times; his danger was in that he might find something seductive
in the cave.

(The point might be made here that, as several critics

have pointed out, Guyon at the outset stated that he was not concerned
with wealth, and that therefore his danger was not in picking up an apple
the nature of his temptation will be examined below.)

Furthermore,

Mammon, like Hamlet, did not want Guyon killed without having first se¬
cured Guyon through a failing; in this case, failure by acceeding to
his temptations.

This is shown by the fact that when Guyon prepared to
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attack Disdayne Mammon stayed his hand; had Qjyon been killed in such a
battle, he would have done no more wrong than had he been killed out¬
side the cave.

That is, it is again demonstrated that Mammon had some

specific method of entrapping Guyon in mind.
The second major indication that there were further temptations
attacking Qiyon in the cave is that he was not offered anything new
while he was in there, if one accepts the current readings of what
occurred.

For example, Professor Kermode, arguing that Guyon*s adven¬

tures parallel the temptations of Christ, states that he is tempted
with wealth, power, honor, and forbidden learning.

Yet Mammon states

that all of the world’s goods can be obtained by money, and his presen¬
tation of the elements in the cave is an expansion of his offerings
outside the cave.

Thus, if Guyon could be tempted by these things, he

would not have needed the repetition of the offerings while underground;
since there were temptations underground, they must have greater sig¬
nificance than that which Professor Kermode assigns them.

The writer

hastens to add, however, that Professor Kermode*s analysis seems to
him so convincing that the basic thesis of that analysis must be borne
in mind, although the writer hopes to show that even an analysis as
extensive as Professor Kermode*s falls short of a fuller significance
of the events which transpired in the Cave of Mammon.

A demonstration

of that contention must start at the beginning of the tour.
Mammon offered Guyon gold and earthly luxury, both of which
were refused.

However, during the tour of the underworld Mammon again

offered both of those things, and in the context of the tour the
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descriptions of the offerings take on greater significance than as
being repetitions of the temptations outside the cave, before Quyon*s
fall.

That is, Mammon realizes that he has overcome the first hurdle

in his seduction of Guyon and is ready to attempt to condemn him abso¬
lutely.

Thus, more attention should be paid to the context of the

offerings, for their descriptions are fully as important as are the
natures of the offerings themselves.

Furthermore, Mammon makes a clear

distinction between wealth alone and wealth in a special sense, and he
makes an Implicit distinction between two sorts of worldly luxury.

His

first offer to Guyon after the two enter the cave is of gold ...
of richesse such exceeding store
As eie of man did never see before,
Ne ever could within one place be fownd,
Though all the wealth, which is, or was of yore,
Could gathered be through all the world arownd,
And that above were added to that under grownd.
(II, vii, 31)
Qjyon courteously refused the offer, at which Mammon gnashed his teeth;
then, with a sudden inspiration, Mammon realized that he was tempting
Guyon in the wrong way:
Mammon saw his purpose mist,
Him to entrap unwares another way he wist.
(II, vii, 34)
Therefore, instead of wealth in the form of gold, simply lying about in
glittering ingots, Mammon offered Guyon gold which was being extracted
from ore in another room, in which the images used to describe wealth
are those of fire, of heat: indeed, of passionate intemperance of
endeavor
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Therein an hundred raunges vveren pight,
And houndred fournaces all burning bright:
By every fournace many feendes did byde,
Deformed creatures, horrible in sight?
And every feend his busie pains applyde,
To melt the golden metall, ready to be tried.
One with great bellows gathered filling ayre,
And with forst wind the fewell did inflame;
Another did the dying bronds repayre
With yron tongs, and sprinckled ofte the same
With liquid waves, fiers Vulcans rage to tame,
Who, maystring them, renewd his former heat;
Some scurad the drosse, that from the metall came,
Some stird the molten owro with ladles great;
And every one did swincke, and every one did sweat.
(II, vii, 35-36)
When the gnomes turned to see Guyon, their eyes were "sparckling with
fervent fyre."

The image of these gnomes, laboring in the intolerable

heat of their cavern, recalls the images used in describing Pyrochles,
and recall as well his nature: intemperate, passionate, overactive.
Since this passage is deliberately separated from and contrasted to
the offer of Mammon of simple wealth, Spenser would seem to be demon¬
strating that, as Mammon realized, gold alone would not be enough to
tempt a knight of temperance: the offer would have to include the vice
which he was supposed to be able to overcome, but which his very pres¬
ence in the situation in which he could be tempted indicated was stronger
than the knight himself thought.

That vice is explicitly that of the

figure with whom Guyon had his first real battle in the central section
of the poem.
Understandably peeved, Mamman prepares to make another attempt
at seducing Guyon, but, as noted above, Spenser carefully underscores
the fact of Guyon*s danger before permitting Mammon to make that second
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attempt.

As the two approach the golden gate behind which is the room

of Philotime, the monster Disdayne (alarmed by Guyon's armor which, like
the room he has just left, glitters v/ith a "brightnesse" that "made that
darknes light'') threatens to attack Guyon,
Who likewise gan himself to batteill dight,
Till Mammon did his hasty hand withhold,
And counseld him abstaine from perilous fight:
For nothing might abash the villein bold,
Me mortall steele emperce his miscreated mould.
So having him with reason pacifyde,
And the fiers carle comraaunding to forbeare,
He brought him in.
(II, vii, 42-43)
That is, Guyon is so insecure without the aid of the palmer’s reason
that the reason of his temptor must be employed to keep him from being
killed.

Guyon’s temperance is so weak a thing that Mammon's persistence

in trying to commit him to a fatal failing is not so unreasonable as
some commentators would argue; like Gawain, he is tempted because he
could easily fall:

which provides a counterpart to Christ, 'whose temp¬

tation is significant in that in it and by it he learns that he is
Christ, not that through it he becomes Christ.
The second offer is that of luxury, of pomp and circumstance.
Here again Mammon offers two different types of luxury, although the
difference is implicit, rather than explicit as in his offer of wealth.
Philotime, Mammon’s daughter, clothed in richer glory than any king and
seated upon a grand throne, is in the center of the chamber, holding
the chain of fortune.

In contrast to her placid presence, all about

her the chamber was filled with
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A route of people there assembled were,
Of every sort and nation under skye,
Which with great upror preaced to draw nere;
(II, vii, 44)
those who had gotten closest to the chain itself wore trying to
raise themselves to high degree
By riches and unrighteous reward;
Some by close shouldering, some by flatteree;
Others through friendes, others for base regard;
And all by wrong waies for themselves prepard.
Those that were up themselves, kept others low,
Those that were low themselves, held others hard,
Ne suffred them to ryse or greater grow,
But every one did strive his fellow down to throw.
(II, vii, 47)
The contrast in this picture between the placid luxuriousness of Philo¬
time herself and shoving, elbowing crowd around her is the same as that
between the gold in its iron bound caskets and the gold being extracted
in the second chamber; however, here Mammon does not even bother to
tempt Guyon with the more common type of the vice, that of the striving
and working; instead, he goes straight to the point and offers Guyon
Philotime's hand:
Thy spouse I will her make, if that thou lust,
That she may thee advance for works and merits just.
(II, vii, 49)
This second temptation is counterpart to the vice of Cymochles, and
the parallel holds in three ways.

First, the temptation itself is for

that which Cymochles has attained: indolence and luxuriousness, easily
gotten; by accepting Mammon’s offer, Guyon would have unearned—
"unrighteous"—satisfaction of his desires, which, for Guyon as he must
conceive of himself as a knight, would be "works and merits just."
Second, the parallel between accepting the woman Philotime and the women
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Acrasia and Phaedria must be made, insofar as they are the only three
nubile women in the section; that is, Guyon*s accepting Philotime and
her unearned luxury would be just the same as Cymochles' indolence,
dallying with Phaedria or with his head in the lap of his leman in the
Bower of Bliss.

Third, implied by Mammon’s offer is the suggestion

that to do anything but accept the offer would be rejecting the only
sensible course; that is, the implication is a restatement of Phaedria’s
question as to who would miss the person who parched to death while
swimming.

Thus, the temptation to accept Philotime is a counterpart to

Guyon’s second encounter with the enemies of extremes, as the temptation
for wealth as refining ore was a counterpart to Guyon's first battle
with them.
After having responded properly to the first two temptations,
Guyon is led by the seething Mammon into the center of Mammon's realm
and to his third temptation, in the Garden of Proserpina.

The chamber

in which this garden droops clearly is intended to recall both Dantean
Inferno and Christian Harrowing of Hell concepts, with the latter sig¬
nificance (which is less obviously relevant than the former, and which
therefore requires greater justification in terms of the story) antici¬
pated by the suggestion of Satan's temptation of Christ in Mammon's
original enticement of Guyon to enter his cave.

The name "Proserpina"

means "the fearful one," whereas the related name "Persephone" means
"she who brings destruction"; it seems more probable that Spenser had
in mind the latter name because of the inherently dangerous character
of the Garden and of the temptation, rather than the former, although
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it is equally probable that he was thinking of Prosperina's seasonal
stay in Pluto's realm as well.
Mammon, is a god of wealth.

This would be apt, since Pluto, like

Central to the garden and to Guyon's third

temptation is the tree of golden apples and the silver bench beneath it
in which Prosperpina was wont to rest "from open heat."

Puzzling indeed

are the golden apples; they effected different ends, but, as Professor
Kermode noted, they are all similar in that they relate to improper
knowledge, knowledge which relates the human and the divine.

They are

similar in other ways, as well, which is most clearly seen by noticing
the way in which they are different from each other. The golden apples
of Paris brought tragedy, but those of Milanion (or Hippomanes) brought
him luck in his race with Atalanta; Ate's apples brought evil (since she
was the goddess of strife), but Acontius's brought him love.

They have

in common that they all Involve knowledge, indeed; but, more, they all
involve the relationship of the human and the divine, they all are con¬
nected with strife, and that they all involve the wrath of the gods.
Furthermore, the tree on which they grow is in an arbor the nature of
which would be ill suited to anything but tragedyt
There mournfull cypresse grew in greatest store,
And trees of bitter gall, and heben sad,
Dead sleeping poppy, and black hellebore,
Cold coloquintida, and tetra mad,
Mortal1 samnitis, and cicuta bad ...
(II, vii, 52)
As Professor Kermode points out, the basic sources for the garden are
the Odyssey, x, 509 ff., and Claudian’s de Raptu Proseroinae. ii, 290291.

8

For Spenser, the tree and the garden have significances different
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from those of the classical sources, of course% underlying those signif¬
icances discussed above is a primary point which is made most clear by
the two figures whom Spenser specifically describes who are swimming in
the Cocytus, flowing about the tree: Tantalus and Pilate.
unable to recognize the divine and its demands.

Both were

Although the two figures

are more significant than that alone, as is the tree, the basic thread
of unification of this part of the allegory is the relationship of men
and gods, a relationship into which Qiyon has entered by accompanying
Mammon (whom Quyon recognizes as a god, as is shown by his address to
Mammon as "thou Money God" [II, vii, 39] and whose temptation he recog¬
nizes as that of an evil divinity: "thy godheads vaunt is vaine," he
says before succumbing [II, vii, 9]).

However, one must not lose sight

of the fact that the whole is an allegory of temperance, in which the
treatment of the problems of holiness is, though hardly inexplicable,
at least not immediately relevant.

The significance of the presentation

to a quest of temperance is seen in a comparison of the two figures.
Tantalus, swimming in the river Cocytus, is doomed never to eat or drink
as punishment for his having cut up his son Pelops to add body to the
stew which he was preparing for Zeus and the other gods, and for having
given away Zeus’ nectar and ambrosia to mortals.

Both of these crimes

are outgrowths of being afflicted with the inability to distinguish
between the prerogatives and demands of the human and those of the
divine.
presence.

There are, however, two further significances to Tantalus*
First, it is immediately obvious that in this context Tanta¬

lus is the person described earlier by Phaedria: that is, the one who
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is in water, but does not drink, who has food, but does not eats
though his own intention would be that he both ate and drank.

even

Phaedria

described that person, as quoted above, rhetorically asking
Who shall him rev/, that swimming in the maine
Will die for thirst, and v/ater doth refuse?
Refuse such fruitless toile, and present pleasures chuse.
(II, vi, 17)
and, in regard to fruit, as v/ould be appropriate to her garden as a
pocket Bower of Bliss, when Guyon was placed on her island, the first
thing that he noticed were
The joyes whereof, and happy fruitfulnesse,
Such as he saw, she gan him lay before,
And all, though pleasaunt, yet she made much more:
The fields did laugh, the flowres did freshly spring,
The trees did bud, and early blossoms bore,
And all the quire of birds did sweetly sing,
And told that gardins pleasures in their caroling.
(II, vi, 29)
But as for Tantalus, as he swam and tried to grasp one of the apples on
the tree,
both the fruit from hand, and flood from mouth,
Did fly aback, and made him vainely sv/incke:
The whiles he sterv'd with hunger and v/ith drouth,
He daily dyde, yet never throughly dyen couth.
(II, vii, 58)
Second, this association of Tantalus to an anti-Cymochlesian predicament
must suggest a parallel between Tantalus and Pyrochles, Cymochles*
opposite, and such a parallel holds.

Tantalus' crime v/as specifically

a crime of rash, intemperate action, no matter which of his crimes is
held to be the one for which he was punished; like Pyrochles, he fell
through over-acting.
Pilate's presence in the same predicament indicates at least two
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things: first, that the situation is indeed Dantean; second, that the
question of holiness is again being raised, especially in terras of in¬
ability to recognize the divine.

Considering for the moment only the

first of these two, it is evident that Spenser is recalling the center
of the ninth circle of the Inferno, In which were those who were un¬
faithful to their lieges.

The parallel is not perfect, however, for

in Dante's Inferno the river Cocytus which fills the pit is frozen,
and the figures caught in it are not precisely the same as are here
present.

Second, in Mammon's Cave, Pilate suggests at least one thing

in relation to Tantalus.

Both were proud: the pride of Tantalus was

the Promethean pride which elevates the self; the pride of Pilate was
Q

moralized as that which elevates the status quo above justice.
Pilate's pride resulted in his rejection of the divine by the
crucifixion of Christ; Professor Kermode reads the passage as signify¬
ing further examination of the problem of Improper knowledge because
of Pilate's question, "What is truth."

This would relate Pilate to

Tantalus, who learned of the secrets of the gods.

It is not impossible

that Pilate further signifies indolence, in his not saving Christ when
it was necessary to do so, which would relate him to Cymochles, who,
when it was necessary to act, to disentangle himself from Phaedria and
come to his brother's assistance, withdrew from the acting v/hich he
should have performed to luxuriate in unearned sloth.

If this is the

case, then the shadows of Pyrochles and Cymochles, v/hich were cast over
the first two temptations which Mammon showed Qjyon, v/ould be repeated
here in the deepest pit of hell (or, Mammon's Cave) before Guyon is led
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to the climax of the third temptation to which he is to be subjected.
In terms of the allegory of temperance and the context of temp¬
tations the final level of significance of the tree of golden apples
becomes more clear.

In each of the cases mentioned as relevant to the

appless the apples were crucial elements of the story, and they were
employed by their owners for the effecting of ends, whether good or bad;
further, the apples effected the task for which they were employed.
This would suggest that they represent opportunity, or, more properly,
the means by which an end can be achieved.

The obvious comparison

which must be made is between this tree and Furor's mother, Occasion.
The results of the opportunities afforded by the tree's apples were
either good or bad; consequently, the tree must be seen as morally
neutral, save that its floral context would suggest a danger intrinsic,
not in opportunity, but in man-god relations.

This supplies one more

indication of Qiyon’s danger in permitting himself to be tempted by
Mammon, for ho is a mortal in just such a relationship with a sub¬
terranean god that the opportunity for his defeat is evident.

Occasion,

on the other hand, is more limited, as is indicated by the fact that
she is the mother of Furor.

She represents the loss of control expressed

when it becomes possible; she is the occasion for losing one's temper
and doing something which would be rash, at best.
The climax of Guyon's visit to Mammon's Cave is the third temp¬
tation, which is a concrete expression of the implicit fall of Guyon's
entering the cave at all.

Mammon offers Guyon an apple from the tree

of golden apples, which would be explicit acceptance of having entered
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into a mortal-supernatural relationship, and he offers Guyon rest, a
completely mortal need:
•Thou fearefull foole,
Why takest not of that same fruite of gold
Ne sittest downe on that same silver stoole,
To rest thy weary person in the shadow coole?*
(II, vii, 63)
Spenser makes Guyon's danger explicit:
All which he did, to do him deadly fall
In frayle intemperaunce through sinful1 bayt.
(II, vii, 64)
Guyon, however, does not fall to the explicit temptation and asks to
be returned to the outer world; Mammon, grudgingly, does return him,
which he does because Guyon had been in the cave for three days and
nights, and the rules under which Mammon operated made it impossible
for him.to keep anyone longer than that.

The three days without food

or sleep wreaked its toll on Qiyon, however; because of the length of
time,
vital1 powres gan wexe both weake and wan,
For want of food and sleepe, which two upbeare,
Like mighty pillours, this frayle life of man,
That none without the same enduren can.
(II, vii, 65)
As a consequence, as soon as he reached the outer world and breathed
its air Guyon collapsed into a severe faint:
The life did flit away out of her nest
And all his sences were with deadly fit opprest.
(II, vii, 66)
Indeed, he appeared to be dead; only the reassurances of the winged
figure guarding Guyon told the late-arriving palmer that Guyon was
still alive.

About that winged figure frustratingly little is said,

47
and about him little can be asserted with certainty#

Spenser's descrip¬

tion is brief:
Beside his head there sat a faire young man,
Of wondrous beauty and of freshest yeares,
Whose tender bud to blossome new began,
And flourish faire above his equall peares:
His snowy front, curled with golden heares,
Like Phoebus face adorned with sunny rayes,
Divinely shone, and two sharpe winged sheares,
Decked with diverse plumes, like painted jayes,
Were fixed at his back, to cut his ayery wayes.
(II, viii, 5)
One knows, then, that he is fair, young, a man, and, by the present
association with Phoebus and the following associations to Cupid and
his sisters, the Graces, he is comparable to a minor god figure.
Furthermore, he has golden hair curling over his forehead and a wealth
of hair sticking out all over his head.

Finally, the only way in which

we are told he travels is by his painted wings.

This description, it

will be noted, falls in the same place of the last book of the probable
five-book section which Spenser composed dealing with the central adven¬
tures of Guyon as did an encounter with another figure in the first of
these five books, which figure is that of Occasion.

In the first of

these two encounters, Guyon was ready for trouble from the outset, and
he wasted no time in attacking Occasion and Furor with "impetuous forse"
and placing them under control; they, similarly, were hyper-active, both
in their attack on Phedon and in their similar fight with Guyon.

In this

later case, Guyon is defenseless and still, and to his defense comes a
figure who is himself so still that he even made no effort to rouse
Guyon*

even though he is explicitly a figure of the forces of good.
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It is profitable to return to the presentation of Occasion:
a wicked hag did stalke,
In ragged robes and filthy disaray:
Her other leg was lame, that she no'te walke,
But on a staffe her feeble steps did stay:
Her lockes, that loathly were and horrid gray,
Grey all afore, and loosely hung unrold,
But all behinds was bald, and worne away,
That none thereof could ever taken hold,
And eke her face ill favourd, full of wrinckles old.
(II, iv, 4)
That is, she is ugly, old, crippled, and evil; her hair was thin; indeed,
she was so bald on the back of her skull that no one could hold her
therewith.

Finally, because of the fact that she was crippled, she

could move only by limping along on a cane.

She is in every given

point of comparison an exact, almost a line-by-line opposite to the
figure who sits outside Mammon*s Cave watching the fallen Qjyon; in
addition, the form of the central section of the book compares the two
figures.

The reader knows her name; she is Occasion: and that fact

explains the otherwise curious reference to the fact that no one could
take hold of her hair.

The figure of Phanes, the classical god of

Opportunity, was generally represented with a forelock by which oppor¬
tunity could be grabbed and with a pair of v/ings; Spenser has modified
the figure so that one grabs, not the forelock alone (although certainly
the possibility that one might grab the forelock of Occasion is under¬
scored by the fact that she does have a forelock, and by the fact that
Phedon most certainly did take full advantage of the occasion for him
to lose his temper), but the back of the scalp.

In comparison to this,

Spenser presents a figure who has both curls about his forehead and
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luxuriant hair all over his head, as well as a pair of wings: the
second attribute of the classical god of opportunity mentioned above*
Hence, it would seem possible that Spenser did indeed set up a parallel
to Occasion in the figure guarding Guyon outside Mammon’s Cave, a
figure which would counterpart Occasion as an evil form of opportunity
by representing good opportunity, or preservative power.
At this point it would be wise to recapitulate Guyon*s adventures
in the central section up to the present.

He has engaged in two major

battles, one with excess; of rashness and the other with excess of indo¬
lence, and he has entered Mammon's Cave (in defiance of the demands of
temperance), wherein he has met three trials.

The first two he passed

without incident, and both corresponded to a battle which he had won.
The third, however, he did not pass so completely as he did the first
two; though he resisted the explicit form of the temptation—the rest
from his wearying journey through Mammon’s Cave—he had already failed
by exposing himself to the dangers in the first place.
he collapsed immediately outside the cave.

Consequently,

Even such victory as he

won was only partial, for Mammon was defeated as much by the rules
which made it impossible for him to keep Guyon any longer as by Qiyon’s
desire to leave.

Had Guyon stayed, he would have collapsed inside

Mammon’s Cave and, just like Proserpine, he would have been compelled
to stay as punishment for an involuntary lapse.

Thus, Guyon's tour

through the underworld was not, as has been argued, a pointless digres¬
sion by Spenser; rather, it is the passage in which Spenser placed his
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presentation of the temptation of Guyon, the passage without which the
central section of Book II would indeed collapse into a patchy collec¬
tion of battles.

The Cave of Mammon is as central to Guyon’s adventures

in Book II as the castle of Bercilak do Hautdesert is to Sir Gawavne.
These, then, are the materials for the study.

The Mammon’s Cave

episode is central, for it recalls two and foreshadows the third of the
battles of which Guyon is a part, and it provides the focal point about
which the remaining books are ordered.

This, it appears to the present

writer, is a rearranged version of the temptation-punishment pattern
characteristic of Sir Gawavn and the Grene Khyzt. a contention which
will be argued below.

Initially, one must note that the individual

events in the central section of Book II relate distinctly to the events
in Mammon’s Cave.

That is, the Pyrochles imagery is reflected in the

first temptation and in Guyon's encounter with Tantalus, and the Cymochles imagery is reflected in the second temptation and in Guyon’s
encounter with Pilate.

It is the third temptation, which Guyon incom¬

pletely resists, which is directly responsible for his inability to
defend himself from the third attack of the brothers.

His defense is

through Grace, which is suggested first in that he is watched over by
a figure whose external appearance recalls an angel (and who is specif¬
ically associated to Divine Love in that he is unblindfolded and is
compared to Cupid), and second by the fact that he is defended by
Arthur.

Arthur appeared in Book I as a symbol for holiness, augmenting

Redcrosse’s capabilities; his killing of the seven-headed beast recalls
the Revelation of St. John and specifically demonstrates Arthur
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performing as the Saviour in Revelations.

The relationship between

Arthur and Guyon is more intricate than that between Arthur and Redcrosse, however? Arthur used Guyon's own sv/ord to defeat the brothers
who were attempting to despoil what they thought to be Qjyon's corpse.
However tempting it might be, one cannot safely dismiss the Hamletian
interchange of swords as an artistic lapse, for the preparation was
too carefully undertaken in the earlier parts of the poem to permit
arguing that that interchange was merely an error which it would have
been difficult to remove.

Vihen the intemperate Pyrochles attempts to

attack Arthur with Morddure, which Archimago had been keeping for
Braggadochio, he can do nothing.

On the other hand, Arthur, when he

is given Guyon's sword—the force of temperance—he is told by the
Palmer,
'Fayre sonne, Great God thy right hand blesse,
To use that sword so well as he it ought.'
(II, viii, 40)
and, though before he had the sword he was unable to do more than
conduct a holding action against the pagan brothers, after he had it
he went into aggressive actions
So fierce he laid about him, and dealt blows
On either side, that neither mayle could hold,
Me shield defend the thunder of his throwes.
(II, viii, 41)
In other words, Cymochles understands Arthur when he asks why Arthur
has made himself Guyon's "dayes-raan," for whatever else Arthur is, he
is in the present case Guyon's intercessor? he is, however, an inter¬
cessor who shares in the nature of the interceded? without the sword
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of temperance, the force of grace as Arthur could not have defeated the
pagans.
Guyon conveniently springs awake as soon as the enemies have
been defeated by Arthur, after having slept through the whole battlej
after the chivalric courtesies have passed, the two go together to the
House of Temperance.

There are three things to be gained from canto ix.

First, it serves to tie the ensuing adventures to the version of the
introductory story as told in canto ii, leaving the canto i version to
apply to the central structure under consideration here; also, because
of the presence of the beast-headed rabbles, it firmly suggests the
relationship of the latter part of Book II to Orlando Furioso.

Second,

since Book III begins with Arthur and Qjyon leaving the House of Alma
after having their wounds healed after the battle in the attack on the
House, it is shown that the allegory of Qiyon’s destruction of the
Bower of Bliss was added to a pre-existent story, and that addition
took place after the assembly of the stories making up the first three
books of The Faerie CXieene was undertaken.

Third, in that Arthur does

the job which might reasonably be expected of Guyon in defending the
House of Alma from the assaults of evil forces while Guyon does go off
in search of Acrasia, it shows once again that Arthur and Guyon are
related heroes, as v/as implied by the earlier exchange of swords.

This

is quite suggestive, for it implies that in Guyon’s, as in Gawain's,
case, the salvation must come from an outside source, but an outside
source which reflects the intended ideal of the subject: Guyon v/as
intemperate in entering Mammon's Cave at all, and in staying awake for
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three days without food or waterj Gawain was unholy in rejecting divine
aid in favor of magical, a point which is discussed below.

Guyon*s

salvation came through external power applied as temperance} Gawain's
through holiness or knightly courtesy.

V

SIR GAWAIN AND SIR GUYON: THE POSSIBILITY

What, then, of the possibility that Spenser had the Gavvain
story in mind at the time that he composed the central section of
Book II of The Faerie Queene.

It must be admitted at the outset that,

to the best knowledge of the present writer, there exists no statement
in Spenser's hand in which he reveals that he had just read an interest¬
ing poem titled Sir Gawavn and the Grene Knvzt which he intended to
overgo in The Faerie Queene.

Furthermore, it must be admitted that

the possibility that Spenser was familiar with the story is an hypothe¬
sis, and not a case at law; the most conclusive evidence in support of
that hypothesis which can be offered is that of the evidence of the
poems themselves, evidence which has been implied within the presenta¬
tions of these two works in the first two sections of this paper and
which will be collected in this third section.

The form of this sec¬

tion is such that it falls roughly into three parts: first, a presen¬
tation of Spenser’s concern with Arthurian materialj second, a presen¬
tation of the possibility that Spenser would have had access to the
Gawain story, and with which version of it he might have come in con¬
tact; and, third, the parallels between the two poems which suggest
that there could have been such an acquaintance.

Initially, some con¬

sideration of the nature of Book II of The Faerie Ciieene must be under¬
taken in order to show that it is possible to search for a source for
the central section of the book; that consideration will be in part a
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continuation of the examination of sources in the first section of
this paper.
At the outset of this paper, attention was paid to the theory
of Mrs. Bennett and others that Book II received its overall form by
being modelled upon the quest of Ruggiero for the city of Logistilla
in Orlando Furioso, and that even this model was modified by replacing
Ariosto*s city of Alcina with Tasso's garden of Armidaj further, it
was argued that the central section of the book, canti iv through viii,
is detachable from the book as a whole,

firs. Bennett argues that that

section was written after Book I had substantially taken on its final
•i

form,

an argument which she bases on the hypothesis, offered Indepen-

dently by Professors ^Ernest A. Strathmann

2

and H. S. V. Jones,

3

that

the structure of Book II so closely parallels that of Book I that
intentional duplication of the overall plot must have occurred.
larly, Professors A. C. Hamilton

4

and A. S. P. Wbodhouse

5

Sirai-

have argued

persuasively for the parallel structures of the books, although they
are more concerned with the genealogy of the books as wholes than ’with
their parts.

That the books are externally similar is unarguable: In

both there is an overall quest for the enemies of the virtues represented
by the heroes, in both there are battles with pagan brothers, in both
there is a guide for the hero, in both the prime villain of the frame
quest is a woman ... even in both there is time taken for listing of
genealogies of the main figures of the poem, and both listings fall
toward the ends of the books.

However, there are some difficulties

raised by this very parallel structure: for instances, considering the
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parallel natures of Books I and II, what is one to make of the confusion
about how the quest originated in the opening canti of Book II, or what
of the elements from Ariosto and Tasso found in Book II which nonetheless
conform to the overall pattern of parallel.

Similarly, difficulties

arise when one compares the parallel elements themselves.

The Cave of

Mammon is as central to Book II as the Castle of Orgoglio is to Book I,
and both have their counterparts in opposites in their books, yet they
fall in different places in the course of the hero’s progressions.
Mrs. 3ennett goes so far as to contend that the parallel is one of form
alone: she states that "The castles of Medina and Alma" (unlike the
houses of Pride and Holiness, which "function as valuable training for
... Redcrosso") "teach no lesson."^

Thus, while one cannot escape

the fact that Spenser seems to have assembled the two books in such a
v/ay as to imply a parallel through structure, so does it seem likely
that the parallel was one of imposed form.

Yet, even in the event that

the books were composed as parallels so close as that even the moral
values were to be read together, one finds almost as inescapable as the
parallel itself that there do appear to have been sources upon which
Spenser drew for his construction of the whole poem, and that such
sources were used in many parts of the poem.

As yet relatively undis¬

cussed is the possibility that a source can be uncovered which would
underlie the form of the central section of the book, a source which
would provide a beginning for a consideration of that central section
as a unified artistic whole.

Such a source has been hypothesized in

the first section of this paper, and the possibility of its having been
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used has been the base for the reading of the central section of the
book in the second section of this paper} at this point, an examination
of the possibility that Spenser might have been familiar with that
source shall be undertaken.

Such an examination must begin with the

problem of whether or not Spenser 'would have augmented his study of
Continental literature contemporary with his own work with study of
older literature in his native tradition.
Charles Millican's Spenser and the Table Round

7

provides an

excellent study of the historical perspective relevant to consideration
of Spenser's attitude to Arthurian romance in general, but does not deal
extensively with specific analogues and sources.

Rather, he presents a

well-documented argument that Spenser's familiarity with the Matter of
Britain was far more extensive than even studies of The Faerie Queene
before 1931 would lead one to believe.

In Sir Henry Ellis's words,

Spenser "was the poet of the antiquarian!sm of sixteenth-century England,
as Parker was its patron and Camden its most active worker"}
arity came from three areas of influence.

this famili¬

The first was the circle of

Spenser's acquaintances whose interests in Arthurian antiquity matched
his own—Gabriel Harvey, Roger Ascham, William Camden, et alii.

The

second was Spenser's familiarity with the works of other poets who were
interested in the Arthurian tradition as a basis for epic poetry, and
who defended its use stoutly: Du Bellay, under the chapter heading
"Du long poeme francoys" in Deffence et Illustration de la Lanque Francoyse. wrote,

58
Comme luy donq', qui a bien voulu emprunter de nostra
langue les noras et l'hystoire de son poeme, choysi moy
quelque un de cas beaux vieulx romans francoys, comme un
Lancelot* un Tristan* ou autres: et en fay renaitre au
monde un admirable Iliade et laborieuse Eneftie.9
Spenser's desire to pursue Arthurian matter is attested to most vigor¬
ously by The Faerie Queene itself5 unsettled, however, is the question
of from what sources Spenser derived his knowledge of Arthurian matter.
In A Veue of the Present State of Ireland he wrote,
But I doe herein relye upon those bards or Irishe Chron¬
icles, though the Irishe themselves, through their ignorance
in matters of learning and deepe judgement, doe most constantly
beleve and avouch them. But unto them besides I adde my owne
readings} and out of them both togeather, with comparison of
tymes, likenes of manners and customos, affinitie of words and
names, properties of natures and uses, resemblances of rights
and ceremonies, monuments of Churches and Tombes, and many
other like circumstances, I doe gather a liklyhood of truth

The question of what constituted his "owne readings" will never be
answered satisfactorily, in all likelihood.

Professor Renwick

10

has

shown that the scope and attitude of Spenser's scholarship was such
that he must have drawn upon a wide variety of sources, both Continental
and Chaucerian} whether the word "Chaucerian" includes more Arthurian
matter than is now assumed can not now be adequately ascertained, nor
the limits proven.
The third probable area of influence upon Spenser in his follow¬
ing of Arisoto, Tasso, Boiardo, et alii, by using Arthurian matter was
extra-literary, that is, on the one hand traditions of ballad and song,
and on the other hand old wive’s tales, oral traditions, and legends.
As Professor Millican puts it,
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William Hunnis, George Ferrers, George Gascoigne, Thomas
Blenerhasset, 'William Warner, Thomas Hughes, and others * . .
contributed little or nothing to Spenser, but they, like all
"the ralcehellyo route of our ragged ryraers," help to commend
the Arthurian legend as the proper materia poetlea and are
essential to a complete understanding of the evolution of
The Faerie Cuoene. ... We may also believe that Spenser had
Ms ear close to the ground of Arthurian tradition, for a
poet who introduces "Sir Douglas" from Chew Chace among the
knights of Satyrane's tournament, . . .is not likely to have
scorned ballads or any old wive’s tale that may have contrib¬
uted to his immediate creative fancy.11
It would appear dangerous to deny that Spenser might have had
encounter with any given Arthurian poem without having knowledge demon¬
strating conclusively that such contact was impossible.

Of course,

this argument is not intended to suggest that one has carte blanche
in searching for sources for Spenser's poetry; it is intended to sug¬
gest that the balance of probability lies on the side of Spenser's
familiarity when such familiarity is not impossible.

That it is

possible that Spenser might have encountered one of the recensions
of the story of Sir Gawain is the next step in the development of
this argument; in order to include in that step discussion of which
recension could have been one which Spenser encountered a brief exam¬
ination of the sources of the Gawain story will be necessary.
As discussed above, Sir Gav/avn and the Grene Knyzt is a fusion
of two parts: that of the temptation, and that of the challenge.
Both are based on Celtic stories, and entered the English literary
tradition through French derivatives of Celtic originals.

As was also

stated above, the present concern lies primarily with the temptation
motif, which is far less easy to trace than the challenge motif.'
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Sir Gawayne and tho Grene Knvzt is one of several recensions of the
myth in which the temptation motif occurs which are roughly contempo¬
raneous with each other; the nearest extant analogues are the fifteenth
century Carl of Carlisle and a passage in the French romance Le Cheva¬
lier a L*Enee. both of which are close to a lost French version.

This

lost version, hypothesized by Jesse Weston and Roger S. Loomis as being
based on a work by the Welsh poet Bleddri,

12

passed into French reces¬

sions (from which the story derived its great concern with courtesy and
some of its vocabulary, according to Professors Tolkien and Gordon),
and then returned to England to be recast into Sir Gawavn and the Grene
Knvzt by 1375-1400.

13

The actual fusing of the two elements of behead¬

ing and temptation probably occurred in a lost French poem.

That some

version of the story of Gawain was known in France is supported by
Ronsard's remark in the 1587 preface to La Franciadei
Encore, vadroit-il mieux, comme un bon bourgeois ou citoyen,
rechercher et faire un lexicon des vieils mots d’Artus, Lancelot
et Gauvain, ou commenter le Romant de la Rose, que s'amuser a je
ne sqay quelle grammaire latino qui a passe son temps.14
From the context, it would seem that Ronsard is referring to a poem in
which Gawain figures as the central character, for the names in context
with which Gawain is placed all have lengthy independent adventures,
comparable in scope to Le Roman de la Rose.

That some such story did

exist is generally accepted, of course; the question which remains is
two fold: first, what was the nature of the story with which Ronsard
was familiar, and, second, could Spenser have known that story, or some
similar one
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The literary character of Gawain is an unusually fluid one.
The figure may have derived originally from Gwalchmei, the Welsh sun
god, 15 as is suggested by the early stories in which his strength
waxes and wanes with the sun; however, as one of Arthur’s knights
Gawain is rarely god like.

In most of the stories in which he appears,

either as the central figure or as an auxilliary brought into the
action, his character ranges from a low of being represented as a
despicable, treacherous libertine, through being a typical courtly
knight with atypical amorous inclinations, to a high of being a type
of perfection, a man who can overcome his own desires almost completely
so as to reflect honor upon the ideals of chivalry.

B. J. Whiting's

excellent summary of the changing character of Gawain up to and beyond
Sir Gawavn and the Grene Knvzt1

concludes the discussion of Gawain's

character-changing up to this major poem by stating that although
Gawain was known as a type of courtesy in most of the poems in which
he appears, and although most knights were at one time or another
described as "courteous" (with the notable exception of Sir Kay),
Gawain in Sir Gawavn and the Grene KnVzt is singularly courteous, and
unusually restrained. 17 He further theorizes from the text of the
Squire's Tale in The Canterbury Tales that it is possible that Chaucer
encountered Sir Gawavn and the Grene Knvzt. and that it is the Gawain
of that poem which informs the knight of the Squire's Tale,1

which

F. M. Robinson suggests might have been written in the 1390's. 1°' If
Chaucer did encounter this Gawain poem, then light is cast upon another
mention of Gawain which suggests that the poem had fairly wide currency.
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In Philip Sparrow Skelton has the persona lament that she is too innocent
a girl to be able to write an epitaph for her dead sparrow, for she has
read only a few things.

Most of the works which she claims to have read

are concerned with amorousness and dalliance; typical are the lines
And though that read have I
Of Gawain and Sir Guy, . . .20
The context here is unfortunately not uniform enough to certify whether
the "Gawain" being referred to is one of the many in which Gawain is
the knight most skilled in love making, or whether it is the Sir Gawavne
poem Gawain, in which the point is the chastity of the knight in the
face of extreme temptation.

On one hand, the figure referred to in the

lines immediately preceding is the Wife of Bath, and further along
reference is made to "Dame Gaynour," Arthur’s queen, who was "somewhat
wanton" and Isolde's cuckolding of Tristram; on the other hand, and
perhaps more suggestive, is the reference to "Sir Guy."

The popular

verse romance Guv of Warwick. versified by Lydgate about 1450,

21

deals

with the noble exploits of the faithful and religious knight Guy; the
character of Guy in this poem would pair most effectively to the noble
and chaste Gawain of Sir Gawavn.

The evidence, though it seems to

suggest probability, is not conclusive, but in consideration of earlier
evidence the possibility of Skelton's knowledge of Sir Gawavn seems
open.
Philip Sparrow was probably written in 1503.

22

There is no way

of knowing conclusively when Spenser began assembling the materials for
The Faerie Queene. or when any part of it was written; however, that
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Spenser was concerned v/ith Arthurian matter fairly early in his poetic
career can be demonstrated.

In 1579, when he was about thirty, he

published The Sheoheards*s Calender.*-

in which Spenser had Piers en¬

courage Cuddie, who despairs of his pastorals,
Abandon then the base and viler clowne,
Lyft up thy selfe out of the lowly dust:
And sing of bloody Mars, of wars, of giusts,
Turn thee to those, that weld the awful crowne.
To doubted Knights, whose woundlesse armor rusts,
And helmes unbruzed wexen dayly browne.24
What, then, of the possibility that Spenser could have encountered the
poem Sir Gawavn and the Grene Knvzt.

That the poem might have existed

in more than one copy, or that one copy had great mobility, has been
suggested by the presentation of Professor Whiting's theory about the
Squire’s Tale and by the examination of Philip Sparrow, abovej recent
scholarship has tended to question that the Cotton manuscript of the
poem (Cotton MS Nero A. x.) was the only available copy, as well.

The

history of that particular copy is in itself quite interesting in this
context, however.

Sir Robert Bruce Cotton obtained the manuscript,

and his great-grandson gave it to the British nation in 1730.

It was

probably written in Lancashire, where the poem itself may have been
composed.

25

Mr. J. P. Gilson of the British Museum discovered that the

manuscript appears in a catalogue of the library of Sir Henry Savile
(1549-1622, according to Annals of English Literature: 1568-1617, according to Sir Israel Gollancz

) of Yorkshire, who was tutor in Greek and

mathematics to Queen Elizabeth (1578), provost of Eton (1596), warden
of Merton College (1585-1621), and translator of Tacitus (1591).

In

1578 Spenser was in the employ of the Earl of Leicester, the Queen’s
favorite, in whose employ he came to know Sir Philip Sidney and Sir
Edward Dyer#

That Spenser and his circle were all interested in

developing a new English poetry, and wore interested in Arthurian
matter, has been discussed above.

Therefore, the possibility of

Spenser's having had occasion to encounter Sir Henry’s manuscript of
Sir Gawavn and the Grene Knyzt is not implausible.

VI

SIR GAWAIN AND SIR GUYOM: THE EVIDENCE COLLECTED

What, then, of the evidence that such an encounter might have
taken place.

For this, one must turn to the texts of the poems, and

herewith a caveat must be offered.

Even if Spenser did have a copy of

the poem Sir Gav/avn and the Grene Knvzt. or some other French or English
version of the story, in mind, Spenser was a poet, not a scribe.

As was

discussed above in the comparison between the overall structural alle¬
gory of Book II to Orlando Furioso. a connection which is generally
accepted (if only because of Spenser’s avowed intention of overgoing
Ariosto), Spenser was quite capable of rearranging a story, altering it
by replacing parts of it with other elements from other works, and
expanding the significance of the whole by the frame of his own allegory.
Thus, although there are reflections of the temptations of Christ in
the Cave of ?/iaramon, and though elements therein (as, the tree of golden
apples) strongly suggest familiarity with classical sources, these do
not in themselves exclude the possibility that there remain further
applicable sources, or that the reading of the passage can be appre¬
ciably extended by the discovery and examination of such sources.
There is little surprise in the fact that there is very little,
if any, parallel between the language of the two poemsj that phrases or
sentences should be transferred from a middle English, primarily allit¬
erative poem to a Renaissance rimed poem would be too much to expect.
There are, however, suggestions of parallel in pattern, image, and
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theme between the two poems*

The most significant is the parallel

between the overall patterns of the two poems:

both Gawain and Guyon

were tempted three times, both were found wanting in small degree,
but still wanting; finally, both were punished for their falls by the
third possible punishment to which they were exposed.

This must be

examined further.
Gawain was the knight noted for courtesy, chivalry, and in this
poem, religiosity as well as his amorous inclinations.

The temptation

to which he was subjected specifically depended upon these traits: the
courtesy, the chivalric ideals, and the religious powers which he exem¬
plified were the only powers which could save him from death} and the
temptation which could lead to his death was specifically one in which
his chastity (hence, fidelity) was brought into question.

His failure

came, not because of failure of his chastity but because of failure of
his fidelity; the underlying failure was the acceptance of magic in
place of the religion in which he should have relied, and whose saving
power was manifest in the poem itself.

Spenser's Guyon is noteworthy

for his temperance, his ability not to abstain from but to control the
desires leading to intemperance.

Temperance was his power, but the

episode in the Cave of Mammon in which his own intemperance almost led
him to battle with Disdayne and the very entry into that cave indicate
that temperance was his weak point as well.

Mammon tempted him with

great intemperance, and he accepted small; he relied upon his own power
to save him in the cave, and through failure of his own power he fell.
Spenser makes this point by showing Guyon reflecting upon his own virtue
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just before he encounters Mammon; rather, he should have been reflect¬
ing upon the power of Grace which ultimately preserved him.
of the book as Spenser thus presents it becomes*
this is excess B5 Guyon stands between them.

The pattern

"this is excess A;

Yet, he still goes wrong}

when tempted with excesses A and B he falls, but for another reason; he
is saved by perfect use of his own virtue: the sword of temperance as
wielded by Grace."

Gawain, not explicitly concerned with temperance

per se. is tempted to succumb either to force A (unchastity) or force B
(unchivalrousness); twice he treads the middle road, but finally falls
for a failing different from either of the ostensible temptations for
which he is punished.
virtue*

He, too, is saved by the perfection of his own

his almost-perfect chivalry, strengthened by Grace until he

chose to reject it.
This basic examination leads to several further parallels.
there is the parallel of religious attitude*

First,

both knights are Christian,

and both are confronted with unchristian forces.

For instance, Gawain

succumbs to magic, and magic very nearly has Mm killed; Guyon succumbs
to self-reliance in confrontation with a devil and is almost stripped
(and, perhaps he would have been killed) by pagans, Saracens.

Both pray

for strength during their stories; Gawain prays each day with Bercilak,
before he leaves for Hautdesert, and after he leaves it; Guyon prays
throughout his quest, save before he enters Mammon’s Cave.
confronted by a devil figure*

Both are

C&iyon*s awareness of Mammon’s nature as

a subterranean god has been shown above; Gawain refers to the Green
Chapel as a place where the devil might say Ms matins, and the demonic
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nature of the Green Knight is made clear by the fact that he is a tool
of Morgan.

People do pray, of course, in any context in which religion

is an issue; yet, in the present context the religious aspects of the
two figures do tend toward advancing the theory of the parallel because
of the relationships between examples.
As for the relationship between the figures themselves, there
are at least two broad areas of comparison.

First, there is the rela¬

tionship between fidelity as practiced by Gawain and temperance.

As

has been noted above, Gawain saw his difficulty in the three temptations
as being that he would fail either by succumbing sexually and thereby
proving himself unchaste and unfaithful, or that he would succumb by
being uncourteous in his rejection of Lady Bercilak.

His failure came

in accepting magic as a preservative and by breaking troth in not re¬
turning it to Bercilak.

Thus, the power which saved him from total

punishment was a form of temperance, the careful balancing of two forces
so as to stay clear of either excess.

It will be readily granted that

such a reading is applied to the story, not explicitly expounded within
the story itself; however, the aspect of Gawain*s power as temperance
is certainly present within the matter of the poem.

Though Gawain is

not a knight of temperance, temperance is a force in his story, and
there is therefore a possible parallel to Guyon’s temperance: again,
the careful balancing of excess, not abstinence.
Similarly, there is a comparison possible between the contracts
made by the hero and the villain of the episodes under consideration.
In both, the villain offers the hero something which appears to be good,
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but which masks an evil: Mammon offers to show Guyon his horde, indeed,
to give him wealth, although to accept Mammon's temptation would be
evil, and in the course of the tour Guyon is further tempted—if he had
said, "no, thank you" and gone on looking for Acrasia he should have
done no wrong.

Bercilak asks Gawain to stay at Hautdesert, which Gawain

refuses (although he has just promised to do whatever Bercilak asks—
lines 1039-1040)5 when told that the Green chapel is near, he consents
to stay and further consents to Bercilak*s exchange temptation.

Had

he gone on, he, too, should not have failed so that Bercilak might be
able to punish him.

Both figures take part in setting the terms of

the bargain: Guyon says that he will enter the cave, but only to see
what happens there} Gawain says that he will play Bercilak*s merry
game, at which Bercilak was surprised (lines 1087-1092) and pleased,
for he now had a chance to damn Guyon absolutely.
Hie last two parallels are of form or image, which is an espe¬
cially inconclusive type.

The first is that of the Cave of Mammon as

perhaps being suggested by the Green Chapel.

However, people do live

in caves} consequently, the parallel is not as indicative as others.
Both are unattractive places: the Cave of Mammon is briefly described:
he came unto a gloomy
Cover’d with boughes and
Whereas he sitting found
An uncouth, salvage, and

glade,
shrubs from heavens light,
in secret shade
uncivile wight. ...
(XI, vii, 3)

It is located in "wide wastefull ground / That nought but desert wildernesse shewed all around."

The Green Chapel was located in a screaming

wilderness, in a valley between rough mountains} it was itself
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ouergrowen with gresse in glodes aywhere,
And al watg hoi5 inwith, nobot an olde caue . . .
"pis- oritore is vgly, with erbez ouergrowen. . .
(lines 2181-2190)
Yet, properly a cave would look like this; the similarity may be coinci¬
dental.

More indicative are the shields of the two heroes: Gawain, it

will be remembered, bore on his shield a pentangle on the outer side,
and a portrait of the Virgin on the innerj similarly, Guyon bore a
rather unheraldic portrait of Gloriana on his shield.

This, too, could

be coincidental 5 or, it could be a reflection of the earlier poem in
the later.
Terminally, attention must be paid to the similarity between
the names "Guyon” and "Gawain."

Professor Nelson argues that Guyon1s

name "echoes the theme-word 'guide,'"

and he suggests further that

it relates to Gohon, the river in the garden of Eden which cleanses
and purifies and which, he states, was allegorized to represent temper¬
ance; this last he bases upon Professor Fowler's examination of the
. o
name.

Professor Nelson then further relates the name to "gyon," mean¬

ing "wrestler."

Mrs. Bennett suggests that the name comes from Guy of

Sir Guv of Warwick as a compliment to the Dudleys, inheritors of the
legendary Earldom of Warwick.

It would appear that further associa¬

tions of the names would strengthen, not weaken, other arguments; if
there were only one possible significance of the name, then another
interpretation would have to supplant the first.

If, on the other hand,

there were several associations possible to one name, no two of which
were mutually exclusive, then there is no reason to assume that all
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possible associations have been made, or can be made.

Granted a use

of the similar sounding words Guy, Gehon, guide, and gyon to suggest
various aspects of a figure of temperance, then further associations
to an Arthurian knight whose greatest adventure was one of almost
perfect temperance would strengthen the poet’s other associations.
It is quite possible that Spenser chose another Arthurian knight to
exemplify the virtue of temperance, just as he had chosen St. George
to represent holiness and Arthur himself to represent Grace; that
Spenser was aware of the Gawain-Gauvain story from his studies of
Arthurian matter; that ha arranged the material of that story so that
the reader encountered two lusty battles, then had explained for him
the real significance of those battles in a central section which
served as well to present a third temptation which demonstrated the
limits of the virtue of temperance and the necessity of reliance upon
more than the self, and then capped the whole sequence with a terminal
allegorical battle in which the loose ends were drawn together and the
whole made a complete allegorical structure; and then that he fitted
the section rather hastily into a larger framework which he tied both
to the shorter story and to the overall frame as well as possible,
though not with complete success.
In conclusion, then, there is here offered not a tight, selfsufficient argument, but the material of an hypothesis which the present
writer feels will stand further investigation.

The real value of criti¬

cal examination of a poetic work of art lies not exclusively in the
argument itself but in the light which the method used can shed upon

the text, and it is fondly believed that the venues of consideration
opened up by the present analysis of the central section of Book II
of The Faerie Cueene do indeed expand the way in which the book can
be read without distorting its statements.
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