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ABSTRACT

This paper is essentially a study of the Boner of

ﬁliss in The Faerie Queene?and>0fﬂthe.Gardens of,Alcinafand

Armida in the Orlando Furioso and in the Gerusalemme Liberata.

" .The: Bower and Gardens have not. only a key function in the

| rstructure'of the master works of Spenser,3Ariosto, and Tasso, |
"abuttheyeelsoerevealethe—bondethateunitesstheaimaginativeeex@auawueee
‘periences‘of these poets"as well as revealingltheleSSential -

differences which exist between them. The paper looks first

rat the critical climate in Sixteenth-Century Italy (focusing
on the Ariosto-Tasso controversy) in the attempt to determine -
- the extent of its influence on Spenser and on his Ital}an |
'precursors. ‘Having’ observed that the ruling ladies of the ';5>
‘ Bowers - Alcina Armida and Acrasia -< all possess faculties
7'evocative of those of therHomeric Circe— ‘the- paperfthen— fpe'~ﬂ';
| traces the development of the Circe~myth and analyzes X" " |
i'tensively the manifestations of the myth in the works of
Spenser Ariosto and Tasso. Finally, the paper considers o
the implications of the capture of Acrasia by Guyon and: the ;
Palmer at the end of Book II of The Faerie Queene. ;The an-

‘alyses of the Bowers and of their ruling 1adies suggest ’
~ that the psyches of Ariosto, Tasso and Spenser though they < ;"‘

overlap in important ways are fundamentally different one

from the‘others. The poetry of the Liberata suggests that
,ATasso yearns for the kind of dissolution sought by(Rinaldo

b 14
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in the arms of Armida, at ths same time that he strives to-Aw

ward the attainment of a transcendent ideal state, The re-
sult is a tension which Tasso never fully resolves. In’ |
Ariosto ‘the case is different. the either/or situation of
Tasso does not seem to affect Ariosto. The management of
the Alcina-Ruggero episode makes clear how fully'Ariosto

joys in the vagaries of ‘human nature and in its refusal -

“to’ fit in any given modn. The(poe_try.of Spenser suggests
that he is kin to Ariosto»in his love of variety and to

‘Tasso in his recognttion of’an*absoiute ddeal in 1tfe.awunf~”¥mew

Yike Tasso, d;:swnrever ‘who ultgxstely finds no fulfillment
either in one form of experience or in the other, Spenser

resolves the conflict by envisaging a state in which

i ethicalldemands and instinctual forces‘meet. Notwithstand-

ing their psychical differences, however, each of these

-2

poets is drawn to the erotic ih natsre each in varyingl‘
degrees, the intensity of the attraction being itself Iargely,
responsible for the imaginative rendering of the motifs of |
~ the Bowers in their individual manifestations. '

v
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‘THB LMDY O“ Tdu BOWER - A Study of Spensé_ks Bower

of Bliss in Relation to the Cardens of Alcina and

~(\: - Arm3da in the Orlando Furioso and in the Gerusalemme* RN

- Liberata T =

R A

. ‘!g L Introductory Remqus

L2

The Bower of Bliss in Book II of The Faerie,Queene'

- N o "“4 ,,.. /"' .
e presents a special intnrpretive problem to.. readers of 8 penser.‘

"No oné emerges from a con51deretion of this episode unimpressed ‘

e *by tﬁpﬁyﬁcﬁ 1MensﬂmwhwarMerﬂw%&ﬂmr%W

o
passages.» One feels instinctively that épenser has put more
o _‘ of himselP in this last- cantd” of Book II than p ly.in any
s e 7‘; other part of his major work The charms of/{he Bower lure the

reader on as they do the Knight of Temperance himself ‘but
A neither reader nor hero is allowed to dwell long in.this en-i
‘chanted s t.~‘The ruling'Spirit of the place -- the Lady of
"th: BowerQ;erself - is soon’ 5ubdued and the Bower. is ruth-
lessly levelled to the grounda What sert of inner eenflictsii.r;¥~'r
' causes »penser to raise a fascinating ed&fice only to have
1t utterly destroyed° This is the sort of question that has
| received endrcontinues to receive much attention from critics,?
It7is a question, indeed, with which this papsr will be.cen-

m

trally concerned“ The works—of‘Ariostovand Tasso, long re-
‘cognized as having influenced deeply the compg;fiicn of The

Faerie 4ueene2 both contain episodes which are remarkably .

,similar to Spenser's Bower and served as models for it. A

full understanding of the Bower of Bliss is hardly possible
.7‘wibhout reference ;f the works which to a considerable extcnt )
~inspired 1it. It 14 the purpose of this paper to take a close

f/ - e s o , ,7 e ‘ﬁ* - **"** /



look at these‘three epiSodés in‘the.belief that~anlunder-

fstandin" oL the models will prove helpful in anderstanding
’better those'aspects of upenser s Bower which are most puzz7~ .
?ling. The essay will begin W1tn a consideration of poetic | |
“theory in the 16%h Century, in the belief that an acquaintence‘

with this will reveal ‘some of Ariosto's and‘Tassd'S'fonmetive

iinfluences and;"th}ouph then Spenser's own, The implications

of the. use of similar motifs by‘different poets or artists will

‘i'then ‘be briefly .considered, Tnenceforth the paper will con-

centrate on the 'bowars' themselves and on their ruling ladies
- Alcina Armiia and Acrasia. The analysis it is hoped will
not only tﬂlo» light on the distinguishing feat%res of ‘these"

, enchanted gardens "but also on the essential differences

existing between the English poet and the Italians. n"

2 . ,,,L

: :l s ;ﬁ,
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1. The,CriticalvBackground:' The Quarrel over the One, the.
o i ‘ Dulce and the Utile o .

- " oo How far do modern theories of literature inﬂluence
the poetry of our day° One would be hard put, I think to :
.‘give a precise answer to this question. Without doubt though,'

i’ ' ‘-hmodern poeitions, such as that poetry is a Spontaneous over- |

)a‘fi;fdiliﬂxnmdaﬁiemotioneTloruthedproductuoﬁwtheerelaxatﬁé:\o£wcenscieuee»e

forces or aven that it results from minds rot suffering from -

memory blanke and capable of 'non-schematic' kinds of ex-

1hperiences3 must play a large part in shaping the poeticrtﬁ o
'composition of today. The imﬁ;ct of these beliefs was but |

'idimly felt in ‘Renaissance times. The notion that eroici _

| ggrggi were motive forces of genuine poetry had not yet. cap-

‘ tured widely tne imaginationscof poets or critics35 As will
'appear below what wa today regard aseproducts of the- superego3
and hence to some extent Spurious were ‘then generally accepted
as authentic'poetry._ The critical climate which “to a greater
or lesser extent influenced Ariosbo L&S§6 and Spenser was
therefore sometning considerably different from that which
influences modern poets. ? | “ /f

Let us see t 16th-Century literary critics had

to say about ‘the poetry of Ariosto and Tasso. A neated

iliterary quarrel‘toox place in Italy in the second ‘half of the

-1éth Ceptury, first over the. peculiarities of the FJPLOSO,
and later, following the publication 'of the Liberata. in 1581,

over the relative merits of the two works. Bernard Weinberg, .
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| literary cr1tic1sm in the Italian Renaissance summarizes the
~views of scores of prominent critlcs on the Ariosto/Tasso
questlon.éﬂ I want to try to caoture sdme of the most salient
points of the d1scussion. o i - .

Fxrst there is ‘Aristotle (in each‘of the arguments

a——figur&ef—massivmeportie%% aanduthe preblenr efwurri:* Ve
Aristotle.was regarded as having laid down quitevSpecific
and fiyed rules for the. structuring of an eplc and pﬁe-

— ——f— ——

' eminent among them was the rule'that the epic must imﬂate

the actions of one man,’ Daring writers like Glraldi Cinthio
stand up and claim that Ariosto s work cannot be judged by

the same standards as say, The Iliad for it is a gomanzo -
and Aristotle had nothing to say about romances. A frame of ‘
reference different from that used to paSS'Judoement on the g-’""’

classical epics is needed to evaluate a romance and since

\

—usage is-the best reference‘ Boiardo s Innanorato andAriostoiséT
Furioso establish the precedent for "all matters pertaining |

to the ferm, " and "one must refer to. them as the u{timate
authority.v’6 The romance form differs from the epic basically
inrthis that it pres ent;bmultiple actions%‘ So the integ-

ration of a multipl:city of plots is the solution settled

for by Giraldi to absolve Ariosto from the charge of loose

composition. And the charge ~indeed can be qaite vehement

~as may be seen in the followlng words of Minturno:
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.o.Truth is one; and_that which is true once must be
~ true forever and in every age,...even through such
change, truth remains in its unchanging state. Whence
the variation in times, appearing subsequently, will
not make it possible tnat we should treat in poetry
more than one single matter and of proper magnitude
with which all. the rest fits gnd is conJoined according ,
to verisimilitude and reason., , ' R

In hinturno s view Atiosto chose to write for the ignorant

crowd for "vulyar men, who do not, - know what poetry is. nor

do tney know in what consists the excellence of the poet n8

Instead of developinc a unified action-on Ruggero or Orlando

'4Ariosto chooses t; treat both of them, along W1th "g great ‘mass

)of persons and/things."? And so hinturno suggests that the

’Furioso results in poetic failure. The discussion over

relative merits’ of variety VS. unified action contin 5" in a -
| stag?ering number of other critics. There ‘are some interest.mtr _p
variations. For example ‘the episodic (romanca) nature of
Ariosto appeals more to the multitudq’(ruled by the senses)
Homer, Virgil etc., 1nstead appeal more to "philosophers and

- those who know the laws of poetry. “10 This is thn view of an

. F

anonymous Vatican critic"

Ariosto merits approval in, all tnings provided tnat
they be considered one by one and. separately.> But if
you bring ‘them all together into 2 universal composite,

- .JAnstantly your approval will vanish away. It is the - o
——rmmewewem—-mind~wnichfeentemplatesftﬂat—bfeeé—andfuniversalfessenee*ﬂe ffffffff
S L, it is the senses, though, which delight in things taken =~

S A;gsingly+_e304thabmit4isgnotgateallgwendepful that-Ariosto -
, : should be approved so warmly as long as single things
hold the attention of the appetite, which does nqt bother
‘to contemplate that universal composite but on the’
contrary; it is unavoidable that the mind should blame’
and reject the whole in which it segs the universal
_ object vitiateg;by{ggpious defects, 1 ‘
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premist that will be acclaimed on quasi-sc1entific grounds
in the 20th Conturv that it that poetry appeals to and ;"ﬁ\
:perhaps emerges from, a layer of the psyche below the consciehs

<y
mind dis attitude on the question of value, thouvh seems o

‘to be the exact opposite of that of a modern, At any rate R

iy A mtmjieasweeﬁordeﬁmﬁ et whstweeise Iy

as long as the mind does not’ enter into play, for then it

becomes awvars that there is "no whole which might satisfy its

most basic needs."12 One might in other words say that

, there is in Ariosto a lot that is dulce but too little tnat
is utile, thus upsetting the balance of those two °1ements S0
important to the 16th- Century mind (see for exampl Sidney s

| emphasis on the need of poetry to elight and instruct, below)

see.

~ .
~ -

| When Ariosto and Tasso are compared the comparison
“is also carried out, -as ‘a rule, on the level of unity vs.

variety, and judgement is pas sed'accordinnly,-'As.spokesnan

for the Ariosto camp one may cite SaIV1ati.r C o

...the fabric, and not “the threads is what must be one
_in the epic, and suchw is that of the Furioso -- but a

~ troad fabric ‘and magnificent, and full of many threads,
-all of which parf from a singie beginning and finish
in a single ending of the aforementioned fabrie; where-
-as Tassof rather than being called a fabric, should
more readiiy be called i ribbon or, as they say in L
Naples, 'zagherella' 3

e »And-in‘suppoft of Tasso Pellegrino'slremarks'will do as'welly

‘a5 any:
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One can see tthen if Ariosto hamjrla in)

certaein psrts of the n‘ur:o&o .the teacning ané the
counsel of Aristotle, 1in the 'whole he has not observedthan
at 211, Tasso, if not fully and completely was 'a ‘much
better observer than he of the teachings of "the philo-~
‘sopher.  Therefore, just as he excels Ariosto in saying
things according to verisimllituie and necessity, so

he is not inferior to him in invention, in wonderment
in passion, in delight, in beauty, ard in loveliness, 14

4

s we can see, what these,critics,find hard‘towswaliow'isfa~

" poem, eric or romance, which departs from the fundamental

principlerP unity, And so Ariosto is either rejeCted out;‘

right, largely on. this basis, or atte -
style of Salv1ati to interpret Aristotle s remarks in such
a way that Arlosto is found to adhere closelv to them. This'
is facilitated somewhat by the emergence - (Speeded up, perhaps
1by the necessity of hBV1ng to deal with the work of Ariosto)

of new conceptions of poetic mimesis.

_If poetry-imitates reality, éh&fﬁAtﬁéé”is:EQaiiéy;

or at lesst itself 3 representation‘of reafity, ‘then qdestions

as to the very natura of nature itself become significant
——and the rroblem of unity can then in part be resolved on the
‘basis of one 's conception of nature. Jelnberg summarizes two -

basic ways-in which nature was'yiewed,‘

She may be taken to be uniform and static, to haVe"

oo s————provided. frem~the~cutset—a«series—ofsnaturai~furmsﬂf_—%fs—f~ﬁf4~—%

to which it is not possible to add.and from which
o audiences and the conditions of their responsa in

such a way as to render deviation impossible, If

she is so conceived, then the 'ancient' or traditiona-

list sclution is the only acceptable oné..., '

1
£
3

:
*

i

__..___one must not depart -- to have determined kinds of — — ;ﬁff.wm i

B it s
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x}&&w&%ﬂmfww .



44;,,g;.gﬂne,hahthug4unﬁygraﬁkawwmﬁ&d~nétﬁréiIy‘fiﬁa*ffAﬁafagfanggwgglf%;gk

accept the newness of Ariosto, However,’

+++She may also be thought of as infiritely varied in
her manifestations, as constantly creating new shapes
and new beings, a$ producing men and circumstances
. wnose particular character justifies.the invéntion of
-new literary genres, So-conceived, Nature authorizes
~ the 'mode{g' solution, consisting in change and in- ,
» . . novation,t” - o : S i

- So COhbeived, too, Nature}easiiy'justifies‘thevmultiplicipy

of piotsvahd episodés in Ariosto!'s poem. C &fo R

Asi&e7fr65f£ﬂgwéﬁ;§£ionﬁof unity,~éhothér‘aspe§t
l/%fﬁﬁoetry‘agéuﬁeg‘tremendogs impgrtapce fdr ﬁhe léﬂé'léth;
~ Century critic and for the poet himself: "that is, its moral
function, The«century,}asAWéinbérg tells us, tended to
classify the art of poépry'as an 1ns£rumént of moral philo-.
Wéqphyf}é Eormosttﬁeorist5,~the*QéfeﬁseﬁfpoepryonLMOrai/
- grounds was obligatofy." ih.fécti'thefﬁhreé gr{pical,tradiﬁions
" (Platonie, Aristoﬁelian, and Horatién)‘were<found to be atvoné h
‘on this point: . -

" Such a seeking after moral ends immediately brought the
theorists...in contact with Ho’ce's 'utile', and this
-7 half of the dual goal stated-ifi the Ars Poetica became

indistinguishable from the Platonic utility| i.e. that _
poetry should be subordinated to the ends of the state .] o
, #hat is more remarkable is that the same end should — . -
,,,,, —————have been assigned to Aristotle's Foetics, But it was, SRR
. and in;ghe'most specific fashion. "Both the purgation = ]
I Agclausel/finﬁ%hefdefinition‘of‘t?ﬁﬁéﬁ?*iﬁalfhe demand for : :
‘ 'goodness' among the requisites of character were- = °
interpreted as referrirg to moral aims. There was much .
diversity of interpretation, of course; generally, though,

, purgation was thought of as bringing moral improvement \
" . . by tempering or by expelling undesirable passions, while ®
'goodqgss' provided examples-of desirable forms of conduct.,
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"""" l“**‘‘‘It‘is‘evideritrt?sat‘th?ﬂs?rt‘neor:Les nad no great influence on
Ariosto (they tended to become more- and more encrusted as. the
century progressed) but we can easily surmise how deep an
influence they must have had on Spenser his conscious in-,

tention in writing The Faerie Queene, as setfforth ‘in his

prefatory letter to Ralelgh convinces u= of this,

— V*“rr*In*generai*rthe“attituderofsﬂnglisn ¢ritics toward o
the function of poetry does not differ substantlally from that'

of their Italian counterparts. The p051tions of both John

Haringtonlandisidney, for example seem to be, in the main
| reiterations of positions already debated by the Italians. In

~ the preface to his translation of the. Furioso in fact, Haring-
ton claims that poetry has moral ediflcatlon as one of its
t . . .
prlncipal functions.‘

;..this_I say of it and I think 1 say truly that
thare are many good ’Jessons to be learned ouf of it,
many good examples to be found in it, many good uses

to be had of it, and that therefore it is not, nor
ought not to be dPSplSed by the wiser sort, but to be ,
studied and imployed, as was intended by the first. .
writers and devisers tnereof .which is to soften and
polish the hard and rough diSpositions of men, 93
-make them capable of vertue and good discipline.

But the'charge is often brought'against the Furioso that it

~contains scurrilous. tales.i Harington! s reply, though ft

provides evidence that a f‘air amount of Ariostan tongue in-

cheekness has rubbad off on him in the course of translating '
the Italian poet is yet a typical defense of these- loose
episodes: it may be he says that althoueh Ariosto -
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write Cnristlanly in some places, yet in other some,

- he is too lascivious, as in that of ‘the baudy: Frier
in Alcina and I Togeros copulation, in Anselmus his 2
Giptian, .in Richardetto his metamorph081s in mine
hosts tale of Astolfo and some few places beside- '
alas if this be a fault, pardon him this one fault
“though I doubt too meny ’of you (gtle readers) willl ,
be to exorable in this point, yea me thinks I see some g
of you searching already for these places-of the booke,
and vou are half offended that I havé not made some
directions that you might finde out and read them im-
mediately. But I baseech you stay awhile, and as the

" (Poetry was not, quite evilently, always read for its morally

Italian saith Pian piano, fayre and softly, and take
this caveat with you, to read them as my author me
them to breed detestation and not delectation....

'edifying?properties') If Ariosto is at fault' éontinues~“_

}hrington, then Virgil "committed the same’ fault in&Dido

T

and Aeneas intertainment." And who is prepared to find fault

'.in‘Virgil°‘ Cn the question of unity Harington does not. have
lt,much to say.. _For_ him as we would expect ‘the episodic characterrv l
. of the Furioso and Ariosto's abrupt methods of _transition are

.really more deserving of praise than of blame’ here he accepts

the variety in-unity formula already developed by the Ttalian

‘critics.

Sidney s defense of poetry is fundamentally the
same as those already considered. For h1m too the essential

purpose of postry is to teach through deli nt a position ex-~

‘actly like that set forth in the opening octaves of Tasso s

Liberata:
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-Cosi' al'egro fanciul porgiamo aspersi
di soavi licor gli orli del vaso;
: succohi amari ingannato intanto ei beye
" e dall'inganno suo vita riceve. (G I,3)

(Thus do we offer to the ailing youth the rim of the
cup, sprinkled with sweet liquor; meanwhile, deceived,
"~ he drinks bitter juices, and from this deception he

" gains 1life-) - ‘ o 3

~_ The poet is better equipped than ei&hﬁngnhthiSLQnianﬁoﬁ;the.
| ,phiIOSophérfto move the.reaier to virtué;.since'the former

deals with %hat is rather than with what should be, khile

' \ - S - _ - - oLt o R R =
'j"ftheﬁIéttéffméﬁééfHﬁéffééching too obscure for most people.
The poet instead - o ' . '

= “sesbegins not with’obscure definitions which must blur
the margin with interpretations and load the memory -
‘with doubtfulness, but he comes to you with words set

in delightful proportion, either accompanied with or
prepared for tne well-enchanting skill of music. And

with a tale, forsooth, he comes unto _you, with a tale ' -

which holds children from;play and old men from the
chimney corner, and, pretending no more, does intend
the winning of the mind from wickedness to virtue, even; 21
'as the child is:often brought, etc. (as in Tasso, above).”

Let us note the énalogoué position of Spenser:v

Al

The generall end therefore of all the booke ‘{he tells us).

is to fashion.a gentleman or noble person in vertuous '

and gentle discipline: Wnich for that T conceived ‘

should be most plausible and pleasing, being coloured

with an historical fiction, the which the most part.of =
_.men delight to read, rat ber for,yariety of matter, then - ———
- for profite of the ensample.... S S

y

The intended meaning of Spensér's, Sidﬁey’s,[andrTasso's re- -
marks is clzar: unaware of whgt,is'happehing télhim,‘the
reader is drdﬁn toward viftue ~- in each ‘case the emphasis

is on unconscious mental processes. Their remarks, however,



_of "the Bowsr of'Bliss‘ what is 1t that has a greater'hold on - -
uour unconscious, ‘the con51derable charms of Acrasia or the
exp1101t reminder that she is sinful° Sidney, Tasso and
Spenser overlook the pOosibnlity that the reade\/m\y go no

further than the enjoyment of the soave licor.

—slh*~~s~s~s~sa-sawhetsmestrystoasummarizeawhatsappearsto—bestheademin~es~wﬂs~
' ant concerns of the critics looked-at. -Oflpoetry in general

the question nrevailing -~ and the one on whlch there is: un-(

S S e

animity of Opinion -- is that of its instructive nature° its
basic function is to produce in the reader or listener a’
‘f‘disp051tion towards virtuous conduct. Poetry can ~~ and should ~-=
- delight at the same time ‘that it instructs hut the delight
is not to be an eni. 1n itself except insofar as the delight o
*:'derives from a contemplation of" the 1unity -of the work of
- the proper (i. e. artistic) arran"ement of the parts to the .
"whole. In dealing with particular genres- of poetry, e.8. |
'the epic or the romance, -~ or even more Specifically,
Ariosto s or Tasso's work_-- the question of unity becomesVJ
of paramount importance, so much so thaﬁ a work can stand or
'; fall on this quection. The authority of the ancients is sel-

~dom ignored or rejected But there is a great deal of effort

to interpret the formulations of the ancients in the light of -

\

emerging genres or emerging conceptions of reality itSelf._

The belief that poetry, eSpeC1ally epic pontry, should adhere‘

to a set of well Spec1fied rules reflects a belief in a
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‘set of laws equally well,épecified, since this, after ali,

is what the concept of’poetic'mimesis.implies.j But the be- 1t
lief in a fixed order ‘of things 1s no longer upheld univer-
sally. The concept of mimeSis itself undergoes modifications
in -accordance with changinv views on the nature of reality.

Certainly,itheihelief inithciimmutability,oﬁithe lansigoyer;iuiniiu

‘ning nature and the imitative arts receives a de facto refuta-

tion in the poetry of Ariosto. The Furioso not only does “' o

~ not fit into any “known category, but it also reprecents
'nature-and human beings as unpredictable entities not ‘sub-
ject to Specified laws at alli This is what made it so
hard for so many people (for whom a concept such as that of
the ‘chain of being' was more than a quaint survival from
, scholasticism) to accept the idiosyncrasies of the Orlando”,; -
 Furiosoa In our study of Spenser we shall see’ an\imagina-h
» htion'which:attempts,.perhaps,‘to'synthesiie'or{harmoni}e .
- the'tmo'conflicting»positions.,iAndvthis, possibiy,‘is the'
'.significance of‘hisiclaim'that he wiil *overgo‘Ariosto'.
Evident in the foregoing remarks is the implica-
tion that there is a greater concern with- the moral func-

tion of poetry in Tasso 5 and Spenser's time . than in

,Ariosto Se «What accountsvfor this? It is a simple thing

N
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to aay‘that‘innthe*period*preceding*the*Counter:Reforma

tion movement, and eSpecially in lSth Century Italy, the ; Q,

;prevailing atmosphere was one of moral laxity, the. Church

and the laity being far more concernedbwith eensual enjoy-, .

“ment than with living according to paradigms of holiness T

wor virtue. It is easy, true, to find individual examples

impulse' was stronger in that period of the Italian Renais-

’fof*loose*Iiving*in*lﬁth”eenturywltaly*“but‘~after“all‘“even .

writers like Will Durant who obviously feel that the 'life :

sance than in the period which followed it, -- _even Durant

has to admit that, apparently, it is as eas to find in-

E ,stances of lawless individuals after the Council of Trent

as. before it.235 Besides, it is not entirely accurate to

say that the concern with providing patterns of good be-_f

'haviour’was purely'a product of the post:Tridentine period.

Model examples such as that of Vittorino da. Feltre, not to

apeak of writers like Castiglione whose treatises on the ”;

-_moral education of the young antedated and perhaps served ”11'

as models for the works of later writers like Ro—ger Ascham,

3 artietic Spirit of the Italians is _not easily upheld as

are\“Bt hard to find.v And even the imputation ’often made
that the Gounter-Reformation Spelled the decline -of the

A, G Dickens points out.'

Admittedly ‘the growing limitations upon political
1iberty and freedom of expression blighted Italian




-

S 1 Ti thourht. But in music, archi—
tecture and painting, the most illustrious Pigures
- abounded in great numbers throughout the period of -~
Counter-Reformation, most numerously in Rome it-
self. That period also coincid with many master-
pieces of Spanish llterature... , o . o

"This writer admite however that 1n the»aftermath of-Trent
there were grow1ng restrlctions on 'freedom of expreSSion' 3

Although he does not mention literature Specifically in

Italy, it 1s difficult. to see how these limitations (which .*3£%’/
must,have,been.keenly felt- in the period following,the N
4rew~!eéaccession;hf PauleIYAand the estahlishment’of'thelfin§t m;ll;wwf;W;Q;m
| Index of prohibited books in 1559, which’ ‘included, for- in- R

CA : stance all of Erasmus' works)25 can have left literary
figures unaffected | Painters and sculptors themselvee.
(notW1thstandinw the fact that many of them -- e.g. Michel-
' angelo -~ were still at work producing maqterpieces) were
deeply affected by them. T ~7771;ff%7 S
Consider for example Bernini's celebrated Fy
'Ecstasy of St. Theresa’ in the Church of s, Maria della f
Vittoria in Rome. (See Plate 1) The 'Ecstasy P which '
we will have occasion to'refe; to many times in thls essay,
was produced when the spirit or €%e Counter-Reformation was
| well established°' mid~l7th-Century. It seems clear to me
"f*”W*mm*that*Bernini employs ap&genmotif{seetheeﬂsuiﬂg;diseus--.‘"
444~;ﬂ7¥ﬁ~44¥20¢¥~04L%Ea¥H9i!ﬂ@y)Aiuaecéﬂﬂleyk—tiH}4n£ﬂ}i£Hlqu;7SlﬂllidneeilreJnyEﬂliCL”eeuﬁemie_gef
| ‘8l love, as conceived in Christian terms - i e. a divine ‘

ecstasy. Remove the seraph'Smwings free Theresa's hair

fromrthe cowl whichaenclosos it and what we haVe here is-




an unmistakable portrayal of sexual rapture. The Sexual'
abandon ofstie-reclining figure becomes thus 1itt1e is-'
”tinguishable‘from the surrender of, for example Mars in’

(. Botticelli' Mars and Venus' (See,Plate;Z) The'difg
‘ A-< | ference between these-two works.isvindicatife‘of’the disa

taace separating the pre- from the. post-Tridentine art-

'f ,'T3i¢ ist. The artispfc impulse in both men, evidently, 'is the
, 'same; yet ‘the purposes to which the impulse is directed
',pfg_:-Ware}markedly,different.,-Botticelli'is inkent in;pointing S
"", out the power of love to subdue the God ‘of War, i, es &hat
'Alove can conquer strife.- In the process he vividly renders
‘the idea of the enjoyment derivative from the relinquishing
of the higher faculties to the appetitive ones.» Bernini .
'fmakes use- of substantially the- same motif but adapts it in

;fisuch a way that what it is supposed toﬂconvey is the Wlwmiww:
'pleasure that comes from a love of a far different ,nature -;'J
altogether sexless. The point I am trying to establﬂsh ’ ld, .
here will be of crucial significance in my discussion of L
.the Bower.v Hence it will not be miSplaced energy to try
S 1) clarify it a bit. ) ,
 In his introduction to Studies in Iconolo |
- the art-historian- ?anofskrillustrate&what%ee%eliwfes&oﬂ;;~7Q‘
S ;—Qeﬁthe differeneeAeetweeniﬁheJ&ediexalaantheJlenaissance -
~mind by analysing -the differences between two art works a

Medieval rendering of the "Rape of Europa and a rendering ,
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of the "Rape" by Duerer “the latter possibly inapired by
" a poem by Poliziano. (See Plate 3) This is what he has
- to say about these two works: |
In the medieval miniature Europa clad in late: medie-:
val costume, sits on her inoffensive .1ittle bull like

a young lady taking a morning ride, and her compan-~ )
ions, similarly attired, form a little group of spec-

uaters~s~0f~eeurse~wthey~are~meant'tosbesanguished*and
cry out, but they on't, or at least they don't con~
vince us that they do because the illuminator was o
neither able nor inclined to visualize animal pas- . ' .
sions. In Duerer's drawing, 'the literary source of .

- —Duerer's Rape of Europa-is no-longer a prosy text -
where the bull was compared to Christ, and Europa ‘ ‘ :
to the human soul, but the pagan verses of Ovid him-
self as regéved in two delightful stanzas by Angelo
POIiZiaDOQ v )

The Medieval miniature, with its utter lack of detail which

might suggest an interest in the physical is primarily if :

-not wholly meant as allegery.'~The'purely abstract~interest fjfw~=wm~
'is reflected in the ethereality of the image (what Panofsky |

calls the 'motif’) Duerer's conception of the Rape nour-

_ished by a renewed interest in a nature. underatqod as

genuine reality (the affinity to Poliziano and hence to-pag-,-

an antiquity has to be taken as indicative of this), gives

new meaning to the content of the work., Indeed what takes :

'place here is a ‘sort of reversal of values. What is felv to :

be truly significant in Duerer s interpretation is almost

the virtual opposite of what is significant in the Medieval



-,

AaAin the miniature, in Bernini's work also the
pagan motif (the cupid wounding the reclining lady with
the dart of live) is put to the service of the Christian
'ideology. Unlikerthe aerial quality of the miniature how-r;l

ever, the volupwomss of every element of the 'Ecstasy' |

T *ﬂ““rreuggestSAvery“strongiy~thstutheemetifeitseaiyremainsiof the
~ highest importance to the sculotor.' In other words even in

this period of intense Counter-Renaissanoe atmOSphere the

'work, Bernini's psyche,is drawn more toward the agan than

toward the Christian-Spiritnal.' The le’teri howéver,
f makes heavy demands upon this essentially pagan genius and

- forces him to adapt to them., Conflict? No doubt. .The

.phasis on the moral function of poetry results in large
part, from this generally felt conflict. This is we may

find the same sort of” conflict operative in Spenser and

- Tasso which sets them apart botn from,each other and from

ArioSto.himself.

R o Ha le parole mie parervi troppe . L
I Potriano omai, se piu' se ne dicesse: - —

Si' che finiro' 11 Canto....(OF XXVIII, )
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2. The Bower Approached .

“The Orlando Furioso has often'been thought'to“befh

a diSorganized~sort of. work consisting of countless episodes
.so loosely interwoven that the connective 1link between each

- other and the whole is not always clear. To get an idea of

"the complex tapestry of the Furioso, and how much The Faerie

' Queene owes to it, let us consider a plot summary of the i'
“first half ‘dozen- cantos: - The—poemfopens -with- theﬁnerrator's i
promige that he will sing of Nadies, knights arms, 1oves, |

-

courte us deeds and daring acts'*'

Le donne i cavallier, l'arme gli amori .
Le cortesie, l'audaci imprese io canto... 7
"Inwhatfdllowsthepromiseis'abundantly‘kept.'Threughout'
“the poem the background for the chivalrous - and not so
chivalrous -~ deeds of these knights and ladies (the 'romance'
| element)-is provided by the wars. between Charlemagne and the-
- :forces of ‘the InfldGIS‘(the 'epic element) ‘ Orlando isusup;,j f
A‘posed to be the greatest of the Christian heroes, and of him
‘we are promised “cosa nQn detta in prosa mai, ne in rima“

;;('thiggs never told in prose or verse'), The motive force )

for the initial cantos is provided by the bewitchipg figure a

;of Angelica._ Taken prisoner by the Christians following the.f
killing of her‘father, shepcauses numerous knights, both in
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thefChristianhand in the'African camps to become deeply '
.infatnated with her, As the actlon begins the emperor to
put an end to the increa51ng dissension among the Christian
knights, eSpecially of Rinaldo ‘and Orlando, promises An-
gelica to'the knight who will kill the 1argest number of '
Infidels on that day ~ But on that same’ day ‘the Ghristians" e

" suffer a severe setback and in the rout which follows
Angelica pets on a horse and flees -~ by far Angelica s
o omost prorounced—ehara& eristicjefln the—woods,she TUNS in- I
| to Rinaldo; who is as madly inrlove with. her through having "
drunk of the love potion as she 1s full of aversion for ;'_
him through haV1ng drunk of the potion which produces the.
contrary effect. Alarmed she flees, encounters Ferrau {a

pagan knlght also in love with ner) and seeks his protec-'

”i tlon against Rinaldo. The two knights fight and 'she" flees. )
| Under these circumstances they see the futility of continuing '
the fight they jump on one horse and gallop after her to- -

gether -- which provokes the narrator s celebrated exclam—

ation: IR

Oh gran. bonta dei cavallicri antiqui.... (OF I, 22)28

Angelica meanwhile meet° Sacripante another one of her

hopefuls. A duel follows between him and an approaching

knight, who turns out,to be Bradamante.: The latter downs
- him effortlessly, and continues on herJWay, leaving the as-

~ - tounded Sacripante behind to'nurse his_wounds and injured

T T e e e



-:zgh:

honour. Another knight approaches who reveals the myster-,

ious ‘adversary's true (female) natnre thus aggravating |
Sacripante's already sizable humiliation. They see Rinaldo
approaching, and Angelica urges Sacripante to flee. AIl'f ‘

this breathless action is compressed in the first canto.

WIn the next,another fight ensues, and Angelica flees anew., °

She meets a hermit who conjures up a messenger from the

-'pagea of his magical book. The - latter is sent to tell the , .
“warring knightﬁhat theyL Fight in vain, since Angelica IV
via on her way to ‘Paris with Orlando.' A trustful soul, | H
‘Rinaldo returns to Paris and. is immediately diSpatched
'fto England by the emperor to Seek help. Meanwhile Brada=-

mante (who all the while is searching for her lover Rug-

~gero) meets Pinabello who tells her that his lady has -

been kidnapped by a knight riding a Winged horse and l.,_“:

imprisoned by him in an enchanted castle together with
Ruggero and a company of other knights who had tried to

rescue the lady from the enchanter (Atlante) Bradamante
sets out to rescue Ruggero but -betrayed by Pinabello falls
into a dark- pit. In the next canto (3) she encounters

Helissa who leads her to the tomb of Merlin “who predictS’W”““ S

o her all the progeny that is £6 issue iroﬁ‘her*union‘wit' ‘f%f;TMff

, ,Ruggero, ending w1tn-the presentmEstense—rulers—f—Melissa—

then leads Bradamante to the castle of Atlante. On the way

she secures from Brunello'thewmagie~ring which will neutral-
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- 4ze Atlante's enchantment., Brunello ‘one of Agramante' |
lieutenants had been given the ring by the African Ring

‘—for the similar purpose of freeing Ruggero from Atlante s

hold and bringing him back to‘his lord. In Canto 4 Brada-

mante fights and overcomes Atlante.' She destroys the

-castle, freeing Ruggero and thé other knights. ‘The,lovers*

,: (Ginevra’s maid) who in the next canto, recounts to him *7',:”1'

‘meet briefly, but Ruggero is soon’kidnapped by thevHippo+.

griph (a uinged horse), who flies up'into the air;nith him

meanwhile lands in Scotland and hears that Ginevra the

vking's daughter will be put to death unless a knight in-

tervenes (by set combat) to prove her innocence. Rinaldoy{

“hurries to her defense and- on the way meets Dalinda ,

how her lady has fallen into her predicament.. Canto 5 is

taken ‘up almost entirely by the tale of Ginevra Polinesso

‘and Ariodante (later to be appropriated almost in its en-

_,tirety by Spenser).' The sixth canto‘brings.us back to,f

land'o£ the enchantress Alcina, He hears the voice of

Astolfo, imprisoned in a“mjrﬁle:buSh.' The latter tells

"""on its back,'**Bradamante sadl—y resumes her- searc&;ff—Rinaldu -

- Ruggero, who has been'brought by,the Hippogriph'to the is-

‘Ruggero the genesis of his transformation, and warns him I

heed and flees to Logistilla's abode. Ruggero} however
falls victim to Alcina s_wiles:‘ he is led in the opposite

~“that a s1mtla“fate‘lies‘in‘store*f*r‘him ‘unlessuhe*takes*"*m*"“"ﬁ



direction to the court of‘this enchantress, ‘The description

~of Ruggero's‘sojourn“at Alcina's“court,isﬁtheisubject of

the next canto (7). Meanwhile Bradamante seeks again

' Melissa's help in finding Ruggero. The 1atter?goes>to~? o

Alcina's palace and thanks to the magic ring frees Ruggero,

‘who now seeks out Logistilla's virtuous house...And so on,

R

te
s

"through a further forty cantos,

promised in the'opening lines of the poem.l Isthere a cone

' What emerges from this partial synopsis of the

,ripoem,iglearly, is a convoluted account of what we have been };,inl

necting thread 'in all this seeming maze? No, say many

critics. And yet even though Orlando the titular hero

~of the poem will not make his appearance for at least an-

-around the exploits oli

other canto we are already beginning to see that these

" numerous episodes and eharacters are woven albeﬁt loosely;W7

radamante and her elusive‘lover. I

" close this summary by pointing out merely that the hide and

seek character of the Ruggero/Bradamante storyscon inues un- -

til the very end of the poem, which closes with the defeat :

of Rodomonte and the lovers' marriage -~ a conclusion which

’ indicates the close connection between the epic struggle

7and the romance heppenings,ofitheipoemfeeAseit4stands—the"‘;'7

outline may serve to suggest the affinitv existing betwgen;r

Ariosto‘s poem and The Faerie Queene

Books III and IV of The Faerie Queene are re-‘

¥ putedly the_ores which bear the greatest similarity to the
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Orlando Furioso." Partly because the Ar1osta"elements*in‘s*‘“**resssf

those books are well known but mainly because in this

paper I am l!lgely concerned with the earlier books of
Spenser s Poem I will limit my observations for ‘the moment N
" to those aspects. of Book I which1flso bear resemblance to

the Furioso. I am for the moment merely concerned with

establishing the ract thet“S“eﬁsersmakes“asmuch“moreﬂexuw

_ tensive use of Ariostan motifs than might beﬂinferred_from

;j the latér books.?9 77777

" On the whole it can be said that Book I the al-

legory of Holiness, contains the fewest ties with the .
Furioso, the: latter being little concerned with the sort
of spiritual’ quest which forms the essence of the legend of
Redcross. Book I,,also contains a continuity in the nar-;,i“};,
rative structure ‘which™is far from being similar to'thef vvueaf>af
tacking nature of the Furioso. Nevertheless Book I does , '
contain figures and- episodes which bring to mind counter-r_ﬁ
.~ parts’in the Furioso.‘ Let us recollect for example, Arch-
| imago who parts Redcross from Una, and think of the hermit
in the Furioso who uses hisfmagical arts to keep (fOr L

motives as selfish as those of Archimago) Rinaldo from

R finding,Angelica.~ How much also does the figure of Archi-

. mago drew inSpiration from that of the enchanter Atlante, o

whose function in the main, is to keep Bradamante and

' Ruggero apart? The many.dangers>of.Una,-too, may»owe some;'



g ’yrnge ce,.as'dlorimell's
: will'inllater books. There'are.then thefadventuresrof"
Ruggero and Bradamante “and their‘eventual union'at the‘\' |
moment of the defeat of the enemy -- a parallel to the - ,f,j S
" vicissitudes of Redcross and Una and their union follow— o
, . | ing the vanquishing of the dragon. Finally there is the ~
S »w»»Fradubﬂio»episode“which parallels “the“nstarf““ﬂmw

the island of Alcina. But more of this later,

Needless to say, the purposes to which Spenser

l/puts theumaterial borrowed or adapted from Ariosto, or

.merely hinted at by him)are very different,'sometimes_ sf o
A'quite opposed' to those evinced-in thevFurioso. Never- d |
": theless the choice of similar motifs is itself signifi- B
cant ‘Let me recall my remarks in connection withrﬁernini's ﬂ;;}/

m sculptnrefof S' Theresa;””There we find ‘that 1 ideologically
Bernini expresses a concept which is diametrically opposed -

' to the ideational content of Botticelli' 'Mars and Venus"
The employment of 1ike motifs,by both Botticelli and Ber- |

': nini, however indicates that there is a strong degree of

‘ psychical kinship between them. The character of these
motifs considered above ‘reveals the nature of this af- oo
finity-, May I Msw_tmmmuﬁ;;
~affinity goes eveﬂﬂefﬂijg,m;s‘mdm__/_%

only use like motifs, but are lipked by conscious imitation,

as is the case with Spenser and Ariosto and as we shall
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“see, Spenser and Tasso? Lo o “?:f.:,f;;
' At the risk of being prolix I wish to consider
another example of direct imitation. I have in mind - |
Verdi's adaptation in his opera Falstaff of ShakesPeare's :
Henrx 1V, Verdi's opera draws its strength from the com-

pelling presentation of Shakeépeare s{ﬂoluminous rogue., -

Thermotif of* /e irrepressible knighﬁ/ whose zest for liv-’t
ing is as immense as his girth, is the same in both the | o
Englishpoetandthe-1talian,composer,rvBoth;artists\are/f«\lf'
,'duite obviously drawn to thisrfigure. Thehandling.of the
motif howevér is ultimately‘quite'different in'the tWo"
works. ShakeSpeare's Falstaff is allowed to exercise his
influence upon the youthful ‘Hal (and upon the audience)
only up to a pointa "The- knight is eventually sacrificed to s

“the forces of order. This happens eSpecially in the second
part of Henrz v, which ends with the humbling of Falstaff.:‘, ,
-The presentation of the fat knight is so0 powerful that we are 'f‘ i
| not far wrong, I think ‘to assume that ShakeSpeare's deepest
sympathies are directed toward him. Yet Falstaff is event-
ually sacrificed. Something happéns between the writing of
IHenrx and of 2Henrz 1V which seems ‘to alter ShakeSpeare s
lpositionnwithfrespeetstorthescreation"which”is*the neart-beatiA

.

~of th@iﬁmﬁr—m}tﬁlﬁhese%eueheswhicl%endearedﬂ?aistaff e

. to us- An Part I, despite his obvious faults are fewer in

Part‘Z, having been replaced by an accentuation of Falstaff's
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- *‘4“—————repulsive—qaalitiesillﬂhy,this haooens is a moot point in- :
| _deed. Perhaps ShakeSpeare felt he had given too much of ‘

himself in Part I and wanted to correct the impression that
deep down he was swayed by the qualities embodied in Fal-
) : staff. Just as likely the change was brought about by the

'historical situation which tended to promote,rnow the har-

menieusfcoincidence of oooosites (a fusion of those ele-r

ments constituting the personalities of Falstaff and Hal)

- now the collapse or disintegration of those same ten-

‘dencies (a separation of the Falstaff4HEI élementsT* ';f’f*‘W*’

| any case what ‘we see 'in Part 2 is a slow erosion of

.those attractive qualities of the Falstaff-motif that will

E _'v' ,} render it compatible with the forces of political virtu.
 the dimming of Falstaff could very well be due to the re-

|
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- "sible through the curbing of those powerful urges which |

3 l.’ 'characterize him.r Verdi chooses the Falstaff motif be- -
| L cause of a deep ‘attraction to its intrinsic qualities.*xHe |
:is little concerned with speculations as to the possible |
:effects that could result from a freeing of ‘the’ Falstaff
»:eIement in. society. Perhaps it is’ the romantic in him

| whigh in his venerable old age (he was in his 80s when ih

he composed ‘the opera) re-awakens and refuses to'admit— B

’constraints. The result is a work of less dramatic in-

tensity than ShakeSpeare's but it is filled with the same
* E am assuming hereythat bothrVerdi and hi% librettist Arrigo

oito, were equal attractef by the mot
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' also see) we can oonfidently assume that there is a con-:,

creator

of the motif before the onset of conflicting claims. )
“ ' Returning to Spenser having determined that he‘“

-uses motifs drawn from Ariosto (and from Tasso, as we shall

siderable overlapping in the psychic make-up of these poets.”' ,,d‘t

It“remainstfore ekecloselygatla‘motiilusedwggtgn:;ﬁ

sively by ‘each pf these writers to discover we hOpe

with some exactness what brings ‘them together and in f

e

We shall do this in connection gith our study of the

| Bower to which we now turn. :7’ T w

Liberata Alcina Armida and the insidious charms of their
Liberata,

-

| In the Orlando Furioso and the Gerusalemme .-

‘}A bowers are of key importance. they stand in the way of ‘the -

hero's accomplishment of his ideal. Strictly speaking,

o the, Bower of Bliss is of central importence only in Book II

of the FQ; however various embodiments of this figure
appear throughout Spenser's poem: Duessa, Busyrane etc;;-f
,each will be seen to contain Acr/sia-characteristics- |
to‘the‘Bower; *For\thisereason—\or\reasons thelLadylang

her Bower can be regarded as playing a key role equal to

that in\the Italian poems. In ‘each of these péems the

&



motifs 1. e. the images associated with Alcina Armida

t and Acrasia and their respective bowersl are strikingly;/ﬁ
) similar to one another.; indeed in the composition of his
own bower Spenddr makes‘extensive borrowings from the
other poets. An analysis of these passages will reveal

much about the psyches of which they are projection5°fit

will reveal also the degree of Spiritual affinity of the
three poets. We shall later compare closely the imagery

~ffﬁ~*ﬁﬁﬂofethe bowersfweLetfusffinstelook,into theifunctioneofil
' the bowers in the structures of the ‘poems. -
| _ The hero of ‘Book II of the Fsz_ terya‘brief«ene
_counter with Redcross, meets the dying avia-‘from whose
story Guyon learns that her husband has fallen victim of

- Acrasia ‘& witch figure who draws men’ to her bower where*"

Her blisse is all in gleasure and delight
Wherewith she makes er louers drunken mad....(IId.SZ)

N

Whereupon, "on them she works her will to uses bad"' In
falling victim to Acrasia Amavia's hquand has thus been '
destroyed while she herself diesras a result. Since '

e Book II is to be read as a journey through terrain filled
with the embodiments of those psychological forces op-

posed to a temperate state of the psyche vit is allegor-

ically fitting that Amavia should die following the hf S
death of . her husband : in yielding to '1ust' he naturally
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destroys the 'chastity' which she supposedly embodies.gfpff

This incident in Canto I exposes Guyon already to the ob- |

jectified destructiveness that - ensues from a- mind ruled

by concupiscence. The encounter allegorically’signifies ;},

that Guyon too is susceptible to the power of 1ust.rré

Indeed ‘since the overcoming of Acrasia is the object of

his quest 30 we know that falling prey to the concup- 7

iscible part of himself constitutes Guyon s greatest

'i*””"‘*’mmdanger. “In going‘through the various adventures of the
book Guyon 1is assailed by numerous embodiments of in-

temperance. he encounters and - with more or less

success -- overcomes Furor Occasion Cymochles Phaedria, o

, and others - a11 representations of irascible or con- -

. oupiscible forces. He is then shown by Arthur the tem-ﬁ;ia;ifiwm;
7 ¢

perate condition in. the house of Alma (the human soul).
But mere Knowledge of this condition is not equivslent o
to being in possession of temperance. Hence his:great-

est temptation is reserved for his confrontation at the'

end of the book with Acrasia and the charms of her bower. i

After some hesitation he captures ‘the witch-figure and
destroys the bower, helped on by his faithful guide the

Pelmer a representation of human reason.

\f In Ariosto, the events leading up to Alcina s

island the eventual destruction of‘her enchanted grounds -

and the freeing of all the knights_held thrall by~her -
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either in human animal or vegetable metamorphoses --1: .
has already been summarized above.- What I want to stress

at this point is that in the structure of the Furioso -
,Alcina’s abode -- and Alcina herself -- has a function i’;d“
,similar to that of her counterpart in the FQ. In a

narrow (but significant) sense, she has the function of

ensuring that Ruggero should not go out to the wars., —

Were he to do so (and he does ultimately) h? would find

: predicted by the magician Atlante.31 In a 1arger sense

g Alcina has the following function., We haveé seen that '

Acrasia functions in the structure of Book II as a rep-
resentation of the major obstacle in the path leading to

o virtuous conduct. In'the Furioso: alao, Alcina . under-

“stood as a concept encompassing not only the individual
Alcina but also all those other women in the poem who', A/
incline the heroes toward sub-rational pleasures\-- no
-less than Acrasia stands in the way of the attainment
of the ideal objective. 1t the ideal to be achieved in
Book II of the FQ is’ tﬁe temperate‘state in the Furioso

it is heroism as manifested in the\epic struggle between

" the two varring idedlogies; the Christian vs. the Moslem,
' : ﬁrm By meiting—th%apperiti"ﬁ faculties in the in- o

dividual warriors (on both sides of the ideological fence -
e.g. Rinaldo, Orlando, Ruggero and Rodomonte) Alcina
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' lective_wish. for example the wish to conquer the Pagan -

keeps them from exercizing their higher duties Vthe latterh‘
exercise necessitating a subordination of ego- impulses to
the collective will., Let usanote here that heroism is
closely linked to the collective will, One becomese

hero only when one takes up the aspirations of the group.

A hero can be thought of as the embodiment of the col- -

foe, Understood in this sense heroism transcends con-

. / i
S

-—duct- motivated,purelz_hynthe appetites. In appealing to
the hero's appetites Alcina weakens his desire to uphold

' the group-wish thus undercutting his heroism and increas-

ing the dominance of his- appetite. How successfully this'
aobstacle will be overcome by Ruggero and the other knights o
“will be seen below. This however is the basic function o

of Alcina in the Furioso. ‘
N In Tasso's Gerusalemme Liberata Armida and every;
thing associated with her hold a function which\is analogous
to that of Alcina in the Furioso, ' Within ‘the epic encounter
of the Christian and the—Saracen forces—engaged,in1;he
struggle for the preservation or 1iberation of theJHol?‘
City, and closely interwoven with it we have the numerous

chivalrous‘romanticfadventures ef—theeheroesfandeheroines;m;in,ﬁ{ ,,,,,,,,

. Olindo and Sofronia but above all of Rinaldo and Armida.

The figure of Armida herself assumes major proportions
,within this tapestry., Her beauty gives her immense power,

Vand numerous Christian soldiers flock to her, enthralled by :
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vher'charms. Among these is Rinaldo' the one‘Christian‘

~champion who can put a stdp to the changing fortunes of

war and turn them definitelz/in/faVour of ‘the Christians.”
In the structure of the/Liberata therefore, Armida has |

'this crucial function that she can exercise her- seductive

powers to keep a kind of balance in the struggle of con- =

7seen as Christian victory.

‘"hpondencerin structural function but also - and perhaps

rtending ideologies. As in Spenser and in Ariosto, she

‘stands as the major obstacle in the way of the 1deal here

In their reSpective poems then Alcina Armida

and Acrasia are each ‘an enemy of the epic ideal and 3 '~gf5}

‘among many other enemies they are by far the hardest to
‘overcome. 'Acrasia is'associated with?her counterparts

in the Italian poems not only because of a close corres— .’

- even more important,-- because she is closefy tied to them ff o

“in terms of imagery. "To see the close similarity of the e

motifs (the imagery) of the bowers ruled by these ladies

"let us compare the following representative stanzas, in 7{3

uhich is described the entrance -to the- bower.

In Spenser this is the 'paradise' which confronts.

Th‘*e‘the‘most"dainti*‘Tarad1se on ground
It selfe doth offer to his sober eye, o
' .In which all pleasures plenteously abound
. And none does others happinesse enuye: ‘
‘ ,The paintéd flowres ‘the trees Vpshooting hye, |




The dales for shade the hilIéngﬁf*EFééthiﬁgAspa
The trembling groues% the Christall running by;

And that, which all faire workes doth-most aggrace,g,
The art which all that wrought appeared 4An no place. -

 0ne would haue thought (so cunningly ‘the rude

“And scorned parts. were mingled with the fine )
That nature had for wantonesse ensude

. Art, and that Art at nature did repine;

- So striuing each th' other to vndermins,
Each did the others worke more beautifie‘
So _diff'ring both in willes, agreed in fine:"

So all agreed through swéete diuersitie,
This Gardin to adorne with all varietie.'-

And in the midst of all, a’ fountaine stood,

. _Of richest substance,

L.chest 8 that on earth might bee, , ,
So pure.and shiny, “that the siluer floor — —— e
Through euery channell running one might see-

- Most goodly it with curious imageree .

Was ouer-wrought, and shapes -of naked-boyes, ) ,
Of which some seemd with liuely iollitees, T
To fly about, playing their wanton’ toyes S

‘Whilest others did them selues embay in liquid ioyes.f '

_For the rich mettall was so coloured, S
‘That wight, who did not well auis'd it‘veW* B Rt
. Would sureiy deeme it to be yuie trew: - o '

And ouer all, of purest gold ‘was. Spred
A trayle. of yuie in his natiue hew:

A

Low his lasciuious armes adown did :creepe, =

~f‘That themselues dipping in the siluer dew, -

Their fleecy flowres they tenderly did steépe

Which drops of Christall seemd for wantones to weope. N

'iInfinit streames continually did well

' fuﬁngllgpaugd beneath with Jaspar shining bright,

Out of this fountaine, sweet and faire to see,
The which into an ampie lauer fell,
- And shortly grew to so great quantitie,
That like a little lake it seemd to bee;
Whose  depth exceeded not three cubits h{ght
- That through the waues one might the bottom see,

That seemd the- fountaine in that sea did sayle vpright..

T o Trmxirsawsﬂ\ﬂ*?“ﬁ

I shall reserve comment on this passage until ‘we have looked

at Ar1osto and Tasso. In the Liberata Carlo and Ubaldo
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counterparts of the Palmer) enter Armida‘s garden and to j

their eyes is offered a sight whose resemblance to that of

Acrasia s-bower can be seen»at,a glance. ;

Poi che lasciar gli avviluppati calli
In lieto aspetto ‘il bel giardin s'aperse.,
- Acque stagnanti, mobili cristalli,
"Fier\variueevariewpianAe,serhemdixerse,

"Apriche collinette, ombrose valli ,
Selve e spelonche 1n una vista offerse°

=+ E-quel che 'l bello e 'l caro accresce all’Opre’ :

L'arte che tutto fa, nulla si scopre.

_ Stimi (si misto i1 culto e' co'l negletto)
Sol naturali e gli ornamenti e i siti.

- Di natura. arte par, che per diletto
Ltimitatrice sua scherzando imiti, ‘
Ltaura, non ch'altro, e' de la maga effetto,
L'aura che rende gli ’alberi fioriti:

Co! fiori eterni eterno il frutto dura,
E mentre Spunta l'un, l'altro matura.

.Nel tronco istesso e tra l'istessa foglia

--Sovra il nascente fico invecchia. 11AficoJ_,ss;;fwsﬁssiv:;;i;:f i

Pendono a un ramo, un con dorata spoglia ,
Ltaltro con verde, i1 novo e '1 pomo antico; ‘
Lussureggiante serpe alto e germoglia = -

-La torta vite ov'e! piu ltorto aprico: ’ e
Qui lfuva ha in fiori agcerba, e qui dfor l'have

E di piropo e gid di néttar grave,

 Vezzosi augelli infra le verdi fronde
Temprano a prova lascivette note, - o
© Mormora lfaura, e fa le foglie e l'onde -

Garrir, che variamente ella gercote. S l,"'

Quando’taccion gli augelli a

to risponde; .
Quando cantan gli augei, piu lieve scote;

eduroads1,hhe\gardenrunfglged '

‘ -Sia caso od arte, or_acco n ed ora 'GL XVi. -12) .
‘"*47“—&lternani—¥er rxlagnwégfgi, e ( j 9'1 ) -

: —they¥le£tfthe;entangl
itself in joyful aspect:  Still waters, moving crystals,
various flowers and plants, sundry grasses sunny hills,

. shaded dales, woods and caves were at once offered to their




-56_“- o - |

4‘fg;‘*‘fEIEHfA"Aﬁd‘thatAwhtch—enhanees‘tha\beauhy;andﬂprggicusness R
‘of the work, art, which makes all, is nowhere to be seen. -~
One would deem -= so mixed is the tilled with the uncared-
= for ~-- that ornaments and sites are solely natural. It
/~- seems nature's art that, to amuse herself,6 ‘imitates in |
- 1.7 Jest her imitator. The air, and all else besides, is effect
) of the enchantress -- the a{r which makes the trees to
. blossom; with never-dying flowers the fruits endure
/ eternally and as ‘the one buds, the other ripens. ,
- Ln the selfsame tree, amid the same leaves, the fig-tree .
ages over the sproutlng one;. suSpended from the same =
' branch, one with golden - el the other with green, is ~ -
w“”“*““"*thé“newmappieAandwthe . Tthe_twisted vine winds upwards
: - shooting luxuriantly where the sun shines most; here its
grapes are still unripe, there it bears them golden and
- fiery and swollen with nectar,
, - Delightful birds modulate playfully their wanton notes
R ~4n the-green foliage. The air murmurs, causing the waves
and the leaves to warble  with its variable beat: when
~ the birds-hush, it answers loudly; when the birds sing,
it strikes more gently. Be it chance or art, the mggical
‘breeze now accompanies, now replaces their verses.

ri'Spenser evidently owes much to these stanzas"indeed his
portrayal of the Bower owes. more to Tasso than to Ariosto,

-~ ag- we‘shall see., For the. present let us note that the -

| voluptuousness of the places described in the passages just
‘ given is a powerful element also of the vision which opens.

before Ruggero s admiring eyes' 

o ‘ ' L'adornamento che s'aggira sopra
T ‘ La bella porta, e sporge un poco avante
- - Parte non ha che tutta non si copra
De le piu' rare gemme di Levante, -
-Da quattro.parti si riposa sopra ,
- . Grosse colonne di integro diamante. T e
- . 0Overo o falso ch*aiiiocehie—rispendajgxg;;gif ‘ R
o Non e! cosa piu! bella o piu’ gioconda. S

Su per la soglia e fuor per le colonne
Corron scherzando lascive donzelle,

. Che se i rispetti debiti alle donne :
Servasser piu, sarian forse piu belle.
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Tatte veatite eran di verdi gonne, '
E coronate di frondi novelle. oL R
Queste, con molte offerte e con bubn viso, o
Ruggier fecero entrar nel paradiso. o -
# .
Che - si puo. ben cosi nomar quel loco, . . R S
Ove mi credo che nascesse Amore, . .. Ll
Non vi si sta se non in danza e in giuoco,
E tutte in festa vi si spendon l'ores
i - , Pensier canuto ne molto ne poco
P v Si puo quivi albergare in alcun core:
: Non entra quivi disagio ne inopia,

Ma vi sta ognor col. corno pien la Copia.

Qui "dove ‘con serena e lieta fronte
S ~ Par ch'ognor rida il grazioso Aprile )
£ Gioveni e dornne son:  qual presso ' a fonte o

"Canta con dolce e dilettoso stile? :
'Qual d'un arbore all'ombra, e quai d'un monte,

O gioca o danza o fa cosa ‘non vile;

E qual, lungi dagli altri, a un suo fedele
DiscOpre l'amorose sue. querele. : .

 Per le cime dei pini e degli allori
‘Degli alti faggi e degli'irsuti abeti
C - Volan scherzando i pargoletti Amori°f
- Di lor vittorie'altri godendo lieti,
_Altri pigliando a saettare i cori. =~
La mira quindi, altri tendendo reti:
Chi tempra dar&i ad un ruscel piu basso

- K chi gli aguzza ad un volubil sasso. (OF VI 71-75)33

(The adornment placed over the beautiful portal which juts}:
forward a little, does not have a single part that is not
wholly covered by the most rare gems from the Orient. On .
the four corners it rests on great columns of pure diamond. -
Whether it appears true or false to the eye, there is no '
thing more beautiful or more pleasant.
On the threshold and around the columns wanton’ damsels
: flay who would, perhaps, be more fair if they were more ,
ady-like. They all wore green gowns and were crowned. . y

S

| 'uithfnen leavés, With repeated offers and pleasant coun-
: : - tenance, the damsels welcomed Ruggero in this paradise,.
_.For so this place may well be called, where I believe

Love was born, and no one dwells if not in dance and play, .
~and all in merriment are spent the hours., - No.hoary t ougﬁt,
great or small, may here dwell in an¥ heart, Here dis- :

comfort or want . ‘does not. enter but lenty with her horn
is. ever present. o :




“hz e

K3

Here where‘with serene and joyful brow the gracious April
always ‘seems to smile are gathered youths and ladies: :
. some sing around a spring with sweet and delightful style;
some in the shade of one tree, some of another, play and .
. dance engaging in nothing low- and -some, far from the .
others, disclose to some loyal friend their amorous com-_ - ‘
plaints‘VWW, R,
On the ‘tops of the pine and laurel trees of the tall ¥
beeches and shaggy firs playful Cupids fly, some joying
in their victories, others preparing to shoot hearts
others tending nets."some ‘temper darts. by a stream helow

**r“*r*“*andrsomerwhetrthemronﬁauvoiuble*ws%enez,

Let us now consider what are some of the most . outstanding
s eIementsfin these—passagesaf—In—Ariesto exceptefor thelport = l;lle
'al leading to the Qower, nature appears relatiyely»unadorned. |
The paradiseJon-earbh motif is emphasised:‘}no‘cares, | |
eternal springtime.‘ Youths and maidens are'engaged in
| merry’and«anorous‘activities.‘ The playful cupidS'add to

1
the idea of an almost innocent sort of enjoyment afforded

by the bower - innoqent in the sense of not . receiving any

: serious hint of moral censure by the. narrator as. is, in-

» stead the case with Spenser s cupids., In Tasso there islrdn‘°f
an emphasis on the interplay of Art and Nature each,try- ’
ing to imitate the other. There is also a significant use
of plants and fruits which have sexual suggestiveness

| ‘(figs apples, grapes). There is moreover a strong em-

S phasis on the harmony of all’ eonstitutive élementsrrthoughrrrrr"ffff*

- the conceitS“ar6“perhap348tratned‘justva‘iittie‘too‘mﬂch“ —
 as is his tortuous syntax - points which we may find to

. be quite aignificant later on.A The whole at any rate
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§~" A-prdduces a palpable atmOSphere of voluptuousness."I'
; | Spenser also we have the idea of the interplay of nature and

a»t. In fact there is an almost literal borrowing here

"Q;rom Tasso. The difference seems to be ‘that while in Tasso
”i'art and nature imitate each other in Spenser each strives

' to outdo the other the contention resulting in an even

,more seductive whole. In Spenser moreover, there is a T
' -stress (barely hinted in Ariosto and not easily discernible

__in Tasso) on ‘the negative charms of the Bower, due to its_

'artificiality, its deceptiveness. As in Ariosto,rbut not

in Tasso, Spenser makes use of the cupids with however a
“-Estress on’their lasciviousness (note.’ 'wanton toyes' |

- "iquid ioyes'; etc.) rather than on. playfulness as in

‘-Ariosto. Clearly, then, ‘there is. in this case a greater S

~ affinity between Spenser and Tasso than there is between
ySpenser and Ariosto. The reason seems to be Tasso's emphasis—
on the interplay of nature and art (which Spenser uses to
suggest the idea of deceptiveness) and Tasso 8 languor and
emphasis on 'lust' (not so- pronounced in Ariosto) which |
=Spenser uses to imbue his Bower with a greater suggestion L

. of lasciviousness. o , ,
,,,,, e — ADotMmepmmqwsramﬂpmwammgimMmMMMle7W;;+W_

‘about the usyches of these noets? We have alreadv seen

that the pleasures afforded by these bowers keep the central

. hero of each of the poems from finding easy passage to his |

A—

»ideal =~ or, more accurately, to what - the stories lay claim




to as being;the ideal Obviously, the very fact that the :
bowers impede the progress of the heroes implies a conflict
between their deepest ego wishes (their instinctual lean- , 7
~ings) and the demarlis of a transcendent ideal. But is the"Vv'“‘”"
h'l.conflict felt by all the poets or at 1east.equa11y felt’ -,l‘,.

. The 1yricism of Taeso's poetry (quite pronounced 1n the above

u_.._.,,,_..,_,_h_‘__._.....u_lm_,_.___a

Mwlwwn

in TaSso which,vif the,continued,intensityaofvthe lyricism :
uithln the poem 1s1anylevidence, is-never'fully:resolved;i -
. But»the'passionate lyriciSm.that;characterises Tasso}s,

- poetry is‘absent fron‘msch of Ariosto'S’poemv and is not

€.
. very marked in t\e passage quoted. It is true that in ‘the

'structure of the poem Alcina's7bowerrisirecognized asg’ being”
'l;'negative' : Yet in the passage quoted (and elsewhere as we |
shall see) there 1is very little evidence that Ariosto regards
-~ the charms of the garden of Alcina as evil 1n themselves. .
| This suggests rather than conflict a kind of serene ac-'
.ceptance of one type of experience as of the other. 1Thehg
' fact that in the quoted passage he ‘seems to paint a pic- ,
__ture of something J;hat%intriﬂslcallyjfleasuraﬁlm T
7xmﬂﬂglgp;ng4,t that, seems topgiIe,neight-te/thisﬁview~*”—'—“~**‘fﬁ*‘rf“;‘”*9’€

Is Spenser as torn by conflict as is Tasso or

_are we to see in,him someoperwho has successfu11y<resolvedff B "
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his conflict in favour of the ideal, and‘Ts now- painlessly

capable of casting aside those elements which have so power-* tfrvf
' ful ah ld on Tasso, recognizing that they are mere 'de- T
, ceptions' _as the quoted passage seems to suggest? If ";::V,;
’/Spenser is conflict-free do we see in ‘him the same sort/"
of serenity that seems to characterize Ariosto? Or does

he use Ariosto simply because in him he finds an inex-':‘

haustible source of stories and complications that he can

use to advance his plot’ We need to remember the ob- -, 1"1’ .

with the relationship found to exist between Shakespeare and B
‘Verdi, In the latter case we fbund that Verdi_does not. use
Shakespeare just to avpid the trouble of coming up ‘with a

plot of his swn. He uses him because of a deep attractibn

-Hz he feels for a central aSpect of - his wonk ' And Bernini I
suggested uses an essentially pagan motif to represent a,hf' -
Christian concept for the 1ikely reason that his imagination:plprti'
is fired by the intrinsic qualities of the motif itself.. r .
the same is true of Spenser, then the motivation for his use

- of Ariosto goes far deeper than the mere utilization of plot?V
material. The same will be/true of his use of Tasso. It is7r5‘

the purpose of the rest of this paper to attempt to answer

'~ these questions.' we may—return to- these ‘passages to find T

that they are revelatory of waat lies deepest in each of

- these poet's psyches. What I want to do now is consider at
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 The ladies -- Arnida, Alcina, Acrasia -- with whom

we shall henceforth be largely concerned all possess the

power either to transform men into objects (animals plants

Springs,_etc ) or to imprison them in these objects. WQ f

- ghall consider below the implications of these differences.

7'"7‘ of t,hose of the Homeric ﬁirce. The “myth Of eirﬁq Occupieﬁ"”"”

For now let us simply accept the fact that each of. ‘these

enchantresses is capable of exercising faculties evocative

a. pivotal position in the major works of’Ariosto, Spenser "

- and Tasso' I prOpose therefore, to study how ‘the myth is

employed by these writers and to point out - where possible

- differences in attitude that can be gleaned from its in-

) dividual interpretations. T shall lock at other writers in g

passing, but only so that Spenser Ariosto, and Tasso, can
be placed within a more readily understandable framework. »

{a) - Genesis of the Motif: ‘Homer

Let us begin with a look at theAOd ssey, which may"fn

be the ultimate source of the myth for the writers we are

considering. of course, if we accept the views of Jung, the

real genesis of this or‘any other myth is - to be found else~

where ‘than in the peges of Homer. It.doesfnot,simply~comef

'does'it find its way intoithe pages of The Faerie Queene

“out of nothing and leap into-the»pagesfof these uriters,'nor
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eimply because Spenser's model(s) used it. Rather, the myth

may appear in each of these writers because it has been,there

-in their unconscious minds since time immemorial needing

only a suitable historical condition for its. emergence into L

their conscious minds 33& , o | n
“We learn from Robert Graves that the myth has deep -

' _roots in Middle Eastern mythology. o : - ' »’fw

Circe, 'daughter of Hecate' was the Goddess of Aeaei‘
' 'waiiing' ~a sepulchral island in the northern
Adriatic.f ﬁer name means 'she falcon', the falcon

“being a bird of omen, and is also connected with .
circes, ‘a circle, from the cireling of faléons and -
Trom the use of the magic circle in enchantment;
the word is onomatopoeic the cry of the falcon
. being 'circ-circ.' She was said to turn men into
swine, lions and.wolves, and the children of Circe
are probably women dressed as sows participating in
a full-moon festival held in her honour and in that
“of Dionysus. Herodotus describes this ritual as. .
commom to Greek and Egyptian practice. At the Per-.
sian orgies of Mithras, which had a commom origin
~ with that of Demeter and in which a bull was sac-
‘rificed and eaten raw, the men celebrants were
called Leontes (lions} and the women celebrants
Hyaenae (sows). Possibly lion-men g&so took part in
this kolabros as children of Circe

'Through Hecate her’mother{Circe is~associated with night or | o

death but also with rebirth.j Through her Circe is assoc- .

'hiated with one aspect of what/ﬂraves calls the 'White Goddess' |
" or the Triple Godde58° .e.rGdeess of Sky, Earth ‘and
Un&65§6516’35 T ’ - :

As Goddess of the Underworld she was concerned with
‘Birth, Procreation and Death., As .Goddess of the
.Earth she was’ concerned with the three seasons. of
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Spring, Summer and Winter: she animated trees\and o

glants and all living creatures, As Goddess of the -

~ Sky she was the Moon. This explains why from a triad
she was so often enlarged to an ennead, But it must

_never be forgotten that the Triple Goddess, as wor-
shipped for example at oStymphalus, was a versonitica-
tion of primit%ve woman -~ _wWoman the creatress and

destructress,’ ,u,,ai

It is, perhaps, ‘this last quality -- from whi¢h it is hard

‘to separate the forces of sexuality - that is so cathhing

B

to the Renaissance imagination: -creation and destruction,

'the power to do and to undo --a quality which characterises

figure in Spenser Ariosto and Tasso, _
Allowing that the myth may have had a more or less

amorphous existence in the minds of these writers it is

possible that just - as its emergence in Ariosto may have been

,s;ﬁtriggered by . mention of itrin Boiardo s Innamorato so its f:'

I T T————— —

passage from Spenser's unconscious to his conscious mind -

and hence to the pages of his masterwork - may have been

facilitated considerably by his reading of Ariosto the

latter acting‘as\a_catalyst. We shall consider some con-

”noT, Only the HOMEI'iC GiTGB but F].SCT tl’[g centrai Witcrrf”f o 7'7t'”7'”'*W"W*’W"

crete evidence of this below, Let me now return to Homer.,_rr

Odyseeus and his men come to the island of Aiaia, f:?i&l

"ruled by the goddess 'Circe of the lovely hair' 37 Circe,

'singingrin a*sweet voice—as she -went up’ and down a greatrf--’

‘design on a loom1 (which suggests creative rather than des-

tructive powers) entices a number of Odysseus' men inside
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her palace,

~ She brought them inside and seated them on chairs and
benches, and mixed them a potion, with barley and '
cheese and. pale honey added to Pramneian wine, but .
- put into the mixture malignant drugs, to make them
. forgetful of their own country. When she had given
them this and they had drunk it down, next thing she ;
struck them with her wand and drove them into her pig -
pens, and they toock the look of pigs, but tgg minds
o within them stayed as they had been before. B °

’ Circe later tries ‘the same trick on Odysseus but he haviné

‘drunk a neutralizing potion given him by Hermes is able tot

Wwithstand'her poWer. He‘then agrees to go to bed with her

'.but not before he has. extracted from her a promise that she '

fdevisns no other fevil hurt! against him.39 If we read this

'episode as meaning that yielding to the sensual : charms of

- circe implies giV1ng up one 's rationality, and hence one's

”essential humanity, we immediately run into trouble, for,ﬂewmegf_,,g'

strictly Speaking, this is not what happens. Though the men
are turned into plgs the minds ‘within them remain what they

_ were.> Also, Odysseus though he does not allow himself to |

be overcome by Circe is certainly'not averse to Jumping in- .

, ," ’

to bed with her.v He clearly has it both ways (which reveals
' something significant about pagan mentality): he obtains
her oath and then says, rather pleased with himself thatr’

Unlike his own men, he does not succumb and ‘he is even able
to get her to restore them to their former shapes., The

essence of Circe's power seems to be that of imprisoning

LoDk ot oy

e A EPR
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~ the minds of men in the ‘bodies of animals -- that is, of }

1imiting the ‘pover of man's will through feminine seduction.'

However the episode easily suggests the idea of" complete \
metamorphosis of human into object;_and it.is,very,possihlef

that this is the way . it was read by the Renaissance poets

we are studying. In any case, we have here the core of -

the myth Wnich was ‘later to appear under widely ditterent

- guises in the writings of these ‘men,

~(b) From Virgil to Spenser. Ghanging Patterns

- In Virgil we have no Circe myth proper but we. do

have a situation. analogous to the Fradubio episode in p

,Book I of The Faerie Queene to be further discussed below.

Spenser is at least partly indebted to Virgil the latter ’

'should therefore be looked at briefly here.‘ In Book III |

sacrifice to Venus on the site where he intends to erect

his city -- the same site in which the Kins of Thrace, B

 driven by "accursed gold-lust" had murdered Polydorus and

seized‘his’gold.klr Here something remarkable'happens whidhg[

‘causes Aeneas to give second thoughts to. his decision to

: build his city on this Spot.- In,his words.,

1 was confronted by a horrible and astoundingcmiracle.,
For from the first bush which I tried to break - off at -

-the roots from its soil, blood“oozed in dark drops,
‘fouling the earth with its spots, I felt a ‘cold
shudder run through me; my blood seemed to freeze-

- with horror,..And then -- can I dare to utter it, or

- should my lips be sealed° -~ a piteous moan came

ot &"
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from tne base of tnermound‘andrirheardrarhumanrvoice

answering me: ‘'Why,K Aeneas, must you rend a poor ,
sufferer?. I am buried here.; Wound me no more, and do
not stain your righteous hands with sin...Ah “make haste
to flee these coasts of avarice, this land of savagery!'e..
At this my mind was crushed by uncertainty and dread,
‘The shock stilled me; my hair stood stiff and my throat
was s eechless...When I was no longer too paralyzed to =
- move I chosé some of my companions, leaders of Troy,
" including, of course, my father, I told them about :
‘the miracle and asked them what they thought,. With = - .
one mind they insisted that we should at -once leave B

‘**@*“ft*‘“thnrmnmah%mﬁwbnmkwf%a¥bcmﬁaﬂrwﬁhwwpkwe,
‘ ' which had desecrated the laws of hOSptEality, and
: let the winds bear our ships away....
T ,,,,,worthy ‘of note-here is the fact- thatfPoLydoPae retains his -
reason in his new. shape, It is not very clear whether we
should regard the pllght of Polydorus as a metamorphosis R,
into a plant or merely as imprisonment within one, What |

is clear is that, although the plant- contains Polydorus,
,Q)gQ yet the latter has not lost in the transformation (or im~

fpriSOnment) his human reason. Merritt Y. . Hughes finds that

the episode of Fradubio in Book I of the F.Q. and this

Aeneid episode,mcoincide on several points most of all | - | o
in the atmosphere of horror and moral earnestness which

pervades both.hj The two paasages are also congruent in

anothér significant reSpect not, touched upon by Hughes.,

 That is, one of the functions of the "tree“ in both episodesu'

s to instil doubtrin, and give warning to the unwary‘hero

“to éﬁLthie“lace‘and‘givo‘uptthe‘acttvttte54heris—about—*_4
" to engage in. Aeneas heeds the warning and leaves the

cursed land-to found his Aeneadaerelsewhere; Redcross,
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on the story'level at'least hh doeslnotfheed the'warning; :

 In The Aeneid the transformation itself is not. the product

Polydorus is turned or imprisoned into a tree,~it seems,
as a reminder that acts of violence had been committed on‘

this site.hs Since the plant's lament is provoked by the

| of e;oticism or. woman s seductiveness as in The Odyssev. ’ ':[g '

intended sacrifice to Venus - already initiated -= the

reference to Venus itself can perhaps be accounted for by

recalling Qravesiﬁremarksfabovefin connectionfwith theff—”;*fw~w~:;

~ double function, protective and destructive, of Circe. R

Aeneas! intendedfsacrifice can thus'perhaps be read as an
appealito the protective (creative) side -of the goddeSs

(in this case Circe could be understood as the protective ,
[N

| Venus a personification - whom we find later in the’

_— - e ——— S — e e i

- Garden of Adonis) who reSponds to the apoeal in the way

: described in: the incident. Venus then appears as a

protectress in The Aeneid while as a Circe-figure in The N
Odzssex her function is considerably more ambiguous. ' -
Dante 8 episode of Pier dalla Vigna also is not .

directly linked‘to ‘the Circe myth, althoughy as in Virgil,

it doeSfcontainfthe transformation-motif ' For‘reasons'which"

wiII’manifest themselves below it is worth 1ooking at

nevertheleas vﬂﬁmrtnirteentn‘canto‘of‘the‘T‘ferno'Opens

with these verses'
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. Non era ancor di la Nesso arrivato
quando noi ci mettemmo-per un bosco
. .che da nessun sentiero era segnato.
- Non fronda verde, ma di color fosco;.
. non rami.schietti ma nodosi n'nvolti:
non pomi v'eran, ma stecchi con tosco.
.. Non han si aspri sterpi ne si folti '
; quelle fiere selvagge che in odio hanno’
. tra Cecina e Corpeto i luoghi eolti. :
.iQuivi le brutte Arpie lor nidi fanno....(Inferno
, | xiii.I-lO)

(Nesso had not yet arrived there when we entered a

forest unmarked by any trail. No green branch was

‘to be seen, but of a gloomy colour; nor'straight ,
_ones, but gnarled and twisted ones; nor were t,hepeif,,, S
apple trees, but poisoned sticks. They have not so '
rough stumps nor so dense; those vicious beasts that

- bear hatred for the cultivated fields between Cecina

and Corneto. Here the ugly Harpies build their nests... )

Following the description of this horrid thicket Virgil

«invites Dante to pluck a twig from a near-by thorn-bush

',”ﬂwhereupon th° bush,bleeds,and exclaim8-as infThe—Aeneidf . ‘lelm,mﬁ

"Perche me scerpi?/Non hai tu spirto di pieta' alcuno?" ‘:f

: ('Why do you wrench me? Have you no feeling of pity at
‘ all?') We ‘then learn from the bush (Pier dalla Vigna)

that his transformation into a plant is a punishment re-

vserved for suicides. In this new form they are condemned

to this forest where the Harpies feed on their bodies. The
souls of the suicides will, on the Day of Judgement, arise,

like other sﬁ’ls to take possession of their bodies but

-

unlike the others they will merely be able to drag them

, back to this dismal place where




. s..per la mesta ' ’
- selva saranno i nostri corpi appesi )
Vciascuno al prun ‘de1l’ Qpbra sua, molesta.v(106-108)

('...in the EIOOMY ﬂorest our: bodies will be hangsd each " '{
to the tree of his weary soul. o 7 g

Though they will never again be. allowed to. 'weer'their

'hediesmetheyewillehaveethem_alwsysesuspendedebe£eremthem~asmu~mem§m

,reminders of the violence once done to them.; Indeed because

' hof this self inflicted violence they will be punished all

béithe more by having,thsir anguished souls’look forever upon i_

'the ravenous Hsrpies' feeding on their bodies.

| The episode points to an interesting concept. The .

';view reflected in Dante is that body and soul have been

,joined together by God to be separated only by death | |

'fthroughenetural causess 77777 $he~relegatien of suicides to- thee—e—ff4e;4
‘second circle of hell points ‘to the recognition ‘and accep- »‘
‘tance of the union of spirit and matter. Rejection of . the -

,latter is a sin -~ harshly punishable as we have seen,

Dante's position does not accord very. clearly with medieval

V,ideas of contemptus mundi.v But we must note that implicit

;_here is a stress on the hierarchy of values established by

God. A suicidal act is an act of rebellion against a God-'

impoSedlorder of things. The value given matter, therefore,

. is far'from”being theusame‘as that given to it latervby ’

Renaissance’thinkers; The concept thus remains in keeping
with medieval thought though it has its roots in the pagan
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things an undue emphasis on the physical is Just asﬁrepre-

episode provides us with a sufficiently weighty testimonial
»of this medieval orientation. Having outlined Dante's basic

position ve can now turn to- Ariosto who has all these

’modeISWto*drawvfrom*in*hiswdepictionwofnklcinamand~of_As-

tolfo's metamorphosis into a myrtle, in several ways the

E counterpart of the Fradubio incident in The Faerie Queene.

In the sixth canto of the Orlando Furioso Ruggero,_.

'the wavering hero of Ariosto s poem is deposited on Alcina's
vliisland by Atlante s winged horse, as we have already seen.\"
It is instructive to compare Dante's description of the R
'woods in which he meets the troubled Spirit of Pier dalla ‘vd;v“fq
’"Vigna with- Ariosto*S'description*offthefisiand~ﬂas it— A§5’tlf_
\ appears_to_Ruggero. For Dante the forest 48 of fcolor i o
 fosco'. and inhabited'bytharpies.l Alcina's abode\ instead
offers an altogether different appearance.' B '

Con Rugger seco . 11 grande augel discese.
Culte pianure e delicate colli,
- Chiare acque, ombroee ripe e prati molli, .

Vaghi boschetti di soavi allori

Di palme e d'amenissime mort 1é,
~ Cedri et aranci ch'avean frutt
Contesti in varie forme e tutte belle

ro al fervidi calori- = ,
De giorni estivi con lor spesse ombrelle' G
E tra quei rami con sicuri voli : :

- Cantando se ne giano. i rosignuoli. .

i
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Tra le purpuree rose e i bianchi gigli
Che tepida aura freschi ogn'or: serba,
. : Sicuri si vedean lepri e conigli,
. E cervi con la fronte alta e superba
Senza temer ch'alcun gli uccida o pigli
Pascono o stiansi rominando l'erba: -
'Saltano i daini e i capri isnelli e destri
: Che sono in copia in quei lochi campestri. (VI 20-22)

" .

(w'“’h R“ggem on his back the great bird alighted. Tirlled"'
fields Le-810 'mo;earuwatersmmshadymbanks_a SR

sofﬂ meadows, R

Pleasing groves of sweet laurel-trees of palms and of
pleasant myrtles, citron and orange trees bear ng
fruits an owers put together in various and charm-

|

:,,,;,,,;,,,i,g,,,,,iiﬁg -ways, provided, with-their dense shades, shelter .
. . from the intense warmth of the summer days. - 7 And the
nightingales flew and sang safely through those

fronds., - -
Through the crimson roses and the white lilies which _
& cooling breath keeps ever fresh could be seen sure- -,

footed rabbits -and hares; and st_gg, with proud head

. “held high, without Tear that anyone would capture or
- kill them, fed themselves or  stood brouein% on the grass.,
Bucks and he-goats lean-limbed, leap skil ully in
tﬁese rustic grounds where they abound.

In this idyllic Spot Ruggero mests Astoifo turned into the
o tree to which he binds the Hippogrip‘.”“hstolfo's trans-,

.formation is Homeric in the sense ‘th4t it is the result of

',erotieiproelivity,:but, since,&stolrohqbviousiyAreteins the |
full use.or his reesonhsit is diffionit’toiregardvit'es{e;
metamorphosis proper -e unless we Ehoose*to do 80 in a

{Karkaesque sense.‘ The thought of Kaf:s»

does after all

) suggest a poesibility., Gregor Samsa retains ‘the use oP

- his reason. One‘could say, indeed that his consciousness :
is heightened by the knowledge of its being trapped inside

~—

the awkward shell of the giant bug into which his body has

. .
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]'been transTormed ' Gregor's‘nlight is painful he has a

knowledge of infinite possibilities, but this knowledge is

'accompanied by the realization that because of his constrain-A"
L ing shell these possibilities ‘can never be actualized It |

is hard to imagine a position more ‘alien to Ariosto s

optimistic humanism. "Yet we are. probably meant to see

' himself go in’ a manner very similar to. that of the Mars

something potentially like this in Astolfo! s plight. ,But’, -

. the handling of. the episode is such that it is very dif-
”;ficult for us to sense Kafka's excruciatina feelinglof cllll;;;;;;

'g'frustration in the image of Astolfo trapped in the myrtle.,i.. f,

The analysis to follow will suggest why Astolfo s metamor-'

phosis and that of countless others who have also fallen

C victims of Alcina, is not deeply resented. '

Having tsken care of the winged horse Ruggero lets‘f-*@*?-

_figure in the Botticelli painting considered above"

N

- eeequivi appresso ove surgea una fonte
Cinta di cedri e di feconde palme,

. Pose lo scudo, e l'elmo da la fronte .
.81 trasse e disarmossi ambe -le palme...'

,Bagna talor ne la chiara onda ‘e fresca
Ltasciutte labbra, e con la man diguazza
Accio! che de le vene il calor . esca, -
Che gli ha acceso 11 portar de la” corazza. (VI 2#-25)

(...here close to where a sprin issued enclosed o

by citron trees and by'fruitTGIsfglmsgf fie laid down - .
his shield; he removed the helmet from his brow A
and disapmed both his hands...He moistens now and

- then in the clear and refreshing wa®e his dry 1lips,
and with his hand he splashes so that the heat -- kind-~
leg by)thewearing of the armor -- will 1eave his -

- veins, .

S e




- If we look back at the passage quot:{T;“ V he-Ipfer ,
'will not fail to notice some: interesting things.,TOnithe'drrr

' one hand the. detail which is a distinguishing feature of . "f;?f'
,Dante s passage, sets him apart from as thoroughly medieval ‘ihlfgj;]f
'a mind as that of Panofsky 8 miniaturist- on the other hand

the close observation of nature evidenced by the detail

“has failed to exert in uante”the“aameweorthof@aetraetien~MMMMmmuMmum;;
‘felt by Ariosto. Indeed there is discernible in Dante s o
passage a kind of fear which is remote from Arioeto's .

*imaginative experience., It is the .sort of ngst already

7to be found in the opehing lines of the Commedia' "Nel
mezzo del cammin di nostra vita/ Mﬂ ritrovai per una selva o
ioscura / Che ‘1a via diritta era amarrita... It 1s as it
, ;,Dante stood midway between the miniaturist and Ariosto re-.‘ﬁ'i; )
'”‘vealing how’ difficult ‘and painful‘is the‘movement*fromwone—¥<}~;%' ————— -
pole- of experience to the other. ‘By the time we come to | | =
j"Ariosto, in whose work we witnees, I believe, the Bpirit ofﬁf o
:‘the Italian Renaissance in its most positive form, the pain {:t L
*Tfelt by contact with nature - 80,fu11y expressed in the ;fjf o
g'following lines -- is no longer experienced"v
Oh quanto a dir qual'era e! cosa dura, o

ii;,i_i;i\, __Questa selva selvaggia e' aspra e forte, . .
S che nel. pensier rinnova la paura,...(lnrerno, i. 3-6)

: (0 how hard it is to«retell ‘what it was this savage
" forest is cruel and harsh the thought itself re-
- news all fear....) : |

-

e
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Jiﬁstead we~have the unabashed eaSe and . enjoyment‘mirroredijn.,,

. those octaves or Ariosto quoted above, - The{anxiety felt,byy)r

‘;'Furioso, instead a- happy reconciliation is brought about, f""l

someone like Dante can be got rid of, in the end, only

’through attachment to the ideals of the Paradlso. In the

We are shoyn the totality of human experience and little o

attempt is made to subordinate the actual to the ideal.v

The ideal, in fact in its ﬂenifestations of loyalty to

‘;one's country, or to a set of moral or religious beliefs, -

rvresnlts in Dante s case,: in an. exchange ‘of one burden for an

even greater one -~ the unbearable burden of sin. In the

" Furioso easing oneself of this burden has .no such painful ‘

“a

b';fcensequenges.. what it does instead is initiate a process of

étFuriGSO this is not necessarily a bad thing. Astolfo, who

;identification with the objects of nature.' But in the'

AmYStified Ruggero how it all came about.‘ His choice of * -

words, as he. tells him that Alcina ‘thas dealt with many

others in the same way, is interesting, and we- should look
p .

. at them. e L S

..,perche' essi nan vadano pel mondo e

4‘has been turned into a myrtle by the witch Alcina tells»the o

" can be a'bufden, ‘ittemptzng’torease oneself*of thisvburdeﬂsfmw*m~

Di lei narrando la vita lasciva, R .
~ Chi qua chi-la' per lo terren facondo T

L{ muta, altri in abete, altri in oliva, ;
Altri in altri In cedro, altri secondo . -
‘Che vedi me !I.e. a m rtle! su questa verde riva;
Altri in liquido fonte, alcuni in fera,

Come piu‘ aggrada a quella fata al Ier . (OF VI 51)
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(...to prevent their going through the world telling

of her wanton life, here and there through the fertile
- grounds she turns some to fir and some to olive trees
* some to.palms and others to citron trees, others stili
- to the sﬁape I'm in, on this green bank; ’others she
- turns to:liquid spring, and some:'to wild animals as
suits the fancy oK this haughty witch.)

A comparison of’thisyoét reruith'those'given above of the j’,;;

festive appearance of Alcina'sﬁisland?immediately*suggests'.'

- through the mediation ofAMinssa.,"”’"'=”'*

that these men are'transfbrmedvinto prebiqely those objectss‘

which - lend not only fascination to ‘the island but also ‘as

o

we can see from the words underlined suggestions_of fer-

tility and fruitfulness. We can -- perhaps ought_to';- take‘4
this*as'a hint that all is not so bad with‘givingvuprthose '
ehuman faculties traditionally regarded as more deserving.

Interesting also is the eventual re-transformation of these

objects into their original state, a change brought about

e e g 2

Gli antichi amanti ch‘erano in gran torma

Conversi in fonti, in fere, in legni, in sassi...

A Logistilla si salvaro-'et indi :
Tornaro a Sciti “a Persi a Greci ad Indi. (OF VIII 15)

(The ancient lovers who had in great tnrongs been con~ .
verted into Springs ‘into wild animals, into plents, -
and stones,..found safety at Logistilla‘s~ and thence
turned back to Scythian to Persians to Greeks, to
Indians.) , Z? L .

“The emphasts on thve’last.line 1s on the individuality of

these 'Saved"men.' From objects beating with the pulse of
nature, and inseparable from it they are brought back once

again_to the status of responsible, moral beings,'with their '




1tiss, ﬂt'this:point

one is'not:so snre which is preferable: 'theygnideposts'srei
not so cleafly discernible,és'in-someone‘likeiDante.‘ As s0
often in#hriosto,.wevare dealinglwith an,ironic undercurrent o
whichseemeto,mock our’efforts-toisecure a’unique meaning
) onteof these lines. If we claim that Ariosto is unquestion-
i;ll;lllwablyusuppertiﬁgwmelissaisepathet0msalvationrmthen*how*do*we*”#”“*”
| ‘deal with these lines' "Tutti del buon Rugger seguiron .

1torma: JA Logistilla si salvaro.;."('All followed good

’Ruggero's footstep, They found safety at Logistilla's...')°h7
To get an idea of the irony in these lines we have only to
¢ ask ourselves these questions. (a) HowAconsistently does:
| Ruggero himself follou,the,path’leading,to Logistille?re
r(b) vDoes helreélly'obtain'selvétion'from-her? Horeover
il(c) what do we do with the: adjective*buon when we can’ stiIl
hear the echo of the earlier and- celebrated line. "Oh gran
bonta' dei cavallieri antiquii"? In restoring reason and a
~gense of their long-neglected duties to Alcina's victims
Melissa reminds us of . Odysseus who causes Circe to return
 the pigs" to their former shapes but the narrator's at-
titude throughout ~~ that hardly concealed smile that ac-

companies the narration of these events -- also brings to . _

“mind, irresistibly, ‘the other side of Odysseus the side that
i o

goes/back to Circe and enjoys her on her "surpassingly beaut--"

'riful bed." (Between motif and its function as we;remember,




' there i“é d } ]
way of summarizatlon let me now state that what I have
argued ao ‘far amounts to this that Ariosto differs fromlrr

Q’r’ ; Dante in that Ariosto accepts nature joyfully and trans-,
forms it into something like an earthly paradise while m
,Dante sees iv"dangers and is,mortally afraid’ of them. o o
Iu“the*ﬁrmidarepiaedewinuTasso,Mweuhaxeuhheuﬁgmgkﬁwwﬂwﬂk#wwu
elements at work as in Ariosto,~Dante, and Homer - Iatgzp

~to be seen at work in Spenser. ‘How does Tasso's attitude to-.

ward them differ from his precuneors'? In the tenth canto e
'of the Liberataﬂone of the Christian warriors returned to

Goffredo s camp. after ‘an interlude on Armida’' s ialand des-

v

cribes Armida s enchantmente bhu5°lérjl'

&

V'e' 1’aura molle etl clel sereno e lieti o
gli alberi e-i prati e pureeeadolciflfonde,,Tawa ,,,,,,, -

ove.fra gli amenissimi mirteti =

sorge una fonte, e un fiumicel. diffonde o
‘plovono in grembo a l'erbe i sonni queti .
~con un- soave mormorio di fronde; -
~cantan gli augelli; i marmi lo taccio e 1! oro, “

meravigliosi- d'arte e di 1avoro. c

A?prestar su. l'erbetta ov'le! piu! densa
. l'ombra, e vicino al suon de l'arie- chiare,
fece di sculti vasi altera mensa,
e ricca di vivande elette ercare
Era qui cio! ch'ogni stagion dia ensa
, cio! che dona la terra, o manda- gl mare
,,,,, L - cio! che l'arte condisce: e cento belle

eervivano al conv iEE‘eeeerte‘aneeiﬂxrr—* ' 63-6&4

(There is the afr soft, and the aky serene, and cheer-
ful the trees and mea&ows and pure and sweet -the

waves, where through the oleasant myrtle-trees issues
a apring, and a meandering stream. qRestfua:wsleep
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falls o xebUSUmrUfrthegrass¥~fie}dsewithaesweet S
murmur he leafy branches, he birds sing. .1 '
say not.. 2 about the marble and the gold, splendid'
work of .-t and skill.
On the nu;sy grass, where the shade is densest, and

‘near the sound of the ringing air, (Armida) prepared

"a sumptuous table of sculpted vaseg rich with choice
and dear viands. Here was that which every season -
gives forth, which the earth bestows, or the sea gives,

" which is seasoned by art: and a hundred beautiful

- and adroit maidens were on hand to serve at the ban-
,quet. :

Here ae leter in the 15th canto, art cbmes-to the aid ef

.l nature to maximize its sensual appeal. "As in the case’of

Alcina in the Furioso, all this Splendourfof~natn§e is ’
epitomized by the reigning Armida in whom it is as it

| ‘were distilled and concentrated Rinaldo and‘a nuﬂber of =
other knights are drawn to henﬂtrresistibly, their duties ‘
‘as warriors and Christians tempqrarily forgotten.‘ Here the -

dg\entress expostulates on—herrpowerWever them. AIn themﬁi,h__;j ;t,ﬁ

words of the returned warrior. . ‘ ;,,—- A

: ~

...io pensiero e voglia f
sento mutar, mutar vita ed albergo. ,

~ (Strana virtu') novo pensier mi invoglia: -
salto ne llacque, e mi vi tuffo ¢ immergo.

_ Non so come ogni gamba entro staccoglia,

-~ come l'un braccio e l'altro entri nel tergo._

. mtaccorcio e stringo; e sulla .pelle cresce

- 8quamoso il cuoio; e d'uom son fatto un pesce..~

Cosi! ciascun de gli altri anco fu volto, o
(Y. 66 An)

e guizzd*’meco 1n quel vivace argentu....\A.u,-u:

(e0emy thonght and desire I feel is changing as changes
my life and lodging. (Strange effect) novel thought "
_attracts me: I leap in the water I dive and sink.,
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A

1 don't know how each leg is taken in, how first one'—fvn, :

then the other arm is taken in behind me. I tighten .
up -and shrink; on my skin grow scales -- and from a
man I'm turned into a fish. Each of the others was

 also changed thus ‘and flashed by me 1n that quick
Silvero .oo)" . o, ) )

Following this demonsbration of her own power Armida turns

Athem bapk_tortheir human shapes and exclaims.

) "Ecco a voi noto e? 11 mio poter...
quanto sopra voi l'imperio ho pieno.
‘Pende dal mio voler ch'altri infelice
perda in prigione eterna il ciel sereno;
altri divenga augello; altri radice

faccia, e germogli nel terrestre seno;"
. o che v'irduri in selce, o in molle fonte
v‘si liquefaccia 0 vesta 1rsuta fronte....~ (X 68)

("Lo , You have seen my Strength manifested and how
- fully my power extends over you. It lies: in my. will
that some unhappy one lose in everlasting prison the"
serene heavens, that some become bird, and that some
other take. root and blossom in the, bosom of the egrth, -~ - =
~._~or become hard as. fling‘,or in a softﬁggr DL gg?ror ' j
~ vear a shaggy. brow....,’ , e ~E

'Cleafly,‘Armida pOSsésses the samGVCirceah pOwefs'of Alcina.;:* L
Like the latter, also, Armida turns men into objects only | |
if they incur er displeasure. We recall that Alcina ex-,
ercises her magical powers on her lovers only after she hasl
transferred-her infatuation to someone else, This would

seem to present a problem, for it is then: not precisely

- in the act of loving the- enchantress that one is turned into

-

an object. It 18 possible to read the transformations, -how=

ever, ;n a sense which minimizes bhe,problem.( From the
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moment one allows oneself to be carried

, simply an emblem of man's relinquishment of his power of

~of an Alcina-Armida figure, one hae in effect given up

willed control of oneself. Henceforth,one no- longer acts,v -

but is acted upon.' The witch figure waving her wand is then
\r

™

self-determination. | _ L , PR :
The myth which has its roots in Homer.,anpearalnll;lu;Li

a role in Ariosto and Tasso first appears in Spenser in'

in modified form in Virgil and Dante, and plays so crucial

receive a full elaboration in the Bower of Bliss. Let us’;
look at it in some detail ‘ Having abandoned Una (1. e. truth)
and taken Duessa under ‘his protection the blinded Redcross

and his "seeming simple maid" rest under the shade of "two o

goodly treeS" — e

e

...that faire did spred ' RN
Their armes abroad, with gray mosse ouercast,
"And their greene leaues trembling with euery blast
Made a calme shadow far -in compasse round:

The fearefull Shepheard often there aghast
- Vnder them neuer sat, ne wont there sound o
'His mery. oaten pipe but shund th'vnlucky gfound. é)

: ii.2

¢

Under the shade of these trees they are not to find rest or

ahelter from the scorchivg,eun,,lSpenser454deseriptien—e£el—ﬂ~jf7}—j

‘ these woods is albogether unlike Ariosto's descrintion of R

the woods in which Astolfo is burned into a myrtle-tree. .f

With its unquiet and ominous atmOSphere it is much more




]
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like Dante's description considered above;f’Intending.to'

"frame a glrlond" for Duessa Redcross plucks a boughi-- -

«sesout of whose rift there came B
Small drops of gory bloud, that trickled downe the same.

Therewith a piteous yelling voyce was heard
Crying, O spare with guilty hands to teare
My ‘tender sides in this rough rynd embard,
But fly, -ah fly far hence away, for feare_
Least to you hap, that happened to me heare,
And-to-this wretched Lady, my-deare-loue,

O too deare loue, loue bought with death too deare.
. : | (I.ii., 30-31)

'fs*mwsfHorrifieds—Rederosssssksfthefvoicefwhat ledfto,the trans-
formation; . Fradubio explains that he was deceived by Duessa
into abandoning his beloved Fraelissa in favour of the en-
chantress. Later, the truth about Duessa having been ac-

identally revealed to him, Fradubio was turned by her into
'this same plant and'will have to remain in this shape until ‘

‘he is "bathed in a living well". Greenlaw points out, quiteW o .
‘\ i o rightly, that this Spenser episode is a blend of Virgllian

- and Ariostan elements:

- The wounding of the tree the manner in which its blood,. :
stains the ground, and the horror of the:spectator is
" suggested by'Virgil and perhaps Tasso, ‘but the trans-
formation of a man- into a tree by a. sorcerees and the
warning: of another who is in like danger are borrowed
N from Ariosto. Also the revelation to -Fradubio of" 2 ,
‘ ~real ugliness of Duessa was suggested it would se :
by the like revelation of Al “thGﬁgh“““‘;;““f‘
' - Spenser was to make more detailed use of this sugges-
—tion in the Final discomfiture of Duessa, This Fra-

dubio episode. illustrates the complete independence
with which Spenser uses suggestions, for whereas
Alcina merely discarded Astolfo when she tired of him,

I
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:Duessa first makes her rival, Fraelissg*;sppeansde; ;ZT

" formed in the eyes. of*Fradubio and when  Fradubio,
in turn, sees her own native, ugliness vents her
malice by changing R&m 1nto a tree to stand beside
‘the discarded body. . ,

' Thus the'blend is there Nevertheless the atmoSphere in

F‘nﬂrr N N . N Lo
U - I

Spenser's episode is far from being Ariostan in charﬁéter. ,

it is; in fact decidedly Virgilian, The anguish of Fra-

**r~4*rrn“*dubio*fthe“Virg*Iia*’"Ily, oh {1y rar hence away... ) is
completely absent in Ariosto. Notwithstanding his plight

fwhat lies ahead and his bemused doubt is unmistakably
- expressed in the line. "hon ch'io mi creda che debbia
giovarte" ('Not that I think this is going to help you in

1 .-,any way'). Astolfo does express some anguish over. the fact

of his transformation but this anguish is not, like Fra- {,”i.,,i :

‘to it. It is rether more like the anguish felt by Fran-
cesca as she recolleots the no 1onger to be relived heppy

moments with Paolo.'-

[}

nessun maggior dolore che ricordarsi o o
~del tempo. felice nella miseria. (Inferno V. 121-123)

('no. greater pain than to remember happy times in one's'

| misery )

= ~—~—**¥hese/are‘tines*wnich could, except for the context which |

' weakens them almost be interchanged with Astolfo s
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Deh! perche! vo le mie piaghe toccando,
. Senza speranza poi d4i medicina? - - . - 7
_Perche' l'avuto bén vo rimembrando, o

Quando io patisco estrema disciplina? (OF VI.A9)

(Alas! why do I,go-on~feeiihg my sore without hbpétgf f J§

healing it? Why do I keep on remembering the good .

I've had ‘when I'm here suffering extreme constraints?)

»ObviéuSIV*Astoifo;“evéﬁ iﬁ'his present'condition,,C6ﬁtinues '

.»vtdlsee in Alcina Something'imhensely'desirabie;'ahdvhe hakes

nOrbones'aboutfthis'fact. Alcina,fas—embodying'evéfything

“that is most alluring in nature, does, however, have the

'regfettablenfault'of‘being.inhonstant.'J
In his~commqntéry on thié'ep1504e5 Mérritt Hughés
states: - o | | '

In the Orlando Furioso it is treated as a marvelous

metamorphosis which, while it points no moral, yet
- adorns the tale, Soenser reinvested it with.ﬁirgil's
atmosphere of moral earnestness., We may suppose that
Ariosto's example was responsible for the appearance
-of the story at all in The Faerie Queene, and we can
see that his treatment of it was vividly in Spenser's
memory as he wrote, but we may surmise that Spenser
was haunted by boyﬂood recollections of‘Aenea&'
. shocking discovery of the murdered Polydorus. I

- The atmOSphéfé'in”SpenSef‘is certainly more Virgilian than

Ariostan. However, to say that—the'ebisodé in Ariost67poinés'

to no moral, and is merely decorative, is not entirely accur- -

ate, It seems to me that this {8 one of the most obviously
- allegorical pages in the OF -~ insofar as~anythihglis‘"6b-.
vious" in Ariosto's pogm.lVOne dbgs notahaiéfto be a 16£h-

Céntury morElizén~of £he FurioSo-to—sée the allegory in
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“the following lires, in which Ruggero asks Astolfo 11' thiere

B

is ‘any way he can keep out of Alcina 's way

: ' S , ...domandolli
: Poi se via clera, ch'al regno guidassi -
- Di Logistilla, o per piano o per colli,

che per quel d'Alcina non andassi, ,'}‘ T i"

S

‘c{é ben ve n'era un'altra, ritornolli
.L*arbore a dire, ma piena d’aspri sassi,
Standando un poco inanzi alla man destral ,

Salisse i1 poggio in ver la cima alpestra....(OF VI. 55)»' ;

(...he asked him if there was a way that led to the
kingdom of Logistilla, either through the plain

or through the hills, so as not to go through that
of Alcina. There was another one, replied the tree,
‘but fulld jagged rocks, if he went on a little on
the right side and climbed the hill toward the
rugged tOPeess) ‘

| ;The’path'to virtuc;'or to éAlife 1ivei‘according,to right o

reason”«é of ﬁhich Logistilfg(stanGS'as'a syMBol -=i8 no

:”easy path but that is the path to follow if virtue is what
rone wants to attain. The moral here is clear enough This
_same image of the ruggedness of the path leading to felicity :
- was to be used much later by John Donne in his Third Satire
'and the moral in the stanza just quoted is no less clear

'l;than it 1s in Donne's poem._ "The world's all parts wither

‘away and pass/...and thou, loving this,/Dost love a withered;y

SR landmxnrn,atnnmpetiigiiaipiece4o£4adnice4which4isgesaentially;4f

' that of Fradubio to Redcross. Instead '-‘

. ...On a huge hill
Cragged and steep, Truth stands, and he that will
. Reach her, about must and about 'must g0;
- And what the hill's suddenness resists win so,.
: - (Satire III)

&
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So the moral in both poems is pretty clear. ,HOwever'7nere1y;n”‘

50

of its concluvion. In this sense Hughes seores a point.

In Ariosto one is not at all sure that it is advisable to

‘pointing out a moral does not- necessarily imply an acceptance‘,i R

~ follow. the path leading to Logistilla. In. Spenser the moral N

s not only pointed out (Don't stick to Duessa, or else! ),

but fully endorsed. Let me explain this fUrther. We have

~ seen that Donne points out a moral and is convinced ‘of the

- ﬁsoundnees of,its,conclnaioniiioneueither 1lives- according to
it, or one isrin rough waters 3- literally.,

- o '...those blest flowers that
' o ' - dwell .
At the rough stream's calm head thrive and do well,
“ But having left their rocts, and themselves given
To the stream's tyrannous rage alas are driven
Through mills and- rocks and woods, and at last,.

e ~ _almost =

Consumed in going, in the sea are lost. o (Ibid )

-

In Spenser the eituation is analogous to Donne’s, By the

. _time Fradubio recounte his tale of woes to Redcross,_he has -

ceased to feel drawn to Duessa and has long since recog-“'

‘nized b his error. The moral is explicitly pointed out to

7t Redcross that in allying himself to Duessa he is in effect

loving a "withered and worn strumpet" Beneath Duessa 8

'Tfpleasing exterglor "in fact, lies a’ "filthy foule old woman.../ v

'Her néther parts misshapen, monstrous.

"5* and his regret .

at having been untrue to Fraelissa is keenly felt by him.

- "That ever I did touch (Duessa) 1 did deadly rew._

_—
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***f'-'f““ﬁt*of“ﬁﬁrélwcompﬁl“ion thet“ﬁstoIfo“ﬁrgeS“Ruggere“towshy

Hence Redcross is urged to "fly .y'AStolfois’Warning to

| "’z,Ruggero differs significantly from Fradubio's. The‘moralj'

imparted to Ruggero is not that in loving Alcina one loves a.
"withered strumpet", but that rather in loving her one ,j
‘plets oneself in for the painful disappointment of not
being able to hold om to her, It is for this reason, not -

away from Alcina. i

Like Fradubio Rupgero eventually turns. away from

;Alcina because he sees her in a different and far less
pleasant light. “Fradubio's discovery of the ugly nature

of Duessa pay very likely have been’inspired by Ruggero s
similar discovery in the OF,  But evgn here, a notable dif- :

rference exists., Except for: the int'rvention of Melissa --f/lfjw;;l

4 RS .
””who plays in the episode much the same'part pleyed*by the e

Palmer in the episode of the Bower of Bliss and who re-

calls Ruggero to his moral responsibilities - Ruggero s
-voluptuous idyll in Alcina's island might go on indefinitely. N
| Melissa finds him alone'-_\ e L T
Che si godea 11 matin fresco e sereno

Lungo un bel rio che discorrea d'un colle

'f Verso un laghetto limpido et ameno.,
.I1 suo vestir delizioso e molle

" Tutto'era d'ozio e di lascivia pieno
Che di sua man gli avea di seta e dtoro

A Tessuﬁo'KI Ina con sottil’lavoro. (VII,53)

‘ P

(enjoying the cool and clear morning ‘along a pleasant
- stream tha® ran down a hillside toward a limpid/and
pleasing,lake. His garment was soft and“ﬁelicious
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njoyment. Alcina t B
had woven it exilfully out of silk and gold with her ’j

- own handq.)

Vlewed from a moral standpoint there is little that is
commendable in the deportment of Ruggero. But whatever
' the objection to this careless abandon one must not forget

7 that it is designed to safeguard the knight from preoisely

T R

those dangers -- and eventual destruction - which strict

allegiance to his moral duties will bring. upon him, ~In a

P

7;llﬂ figuratiye senselit,is indeedetrue~that infliving*the idle""”*f*f%wffff

: life depicted in the stanza . just quoted Ruggero:is ef-

fectively relinquishing his higher faculties retaining
little more thanﬁﬁ

¢»etative characteristice. But if no
worse fate is to befall Ruggero one cannot see much that

isfdestructive‘ln"ﬁlcina. With reSpect to him her function‘f'f o

18 essentially protective.' We recall that Atlante had sent

o Ruggero to the‘island_of’Alcina -

,Perche' oblasse 1l'arme in quella corte.

*E come mago di somma dottrina.

- Ch'usar sapea gl'incanti d'ogni sorte
. Avea il cuor stretto di quella regina
# Ne l'amor d'esso d'un laccio si! forte,

P

Che non se ne era mai per poter sciorre o
S'invecchiasse Rugger piu' di Nestorre.' (VII-hh) ‘
o ?H¥————~e£se~thatfhefwoul' A uﬂﬁdw. 4@
A ‘a8 a magician of the highest order who knew how to- ¢

-use all sorts—of spel . N :
‘of that queen in love for him with a noose so tight '
~ that she could never have freed herself had Ruggero

become as old-as Nestor., )

8
o
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is Venus 1n ‘her desire to protect Adonis from the fate that

; aﬁ%its him if he goes out ;to fioht the boar. True, Alcina

will keep Ruggero from finding his way to Logistiila-dbﬁt

1f that is a drawbaek it is amply compensated by tne un- ;

troubled—and pleasurable days’ Spent in the garden. Even

gee ) to have been removed by Atlante for the benefit of

"his ward. ‘But helissa enters and scolds Ruggero severely

Vrfor having 1a1d down his arms in that court and neglected

his duties toward his betrothed and’ toward the "gloriosa

e sopr'umana prole" (1.e. the Eetense family) that is to ,2

F3

| Spring from hie union with Bradamante. OVercome with shame,'

lRuggero now sees only ugllness where everything had ap-,

‘~mpeared beautiful to him- before;m—It isesigni£ieantethat Rug-
- gero seee a different Alcina thron%h the magical powers of

nMelissa -= 1.e.,. when he listens to moral imperativee. he SRR

are told that he now sees Alcina for what she really is;
but actually,it ie‘Melissa who~causes her to appear underre .

much'more'unpleaSant guiee._ truth or illusion’ Insofar

~as the epieode'leaves no donbt that an acceptance of Al-

-cina leads to moral laesitude the epieode as we see does o

'ei£e~£inds~inuﬁleinae-eher~ineenstaneyuv-wweuewwe

. contain a moral.' Even so an essential ambiguity remains.,ff R

ﬂ,Given the'conditions analysed one is 1eft very much in

- doubt as to the desirabilfty of accepting thesconclusion of

' the moral as.d mode of conduct. ' {




—
T

The’sort of’ambiguity just discu;sed ‘has no partv

in. Spenser's Fradubio episode (though sémething similar is
;to be found in the Bower of Bliss episode as we shall see)

In Ariosto there is a real opposition of values. The forces7“!

-

~_of virtue win, it is true but the reader doubts the merits

of this victory. This doubt is provohed not by the reader' s

- particular inclinations but by the ﬁi:try. There is a

.great deal of criticism of Alcina on

e part of the nar-

‘rator, but this criticism 18’ balanced ::*':'*frnﬁrvver:*

‘shadowed ~- by the sympathy poured on Alcina's side.v We re-

‘member here the genuine concern of Atlante to protect Rug—

'r‘gero from the dangera/attending virtuous conduct we re- .
i A

-'member Alcina's beauty and the Eden-like appeal of her realm,

- we. remember, moreover Astolfo's unconcealed hankering :
- v***"*"‘ T T T

l on the island before the restoration of moral sensibilities :

.

after the enchantress ~- in Qpite of the, recognition of her

,!.-&€§ above all we remember Ruggero's caréfree sojourn

, brought on by Melissa. .

In Spenser i€ ie no act of magic (equivalent to

‘Melissa's ring) that reveals to Fradubio the ugliness of

,Duessa., It is an accident. Duessa eases by and by on the

enchantments which had- eaueed Fraelissa to appear less fair

than she.v,Fraddbio -

Toole Duessa for my dame
And in the witch vnweeting ioyd long time, .
Ne euer?iist but - that she was. the same, :
g L L

IS AP
5




-*7'6'_- “

When' Witches wont -do penance for their crime)
I chaunst to see her in her. proper hew, ~ KT
. Bathing her selfe in origane. and thyme.} oy
A filthy foule old woman I did vew ' | o
That euer to. haue toucht her, I did deadly rew.» .
C N . (FQ .4 40) -

;The‘effect of this isyclearﬁ we have. here‘no'external in-i*‘

fluence to oastwa speli’over Duessa s0 that she will appear

&

differently. Duessa removes her garments to reveal herself

for what she really is; and deformity and ugliness is what /‘/f

e
,//

"**r*"*“WWCOHSEituteS her‘eSSGHCE."“¥huS*the*problem~wnrealiuy or
Aillusion", which lingers on in thevFurioso even'after the4r\

* vanquishment of Alcina, is’short-liﬁed in Book I‘of‘tﬂe Fd; f

‘True the illusion perQists/tgrlRedcross" the dogbt which
Fradubio ought to havé Put in his mind fails to find a place

there. As the.canto ends,gRedcroes leaves with Duessa,\andﬁff

e ol ol e T e e e

.too‘simple.and;too/trew.../Oftlher kist," (I,ii.hS)"

| L | -
What really matters 1s the effect this has on . the reader."

For him the illusion is shattered Everything is geared
in the episode to provoke an alliance between reader and
Fradubio a/reaction against Duessa, and a growing concern

for Redcross whose error is now seen in all its nakedness.

"4*"“"W*?“ hugzuthE’sort of manipnlation (if one is allowed to use -

is—metaphor%‘ofrthe‘reader*s‘imaginative response that
" goes on in Spenser is quite different from: thgt which we

+ Y
L)

find in Ariosto. The ultimate effect in Spenser-approximatee
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\\tnat prOduced by lasso.' I have already quoted the lines 'f:fif'
from the- Liberata wnich indicate that the metamorphosis.n' L
has ghe painfully felt result of separating the vicbim

" from %he TMeiel sereno -- or from the more highly desirable

vtruths. This same . painful separation from the ideal state
brought aboof by Duesse*é/;itchcraft finds its clear echo

L ’/:" :
o

in F?Hdﬁbiﬁ*§?§6i§§

- o ...Thenﬁbnﬁn ht She me - into this desert waste, '

And by my wretched louers:side me pight; ;7'7ff7, ”i,;lx

7 xj¥—%;th~ﬂ**4#here‘nowbenclo din wooden wals full fESte
EEE S Barisht from liﬁing wiggts our wearie da¥es we waste,.
Ty .-{'nﬂ\"/ o A ‘ . | \ . 11 ‘..2 )
’ - AT L S A'\of;f

In sum in Arios\o's poem, allowing oneself to

. 'succumb to the wiles of the enchanxrsss seems to mean littne//

,more than a shirking of one's responsibilitde ttended ,y,

SLTT N -
*faf”””“h”'at'worSt the f&ilure to find permenen fﬁIfI nt 5 ﬁ”“t”“””’ﬁi“
'least the possibility of finding it.\\ln Spenser‘s Book I it -
means, if not a veritsble death of thp saul at least the S

‘soul's imprisonmant within confines from which it yearns to ’”7“

5 \

| f_"free,itself. The lines just referred'to are etrongly in-,;

dicative of this - as is ‘the Scriptural ;one and signifi- o

3
w

" cance of bhe lines which follow them.,

*

| 4,,...We may “not, - chaunge-(quoth he). bhis euil 1 ht,wmmmw,””v,_.f”
"T1l we be bathed in a liuing well.,” g-iﬁ

As the editor or'tbe Norton edition of Spenser's poLbry suF- .~'
LT vgests these lines are reminiscent of the words of John ’




well of water springing up into everlasting life" 53 The

vscriptural allusion, 1ndeed reminds us that the Fradubio

episode is:part of a_context far different~from,that_of,

Ariosto £ poem and even from Tasso s;’ Book I of The -
< ; ‘ f[Faerie Queené - is not structured ardund the sort of psycho~ |
*-@*Mﬂogrcaraﬁegory—wmcw—charactari zeswm ehristians—
| . apiritual allegory of Book I which informs its structure,

) demands that those motifs used in both Book I and Book II

'otherwise skeletally identical have functionally different 7
characteristics., We have seen above that Circe can exercise
- both protective and destructive powers.. Because of the |
'peculiar structure of Book I, therefore, the Circe motif o
N which finds its place there understandably takes on pri-,/;lﬂwnj--‘

’*7mar11V‘negative hues;“*It is‘ths‘spirituality“of C
his allegiance to traditional Christianrmofality ~- that
:stands out in the episode considered. ‘To say at thie point f
~;that the kind of eroticism which exerciees so strong a pull
An Tasso or Ariosto is absent from Spenser would be unwar- ’
ranted. We have so far merely seen in him the analogue as |

it were of the Clorinda/Tancredi relationship, to be ¢on- L

sidered below. The structure of Book I of ?he Faerie Queene, '

. though it indicates how pewerfully Spenser s imagination is

,=fired by ‘the collective religious ideology of the period

,has yet, because Bf its very nature obstructed the overflow |




e_Au~wa~u+ﬁaahésweense%eneeuin%eh%heAphysim&k*%ﬂua1ﬂﬂmwwd£““Wé“have
, seen a hint of ‘this in the lyricism of those octaves quoted

| appeal fn_the-psyches of the Italian poets., e

f-

(ec) A Cioser,Look at Tasso.'Ariosto and”S§ensara

I have already indicated that the poétry of Taeso

.suggests that the poet longs for a kind of dissolution of

~above (page 39). More convincingfevidence’for-this positiqn ”,‘"f

renough, produces Fsecret,plesaunce",in Guyon.‘

ié'to ba found in TasSo's'descfiption of‘the "donzéilétte

o garrule e IEscive" in GL Xv, 58-62 a passage/used almost

verbatim by Spenser in his own description of the. "naked
Damzelles" gt the entrance of the Bower of Bliss. Let us

look at these passages.,.

~In- Spenser’tbiﬂ‘fs“thefsight ‘that, 'understandably"”m”

5

The wanton Maidens him espying stood y
. Gazing a while at his. vnwonted guise; '
Then th'one her selfe low ducked in the flood
. Abasht, that her a straunger did a vise:
But thlother rather higher did arise,
And her two 1illy oags-aloft dis layé
And all, that might hi& melting hart entise
To her éelights she vnto him bewrayd:
The rest hid vnderneath him\ more desirous made.

N A;“ith‘tha ot ikewige) vp arose, .
.. And her faire lockes, which formerly were bownd

‘Which- flowing iong and thick, her cloch'd arownd '
And th'yuorie in golden mantle gownd: «
.So-that faire spectacle from him was reft,

<Yet that which reft it no lesse faire was fownd:




Tio.

-

So hid in 1nokes*and;waues;ﬁtomﬁlbekersgthePf

Nought but her louely face she for his looking left.

Withall she lauahed and she blusht withall 3 \'7
That blushing to her laughter gaue more %race ' o
. And laughter to her blushing, as did fal

b '
‘Now when they spide the knight to slacke his pace Nv'.,ff .

S : - Them to behold, and in his sparkling face
: . The secret signes of kindled lust appeare, = i
Their wanton meriments they did encreace, - .
~ And to him beckned, to approch more neare SR
And shewd him many sights that courage coid could‘re?re,.

N o On which when gazing him the Palmer saw, S
: ' : He much rebukt those wandring eyes of his o
And counseld well, him forward thence did *draw. |
~ Now are they come nigh to tha Bowre of blis ' |

Of her fond fauoritee so nam'd amis: - . ...~ '

~ When thus the Palmer; Now Sir, well auise; »
‘For here. the end of, a11 our trauell is....(FQ I£6Xé35

In Tassb a sight as ravishing meets the eye§4ef Cérlbyaﬁd'
Ubaldo: | o -
' 4 - T L
 Mosser le. natatrioi ignudeAe,helle_W S N S
De' duo guerrieri alquanto i duri petti, A S B
Si-che fermarsi a riguardarle; ed elle = .
Seguian pur i lor giuochi e i lor diletti.-
Una in tanto drizzossi, e le mammelle
'E tutto cio che piu la "vista alletti

'Mostro', dal seno in suso, aperto al cielo,
'1 Jago a l'altre membra era un bel velo.

Qual mattutina stella esce de 1'onde
Rugiadosa e stillante; o come fuore
Spunto!, nascendo gia "de le feconde
Spume de l'ocean, la dea d‘'amore,

Tal apparve costei tal le sue bionde
Chiome -stillavan crisballino umore, -

— - -Poi giro!' gli occhi .
' - ' Que' duo vedere, e in ‘set tutta si shrinse.f-

E'l crin ch'in cima al capo- avea raccolto
" In un sol nodo, immantinente sciolse,

Che lunghissimo in gid cadendo e folto

D'un aureo manto i molli avori 1nvolse.

0. che.vago spettacolo e' 1or tolto.
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“non- —ch [+ sa.'
Cosi da l'acque e'da' capelli ascosa
A lor si volse lieta e vergognosa, .*

: : ~ Rideva insieme, e insieme ella arrossia;

Y - Ed era nel rossor piu bello il riso,

- E nel riso il rossor che le copria .

1 . . In'sino al mento il delicato viso, .

X ' . Mosse 13 voce poi si dolce e pia, . R - B
- Che fora ciascun altro indi conquiso:: N e

. Oh fortunati peregrin, cuil lice o AN R

Giungere 1n,questa'seée;a1ma e felice!

~ . Questo e'! il porto del mondo; e qui il ristoro

-De le sue nole, e quel placer si sente ‘ ,
- Che! gia! sentl ne' secoli de l'oro

- L'antica ‘e senza fren libera gente. . .

____L'arme, che sin a qui -dtuopo-vi voroe, +
Potete omail depor securamente, o
E sacrarle in quest'ombra a la quiete;
Che' guerrier qui solo d'Amor sasrete:

. E dolce .campo di battaglia ‘i1 letto e T
Fiavi, e l'erbetta morbida de' prati, (GL,XV,59-64)
S . R S B , ,
(The fair and naked swimmers did much stir the hardened
. breasts of the two warriors, so that they stopped to
- peer-at-them, while-they kept on with their sports and
~ pleasures. bne meanwhile raised herself, and her paps '
and all that most delights the sight, from her breast " -

- up, she revealed naked to heaven, while the lake was

& pleasant veil to the other members, C
As the morning star issues dewy and.dripping from the .

" waves, or as once the Goddess of Love rose from the
fruitful foam -~ did the maiden appear, and so her
.golden hair dripped crystalline humour. She turned -
her eyes, and pretending just then to see those two, -
she drew herself all in, - L . ‘

And her locks, which she had gathered on her head .-~
in a single knot, she freed at once; which falling -
long and luxuriant, covered as if with a golden mantle

" the soft and candid limbs, Oh what fair sight is taken .

—from them! but no less fair was that which deprived .- ... .-
‘ them of it. Concealsd thus by the water and by her =~ —

' : turned to them, — ”‘*f‘f"‘*

— ~—hair, she tur , ,  bashful and glad. ‘
| - She laughed and blushed at the same time, and her

laughter by the blushing was madefmore;fair, and by .
‘the laughter her blushing which spread over all her
gentle face, ,Her-vo;ce then commenced sweet and soft,

1




wanderers, to whom is given to come upon this. ‘happy

a anyone'else would have been won-hy it.\ Oh lucky’f

.'~p1ace' This is the port of ‘the world; here. is re iefmf

from its weariness; and one finds here .that Jjoy that

- was formerly found in the golden age by the ancients,.rv .
free from all restraint. The arms, that. ere\now have

e have

~ him.
| about the psychical affinity which exists between two art-

“here knights of Love only will you be,

‘been useful to you, you may now lay down without fear -
and consecrate them to the stilness of this shade' for

- And sweet field of battle your bed will be, and the
- @ft grass of the fields.), S

provoked heated discussions among critics.sh Tasso's

My remarks in the earlibr chapters of this paper h

ists, or poets who employ identical motifs, even though

These are parallel passages in the two poems which

1

3:"1"*" 4

v B

they 'do so for different purposes ought to be sufficient T
indicationfthet what we will,findetofbe true'ef~¥assonmay

e e y——

' aleo be roughly true of Spenser. Spenser's translation of

Tasso's passage is almost literal up to FQ II.xii 68 3, after ’

that he goes pretty much his own way to emphasize the

‘-"unhealthiness“ of the situetion., Tasso instead at ‘that -

point introduces the maiden's speech. Although Speneer

utilizee this Speech on enother oocasion,55 his deliberate»

_ omission of it from this context»is one ‘of the: reallyr A

- y N ——

" The vol- o

‘s—'~—*‘Uptuoﬁsn€§’"I’Ehe'pfaifﬁi’maidens in Tasso's lines 18 im- .

mensely’ enhanced by the direct verbal appeal of the singing

girl. The maiden is not merely deecribed as in Speneer.
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- The changedupointpof view'enahlss us to:hear‘her song;-and
the immediacy-of the scene. is’thus'renderedfmore powéffui;i*-““
Very revealing too is the closing couplet of stanza 62~
. "Oh fortunati peregrini ‘etc. . The reader's . immediate '
'reaction is to regard these words as a passionate exclama-

o tion arising from the depths of the poet himsalf.;r(Cf, also . -

—the Iine "O che vago spettacolo e lor tolto:") vit is only"
as the passage is carefully reread that it becomes evident
that ‘the’ words are spoken by the eirl, ‘But by then the im-

pression has been created ‘that the song expresses the fee1.4

ings of the poet himself and his attractioniku' “the realm |
where "s'ei piace-ei lice™ (Aminta) True in stanza 65
| Tasso etates that "y cavallieri hanno indurate e sorde/

L'alme a qua' vezzi perfidi ) bugiardi" ('the knights have N

made hard’and’deaf/their souls to those lying and perfidious R
charms.") But this abrupt transition, though it startles us,
does not succeed in erasing the impression already made. v -
merely gives us the added impression of someone suddenly | o

' awaPening from a spell from the contemplation of an ime
possible perhaps but nevertheless beautiful dream. sasso .
bows down to his conscience but his bow is a reluctant one.
Ve shall find it instructive to keen these4remarkeiinimindiiiiiiiiiii

. when we come’ to consider the function of the "sdbtile net"(P]D5L

So, in Rinaldo's and in the other. Christian warriors' sur-
~render to_Armida, the attempt to;achieve_coalescence with a

natqre’"ricca di vivande elette & care" ('rich with choice
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\xand dear V1ands') we are perhaps entitled to. see the un-',

conscious predilection of the poet *

Ky

x

The ‘tension in Tasso produced by conflicting desires is o

credi, and her death at the hands the latter in the

‘poignantly suggested by the story\:i\:;Orinda and Tan-

12th 6anto of the Liberata. Unaware her identity (she 'ff |

- and Argante have st tolen disguised within the Christian

~camp under ¢over of night to set Tire to the 'towers'
‘which the Christians ‘have used so dévastatingly against

the Infidels in the previous encounter) Tancredi fights |
- with her and delivers tne fatal stroke. ' , L

——Ma ecco omai l*bra‘fataie*e*'giunta“’ S
Che 'l viver di Clorinda al suo fin deve. .
- Spinge e§li i1 ferro nel bel sen di punta,

Che vi stimmerge, e 'l sangue avido geve

E la veste, che dtor vago trapunta

Le mammelle stringea tenera e leve, '
Ltempie d'un caldo fiume. Ella gia sente :
Morirsi, e '1 pie le manea egro e languente, -

Segue egli la vittoria, e la trafitta
Vergine minacciando’ incalza e preme,

~Ella, mentre cadea, la voce afflitta
Movendo, disse 1le parole estreme; .
Parole ch'a lei novo un spirto ditta N
Spirto di fe!, di carita!, di. speme-‘- RN

~ Virtu eh'or Dlo le inronde- e se rubella

«In vita fu, la vuole in. morte ancella.

- _Amico, hai vinto. fo ti perdon....perdona
Tu ancora, al corpo no, che nulla pave, e
A l'alma si: deh? per lei prega, e dona
-Battesmo a me ch'ogni mia colpa iave.ﬁ,
In queste voci languide risuona -
‘Un non .80 che di flebile e soave o
Ch'al cor gli scende, ed ogni sdegno ammorza

E gli occhi a 1ag41mar gll invoglia e sforza. -

- Poco quindi lontan nel sendbl monte N

‘Scaturia mormorando un picciol rio,
Egli v'accorse, e -l'elmo empie' nel fonte,

~ F torno mesto al:grande ufficio e pio.
Tremar senti la man, mentre la fronte
Non conoeciuta ancor sciolse e scoprio.
'La vide, e la conobbe-,e resto' ‘senza

(Continued on Page 85 )




: capacity for turning ‘men into—plants ebc., is recognized

considerable Spiritual kinship between the two Italian poets..

, Yet the differences are notable., As we have ‘seen Alcina's

e

;1cbatinuea from Pagefgl )

E voce e moto, Ahi vista! ahi‘eeﬁeeeeﬁeéii(GETXII}E£;67),”:i

(But lo! the fatal hour is nowvi. come, that Clorinda s
life to its end is due. In her fair bosom he thrusts
the pointed sword; itgglunges in,.and it greedily

‘drinks the blood; jnd er fair gold-embmidered _robe, . ..
-which kept her bosom softly pressed, it fills with-a -~
- warm flood. She senses the coming of death; her legs
fail her, weak and languid.
~ He f0110ws up his victory, and presses hard against
the pierced virgin. And as she. fell she uttered with
féeble voice her last words; words which a spirit
- “new to. her dictatea a spirit of faith, charity and
hope! a virtue which now God instils in her, that if
she has been a rebel in life in death he wants her . ,
-~ - his maidservant. - ' o
- "Friend, you-have- eonquex:edﬁ 7L ferg.’eve yeuﬂ A?orgive— e
~ me-*no, not my body, which fears nought, but my soul: -
~ Oh! for this pray and bestow baptism on me, that may
- wash away my guilt." In these. ganguid wor&s resounds
an indescribable feebleness and sweetness, which - -
sings in his heart and allays all anger, and c°mpels ,
- his welling eyes to weep. -
Not far from there, in the bosom of a hill a tiny :
brook issued murmurin He ran.to it filling his
hélmet at the fountain and rsturned mournful to his'
eat and pious task, . "He felt his hand shake as he
freed and discovered the countenance not recognized
- ¢411 then, . He saw her, he knew her, and stood Speech-
less and still. Oh aight' ©Oh diseovery.) R

The”erfeét“ﬁrbdﬁeéd'by the images of ﬁhé‘éﬁéeuﬁﬁeﬁj“iﬁé***”“m‘“'

final recognition of Tancredi, is strikingly similar to '
‘that produced by Bernini's statue though the latter |
. lacks the tearing conflict suggested by Tasso's lines..

The sublimation of Clorinda seems to be a value sincerely

- o ) (Continued on Page 86.)
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| and it. recnives coneiderable criticism buE?ﬁﬁe‘ironyrwhich—‘rr*rrr
accompanies this criticism prevents us from seeing a be-'
lievable degree of seriousness in it - It is as if Ariosto’e
were saying thet indeed there are human purauits which
-~ ;are much more to be commended than a life devoted to ease ;

and pleasure° however, if that is the sort of thing that

,attrects you, tner

'?thfindelgingéfééfmewﬁ
in it. - What is hard to deny is. thet the sense of guilt |

| found in Dante is thoroughly abeent here. It is precisely

~this’ point wnich reveals the moet fundamental difference ,\'f"

between Ariosto an¢ Tasso. '- S s

In his famous oration on. the dignity of man, Pico o

p delle Mirandola states. " | 1,57\ | _f' .

[

This is the culminating gift” of God thie is the o
©supreme and. marvelous feiicityrof*man*iithat he*caanWf~~ﬂW%+¢
"~ be that which he wills to be,  Animals, from the . :

‘moment of their birth, carry with them from their
- mothers' bodies, all that they are destined to
have or be; the highest spirits,..are from the be-
: ginning...what they will be forever., But God -the
ather endowed man, from birth wigh the. seeds of
, every possibility and every life

’Man ia a dignified being, says Pico,,because he can choose
either to become a god or to become a plant.l But implicit .

A

(Continued from Page 35) o f[ff“.";f*f"””“””“'”“”w““”v”““”*'f”
: It : nt, of course; that the

conversion of Clorinda results from hér physicai death, .
The poet seems to be painfully aware/that thernecessity

~ for the sublimation precludes the sibility of an en-

-~ counter of a far different gnd far‘more deeirable

4‘."

- naturajbetween the;lovera.

=y
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in his statement is the suggestion that ungxss‘ﬁﬁé*exercises*“*‘***
one's free m of chqice to become a god , one is an unworthyex
wretchyxf;i:osto appears to be’ more penerous than Pico, forfrf

'in him we find no such severe criticism of those who prefern, n:¥7:
'the less aerial of the two alternatives. Tasso sees the |

paths diverging,,one reaching up to the sky, the other los-f'refe,}

'ing itself amid rields and streamsi““ﬁe“lo

“but something holds him back. A good summarization of thisvr

.’conflict is to be found in Tasso's own later prose work in

-a passage noted by T. Greene and A M, Patterson, both of

O

whom -~ as many¢critics before them - are g&ruck by the

.tension in Tasso's work'w, ‘““F ‘

L ‘ ’ T ’

Any treatment of form- (says Tass involves great . L
obscurity and difficulty..  For if we take the forms -
.~ as separate entities, what the philosophers have ~ ==
- called ideas, we may. easilyﬂdecide ‘either that they
- .. do not exist or that they are of no use to our human
“devices and mortal doings. And if we are not. thus
- persuaded, we may feel constrained at least by the
opposite- argument to abandon so lofty a matter of ¢
' contemplation. Even in contemplating. the forms of
matter, we encounter. tremendous difficulty; for matter .
. ls a source of uncertainty and obscurity, so that an-,,;A_z
.= -cient philosophers compared it to the dark un-
- -~ fathomed deep.  But if we separate them in imagin-
: ation we get involved in falsehodds, or if Mot ac~
tually in falsehoods still our contemplation is
directed to no sound purpose...f57 -

Greene stops here in his eitation of Tasso, and sees. re-

flected in it the essence of the conflict in the Liberata. { .
™

According to him the poem "does. not really represent the

w
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) serves and as is quite evident from the passage itself

-serene fulfillment of spiritual love on earth.‘ Rathar than
Junction of Idea and action, it represents their tragic |
separ??ion. It denies serenity to our world....587 The

tension in Tasso_is-painful and bound to remain unresolved, .

.“

for it arises, in Greene's view, from the poet's "know-

_ ledge of the'Idea‘7particularly in the Sphere'of Platonic

1ove, and the impossibility of its realization on earth. "59

Patterson goes further -and glimpses a possible resolution

to the conflict;’ She points out that -Greene-omitted-an- im-—ww~»s~mw7

portant statement which follows immediately thkkpassage
just quoted. That ds, ' -

g...with words sgmilarly the study of forms occasions ‘
uncertainties; to know'and distinguish them is so hard |,
that no harder task can be set a speaker, Still, it
is a virtual necessity, since nature, or art, which
imitates nature, has’ marked all things with their
own characteristics.60

A

Patterson sees in the:compléte paSsage néé disillusiOnment

- or despair as does Greene, but "Tasso's way of summarizing

. what he has learned...intellectudl discipline" finally pre-_,ﬁ
vailing.61 So, faced with th dichotomy of form and matter
Tasso ultimately -~ though not without ef@prt, as Greene ob- :

opts for the "loftyimatter of contemplation" recognizing :

LR
that giv1ng free rein to his capacity for sensual love would

'inevitablyybe attended by "uncertainty and obscurity o
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Ariosto, on the other hand actually gives the i
impression of condoning rather than condnmning the uircean
powers of Alcina.‘ Like him Tasso ﬂﬁlly experienc-s im-

aginatively the conscience-dissolving powers of th= "garden":

A~ » | e

there', L . L R

£

‘con un soave mormorio di fronde etc., (see. above, p.63)

—='But»at this'pointlhe departS'from Ariosto. Unlike the

o

latter he seems incapable of accepting these "sonni queti" e
(gentle sleep) for what they are. He tends:to.vieﬂ ‘them
© from- the perepectige of what they nepate. Unlike ArioSto
who limits himself to demonstrating Alcina's powers with-r
kﬁi‘*ﬁbﬂt giving‘us her oersonal views Tasso attempts to alienate..
us from Armida by putting into her mouth a ‘commentz ry on her"'
Gircean powers which is entirely negative.. Thus ‘the "sonni
queti“ turn out to be not an- enjoYable absorption into what
" is most_pleasinggin/nature,,but & prison, which deprives one‘

. of theVsightofthe."serene&ﬁsavens*r
. Y
...sopra vai l’imperio ho pieno

- Pende dal mio voler chfaltri. infelicet o ; L o
perda in prigione eterna il ciel sefeﬁot (See‘above, p.65)

S — g o o o s e

Does 6penser share those qualities which we have

found to be characteristic of the Ita11an poets° Lat us _
considervagain'the appearance,of the Bower of Bliss‘and how

A_it’reallv‘dicfers'from Tasso's.” -A classic ‘exampie of the -
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- on‘by Durling, Lewis, and otpens.

*\

meeee”-,ef"eeNMIhJAngelicalesoﬂtatre g voyces made

;Tassé‘s octaveeis this, alréady{given abOve on~page 39.

sort of commentary Spenser's borrouings from Tasso receives
fron critics is to befbunihas/anza 71 of FQ II.xii, which
was first detected as a borrowing by Ko ppel then commented
62 . '
EA‘ ’

The Joyous birdes shrouded in chearefull shade, ' .
Their notes vnto the voyce attempred sweet; ‘

' To th'instruments diuine respondence meet:

" The siluer sounding instruments did meet
With the base murmure of the waters fall:
The waters fall with difference discreet

" Now soft, now loud, vnto the wind did cal1:

" The gentie warbling w;nd low answered to alf'

-Vezzosi augelli infra le verdi fronde
- Temprano a prova lascivette note.
" Mormora l'aura, e fa le foglie e l'onde
. Garrir, "che variamente ella { cot .
: Quando taccion gli augelli alto riSponde,,wm,ﬂ,wiL;
Quando cantan gli augei, piu lieve scote;
- Sia caso od arte, or accompagna, ed ora
' Alterna i versi ior la musica ora. (GL XVI 12)

* Koeppel notes (aﬁd‘me have little_proubie-ih seeing that

x
1

" his observation is quite correct) that Spenser has followed . ,

, 2

Tasso's text closely; but that the‘music in»Spehserfs pas; B

sage is produced not by natural means only (i e. by Augelli;

~aura, onde: -- birds, air, waves) but by~ voices and in-

struments also.63 Durling suagests that this. addition

is bighly °ign1ficant inasmuch as by adding the sounds

o produqed by voices and instruments, Spenser emphasizes

~ the artlflclality, the unnaturalness of the scene..



2\
!

= - : L F
b s . .
o ( » L .
A j ‘ . o
S . .

Durling -- foilowing the. lead of C. S. Lewis -- is bent on SRR

proving the thesis that what attracts in the Bower is a .

yrgLrversion of - nature nature there is 'wanton and produces |
in’ the beholder unnatural desires. There are a number of -
‘details in the descriptions wnich do indeed suggest this. R

‘ For example the following detail, cited by Lewis 64 cer-

,}ainly stresses ‘the. deceptiveness of the natural-seeming

obaects in the: ‘Bower:

SR .o.0uer all the purest gold was Spread
‘.~ . A trayle ‘of yvie in his natiue hew:
For the rich mettall was so coloured, -
That wight, who did not well auised view
Would surely deeme it to be yvie trew. (iI.xii 61)

- But the artificiality stressed'in"these lines is something
' | quite different from the artificiality suggested in the f’
‘stanza 'translated' from Tasso63 What characterizes Tasso's “"“”Th
imagevis a harmonious concentration of natural effects

~

the reference to Art in it emphasizes the notion o"such
harmony (we remember -- see Chapter I -- that for the léth:
Century mind Art is almost by definition the rendering of

‘ several parts 1nto a harmonious whole.v this is why, for

, example there was such 'hassle™ among critics over Ariosto, _;

WhOSE'Work“waS’seen*toflackfpreeisely theekind—of\harmenygggaug_aiaali

ﬂ——sf~~~expected—o£—auwerk—e£—artTle\DurlinggisTaaPfer all, right
in seeing an emphasis on 'unnaturalness! in Spenser 8 -
' adaptation of Tasso's octave. The.emphasis is there' but

/ ' if we look at ‘the stanza carefully, we will note that there
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is nothing at éll Uhetev(unlike other stanzasy which suggests

e

. that’this}SOrt of unnaturalness is in any way negstive;_'Inf‘“

fact SOmeﬁhing is added by Spehser to'Tasso‘s'basidbmotif
which makes the harmony encompass’ not only the world of
neture, but also that of the Spirit: hencesthevemphasis

on 'angelicall»voyces' and 'instruments diuine'. Thus the

stress in the stanza 1n not on something diseased but on

something entirely pOSithe.66< '_Y;‘ o .

PROS

What we. have. just seen seems,to characterize,;vwmv

Spenser 's use of Tasso in general. This kind of idealiza—

tion of borrowed material can be seen at work even in

Spenser s adaptation of the followingty%drigal of Tasso

Come si! m'eccendete

Se tutto ghiaccio sete?

-E_al foco, che mi date, S
Voi ghiacc1o come voi’ non dileguate? i

Anzi a sue fla . ahi lasso! :
Di ghiaccio dive tate un duro sasso. N
0 miracol dtamor, fuor di natura

'Ch'un ghiaccio ait;i arda, ed evii al foco indura'62

=

’ 3

(How can you ‘kindle me so, if yourself are all ice? And
how is it  that you, who are ice, do not melt in the fire
~“that you give me? "But on the . contrary.-- alas! -~ in
its flames you turn to hard stone. -Oh miracle of love
outside all nature, that ice kindles another, and in
the fire herdens itself')

-

Spenser 5 renderinw‘

Ed

T My loue is lyke to yse and I to fyre- .
"~ how comes it then that this her cold so great
is not, disselu'd through my so hot desyre
but harder grows the more her intreat?
_Or how comes it that my exceeding heat
A 1s DQt delayed by her hart frosen cold:
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Beall |
""direct imitation on bpenser*srpartrwwithsiittlesmerem£ree— -

but that I burne mucn more in DOyilng‘SWGEt
‘and feel my flames augmented manifold?
What more  miraculous tning may be told ' ‘
that fire which all things melt€, should harden yse‘
and yse which is congealed with Sencelesse cold

should kyndle fyre by wonderfull .
Such is the powere of loue in gentle S e
that it can alter all the course of k d, (Amoretti 30)

KN
says ‘that a comparison of - these two poems shows a

.68

dom than was required to expand eight lines into a sonnet. | »i;“

3 The closing couplet of Sperser 8 poem however expresses a

S S,

sentiment not found in the original i e. the suggestion r
that it is 1n 'gentle' mind that love ‘has the given power.‘ )

Lever says of Amoretti in general that they "celebrate...a‘

- courtship in which Spiritual aSpiration and natural desire

were happily reconciled through a willed disciplineof the

B psycne "69 It is something of’tne sort, " i e. ‘the internaliz~'3

| "ation and idealization of»experience which distinguishes

Spenser's sonnet, from Tasso's madrigal that seems to
characterize the detail from the’ imagery -of the Bower of

Bliss considered above.

R

‘But the suggestion,. i e. that the . stanza referred

to"T'The ioyous birdes) etc.-depicts something positive

rather than diqpels difficulties. There can be no doubt

that the sexuality that attracts Guyon to,the Bower is a_ ',fbm;
.meant %%Lproduce in us a negatiye rESponsee/ naturq.?ere is
n

~

'wanto 'y the damzelles are 'lewd', and, after all Guyon

T T ISV IO T Y
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, Tnere seems tnen to bn a contradiction not easily resolvable
for if the whole is bad ‘the part being reflective of the
\hole should also be bad. But it 1s not._ "

A o A way out of this impasse may be found by returning

&

once again to the reletionship existing between a motif and

f~e%*~m~*1te“function“*HThatkis**in*the*stanzarunder”consideration ~="

' penser's imagination drawn by the power of the motif

‘no, matter what happens at the end ofgthe canto ~- we see “ .

t"elr Ne have- here an indication that. his imagination‘f
8 not repelled by, but on’the contrary attracted to,-
////ée;uality, but. a»sexuality that is not forgetful of the
'-demands of the Spirit -- idealized sexuality, if we will.
The psychological,structure of Book II which after all is
: ;;r.Kngeant to sugvest those aspectS-of concupiscence which are ”

‘inimical’to the temperate state demands that at this cul—

'fminating point of Guyon 8- struggle he should meet with those B

®

'aspects of sexuality characterized by excéss and unnaturel-
'ness. ‘The sexuality of the Bower is therefore meant to be

seen as such1 ,This is why, for examp Spenser omits the

'mafden's speech ('Oh fortunati peregrini....) This is*why,i

. alsow ‘he omits a number of hibhly signlfiCant lines uhich

3
-

"?follow the"song of the ‘rose ! in Tacso, though he borrows

7verbat1m:the lines which-immediately)precede them and

z"follow tnem. xhe omitted lines are underlined:
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Tacque e concorde degll augelli il coro
guasi aporoxlrandoi i% cingo ingi ripiglia.
addoppisan le colombe ac oro; -

Ogni animal d'amar si riconsiglia: N~
Far che Ia dura quercia-efl ‘casto alloro,

& tutta -la frondosa ampia famlglia -

- Far che la tzrra e l'acqua e formi e. Spiri
D0101§!{mi d'amor sensi e sospiri,

“Fra melodia si tenera, fra tante h -
, Vaghezze allettatrici e lusinghiere, . A
1/ - Va quella coppla; e rigidd e costante ; : S

T Seé stéssa indura a 1 vezzi del piacere.

Ecco tra fronde e fronde il guardo inante

Penetra, e vede, o pargli di vedere; -

Vede. pur certo 11 vago. e la diletta, . ;

Ch'egli e’ in grembo a la donna, essa*ﬁ l'erbetta, '
i — *(*GL’”XV’I ;’1’7*)*5*’# R

( He ceased and in harmony with it the chorus of birds
as if approving the  song then began anew, : The doves
- redouble their kisqes every animal is reassure&;into
~loving, - lt seems as iT the hard oak and the chaste
Taurel, and all the copious lealy lamily. it seems &8
1T the sartn and tne waters .form ang br»athe,&enses
and sighs of love most- sweet, , e
In melody SO Solt. among So many allur1n Vand
“charms, that pair goes, and, rigid and c an
{tseil against the attractions of pleasyfe. There’
through leafy branches the glance in front- penetrates,
and sees, or thinks it sees -- it sees' for sure the
confused one and his . beloved where he lies on the {
1ady s lap, ‘she on that of the soft grass.) 3

,.v

In Spenser-we'simply have:‘,‘

He ceast, and then gan all the - quire of birdes

« Their diuerse notes t'attune vnto his lay,
As in approuance of his pleasing words., . R
"The constant paire heard all, that he did say,

- Yet swarued not, but kept their forward way,
. Throughmany couert groues, and thickets close,

-In which they creeping did at last display .
‘'That wanton Ladie, with her louer lose,
~ Whose eleepie head she in her lap did soft dispose.
| e (FQ II.xii 76)
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/a°jHad Spenser included these lines, he would have excluded --

as part of. all conﬂuming sexuality -- a sensuality which all
of nature is partaker of and through which it is made
'vibrant.7ov Spenser had no such intention precisely because

this kind of sexuality is not incompatible with his im- |
' aginative conception of 1it. Instead he makes it clear thatr

the sexuality embodied in the Bower is undesirable becausef
it is conscience-dissolving, because it 'is not married to

—epirit:rmitfproduces sleep,l reflection,ofodeath,itself.‘

‘ Spenser's imagination is tinged very much with eroticism, -
but it rejects the sexuality implicit in the following
lines. . and the Circean figure which is its embodiment.

And all that while, right ouer him she hong,
With her false eyes fast fixed in his sight
~As seeking medicine, whence. she,was,stong,imm,,,
Or greedily depasturidg delight: . :
And oft inclining downe with kisses light,
For feare of waking him, his lips bedewd,
~ - And through his humid eyes did sucke his Spright
Quite molten into lust and pledsure lewd;
Wherewith she sighed soft as if his casge ’she rewd,
(II.xii 73)

M : . B . .
e ) . . . e

““It 1is possible that no matcer how we 'im-;erpl"e‘?“"3 events

of the last canto of Book 11, the Palmer 8 and Guyon's de- |

'liberate act of effacement - 'of the fairest late now made

the foulest plage’--- is bound to remain somewhat unsatis-

. factory. I would recall my remarks above ihrconnection\withi

the narrator's spell-breaking intrusion on the occasion of

‘Carlo's and-Ubaldo's entrance into Armida's.garden (page: 83)

\ .



“*“**‘4**Sometningee£\the—sertgg.iaihruc awakenin from a p-easant

reverie -- seems to characterize the ending f Spenser’s

Book II% Nevertheless, the throwing of the 'subtile net'
‘remains enigmatic enough to;warrant a'close‘look at tt. |
Before I turn to this however “let me conclude my remerxs

--.-—»

on the Circean qualities of the ladies of the Bowers.\v

*44\ffffseewfefeééemeeiheeC£rceimythiisiantitheticalAto the Neoplatonic

belief in man's self-transformingfpowerS" that is, it runs
counter to the idea that man is master of his own being. ;

And indeed if Circean powers “can be exercised upon- “him, then—
| the whole Piconian principle that he can himself asoerd or
climb down the scale’ of being totters or falls. Spenser ]f\?
and Tasso make a consoious attémpt to resist Circe (ﬂo ch

~we have learned to see as the embodiment of what is most
voluptuous in nature),fyet they,are powerfully drawn to her,»y°5
In the case of Tasso the resulting tension ie painful in- |
deed In the case of Spenser it does not, appear ‘to be s0 o
intense but it is nonetheless quite pronounced /as we have

seen in thoee passage° Just considered. ﬂriosto instead'

" owing at least in part to.the fact that he was writing be-fd

fore the onset of the Counter-Reformation and was able. to

*‘\ . .

-

- validity, even del irability, of addingﬂ?ﬁMT"*%’***f

- stock, accepts nore readily than the others the intrinsic o
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——yalueﬂe£—the/esetie~aspeet—ef~life--wand—is~thu31qutte—w1L- —
ling to go dlong with the Lady's Sport.. A 1ook at«the |
,'subtlle net' will strengthen tne views already manifest | B
d ‘above, at the same time: that it attempts to uncover its ’
funptlon,and signiflcance. | 5
-’-t" % :
S Ma al fin del Canto io mi trovo esser giunto; o ’
. . -8i'% ch'io faro', con vostra grazia punto..(br 24)
,'F} | L
’ - S X 1
~ " ' \ .
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In Pavan Mysteries in the Renaissance Edgar Wind

quotes a pessage from Ficino‘in which the latter puts forth

the concept of triplex vita a life with three aSpects.

"the centemplative the active, and the pieasurable o
(contemplativa, activa, ,-Yoluptugsa). And three roads .

~to felicity have been chosen by men: wisdom Yower
.- and pleasure (saoientia potentia, voluvptas)
g . . . - ' - -

A i \ _ , _

N _'.,a

according to Ficino, wrong, or even blasphemous. For a life -
to be happy it is necessary that the thﬁge ingredients wis-
dom ‘power, and’ pleasure be, somehow intermixed This is a

view shared by Pico who also States.f R

* . L A
\\

.. The. truefdefinitiog of Beauty‘.ris nething else than*
an amicable enmity and.a concordant discord...in the
~ constitution of created things it is necessary that '
. the union overcomes the strife.,..for this reason it
~ is said by the poets that Venus loves Mars, because
Beauty, which we ¢all Venus, cannot subsist without
contrariety...Venus was placed in the center of hea- .
ven next to Mars, Bacause she must tame his impulse
;,which is by nature destructive and corrupting...

o

In“generai» the principlé of 'cdncordentgdiscord"seems to

~have been deeply felt by poets ertists,‘and,phiiosOphersi

To’ pursue any,one of thém atmthe expenseeof thefothers e

,ii;ii;iiiifieheuee;g;BStticellils——Mars—end Venus”——for—exampie,fr
M ‘, Venus has tamed Mars to the point where ‘he is shown sleeping,

and satyrs ere shown playing with his armour (Platez )




In Cossa's fresco. Mars enchained-by Venns the idea of Mars! S

submission is even more powerfully repdered Mars. is'Pneela

ing before Venus and is chained to her ‘throne, (Plateh,f 74

‘Both these exdmples rénder the idea of a kind of harmony,

but clearly this sort of harmony is not the result of concor-

dant diecord Thefdiscord here hasrinveffect been done awayv o

ith hars has relinquished his defining characteristics. . C

Tne two paintings convey more prd/;rly the allegory of -

Amor vincit omnia than that of concordant discord

] instead gives the idee of COncordant discord more effective-

. _from which milk fiows reveals Cag®itd as transformed

ly. ‘Here Mars does kneel in submissive adoration before :

Venus as in Cossa 5 fresco but the gesture of the cupid

,waxound them suggests that Venus too, is restrained by

k%ars. S0 we hevenrestraint on both sides.- Each side makes

'\

rconcessiops to themother but each retains its defining

characteristics.- Concordant discord effectively portrayed.

In Wind 's own words.
. B SN
: While'.ars bends down in adoration and submission‘J
his fortezza is characterized as a restraining virtd -
because it is he who holds up the garment of chastity
that covers Venus, while she, by touching her breast;

«  into caritd...The restraints of love imposed. by a-
noble fortezza are playfully imitated on the right

Véronese s painting;”'ﬁarS’and “Venus*' fPlateﬁ%}*smfw~m4€fw

.301nipg the legs of both Mars an&’Venus by tying a ribbon o : %i

by a cupid using the sword of ¥ars to restra%g the,
horse which 1s already bound by its bridle. : -




77. Francesco Cossa: Mars enchained by Venus (detail).
Palazzo Schif_anoia, Ferrar{lf '
% S :

! . PLATE 4




?7i\uf If we recall FTEIH6*E‘W6T6s‘quUtedgabove\—we—wiil—ne%e—thateggeee\\egf

botn Botticelli and Cossa repreéent a Mars who pursues one

of the three aspects of life, the. Vlt& veluptuosa, to the

ezflusion of the contemplativa or activa.‘ The pursuit is

-

therefore wrong. In Veronese instead, sapientla potentia,

< ‘and voluptas are rendered concordant. R s
%;15%*‘A“*“”A‘T“*ing o apenser*—ite&sunewepeph&psupossihleAho S

understand better the events at ,the. close of Book II by

‘.

con31der1ng them in the llght of the allegories just studied.»

. S S e T
Let us note closehi“ﬁ%” Acrasia and Verdant appear to Guyon

i and hls gulde. o - o - . N
. ] . ~ 3 - . . .
There whence that Musick seemed heard to- b
% Was the faire Witch her selfe now solacin
With a new Louer whom through sorceree
~ .. And witchcraft, ghe from farre did thither bring.

- There sie had him now layd a slombering, R
" In. sscret shade, after.long wantoezﬂoyes.; o

" Whilst round about them pleasauntly .did sing
, Many faire Ladies,’and lagciuious boyes, :
‘That euer miyt their song th light llcentious toyes.

(XII 72) |
B
.As'fof‘Acrasi& herself: | o . - o o ;;». )
{ ~Vpon a: bed of Roses she was layd, - - R L
. . As faint through heat, or dight to pleasant 31n,
- - . And was arayd, or rather disarayd, ,
S All in a vele'of silke.and siluer thin,
,ﬂewf,e "'~ Tnat hid no whit her alsblaster skin, - .
oo ‘But rather shewd more white, ifﬁﬁere\mﬁghtgb ’,.;¥¥I}£Fz¥fw~m—

e —j-}er—snowy‘bfeat—w&& baPHO lleadiLS 0¥li S B

» Of hungry eies, which n'ote, therewith be'flld ' ,
And yet through languogr of her late sweet toyle : -
_Few dr0ps ‘more cle then Nectar, forth distilé :
That like pure Origfit perles adowne it trild

> . And her faire eyef sweet smyling “in delight
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»0

Moystened their fierie beames, with which she thrild

: " Fraile .harts, yet quenched not like starry light

B Which Sparcklin? on the silent waues does seeme more
. | | bright. (a11.78)

There are many elements in this description that remind usr'
of the painYinv of Botticelli: the reclining posture of f.i
Acrasia the 'diserayd vele', the playful boys -- in short

the whole atmosphere of voluptuousness. -Fupther'. details

- reinforce the thematic and imaginative aSSOCiation between Ce
'4these descriptive passages ofwthe ‘Bower -and- the—quattro- I
cento painting. Compare, moreover the figure of the sleepin5
. Mers with,the‘cupids toying with his ermour in the painting
with the fellowing descripticn of  the ceptive;narrier'in

the Bower:

The young man sleeping by her seemd Lo beE e e
Some goodly swayne of honorable place, . o e
" .That certes it great pittie was to see
Him his nobilitie so foule deface; SN
- A sweet regard, and amiable grace, - ’ A
Mixed with manly sternnesse did appeare
Yet sleeping,. in his well proportioned face,
And on his tender lips the downy heare.
Did now but freshly Spring, and silken bloeso?§§1bea§e.
: 79

His warlike armes the idle instruments
Of sleeping. praise Awere hong vpon a tree,
And his_braue shield, full of old moniments,
- Was fowly ra'st, that none the signes might sea, h
- . Ne for them, ne. for honour cared hee, T
B - Ne ought, that did to his aduauncement tend,

But in lewa"leues**end‘wastfuli*luxure'***u—vff¥¥”*f¥>\w+f—¥———wf
- His dayes, his goods his bodie he did s end:. o
0 horrible enchantment that him so did blend. (XII.80)' '

~

The association,’it eeems,iis complete.'_In\theséraeecrip-
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tions as much as in the painting itself the allegory re—”"

presents a perverS1on of the Ficinian ~=. Or, which is ‘much

the same Cusanian o principle of concordant discord. Both

*  represent the complete triumph of Venus. It Spenser s. Bower

'represents a 'diseased' kind of sexualitv (asilewis suggests)

‘actualizing their full potentidlities. that is Acrasia

dutiful endeavours ete. ‘Gonsciously, Spenser,rebels

.o.._._._...._.__..w‘u__*u_.._._._._.__,_.wl._..____._l.;_‘

keeps her victims from engaging in contemplative activities

- against this 'sort of total submission suggested by these,

representationa.76 ‘Unlike Botticelli's painting, in which
the suggestion that the allegory represents perversion is, .

if at all implied by such details as the generaljposture

i‘of the lovers in Spenser this is explicitly indicated.

 Here we. find the intrusion of words like pleasant sin', -

pejorative suggestions a8 in the reiteration 'arayd or rather‘

disarayd', or reminders that the youth defaces his nobility, -

etc, -- details all designed to suggest the negative

qualities of the Venus-figure in the Bower. The negative i
quality of the figure is emphasized moreover by thne use. o

of Spenser'v qualifier ‘yet quenched not' in 77 8 In our

Spenser most likely used as a model for these stanzas the R

' suggestion of the unsatisfactoriness of thisvsort of love
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is quite'fitting, There ve fird in fact that even at the'

moment of his—greatest self abandon, Rinaldo s yearnings

for satlsfaction are. left sonewhat short of total fulfill-

, fment as is very clearly suggested in this stanza:

i
rd

N Ei fameliC1 sguardi avidamente
. : In lei pascendo, si consuma e strugge. .
**r*rrr***rnnrr@**S*inchixﬁr*ﬂe*i*do&cifinneirella“1myvente
Liba or da gli occhi, e da le labbra or sugg-,~
"Ed in quel punto ei sospirar si sente ,
Frofondo si', ch@ pensi: Or 1‘'alma fugge
E'n lei trapassa peregrina.... (GL XVI 19)
s (And with the hungry looks greedily feeding themselves
: -~ on her, he ruins apd consumes himself. She bends over
S ‘ him, and sweet kisses. often she offers to his eyes, and

draws them from his lips; at that moment he is heard

to sigh 80 deeply, that one thinks. Now the soul . flees~

and in her wanaere....

- But in Spenser there is no- indication that Verdant is not

'vfully satisfied. Acra51a has worked on him and 1laft nim -

to all. appesrances. --V'quenched' ﬁo it is from a dif—~

: ferent level of experience that the significance of the '

that what is meant here is that the satisfaction lacks

that which would turn in to tatal -- or ideal - fulfillment

the spiritual element,

qualifier 'yet quenched not' has to be grasped. I suggest B

S In any- case, the mostrvioiemrrejectivmf mrf <

stanzas of this cento in the Palmer’s act of throwing his

'subtile net' over the dallying couple
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...suddein forth they on them rusht, and threw

A subtile net, which onely for the same

The skilfull Palmer formally did frame. e
So held them vnder fast, the whiles the rest -~ H

o Fled all away for feare "of fowler shame. (II XI1I. 81) ”

This s gesture Wthh together with the destruction of the

- Bower; has exposed ‘Spenser to a great deal of harsh critl- ;‘?

4~WWfﬂrsw?McismefrommhiS+eommentatchA21“~This*gesture-fnrthé“game

way as the phrase I have just discussed, does indeed appear

to be unwarranted and can only be understood symbolically o

asran attempt to convert the perversion -of the Bower into
flsometning more closely akin to the principle of concordant

discord! Jhat happens Ain fact -is that all thosep‘arti-.

~ fices! employed by Acrasia to seduce her victims are 1n-.};wf;

deed destroyed but Acrasia herself is not - she is merelj

restrained by the'net.' This restraining enablﬁs Guyon ard

the Palmer not only to release the captive warrior who
duly receives ’counsell sage' from the Palmer (82 9)
‘but also to free all those countlcss victlms of Acrasia

| and to restore them to their proper functions. Spenser S
sympathies are clearly o;ﬁthe side of Veronese in the re-
cognition that a subdued Venus will be: more fruitful than

. one whose power exercises unlinited control. 7¢ ‘Herein -

lies the full sivnricance of the net. It becomes SymbOIICal

in a very broad sense of Spenser's deeply felt inclinatior ‘

toward the principle of coincldentia opp051torum.3‘

Having said tdis I find 1t necessary to observe
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‘:1 that in Spenser as much as in. Veroneee it is. poSSible'to h.
argue thut the allegor1znng of‘the principle of concordant .
discord is in the main an 1nte11eqtua1 game. It is quite
poss1ble to argue that there is more intellectual ingenuity
involved here than artistic 1mag1netion. Con51der as

another example naphael's 'The Three Graces' (Plate 5) 79

To suggest the moral 'Beauty inclines Chastity towards

Love! Raphael adds, in Hind's words, the‘follow1ng details:
R %" .

Althougn the group retains its classical symmetry,
~ _.the emphasis is decidedly on the right, Two applés
' ‘are -here offered, as against one; and the two little
~chains also add their weight, Only one foot of the
left figure is clearly visible, so that® her counter- °
movement has little support. ’ And the landscape in
.- the background sustains the asymmetrical action, the
- expanse of water flowing freely towards the right 80
: while it stOps short behind the fivure of Chastity. o

T " Thus. the allegory works but it works through intellectual
impact, Where does the imaginative experience enter here°
Are the two, imagination and intellect inseparable” If. we .
look at this painting again we will not fail to notice (in-
deed, it may be the first thing we' notice) the feminine
'f;charm of the fignres,;of Chastity as much as oflPleasure.

the soft, round enrves‘fetc.; which imbuelthe'fignres with

eﬂ,;iwwm,afxoluptuousnessrthat/doeS*more to suggegt'the artist s T

+

example exposing one of Pleasure s breasts while keeping .

Chastity's concealed 81 (The reprodgction» of,this painting

imaginati&e,experieneeAthan~the Wit‘diSpIEYQd'in Cfor PR



W

oli (1966).

VZzZ

Lecaldano ed., R

.' P‘

Reproduced from The Complete Paintings of Raph,




B O e e s eresmrt
{EA PRl L

is

'inﬁElack'and white? the dolours in the original do,even

more to‘ftrengthen this suggestipn.) If it. ie”these'leas ;j

*tangible aSchtS of the work Whlch reveal the nature of - the

‘,imaglnative experienca tnen we find that at least in the

"',case of Raphael intellect and imagination come to each

other's aii; in other words the motif and its function

,reinforce each other. .

**"ﬁJ ¥, Saunders, who has- takenfup ‘the problem*ofmﬂW"*mm

Spenser's dualism offers an interesting solution.az He_

finds that Spenser as well as numerous other professional

3

poets in Elizabetnan times was of two minds doubtful

whether to please in his writing the td%tes bf the Courtier

)who

as. oaundera supposes appreciated an open approach to

eXperience or to.rlease tne tastes of his more numerous.

middle claes readers, who eXpected a didactic treatment of -

his

material. He concludes that the result was a. "dualistic

attitude, a dichotomous form of ooetry, and ethical ambiv-

o alence... Spenser's ‘career was shaped by his determination

to please both audiences.s? Further on he adds-'

Lo

[Snenaer é) virtues and vices always parade in masques

Can the same thing be Said of Spenser7

~of conflicting colours, dazzling whites and guilty -

blacks, fertile golds ana costly scarlets, and the

moral and symbolical values attached to them tend to

.'disappear ‘beneath the transforming power of his

imagination until-only the sensuous brilliance re-
mains vital and vivid and semantic in a context of .

fantasy far removed from moral truth 8l A

‘Saunders supports.bis case by giving'afpowerfulnanalySis of
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dthe colour imagery in Spenser. ﬁut if he 1is correct“ytnen'<_
the allegory we diecussed above is tagsed on merely for the

- benefit of Spenser s middle- class readers. As sufh it 1is
nog an expre551on of genuinely felt exrerience. 'Thisvisv

very much what Saunders seems to be se”ing.

The unique wonders of .the imagire ive experience
(and these represented Spenser's chief claim to
genius and poetic fame) and, the didactic trutgs
of the moral allegory are like oil and water.,

Saunders' argument is admittedly very strong, but it does
not fully persuade. .The allegorical streak in Spenser is fi
ubiquitous and too overwhelming to be. urushed aside as ‘no
-more than a pretty tag to catch tne "sober but unimaginative:

N El
. citizen" 86" R

Recall the Medieval miniaturs and Durer's draw-
ing,'as discussed above.l in Durer's work the intellectual
. element, i.e. “the myth as understood in Medieval times is
subordinated to the totality of the o*her elements (a land- ff
scape teeming with animated creatures) which suggests ‘the
stirring of the life force. Somethinz nretty much the }'<f o
'same can be said to be happening in o:enser. In- him the -

,Qii,im,uwmicounterpart ofitheiRapeiofiEuropaiasisirtedihyitheidedielalii_iiii

imagination (see nage 21):1is the allez ory of ’temperance'

&

i e the subduing of Acrasia.n Intellectually there is a
revolt against her captivating charms.' It_is,a revolt not

altogether unlike that of the Italian critics faced with

R NG



the sensual appeal of Arlosto's work as discussed in the SR
first _chapter of this paper. But the 1maginative form in
which the Bower is conceived (the - sensuous deecriptions of
o the natural setting, of the. maidenS' and of Acrasia herself)
| gives a significance to she,work which adds to -- indeed '

shapes the allegory itself The two tendencies are not

' ,1 mutually exclusive they coex1st in a manner- which’ will
become clear below. ' L . , |
lwlllllll_l, E Cassiner tells usmthab in the,middle ang the,ml;;i
7 influence of antiquity was an influence of content.87 In the:“
Renaissance this .changed. Content exercised its 1nfluence
~of course, but "the new form into which this tradﬂﬁonal con-
tent was poured was destined gradually to change the con-' |

tent."88 This is preci ly what Panofsky observed as happen-ﬁf

ing in the case of Duerer ‘whose painting gives new formimb R
to an old content and decidedly alters it. The foregoing |
gives us a new . insight 1nto ‘the nature of the imagination
of Spenser and the other artists we have been studying.
The . allegorical temper is- retained but the. imagination | §
which givas it form has undergone-remarkable changes. 1hel/
| miniaturist's imaginat*on was fired simply by. abstract a' '
‘priorieonsideratiensasetesthenaburesaﬂdfunetionei“;"-
;~Qf——_m—hhumansbeingssandgofsthe_sorldfllnuenenlﬁmimagination,_aslvlleill_l;
| that of Spenser Ariesto and Tasso .was Ied and shaped by o

both these consideratiors and an accurate . or at least
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,genuine - observation of nature, which revealéﬁ' in the - i ;

depth of the influence exerc1sed upon the imaginations of 7:

| these Renaissance iigures by these Opposed elements varindf

‘ fully by all of them.

very act of observation 1ts fascination to ‘them, The;

from case to case hut its impact was felt quite power-

lie Spenser s conscious objectlons td his material or
"motlrs' " The Cusanian principle of the ’coincidence,of L

“OpDOGites' 1ies at the very . heart of this theory. The - :} ; o

In the Renaissance theory of*k*owieig6“we“- ”t“b'. B

find other clues as to the attraction that seems to under-

theory tells us that o : R ‘

" the act of knowledge and the act of love have one - R
-and the same goal, for both strive to overcome the - C
__separation in the elemente of being, and return to SRR |

‘the point of their original unity, : s R

. 'nothing but a specific stage in this road? Poe ‘ '
* . The highest intellect became a thinking ¢onscious-
- 'ness only when it was moved by love to divide.it-
gelf in two, and to confront itself with the world:
Bf ob jects of knowledge or objects of contemplation. :
. Put the act of knowledge that initiates the division...
. ~is.also capable of overcoming it. For to Znow an
. object means to negate t e istamce between it and
' consciousness; it means certain sense to be-
- come one W1th the object.... 9

In terms of this epistemological position Spenserﬁloves'

7 his Acrasia erd the Bower in Whlch she dwells.‘ We need

H
“not deny that ‘he hoﬁs ucrasia andw charms W atrsolw?,f 7 ﬁi

 we muqt allow that he has. obtsined a full 'contemplative

sinful—-- or evil., But once we have made this obeervation
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knowledge that causes him to shrin

“the origins of the "net" image and at*Speneeris iméginativev?V
| recreat1on of it w111 explaip/this. ' ;1:_: - ’ ',“
'?§f< N ks we have seeﬁ\ﬁez: the end of the last canto of

Book IT Guyon and the Falmer draw near the sleeping Vercant

and his seductress, and -~ S o

Suddelne forth on they rusht, and 'hrew‘,,
A subtile net, which only- for the same o
The skilfull #almer formally did frame. (Ix.xxx.ei)

— ey e e e

In a,gloss to thisstanza J Upton90 notes. that a p055151e -
source for Spenser was OF-XV 56 in which Astolfo uses 3
similar net to entrap the glant Caligorant who, in turn,

'Ahe net

,used it,to,entrap Mtrangers. In Ariost

Y 3 - quella che gia' piedi e’ mano

Avea legate a Veners et a Marte,
T - 'La fe il geloso, e non ad altro effetto, A
| Che per pigliarii insieme ambi nel lettd, -

.w.w&§ ‘that which had formerly bound the ha ds and gget
‘of Venus and Mars,.- The Jealous one made it “gnd for no
other purpose than to catcn them both togethe in bed.)

~

Ultinﬂte Y, the image of the net is derived from Ovid s
Metamor S . o ; : /

me~=fﬂ~“~\wx—meﬁ.fqulcaniaAmind ‘went dggglﬁhe dropped his work , .
— And turnsd-at once to subtle‘EFEIEEﬁEﬁ‘ﬁip, R
.~ To make a net so light, so delicate, . B R
o ‘ - So. thinly woéEﬁ‘GTﬁfiﬁé-,emﬁered‘bronze R
" The casual, glancing eye would never see it - LT
Less visibie than sleekest threads of wool
Or nets that spiders hang from the tallest beans.
He made it 80 it yielded at each touch : '
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“Each trembling gesture or tne‘allghtEHt‘moVEment, e
Then draped it as a sheet on his wife's bed." : S
So shrewdly was it made that when the goddess

. Took to her bed within her lover's arms, 1
. Both were caught up and. held within the,nft.%

Both Ariosto and Spenser vightly tell us that the net was '
originally made for the SpelelC purpose of entrapping un-

lawful lovers, But even grantiny that)there is a simi-

larity between the use to uhich the net was originally put

- and. the use the Palmer makes of it, “the otivations for ,
~ employing it are*ostensrbly quite different.;“vThe function S

~ of the net 1n Ariosto is not at all that of entrapping

lovers but that of catching wayfarers to be devoured by

‘the giart.\ Since the motivation for making the net to T //"

E begin*with was Jealousy, it .is inoeed hard to ‘see Ariosto's |

own intention for bringing in a myth which seems s0 far re-'

moved from the present purpose.l Noreover) the Palmer's

motivation for weaving and using the net “has nothing to do

with jealousy, nor with waylaying strargers for the same
'reasons that Caligorant does. So where lies the cpnhec-=‘€;vd
‘tion? -We need to look at Ariosto and Snenser more closely; ;

In the original myth‘the net is used, as I,have > ',‘

, already supgested to ensnare those wnose inclination is

. towards. unﬁridled senqual love. bver/one feels tne at—

' traction of tne sensual' but not EVEPYUUE*iS‘EQUiPPEG‘Witu !

the knowledce necessary te Oppose ithxxtack of this know-,

»

1edge eXposes many to the danger of self-destruction. Ihus'




Caligorant so sets the net

-an
)y ©

...neLla trnta polve in modo appiatta
Che chi prima nol sa, ron la comprende X I
‘Tanto e' sottil, o | (OF ’J.Lu)-

!,
*

{...in the fine dust hides so,’ that he who knows not
of it beforehand does not perceive it, so. 'suotlle' N 4
it is.) . , : o R

But’ nstolfo, tbanks to the ﬂermit's warning (stanza L2)
| and to. the infusion of the Lovistilla element in him, is
Wf”*rfrwell prepared and hasunothing to- fear.fﬁanW1ng aaoutﬁ;s”;ﬁWwﬁ;,;;;;
B it beforehand ‘enables hlm to use it avainst the one who
.vnould entrap him with\it. One_hates to squeeze a}legory N
out of»Ariosto' but 'givenAthe‘ailegorieei?temper of the"'

' ag Spenser (aided by the late cinquecento commentators

of the Furioso) is very likely to have seen the ircidentx~ T
7iias belng saturatpd W1th allegorical potentlalities., In -
any case .what the incident may signify is that knowledge

of a danger can effectually overcome the danger itself

Those who fall victim to’ Acrasia have to be understood

- as being unaware of the danger to taeir naturns ﬂqlch

yielding to her implies:’ loss of virtue, r;%er51on to

‘a non-ratioral state (as we have,seen,in\cennectlonjyitﬁ -
'%-“ﬁhedtscuSsibno’theﬁirce;nnﬁﬁr}v‘Hénce;1ﬂurs§b&epin§’Verw!'rf‘,‘
”"’f*f*ﬂﬂﬁﬂ&%ﬁ&%ﬁﬁ%ﬁﬂiﬁh&&%ﬂﬁed—rﬂtoﬂﬂaﬂt seeeﬂamma;eb%wﬂ%;
the sorcere=s. Guyon looks upon the unconscious xnirht and -

- sees-in him-{as we do) an image of what he nimself might beurm



7except for tha Fuidance of the Palmer."The knowledge'thuS"'
obtained éand we remember that the road that enabled him to -
‘attain to this knowledg° has mot been an easy one) of the
danger to their natures 1nhering in the Bower enables uyon

| and the Palmer to overcome,. or control the enchantress.

‘the traditional 1mage of the net into one which reflects-
the henaissance theory of knowledge 88 discussed above.

ity of the form musb begin and through whlch the form

*

(i. e. the Idea) must realize itself n92  Hence a contemolation

of the object in 1tse1f (Verdant’s total yielding to the vol- -

e ————————"

uptuous charms of Acrasia) and- not for its p0351bilities of

ecomlng (i e. neglect of Acrasia s fruitful potentialities)

is undesirable the sleeping Verdant is an imaginative
rendering of the concept of the cessation of becoming. Benca
the net-throwing becomes a necessary action to 1iberate :W;,
' tnose who, like Verdant, saye relinquished in large part,
their function as human beingsl-— wh1ch is more than s
simple. dissolutionvin the object. _ |

I have suggested that the throwing of the net has

%o be understood as asea Testraining gestf‘@“rathersthansa— 4\—{{ee;f

gesture symbollzi‘*‘EHE‘annih*lation*of‘everything—that—ﬁffeelifii;;;
the Bower of Bliss stands.for. It is true that in a 1itera-

sense the Bower is uttérly destroyed. This fact is not .
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' easily reconc1lable w1 my Sug

~all lead to the cessation of'becoming pans tofthe—anesthetiznef S

—

'imagination is not averse to retaining that which is most -

pleasulable*yﬁjthe Bouer without at the same: time letting

it beceme soul destroying. This interpretation is in fact -

. not tenable if we confine our observations to the events

of Book 11, where in the‘Bower episode what, happens is

literaIly destruction nOt search*foria‘ha
of opposites. And. it is perhaps ultimately,_not tenable -

1 all. However, if we look at these events from the

' perspective of later books of The Faerie Queene then per-;'

haps, Guyon's and the Paimer s wilful act of destruction
acquires a meaning unseeh before.» I have suggested that’
in terms of Renaissance thought the -allurements’ of the' LI

Bower and of Acr351a if allowed to run their full course

ing of -the productive powers of man as witnessed by the un-
conscious Verdant and the other victims of Acrasia turned
o

into animals or plants. Yere we to juxtapose the Bower to '

\

its recreation in the Garden of ndonis 1n Book I1I, we
| ,

_might see that the diSparateielements of the oower -~ vol— |

uptuousness and sterility -~ have underbone,a permutation '

which 1s more productiveland which accords'well_with-the

ineidencesusmumin;;;u

ﬁg;principle of the c0in01dence'of'opposites. 1wedaéd’1ove;‘

moreover, which is the qqest -- a strict alliance between

Spirit and matter - of the heroine of Book III is a mani-

festation.o£ that veryAprinC1p1e. Approached thus, the




events of tne Bower “the hnight‘s deeds of turning the fair-

est place into the foulest ' can be understood as attempts to
expose the essentlal sterillty of the uncontrolled gglugtas

' of the plaCP.‘

Ma mi par di vedﬂr ma. veggo certo, , ;
 veggo- la'terra e veggo il 1l¥to aperto...

(OF 46:1) ..~
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.~ .5, - Summary and ;

:,; study of‘Spenser'and‘his Italian'precursors in
tnls paper has been restrlcted to an episode which has

. para11e1= in each of their poems. My purpose in undertaklng
this study has not of course,  been .that oftshowingrthev

“tent*oerpeneerieseseeeﬁethesSouLhennnpoets. 1 have

assumcd this to - be a fact known well. enough already. My

__purpose has been rather to try to discover the urge

. that underlay Spenser 8 borroW1n¢s, feeling that certain ~<f<%?¥!4%;74
aspects of Spenser's work would as a result be ‘made’ more R >,
’ readily comprehensible. Nhat we have discovered ‘from the (

foregoing analy51s of the pleasure gardens of the Orlando

Furioso;-the‘Gerusalemmp Liberata, and The Faerie Queene can

: be Summgrized gs fOllOW&o S h* ‘*

We haVe,d{fcovered first of all tbat the motif
: of.the 'bower', its structure and function, is strikingly ‘
’ similar in each of the three poems. Tbe‘employment of al-.
= ' most identical motifs by them hes suggested the possibillty -
that, in spite of the potable differences that exist between
'ethem, the psyches of these poets overlep in at least one

7important reSpect- acb is drawn to the erotic in nature,

’\\,\

for the fmaglnative rendering of - the motifs. ~_An analys{“* I

of .the works of several painters -and sculptors and of
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,other'artiSts 'has supported-to a considerable extent the

' hypothesis that no matter the use to which the motifs are

'put the use of like motlfs implies a certain degree of

-psycnical affinlty among those who. employ them. The degree
of affinlty, however will be more or less depending on

how cloce or how Par apart are the 1ndividual interpretations

of the motifs. A comparison of Alcina erida “a d Acrasia

‘has enabled us to see how openser dlffers from Ariosto and

lﬂTasso.e,Wemhaye seen how each of these figures mesmerizes the

central hero into a state of more or less temporary in-*i,"

activity, and keeps him from either the»performance of his -

"'higher' duties (as in tae case of Ruggero or Rinaldo) or -

from the attaznment of his '1deal' state as in the case of

Guyon, - In each of the poems thetkady~of the Bower representsrf‘v.

| fa type of experience which 1ies at opposite poIes from that

of the ideal which the heroes try to achiev RN

The Poetry Of the _;gggggg suggests that the sort RS

- of dissolution sougnt by Rinaldo in the arms of Armida is
» yearned for by the. poet himself. But the force of his 1ibido i
is not powerful enough to keep him at the same time from

de51r1ng the precise”opposite of thls what Rank ctlls the

‘”impuise—to~sel£-preser¥at4£wri&xmLtmmqﬂemﬁiabserp ion of :s'

44ehe—egoein—tne\collgcgigg ﬂ93 In Spite of Rinaldo REONNE S

solution of this conflict 1n favour of the ideal the tension

_ never seems to find releese in Tasso. In ariosto the case is
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'_different: the either/or situation of -asso hardly seems
to affect nim. The poetry of the Furio~ its episodic
structure the brusqueness of its transitions from the
suolime to the commonplace to the ridicu1ous.-- all these
2suaﬂest a mind not prone to the prescri tion of a’ fixed and

severe set of rules to be followed Mants essential f; ;;3,

humanity is not made less by CEMSE“imp“Esesrwhich“reius:

" to be repressed by ethical demands. Tne management of tne

'WWA1c1na/Ruggero episode makes clear ‘how iully Ariosto joys

in the vagaries of human ‘nature and in its: refusal to fiv
cin any glven mould. ‘ - —f'f - :,1f ﬁ%@

' Spenser 8 poetrykcombines elexents’ of both ‘the
-'Furioso and the Liberata, yet it differs from both. ‘Onei
could say, %th Graham dough 9L that Soenser is kin to ,”; ,A

'"Ariosto in his love of variety and to Tasso in his recog:ﬁ"*"

nition of an.absoiute idealvin'life.u _ at distinguishes .

'_ him fundamentally from‘both however is his effective

synthe81s of the dulce and tne utile.? For Tasso ‘there
‘seems to be no reconciliation between’ the'two; :For‘,,’ o
Ariosto ‘both have their pert to play in life and ach-is
left to play its separate part. It is only in the meg-f

'inative V1eion of Spenser that the two pffectively join

hands. Tne study of the Bower of Bliss has shown us that .

Spenser is not immune to feminine charzs and, in general

: tot;he erotic in nature We have seen it in fact to be

- one of tho formdtive influences of his imaginatipn. ,Unlike.-.

P .
T
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Tasso, however who torn by confiict ultimatelY'finds no

fulfillment either in one form of experlence or in the other “
'spenser happily resolves the conflict by envisaging a state,;
in which ethical demands and instinctual forces- meet._tThe—.
~resolution 1mp11cit 1n the subduing of Acrasia in the Bookv_

:-dn Temperance recelves strength 1n .the next book of The

N £

Faerie Queene. -

It is not the purpose of this paper to carry out .

—an extensive ana1y51s of Book III Another paper larger in

size than ‘the present one, would be needed to do it some
justice. A few observatlons however -are not out of place."c
The structure of the book, whlch emphasizes the acceptance of
lthe phyeical fully supnorts the views eXpressed above.‘

C.S5. Lewis notes.that the Garden of Adonisin Book III is

~‘the more healthy counterpart of the Bower of Bliss in the
" ;preceding book.9$ Though Lewis may not be altogether correct

~in his reading of these two pivotal cantos, one cannot fail ,.'S'

. to notice that although the Venus/Adonis embrace bears a

Vstrong resemblance to that of Acrasia—and Verdant in thef' .

- Bower, yet the former is distinguished from the latter by

its close and signlficant juxtaposition to a complex of

LerS 5 remarks ought not to pass unheeded Moreover tne o :]

Garden of Adonis is the place where,Amoret is raised and




trained - and we rgmember that ﬂmoret as much as, or more
thad Belphoebe can be regarded as the%projection of an im-?{
portant aqrect of Britomart's psyche. The sexuality of
the. Garden is something which has t? be accepted by, and
become pq/t of, the pereonality of Br1tomart. ‘This sex-

uality;however is distinguisnable from ‘that of the Bower

in that it 1s.not condu01ve to unproductive inactivity.f

The ideal to which Brltomart aSpires after all, is union -
l,,,,,,,l,,,uith,jrtegal1 and,marriage impliesua harmoniousfjoiningfto-AQ»W:WQ:
_ gether of two discordant elements" the spirltual and the |

physical. But the ideal will not be achieved unless Brito-

" mart is disposad to,accept the sexuality requisite'for such

'a union. Lo

Britomart's movement toward a gradual acceptance or

| sexualitf is '151£he*§£é§fbf"maurice Evans v,96 prec1sely

5~l‘ithe movement we observe in the structure of Book III '14,'
iwant to conclude tbls paper by lingering for a moment on
. the concludlng episodes of this book that is, on Brito- .
mart's ffé ing of Amoret from Busyrane s palace ‘which

GFe

&

~Evans, eeing in Amoret but an embodiment or an aSpect of
Britomart, interprets as Britomart's final release from an =

. frfﬂabsessive feerofﬂemaltqﬁ*kﬁritmmrﬁWWm ’;”;f

e -

;' S shegiegcenﬁronted—by—ebaeete;whieh—are~meantftofinspire*tnisfurr?;4*

sort of flear in the benolder.‘ What Britomart W1tnesse5»(and

O .




we do also) on the tapestrles on the walls of Busyrane s ,f
halls is in effect, an inver51on of the Circe-motif in

which we see the Gods tnem«elvns underF01ng a process of -
Veelf—transformation;iniorder‘to obtain'sexual gratifi-v *

- cation, Here we see Jove

...lnauing,neauens klanome. herendii roue .

In straunge disguize, to slake his. scalding smart,
Now like a Ram faire Helle to peruart -
Now like a Bull, Buropa to withdraw: (ﬁ‘e.III X1, 30)

‘Then we _see him becoming a "golden showre" to v1ew the
"faire Danae" (stanza 31) or turning into av"Snowy Swan/To ]
" win faire Leda" (stanza 32). We see also Neptune turningf"

. into a “Steare" end 'fed on foauer to beguile“ the sight

of Arne, Aeolus' daughter {stanza. We ‘see also other

'ewgods engaged in like GCLiVItleS,_lit lpreeentation,gr ehelllem;;m,il,
pomer of Cupid in these tapestries is ambiguous because in

aBusyrane's castle 1ts purpose is to show - to ﬂmoret and _
Britomart how debasing 1s the sexual urge, 1f it succeeds

even in corrupting the gods, But there is another wav to#,

interpret these drawinvs. the depicted metamorphoses canpj
suggest that even the. gods Cannot iind fulfillment unless-‘f

they»seek Lo go outside their own donain and mix with the |

human; and the: mixing here has to be understood as the union R

of the physical and’ Spirntual The gods can truly go up
and down the 'scale of being, but fulflllment is found only -

in encompassing the whole rarge of the scale -~ not in re-
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-

mainlng on one unchangnable spot’ assfdr‘example do the

,animals and the anpelq in Fico’s model both of which fall
far short of the 1deal. Thls is Spenser s v151on and"
'A'here]n is to be found tn@ p01nt of d1vergence ﬂ‘tween him

and’ the Italian poets.

" Par che. tutti s allegrino ch'io sia
Venuto a fin di cosi lunga via. (OF h6 1)

V4

W
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1. E.g., C. S Lewis The Allerory of Love, London (1950) (lﬂoual
~ A Preface to the Fairle Sueene, Norton New York (1963)

2. See Spenser's letter to Raleigh, which prefaced the .
- first edition of the F.Q. in which he openly acknow= - - -~
ledges his debt to the Italian poets.. ee also re- %
e ferences in the Variorum edition of the N S

3, fn G. Schadtel Chapter on Memory and Childhood Amnesfa™
w*w*eeeeeedlnehistetamoppaostTBasice ooksTlNéhLanke4l959lrllll L

3a, It is true that the moderns (Romantics, Junvians etc.)
' did not originate the idea of 'inSpiration' to account
= for the subconscious workings of poetry., Cf. for example o
Aﬁm;mewwuweweshakeSpearolsooomparison,of ‘the poet with the lover. and R
' ' the madman iy lMidsummer Night's ream; .

The lunatic ‘the lover and the poet
Are of imagination all compact. -
" One ‘sees more devils than vast Hell can hold
. That is the madman, The lover, all as frantic
" Sees Helen's beauty in a brow: of Egypt.
The poet's eye, in a fine frenzy rolling
o Doth glance from heaven to earth, from earth to heaven,
B -+ ' And as imagination bodies -forth - O S
S - The forms of things.unknown Lhe\poet's oen
o " Turns them to shapes, and glves to airy nothlng
A local habitation and a name,

— T

Cf. also the tpowder and jam' theory of- Tasso and Sidney
themselves (see text, page 11), in which the unconscious’
workings of poetry are expliciély referred to. The con-
cept seems indeed to have been a commonplace in bcth
‘Renaissance and Medieval times, Cf, E E Curtius, in
Eurogean Literature and the Latin. Middle Ages, Appendix N
The theory of, 'poetic madness' is based on tne .,

C profound idea of numinous inspiration -- a concept .which.
% reappedrs from time to time and is, as it were, aresoter-
-7 ic knowledge of the divine origin of poetry. [For example, ,
in the Florentine Platonism of the late Quattrocenuo...""" -
: : can-see -that

-  the theory of 'poetic madnBSS*'-- therﬁlatonic 1nterpret-f'~~'“**=
———ation of the doctrine ration and enthusias: '

' liwved on througn the entire millennium which exbenis from
the conquest of Rome b¥ the Goths to the conquest of
Consbantlnople by the urks...The Middle Ages toox this -
(Continued on Page .I..C\é) “
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{Continued from Page 125)
on from late liome, preserv

ed it, and,cbpied'it'to*the‘letJR~'

"ter, until the creative Eros of the Italian Renaissance

re%ﬁakened,the spirit in the letter." The difference.
Etween the modern and the earlier positions with res- -

.pect to the concept of divine frenzy (eroici furori)
has to be found, it seems to me, in the moderns' de-em-

- phasis on the "divine

" pature of the frenzy and their

acceptance of the frenzy simply as an authenticj ex-

pression of the individual's self.: Thus, though the

~ concept is shared by moderns and earlier poets alike,
_a reversal of values seems to take place.

6.
7.

4. ~Bernard Weinberg,
Italian Renaissance, lne.
Volume 11, 1961, pp. 954-1073. .

History of Literary Criticism in the

Sebastiano Minturno, Arte Poetica (1563),. Minturno's
rebuttal is a matter of prinéiple, "based on a con-
ception of poetic art which is opposed™ to that of

 poetry at all, Weinberg, p. 971.

Ibid.
. Giraldi Cinthnio's.
Ipid.

 Ibid., p. 972.

He c¢laims that a romanzo is no

10._Abid., p. 980. B .
 11. The work of this critic (Vat. Lat. 6578), is entitled
- Disceptatur cur Ariostus probetur omnibus gqui tamen
Aristoteliszpraeceptis non satistecit, 1his writer . -
attempts, in effect, to reconcile positions as un-
, like as thos®-of Minturmo and Giraldi: Weinberg
v @ '{%Eé 9785980) guesses the date of composition to be
12, Weinberg, p. 980. ’
13, Ibid,, p.1007. -
14, Ibid., p. 10210 | - |
- 15. Ibid. p. 712. 1It.is ihteresting thét Tééso, who is not
L to, yet holds a view of -

very

ta

wourable toward Arios

o (Continqed dn 'page 127) .
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. nature which ‘

4 . tive conception of it, Consider, for example, this pas-
‘ ' ? sage from the Discorsi, quoted in liough, pp. 56—57:' -

: e ~ "For myself I consider unity in the heroic’ poem both urn

£ necessary and possible to obtain, for, as in this wonier-

scattered over and diyided by so great a variety of

stars and, to descand then step by step the air and tke
sea appear full of birds amd fishes and the .earth BN
harbours so many beasts wild and tame, the earth where
~are found brooks and ‘springs.and lakes and meadows ani

ful masterpiece of G:; called the world the sky appears

1 '~ plains and woods and mountains, here fruits and flowers,
S —— thereuieeuand*snowg;herewdugllingﬁkﬁng tillage, thera I
A : NiorId s

wildernesses and terrors, yet for all this the
- one though folding into {ts bosom so many different
things, its form and essence are one and one the fash-
“ion in which its parts are joined an& knit together with
- —a-kind of discordant harmony; and though nothing is lack-
~ing to it, nojhing is there either superfluous or not -
NnecessarYaaces — : ‘ , ' e L . o

16. Weinberg,.p; 798.

17. "Tragedy, then, is an imitation. of an action that is
: - gerious, complete, and of a certain magnitude; in lan-
guage embellished with each kind of artistig ornamexnt,
the several kinds being found in separate parts of the
.~ -play; in the form of -action, not of narrative; tarough
7 -pity-and fear effecting the proper purgation of these
- emotions.," Aristotle's Poetics, edited by Francis
Fergusson, Hill and Wang, New lork, 1966 reprint (1lst
edition 1961), page 61. . | | BN

18. Weinberg, p. 799.

19.  John Harington,AOrlandd Furioso, in Engiish,HeroiCalUVersef "
(1591), Da capo Press, W.Y. (1970). SRR |

20. Ibid. | |
21, Sir Philip Sidney's Defense of Poesy, Regents Critics,

oens editor,
oould 777'\‘(1970')', pe 2he

uis. University of Nebraska Press,
Lincoln S :

&

| 22.‘EdmuﬁdSeenser'S'Paetrz,‘edigeEEy‘ﬁﬁgﬁ>Mc1é55:fxarﬁﬁﬁﬁi~f

i e : i v [} S '7 \ﬁ*\‘\ B N

e 23. Will Durant, The RenéissanCe,'Simonfénd;shgstef,,“éw
York (1953}, p. 690. - o —




>.i25.
26.

31.

33..
33a

21,

M;Unless otherﬂise,specitied aL}

- of those antique times...(F.Q.IIL. 13).

- Ariosto",

—Queene',

30.

32. .

A.G. chkens The Counter—Reformation, Harcourt Brace and
WOrld (19697, p. 184, B L e

Ibld., po 11.90 "i . :
Studies in Iconology,,Harper and Row New

E. Fanofsk
York (1962). ~See also his "hena i ssance and Renasc-‘

. ences™ (KR, Iv. 19hh ,PP+201-235) in which Panofsky com-
~ pares Poliziano's poem with a medieval one-and Ovid's
- . own to illustrate the same thesis. -~ o :

°7~M—LudovxeoAApiostoTAOmlandouEuniOSQ,Aaocuraudlwuietzgmeeﬁoooqowoo

Papini, nuova presentazione di Giovanni Rencioni, San-
soni, Florence (1970), All references in this pape"
are taken from this ealtion of the OF :

quotatlons from the FQ_grg
taken from Spenser, Poetical Works, edited by J.C. Smith
and E, de Selincourt, Oxford Press (1970). A to's

line is echoed in Spenser's more sober: "O go y;vsagé'v

For. an. exhaustive account of Spenser's borrowings from
Ariosto see R.E, Neil Dodge, "Spenser's Imitations from
PMLA (1897) Volume X I, pp. 151-204. For a
similar account of'openser 3 borrowings from Tasso see '
'Harold H, Blanchard, "Imitations from Tasso in The Faerie
Studies in Phllology,eXXII(lQZEJ

& pp‘

FQ II,ii, b, o - S
OF VIL.Gh. s

This-and all further translations of the GL and the OF are
my own attempts. Editions of the GL used are the one: :
edited by Guido Mazzoni, Firenze, Casa Editrice "hemi"

and the more recent one by ‘Lanfranco - Carettl, Einaudi
Editore, Torino (1971). :

As in (27) above.‘

ung also tells us-that accordimg to modern psychology L
fantasyﬁactivity*faiif~into~two—eategories%‘—fantasies—eré— fffffffff
of a personal character, and collective fantasies. If -~
d-the Cirde— ~an-archetype, then the ep-
isodes involving Alcina Armlda and Acrasia are actually
fantasies of the second type even though they are in-
‘vested with personal characterlstics. "The fantasy-.
products of the second category...arise in a’ state of
(Continued on Page 129)
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(Continued from Page 128) :
reduced 1nton01tj of consciousness (1n dreams dellrium re- .
veries, visions, etc.). In all these states. the check put
upon unconscious contents by the concentration of the con=
scious mind ceases, so that the hitherto unconscioug
material streams...into the field of - consciousness,.

- C,G. Jung PSycnn and Symbol, ‘edited by Violet S. de Laszlo
nnchor (1@5?) p. 112, . |

k3h. iobert Graves The White- Goddess Faber and Faber London
1971. heprlnt, p. 375.

'35. Ibid., p. 386.
36, Ibid., my emphasis.

W;W,WL,BZ.W_The Odyssey of Homer? translated,by RiohmonduLaLtimore R
o Harper and Row, rA_T1shers hew York (1967), Pe 15). T

38. Ibid.,rp. 158.
39, Ibid., p. 161.
40. Ibid. R

Ll..'Virgil The Aene1d, translated ‘with an introduction by
w, F %ﬁcﬁéom Knignt Penguin edition (1966) I11, 26 62 S

Sra

L2, Tbid.

43, Vilgll and Spenser p.'368,,Kénnikat Press; New lorkv -

o

4. In terms of the allegory contact with Fradubio means, or

' is surposed to mean, that henceforth ‘Redeross is assailed
, ! . by doubt, . - v

- .45, The Kinﬁ of Thrace "broke every known law of righteous-
ness. He murdered Polydorus and forcibly seized the gold;
no W1ckednes§ is beyond & man whom: that accursed gold-
lust drives. (The Aeneid, op..cit., p. 76.) . o

s~e—~sﬂm~A6f—C S, Lewis, $he—9isearded ImaeeT—G Ae—Universisy——————s~~—w—e—
o . Press | (1971)7 In his discussion of the Christian pro- a
SN tionlagainshlsnicldeflLewisltraceseitsgrootsfinuths S -
co Eagan past, Eec1ally 4in the writings of Cicero's R o
epublica and Plato's Fhaedo, - He quotes a passage from
Cicero's work, which reads in part: "...Therefore you,
: Publius and/all good men must retain the soul in the
‘ (Contlnued on Page 130)
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{Continued from'Page 129) p e
body'!s fetters and not depart from human life without the
orders of him who gave you a soul., Otherwise you may be
held to have deserted the duty allotted by God to man.

47, O.F, VITI.82, - B T f |
48, Edwin Greenlaw, in The Works of Edmund Spenser, Book I, *
Variorum,;p.r26h, 2 : ' ‘ :

. T
~49.. Hughes, op. cit., p. 369.

50, "We choose what we really know is good, but we have :
' opinions on subjects abogt which we do not really know.
, It sSeems that it is not fhe same people who make the ,
... . _best choice that are best at opinions: some people are
' rather good at 6§Iﬁfﬁﬁ§;fﬁﬁt*thboseﬂthewwrongnthings=begbawmmw;,
cause of vice." Aristotle, Ethics, III.2., = SR

51, F.Q.I.if.40.

b
I

52. The imprisonment has some affinity with Ariel's imprison-
4 " ment in a tree by the witch Sycorax in Shakespeare's - o

. Tempest, but the freeing of Fradubio in the F.Q. requires

, ~ the intervention of a different sort. of magic from that -
\\' - exercised by Prospero: .in the one &n act of faith is re---

- quired; in the other an act of the imagination.

i Aéé; Maclean, op; cit., p. 29. A
5,. E.g. C.S. Lewis;:The Allegory of Lbfe{ﬂalso, Robert N, Dur-
ling, "The Bower of Bliss ard Armida's Palace™, Comp. Lit.
- 6(1954), pp. 335-347. T

55, Cf, The Sirene's Sorg in II.xii.32, |

56, This quotation taken-ffoﬁvDurant,‘op.‘cit.;:p:'122;,'

57, T. Tasso, Discourses on the Heroic Poem, translated by .
'* M. Cavaléhini and I. DSamuel, Oxford (1973}, p. 171; but
- also quo;ed partially,inﬁT. Gr%eggi)The Descent_from )
-4 Heaven, Yale .University Press (1 - Pe 215 (footnotel; S
~ &and in A.M, Patterson, "Tasso and Neo ?aﬁBﬁiﬁﬁT‘*The*\fl\‘~ﬂ*«=;fﬁf
—— . Growth of nis Epic Theory", .St. in Ren. 18(1971), ~ ==~
© pp. 105-133. P = ——

58, Quoted from Patterson, op, cit.

¥ 590 Ib id .
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- 60,
61,
. 62.'

63..

Tasso, Discourses, l/l.

p.
bgg cit :

See Blanchard, oD. cit., ‘also, notes in F.Q., \arivrum,
Book I. v

Pétbersoh

Notes in Variorum as in 62.

Oxford London (1959)

_65.

.

66.

67,

62.
T 69:

tG,L; XVIII.25:1-2.

- omitted lines, however, .
hes nothing against sexuality! providing it is not totatly ’

o 1vely,‘es w111 be furtner shown “in the. rest of ths

Alleyory of Lover
I am indebted for these thoughts to Drs. Gallagher and
Levers :

Tasso too suggests something like this sort of harmony,
but v31gnif1cant1y, later, when R1naldo' love for Armida
‘has’been converted from a love that is tonscience-numb- -

“4ing to a love infused- withethical—censideration3~w

Chandler B, Beall ("A Tasso Imltation in Spenser" o
ML 3.559-60) quoted in Variorum, The Minor Poem-,

Vol. II; p. 450
Ibid. -

, .
J.W, Lever The Z1izabethan Love Sonnet London (1
P 136 . ‘ , o ‘ ,

Nhy then it may be asked did he incorporate the stanz
innlng with "ioyous blrde§ which we have found to be
posit1ve° As a conscious hint 'of the sort of sexu iality
approved .of? But if that is the case, he ran the risk
of excluding that,; too, as part of the total negative
effect intended.  An ynavoidable problem. Howeve.; it
is not improbable that -Spenser may, at times incon-
sistent:  his imagination does not, after ali secm to .
be always governed by logic.
‘this 'problem' stanza, including t
is simpdy to show that Sp3pser

e discussion o-‘the

self-absorbing -- at which point he does rebel imzginate

‘The ﬁoint of my analvsis of

vfﬁif

msee,wm,,;;”,

56)1h,,’”:

Edgar Wind

Ibid., p. #9.

L«rton ST

’ Pa an Mysteries in the Rnnai=sence
Library N, x.—Tégﬁgi,piﬁi.f,‘ e :




=
W
W

e
73, Ibid.

' find an unwavering consistency in'his point of view, -There

Spenser's imagination

i it ‘seems, is a blend of ethical and
t

forces. may be that it is no use trying to

are times when the pull of subliminal forces do more to
shape his imagigation than ethical ones. The depiction

| . 75. Ibid., pp. 89-90.
LM . I . o 76. 7‘
o instinctual
of -the Bower
; On the whole
r - the syntheti
o : marriage --
of voluptas,
77, Seé~Va;iorum
78- It 'may be ’ of

, may point to one of thase times,

, though, it seems as if the conflict mani-

fested in the episode is happily resolved in favour of

¢ position, where instinct and morality

achieve a kind of balance,. As we shall see later, this

__seems to. be true in the case of Books III and IV, where

the effective union of spirit and matter,
sapientia and potentia

all embodied in -

. Britomart -;ffbrms‘che,dpminant\mot{f. o

, The F.Q., Book II.Notes.

. Veronese (wh

some significance that bothQSpenSer'énd
o hold a similar position) are producing

their major works in the second half of the 16th-Cen-

" tury, while Botticelli
- ~--Reformation ﬁigm_:es -

and Ariosto are both pre-Counter-

e
P .
LS

79. Wind,'p;.él.
. 5 ' D - ’

81, J.W. Saunders "The Facade of'Morality" ih'Thét‘Séﬁer;

A aine Light eéited by W.R, Mueller and . D.C. allen,

-  Baltivore 11952, p. 13. o .

' 82. This remains true, I believé, évén‘thoughrthe‘sensuouS—'
- ness of the figures is somewnat qualified by-the choice
_ ofgvepy young girls, _— o . '§\‘ e

L 83, Ibid. | RN R | ‘

77777777777777777 — I - V £ - — - L / .

Philosophv,
omandi, K.Y,

‘ 86. ‘Ibid., p. 22, -
:V ~87- E; CéSéiref, The Individual and the Cbsmos.ihvﬂeﬂaigsance’
: a p. 15

(1964).

Trans, with an Introd. by -wario
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g¢. Ibid., p. 160. PR
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- 89, Ibid., p. 134:- Theony deveioppdaby Patrizzi.xv'f  '

90, Variorum;%?fQ‘,,ﬁégg;lljfp; 393¢-.?3;i | .

91, Ovid's Metamorphoses, H. Gregory'gltranSIétion,LMénﬁor el

N .(1958).’ P 116.-"‘" o For . o R

92. Caséirer,}b. 132, _: o o |

93. Opto Rank, The Myth of the Birth of the Hero, ®d. by

7 .Qgﬁilfﬁ*Fféﬁﬁd, New York (19597, . »e 2 T y

94, Hough, op. cit. o

95. Lewis, Kllegory. = - - N T B ,
m*96:j*ﬂﬁﬁrfc5“ﬂv3nsw”Sbenseriséﬁnatemxfe£4Hereism;WCaMbnidgefm%f%;Qf—f:

’61970);'see'cﬁapterlon BookrIIIu~
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, Egare and Corneille; F. de Samctis, Storia della —ett. It.;

- K. Momigliano, Sapgio sull'Orlando Furieso. o o

g
g - —
. . -
s
- - 4 -
. &
. -
. .
. .
. . !
P, .
t o




|
Ry
\\n

 BIBLIOGRAPHY.

Y

>

Texts.

Ariosto Ludovico, Orlando Furioso, a cura di Pietro Papini
- nuova presentazione di Giovanni Rencioni
~ Sansoni, ‘Florence (1970)., ,

Spenser Edmund ‘Spenser Poetieal Works, ‘edited by J.C. Smith ,iw'
“and E, de Selincourt foord Press (1970).

/ gg Wbrks of Edmund SEenser edited by

) . win reenlaw Variorum eai , Volumes

. H/ | Edmund S enser's Poetr , edited by Hugh
R ﬂbiean,,ﬁorton (19537 . ,

TaSSQQ Tdrquato Gerusalemme Liberata a cura di Lanfranco

Caréfti Einaudi EE tore Torino (1971).

”Secondary'References: Selected List

Blanchard,‘H.Hc; #Tmitation from Tasso in The Faerie Queene”, .
T U0 studies in Philology, ,.XXII‘('E'E—T'_Q'—— 5T,
S - pp. 198 - T

: Cassirer, E., The Individual and the Cosmos in Renaissance

a N Philosoohy, translated and with an introauc ion.
B by Mario Bomandi N.Y, (196#). o

, Croce B., Ariosto, Shakegpeare and Corneille Russell & Rus-\,
§§I"Neﬁ'!orE i?bEGTT"""f"ff""‘f L E

‘ Curbius E R. Euro ean Literature and the Latir Niddle ‘ o
' ’ I§es Harper and ﬁ FuBlisEers New York 7

De Sanctis; F., Storia della Letteratura Italiana Feltri- .
. nelli Editore, Milano (T?GK’« —

Dickens A G., The Counter-Reformation Harcourt Brace
and World, W.Y, (19 l'3§77 -

'Dodge R.E, Neil nSpenser's Tmitations from Ariosto",*
PHEA (1897) Vol. XII, pp. 151-204.




| }Durling, R.N., The Bower of Bliss and Armida's ralace";W“ Bl
| Comp. Literature 6 (1954), pp. 335-347. .

Evans Maurice Spenser!s Anatomj of Heroism Cambridge

Y T1970)..1 | 7
Graves Robert The White Goddess, Faber and Faber,
.‘; Tondon 1971 S i -
"Greene; T., The Descent from Heaven Yale University PreSS‘_
Harington John Orlﬁﬁaﬁ“Fﬁri“eb *reprtnt“6!“1591”edtticn“““ P
, Da ﬁapo Press, ﬁ Y. (1970).\, o
Hough Graham A Preface to The F erie ueene, Norton, r;,,_

rary, New York (1963].

i Lewis c.S. The Allegpry of Love London (1959).

,Hughes, Merritt Virgil and Sgenser Kennikat Press, _
ew Or ) * v ) 4 L

. Jung, Carl G., Psyche and Svmbol, edited by Violet de Lazlo
, " Knchor (i§5§).

Lever J W., The Elizabethan Love Sonnet London (1956).

. - . = oLk ;A_, A.
,‘<Th9 Discarded“Ima e;“Cambridge“ﬂniversity‘Press—~ﬁwww4w7

° R —n ' .

oS S S

Panofsky, E., Studies in Iconolo s Harper‘and-Row, New

"Renaissance and Renascences" KR IV (1944,
pp. 201-235. - =T

,Patterson A, M.,‘"Tasso and Neoplatonism.’ The Groﬁth of
~ his BEpic Theory", St, in Ren. 18 (1971)
T ppe 105-133. T T

Saunders V., "The Facade of Mbrality" in That Soveraiene -

Light, edited by W.K. Mueller and D.C. ITiEn, o
Ba%timore (1952). R , R N

Schachte], E, G., Metamorphosi Basic Books New York (1959)




Weinberg, Bernard, Hisnorv of Lite
: : L taliarn nenaissance
o University of Cﬁicago Press

Wind, Edgar, Pa an Mysteries in the‘Renaissance Norton
- ﬁiErary, New fork (193§) . . .

A i
y . . i i
. ' »
-, - B - 13 - — _— — —— ——
’ ot l—
v ~ .
. o e b
. B P ~
i . ~ -
) | i ’ \
.\ -






