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ABSTRACT

© L -
Can The Faerie Queene be considered a finished work? This thesis proposes

that the poem can be read as complete, even though Spenser's alleged design'for
it will remain for ever unfinished. A sense of completeness in the work arises
because it adheres to and aceomplishes its major theme of courtesy. 1In doing

' sb, it‘fulfils'Spenser'chéhtraL ambition that it would "fashion a gentleman".
. . = N B N K N )
While the, theme of courtesy is aniobvious one, it has been generally overlooked

s

' by.critics as a unifying and defining force in the poem. Early criticism

regarded The Faefie'ngene as incompietejbecause it fajled to meet the formulae
of‘cléésigal design. Mbst later:critié;,:wﬁile not submitting to thig dogﬁatiq‘
approach, have neveréheless;agreea_with’ité conclusion, usually on the basis

qf external evidénce éuch<as”Spenser's plan for the poem contained in his.
letter to Sir Walter Raleigh, or the existence of the “Mutabilitie.Cantgs";

Acknowledging the contributions of several recent crigics, I propose that

The Faerie Queene is complete by the end-of its sixth book, which because it

is entirely concerned with courtesy, provides an appropriate place for the studyx

to begin. 1In relation to this, however, it has also been necessary to oﬁtlinef
¥

the philosophical .concepts behind Spenser's theme, and to show his familiarity

with them as demonstrated in his other works, The Shepheardes Calendar, The

) ’ R
Fowre Hymnes, and Colin Clout's Come"Home Againe. By comparing these works té

The Faerie Queene it is poséible,té deduce that Spenser's-gentléman was inspired

and fashioned by the power of love, which’ was deScribed by Plato and by Neo-:

platonic philosophers as the motivating force of the cosmos. The Platonic

love process follows a circular attern, the Creator's love moving continuously.
P pa > Lng Yy

from Him to His creation, and back again. According to Renaissance thought,

. , R , : _
the process could be observed in the world in the actions,of.good men,«dand was
' L ‘ co, L

i

PR - . \ .

. iii oo - ‘ . :



)\ > "
. > .

_.symbolized, syncretically, byvthe classical symboi of the Dance of the—Graces;

which depicts love being freely given, received and returned. _Such processes

" ‘may be seen to be at work in Book VI of The Faerie Queene, especially in the

Vactions of,Calidore,“the Knight of Courtesy, and symbbl of Spenser's ideal
/
gentleman, 5 .
On énother‘plane, however, the same processes work to give The Faerie o
Fe A - . , i .
Queene'itself an appearénce of circularity. Evidence for this lies in the

/

many paralleis found in its first book, "Holinesse", and its sixth, "Courtesy".

4

The two.virtues seem to be so related as to be interdependent, and it is this

very.quality that suggests Books I and VI form a beginning and conclusion to .

the work. Spenser may not have completed the plan for his great poem.out- ) //7

ﬂlined, somewhat ambiguously, in the letter to Raleigh, but on the basis of the

phiioéébhical concepts employed with continuity in Books I and VI, his design«r

.of The Faerie Queene is complete at the end of Calidore's.adventures. ' i .
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PREFACE

o

In th1s study I propose that The FaerleAQueene, although an unf1n1shed

work may be read as ccmplete.j Reasons’ for th1s, s1mply stated are. that s
Spenser's overall theme for the work is courtesy, and by'thetend;of the poem's
sixth book, which deals with that suhject, the guthor has provided enough
material to achieve his aiﬁfofvﬁfashioning avgentleﬁan". In(order:for the

‘ : R ' . : e o
reader to understand how this occurs, it is necessary that he or she bey'

acquainted with the philosophical concepts that underlie The Faerie Queene's
"design and purpose. The Rénaissanceibeliefs, a mixture of christian and

classical phiiosophies, are evident in other poems written by Spenser which

’predate, or are contemporary with The Faerie Queene, and his understanglng of

them can. thus be readily and reliably establlshed His app11cat10n of these

ideas to The Faerie Queene, h;s\déeatestwwork, and’ the longestlpoem in English,

o

“is, therefore a logical progression.
\This:thesis is ‘divided into three chapters. Chapter One provides back-
h . e N AR - ~Pas

ground to the'poem,'first discuSSing previous literary‘criticism relating to
its unity,. then outlining the concepts that influenced Spenser and demonstratlng

his use of them in The Fowrelﬁimnes, The Shepheardes Calendar, and Colln Clout's

;Come Home Againe, to show how and why these concepts apply to The Faérie Queene.
‘The second chapter concerns itself w1th courtesy as 1t is presented 1n the

N . - s . \ } )
.poem's sixth book._{After discussing Elizabethan'ideas concerning the gentleman,‘

the very expression of,courtesy, this chapter looks principally*at the adventures
7\¢f Calidore, that‘virtue’sfexemplari Additional.chafacters;both?major;and minor;'r

whose actions parallel- or are directly related to Calidore's, are also examined.
Among these are Calepine and Serena, Melibee, Pastorella, and, of course, the

'Blatant Beast, Calidore's and courtesy's mortal enemy. In conjunction with this,

o
- -

2 . vii.



P

Chapter Two alSo discusses the symbol of the three Gracee, whoseJCireulaf'dancer

3

expreSSes the platonlc love concept of giving, receiving, and returnlng .

(

which was. tﬁought to motivate the cos?es, ‘and ‘is itself essentlal to. under—

standlng The Faerle Queeng— ~ The thlrd .and f1nal chapter concerns 1tself wrth

-

“the fulfllmentrof the platonic love element in‘The'Faerie Queene, and”attempts

a

to demonstrate its presenee in the work By relating tne Hollnesse ofﬂBook}l

to the Courtesy bf'Book VI. The tWo-booke are camparable because\theif,stinc—
tures are parallel and this allows the p0551ble conclu51on that- the1r virtues
are themselves comparanle.: In naissance terms- thlsrmakes for a V1able argu-
ment:l‘just ae?christian and pagan concepts COuld be amaiganatea, HolinesSe}f’
an entirely christian virtne, conldlbe associated with’Coartesy, whose origins
wé;e partly christian bnt strongly pagan in origin. 'Eecause Books I and VI
contain such similaritges,.it is bo;sible to cénclude that respectively they
form a possible beginning and end to the work, and thaththeit slmilarity reflects
the,transcendental proeesses thatatormed the essence of Renaissance- thinking. - -

Because it seeks to unite and synthesize these diverse elements, The Faerie

Queene itself'appears as a unity, and for this reaébn can be read as complete.

3

. . i © yiii
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. 'attempting to Crlthlze the poem l‘ Most critics ‘since ryden haNe taken the4
-1 pOSition that the work is incomplete though they do not usually subscribe to =

Y

< his dogma concerning the classic princ1ples of epic unity. 'Recent critics

. - g
iy . o T o <

) ‘ ﬂ have instea,d tended to view The Faerie Queene as sui generis, and in judging'_

~

N . . L . o ” s
Lo

s for it are

s e

*‘its completéness have”asked whether or not Spenser's intenti
indeed acComplished. " Any assessment of such intentions has ually relied on
. four priHCipie source : penser's letter to Sir Walter Rale gh, which pre-

faced the first edition Sf The Faerie Queene (1590) sonnets XXXIII -and LXXX N

T T . a
-
.

of Amoretti, in which" Spenser indicated that The Faerie Queene was to exceed

=

six books; thﬁ\bantos of Mutabilitie, claimed by Spenser’ s publisher as

\ i
,fragment of an inS?Zplete seventh book to the work and finally, textualyﬁf

B ~* - g 5
%

references\in The Faerie Queene itself promising further developmentn Oof

13

: e letter to Raleigh has been the ‘most influential,

these four sources,

- -e

P N . . ' "
especially Since it/presents an, outline of the poem's intended plot. A few
critics have attempted interpretations ignoring the letter. "JIn Spenser's BEEF

=

Faerie Queene, Janet.Spens argues thatnSpenser“g original, but later abandoned,
'] . . . ) DN ‘ "‘ . ‘ 2 v
intention was to base the poem's structure on the seven deadly sins.

 Alastair Fowier's Spenser and the Numbers of Time hses numerology and astrology

- - 2 "

-

N in an attempt to show that a seven—book Faerie Queene was structured around’
} ) 3 ) : . \A\
tary week Most"critics,»however, have made use of .the inﬁormatiOn
, I o S G
the letter. _td Raleigh contains, and have attempted to make The Faerie Queene
R ‘ - - . - — ;'. '\, - - - - - 7/5 N —

» conform to it. Any interpretation based on the letter, or which considers any

.of the‘other external references incontestible can) however, only reach
. - | S
possible conclusion: The Faerie Queene was only half completed. Although it

.would be foolish to aréue that the poem is without flaﬁs,'itdis:nevertheless

>



L .4 . . o B ‘ . g ' ’ ' ) ‘2 i
g . . - B

possible to approachfthe subject of its completeness—-as well as Spenser's. - -
» - . - : S . - - . . 3

intentions for it--from a poimt of view which does not dismiss the: outside
, refe,renégs,,,agi being of no consequence, 'b,ut,,,neilih,e;: adheres strictly to the:

. . : : ) S ' T , S “ )
burden of their authority. This approach is valid, I will argue€, because of .

certain aspects of The Faerie Queene's structure, and because I'believe.its

main theme to be courtesy. Before proceeding with this diScuséioﬁ,fhbwever;v’

first, - ..

- ¥

-+ it will be Aecessary to examine the four influences mentioned;'

because of the importance hitherto attached to them, and second, because:

information contained in them may bear on the present study.
R R 7 . ! . -

. e

‘ The essence of dealing with The Faerie Queene's completeness is to

establish that a major theme exists in the poem, and to show how this theme _

is effectively brought to completion. In assessing this, my e@phasis will be

'

on Book VI and its effectiveness as a c'onc'lj'Jsion to the work, -and also on

Book I insofar as it is related to Book VI by the common theme of courtesy.
In this regard the letter to Raleigh may be helpfﬁl,'but its limitations
. must also be considered. The ‘letter, written in !g%9, is the only existing ~

- statement made by Spenser regarding his bverall,plah for The Faerie Queéne.
Or does it indeed present a plan? - The letter gives a'generai summation of
‘the literary and philosophical writings that had inspired thevpoemJ and these

. : [ . .

would seem to cover a large range of Sesirable influences for any poet of cL

Spenser's time: -Homer, Virgil, Plato, Aristotle, Ariosto, Tasso, Arthurian

-

\Kiegeﬁd, and even queen Elizabeth herself-;all are listed as sources of

ihgpiration_for The Faerie Queene.. As for the plan of the work, the ietF?§,,
‘outlines the events of the fifst,three books , which by that time had been

S
= - N

completed, and states that they are part of an eventual twelve representing ‘

Aristotle's "E:;lve private morall virtues", and under the guise of "contin-

-

-

ued Allegory or darke conceit”, would provide by way of “énsaﬁple", the means

to, "fashion a gentleman or noble person in vertuous and gentle discipli’.ne.'"

~ ~
-7 o 7 :
I b d
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* o Although the letter tod Ralelgh may be valuable in 1nterpret1ng The Faerie

- o~ .
[hy

Queene, it presents some dlfflcultlesfﬁdzn taken as a complete plan for the

\m

WO, As Courthope flrst p01nted out the letter ds full of. contradlctlons
4
and amb1gu1t1es. . Spenser does not even keep to hls declared‘purpose 1n_the

~ N

letter, "...to dlscover...The Faerleggueene s...general intention and .

;?/}ézgning;..." Some other problems of the~letter are outlined in Graham Hough's

,. L ' ¢
. . Preface to The Faerieggueene: ‘Spenser claims that:the end of his work if'
. ’ 2 : "_ . A..; o - c T : ,_’ .

= allegoricalj but this is not strictly so; Tasso is:claimed‘as an-influence,
but how' strong an influence he could have'been is'queStionable since his =

Gerusalleme Liberato had not been publlshed when Spenser began The Faerle

~
gueene;r the twelve “prlvate morall“ v1rtues proposed as the ba51s for each of

¥

The Faerleggueene s 51x books do not exlst as such: Arlstotle did not“

advocate any twelve speciflc'V1rtues, much less-could he have concelved offa

%

virtue like cha 'Lty, or the concept of holiness, both of whlch derive from
christianity.5 Some further dlfflcultles of the letter to Ralelgh as plan‘f
are provided by Josephlne Waters Bennet.j By comparlng the 1590 edltlon of E

A

The Faerie Queene whlch included the letter as preface, to the 1596 edltlon,

3 .
.

whichvexcluded it, Miss Bennet shows that SpenSer*seemed-to have been unsure

of the final direction the poem would take when he composed the letter:

£
- =
- . g

The omission of tﬁe letter to Ralelgh?from the 1596 edition
‘o of the poem may have been du&rto the exlgenC1es of printing
. or ;to polltlcal con51deratlbns, ‘sinde Raleigh was out of -
favour at that time. But 1t ﬁay also have been due to Spenser's
wish to suppress some faatures of his plan, since by 1596 he
must have reak¥ize xhat he,whs not going to be-able to carry out

&?f 'that plan. fullys‘ﬁ'

e Miss Bennet's arguments are largely concerned with”discrepancies
s oundlng Spenser s use of the annual feast the letter mentions as a "grand
- finale" to the poem,|she does believe that " ..the twelve quests...constitute

one of the most well UWefined elements of the plot.” She‘alldws, on the other

~



4

w

- = -, - 4
Lo . vy f

LIS
- ~ :

hand, that “...the thlrd and foqrth books depart from thlS pattern w7 William

9 .

3

- tr‘dfqggohby s title page of 1590 whleh presents The Faer1e ‘Queene as "D1sposed¥>

into twelve bookes, Fashronlng XILI Morall vertues,W rﬁmalned unchangedrln 1596

S . . - &

and thi54wﬁﬁld'seem to indicate that Miss Bénnet's former assertion-might be

correct,

-

o < 5

) -
looked by ‘the. prlnters ‘'or even kept on as a selllng p01nt and that the s1x4

« -,

~ book Eae;ae Queene was all that Spenser flnallyglntended, Although no flnal

L

solution to the—probleﬁ is possible,;the criticisms of Miss Bennet and others

are enough to alert‘readers to the fact that the-plan“chtained,iﬁﬁthe létter.

L N
s - .~ . . v .

to Raleiéh ought to be approaohedvyithVCautiQn; 'some of its claims may be

acourate; but a great many are not.. - .. 7 ...

- < Lol = -

A v B s

£ .

The two sonhets from the Amoret-'hwhioh make ‘briéf referéence to The - g

Faerie Queene-must also be considered in assSessing its completeness. The

P = X ]
& A A . - N . B 1S

‘first of these,fSonnet XXXIII, suggests that when Spenser-wrote it he was-

> o, . : -’ o A o . o L.
uncertain about continuing the work; to some extent, however, it also *~

indicates that he felt the 'poem suffrCiént'as it-stogd: "7.,

S a - EEN '

-

Great wrong I doe, I can it not’ deny; ;
. to that most sacred Empresse my dear_ .~

7, dread, , '

" not finishing her Queene. of faexry, - . - .
that mote enlarge her Ilulng prayses dead~ L.
But lodwick this of grace to me aread: < @ .- . , o

. doe ye not thinck th' accompllshment of it, . ’

sufflclent work for one mans 51mple head, )
all were it as, the rest but rudely writ. = - -
How. then should I without another wit, ,
thinck euer to endure such taedious toyle,
sins that this one in tost with troublous fit, , :
of a proud loue, that doth my spirit spoyle. =~ . o
Ceasse then, till she vouchsafe  to grawnt me rest, S

- or lend you qme another liuing brest..

-

It is equally poss1ble, however, that the clalm could hage been over-

B

P

Sonnet- LXXX, however,. suggests that Spenser did have 1ntentlons of carrylng the

T

Faerie Queene beyond s;x books, although it mlght also be sald that his concem .

for thlsptask in the later poem is as casual as in the_earller one:)

L

~ . . - . 1
’



After so long a race as I haue run-

Through Faery land, which those six

books compile,

giue leave to rest me being halfe fordonne,
and gather to myself new breath awhile.
Then as a steed refreshed after toyle,

out of my prison I will breake anew:

‘and stoutly will that second worke assoyle,
with strong endeuver and attention dew.

Till then giue leaue to me in pleasant mew,

to sport my muse and sing my loues sweet A
™~ praise:. »

the contemplatlon of whose heauenly hew,

my spirit to an higher pitch will rayse.
But let her prayses yet be low and meane,

fit for the handmayd of the Faery Queene.

~These statements of intent as they apply to The Faerie Queene as we know it
are nevertheless questlonable, for the exact state of the six books to which

Spenser refers is uncertain. The Amoretti sonnets were published a year

before the second Faerie Queene, which would mean that they were written even

earlier. Judson, in his Life of Edmund Spenser comments: "The Amoretti

volume was probably published early in 1595, since it had been entered in the
) : ' . 8 . :
Stationer's register on November 19, 1594.... 'This could mean that between
the time of Spenser's writing his comments in Amoretti and publishing the

second 1nstallment of The Faerie Queene, he could ea51ly have changed his

plan, as, for 1nstance he changed the 1590 endlng of; Book III for the second

3

edition. Both sonnets impf&_ghat he wished to have done with the work, thus

- ' )

it does not seem unreasonable that he would aBandon his original "plan" as

. ! ' > 4
‘set forth in his letter to Raleigh. Such a change might account too, for the
letter's omission from the second printing.

~ A further point to be made here concerns the sestet of Sonnmet LXXX
which states:
...giue leave to me in pleasant mew,

to sport my muse and sing my loues sweet
praise:



the contemplation of whose heauenly hew, 7 —
. my spirit to an higher pitch will rayse.
But let her prayses yet be low and meane
fit for .the handmayd of the Faery Queene.

Since this is presented out of'context, it is first necessary to explain that

)

the reference made here to The Faerie Quéene is but a digression, and that

Spenser's intention in using it is to contribute to the love theme 6f the
Amoretti sonnets. In Sonnets LXXﬁI and LXXIX the poét begins a meditation
!upqn.ﬁis-absent and unrequiting mistress, and.thfough this he seeks a deeper
underst#ﬁéfhg of the nature of love. Sonnet LXXX marks a transition poiqt

- between the more abstract thoughts of LXXIX:

...onely that is permanent and free ‘
from frayle corruption, that doth flesh ensew Ny
That is true beautie: that-doth argue you e
to be diuine and borne heauenly seed:
deriued from that fayré(Spirit, from whom al
true ' :
and perfect beauty did at first proceed.

and the ﬁore visionary aspect of those hhicﬂ follow: Sonnets LXXXI to LXXXIX
proceed from a visual impression: "Fayre is my loue, when her fayre golden
heares,/witﬁ the loose Qynd'ye wauing chance to mark."; to rapture? "Yet are
myne eyes so filled with the store/ of that fayre ;ight, that nothing elsé-
they broock."” ELXXXIII); to a final fealizatidn that the love he seeks is

unrequited and destined té remain so: .

So I alone now left disconsolate,
mourne to myself the absence of my loue:
and wandring here and there all desolate,
seek with my playnts to match that mourn- ,
ful doue: ) 7
Ne ioy of all that heauen doth houe
can comfort me,‘but her owne ioyous sight:
whose sweet aspect both God and man can . .
moue, ' ‘
in her vnspotted pleasauns to delight:
Dark is my day, whyles her fayre light I mis,
and ‘dead my life that wants such liuely blis.
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Spenser's reference to The Faerie Queene in Sonnet LXXX is thus an expression

of his desiré.for inspiration. He hopes that ﬁis.meditationkén love and on
his ﬁistress will renew hié spigit sufficieﬁtly to aIlow'him'to finish the
work with ease, no 1ong¢riianguishiﬁg:in the thought expfessgd in'Sonnét
XXXIII thét the task is too tedious to continue. The meditation upon his

mistress' beauty and the songs he will sind because of it will, he hopes, be

inferior to those sung in hqnoﬁr ofihis patron for The Faerie Queene, but
because of their part in_deriVing inspiration for the larger work, however,
they are fit to be its 'handmayd'. The implication of this is to suggest a
favourite‘theﬁe of Spenser, more of which will be said later. The theme is
‘thét the unrequited lover, in his struggle to understand his;predicamgpt, will
come to see the nature of its heavenly origin through the means of contémpla—

. tion. This same theme, as will be shown, is also present in The Shepheardes

s

Calendar, Colin Clout's Come Home Againe, The Fowre Hymnes, and The Faerie

Pl

Queene itself. The Fowre Hymnes show the iBeal development of the lover's
understanding as it proceeds from the contemplation of love and beauty, to
that of heavenly love and heavenly beauty. The inclusion of :such a theme in

the Amoretti and the relation %ﬁ has to The Faerie Queene is of special.interest’

yféécause it suggests a possible clue to the completeness of the latter work.

‘The theme of the nature of love is a strong one in the sixth book of The

Faerie Queene, the Book of Courtesy. - Since Sonnet LXXX of Amoretti xefers

N

directly to the completion of The Faerie Queene, and since the theme of
learning theé nature of love accompanies that reference, it is possible that
o b ,
", the sonnets did provide Spenser with the inspiration to complete the larger

work, and that the poem as it stands is the result of the poet's wishes; A

final similarity between Amoretti and The Faerie Queene (one which is also

shared by Colin Clout's Come Home Againe) is the introduction near the end of
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"venémous tongs" (Sonnet LXXXVI). What exactly this might mean from a

literaf;Ppoint of view is difficult to say. Its inclusion in each of these
M . "4

works could be just an accident} but Spenser was, after all, a poet who loved
N 1
NRUGE SO PR N

'deliberate' accidents, as The Faerie Queene shows, 'It is thus possible that

AoF

while each of the separate works mentioned is in itself complete,ithey are all
nevertheless linked to each other in an unspecific way. EBach work thus _-
provides information about the other without necessarily being essential to it.~
The possible meaping of thé "vénemous tongs" as it pertains to The-Faerie> >3
ggeenevas well as the other works is best left here for lafer discussion; it
will be dealt with‘in the evaluation of Book VI for the reason that this part |
of Spenser's work provides £he greatest number éf clues to the meaning df this

term.

4

"The two Cantos of Mutability that have been appended to The Faerie

Qgeene as part of its seventh boek have been given this distinction on
evidence that is at “best superficial. William Ponsonby's claim th the

3

\;ﬁéaﬁ%bs "...both for Forme and Matter, appeare to be parcell of sgme folowing

Ser

Booke of the Faerie Queene, UNDER THE LEGEND OF Constansie," is as vague in its

. - } R .
assumptions as it is accurate. It is true, for instance, that the verse form

of the cantos is identical to that of The Faerie Queene. %;::fhether this is
. S . )
also true of their "matter" is arguable. The main characte of the Cantos of

Mutabilitie are unlike those encountered in ‘the six books of The Faerie Queene,
I

for they are not mortals but gods. While it is tr that gods do appeax'from

-

time to time in;Books I-VI, their roles there -are incidental rather than

prominent. Asﬁfo: the idea of mutability itsélf; Spenser had already
presented\a powerful image of it in the Garden of Adonis episode in Book 11,
QPd it Vould therefore seem fair to ask what reason he might have had for
preéénting it again. AlthougH*as readers we can be grateful to Ponsonby for

publishing a work by Spenser which otherwise might have been lg#t, we need



not take him at his word that the Cantos of Mutabilitie belong to the extant

Faerie Queene. What would seem as likely is that they were from a discarded
portion of the work, but because of their intrinsic value Spenser may have

wished to preserve them. On their own the Cantos tell,a'complete story, .and

any rflation they bear to the contents of The Faerie Queene's six books is

unapparént.

A

: ( .- - ;
Several minor textual references in The Faerie Queene would seem to

suggest its»éontinuance: we are told at the end of Book V to'expect the

reunion ofj?z%egall and Britomartis at the Faery Court; in»Book VI further

installments in the stories of the Salvage Man and Calepine are promised;

others which seem incomple£e are those of»Serena, Tristram, and Pastorella.
s .

These "dropped stitches”, as No;throp Frye has called them,‘are, of coﬁrse,

impossible to pick up. On the one hand, they may be used as evidence for the

argument that The Faerie Queene is unfinished: on the other, Spenser might

have just as easily resolved them by rewriting. I am inclined to take the
latter viéw, first, because Book VI ends on a note of finality, with no final

promise of further'adventures; secondly, as I intend to show, the ending of

2

Book VI, and hence of The Faerie Queene, is similar in many respects to other

«

~endings of Spenser's finished works.

- Dryden saw The Faerie Queene:.as incomplete because it failed to conform

to the classic principlés of epic unity: "There is no uniformity of design
in Spenser: he aims at the accémplishment of no one action."9 While later
critics may have abandoned this view, they have been unable to discover any
definite alternative to the conclusion it predicates. 1In approaching Book VI

as The Faerie Queene's last installment the problem of its conclusiveness has

been viewed in two ways. The first of these looks to the allegory for a

unifying theme; the second looks to the imagéry; The former view is

a

espoused by<critic B.E.C. Davis,\who seems to regard the work as complete, but
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only in the sense that Spenser might have hastily finished it off because he ’A‘i)

" was tired of it:

+

-~

The allegory of courtesy falls into detached sketchgs,
interposed with much that is purely romantic. Its posi
is rather ahaiégoUs to that of Shakespeare's last romances
as summed up by Mr Strachey (Books and Characters, p. 52):
"It is difficult to resist the conclusion that he was getting
bored with himself. Bored with people, boreg~With real life,
bored with drama, bored in fact with everything except poetry
-and poetical dreams.' Substitute for "people" and "drama",
"allegory, historical and philosophical", and the statement '
will apply to Spenser. So it\is-mot surprising to find his
hero at least at the conclusion of his recorded adventures,
lifted bodily from the toil and turmoil of Faeryland to disport
himself upon the swords of Arcadia.lO

A

-

Davis' overall conclusion ut The Faerie Queen, which was undoubtedly

influenced by Dryden's, ig that it is "...an allegory of truths and objects'
unrelated to one final cause." The cause in question is courteéy, and Davis'

assertions as to why it is not dealt with conclusively are that,

(>3

Calidore leaves his task half-achieved by chaining the Blatant
Beast so insecurely that the monster succeeds in regaining his
liberty. And thus the allegory draws to a conclusion in which
nothing is concluded. ) '

Having said this, Davis continues:

The gentleman has been fashioned, his virtues have been ,
systematically examined and portrayed at full length. .

But this task, proposed in the preface and duly fulfilled, ‘
involves another, the quest into origins, an attempt to i
solve the eternal problem of evils yet unsubdued.ll R

Such a conclusion seems itself to be inconclusive: Davis readily, and even
emphatically, admits that Spenser's proposed task of "fashioning a gentlemanf-—
something which the letter to Raleigh.is not ambiguous about--has been fulfilled,
yet he is reluctant to allow that Spenser has actually accomplished that task.

Instead, he extends it: it can only be complete if it includes, "...an attempt

« ‘
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-

to solve the eternal problems ¢ff evils yet unsubdued." If a problem is

eternal, one might ask, how can it ever be solved? The question is.not one of

’
n

which Spenser was unaware. That virtue cannot bxg;cqme all evils completely is

shown not only in.Book'VI, but also in severai'dthér books of The Faerie Queene.
Redcrosse, for instance, cannot finally defeat Duessa and Archimago, despite

his achievement of holinésé; 6£ not,-éf least, for aﬁyone other than hig;elf.
Though Duessa is exiled (I,viii,50) and Aféhimago imprisoned (I,xii,36), Bot%
reappear at the outsét of Book II to c;usé‘trouble for Guyon; Guyon manages
to avoid their influences, but like.Redcrosse he too has an enemy he is unable
to subdue completely: this is Mammon, whom he resists with great determina-
tion, but does not destroy (II,vii). Neither,?at thé end of Book 1II, is Guyon -
able to do anything about the hoggish Grille (II,xii,87).‘,é;;;iar to these
incidents is Artegall's failure to overcomé Detraction and Envy, as well as™

their agent, the Blatant Beast (V,xii,37-43). It could bé‘said that these

incidents are minor, while the failing of which Calidore is adcusep is related

~
—

to his actual quest. But the fact is that, contrary to Davis' argument;
Calidore does not fail: he does subdue the Blatant Beast. He is, furthermore,
the first ever to accomplish this task, and his subjugétion of the monster is
o ‘ .

longest lasting (VI,xii,38—39).‘ Several knights succeeding -Calidore are also
credited with bringing the Beast into check, butitheyy too, fail tz déstroy

-~ him, nor can they prevent him from evehtually escaping. By haVing other
knights besideSVCalidore'take up the struggle against tﬂé Blatant Beast
Spenser emphasizes the necessity for continuing vigilance on the part of those
aspiring to virtue to act against what the creature represents: slander, back-

biting, gossip, énd, in fact, any discourteous act. For Calidore then, as for

Redcrosse and Guyon, the final triumph of his quest is a personal one rather
, —

>

than an achievement which directly includes other men. .The évils_against which

¥ . Spenser complains, both personally angnthrough artistic presentétion, are



indeed 'etérnal problems', but Spenser's understanding of them is not Davig's.

DaVis_wouid have Spenser provide a solution to such problems, but,Spenser,

+

knowing that no absolute solution was poésible did not attempt Qne. His
answer, instead, was to illustraté how the virtuous man must combat,thg i
 eternal difficultiés of being‘mortai in a world'of other mortals.
Spenser's privatevcomplaint aga;nst "wicked'tongues; which have

slandered his keéeputation is also found in some of his other woﬁks, and would

'

seem here to be in keeping with his general meaning: he, as an individual, {{«

realizes the dangers of discourtesy, real and abstract, and is voicing his ,

®

personal disapproval of it.

o

Northrop Frye proposes that Book VI may be regarded as a proper conclusion

to The Faerie Queene because it fits the Coleridgean hypothesis that a work of ‘

art is complete if it forms an organic unity. Frye argues that the unity of

'The\FaerieAQueene resides in its imagery rather than its allegory. While he
"does not discount the possibility that Spenser may have ev:ijiélly intended to
finish ﬁis twelve Book plan, Frye's view is that the work might well be
rconéidered fiﬂished as it stands. Although he aé&itshthat the poem has some
internal flaws and loosé ends, he believes it to have a sense of completeness
by the end of the book- of Courtesy. One of the indications of finality, Frye
states, is Spenser's introduction of Colin Clout as his "siénature". B& doing

-y

this, he makes the end of Book VI reminiscent of the end of The Shepheardes

¥

Calendar and also, therefore, of The Faerie Queene:

: e
...the appearance of Spenser's 'signature' in Colin Clout

&
- and two other symbols from The Shepheardes Calendar, the
, four Graces, and the envious beast that barks at poets,
- make the end of the sixth book also a summing up and con- -
clusion for the entire poem and for Spenser's poetic career.
. There is, at last, nothing in the poem as we now have it that

W seems to depend for its meaning on anything unwritten.l12

Frye's article thus provides a base for further criticism, and Richard Neuse

)
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.

has used it as his starting point in considering The Faerie Queene's complete-

P

ness. Neuse accepts Frye'sxargument that the imagery is a criterion for unity,
but he rejects the ending of the work as inadequate, and sees it, in fact, as
Spenser's admission that the work is a failure.l3 It fails, Neuse beiieves,

because Spenser has realized the didactic limits of poetry:

.the ideal of courtesy does not triufph because what is
'now counted wiseman's threasure' in poetry as in life is
to 'seeke to please'...the poet acknowledges that his art,
far from enhancing and subserving real life, is in fact
threatened by it...the failure of courtesy, I believe,
dramatizes Spenser's implicit avowal that the potential
ideal which his epic was designed to embody had been
defeated by a world hopelessly antagonistic to its
realization. 14

Like Davis} Neuse feels that Calidore's failure to subdue the Blatant Beast

permanently is a factor in The Faerie Queene's inadequacy. But unlike Davis

(and most other critics) Neuse believes that Spenser deliberately cut the work

short: "...the dominant sense of Book VI is one of disillusionment, of
disparity between the poet's ideais jnd the reality he envisions."15 'That
comblnatlon of the real and the 1deél Neuse suggestgi is expressed in Book VI
by the marrying of poetry with co&:@esy: "Courtesy, combining as it does the

profoundly ethical and spiritual witgtthe esthetic.“&mears as the supreme‘
poetic possibility in human existence, and as such represents the perfegt '
point of transition from (poet's) art to (reader's) life."l6 ‘But Neuse does
not see Book VI as the realization of Spenser's ideal for either poetry or

co?rtesx. Calidore, he feels, is no hero; rather, he is an anti-hero{

Unlike some earlier heroes, Guyon, for instance, Calidore

does not possess the innocence that allows him to be trans-
formed by experience...he remains to the end the smooth self-
controlled courtier who far from redeeming the failure of the
court, actually sums it up in his person. Thus rather than
evolving towards an ideal, Calidore's character seems to me to
develop, if at all, in a reverse direction.l?

4
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Neuse's expectations of Spenser here are more limiting thanAilluminating, for

he conceives of virtue as something attainable and static rather than the
s I . . P .
cgg;;nued;str1v1ng after an ideal. The idea that Calidore 'develops' -in-
reverse is highly questionable, since it suggests thaE:SPenser was unconscious
e

of hié motives in depicting him. But Spenser was, as all his works reveal, a
very conscientious and éraftsmanlike poet, and Qés, therefo;e, unlikely to
_allow any of his heroes to develbp“beyond his control. While it may‘be true,
as Neuse implies, that Calidore is aifferent from some knights of The Faerie
Queene such as Redcrosse and Guyon, he is similar to others, Britomartis and

‘ - .
Artegall being two. Redcrosse and Guyon pursue and master their virtues by

a stép—by-step series of adventures, but Bgitomartis‘and Artegall begin'thef%

quests as exémplaries of:particular virtues. Calidore, too, falls into this

lat;ér categefy, and like his two piedecessors, gains, by the end of his

quest, grgater understanding of the virtue for which he stands. Neuse's

vérsi;n'of~Calidore ig that he is incapable of learning, and to prove this he
-cités several inéidents in which he believes Calidore behaves discourteously.

f£e first of tﬁese isﬁin‘Canté IX, when Calidore; impressed by Melibee's

Qisdom, and also with Pastorella'é beauty, requests £o stay a while amongst

. : 4 '
the shepherds, and offers gold in return for hospitality.ls_ Neuse considers
Epis is gross misconduct, but surely it can just as easily be séen as an
!

innocent mistake. Calidore's intentions on this occasion are, Ilbelievey

honest, for he feels it only right to pay highly for something he considers

precious. Since hé cannot compensate ybiibee for,the"behefit of his wisdom,

he attempts to at least\gay him for bed and board. Contrary to Neuse's .

argument, Melibee'é refusal of the gold on the grounds that it is "...the

Gause of mens decay," does have an effect on Calidore. If it did not, surely

we would see him trying to impress Pastorella with his wealth rather than his

N,
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consideration, or perhaps even offering to pay Colin to recredte the G}ace;'f
ldanqg. Neuse also charges Caiidore with duplicity in the form of 'smooth /
© 7 talk', as he attemptsvfo ingratiate ﬁiméelf with Melibee, and also in his
ad0ption‘o§_shepherd's élbthing in winning Pastorella. But Both these
charges are hollow. In the first.place, one might ask, is Melibee a wise old
man or just an ola fool? 1If, as Neuse suggests, he is/takén in'bybthé smooth~
ness of Calidore:s manners--manners of a type with which he as a former
caﬁiﬁier wogld have been familiar--then his wisdom is mére ciiché. If,‘in
turn,‘this is so,-theh Melibee cannot be eonsidered a sympéthetic character,

and his death, when it occurs at the hands’ of the Brigants, has little or no

v

meahing. Secondly, it should bé asked, what exactly does Calidqre.gain'from,'
Melibee through this supposed courtly smoothness and duplicity? Surely if he |
was after gain he would find it more profitable to go to the court than the
9eun;¥yside. As for Calidore'é behaviour.towards Pastorella, he can hardly
be acéuseg of duplicity with hér since ﬁe has no base motive. He is un-
questionably in love with her, and his affection of shepherd's garb sho&s,'if
anything, hisrhumility and sensitivity to her Yimited experience. Sincé ié
causes her to recognize his good attributes (something she was'aéb;rently
iﬁcapable of1§oing‘while he was dressed in»arﬁour) it must surely be seen as
a success in communication rather than an act of dishonesty. Furthermore, in
exchénging his dress for that of a shepherd Calidore does not seek to appear
something he is not; he is, rather, expﬁégsiﬁé civility, which, as Colin Clout

v y
later states, is one of the attributes of courtesy bestowed by the Graces:

They teach vs, how to each degree and kynde
We should ourselues demeane, to low, to hie;
To friends, to foes, which skill men call Ciuility. (VI,x,23)

Oddly enough, Neuse credits Calidore with the quality of Civilify, but in doing
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. ' iy s . 1 . centq s
so ignores the fact that it is one of the gifts of grace. 9 It is civility

’

too that Calidore expresses in his dealings with the other shepherds;

Y.

especially Coridon. The complaint that—célide:els béhaviour;isﬁpunetiliousw—~m —

{
1]

and “..;alwafs suggests the sly wink of contémpt for the hapless peasant...,'

*

. . el E ,
is not borne out by the text, and Coridon is by no m@ﬂﬁ%.;he wooden character

Neuse would make of him. The' "sly wink" that Neuse ¢laims to see is directed
, ,

at no one, not even "...an invisible audience of his,..ébﬁrtly peers...." 1If
it had been Spenser's intention to show”dﬁplicity in Calidore, therknigﬁt's
dishonesty would sufelyahave beén made_more obv%ous. Neuse's positioh is an
exaggeration and does not take.into account such facts as Coridon's ﬁealousy
of Calidore, nor Pastorella's lack of interest in the éhepheid: "...she no-

whit his presents did regafd/Ne him could find to fanctie in her brest."

I3 =]

N, . . co .
(Vi,ix,40). Bas for Calidore's behaviour towards Coridon, it is fair and

benevolent, in contrast to Coridon's to him:

...euer when he came in companie
Where Calidore was present, he would loure,
And byte his lip, and euen for gealousie
Was ready oft his owne hart to deuoure, L
Impatient of any paramoure: -
..Who on the other side did seem so farre ‘ PN
_E From malicing, or grudging his good houre ) ”g ,
~That all he could, he graced him with her, ‘ I
Ne eyer shewed signe of rancour or of iarre. - (VI,ixn39) ’

A

The climax of the rivalry between these two suitors is a wrestling match,

initiated by Coridon, not d;lidore. Neuse believes.that Calidore's courteous : .
behaviour towards Coridon never springé from genuine concern; howeverf,”,! | |
Calidore's actions in the wrestling match reveal obvious sensitiyityﬂas;uulv,;,h,w, ,,,,,
attitudes of the two rivals are again contrasted: ( : . |
...Coridon forth steppingLopenly )
Did challenge Calidore to\wrestling game: . .

For he through long and perfect industry,
Therein well practisd was, and in the same
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Thought sure t'avenge his grudge, and worke ’
his foe great shame. : - - - o

But Calidore he greatly did mistake;. - Lt S —
Feor he was strong and mightily stiffe pight,
That with one fall his necke he almost brake,
And had he not upon him fallen light
His dearest iont he sure had broken quight. (VI,ix,43-44)
While it may be true that Spenser does-not reflect the values of egalitarianism
in his treatment of Calidore and the shepherdsa(the concept would in any case
have been alien to him) there can be no doubt that in thése incidents he shows
respect for the humanity of persoﬁs low and h;gh.

The final point Neuii\makes in ﬁis argument against Book VI is that
courtesy fails because the Blatant Beast triuméhé (or seems to triumph) in £ﬁé
end.' In order to establish this point, he rightly places the Beast and Calidore
in antithesis. His dismissal of Calidore as an anti-hero and false courtier,
however, leaves him in the position of having no hero, or at least none that
succeeds, in Book VI. Because he has relegated Calidore to a weakened posi-
tion, Neuse has no choice but to see the Beast's power as ultimatelyisttonger
than cougkesy. In an attempt to have same sort of hero for the book, Neuse
turns to the poet himself, and he, it would seem, is left stranded between the
Beast and Calidore:

Between them, Calidore and the Beast represent major aspects
of a society which, as I have suggested, has no room for the

Spenserian poet or poetry. c

~

The conclusion he reaches as a result of this is that Spenser admits defeat at
the end of Book VI; since his poetry has failed, so, Neuse reasons, has his

sense of purpose:

By the end of Book VI the Beast is triumphant and even
threatening to disengage itself from the fiction. At this

1



point, ‘the poem in one of those eharacteristic Spenserian
twists, becomes a spell to ward off its own dpstructlon.
Is this not the poet's final acknowledgement that his
- .quest, though unfinished, has reached the limits of f his
_epic enterprlse"20 ~
N,

There,are‘sevetal flahs in‘this;arguﬁent, not the"ieast of which, as has been

shown, is ﬁeuse‘s misinterpretation of Calidore's charaeter. He also ovet—
-looks, as'did B.E.C. Pavis, the eignificance of Calidore's defeat of the
Blatant Beast, and gives too much eignificance to the poet's final and anti-

. climactic statements. Neuse's ﬁisunderstanding steme from his insistehCe ueon
bthe static.nature of virtue. He believee-that in order for Calidere to be an
effective character, his virtue must triumph conclusive;y, once and for all
time. But for Spenser virtuous attributes are not merely character traits,
nor does his idea of courtesy mean simply 'good manners', learnt‘threugh

h/ggnditiening. In accordance with renaissance belief, vittue, like'beauty and
love, was SOmething‘to be approximated rather.thah achieved. Just as the
symhpl of thetth;ee,Graces depends upon their continuous motion for itsh
{meaning, SO virtue depende upon cbntinuods striyiné. :The Blataht Beaet is the
vantithesis‘of Virtue and thus stands for all things the‘courteous man must -
fight against, which is to say, human weakness exaggerated into vice. The
representatioﬁ of this in a single personality such as the Blatant Beast,
makes the actﬁal isolation ahd final defeat of vice, in oneself and in others,>
seem possible, when in reality it is out of the‘question. Spenser's Beast,
then, is a creature who like one's own nature, cannot be destroyed, althoudh
he can be tamed--by eomeene euch as Calidore, who understands the nature of
courtesy. Hehee dalidote's victory ove:_the éeast is.not fot all time, except

""in his own particular case. To emphasize this, Spenser makes the euhjugation

~

of the Beast a task for succeeding generations of knights:
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Albe that long time after Calidore
The good Sir Pelleas him tooke in hand
And after him Sir Lamoracke of yore,
And all his brethren borne in Britain lande;
Yet none could bring him into band. (VI,xii,39)

f ™~

‘In saying this Spenser is suggésting that no one can defeat the Beast as

Calidore did, but Calidore's acComplighment established an ideal for others to

-

attempt to imitate. Spenser makes use of the historical nature of his

‘Qscharacters to present his own generation with a chal’=:nges: the Beast, he

says, has rnow become so strong that none may defeat -, though all have

cause to fear him:

Ne is any that may him now restraine

‘He growen is so great and strong of late,
Barking and biting all that him doe hate,
Albe they worthy blame, or cleare of crime:

Ne spareth he most learned wits to rate . ‘ -
Ne spareth he the gentle poet's rime,
But rends without regard of person or of time. (VI,xii,40)

Spenser's pronoencement is thus an exhortation to his rcaders to be aware of
and to fight ;gainst the vices which the Beast represents; and he identifies
himself as one who ié alsé struggling to do so, at both a personal and a poetic
level. He feels threatened by the power of the Beast, but not defeated, and
because of this hié verse, the testimony of his own striving for virtue, may -
finally be "...counted wisemens threasure." Thus Spenser's personal 'quest,’
as Neuse calls it, does not end in failure or disillusion, but rather with a
continuing vigilance for courtesy.

All the aforementioned critics accept the argument that The Faerie .
Queene lacks a single theme or action that unites its six books, and all. their

arguments centre on whether they are for or against such a unity. While one

can agy%iiijth Richard Neuse's statement that, "No single hypothesis, surely,
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'will reduce such variety to a unity...," the possibility that The Faerie
Queene may have at least one major unifying theme is not to be dverruled.21
It may be true, as Dryden said, that the Qork does not succeed as a ‘

»

traditional epic because it has no single hero performing a s1ngle quest but

N

it is wrong, I belleve, to think there is no final cause towards Wthh its
- actions and episodes move. In order to establlsh what that cause might be, it

ﬁﬁ\\__gls necessary to look agaln at Spense14s intentiong. Wéf;now from the letter to

\
Raleigh that the "generall end" of the work {s /to fashion a gentleman", which

is to say, Spenser hoped his readers would themselves be influenced towards
that end. But it is in the Proem to Book I that Spenser states what helsees

his task to be, with its literary as well as its moralcégalifications:

f

-

Lo I the man, whose Muse whilome did maske,

As time her taught, in lowly Shepeards weeds,
‘Am now enforst a far vnfitter taske,

For trumpets sterne to chaunge mine Oaten

‘reeds,
And sing of Knlghts and Ladies gentle deeds; . . _
Whose prayses hauing slept in silence long, - ‘ : ) s

Me, all too meane, the sacred Muse areeds
To blazon broad emongst her learned throng:
Fierce warres and faithfull loues shall moralize
my song. (I, Proem 1)
. The poet states here that\in this work he will move from his usual pastoral mode
" (his "lowly shepheards weeds") to a higher form. This form is generally taken
to be the epic, since that form is associated with Calliope, the chief of
the. Muses, whomn he invokes. But Spenser als¢/says that/ée feels unfit for the
task, and in the Proem's second verse refers to himself as the Muse's "weaker
nouice." This would seem to suggest that his 'epic' will be somewhat different
from any written previously. Although two of his subjec are love and war,
these will be seen from the point of view of one whose ter calling is pastoral

poetry, which will no doubt colour their presentation. What this suggests is

that the work is intended to be a reflective one, and not merely a depiction of
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heroic battles or sentimental love affairs. Spenser also emphe51zes that his
work will deal w1th gentlllty, er.mnre properly, with courtesy. Thus he
states'that he w1ll "...sing of Knlghts and Ladies gentle deeds." His
reference to Venps, Mar;, and Cupid in stanza fhree rs ‘a popular renaissance
motif, which illustrates rhe gentling of chivalry.e The idea, promefed\by many
renaissance artists,-Botticelli among them, was that European Civilization had
arrived at the stage when the need for the harsher virtues of the warxior had

lessened, and freer rein could be given to gentler pursuits; It was felt that

the time had come for therknight to become the gentleman, and for chivalry to

become courtesy. Courtesy, theéh, is a major theme of The Faerie Queene, and

although it has long been recdognized as a subj&ct of the work, it also forms,

I believe, the basis of its unity. It is fitting, therefore, that the Book of
e

i

Courtesy is the final one, for each of the five books which precedes it presents

a virtue that is also one of the qualities of courtesy. - Further to this, the

Book of Courtesy may be seen as a fitting conclusion to The Faerie Queene

because, like the initial Book of Holiness, its subject is one that includes
, o -

many virtues. Holiness and'Courtesy are alsgp complementary inasmuch as the

o

n

nature of the former is private and personal, while that of the latﬁer is
public and social. While the weight of my discussion to follow will be
concerned with courtesy, I will also show how the first and sixth books of

The Faerie Queene are related, to form, respectively, a fitting beginning and

end to the work. This is so, I believe, because both contain elements of t?e'

renaissance belief that love is the motlvatlng power behind human actions,- the--—- -~

understanding of whieh—priﬁeiple is essential to gentility. Because of this;—-

and of the complementary nature of the two books, The Faerie Queene, aside

from minor flaws, may be seen as complete. Understanding how this can be so,

however, first requires an examination of Spenser's meaning of courtesy.

R
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The idea‘ that pourtesy™is the main subject of The Faerie Queene is not,

of course, new, and critics have been exploring Spenser's portrayal of it for

»

some time. The sources of Spenser's ideas are well known, as H.S.V. Jones

ekplains:

There is no difficulty in finding parallels to the views of

the poets in the many books of the gentleman produced within- -

the period of the Renaissance. The English books of this

class derive most of their ideas, even when they do not trans-

late their texts, from Italian originals. Examples are Elyot's
Governour (1531), the anonymous Institucion of a Gentleman (i 55),
Lawrence Humphrey's The Nobles or of Nobility, William Segar'

The Book of Honor and Armes (1590), the same author's Honor 22
Military and Civil (1602), and Peacham's Complete Gentleman (1634).

QOpes also notes the ihfluence, especially on the Institucion of a Gentleman
of ChaucerLS¢Gentilésse, a poem which, given his admiration of its author,
probably influénced Spenser. The most important courtesy book to come out of
the reqaissance, however, was brobably Baldassare Castiglione's Libro del

Courtegiano, The Book of the Courtier. This book no doubt formed part of the

Italian influence upon English writers of courtesy manuals, of which Jones
speaks. Besides Jones, other critics who have written about Spenser's
portrayal of courtesy are William Fenn De Moss, A.C. Judson, and Mohonimohan
Bhattacherje. While each expresses slightly different concerns—-Jﬁdson and
Bhattacherje, for example, are interested in the democratic possibilities of
Spenser's scheme of things--all point out the philosophical influences of
Classical and Renaissance thought upon Spenser's view of courtesy. William
Fenn De Moss's "Spenser's Twelve Moral Virtues According to Aristotle" tries
to show that Spenser accomplishes the intention expressed in the letter to
Raleigh, of making his gentleman fulfil Aristotle's description of a virtuous
man.23 Courtesy, De Moss states, is comparable to what Aristotle calls "Near-
Friendliness," a virtue including all that friendliness does, savi\affection.

He comments that, "The sphere of Aristotle's Near-Friendliness is 'human

AN
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soéiety/;Zth its common life and association ip‘words‘and deeds.' The virtue
| is a mean bétween flattery, obséqﬁiousness, complaisance, on the one hand,

and surliness,Adisagreeableness, contentiousness,yon the other."24 Near-
Friendliness, De Moss states, is a "...kind of Golden Rule: In your assg;ia-
tion with others, including strangers,'speak to them and act toward them as a

25

virtuous friend would do.™ Applying the idea of such a mean to Book VI, he

—

I'd
makes Calidore representative of it, flanking him on one side with the Blatant
Beast, whom he makes the symbol of surlinéss, disagreeableness, andrcontehtious—

ness; and on the other with Blandina, who represents flattery, obsequiousness,

and complaisance. While De Moss's schematic interpretation is an interesting

Lo
PN

one, iféseems to me‘too 1imited. His attempt to contrast‘the Beast with
Blandina fails because the two characters are simply not different enough.
Blandina is no less decaitfal, for instance, than the Blatant Beast is, as her
treatment of Arthur in Canto VI proves. It would be more proper, I think, to

see Blandina as a reflection of the Beast's influence, for her strength as a

ki
-t

ch cter, and hence her importance, is so much less than his. The suggestion
that the virtues of courtesy are similar to‘Aristotle's idea of Near-Friendli-
ness is, nevertheless, well taken, for it does seem to describe the appearance
of Calidora'a actions.

Mohonimohan Bhattacherje's appfaisal of‘ﬁook VI in the light of
Castiglione's Courtier is of interest since it outlines many parallels the two
works coptain in respect ta the chh%acter of Calidore.26 This article,

hbwever, ignores somé obvious points of The Faerie Queene's text. Bhattacherje

states, for example, that Spenser and Castiglioné agree that the court is the

most likely place for courtesy to be found, and emphaéizes Calidore's courtly

L3

position; But Calidore is never seen at court; and while an ideal court may

be the most suitable place :to nurture courtesy, Spenser says that,
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...vertue's seat is deep within the mynde
And not in outward shows but inward thoughts
defynde. (Proem VI,5)

Th)}s is especially true when The Faerie Queene is compared.to The Courtier,
in whose fourth book .the nature of courtesy and virtue is said to be of the

“mind. Bhattacherje?s'article is useful insomuch as it shows that Spénser has

incorporated some of'CastiéliQne's ideas into The Faerie Queene, but its

emphasis is placed largely upon the superficial attributes of a gentleman,
< . . .

such as skill at arms, courage, riding ability, runniﬁg,'jumping, swimming, and

wrestling. While these skills may form part of Calidore's courtésy, they are
’ k!

very much in the "outward shows" category. One point which is of interest to
the present argument, however, is Bhattacherje's obsefﬁation that Calidore fits

Castiglione's description of ‘a virtuous lover, since his love of Pastorella is
1 -,

of the higher sort. Castiglione states that,

The Courtier is the real lover in the true sense of the .
word; but he does not enjoy the beauty of his beloved
through his sense of touch or his palate, but only through
his eyes and ears....27 .

Starting from this Bhattacherje observes that,

Sir Calidore wé content nmerely to have sight of Pastorella

now and then and to hear the music of ‘her voice. True love,
according to Castiglione, gives peace and repose and is a
stranger to the pangs of jealousy....It was Coridon who put

on a frowning appearance at the sight of Calidore whom, as a
rival lover he looked upon as his mortal foe. But Calidore
suffered no sting of jealousy and allowed Coridon to be
Pastorella's partner in the dance. Love had given Calidore
contentment, his ambition and vanity had disappeared, his soul
was suffused with a new light and filled with a new treasure .28

The capacity that Calidore is shown to have for love experience of this type
is perhaps the most crucial point in understanding Spenser's view. of courtesy.

This is because courtesy itself was regarded by renaissance thinkers as a form
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of love. Calidore's personal experience with Pastorella, as Bhattacherje says,
is indicative of the gaining of new spiritual insight. But it also suggests
that as a virtudus man Calidore has a special place in the universal scheme
. B .

of things. 'In order to discuss this idea furtherkkhow;zer, and to examine

Spenser's use of renaissance love theory as it pertains to The Faerie Queene,

it is ne;essary to look at the philosophical ideas about love infiuencing hies,
work. | -

The main\ideas of renaissance love theory come from two classical
phllosophers, Plato, ahd the Neoplatonist, Plotinus. The infernce of these

3

men's ideas was not direct, howeverk but was disseminated through the work of
translators. Most of the ;deas of the two philosophers, on. love as well as oh
other subjects, had only been rediscovered in the fifteenth and sixteenth
centuries,‘although some of the concepts they formulated had been known to
theologians through the works of men such as Augustine, and had become part
of the christian religion. The most influential of the renaissance trans-
lators was the Italian priest, scholar, and thsician, Marsilio Ficino, a
friend of the Medici, at whose.request, and with whose help, he founded the
Platoﬂic Academy/iﬁ‘fiorence. Ficino's in%luence upohgthe spread of‘Plétonic
'.and Ne0pletonic ideas was more than that of a translator, for he was an
originalathinker, ahd.yrote commen;aries upon the Greek originals. is a

christian clergyman living in an ostensibly christian society, Ficino was also

bound to be influenced by the teachings of his church in his assessments of

pagan beliefs, Ficino's commentary on The Symposium (it was Ficino who firet
used the term 'Platonic Love') was probably the most influential source of

Spenser's beliefs about love. When dealing with love as courtesy, hbweVer,

the influence of Baldassare Castiglione's Book of the Courtier should also be

considered, although it should be remembered that Castiglione was himself

*

influenced by the ideas of Platonism, which probably came to him by way of
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Ficino's translations.

In The Symposium Plato personifies love as the son of Contrivance aﬁé

B

« N

Poverty, from whom he inherits equal portions of his character. \Because;he

,ﬁés begotten on Aphrodite's biftﬁﬂ;y, he is s%&d to have been born with the

godess's lové,of”bgauty, and was destined to become her follower and servant.

-Love's chafacter, which~So¢rates claims to have learnt about from a giri named

Diotima, ié,described by Plato as follows:

He‘!!’always poor, and far from being sensitive and beautiful,

as most people imagine, he is hard and weather-beaten, shoeless

and homeless, always sleeping out for want of a bed, on the

‘ground, on doorsteps, and in the street. So far he takes after
- his mother and lives in want. But being also his father's son,

he schemes to get for himself whatever is beautiful and good:;

he is bold and forward and strenuous, always devising tricks

like a cunning huntsman; he yearns after knmowledge and is full

of resource and is a lover of wisdom all his life, a skilful
magician, an alchemist, a true sophist. He is neither mortal

nor immortal; but on one and the same day he will live and ¢
flourish (when things go well with him), and also meet his '
death; and then come to life again through the vigour that

he inherits from his father. Wwhat he wins he always loses, and

is neither rich nor poor, neither wise nor ignorant.Z29

The most outstanding quality.of love i; this description is that of’
instability; and this has much to do with the role love is said to play
among men: men seek love, Plato says; because they believe it will make them
.happy; "What they a{e really seeking, therefore, is what théy perceive to be -
the Good. It necessarily follows from this that the Good is also perceived as
thg beautiful. Thus love becomes the45ésire for ﬁhe perpetual pdsséséion of
the good and}the beautiful, and hence too, of immortality. The volatile
nature of love, ho&ever, as well as man's mortality, worké against this
possibility, so in ordef to possesSathe desired end permanently, man must
procfeate.‘ Procreation, in the sense meantﬂ%eré is not only physical, but
spiritﬁal, with the lgkter meaning being held in the higher esteem. Indeed,

the expressions and creations of love: could include many temporal achigvements£
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in the fine arts; 'in politics and government; in commerce. But the highest
spiritual achievement for the lover involves contemplation of ‘the beauty that
attracts him, and is only possible by his proceeding through>a series of
levels of love, often referred to as 'Diotimé's ladder.' The highest love
is thus attended by the knowledge and awareness of what is being sought, and
why. Pursuing his goal to the limit, the lover comes to love beauty in its
pﬁrest form--the idea of beauty--and in so doing, he becomes a friend of God,
and an immértal. |

A principle of the desire to procreate, according ?o Plato, was that such
desire érose in the presence of beauty. The experience of beauty broughé’with
it; moreover, a feeling of serenity and harmony, which were the most desirable
conditions for procreétion. A creation of beauty, whether natural or man-‘
made, was thus perceived as a camplex object having harmony and proportion of
parts. Plotinus disagreed with this definition of beauty, saying that simple
things, having no proportionate parts could also be beautiful. As examples,
he cited colour, light, gold, the shape of the moon, and the stars. Thus,
ip'Plotinus'ﬁphilosophy, beauty became a single intangible e$Sence. In discuss-
ing beautyi Marsilio Ficino often caombined both these ideas, but Ficino's |
assignment of the first cause of beauty, of the very idea of beauty, as Plato
called it, was to God, as the church had taught him. It is important to
remember this, for it illustrates a fundamental truth about the renaissance:
the renaissance was not a true rebirth of classical values, but the combining
of them with christian beliefs. \

The idea of a cosmological hierarchy of being also came from Platonism.

' or ideal

For Plato the real world lay beyond the senses, a world of ideas,
forms. Man's body was thus an impediment to true knowledge, and only

through contemplation could he achieve union with the Good. As with his idea
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‘of beauty, the Good, for Plato, was not a singlé entity, but a harmony’ between.

hae

the ideal forms. 1In Neoplatonism, on the other hand, Plato's Good is trans-
formed into the One. And, in addition,vPlotinuS'made Plato's beauty into one

intangible essence:

~ -

The Neoplatonists translated Plato's Good into the One; it
was the principle of all existence, though itself above belng,
immaterial and indefinable. From the One's self-knowledge

" emanated the first Intelligence (the s 'or the Word) con-
.taining the immaterial Ideas (Plato's fqgrms) of all beings.
The Logos in turn gave rise to a second intelligence, the
World Soul from which the 1nd1v1dua1 i telllgences derived,
passing down in a hierarchy from intelligence to intelligence
until the moon and the sub-lunar world was reached. The
human soul was last in the hierarchy of spiritual beings.

p :

. 4§

Christian thought, in its attempt to adapt pagan philosophy to suit its

30

doctrines, interpreted the One as God, and made him, furthermore, a conscious
creator, a conpept that Greek thought had never included. The final end of’

love as Plato had initially described. it thus became readmission into the

presence of the creator. 1In the opinion of Ficino, man could not hope for
_full achievement of this state during his life on earth, but he could, through
moral living and conﬁemplatibn, have gllmpses of it. The experience was :

1iﬁited, however, to a spiritually awakened few, and its duration was extreme-

y

1y brief.>"

Ficino observed that wheh a man was ét leisure,'and away from thercompany‘
of others, he was prone to fall into a state of griéf. The explanation he
offered for this was that grief was the longing of the soul to reunite itself
with the creator. Fufthermore} he believed that if one was aware of the source
of grief,~ and reflected ﬁpon it sufficiently, a brief glimpserf the infinite
was possible. Thus the state of melanchol? became\desirable in itself, sipce
it could be a means to a higher enjoyment. Most‘men, however, were destined '

to remain unaware of the reason for their grief, and would blindly attribute
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it to external sources; consequently they would remain for ever miserable.
. ‘ e o ‘ |
The spiritually aware, on the other hand, would come to appreciate the value

.

of their unrest, and would even pramote it in themselves deliberétely. Ficino
believed this to be the case for poets and artists.32 " Ficino's spiritual
lover shares in many of the aspects of the very character of Love Plato des-

cribes: for ever poor inésmuch as he livesxconstantly in want of the higher

life; resourceful in that he uses his melanchOleto further his knowledge of
heavenly love. and beaqty;‘ continually parfaking of life and death insofar as
his glimpses of the eternal are but fleeting moments of ecstacy, preceded and
followed ﬁy dark périodg of searching and reflection. .
A further cénstituent of’Ficinofs theofies cbnéernsrthe subject of
,ffienéship. In Ehe léye-between friends Ficino saw but‘anoﬁher éxpréssion of

. the longing for thé love of God: - | v

»
Since 'friendship strives by mutual consent of the lovers
to cultivate the Soul through virtue, it is apparently.
nothing but a perfect concordance of two Souls. in the
worship of God. Those who worship God with a pious mind, R \\‘
however, are loved by God. Therefore there are not two ' )
friends only, but always necessarily three, two human
beings and one God....He unites us into one; He is the
insoluble bond and perpetual guardian of friendship.33

Ficino is writing here, after the'true'platonic féshion, of the friendsh::\'aZ

o

between two men, but because of the influence of such writers as Petrarch and

Dante,‘the:idea that the result was the same in relationships between members

of the opposite sex was also accepted. Thus we find in Castiglione's Courtier

,

that the object of desire may be female, and that the perception of her

. 3
R

beauty‘neéértheless serves to unite the soul with the infinite. In Spenser's

work too, the lbve of woman is seen to have this effect, as in Colin Clout's

admiration of Rosalind in The Shepheardes Calendar, and elsewhere. The

‘ | \
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influence of renaissance love theories upon Spenser's work is noticeable in

several of his poems besides The Faerie Queene. These include The Fowre .

Hymnes: Colin Clout's Come Home Againe, and as mentioned above, THe’Shepheardes
. *Calendar. “A brief examination of these poems, and how the ideas are used in

- them wili be useful at this point, since it has. a direct bearing on his use of

-

them in The Faerie Queene.

The Shepheardes Calendar, it has long been noticed, has associations with

The Faerie Queene, and especially with its sixth book. - The most prominent

] : :
similarity the two works share is the inclusion in both of the shepherd-poet

o

Colin Clout, who is usually thought of as Spenser's persona. The character of

Colin is first established in the Calendar where he is inspired to make songs
e e : .

by the mysteriéﬁs figure, Rosalind, whose urirequited love keeps him in a state’

of perpetual grief. 'Associations here with Ficino's belief that grief en@our-
ages reflection are obvious. That Colin is a pastoral poet (as Spenser him-

'self also claims to be in the proem to Book I of The Faerie Queene) is of

speciai significance since the purpose,Qf pastoral poetry, far from being the
' idyllic portrayal of rural life it is often supposed to be, is to ehgender
reflection upon human nature. As Patrick Cullen has pointed out, the characters

of pasteral poems are rargly real shepherés, bu£Aa£§wgg§teaq%urban peoplé
transposed into a country setting, the conﬁrast;of‘;he tw;WEEVi;onments
providing subjeét-matter for reflection ﬁpon the problems of CI%§ life}34

The framework around which the Calendar is‘bg{}t is, of course, the
calendar year, and Spenser's use of it provides a further¢metapnor for the-
process of grief, reflection, rapture; éqd,a,re;uxn,to a state of gr%ef; The
poenm begins with a winter sétting to which it eventualf“égnd inevitably‘returné.

Its construction is deliberately circular, which featureMassociates it with the

eternal. The Shepheardes Calendar begins with Colin Clout lamenting over

- o
- unrequited love, and at its end his predicament remains, apparently, unchanged,
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regardless of intervening experience. As the Calendar ends, Colin's/lifé, too,
seems to be drawing to a close, and as it does he is dismayed by the insignif-
icance of the life he'has‘led. - He appears unsure of the worth—6£~£hewson95'ii:l—~ -

which express his insights. But his very immortality is said to be éssured by

'them,'as E.K.'s gloss to the December eclogue explains:

...all thimgs perish and come Ep-theYr

last end, but works of learned wits and

monuments of poetry abide for euer:

Colin's desire for immortalit&, which was caused by his apprehension of
Rosalind's béauty, is thus fulfilled because it is expressed in a work of art.

To explain this further it is necessary to consider the following: the : .

circular aspect of The Shepheardes Caléndar‘demonstrated by the experience of

Colin is portrayed elsewhere in the poem by another symbol the renaissance

associated with love's processes, that of the three Graces. The Graces appear,

in the April eclogue, and their symbolism is thus explained by E.K.:

The Graces) be three sisters, the daughters
.of TIupiter (whose names are Aglia, Thalia,

and Euphrosyne, and Homer only addeth a

fourth as Pasithea) otherwise called Charites,
that is, thanks. Whom the Poetes feyned to be
the Goddesses of all bountie and comeliness,
which therefore (as sayeth Theodontius) they
make three to wete, that men first ought to

be gracious and bountiful to other freely,
then to receiue benefits at other mens hands
courteously, and thirdly to requite them
thankfully: Which are three sundry Actions in
liberalitye. And Boccace saith, that they be
painted nakKed...the one hauing her backe toward S
vs, and her face fromwarde, as proceeding from ‘ f L

vs, the other two toward vs, noting double thanke 7Zﬁﬂ,” S
to be due to vs for the benefit, we haue done. '

. ) s .
Renaissance thinkers such as Ficino were quick to christianize such symbols -as

the Graces, because they fournd them useful in explaining platonic theories.
' . 1 . ° . .

The circle, long thought of as a symbol of eternity, was portrayed in the
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Graces' dance, and this was all that was required for the Gra o be idenfi-

fied with christian rather than pagan beliefs.  Ficino certainly had no

difE;gH;ty in adapting it to his'purposes:;w —

B N

: . 5 ,
// The circle...so far as it takes its beginning in God and
: attracts, is Beauty; 'so far as it goes forth into,zgé
world and moves it to rapture, it is Love, and so fak as
it returns to its origin and unites with the creator his
creation, it is Beatitude. Amor starts from Pulchritudo
and ends in VoluEtas.35 ‘ |

.

In The Shepheardes Calendar this process may be seen/ in the fact that Colin's

longing aftef unrequited lo&e causes him to desire the greaterleternal love
represented by Pan, with whom he first quarrels, But eventuallf becomes rein-
stated.v As the gloss of the April eclogue expiains, Pan also represents Christ,
the synchretism thus é reésing thé creator's 1o§e at work in the world. A
- fleeting glimpsé of thi 1ove,,whiéh-isvalso the essenceIOf‘all beauty, is what
Colin experiences. The sight and‘loss of it becomes the real cause of his
discontent, and it‘is this beauty too that is manifest in his songs. Since
. N
'art'was:thought to ﬁirrbx the eterﬁal beauty (and hence eternal 1ové) qontem—

plation of it was seen as a means to approach that beauty; Althqugtholin

Clout appears to fail, or at least to be uncertain of his own success at the

end of The Shepheardes Calendar (as too, when he appears in The Faerie Queene)

he has in fact succeeded because of his artistic achievements, which are a
testimonial to his vision of the eternal.

The same experience of grief, vision and artistic expression that Colin

fN\Clout is seen to Undergé in The Shepheardes Calendar is also found in Colin

There, Colin's visionary capabilities are remarked

RS

" Clout's Come Home Againe.

upon by Cuddy, another shepherd and/f;iend_of,Colinﬁ

Shepheard'ip seems that some celestiall rage
"~ Of love...is breath'd in thy brest, gf@}
" ) -
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That powreth forth these oracles so sage, N .
Of that high powre, wherewith thou art possest. (11. 823-26)

- The beauty of Rosalind that inspires Colin is als,<_eid to be celestial in
¥

1 ort«hlm By blamlng

its nature. When some ‘of Colin's friends seek tercw

‘Rosalind for be1ng the source of his unhapplness, Colln replles

Ah Shepheardes...ye ne weet
How great a guilt upon your heads ye draw:
To make so {bold a doom with words urnmeet,
Of thing Cellestiall which ye never saw,
For she is/not like as the other crew
Of shephed des daughters which emongst you
bee,
But of d1v1ne regard and heauenly hew,
Excelling all that euer ye did see. (11. 927-934)

In recognizihg Rosalind's heavenly qualities, Colin knows he can never hope to
possess her finally. He will, however, be compensated for this by the exper-
ience of praising her in his verse. This will give him temporafy comfort fer
his grief, and the ;eauty expressed in his songs will, furthermore, be a
souree ofrwohder to his‘fellow shepherds (ahd,_similarly, to anyone wﬁo is
.moved‘by artistic beaut¥):

Yet...so much grace let her vouchsafe te grant

To simple swaine, sith her I may not loue: ,

Yet that I may her honour parauant -

And praise her worth, though far my wit aboue.
Such grace soametimes shall giue me some

rellefe,
And ease of pain which cannot be recured. . : , e
And ye my fellow .shepheardes which do see NV T R

And heare the languors of my too long dying .
‘Unto the world foreuer witness bee, ' _
That hers I die, nought to the world denylng . -
This simple trophe of her great cenquest. " (ll '939-951) ‘

- In The Shepheardes. Calendar and Colin Clout's Come Hame Againe Spenseg ﬁresents

renaissance theories of love and beauty in a pastoral setting. A purer state-

ment of his knowledge of these ideas is found, however, -in The Fowre Hymnes.




34

The Hymnes also show traces of influence by Caétiglione's Book of the Cburtier,

which adapted these theories to sui:/ﬁ)courtly setting by making them part of

a system of courtly beﬁ&yiour, Sgenser's use g} them in The Faerie Queene és

a means of fashioning a gentleman might thus be’expecéZéS

¢

In her discussion of The Fowre Hymnes, Josephine Waters Bennet points

out that in_writing them Spenser was probably influenced by the Canzona della

\

Aqog'Celeste y'divino.(l486) of the Italian poet qirolamo Beniviene (1453~
',1542).36 Benevieni, a Florentine, was a pupil of Ficino's at thé Platonic

o ) t
Academy, and composed several poetic works related to his maéter's teachings.
His eaily works were wriften with an enthusiasm which favoured the paganism of
the ideas he was studying rather thap christian beliefs, but in later years hev
became a fervent Catholic\aqg;iiiirfained that the only serious value of ther
peems of his youth Was‘their analogw with christianity. To this end his poems
were appended with explanatory comméntgriés‘of a christian nature. The

' Canzone were based on a combination of platonic and christian beliefs, and

were originally published with a commentary by Pico della Mirandola, another

influential Italian scholar whose beliefs were similar to those of Ficino.

‘Miss Bennet argues that, ' e

If we accept the Canzone and Commento as a commentary on

The Fowre Hymnes, it immediately bécomes evident that what
Spenser wrote was not four separate hymns, divided into two
pairs, and lacking any connection with each other, but
rather a single, carefully constructed poem in four parts.37

While the argument for arsingle poem in four parts may be enhanced by a

3

R

discussion of sources and influences, it is also possible to reach this same
conclusion by examining the texts of the poems alone. “The prqgréss'of the
four poems is quite straightforward: 1love proceeds. to beauty; bheauty to

heavenly love; ‘heavenly love to heavenly beauty.. ;
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The first of the poems, the Hymne in Honour of Love, begins by praising

and examining the‘powers of love: “WHQ can express thé'glorie"df thy
might%?f(l;49) Spenser asks, theigby Setting himself the task of fashioning a-
poem'derived from‘fhé power of love. Love is seen in the poem to hold sway"
over the fdur elements of the univeréé, and hence over all mapter. Love's

power harmonizes the elements, and thus establishes and fixes the universe's

very order. The creatures of the animal world are moved by love's power to

‘propagate/themselves,3albeit unwittingly. Man alone, because of his powers

of reason, seeks knowingly to multiply his kind, but having also an "immortal

‘mynd", or soul, he may wish for the immortal and the heavenly, which constitute

beauty. In saying this Spenser echoes the ideas of Plato's Symposium, which

no doubt reached him through the influencg‘of Ficino et ‘al:

Those whose creative instinct is physical have recourse

to women, and show their love in this way, believing that

by begetting children they can secure for themselves an
immortal and blessed memory hereafter for ever; but there

are some whose creative desire is of the soul, and who

long to beget spiritually, not physically, the progeny of
which it is the nature of the soul to create and bring to
birth. If you ask what that progeny is, it is wisdom and
virtue in general; of this all poets and such craftsmen

as have found out some new thing may be said to be begetters;38

PLJ{E proposes here that procreation and glory are expressions of immortality
and therefore of beauty. Man, perceiving and experiencing beauty becomes
"enravisht", or enraptured, by it, and the result, the poem states, is that

Cupid's darts enter men's eyes, and through them, their hearts. This idea

conforms with Plato's belief that love enters the soul by means of the senses,

the highest of which are the eyes and ears. These two senses are thus associa-
ted with the higher spiritual love rather thahrthe vulgar, or physical love.
Once man has been afflicted with Cupid's arrows, fhe poem continues, he can

desire nothing but love, and being deprived of it, is like Colin Clout, made
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wretched. The intention of this, Spenser explains, is to teach men to respect
love. The placf%g/of obstacles in the lover's path causes him to strive to
ascend the ladder of love described by Plato's Diotima. Those who respect

and strive after love in thisxmanner are said to eventually reach paradise

and experience heavenly love and beauty. ' The poet sees himself at the end of

the Hymne in Honour of Love as one struggling to achieve this. ‘Having been

wounded by love, he hopes to learn more of it; his suffering, he hopes, will
lead him to sing the praiées of love's heavenly égfm. This position, it will

be recalled, is the same as Colin Clout's at the end of the January Eclogue.

Colin's motto, Anchora speme, is an expression of that situation. The

meaning of the motto as given by E.K. is as follows: "...notwithstanding
his extreme passion and lucklesse love, yet leaning on hope, he is samewhat
recomforted."”

Continuing the theme of love established in The Hymne in Honour of Iove,

The Hymne in Honour of Beauty begins by referring to love and love's poWers

of inspiration: ‘ .q:

. Ab whither loue w11t thou' now carrie me?
Whgt‘wontlesse fury dost thou now inspire

Into my feeble breast, too full of thee?

Whylest Seeklng to aslake thy raging fyre,

Thou in-me klndlest much more great desire,

And up~§loft my strength doest rayse

The'. wondrous matter of my fyre to praise. (11. 2-7)

The éoem‘honbﬁ;é Venué,\the "queene of Beauty"”, and "Mother of loue", and the
poet aSké her to bestow her grace upon him so that he may see with a "finer
sight", ThiS'graee is likéned to light entering his eyes; and will be the
poet's source of inspiration. It will allow him to compose a yofk worthy of °
dedication to Venus,“apd also to his mistress, whose beauty first inspired him,

and remains the cause of his earthly sorrow.

Having established his intentions, the poet then begins to praise love's

~
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powers. 'The greatest of these, as was described in the Hymne in Honour of Love

°

is that of brganizing ﬁower%of the cosmos. The creations of love are further

stated to be the Véry measure bf;beauty as mortal men may -apprehend it. The

a, «

source of such beauty ;s;nevertheléss eternal, and may not be seen with

L v

"sinfull eyes", which is to say'made mortal by the fall of Adam. Such beauty

is "..,pe;fecE'Béauty.../Whose face and feature doth so much egcell/All mortal

&

~sence,‘tl'iat none the same may tell." (11. 40-42) Although perfect beauty may

not be perceived difectly, it is still the ultimate source of all beauty, and
its essence is part of all that is beautiful. The example Spenser uses to

illustrate this principle is that of the body and the soul. The soul, defived

-~

from the celestial light of the creatot, takés on bodily form when it cames
into the world, and the body, though it lacks celestial beauty, is still an

earthly expression of that beauty. Not all men, he says furthermore, are.

endowed with the same quantity of the celestial essence. Naturally, the hier-
archical worldview of Spenser's time provided--or rather, was justified by——

an explanation: ' , ‘ . -
}f o
‘ For of the soul, the bodie form doth take . .
For soule is form, and doth the bodie make. : s
Therefore where euer that thou doest behold
A comely corpse, with beauty fair endowed
Know this for certaine, that the same doth hold
A beauteous soule, with fair conditions thewed,
Fit to receive the seede of vertue strewed.

For all that fair is, is by nature good;
That is a signe to know the gentle blood. (11. 132-140)

However, this is no guarantee, merely ah ideal.' Often a beautiful soul coul§

~be found in a misfortunate, deférmed, body,\ér if its virtue was left undevel-
oped--for we must remember that develoﬁment is possible and desirable--the’
soul could degenerate through sin yet retain the outward beauty of its bodily

form. Examples of the former and latter states of the soul found in The Faerie

Queene are respectively, the Wyld Man, and the discourteous knight Turpine.

H
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Spenser chsidersAthat lust [by which he means, I think, a general desire
for’pleasure, rathef thaﬁ the ﬂarrower sense of only-basé sexual desiwe] is
the worst enemy of the soul in its desire for beauty; love, oﬁ the other hand
is its greatest benefactor, leadinglmen to understénd thé beauty in themselves,
as weil as in others. . The process may 'be described thus: the lover seeing the
beauty of his beloved begins to see'in his mind the beauty of his own soul,
"For louers eyes more sharply sighted bee/Thenvothervmens.f.;" In each other

lovers behold a glimpse of the eternal beauty and the gifts of grace whose

source is Venus. The presence and sight of the beloved leads to rapture:'

. .how maﬁy wonders doe they reede

To their conceipt, that.others neuer see &
. Now of her smiles, with which their soules they
feede - S ‘ =

Like Gods with Nectar in théir bankets free

. 'Now of her lookes, which 1like to Cordials bee;
But when. her words embassade forth she sends
Lord how: sweete.musicke that unto them lends.

Sometimes upon her forehead they behold
Argsousand Graces masking in delight (11. 246-254) '

1

This explains the rapture of Calidore, when he beholds the beauty of Pastorella,‘
and also the dance of the Graces. The incident will be discussed further below.

As The Hymne in Honour of Beauty ends, the poet makes an impassioned plea .

to Venus, and to his unrequit%pg mistress. He hopes that his verse tribute to

& ~..

* v

them will help him to regain t;e sense of life which he felt when he first' ,

'

experienced love. The Hymne in Honour of Beauty graces Venus by e ressing the

A

poet's knowledge of love and beauty in art, and thus becomes a form praise

to be repeated in her honour. The poet's mistress is also honoured, as she is

in The Shepheardes Calendar and the Epithalamion: her personal beauty, too, is

-

immortalized, hence he names her the "great Goddesse of my life" (1. 282).
Byxending therpoem on a personal noté, Spenser manages to bring the subjects

of love and beauty 'down to earth', as it were, by directing attention to him-

€

-
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self, but the‘next of the Hymnes, The Hymn of Heavenly Love begins by reject-

ing the 'base world' in favour of ethereal values.

The Hymne of Heavenly;L6ve'praiSes the unrelenting qualities of divine

love found in christian teachings, and it also relates them to tHe concerns of

renaissance thou§ht.j The higher quality of heavenly love is emphasized by
contrasting it with the earthly love of the preceding poem, and others the

poet has written.

Many lewd layes (ah woe is me the more)

In praise of that mad fit, which fooles call
loue, ) o

I have in the heat of youth made heretofore.

That in light wits did loose affection moue.

But all those follies now I do reproue, ' o
And turned haue the tenor of my string,
The heauenly praises of true loue to sing. (11. 8-14)

The poem retells the biblical account of creétion, and the fall of the angels,
and of the fall and redemption of man. Its main theme is God's love for man, -
which man so often leaves unreturned. .Chri§£,4the perfect example of God's
1ov¢ made flesh, comes on earth only to be persecuted and killed, but in so
doing hé atones for all men's sins. B&s he’exeﬁpiifies heavenly love méde

flesh, Christ is thus the perfect example of the "gentle blood" referred to in

The Hymne in Honour of Beauty. But how, the poet asks, can God's love of man

ever be requited? Tb.wh%th qﬁestion he givesrthe folloﬁing explanation:

il

Ne ought demands, but that we louing bee,

As he himselfe hath loued us afore hand,.
And bound thereto with an etermnal band,

Him first to loue, that u;ﬂézzg:\any bought, ,
And next our brethren to his image wrought.  (11. 185-89) o e

%

If a man loves God, he will also be disposed to love his brethren, who are like

+

himself made in the creator's image, and this action also pleases God.  The

circle of love described by Ficino and the classic philosophers is thus
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supposed to be operating in christianity: love proceeds from the creator to
, - .

man, from man to his fellow man, and thence_retﬁrns to God. The process is
continuous aﬁd everlasting. Man's part ip the process is, hgﬁever* often |
neglected, andlin'eider to seﬁsitize;himself to his>need to be part of the
divine love cycle, some type of self—;mposed stimulus is necessary. AIn this
regard Spenser recommends meditation, not surprisingly, on the iife.ovahristf
His method of eommunicé%ﬁng this through éoetty is by concentration upon detail,
and his poetic use of this may be likened to that of the metaphysical poet,

Geo'rge'Herbert‘:39

Beginne from first where he encradled was
In simple cratch.

From thence read on the storie of his life
His humble carriage, his unfaulty wayes, .
‘His cancred foes, his fights, his toil, hls strife,

. (etc.) (11. 225-26; 232-34)°

The outcome of meditation on, and imitation of the”life“of Christ brings. .
16(
about desire for him that leads one to forsake the thlngs of this world, and

the 51ght of heavenly beauty, which bllnds mortal eyes but enllghtens the .

sp1r1ts given it, makes worldly things -appear mere "durt and drosse". ,Thus4
. 2 s - .

one may perceive the eternal:

P4
R

Then shall thy rauisht soul inspired bee
_With heauenly thoughts, farre aboue humane
skil, '

And thy brlght radiant eyes shall plainly see
Th'Idee of his pure glorie, present still
Before thy face, that all thy spirits shall fill
With sweet enragement of celestiall loue,
Kindled through sight of those faire things

aboue.  (11: 281- 287) :

\

~

Although in sllghtly dlfferent term¥, in ,The Book of the Courtier Castlgllone
describes a 51m11ar process which occurs when the perfect courtier has completed

the ascension of the "stayre of love". 1If in the following passage "Christ" is

~
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substituted for "his guide”, and "the bodilie b%i:ty" were interpreted to mean

that which exists essentially in every human creature, its meaning would closely

con{irm to Spenser's:

When our Courtier therefore shall bee come to this point,
although hee may bee called a good and happie lover, in
respect .of them that be drowned in the miserie of sensuall
. love, yet will I not have him set his hart at rest, but .
boldly proceede farther, following the high way after his
guide, that leadeth him to the point of true happiness.
And thus in stead of going out of his wit with thought, as
he must doe that will consider the bodily beautie, hee may
A come into his wit, to beholde the beautie that is seene with
! the eyes of the minde, which then begin to be sharpe and
' throughly seeing, when the eyes of the bodie lose the floure
of their sightlinesse.

Therefore the soule ridde of vices, purged with the studies
.of true Philosophie, occupied in spiritual, and excercised in
matters of understanding, turning her to the beholding of her
owne substance, as it were raised out of a most deepe sleepe,
openeth the eyes that all men have, and few occupie, and seeth
in her selfe a shining beame of that light, which is the true
image of the Angelicke beautie partened with her, whereof she
also partneth with the body of a feeble shadow. ‘

. ) , . )
In Castiglione's version, the ideas of heavenly love and heavenly beauty are

not separately treated as in the Hymnes, but the meaning Y{n both worksvis

essentially the same.

~
4

Having showg%;h§,ends of -love, Spenser proceeds in his next hymn'to
further praise the heavenly beauty to which he has introduced us. ‘The theme

of contemplation as the means of reaching heavenly love and beauty is carried

forward into the éjmne of'Heavenlleéauty, which'iepresents the final phase

in the cycle of love. Having exPerienceleove ahd beauty, and gained insight

.int,o heaveHIY love, the spez;,ier in the poem wishes to communicate his experience
to other men.G_He begins by asking how this might be possible. The most.

probable answer; although it iérnéver,stated directly, is that it can be done

through his art of poetry. Ordinary words cannot describe the expeiience of A%

heavenly beauty, but in poetry words are not used in an ordinary sense. By
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means of the sense Qf.hearing and, [though more abstractlyJ through:sight,
poetic art can make thé necessary‘aﬁpeai to the "eYes of the minde". This is -
so since sight and hearing are the sénses through which~divine—knéwledgeﬁecmes,
and it is through these senses that love énters the soul. Thus it comes:to gs,

as Castiglione‘sg;s, through words :

I may tell you, it is not a small token’that a woman loveth,

when she giveth unto her lover her beautie, which is SO’précious .
a matter: and by the wayes that be a passage to the soule, that -

is to say, the sight and the hearing, sendeth the lookes of her
eyes, the image of her countenance, and the voice of her words

that pearce into the lovers hart, and give a witnesse of her
love.41l ¢ ’

4

Spenser calls upon the spirit of love to illumine his thoughts so that he

may teach men, whose main preoccupations are "faire shewes" and "vaine delights",
y ' i ghts

the nature of heavenly beauty. This in turn will influence them to-learn to

love, and to strive for its benefits. He asks those who wish to learn tq

bégin by looking>at the wonders of the universe, and meditate upon the things
that compoge it: the earth, the éea)'the air, the sun and stars (thus the

four elements, earth, water, air, and fife) and ail creatures contained therein,'
They should also look beyond the universe fo “...thét mightie shining christall

wall/Wherewith he hath encompassed this All;" while remembering that the
- '

wonders[bf this world and the visible heavens are only a chmupt reflection of

the perfect universe, which is beyond time and the senses. The higher one
- proceeds, the higher becomes the quality of beauty, and the closer one comes

to heavenly beauty:

For farre aboue the heauens which here we see
Be others farre exceeding these in lighE,\

Not bounded, not corrupt, as these same e,

But infinite in largenesse and in hightje -
Unmoving, uncorrupt, and spotlesse bright,

That need no Sunne t'illuminate their spheres
But their own natiue light farre passinqﬂtheirs.
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And as these heauens still by degrees arize,
Vntill they come to their first mouers bound,
" That in his mightie compasse doth comprize,
And carrie all the rest with him around,
So those likewise doe by degrees redound,
And rise more faire, till they at last ariue )
To the most faire, whereto they all do striue. (11. 64-77)

The visible heavens éfe beautiful, but fheir beauty isréxceeded by those we )
cannot, see: "Faire is the heaven, where happy soules have place..."” (1.78)
‘"More faire is thatiwhere Idees on hie/enraunged be, which Plato so égmyréd,
/And pure Intg}ligehces from God inspyred."” (11. 82-4{ Bgf this is not thg end
of the héights of heaven. Combining thé pagan with the christian in the
eélectic style of the Renaissance, beyond Plato's heaven of ideas Spenser
places the heaven to‘which kings”and potenéat;s ascend; beyond that is the
'placerof the angels, and beyond them God HiQSelf:‘ But this hierarchical
o;dering ig merely common theological knowledgé,*and what it really represents °

cannot adequately be described. Similarly} Redcrosse's vision of the New

~ Jerusalem in Book I of The Faerie Queene cannot be extended. Spenser's des-

cription stops here; and he returns to the medjtatory éspect once again,
~asking "How...can mortall ﬁongue hope to expresse/The imaQ; of such endlesse
perfectness?" (11. 104-5) The tonéue he spééks of is thennsilenced, and the
duty of expression left to the mind; but this is merely rhetoriCal: the
tongue still épeéks as before, through the medium of poetry, on God's essential’
.qualities: -

ﬁié truth,'his loue, his wisdom, andohis blis,

His grace, his doame, his mercy, and his might, } )

By which he lends us of himselfe a sight. (11. 110-12)
It is God's grace, he says, which ultimately enables men to ﬁérceive God'é

beauty and the beauty of all creation. Since men's eyes are corrupt they might

not behold the eternal vision, for it is brighter than the sun, but because of
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grace, and becausg of the mediumweiﬁgoe;ry, they can see a mirror image of the

x ™

eternal world in the wonders of the vVisible creation. Meditation thus leads

to knowledge, but this must be pursued With reVereﬁce ana*ﬁﬁﬁiiifyfif”fhé’ﬁqu””7‘?g*
eventual reward is to be wisdom, which §penser calls "Sapience". -.With Sapience %

. -

- comes the ability tarunderstand and appfetiate the intricacies of’théﬁﬁnivgrse.

Of the personified Sapience he says:

Both heaven and earth obey unto her will, ) : 7
» And all the creatures which they both containe; - : e
For of her fulnesse which the world doth fill °
They all partake and do in state remaine, .
As their great Maker did at first ordaine. (11. 197-201)

Included in this is the knowledge of onesglf as a paft of God's plan. “To know=
fhis is to know the heavenly beauty and, of course, heavenly love. Once again

theré is a parallel with the ideas of Castiglione:

What tongue mortall is there then (O holy love)

That can sufficiently praise thy worthinesse?

Thou most beautiful, most good, most wise,

art derived of the unitie of the heavenly . . Lo .
beautie, goodnesse, and wisdome, and therein ’
doest thou abide, and unto it through it,

(as in a circle) turnest about .42

Although this statement presumes a knowledge of'heavenly loﬁe, that love is
hard to separate from heavenly beauty, since beauty and ler perpetuatereach
6ther, beguty being created out of love, and love being the désire for beagty.
The image of the circle is therefore extremely appropriate in deécribing tﬁese
processes. ‘ . S — R R ~—'f~—w'~~f—Wﬁww<vﬂva;f”

In presenting Sapience and its rewards; Spenser,; too, begins by asking-
humbly: .

Q\g:; then dare I, the nouice of his Art,
fsume to picture so diuine a wight

Or hope t'expresse her least perfections part,
Whose beauty fills the heauens with her 1light,

F
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' And darks the earth with shadow of her sight?
- Ah gentle Muse thou art too weak and faint, _
.The pourtraict of so heauenly hew to paint. (11. 225-31) 17L,yf

Nevertheless, he sums up his poem by presenting a favoufable picture of the
worth of pursuing an understanding of heavenly beauty. The technique employed

Ais—convinéing: ,Wé have, of course, no real glimpse of the heavenly beauty:'but

o - - -

we have seemingly experienced it by having participated in the images of the
pqem. By the'vehicle of art, then, we'are able to put aside the distractions

of "...this vile world and these gay seeming things,“ (1. 299) and take ué the 7

Sa

poet's .exhortation to,
...looke at last up to that soueraine light -

From whose puré beams al perfect beauty
springs.  (11l. 295-96)

The -desire fbr’beéuty~then, which is also love, should be a gentleman's

central preoccupatioﬁ, and concerning this point it is timely to recall Plato's

idea that thié\d sire .is- also one- for immortality. Spénserlswachievement‘inizgé .

(I .

is thus the creation of, to use his own term from Epithalamion, °

moniment", a monument against time, for the beauty he épeaks'of
has been captured for ever by his art. This idea applies, of course, to all

poetry, but it‘#as Spenser's conscious intention to project it, as I intend to

show, in The Fagrie Queene, as too, in The Shepheardes'Calendar, which has :

already been diséussed.
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Chagter 2 . ' . &

éince‘Spensér's portrayal of courtesy in The Faerie Queene was part of his
intention of‘fashioning a gehtieman, it would seem appropriate before discussing
Book VI to look briefly at some Elizabethan ideas concerning gentiémen and
gentlemanly behaviour. While much was writteﬂ'on the subject, exactly what

it meant to be a gentleman evaded definition, as Ruth Kelso explains in The

Doctrine of the English Gentleman in the Sixteenth Century:

-

Like every other term which covers an accumulated array of
abstractions, gentleman has teased men to attempt definition
and at the same time has eluded them; far easier is it to -
recognize a gentleman than to say what makes one. Sixteenth
Century England was particularly interested in the problem...
but the sixteenth century was no more successful than its
- predecessors in arriving at a complete, unambiguous and

generally accepted definition. The methods of renaissance
scholars...doomed their efforts to failure, for they made
little attempt to approach the subject from a fresh point of
view, but accepted the accumulations of the past....If what
Plato, Cicero, Justinian, Thomas Aquinas, Dante and every
commentator of renaissance Italy and France ha¥e to say on

. nobility must be worked somehow into the definition of the
true gentleman, no reasonable, consistent, clear result is
possible.l

Spenser, of course, with thre declaration that hik perfect gentleman (Prince
Arthur) will exemplify virtues prescribed "...accoraing to Aristotle and the
rest”, is no exception to these observations. But while no all encompassing

1

definition of a gentleman is possible, the)age considered certain abilities

and activities part of gentl@éanlyrbehaviour and Spenser has included many of
Vthege in the characters of ﬁis knights. BAs the knight of qouitesy Calidore
naturally exhibits many of them and demonstrably more thanh any other knight.

A general smattering of gentlemanly attributes, taken mostly from the Mediaeval

chivalric code would have included a knowledge of hawKing, hunting and heraldry,

as well as the virtues honour, courage, readiness, generosity to vanquished

y



foes, and the willingness to fight always on the side df':ight. Other facets
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of a gentle”edUcation were skill at arms and a khowledge of armour. The latter,

according to one Erigi'ish courtesy treatise, Te Book of St. Alban's, had been
. . » ¥ .

invented by Adam and had been hahded down tovnoble men in a line that also

inc hded Jesus Christ.2 Although the c1aim seemsvfar—fetched today, it was
regarded with all serioﬁsness,by an age that tried to amalgamate christian and
‘classical virtues. The gentleman's aim was to be in fact an emulator of
Christ's own humanity. The christian prince was, of course, regarded as the
highest embodiment of tﬁe gentlemanly”iheal and his qualItiqs of character

were often described in courtesy books whose authors were usually churchmen,

by names such as the "King's Mirror". Spenser's claim that Queen Elizabeth

would find herself "mirrored" in The Faerie Queene was a variation on this

theme:

2 3

.Their material usually consists of a theory of government;
personal advice to the ruler on the conduct of his private

life, the education of his ,children, and the management of

his public career; and a more orcless,spirited contrast
between the good king and the- tyrant. Virtues stressed are
justice, liberality, clemency, the maintenance of peace,
wisdom in the choice -of councillors, and high personal

= integrity.3 V ' V '

j“While The Faerie Queene is not a courtesy book of the practical, advice

8 -

:giving type, one does not need to read far into it, and especially in Book VI,

to find that Spenser's heroes uphold‘téggg ver& virtues. Spenser said that

his gentleman would be an expression of the "twelve moral virtues" of

Aristotle's Ethics. As mentioned earlier, this statement presents.a problem

in itself because of the inability to identify exactly twelve Aristotelian

-

virtues, and also because virtues such as holiness and chastity do not Gavé a

place in Aristotle's creed.4 The best approach to this would be to look to

~ Spenser's work itself for his intention rather than to the letter to Raleigh.

=

g,
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The inrtues' of holiness and courtesy themselves show how loosely Spenser

" followed EhetSbhemé he brdposed inrtherletter, in which it seems that each
' book was intended to descriBe a separate vittue,;for holiness and courtesy

each comprise many virtues rather than one alone.

t

Critical “commentary on Calidore's courtesy and its place in The Faerie

Qgeene has tended to be enumerative rather than interpreEive: previously
a,mentiongd critics like William Fenn De Moss have done the valuable work of
exploring some ¢ritical 'dead-ends'’ such as 'how closely does Spenser'adhere

. e waD N .
to Aristotle's "twelve morall virtues"?  and Mohonimohan Bhattacherje has

S =

‘ Ly . as . 6 - g
" shown the influence of Castiglione's Courtier on Spenser. But H.S.V. Jones
has provided an insight, albeit perhaps an obvious one, which opens the way

' for further study:

- -

Indeed since the declared purpose of The Faerie Queen was
to fashion a gentleman .or noble person .in vertuous and
gentle discipline,' céurtesx} it should be evident was the

o : subject of the whole work; so that at almost every turn in
the preceding books the poem had offered some illustration
of a virtue that was really its central theme.”-

thing said this, Jones does not explore the idea further nor its significance

to,tbg work's unity. This'latterfaspect I will argue, provides proof that

Spenser's plan for-The Faerie Queene,.with.allowance for some imperfections,

e .

A’was brought to completion in the poem as it exists.

Like other writers of.courte;y bboks,QSpenser never’specifically states

what itmis_that makes a gentleman, or df what exactly courtesy consists. He
- 7 - T - Ll s . ',,; ‘ - - 74
provides, however, a great .deal,of information’ concerning these subjects by

demdpétratiﬁg them in the actions of his heroes. As regards courtesy Calidore

of course is the principal character. "By observing the particular virtues that

underlie Calidore's actions, it should therefore &e possible to formulate a

description if not a definition of courtesy as Spenser saw it.

5, )
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" Befaxre looking specifically at Calidore, it is worth examining the Proem
to Book VI, for it provides a sampling‘of Spenser's ideas concerning'cour£esy;

" Although the Proem begins by speaking ostensibly eﬁéuE'FééfyIéﬁa} a closer =~ .
look reveals that Faeryland's qualities have a general affinity with those‘of
courtesy. The first of these is a sense ofrfreed and'renewal. The "waies"”
of‘Faefyland are "spacious and wyde" andk;sprinckled with.;.sweet Variety,"
which is‘ﬁpleasant to eare or eye". The resulting senselof ease and enjoyment,
rather than tedium of. action is enly made possible, however, by the influence
of the'Mﬁses, who “keepisé haue ofliearnings threasures", implying that know-
ledge is a prerequisite to the enjoyment of the benefits Faeryland cen provide.
'Since knoyledge is also necessary to the achievement of virtue, presuﬁably onxy

" the virtuous man can take adVantage of Faeryland's capecity to inspire. The
truly virtuous man is thus~nege§§3:ily courteous. Since céurtesy is the out-
ward expression of a variety of virtues, aez\the capacity to participate in .
various types of experience, if also has a variety oﬁ applications. In £he
milieu of society these would constitute different,kinds of engagement and
exchange, with benefits sesulting»therefrom, especially‘after the manner sym-

bolized by the three Graces. The reference made in the Proem t0‘eyes\and ears

introduces, furthermore, the platonic idea expressed in The Courtier and The

Fowre Hymnes that beauty enters the soul through the senses of sight and

hearing. This allu51on to beauty would seem t? suggest that the motlvatlng

power of courtesy is love. The beauty of Faeryland, whlch cannot properly be
separated from the beauty of courtesy, has the quality of mov1ng lt§<perce1ver
to. raptnre, and resultsrlnfh;s,splr;tual renewal, - ?he—three—final verses of ——
the Proem confirm the platonic aspects of courtesy tempered of course, by .
renaissance 0pipion:' courtesy is thus of the mind, and to prevent it becoming

- a mere outward show requires a sincerity derived from self—knoﬁledge ("learnings

threasures”). The greatest expression of courtesy is, not sutprisingly, the



50
Queen, (in this case both Elizabeth, '‘and the imaginary Faery Queene) in-whom,
as in a fine loocking-glass, courtesy is undistortedly mirrored. And the
Queen is herself the fountain of her Kingdam's virtue. jAsﬁits highest member
she is the earthly representative of God himself; virtue flows from her to
the members of her court, and is returned from themi%o her in, as it were,
circular fashion. By this metaphor courtesy is shoyﬁ ;n proper context: ¢
displayed in civility it is a temporal reflection/¢f the Platonist processes
associated with heavenly love and beauty, and aléé with virtue.

As the representation of courtesy, Calidore naturally embodies and displays
the various aspects of it described in the Proem. He is a combinatioh of both
chivélric and courtly virtues. As virtue waslplanted in the earth by the gods,
so "gentleness of spright" and "manners mild" are "planted naturall” in
Calidore, thus making him the human '‘ground' from which courtesf springs. v
Calidore's manners, appealing to the mind, his good#}ooks ana deportment, )
appealing to th éyes, and his gracious speech, appegling to the ears, all
have the power to "steale mens hearts away", and thus the ability to create
raptﬁre over the senses of those who come into His company. In this réspect:
Calidore's courtesy:is enchanting, stealing the heért,away by appealing to,éye
apd ear. The same attributes of courtesy, and, as ‘described, of Spenser's
Faeryland are part of the platonic love cy;le'represénted in the classic motif
of the three Graces. Marsilo Ficino described the pfocess as follows:

This divine* quality of beauty stirs desire in itself in

all things: and that is love. The world that was o o
* originally drawn out of God is thus drawn back to God;

There is a continual attraction between them--from God =

to the world and from the world to God--moving as it

were in a circle. This c#rcle may be said to display'
three qualities: beginning in God it is beauty; passing

into the world it is love, and returning to unite the s
Creation with the Creator, it is pure delight.9

Calidore's vision of the Graces, which will later be discussed in greater



detail, may be seen as a caming-of-age for him, a realization of personal

¢

]
"
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attributes of which he wasfpréﬁiously unaware. It is necessary to look now, ' .

. J' R
however, at the rest of his adventures in order to gainm full-appreciation of"

»

what his cou;tesy truly ;;ans. In this way it will-be'possible for the
reader to see the processes associated with courtesy at work in Book VI, and
as Calidore comes to know them.

The story of Crudor and Briana which begins Calidore's quest seems at
first to resemble the tales of Book V, with Calidore assuming the role of
Artegall: an injustice has beén perpetrated on inﬁocent travellers bylsir‘
Crudor and the Lady B;iana, Qhom he refuses to marry until she has made him a
mantle lined with hair'from'Knights' beards and Ladies' heads. Out of her
determination to marry Crudor, Briana has arranged for the hair to be collected
in the form of a tax from all who pass by her castle, which guards an impassable
stretch of road. To this end, Briana employs hér Seneschal, Maleffort, who
ruthlessly enforces her will. When Calidore encounters two victims of-thi;
évil scheme he acts to correct it. What makes Crudor and Briana's story
different from any in Book V is that the crime does not ﬁerely arise from \“ﬂ\
someone's desire to impose his unvirtuous will upon others, but rather from a {T
perverse love relationship. Since courtesy is closeiy associated with love,
developing out Qf it as well as enhancing and renewing it, Calidore, as the
agent of courtesy, is the appropriate one to deal with the situation. dustice, .
a necessary but less sophisticatea virtue than courtesy, wou@d_merely be in-
clined to punish the offending parties. While not shrirnking from this, - - - - - -
Courtesy’s method is more subtle in approach, and-aims for the -achievement of - T
more far-reaching results.

The fault of character that Crudor and Briana share, whidh is both‘the
root of their problem, and the cause of them inflicting pain gh others, is

Fo.

pride. The nature of pride is that it separates rather than tnites human kind.

3
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It is said of Briana that "...a prouder Lady liveth none" (VI,i,l4) andvof
 Crudor that he "...through high disdaine/And proud despite of his self pleasing
mynd/Refused both to yeeld her love againe", (VI,i,15) untiijsuch time as she .
delivers the hair-lined mantle to him. " Calidore's task, therefore, is to
destroy the pride in $¥heir natures, and to redirect the feeling that egists
between them $o th;! it becomes love in the trﬁe sense of human and divine
exchange. Calidore's method of chieving this i§/§iféhtly different for each

M

of these two characters, but he ings about the desired result in both.

&

Crudor bei.:g absent from the opening scenes of the story, Calidore deals

His initial action is to kill Maleffort, the seneschal.

.

first with Bri:
The significance §f Maleffort seems to rest both.on the part he(plays in -
Briana's life, and on the meaning of his name. Maleffort's duty to Briana is
to carry out her will in obtaining hair for the mantle: for this role he is
aptly named, Maleffort meaning literally 'bad strength', since he repre§ents
Briana's strength to impose her perverse (i.e; deviating‘from the platoniq
‘cycle of love) will upon others. Having rendered Briana poweriess;Acélidore
then confronts her, accuses her of ihjustice and inhumanity, aﬂé tglls her to
learn courtesy in heré&eatmeegiof others. Stripéid of the means of obtaining
Crudor, whom she desires above all else, Briana hagblittle left but her rage,

and she vents this upon Calidore. The result of the encounter is that Calidore

lures Briaqa into arranging for him to meet Crudor in battle, so that they-
LSS

may decide their diffiggﬁcéé. In doing this Briana unwittingly takes the

first step towards a more positive,involvement with Crudor, for once he can

allay the pride and unruly passion in each of them, Calidore will then bring

them together as lovers in the true sense. 1In contrast to Briana, Calidore

retains a calm exterior throughout his encounter with her, reyealingrthat h i\

is truly master of the situation. Briana's behaviour, on the other hand,
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>

demonstrates her internal chaos: her passion may be unrestrained, but it is

devoid of power. | . » - N
The combat between Calidére ana Crudor begins immediately the iatter,
arrives. The impression we get of Calidore is, in fact, that he CHZérfully
‘lends himself to this task. Throughout the battie Calidore maintains the
same calm exterior he protrayedwtg’griana, and with it, too, he éxhibits the
ideal, courteous chivalry expected of a -sixteenth Centufy gentleman. The
impression we get of Crudor, on the otﬁei hand, is distinguished by three
things, at least two of which are contrary to courtesy: his pride; his aﬂéér5'
expressed in his»fefocity; Aahd his skill at arm;. Calidore's task ih thié ?
combat is not to kill Lrgﬁér as he did Maleffort, but rather to refgfgahim
and then to reunite him with Briana. Inevitably, Calidore, because;sf his
greater virtues, is the victor, and having won, he addresses himself to these
issues. By vanquishing Crudor, Caiidore éroves the superiority of courtesy
over mere passion and physic§l skill. This superiority leads, furthermore:
to the greater victory of avenging and reforming agent, as may be observed in

the battle's decisive moment. Prior to this both knights have fought with

equal ferocify and skill, but the moment arrives when both sensé,the opportun-

ity‘ﬁj7seize victory:

But Calidore that was more quicke of sight, .

And nimbler handed, then his enemie,

Prevented him before his stroke could light,

And on the helmet smote him formerlie,

That made him stoope to ground with meeke humilitie. (v1,i,38)

The purpose of humbling Crudor is, of Eou;sg1 tdédefeat his pride. While

the stroke Calidore deals Crudor is not the‘coup de grace, Crudor is con-

clusively defeated thereafter and eagerly begs. for mercy. calidore obliges>
[
his rival but he also exacts a price for allowing him to live: Crudor must

learn the ways of courtesy, and to this end Calidore admébnishes him regarding
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his earlier behaviour. If he expects mercy from 6thers,hCrudor is told he

- must also be prepared 'to grant them mercy; -consideration of others is

necessary, Calidore advises, since all men are subject to-the whims of -for- - - -

tune. Crudor acéepts these terms and then and there renews his}status as a
Christian Knight, swearing by the cross, and by his sword its symbol, to up-

hold the values of courtesy~whichrbalidore has described. Naturally, he,qiso

agrees to release Briana from the unreasonable task he had previously demanded. -

The two'repentant and renewed lovers are’ﬁﬁéreaftér united.

what is shown by this series of events is‘that courtesy has the ability

=

to break down the most difficult barriers tb love, in this case both between

PN

the erring Knight and his Lady and also with the wider community who will -
benefit, where they previously suffered. To illustratefthé latter point,

Spenser has Crudor and Briana surrender their castlé,td.Calidoée as a‘;eWard
for the good hé has done them. But Calidore has no desire to keeé'tﬁe‘castle
for himself and gives it instead tg the Squire, on Qhosé;béﬁalf he fixgt'iﬁter_
vened in the situation. By changing ;he,loﬁe getwéen'Cfudér‘aﬁg Biiana,frdﬁv;;b
one of wilfulnes; and selfish pﬁrsuitiat/others"expeﬁée, to pné of_&ﬁtual €
respectbfor’eth other and their fellows, Calidéfe ﬂés tu;ned’é pegatiyé situa-
tion to a pos;£ive‘one. »His_love;‘giveniig the.férm of cburtesy, is received
boﬁh by the Squire, whom he aids, and by C:udbr and Briana wﬁoﬁ,he changes.
Crudof and Briang retu;n Calidore's 1ove by their'hbsﬁitality.and by giving

him their castle. Calidore keeps the exchange continuous by giving the castle
- N . L ¢ N e

»

to thé Squire. After this he will{simﬁlafly ﬁsé'his courtesy in other-situa- °
_tions, butgalwéys with the same,end,in;ﬁind. The coﬁ;tesy_poxt&aYédﬁbyu—ffM~t
Calidore is thus iove militant, his gentlemanly virtue ensﬁ;ing thé continua-
tion of the love procebses of the cosmic order.

The story of Squire Tristram, the second of Calidore's quests, illustrates

some further aspects of courtesy. First, as the canto's opening stanza states,

%
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the story advocates fair treatment to all, whether low or high in station.

N

In addition, the story illustrates the desirability of thé protection of women
fa commonplace idea for ﬁhe renaissance gentleman]: tnderstandabiy"thefobjectwof
loée was to be'hgnéu ed and kept from physical harm. But what.the story
,aiépaily promotes injhxploiting these two themes is the subordinafion*of
actions to thé ideas of love and courtesy. The tale begins with Caliaé;e
witnessing Triétram's slaying of a (nameless) knight. According to the dic-
tates of chivalry the aoﬂé;n is a transgression since a squire may not kill
'his‘superior. When Calidore investigates he discovers that Tristram acted in
defence of a lady, and becau;e of this he rules the squire's action excusable.
A recounting'of the dead knight's behaviour reveals that he was an enemy
of courteéy and of love. He was proud, diédainful, and scornful of the gen-
tility that Calidore represents, and that he notices in Tristram. The nameless
knight's actions, furthermore, reflect what Castiglione describes in The
Courﬁier as "unhonest lust", meaning that he fee@s the Qesire for beauty, but
this becomes lost in his wish for sexual gratification:
...who so tl§§ieth in possessynge the body to enjoye
beauty, he is farre deceived, and is moved to it not
wyth true knowledge by the choise of reason, but with
false opinyan<§w the longinge of sense. Whereupon the
- pleasure that followeth it is also false and full of
erroures.l0
Those in this category are thought to be living in a state of disharmony and
%qdiscipliﬁe. Since their senses ére no; informed by reason and knowledge,
their actio;s can only bring wretchedness to themselves and to others. The
behaviour of the knight slain by Tristram reveals this: his passions aroused
by the sight of tw? naked lovers, the kniéht discarded his own lady and pur-

sued the female member of the pair. Not being entirely unchivalrous, he

challenged her lover to fight, though without giving him a chance to dress or
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to fight back. Having wounded him and thus rendered him hors de .combat, he

¢

found only that the object of his desire had fled. Infuriated 9t this he
v

turned his wrath and abuse upon his own lady. Seeing this happen, Tristram

went to the lady's defense, and meeting with disdain fram her oppressor, slew
him.
_Tristram's intervention may be seen as being on the side of right, not

only because he agted to defend;é:yoman'and thus adhe;ed Fo the cdds of.
chivalry, but also becaﬁse his action can be categor};ed as bging oﬁ the-side
of the 'love force'. In acting against the proud, disdainful #night, Triétram ‘
moved againét what the knight.stood.for: pride, selfishness, disdain for
others, and the "unhonest lust" described byVCastiglione. The fact that
Tristram, who by appearances is merely a young woodsmah, is actualiy of noble,
even royal blood, isvcomplementary to hié courteous behavioui. Today .
Tristram's nobility may seem a literafy clichg, especially perhaps when he is
" contrasted with that other mpre;gysterious figure of courteous behaviour, the
Salvaée Man, but Spenser's aepicfion of Tristram a;vnoble'was th intended

pandering to the gentry [that would, after a}l, have defeated his purpose. ]

No, instead of Tristram's action being doge because he is noble, he is noble

) L
1 .

_frather-because of what he does. The
Faln .

ct that he acts against one who is
unobly born, but not noble in deed onfirms this. Spenser's depiction of
courtesy is enriched by the story of Tristram, finally, because the squire's

nobility helps to define courtesy after the manner of The Fowre Hymnes, which

o,

express, of course, the renaissance ideal:

For of the soule the bodie forme doth take:
For soule is.forme, and doth the bodie make.

Therefore, where euer that thou doest beb%ld

A comely corpse, with beauty faire endured,

¥Know this for certaine, that the same déth hold

A beauteous soule, with faire conditions thewed,

Fit to receive the seede of virtue strewed.

For all that faire is is by nature good;

That is a signe to know the gentle blood.ll
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Tristram exemplifies this ideal by his actions, and iﬁ his person. In relation
. , »
to Calidore,‘Tristraﬁyby his hope to become the knight's squire,'provides'him
with the oﬁportunity to -be a true model of Castiglione's couitié;‘ : he is to
be the educator and advisprrto a young prince, helping to make him virtuous.
(Although Spensef did not bring this idea to fruition, the mere fact that it
is meﬁtioned, provides the desired impact.) Tristram's strong desire to be
squire to Caliéore, who is the most courteous of knights, ;dds to this. | .
Following Tristram's departure, it remains for Calidore to camplefe the
taskféf seeing thé wouﬂdedrsir Aiadiqg, ané thé Lady Priscilla, to safety. In
doing this he is seen again td/ge ;ctingvin the gaﬁse of love.. Asfwith;Crudor
and Briana,~Salidore's éctionAresults in the restoration of two ;OVers to |
each other, His>first task is to see that Aladihé‘s yqunds are treated and

o

that he -is restored to health. This is accomplished by taking him to a nearby
castle, which [as luck would have it] belongs to Aladine's father. 'There the

young knight recovers, fo the delight of all, but especially to Priscilla, who

openly declérés her love for hiﬁ?ﬁmOnce Aladine's life is out of danger’, the two
lovers confide to Calidore that they had b;;n meeting clandestinely when the
discourteous knight attacked them, and thus, owing to Priscilla's prolonged

absence, 29r repﬁtation is in dangef. Priscilla's father had apparently

planned t%lmarry her to a rich lord, but she had preferred Aladine. Thus if

they are ever to win over her father's intentions, it will be necessary not to

incur his wrath. Calidorg agrees to help them, and upon presenting Priscilla

at her home, shows her father the head of the slain discourteous knight, who,
he explains, had carried the lady off with evil intent. fﬁitheégh'Ehefstate-f'ﬂg——*fﬁﬂ'
ment itself is SOmetﬁing of a white lie, the desired effect of restoring
Priscilla to her home with her honour intact is achieved. No mention is made

at this point of a future marriage between Priscilla and Aladine, but it may

be assumed that the event is at least possible now since Priscilla's father,
,’,l“
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relieved at her return, is more amenable to her wishes. 'Calidore's actions in

the incident may thus be seen to be working as deecribed,'since by"his conrtesy,

he has once again created order and &ffect:;on where- hHe hac} found- chaos and —_—

cruelty. . R
, e ) . \

The section of Book VI which follows this inéident~di£fersﬁfram those

- . . s -
e .

preceding and coming after it in that Calidofe is not the central'figure of

the action. The workings of courtesy and the‘circular love proeess neverthe-
.‘ A -E" ',
less continue, thus illustrating that{Lhey are. not necessarlly dependent upon

a hero who intervenes in their cause, but arextnstead readlly avallable to
those who desire love and aspire to virtue. “The beginning story of.the third

_canto starts, however, in a familiar ‘way with Calidore encountering yet - -

another pair -of lovers who will require his aid. Thé\difficuities which besety‘fi

this pair are not immediately apparent--if anything,'Cali&ore; courteous

"though he is, seems to be the cause Qf.tneir{trouble since he:hae interrupted

their love-making. But the couple, Sir Celeﬁfne end Lady Serena, share a

eommon fault, which is first noticable when the'trenqnility‘of the,sceneeis, T
broken once again, this time by the Blatant Beast. Theycitcumsténces*of the

Beast's intrusion are these: having dferupted the lovers,%Calidore apologizes

and then engages Calepine in cenversation; while they discourée Serena  ._.

wanders abroad picking wild flowers. . At this point the Beast attacks Serena
-~ : . . ;

and carries her off. Seeing this, the two knights spring to aid her. ‘Only

Calidore, however, is ready in this regard [readiness being another quality of

a courteous man. ] Calepine, meanwhile, struggles tovputron,hisfazmouzfﬁwhiehw~~v—7~ﬁ~5
he had diﬁcaxdﬁd,during,his,liaisen,with,Sexenaﬁrhsezenals;reseae—fzem—the——f—g——%—a——f
Beast, is due, therefore, mainly to the actions of Calidore;.yno>with the - %
Beast, temporarily vanishes from the poem’s action. %Tem'tnis-incident we may

interpret that Calepine®s fault is unreadiness, which as the tale continues is

seen to be caused by his attituds of camplacency. This fault is shared, further-

r -
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more, by Serena, although in her case it is manifested in a different way, as

illustrated, for instance, by her falling victim to the Blatant Beast.

— <~ A further Tlue to the ctamplacency that Calepine and Serena snare'comes 
from *heir names. Serena is obviously derived fram ‘serene', and the name
. 8uits her inasmuch as it describes her ocutwardly calm exterior. Rather than
being genuinely serene, however, Serena merely hides her passions, wiéﬁ the
result that they inevitably get her iﬁto trouble. Her 'serenity' is thus

more a state of dreaminess rather than the equanimity of true courtesy. The

>

. - e . -
name "Calepine” in Spenser's day referred to a popular Latin dicﬁ§3;2:y called

after its Italian author, Ambrosio Calepino, and the word was used in everyday'

", speecn to mean an unguestlonable source, Thus Sir Calepine is sameone who —

rhinks himself on top of his situatioﬁ when in fact he may not be. As we see

s
3

by his inability to go immediately to Serena's aid when she is attacked by the

\‘. Beast,; he can be-blind to his own unpreparedness. Calepine is in fact as
' wvulnerable to his personal oversights as Serena, and it is this quality of

2

sharing a common fault that makas'thém”éuitably,matched- : R s L
’ . . : 8

- -

Mo’ single solutipﬂ‘is possible for both Calepine and Serena, however,

‘ anaveach ﬁnst undergo Swpériic;iar set of‘expgriepces pefore his fault‘ggntbg
remedie&, and they can be reunited. fﬁe story of Calepine and_Serené marks a

departure from those of previous cantos by the’fact‘that Calidore does not

fully resolve this couple's problem for them. Their pro?iems also differ from

those previously dealt with, being not sc much outrages aaainst courtesy as

personal weaknesses, The fact that Caltepine and Serena undergo educative ——

<*f‘experienCESAais0—sets—the—stagegforgagsimi%ar—eventgto“occur—invoivinggeaiidorEnggggggf
»'/ s
Discussion of Calidore's experience will for the moment be postponed, while '

intervening events are considered.

&'J

lepine's unpreparedness and eagerness to take the world for granted

}

soch cause nim more strife when he and Serena encounter Turpine, a knight so

{
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discourteous that he meets déiepine's appeal for help only with abuse. Cale-
s .

pine's anger at this is such that when Turpine's Lady offers her horse to the

woﬁnaéa”séreﬁé}'hé’réfusés‘éﬁt"Bfﬁpiiééi even though it will make things more
difficult for himself and Serena. In spite of this, Qafepine'sfactions are
still on the side of courtesy.  His anger with Turpine is justified since Tur-

-

,lpine has behavedvinsensitiveiy and inhumaneiy. Calepine's fault here is to ex-
pect naively that he ought always to be received courteously. Turpine, ﬁnfertun-
ately, does not fit tne knightly stereotype that Calepine expects; Though out-
Qardlyrhe appears te belotunobie birth; he is rnwardly depraved; nis spiritual

growth stunted. Spenser descrlbes this condltlon in An Hymne of Beautie:

...0oft it falles (ay me the more to rew)
that goodly beautie, albe heavenly borne,
Is foule abusd, and that celestiall hew,
‘Which doth the world with her delight adorne
Made but the bait of sinne, and sinners scorne;
Whilest every one doth seeke and sew to have it
But every one doth seeke, but to deprave it.13

d

Nothinngalepine eén §§ wil%'please'of-even'appeese'iurpine;” He is single-
mindedly disceurteéﬁé:'énd pursues and threatens Calepine with v;;ience even
when Calepine‘hesjginenjﬁpjény attempt to nin him over. At this point,
Calepine's predieament;reaeﬁes its.!owest.point. Like the_shipwrecked sailors

in the metaphor'whieh”gegfns,Canto IIII, Calepine can no lpnger feel secure in

his own resources. ,like,théirffloundering*ship; his ‘eQuipment' for life, his .

code of chivalr&}(has;metjforces with which it cannot'contend. Only outside
T 5 D : S |
help can now’ r’eaeé_m' ‘the "§it1fa’t’ibh’."} ‘As the S'Hipﬁi‘eékea' sailors find "ﬁe]ii’éf‘"’a’ﬁd"

Y -

: ccmfbrt‘at‘the‘slght"‘f“‘*approacnlng rlsnlng bOat, so too may Caleplne take
heart at the arrlval of- the Salvage Man /

In the Salvage Man, Spenser presents a flgure who - embodles ‘his ba51c
bellef that courtesy is somethlng fundamental and natural in human nature.

Given the proper enviromment’, courtesy will become reflned and sophlstlcated

P s
b
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but in becoming so it must be true to a fundamental sense of good-will such as

v g . : oy s A A s PR
the Wild Man exhibits. The introduction of this idea serves to point out the

difficulties that can result when cdﬁfteéy develops in the more cdmpiicated
environment of society. Turpine, a product of that environment, has lost all
sense of good-will towards others.

. Calepine's flaw of complacency results from his being out of touch with
the basic feelings underlying courtesy. As;his behaviour has thus far shown,
he has the manners of courtesy, and a vague sense that,chey are to be valued
and defended; buf he is not fully master of his reasoﬁs for doing this. The
Wild Man, as physically powerfﬁl as he may be, is nevcrtheless a fundamentally

’ genﬁle creature. He has no language, but the sounds he makes are sweet-and -
soofhing. vThe quality of gentleness combined with strength is another basic
facet of Spenser's view 6flcourtesy. It is this combination that succeeds in
defeating Turpine and in reécuing Calep%pe and Serena.

Followipg their rescue, Calcpine and Serena are given the opportunity to
begin the process of reforming themselves. Their need to become familiar with
the basic qualities of their natures in o;der to do this is illustrated by
their being taken to the Wild Man's forecf dwelling place, where he attempts
to treat their wounds, which represent, of course, their faults of character.
Safe in the forest, Calepine'and,Serena are free from the turmoil of events in
the world they have left. The Wild<Man's dwelling is thus a kind of pastoral

retreat where they may recollect themselves. [As such it is the forerunner of

one that Calidore will later experience.] Its most outstanding quality is its

ES

‘S¥mplicity, its basic lack of the artificial comforts of life:

...the bare ground, with hoarie mosse
Must be their bed, their pillow was vnsewed,
And the frutes of the forrest was their feast. (VIl,iv,14)

Despite such rough accammodation, the two are grateful for their safety, and



62
for the kindness of fﬁéir host. ?he Wild Man's medicinélfremedies succeed in
curing Célépine's battle wounds, but Serena's, received in her attack bylfhe
Blatant Beast, do not improve, for they are”“iﬁwardiy”vﬁébund";f’Ihﬁsuat“this
point it is appropriate that the two become‘separatéd, their problems requiring
different solutions. Only after each has been cured by appropriate actioﬁ and

. - .
experience will they be reunited.

Calepine is the first to depart from the Wild Man's company. By chance,
wandering in the forest, he encounters a bear carrying an infant in jts paws.
His immediate impulse is to rescue the child, but in order to accamplish this
he must jettisoh his armour and weapons which hinder his speed and movement.
The meaning expressed here is that Calepine. must shed his previoﬁsly'naivg ;///» =
attitudes which inclined him to hide behind convention (as too he hid behind
Serena during his fight with Turpine), and td develop a new and spontaneous
sense of courtesy. This also explains why, when he does catch up to the
bear he defeats it; not with the arms ofxchivalyy, but with his ingenuity, and
the most basic of weapons,ga rock. : . _

The sto;y of the child whomVCalepine has rescued provides evideﬁce o£ the
advance hg has made in his understanding of courtesy. Although we do not hear
the full story of how the rescued infant becomes heil to the land of Sir Bruin
anq Lady Matilda,rwe have enough of it to aid in understanding the import of

/ ,
the incident as it relates to Calepine and the cause of courtesy. By
surrendering the child to‘Matilda's care, Calepine accomplishes several things:
he provides Sir Bruin with an héir*; and -Matilda; who is infertile, witha — — -~ -
- child, iﬁ'deing'thisfhéfgisc'resttﬂxﬁrt&m5ﬁr1mnr&xﬂmnﬁrfxreachgotherrﬂahnxrﬂ~A4***~ﬂ -
it was the lack of childreh‘éhat had caused disaffection between them. 1In the
long term, Calepine‘s action will have further good results, for it is pro—i

phesied that the child will surpass his father's aécomplishments and win

\
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greater fame for his family. Calepine's actions may thus be seen as courteous

after the manner exhibited by Calidore, since they reftore love and harmony

Cw —

and promote its further prollferatlon., But the experience also affects
Calepine himself, raising him from being a naive, though well-intentioned
knight, to one who is well-informed about the nature of courtesy. Evidence of

this comes with his speech to Matilda upon her child's future:

...certes it hath oftentimes bene seene,
That of the like, whose linage was vnknowne,
More bra and noble knights haue raysed

beene,

As their victorious deedes haue often showen,
Being with fame through many Nations blowen,

Then those, which haue bene dandled in the lap.
Therefore some thought, that those braue o

imps were sowen
Heye by the Gods, and fed with heauenly sap,
Th@% made them grow so high t'all honorable
hap. (VI,iv,36)

1

In saying this Calepine reveals his uhderstanding of true courtesy and the
mysterious nature of its operatien. That it is a realization, the product

of his recent experience, rs evideneed by the chaagerin attirude that he
exhibits. He is no longer inclined to take courtesy for granted, nor to

be unprepared. Though he is careful to thank ﬂatilda as a friend, when she
offers him arms and a horse, he sti;l.refuses them, indicating his new sense
of self-reliapce. For a time this wiil mean same privation and suffering for
Calepine, a further penance for him, it would seem, but he will never again

act complacently, as is later shown in his dlscovery and rescue of Serena.

Before Caleplne and Serena are reunlted however, (thus completing their

'circle of love') Serena, too, must undergo an educative ex?erience. Serena's
problem arises from her inability to understand the strength of her passions;
she fears and denies them, and this results in trouble for her, as we have

h already seen. Her weakness manifests itself when she encounters the Salvage
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Man. Her first reaction to him is fear, for she recognizes in him the rough

power of her own animal nature. She is surprised to fjnd that the wild Mi&i;

intention is to serve her--as might her own desires if she would only take — -

command of them. From the Salvage Man's example Serena learns that the

»

passions neeqd not merely expréés the brutal, and that in animal nature there

]

is the possibility of good:

7 .the wyld man; &ontrarie to her feare,

' Came to her creeping like a fawnlng hound,

- And by rude tokens made to hexr appeare

" Hig deepe. compassion of her dolefull stound,

T ,KlSSlng hlS hands .and crouching to the ground. (VI,iv,11) @ .

But the Wyi& Man.iS'netﬁtheZOﬁly'eme to give Serena the kind of adviee that: =

she most needs. She receives further instruction during her stag whth the

Heérmit, during which,timevshe‘is\teamed with Timias, another victim of his own

x 3 | T :

passions. -‘Like Serena, Timias has been wounded by the Blatant Beast, and the )
Hermit's remedy heips;themrboth to recover from their wounds: \Lﬁ"\§§

£

i

"The best (sayd he) that I can you aduize,
‘Is to auoide the occasion of the ill:
For. when the cause, whence euill doth arize,
Remoued is’, th'effect surceaseth still.
Abstaine from pleasure, and restraine your will,
" :subdue desire, and bridle loose delight,
Vse scanted diet, and forbeare your fill,
Shun secresie, and talke in open sight:
So shall you soone repaire your present euill
plight. (VI,vi,14) . \
. , p

Although they are healéd by their adherence to the Hermit's advice, neither

Serena nor Timias has_yet enough experience to act in a way that is both

spontaneous and mature. It is necessary, therefore, that they be subjected to
- : .
further adventures in order that they may gain the necessary insight. Because »
_ . = . , >

the two stories intertwine at this point it would seem appropriate to discuss™~""

them together, and also, since Timias' story is hitherto unknown to briefly

- :
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discuss it. While the two characters do not share exactly the same fault, .

they'reﬁreSent complementary parts of tﬁe ééme p;oblem,‘gerena's difficpltiés

stemming from her passivity,-Timias'. from his impetuosity.

{ :

In previous appearances Sqﬁiié Timias is portrayed as desirdus of love
. . - 7 l B \\ o
» . . L ‘- ) e
and beauty, particularly in women. His youthful overeagerness, however, pre-

R . N

vents him from fulfilling his understanding of it, and he iS'ffeduenfly o . ",ﬁ

wounded as he pursues and defends his igea. His adventures prior to Book VI :
(in Books III and IIII) have shown him to be the victim of conflicting’ desires

related to sexual love and spiritual_iqvet_:When he ééts,to”defedd'Elorimel, )

2

a symbol of iQeal'feminiﬁe beauty, '‘against .the lustful désirés of the "griesly

o

Foster! Timias succeeds but is injured by the Foster and his companions.

*-aimis

The nymph,BelphBebe, who repreSents/spiritual4love and beauty, finds him .and

restores him to health. Timias loves Belphoebe, but is unable to restrain his
4 . o - cin ’ -

desire for her twin sister Amoret, whose beauty symbolizes sexual love. The

”

4

conflict leads to Belphoebe's desertion of Timias, who is then forced through:

2 -
- "3

‘ . . B =l ‘U' X -:,’ - )
his guilt to live as+a hermit, until such ti&e}ps he, can prove to BelpHoebe
! . . ] R s - -, S . . . »

that she and not Amoret is the genuine end of# his deéires.lSh Thé story does ;

not, I'belieQe, mean to imply that Timias should take a vow of permanent A

celibacy, but rather that as a knight in*training his spiritual 'eye' ought to

rest upon ‘the non-sexual aspects of love and beauty. Thus in Book VI we fin
! - S ,

»

Timias attempting to defend‘Mirabélla‘(=wondrous beauty) for unselfish réasogs,
and not because he sees ﬁé& as sexﬁally_desirable.;6 His actions in this in-.
cident nevgrthéless get him into trouble), indicating that Timias has still o

4

mugh torlé;rn before his knightly_educatioﬁ ié complete. - . .

. The occasioﬁ whi?h reéulted ih Timias beéehing linked with Sérena is,oné
Fhétjsges‘tﬁe squire‘involvéd.in‘ccmbat with three symbolic enemigé of
‘éourteéy: D;sggfto (malicidﬁsness), Décé?fq (deéeit), and Defetto (defeat,

"inclination to failure). Timiassfencountering.t?é*giatant Beast, attacks him,

- » -

.
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but in the ensuing fight is bitten by the monster, who is working in the ser-
ng & ; :
vice of his three foes. Seeing him wounded, the three villains attack.

Timias fights b.ravely, ‘But it becomes obviocus that he can nbilbhgeﬁf"hdrdfﬁff"” T

his attackers. ~Bs in other éeemingly‘hopeless situations in The Féerie Queene
the solution is contrived, although without tedium, the reasons being at first
unapparent. Timias' rescue at'thé)hands of Artburvoccurs because the squire
is worthy of grace'owing to his disposition towgrd good intent. Tiﬁiés' error
in this situation was to have allowed himself to have been drawn into ceambat
at all, or to have allowed himself to 5é intefeéﬁed in the vices represented
by his attackers. Artﬁur's,intervention restdreé Timias, reminding him of the
gentlemanly ideal to which he aspires, and thusAbahishing”any further inclina-
tion towards vice. But Arthur cannot cure Timias' guilt, repre%FAted by the
wounds of the Blatant Beast, for this transgression, nor teach him how to aveid
the same trap on anothei occasion. The cure for thésg'things is left to the

Hermit. _ ‘\\>

In order to understand what happens to Serena and. Timias during the

A

Mirabella incident, it is necessary to dissociate them frcm'Mirabeila and
consider each of their experiences separately. What Mirabella represents
ié illustrated by her situation: because she has been disdainful of
love, having scorned those attracted to her and therefore used her beauty
merely to satisfy her own vanity, she has beeq'punished by Cupid, who
has sentenced her to save as many lovers as hiée pined away for her. As
she tiaveis about Faeryland she is accompanied by Disdaine -and Scorne who - - .~
continuously abuse her.  The restorative aspectof her punishment-is interest-—————
ing because of its connexion Qith the platonic love cycle. The'linking of h
justice and courtesy with love also relates the incident to others in Book VI;

a certain authority is also lent to it because of the inclusion of a member of

the deity (one of the few .incidents in The Faerie Queene where this occurs and
-
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probably the mo;t significanf); The story suggests that 1ove and beauty mis-

used disturb the cosmic harmony, which, if jus£ice is to prevail, must be /
, g 4 .

restored. B et e
Wﬁen Timias sees Mirabella, however, he sees oniy a beaétiful woman

being abused. With the youthful raéhness for wh%éh he has begomé well-known,

he intervenes. BAs on other occasions he fights well, but oﬁly for a time.

Disdaine aﬁd Scorne defeat Aim and make him their capti&éi Not unpredictably,

Arthur arrives to rescue Timias, whose action is again motivated by good in-

tentions even.éhough his rashness is a fault. Until(Timias is ffee of the

vices' domination, however, Arthur does not recognize him. Onronly one other

occasion, his discovery of Timias exiled by Belphoebe, did this failure,qf '

regognition occur. What this indicategwis that while Arthur may act to

preserve the cosmic harmony, he does not do so only bécause hié squirevis in

trouble, but rather because he instinctivelylrecognizes the need. When Arthuf

recognizes Timias he embraces him as a friend. This reassertion of the bond

between them indicates Timias' return to a harmony ofrself, afterrhaviﬁgrpegn -

i

led out of that harmony by his irascible nature. This is but another illuét;a-

’

tion of Neoplatonism at work in their relationship.: The Neoplatonist operations

of love are present. in the friendship between Arthur and Timias:

Since Friendship..istrives by mutual consent

of the lovers to cultivate the Soul through virtue,

it is apparently nothing but a concordance of two Souls
in the worship of God. Those who worship God with a
pious mind, however, are loved by God. Therefore they ,
are. not two friends only, but always necessarily three, -~
two human beings and one God...He unites-us in one; he _ ]
_is t:hi_’insgluhlg bond and perpetual guardian of friend- =
ship. -

Timiaé“reQEPration through his friendship with Arthur illustrates another
point about the cosmic exchange df love and beauty. The process does, not

cease once its cycle is complete, but continues, first in one form, then



- ' . _ ’ 68

-another. Thus Timias in his’vérious adventures finds himself involved in the

' process several times, each time being a néﬁ’step for him on the road to

ﬁaturity.
Because the évents surfounding Timias externéllyvinvolve other'pe0ple,
and through themqthe deity Himself, aﬁd are internally part of the squire's
psychological development, they illustrate that love is the motivating poﬁer
in £he universe‘as well as in the psyche. The stdry of Cupid's court, where
the god sits ih ju&gement over all affairs of iové; and makes sufe that love's
progfess proceeds undistu;bed, also illustrates love's all permeating sensé.r

7

Balance in the affairs of love must be preserved, hence Mirabella must restore
as many lovers as'she has destroyed. She cannot free herself from her task
even tﬁough Arthur gives her the opportunity to do sd;lfér she knows there is
né alternativé for her except expiation. She therefore chooses to remaiﬁ

¥

. captive of the forces with which Cupid is punishing her until she overcomes

N S

them in the prescribed manner.

When Serena sees Timias beaten and subdued by Disdaine and Scorne, she -
flees inrterror; but this only results in more trouble for her. The folly of
her passivity is thus exposed. Because of her actions she almost becomes>the
sacrificial victim pf savages. The écene in which this is dépj‘:ted reveals
' and affirmg the truth about Serena's nature: she is asleep when the savages
find her, as she has always been asleep to the danger of ignéring her passionsg,

which the savages of course, represent. Serena's rescue seems only to occur

by chance. Calepine, long lost to her, Sudaénly'happens upon the sacrificial

T T T T o

ceremony and puts an end to it. While the sequence of events might be likened
to the rescue of Timias, there are differences: Calepine, for instance,
cannot like Arthur be seen as the agent of divine grace can since he does not

represent the unchanging idea of virtue perfected. He can, however, be seen

as an agent of courtesy, which is a manifestation of that grace and thus

BT IED TR
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suggestive also of itslworkings.

\'-./

Calepine s rescue of Serena accomplishes two ccmplemen}ary tasks- first,
in prOViding,relief for Serena, it -allows her- tengeherliés\aAnew,dxrectionyv
in the feunification of séiena with Calepine the circle of love for the
couple's adventure is campletel Evidence that the former tékes place may be
Tiﬁseen in’her response when Calepine enquires about her plight. She feels such
shamé;that she is; at fifst, unable to speak; Serena's feeling shame indicates
éhe realizes that following her passions has led her almost to the point of
being consumed by them. If she is to avoid this in future she must iearﬁ to
iestrain them as thé Hermit advised. Because of the strength of her passions;,
however, Serena .cannot do this alone. She requires Calepine's companionship
in order to accomplish it. Confirmation'of this comes when at daybreak her
abiiity to speak returns, and she makes herself "...known to him at last"”
(vi,viii,51). The darknésé, suggestive of her ignorance of self, that pre~
vailed when shé fell prisoner to theisavages, disappears, and the light,
indicating reason and love, returns to her world. For Calepine Serena's
~rescue completes his adventure and establishes his new found confidence: he
no lonéer hesitates or is unready in actiﬁg to defend a just cause. To
indicate this, and to give Calepine's experience a magical quality, Spenser

~

has him arrive to rescue Serena wearing the armour he had earlier left behind
(vi,v,8), (VI,v111 +47) . No explanation o£ his recovery of the armour is given.
The sequence of events that has befallen Calepine, and Serena too, takes on the
quality of a dream from;which eachawakenswitharenewedawarenesg;ﬁIhe e ——
constant feature of the story is, of course, the love that the couple shares.
Neither forgets this; regardless of any personal fault. The story of Calepine

and Serena is thus like others in the Book of Courtesy in its incorporation of

the separation and reconciliation theme. Like the others too, it moves, as it .

were, in a circle wherein the lovers are parted and reunited after intervening
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expérience has led to an increase in their harmony and self-knowledge. Through

theig actions the mysterious process of love.is continued, and love itself is

quantitively increased.
With the end of Calepine and Serena's tale we return once again to the
adventures of Calidore. When last seen he was pursuing the Blatant Beast, ‘but

in this we learn he has been unsuccessful. Calidore "has pursued the Beast in

both populated and)unpopula%ed parts: the court, cities, towns, hills, forests, *
and plains. Wherever man can go, the Beast, too, can go; his influence is
found, therefore, wherever’creatures live. At last, howaver, Calidore breaks

off his search. The fact that t}};j happens in the country of the shepherddq. s

-

is siénificant. 4To the Elizabethan reader the déevof'a'pastoral setting would =
have introduced the idea ‘of contemplation, the traditional sense of this genre
being reflective. The bastoral Qorld is, in effect, the "faeryland" of Faery-
land. As Faeryland is an abstraction of the real world, so the land of the
shepherds is a retreat from the daily life of Faefyland. Proof of this lies

- in the fact that the land of the shepherds is the one place the Blatant Beast -

is nevér found. When Calidore asks if the shepherds have seen the Beast, they

b

reply that they have hbt, noi havéiihey heard of the creature:

They answer'd him that no such beast they saw,

Nor any wicked feend, that mote offend

Their happie flockes, nor daunger to them draw:

But if that such there were (as none they kend)

They prayd high God him farre from them to
send. (vi,ix,6) . h

" The shepherds' first concern is to ‘extend their hospitality to Calidore. He

appears tired after his long ride, and they offer him food and drink.
Symbplically, this indicates the knight's need for the sﬁiritual nourishment
that only the pastoral retreat can give him. In this setting, Calidore will

gain understanding of himself, and of his ideal of courtesy.
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The shepherd girl Pastorella is central to Calidore's gain in under-
‘standing. Her name translates from Italian to mean little, or‘dear’%perhaps '
both)rshepherdéss; buf its sound in Engiish’also suggests the word pastoral, —

and hence, since she is beautiful, the contemplation of beauty. Pastorella, "
sq;li?“dear and beautiful, is a microcosm of the beauty that permeates the

4

cosmos, and in true Neoplatonic fashion, when Calidore_seés her beauty it )

creates desire and love in him. The shepherds amongst wham she lives, recog-
rRize her beauty and are inspired to praise it in their piping. When Calidore
first sees her she stands above them on a little hill as they play. In doing

so she prefigures that mysterious "sﬁephéardes lasse" to whaom Colin Clout pipes

-

as the Graces dance. Like her counterpart, Pastorella, too, has a heavenly" T

‘\\
And soothly sure she was full fayre of face
And perfectly well shapt in euery lim,
Which she did more augment with modest grace,
And comely carriage of her countenance trim,
That all the rest like lesser lamps did dim;
Who her admiring as some heauenly wight,
did for their soueraine goddesse her esteem,
And caroling her name both day and night,
The fayrest Pastorella her by name did hight. (VI,ix,9)

-

aura about her:

=~

Since she is endowed with natural beauty and gracefulness, Pastorella is
the ideal match for Calidore. From his fascination with her will come his new
knowledge of courtesy and a new appreciation of love and beauty. Once Calidore ',

has fallen in love, he temporarily fargets his quest of pursulng t9¢ Blatant

&
=

Beast and this signals the beginning of a new direction in hls—experlenee. R ——;
This is not to say that his original quest is lessened in importance, but it
must be interrupted, just as the experience of Caiepine and Serena was, in
order for Calidore to improve his awareness of love and courtesy.

The old shepherd Melibee exemplifies the contemplative ,side of courtesy

about which Calidore must learn. The name Melibee is borrowed from Chaucer's
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prose work The Tale of Melibee, the main theme of which is good counsel.l

Spenser's Melibee is himself a good counsellor, but otherwise the character
. __..bears no direct relation to the Qriginal‘storyi,,Spenserisgﬂelibéegsuggestsg,gggfgfﬁAw

the idea of reflection. He has himself reappraised his life and changed its

direction several times before finally achieving the peace and serenity he

enjoys in his pastoral home. Like Calidore, Melibee is himself a courteous

man, as his invitation of hospitality to Calidore shows. The life he leads is. -

one of informed simplicity, and his home is everything that the ideal court
should be in térms of human interaction. Unlike real courts, however, it

%

lacks glitter and magnificence, and, of course, intrigue. As’'a shepherd,
3 . . R

Melibee's life is peaceful and without cause for complaint. He has, itrsggmgk;:;:,;ih

everything he needs. His experience, however, is not limited to his rustic

e

. /
surroundings. As a young man he despised his shepherd's lot and sought/a_life‘

at court, but after several years he grew to know its_falsities, and at last
determined to return to the pastures he knew in youth. His willingness to
return to a simple life after years of courtly sophistication reveals both
Melibee's reflectiveness and his humilitx. Hi; life's course, too, has
followed the circular pattern of self-discovery established in previous tales:
Melibee proceeded from an original location and set of circumstances to pursue
an eXpectation whose result was disillusioning; only following this was he
able to return to his original place yith a greater awareness and appreciation

of it. Speaking of his recovered pastoral experience, he has, he says,

"...learned to love more dear this quiet life" (VI,ix,25). Men ought not to

"blame their misfortunes and discontent upon fate he informs Calidore, because,

"It‘fy the mynd that maketh good cor ill...each unto himself may fortunize”,

L.
(VI,ix,30). Both these comments illustrate how Melibee's happiness with a
pastoral environment has resulted from his contemplative “attitude. In combina-

tion with Pastorella, Melibee presents the champion of courtesy with an appeal
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to his contemplative nature. The.old shepherd's part in this is based on hls.‘?

good adv1ce, while Pastorella s appeal comes from the effect of her beauty -

A

T upon‘CaI*doTels sensés.'”TEgéfﬁéf"tﬁé’tﬁo appeals send the_Knlght into

-

N

ecstasy:' o

. Whylest thus he talkt the knlght with greedy care
'3 Hong' still vpon his meltlng mouth attent; ., -
© Whose sensefull words empierst his hart so neare,
That he‘was rapt with double rauishment,
Both of his speach that wrought him: great
: . 'content, : N ‘ _ o
'~ . * Bnd also of the object of his® vew, - T T R
. 4, On whlch his hungry eye was alwayes bent; - - )
oo ~ That twixt his plea51ng tongue, and her faire. hew,
R . He lost himselfe, and llke one halfe entraunced
- o grew. ' (VI ix, 26) o

. 7‘\;,“: v ; . 3 . ' . i N . “ m, )
Most interesting perhaps is the statement that Calidore is "half -entranced",

ﬁndicating that although“Calldorekis spellbound by Melibee's words and

" Pastorella's beauty,‘he has yet to experi e the fullrstate‘of'rapture that -

<

.comes, according,to the NeOplatonlc‘creed‘fq en’ the lover percelves beauty not
Z R ,

,,w1th,the,senses, but w1th the. eyeSrof the . mlnd, [T g e ,,7l,rl,”;,l,al,,”,Q”,”li”

- . at’tg;:\
S While in the land’ of the shepherds, Calldo}efancreaslngly flnds th he ' -

-~ Sy

- maqners and hablts whlch always served ‘him weIl at court and in _other parts o

- FalN - -

'fof'Faeryland are of no use to hlm: Aadafferent value system seems to be in

[ »* e [ LN R "7 »

C force here, and the ‘contrast of’ experlence forces hlm to examlne h};\hablts and

: values.» Calldoré is surprlsed to f1nd that when ‘he offers’ gold to.Mellbee as-

, payment for losalng*at hls*house, Mellbee refuses 1t, saying, gold is a cause

EY

- ';\fof strlfe and§ best left out of human affalrs. Cahdore 1s—equal:ly dﬂamed”’*”"”;;"’l"""
. N ;! - o
Wllﬁ4duuylnsafane4mnnuﬂﬁyfailsteuimpresssPasterellasssshe—hassneeunderstandingsef R

L

; them,'and prefers 1nstead the more spontaneous charm of the shepherd Colln S .

e ‘songs; ealldore‘reacts to these thlngS'by'changIng'hls outward appearance and**i'""m

s N
e hE o -

‘manner-.- -He adopts shepherd's clothlng 1n place of armour, and exchanges hlS T

3
> - -
“p . e

spear for_a shephe;iig-crook.: In prev10us storles of The- Faerie gueene the

' 7 . . : : ey

- A R T & AR
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abandonlng of arms has always been a s1gn of 1mpend1ng danger but 1n Calldore s

PR

v | case Spenser ‘reverses the rmage ‘to make -his, p01nt By remOV1ng hlS armour

e

”*’*“Calldore does make himself vulnerable, but thls is approprlate because of hlS

- - . .
N -

c1rcumstances:f.1n matters of love, vulnerablllty makes one open to«change,

&

By maklng hlmself vulnerable, Calldore avalls h1mse1f of love s powers w1th the i} o

- - - ,v. " - E ;. &

result that he w1ns the affectlon of Pastorella. In accompllshlng thlS he‘

‘loses none of hig genuine courtesy;

©

1ts outward form is. changed but 1ts

. - - : . 3
inner'core remains the same . SpenSe“ thus presents true courtesy as- scmethlng

.-

tQat 1s part of an 1deal human nature, ‘and . not merely a code of pollteness, for

N ~ .. s’ B

) use at;court-or elsewhere. Calmdore s handllng of the shepherd Corldan his-

i o t,, .

rlval for Pastoreila s Iove;f

;eV1dence oflfhe?unchangrng strEngth of hig'— - o
. » N | : o 'gf B
wconrtesy. Whilevarida 's rivalryfcannot'be regarded seriously, owing to his o

“.
>

s S
Et

,own_nalvete anngastoreﬁlajs:lack‘of interest in him, as a character he is.
L . I o .. o » ;
% ' 4important because lis' steory depicts another aspect of courtesy, the ability to

empathize. 'Coridon, having himself taken Pastorella's love‘for'granted, is

- naturally Jea10us of Calld 's success with her. He complains to his friendsc,,,

that Pastorella has betrayed h1m, .and behaves morosely whenever Calldore is in -
'hls‘presence.k Calldore, however, shows only klndness\ho Coridon. When he -
‘brlngs grfts to Pastorella, Calidore genulnely approves his gener051ty. But

et

.Corldon, £ee11ng that Calldore is indifferent to him, challenges the knight to

a»wrestllng”match. Although Corldon is an expert wrestler he cannot defeat ‘!
- Calldore, who eVen after hav1ng won the match finds pralse for hlS opponent

e

,rfand Ln a. gesturegof cdesty, awardsvhlmrthe prlzerof oak- leavesw~ﬂ¥hlb 1ncrdenr —Wwew—vf

AlshowsltheglmportanceAtOACOurtesygof—humanfgeneros;ty—andfunderstandlng,—and_
plays down such attrlbutes S, wrestllng ablllty mentloned 1g%brd1nary courtesy
a——books;m~erefother~exper1enc,jCalxdore'has'undergonefthusffar*dur:ng~h15~stayh e
,Jamong;the,shepherds ft;demonstrates the importance to courtesy of "inwardr
ythpughts” as bbposedqtb "pﬁigard shdws". ‘calidore's winnlngvobeastorella‘and Ja

-



- ) 75

his approval b& the .shepherd community does not rest upon his kind of dress or

his‘pﬁrsuit*of arms, but rather upon his humanity. Although thls may always
have been so,, the demonstration of it away from the c1rcle of chlvalry, as in
the'early adventures;.draws the reader's attention to it and also reveals a
changed awareness in Caliaore‘hiﬁ;elf. Most important to this is Calidore's

love of Pastorella, for without it he-would not have entered into the .learning

»

S

processfhe has, nor could he achieve the understanding that later comes to him
¥ N
from his v151on of the Graces.

.

The tenth3canto of Book VI begins ﬁy recalling Calidore's quest to mind:
"Who does now* foIlow that foule Blatant Beast?" the poet asks.  The reality
the Beast represents is thus contrasted with the 1dylllc world of the shep—

‘herds. This suggésts that the Beast must eventually be dealt w1th his

— ™, ",

~ m —

powé?;ls not negatéd by'Cal;dore's removal to a pastoral‘retreat where the Beast
' cannot‘enter. - But thls is not to say that ozrldore s pastoral experlence should
be decrled. The land of the shepherds 1s\not ‘comparable with the Bowre of
vBlissior.even with Ph%edria’s island in the lake of idlenesse. These other " ;kg
places are onenly_distéaoting and obposed in purpose to ﬁirtue, representing»?
~ instead the false,path é; immediatelgfatification of the passions. The nastOtal
world is no such txap, ang'is instead a place of reflection;and regeneration.
o | :

Calidore may beq;emoved there from the world to which the Beast belongs, but
hidé courtesy has not diminished and it still stands opposed to what the Beast
represents. It has,»in fact} become enhaneed, and CalidS;:?sees the proof of
this:before he returns to fuifil his quest.

A:change that has ocoutredinCalidore sincemhewhasfbeCQme~enamouredfoﬁf ey
Pastorella is that his sight, meaning also his understanding, has been myster¥
iously enhanced. In contrast tolhis new sense of vision the values of the

court now appear as "false blisse", and " ainted shows". (VI,x,3). He is also
PP ‘ ' p

aware of the unregenerative quality of court life. As it can provide no outlet
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*
v

for spiritual gfowth,_the court is likened to a ship, "sayling alwaies in the

- 3
a

port", which is to say it never permits the discovery of anythinéﬂnew; nor
; ) i

-allows for the taking of anyfbeneficial~risk; The effectcofyiove,upondsight

&

is described in An Hymne of Beauty: - ) L . 1, v i

¢

...lovers eyes more sharply sighted bee ‘

then other mens, and in deare loues delight - . . '
.See:more than any other eyes can see, S _ N C T o
‘through mutual receipt of beames bright, 7 ER @
Which carrie priuie message to the spright, . .

And togthelr eyes that inmost faire display - ' o .
As plain as light discouers dawning day. (ll 232~ 38) s . o

o

Other men, lacking such insight, will continue to;deSiée'and,believevin the

) . . v
. s 3 S

values emanating from the court, since, unlike Calidqﬁeyithey;nave“nothing N L i

23 - . . . - L
1 .

against which to compare them:- RN o

For whwt hath all>that goodly gloxlous gaze e B
Like to one sight, which Calidore did vew? S o
The glaunce whereof their dimmed eies would -
daze, S BT, :
That neuer more they should endure the shew =~ -~ .. .. Lo R
. Of that sunne-shine, that makes them looke . o fn' e
B ~ askew.  (VI,x,4) . ' B e R .

e

In reference to his criticism of the court Spenser is careful to include one

3

exception that would pass the test. of Calidore's heightened-perbeptions:vﬁ,q RN
. ! R R ' e ) ‘ \c:.‘
Gloriana, while sheris'the central- figure of her court, temains ideal, andJisA‘i

not to be blamed for the faults of her courtiefs. - P o

Spenser's 511usiQns to the court at this pdint in the poém are onlyg -,
important, however, in terms of providing contrast. His.main concern is with . .

,theﬂen;aﬁtpred state of Calidore's senses,‘and their nurture by the pastoré}quwffwt '
Lo o F, ‘ o TP : ,

'environment. At~ the centre of the pastOral world is Mount Acidale, a place oL

. . g_;‘ .o

>

whlch -incorpogates ‘the virtuous pastoral atmosphere and ralses 1t to the 1evel ‘ .i”;

of the supernatural It js thus approprlate that ACIdale should provrde thé

helght of appeal to Calldore s newly found sense of sight and hearlng. In,the R

-1 -

‘!'

— T N
- N . . .r R & M v . -
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spiritual than their counterparts,.ére enmphasized exclusively:

-

description of Acidale which follows, these senses, considered higﬁer and more

©

\

It was an\hlll plaste in an open plaine,

That round\about was bordered with a wood ‘

Of matchlesse- hight, that seem's th'earth to : -
disdaine, - - -

In which all trees of honour stately stood,

And did all w1nter as in sommer bud,

Spredding pauilions for the birds to bowre,

Which in their lower braunches sung aloud;

And in their tops the soring hauke did towre,
Sitting llke King of foyles in malesty ‘and powre.
o'\

And at the foote thereof,‘a gentle flud
His siluer waues did softiy tumble downe,
Vnmard with ragged mosse or\fllthy mud,

Ne mote wylde beastes, no mote\the ruder
clowne "

" Thereto approch; ne filth mote thereln drowne:
But Nymphes and Faeries by the baans did sit,
In the woods shade, which dia the waters

crowne,,
Keeping all noysome things away from 1t o

And,to the waters fall tunlng their accents fit. (vi,x,6-7)

Acidale, while it is firmly centred in the pastoral world;‘is not entirely part

of it.

- 77 .

Its égods "séem" to disdain the earth, though this 'should not be thought

e

“to mean disdain of men or of love, but'meiely a meaﬂé}to"contrast the ideal,’

r o,

supernatural WOrld, with the mortal, corruptible, and less desirable temporal
B g - 3 R s - .

world.

The inhabitahts of Acidale too are other-worldly, beiné not men, but

= >

Nymphs and Eaeries, ideal, imaginary creatures who iﬁitate the beauty of their

~surrounalngs with their Very speech ' The hawk wh6 sits atop the trees of N

Ac1dale is the symbol of . Ra, the Egyptlan Sun- god and is thus an alluslon to x

- the sun 1tself as a- source of llght and goodness.19 In Neoplatonlc terms thlS

B

"wouldvalso includeylove; beauty,”and God.

The goddess Venus, Spenser states, ,uses Acidale as a retreat from her

-court at Cytheron-’ mén,tlkew1se';etreat fxdm the'court to the pastoral retreat

- . L

of poetry, tq}reflectiandAto free themselves of the qourt’s"mundane qualities.

B . : N .
2, . 7 , " St
B . : . N
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So even Venus' court, the very mention of which suggests exceeding pleasantness,

»

cannot compare with the bliss that envelops Acidale.

e - . - t JE
"> The Graces' dance to which Calidore becomes witness is generally considered
to be the core of the book of courtesy for it is the ver& image that inspired

the renaissance theories of love and courtesy. This image is explained by

Edgar Wind in Pagan Mysteries in the Renaissance:

Why the Graces are three, why they are sisters, why they
interlace their hands; all that is explained in De
Beneficia by the triple rhythm of generositys which consists
of giving, accepting, and returning. As gratias agere means
"to return thanks", the three phases must be interlocked in
a dance as are the Graces...for 'the order of the benefit
requires that it be given away by the hand but return to

the giver', and although, 'there is a higher Szinity in the
one that gives, the circle must never be interrupted A
further moral was added by Serv1us, which to ]udge by ‘the
frequency with which it was repeated--for example by
Fulgéntius, Baccaccio, Perotti, and Spenser--must be regarded
as singularly apt: 'that one of them is pictured fram the
Jback while the other two face us is because of one benefit
issuing from us two are supposed to return'. When Calidore
sees the Graces' dance their choreography illustrates Servius.

20

As Wind points out, Spenser's description of the Graces' dance makes them a
symbol of charity, and indeed their charity is one which includes the distribu-
tion of the gifts of courtesy. The idea. of eternal exchange that the. symbol
represents was also a favourite of Renaissance Neo-Platonists, for it can be

used to express their theory of the relationship between God, man and cosmos.
, . 4
Since courtesy may be characterized as the earthly manifestation of this

relationship, the meaning of the ‘Graces' dance is especially important to Book

-

VI of The Faerie Queene, since it is a. crystallization of .the ideas of the
= T TmEmTmeemmeee e e

circular love process expressed in many of the book's tales.

In adapting the symbol of the Graces for use in The Faerie Queene Spenser

departs slightly from the orthodox depictibn of it, but in doiné so he does not

alter its basic meaning. What Spenser adds to the image is entirely his own

A‘
>y {\\g_ﬁ

pars:
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and suitable to the ends of his work. Calidore, his curiosity awakened by

. music and dancing discovers not only three Graces but,

An hundred naked maidens lilly white, ’
All raunged in a ring, and dauncing in‘delight.

All they without were raunged in a ring,
And daunced round; but in the midst of them

- Three other Ladies did both daunce and sing, - |
The whilest the rest them roundabout did hemme, \
And like a girlond did in compasse stemme:

and in the middest of those same three, was
placed =
Another Damzell, as a precious gemme,
Amidst a ring most richly well enchaced,

' That with her goodly presence all the rest much

graced. (vi,x,11-12) :

K\ The figure at the centre of the Graces' dance--the ‘fourth Grace as she is

L

often called--is not the queen, nor as Spenser later explains, is it Venus.

Although there can be no doubt that she is a cqnflatioh of these. Exaétly who.

v

she is and what she represents is purposely kept a mystery, except for what is |

revealked in stanza 16:

She was to weete that iolly Shepheards lasse;
Which piped there vnto that merry rout,

That iolly shepheard, which there piped, was’
Poore Colin Clout (who knowes not Colin Clout?)
He pypt apace, whilest they him daunst about.
Pype iolly shepheard, pype thou now apace

Vnto thy loue, that made thee low to lout:
Thy loue is present there with thee in place, ;
Thy loue is there aduaunst to be another Grace.  (VI,x,16) .

"
€

The key to the problem of the "shepheardes lasse” is to be foﬁnd in, the _;'b

E]

question Spenser addresses to his readers: "who knows not Colin Clout? _%ny?

one familiar with Spensér's other poetic works would‘recogﬁizé Colin, the

shepherd-poet who takes his inspiration from the lo#e of Rosalind, his un-
- : ’ . B e ’ :
Ay A

requiting mistress. Colin and Rosalind.appear‘iﬁ'The Shepheardes Calendar,

Colin Clout's Come Home Againe and (though she is left unnamed) in An‘ﬁymne of -

3

>

- ] ‘ ) - E = 7 :
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Beautz.i Even though:his love of her is unrequited Colin takes inspiration

from Rosalind because through his desire for her beauty, he has been able “to

gain a glimpse of the celestial beauty 1tself This is illustrated in the

following lines from Colin Clout's Come Home Againe. Colin here addresse%h~

some?shepherd friends, who have been blaning;Rosalind for Colin's melancholy

humour :

_"Ah shepheards...ye ne weet
How great a guilt upon your heads ye draw
~ To make so bold a doome with words urmeet,
Of thing celestiall which ye neuer saw.
- For she is not like as the other crew .
of shepheards daughters which emongst you
+  bee, - ‘ %
*But of. diuine regard and heauenly hew,
.excelling all that euer ye did see. N -
Not then to:her that scbrned th1ng so base,
But to myself the blame that looked so hie.
So hie her thoughts as she herself haue place.
And loath each lowly .thing with lofty eie.
’ Yet so much grace‘let'her vouchsafe to grant
To simple swaine, sith her I may not loue:
Yet €hat ;I may her honour paravant, S
and pgraise her worth, .though far my wit aboue,
Such grace shall be the guerdon for the griefe,
And long affliction which I havgrendured:
Such grace sometimes shall giveﬁme some

reliefe, E ‘
. And ease.of paine which canact be recured.

And ye my fellow shepheardes which do sea,

and heare the languors of my too long dying,

Vnto-the world for euer witnesse bee, : -
That hers I die, nought to the world's denying, ‘

That simple trophe of her great conquest. (11, 927-951)

<

_For Colin, Rosalind is the embodiment of perfeot beauty. Since-she is
unattainable,‘his*longing for her may be compared to the'desire;for'heavenly
beauty that initiates man into the circle of divine love. Cblin*s*participa;
tioh in this is expressed in his soﬁgs, the delight:of which (especially in the
case of Calidore) can also lead other men to experience “the rapture that .comes
from involvement with the divine' processes of heavenly love and beduty.

When man, by the power of love, has become attuned to the divine order,



biland thus become virtuous,-he--and ideally pis5seciety-*3hould live in a way

‘that expresses its valuesi ‘The direct expression of this at the individual

level is cbuftesy. 'COLin'é-e3planatioﬁ Qf'{:heGre'cesJT daﬁce'includes3all"

these possibilities: |

These three on men.all gracious gifts bestow,
Which decke -the -body or adorne the mynde, . o
' To make them 1ouely or ' well fauoured show, .- ) B .
s comely carrlage, entertalnement kynde, . . S . ,
‘Sweete semblaunt friendly offices that bynde,* o
~ Aand all the complements of curtesie: )
. They teach vs, how to each degree and; kynde o . \)-
'We shog;d our'selues\demeane, to 1ow, to hie; ,
To friends;‘to foes, which skill men call:Ciuility. (VI,x%,23)

i
-

To complete his own circle of courtésy Calidore must now move fram his new

o

underetanding‘of ceufteey to the real expression of it throﬁgh action. Once

again his lovevofvPastorellalprovides ;he inspiration for him to accomplish

this.
After he has seen the Graces' dance and heard‘Colin‘s explanation of it,
Calidore is reluctant to leave Acidale or-his teacheglsrpresence:~

- ...with delight [galidore] his greedy fancy fed,
Both of his words, which he with reason red;
- And also of the place, whose pleasures rare
With such’regard'his sences rauished,
That thence, he had no will away to fare,
But wisht, that with that shepheard he mote
dwelling share. (VI,x,30)

He must, nevertheless, leave both if he is to camplete his quest as pfoﬁised to

the Faerie:Queene. His exchanging of the pastoraI‘reality"for thatrof themwofl&;

at large'does not occur'aS*ImmedIateiy'or'myster1ously’a3’hrs entrance*xnto*the*“m'

N ) . 4

land of the shepherds. The tran51t10n, and Calidore's retransformatlon take
piace duringrthe course of several incidents. The impetus for them all is, of
cdurse, love, "that enuenimd sting” as it is called in VI,x,31, which first calls

him away from Acidale_and'Colin's“cémpany. He returns from his mystical
+ ur‘E - , . - 5 . o s A’;‘

’
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experiencesAto/his wo@iﬁg of}Pastorélla, énd shortly'thereafter he must a;t‘in
her defense, thefeby assumingj in part ét 1eas£, his former role of‘Knight-
at4arﬁs. Calidore's defehge of Pastore11a<involves his slaying of é tigén.’
,.ﬁhat is reméfkable ébo;t the incident‘and what identifies it‘as an act Sf
transition in his behaﬁiour; is tha£ when he réa;izés the neceséity to act he
is essentially gnprepared, but cquiagééusiyvand sponﬁénéously he" attacks the
animal and killé it,jnot with a .sword or spear, but with his shepherd's crook.
By c0ntrast; Coridon;<(;£ill Calidore's riVal) though he at,firsF feels the
impulse to saveVPastorella,'ruhs away for fear of losing his own life. He ;s,
as the incidentAdemoni;qgtes,mé£9}y~a shepherd "fit to keepe sheepe, Vnfit for
-loues content” (VI,x,37); On this basis, atbleast, Péstorella rejects Coridon.
ﬁé“is an ordiQary man, and ordinary men are ﬁoﬁ méde of the same stuff as
great lovers, or men-of courtesy. Thig is not to say Coridon should be des-

pised and rejected by all. Civility demands that he be treated fairly. Calidore

realizes this and continues to be friendly towards him. As earlier stated,
: R

this incidént marks the beginhing‘of Calidore's departure from the pastoral
world into a world of everyday reality (and hence greater danger). ;é;e
differences shown between Coridon and Calidore serve the purpése of illustrating
the achievement of the division between the two worlds: as Coridon's character
is now seen as that of a 'mere shepherd', so too the land of the shepherds be-
comes mere pasture and loses any magic quality it held previously. 'Wﬁat magic’
still remainé becomes part of the character of Calidore, and takes on an ever
more active; as opposed to reflective, quality. -
J The plundering of the shepherds® village by the Brigants signifies the — - — -

completion of Calidore's pastoral experience. It serves to bring home that the.

pastoral world, even though it might at times be a means to the knowledge of

Y

eternal processes, is a world of limitations, and not a guaranty against worldly

evils. The Blatant Beast may not have visited the shepherds' pastoral retreat,



but this does not mean it is.impregnable to‘the‘aéents of discourtesy. For
Caiidore, the coming of the Brigants'starts'another of the separation and K g
returnlcycles that heye beeﬁ'partkof'pther episodes in the Book of Courtesy,b
nnt'this time he acts in his own personal cause ‘as weli as for the benefit ot‘fk
ethersl

Having won the iove ot‘Pastereila conglusively, Calidore now loses her .
‘to the Brigents and must reCapturedher,"Significantly,‘besides ?gstoreila the
Brigants takeiMeliBee, whom tﬁey slay When he isifound to be ofino use to them.
This despicable act, contrary to all thet Céiidore represents,lsignals the
final severance»in'the stqry with'things pastorai;and centemplative, and'also
_shows the extremeness of the.Brigant's world. Eeing all‘aetion~and selfish
plunder‘without’respect for hdman feeling, it has nolﬁlace for.the sensitivity,

tN

- and reflectiveness %; the good man. Calidore's actions,*by‘contrast, are
"o . N v . N

N e

motivated by good intent and‘are inspired by love and understanding géined

through reflection? It is thus appr0priate that. he sets out to’ perform the
. ] & -

rescue dressed as a shepherd but wears his'sword underne h his shepherd s

"weeds", for this image'fllnstretes.his position clearly! he is thelman»of
aetion, transformed-by pastorad reflection,to a new.awareness, returning;now
refreshed to his fermer self. Once:the rescue‘of‘Pastorelle is accomplished,
the eYCle of love lost  and restored'islaccomplished‘for Calidore; But it ' 7 .
remains for Pastorella to be brought finally into the new reality the knight

has established. This is done by the comﬁ(?tion of yet another circular set of

. o N T
events: Pastorella, who had ccme to Melibee as a'foundling, is discovered -

through a series of”ébinéidences to‘Bé no mere shepﬁerdess,‘but a lady of"n651e””"“**'

' " lineage. Being restored to her rightful parents completes her circle in this

- o

) Y . _ . . n
regard, thus linking her with the real world and ending her previous pastoral
associations. Fittingly too, Coridon is seen to find his proper place in the

new order. As Ehe,pastoral.setting has become the pasture, so the rustic clown = =
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has become the practical shepherd. For his part in aiding Calidore against the
Brlgants, Cor1don is rewarded with the sheep recaptur ed~from them: These are

said tQ have been Mellbee s flock and, as a fitti rtribute to—Melibee;"‘

It

Coridon's acquisition of them is a sign of his' acceptance of Calidore's friend-

~

ship.

In light of the theories of }bve and courtesy expressed in the Graces' -

dance, Calldore s actions would seem to be worklng after the same pattern of

glVlng, receiving, and returning»for they are unselfish acts which result not

‘only in the obvious benefits they set out to achieve, but also in some which
5 - -

are unexpected, Pastorella's restoration to her parents and the winning of

Coridon's,respect and friendship being. two. Calidore also benefits personally.

from his achievements since by them he realizes the strength of the courtesy

which he embodies. What remains for him now, of course, is the final achieve-
ment of his quest. He must "...overtake or else subdue," the Blatant Beast

(VI&i,?). The Beast has been portrayed from the outset of Book VI as the

enemy .qof conrtesy par excellence, but'apartrfrom a few brief, dramatic

!

ifappearancesl very li%;le is known about him. He first appears at the end of

»

,“pook(v, where he is‘the?serVantrof'two malicious hags, Envie and Detraction.

Artegall, the knight of justice, encounters him as his own adventure ‘closes.

“’The hégs,*and the Beast, who has many tongues, taunt Artegall with abuse and

A

‘vslander,>but’he chooses to,avoid rather than to confront them. This task is

ieft'to'Cal;dore, apparently because it i§ more in the realm of courtesy than
: . - ' J :

justice, Wﬂat,thiS'seems,to,indicatemabout,the,Blatant,Beast,is,that his _

//\\‘ '

actlons are related prlmarlly to the prlvate and the spiritual rathe than;tbef

public arena, although mentlon of the creature in Book V 1mp11es that prlvate

vice will probably result 1n,public consequences.' The knight of . justice thus

tells Calidore that he sensed danger on seeing the Beast and hearing the prattle;

of his thousand tongues (Vi,i,9). It is Calldore, however, who flrst.descrlbes

-«

e p N - h

™

T T

v
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the Blatant Beast's origin and nature:

1]

It is a Monster bred of helishe race, :
. ».which often hath annoyd o ' .
Good Knights and Ladies true, and many else'
.destroyd. } : : .

Of Cerberus whilome he was begot, _
And fell Chimera in. her darkesome den, : .
Through fowle commixture of his filthy blot;
Where he was fostred long in Stygian fen,
Till he to perfect ripenesse grew, and then
Into this wicked world he forth was sent,
‘'To be the plague and scourge of wretched men:
, Whom with vile tongue and venemous intent
! He  sore doth wound, and bite, and cruelly
torment. (vi,i,7-8)

.

. It seems obvious from this descrlption that the Blatant Beast represents, to

some degree'at least, the vice of calumny; Critics generaLI?‘agree to this,
| - £ -

although it .is also acknowledged that if the Beast is to bé considered the
very antithesis offcourtesy he represents-—dr‘ougnt-to representf;more than

mere slander. Such a proposal isrmade by William Fenn De Moss, whose thesis is

that the Blatant Beast is thevsymbolvof,unfriendliness.l The Beast, he claims,

is the extreme 0pposite<of courtesy, representing "...Surliness, Contentiousness,

Unfriendliness",'since according'to Aristotle courtesy is the mean between‘these‘
' 21

qualities and "...Flattery, bbsequidusness, and Complaisanee;" In order to

)

N

1llustrate thlS argument De Moss suggests that Calldore represents the mean,

while the Blatant Beast and Blandina stand respectlvely for the two extremes.
, 4

This argument is attractrve because of 1ts logical neatness, although it is

qué/tlgnable whether Blandina is of sufficient stature as a character to warrant

1

) :
comparison with Calidore and the Blatant Beast. snemappears after all, on only

three occasiens, two of which are no more than brief glimpses (vi,iii,42 and
‘VI,VL33),fand even shewiher in a symbathetie light as she tries to persuade the
Vicious SiE ?urnine (her husbandl to neliorate hisﬂbehaviour.\\only'on her third
. B - . ‘ ‘ . N
gfkiaggegranékﬂis1§landina§s cnaracter questioned (VI,ui,39#4§) and\vhlle there can

N
\
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she lF practised, as her hame suggests, ‘in flattery, b *

be- 11ttle doubt tha

\

. Y : o
Spenser still allow her aLtlons a certaln leeway of intent because she @cts ‘

in her mate's defens

. rather than from purely selfish motives: |

Whether such grace were giuen her by kynd, \ ¥ E :
As women want thelr'gullerull wits to guyde; SR | 4 )
Or learn'd the art to please, I doe not fynd. R R '

This well I|\wote!| that she so well applyde [
pleasing tongue, that soone ishe pacifyde ,1‘ | \
e wrathfull Prince, and wrought her hus- \ =
bands peace.  (VI,vi,43) 3 . 7 .
'.; i » v‘\ A ’\ 7 \\// “\:
While 1t may be true, as| De Moss claims, that Arlstotle s mean  and 1ts two ﬁ

. Vo : \ \ .
. extremes are portrayed in the characters of the Beast Calldore and Blandlna,\

the illustration of it in The ?aerle Qpeene 1S\not ‘poignant. Once Turpiﬁe—-rrﬁ

. a much more memorable chara ter than Blandlna-—ls despatched by Arthur, hlS

| . - t : |
briefly mentioned lady 1s for otten. The Blatant\Beast however, is the most'

ot \
~' \

\ . .
\1mpre551ve figure of Book VI next to Calidore, and whlle he may to some extent
. \ \ \ . e q
\ﬁit the scheme of an Aristoteli ideal there is more to his character than

Y . Y v :“7‘:‘

\\\

Y

‘\\\ : \A

ﬂé\Moss‘s thesis implies. | !
I "‘\ \ !
Vo )

\\ One thing obvious abouﬁ the Blatant Beast is that he. is the ant1the51s of
\ \

\

get aiong at court, nor for that ma

\

courtesy Courtesy, for Speﬂser does not mean perely the-manners necessary to
tter in soc1ety at large. It is a V1rtue R

A \‘
whlch‘wlll to be sure, find part of ts expression in these thlngsf’but at ‘its
,\ S 3

t

3 root 1s\a spirit of perSonal str1v1ng #orvknowledge and:, v1rtue. Ev1dence of‘

|

\ Y

this has\been seen in the story of Timlas ahd Serena, who could only be/zured
\ \ 3 \

Fs \ : * :

rof the wo ds the Beast had 1nf11cted on\them by the pursult of VLrtue. What; :

\ : t
uded from this 1ncident 15 that the Blatant Beast desplte hrw\}

\ R . : ;‘ . R ) rA
fantastic'dé\cription, is not so much a mdngter in the physidal sense as he g

a possibilitthiknhe psyche. Because of thls\Calldore only subdues hlm after.
\ .
r

owledge of himself and his pﬂace 1n the unlversal scheme of -

things. Y A o ' : . S .
W < g S . - T
. \\ \ . - . ) ' -

gaining greater

s
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The Blatgnt Beast represents the dark‘side of the psyche, the spirit of
rignqrance and selfishness, the result of which is'élande; and malice. It
should be no surp?ise, therefore, that when we examine the Bla?EEEwﬁeaéF's
chafacieristics, as poftrayed during Calidore's final Rﬁrsuit and capture of
him, we find that the most impressiﬁe things abqpt him are his teethiandvhis
tongues. Looking into tbe Beast's mouth is likened to a vision of hell"

("Orcus"), the place of dead souls, or more appropriately, the place in the

psyche that\ifzi% and is concerned with ?thér péople, but can go'dead and be
bitter and ignorant. Thé:Beast's tongues themgelves make the sounds.of
_\\animals both la;gé.and small, thus showing‘the meaninglessness,of the unen-

i?ghtened spirit, whose unpleasant utterances are sometimeé pathetic liké those
of domesticated animals; such as cats and dogs,. and sometimes fierce and ﬁn—
tamed liké those of the bear and tiger: | |

But mdst of them were tongues of‘mortall men,

* Which spake reprochfully, not caring where
nor when. - (v1,xii,27)

~

All the tongues, of course, are really the tongues of men, and the cacaphony

of sounds represents the chaos of their individual psyches, which is résponsible

-

’too, for the collective disorder found in the %orld.- Emphasis is placed on the
tongﬁe since speech, which comes from the toﬁgue, is man's szt;pernful ﬁeans
of expression and influehde. The tongue's'power is especiaily great when it
speaks out of ignorance and malice because dnly disciplined minds can respopd

to the logic of truth. The contrast to the Blatant Beast's discordant noises

lies in Colin's songs, which while Ehey cannot evoke the dance of the Graces,
‘ <« ) . _
are worthy énough’to Qsﬁbmpany it, the-symbol of a universal harmony all me‘

could share in if they were virtuous.

. The conditional quality of this possibility is demonstrated in *the nature
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of the success that Calidore has against the Blatant Beast. The usual com~

.

plaint that critics make against Book VI is that it ends inconclusively

»

because Calidore does not finally destroy the Beast. The fact that Calidore's
accomplishment of virtue only enables him to muzzle the creature, who
eventually escapes, (though'not in Calidore's lifetime) has often been taken

as a siqn of Spenser's pessimism and.final disillusion with his task and with

<

poetry in general.22 But this judgement is hardly fair. Calidore's achieve-
-ment of containing the'Blatant Beast is great because it represents the defeat

of ignorance by virtue.- It'may be a limited success, but this is no disgrace,

.
oY

'as Spenser explalns by. likenlng Calidore to other mythical heroes who preceded
hlm_ln s1m11arvquests. Those alluded to are Hercules ("that strong Tirinthian
swaine;" VI,xii,35) and also, by implication( Orpheus. 1In the latter connexion
it is important to notice the similarity of the Blatant Beast to his ancesror

Cerberus. According to legend Hercules dragged Cerberus up from Tartarus in

n

order to make him- L

B

...see the hateful sunne, that he might tell .
To griesly Pluto, what on earth was donne, ‘

And to the other damned ghosts, which dwell g

For aye in darkenesse, which day light doth shonne. (V1,xii, 35)

But in order for this task to be oomplete, Hercules had, necessarily, to let
"the dog Cerberus go again. Calidore's quest hés himccapturekthe Beast whom he
then shows to all rhe foik of Faeryland who "...much admyr'd the Beast, but
more admyr'd the Knight."r This can be interpreted to mean that Calidore
succeeds in pointing out the evil the Beast represents, while at the same time
courteously expressing the kindrof behaviour to be.admired and imitated.
Courtesy is thus seen as a private virtueAeven though it is pdbiicelly mani-

fested: the Knlght of Courtesy must proceed by example, for he has no power

of 1mpos1ng the kind of order he represents as, for instance, the Knight of

)
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Justice does. Like Colin, Calidore must hope that his example will succeed,

1
v

as the shepherd hopes his tunes will be fit for the Graces' dance. Any claim

that Calidore's courtesy fails on the grounds that he does not permanently sub-
due the Blatant Beast can‘thus be diémissed. Aé Elizabeth McCaffery suggestsf
Spenser's likening of Célidore to Orpheus is the key to understanding this.23
Orpheus put Cerbérus to sleep with the music of his lyre in order to gain acégss
to the underworld, but he cpuld not contain or destroy'him.— Similarly Col;n's
songs, the symbol of poetic art, ailow access to the 'underworld' of the un-
conscious mind and the imagination. The songs’ themselves éannot‘ﬁake those

who hear them virtuous, buﬁ they can expose them to the secrets of the soul.
Since the Blatant BeaSt‘represents thé dark side of the psyche, Caiidore's

achievement is a victory over that part of himself. What Spenser asks of his

readers is that’they attempt the same.
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ChaEter 3

The October bclogue of Théiéhepheérdes Calendar contains the suggestion

*»

that poetry,'becausé of its nmature, can have no pegmanent place on earth, and
having performed its task here, ought to return to heaven from whence it came:
O pierlesse Poesye, where is then thy place?
If nor in Princes pallace thou doe sitt:
(And yet is Princes pallace the most fitt)
Ne brest of baser birth doth thee embrace
Then make thee winges of thine aspyring wit,
And, whence thou camst, flye backe to heaven
apace. (October, 11. 79-84) . »
What poetfy is likened to here of course is love, which according to platonic
theory descends to earth at the creator's wish and takes on living form, but
" returns eventually to heaven, the process being endlessly repeéted. Since
,poetry'and other forms of art were considered by renaissance thinkers as the
product and expression of divine love, they were also necessarily associated
: ) . : s
with the achievement of human virtue. In order to know and express the divine
will, however, man first needed knowledge of his own nature, and*é%efway that
this could be acquired was through contemplation of the beauty expressed in art.
Thus Calidore's initiation into the mysteries of love comes about through hear-
ing'the songs of Colin Clout. Self-knowledge transfdfmed into- action becomes

virtue, as Sir Philip Sidney explains in his Apology for Poetry:

The highest ehd of the mistres knowledge,

stands (as I think) in the knowledge of a

mans selfe, in the Ethike and palitick
consideration, with the end of well dooing
and not of well knowing onely...so that,
the ending end of all earthly learning (is)
vertuous action.l

In light of this it might be asked where expressions of virtue other than
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poet;y shouid prpceed once their task is-completé, since they too“must surely
ha&é no permanent place on earth, fOughE they also to "flye backe to heaven"?r
The purpose of asking this question is to réise'fhe problemofwﬂerevTheFaerie
ghee;éi.héving reached the éhd of 4its sixth book, might proceed--or if indeed
i£ needs to continue further. The answer to this problem may be found, I
believe, by comparing Book VI to Book I, for inlcertain important aspects
these two books resemble one another. The complementary quality that é#ists
between them would seem to allow the possibility that tﬁey form a proper i

beginning and end to the work, Holinesse being a“reflection of Courtesy and.

vice versa. If this is so, then it is possible to conceive that Spenser may

have intended to struéture The Faerie Queene, like The Shepheardes Calendar,

to follow a circular pagtern. The germ of this idea is, inifact,‘proposed in
Spenser's letter to Raleigh, in which hg stafes that eéch of his heroes'woﬁld
beéin and end his quest at the Faerie Queene's céurt. While this particular . }h
plan is never brought to fruition, it is entirelyrpossible that Spenser, in
keeping with theAcircular aspects of the platonic love process, wished at least

&

to suggest such a circular patterh for his great poem..

-

In considering the relationship of holiness to courtesy it is well to

remember that courtesy is in fact the subject of the whole work of The Faerie

Queene and not merely of a single book. This is stated in the proem to Book I.

~Unlike other proems in The FaerieAQueéne this initial statement of intent does
not attach itself to the pérticular.virtue of the book it precedes. It 6utlines
instead.the general intention 'of the whole work, proposing to "...sing of
Knights and Ladies gentle deeds.” The proem also statés that the work is to -
bé a serious‘one, althqqgh Spenser does his best to disguise it aé an enter-
tainment. The serious nature of it is emphasized by tﬁé-poet's exc;angé of

s, oaten reeds", suggesting pastoréi;gaiety, for "trumpets sterne", which imply

the graver atmosphere of the royal court. The change from pastoral to courtly

A
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‘mode is soﬁething of a verbal sleight of hand on the poet's part, and is not

50 great as it seems when The Faerie Queene's purpose of moral instruction is

‘called to mind. As Spenser would have known, the word court derives f{om‘the
Latin cohors, meaning a sheepfold, and thus if Béok I contains ‘paStorql'
instruction of the religious kind, it should not‘ie‘surprising to find that
Book VI, whosé setting is,the'mosg pastoral in a iiterary sense, should be
related to it.t_hematically.2

Numerous references to courteéy in The Book of Hﬁlinesse aid in establish-

* - y

ing its natureand value. Many, of these are concerned with false courtesy and

show how the superficialitieé of courteous expression might be used for evil<
purposes. The theme of the power of words, and the use of pe;suaSiVe speech ‘is
a feature of the books of Holinesse and of Coﬁrtesx, and pl;ys an important
part in Qach. 1In Book I we first find reference fo speech and its péwer to
persuade when Redcrosse meets Archimago, who charms him with his pleasant ﬁoice
and seemingly courteous manner in order to séparate him from Una. This is the
;ginning'of a series of events that test Redcrosse'syability to disfinguish
_~" the true from the fal;e, and whi;e the subject of these lessons is undoubtedly
holiness, courtesy is featu?ed, in this incident, and others in its aniithesis.
» It is worth mentioning here, too, that.Rédcrosse, unlike Calidore,'has no gift
of langﬁage.3 This, it wouid seem, adds to his quality of innocenée, alth;ugh

-]

when we think of Calidore, whose speech Hés charm and grace, but who lacié
spiritual awareness, the similarity becomes evident: innocence of worldly
things and Qorldly expertise both l;ck the knowledge that comes from heavénly
vision, Both are forms of '1:mimow:'r.‘ng-rl that must~be overcohe if virtue is to -~

* ensue. |

-

A strong example of false courtesy occurs when Duessa descends to the under-
world to seek the r%igoration to life of the evil Sans Foy. Duessa refers to
~him as "...the flower of grace and chevalrye," which fits in well with Duessa's .

¥
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- polite dealings with Night, as belonging to a dark form of courtesy.: Her

code of manners cannot, however, be properly called courtesy because, unlfke ¢
: / . -

true- virtue, it is inéapable of fésultingfin a harmony be&éhdrfhéwﬁéﬁﬁégwaw

its own purposes. To emphasize this, Spenser's-description of hell includes

P

tﬁe Furies, whose cause is suffering and discord, the opposite 6f their counter-
parts the Grétes,'who promote good—will and harmony amongst mer.

- fgxther example of false courteéy in Book I istound at the court of
Lucifera. Here, pride, besides being the enemy of holiness, is also the enemy

" of courtesy. Lucifera, pride's symbol, rules é‘kiquom that is not rightfully

o

hers. Conversely, courtesy, as in the incident mentioned above, has no place
in the underworld. Lucifera rules not by "lawes, but pollicie"; and as the
word "pollicie" is related to 'pokite', and to the Latin politus, meaning

polished, so is the behaviour of Lucifera's courtiers merely superficial:

o /

/
.Her Lordes and Ladies all this while deuise
Themselues to setten forth to straungers sight: ' \
Some frounce their curled haire in courtly guise,
Some prancke their ruffes, and others trimly

dight .
Their gay attire: each others greater pride does

spight. | (I,iv,14) -

To counter false courtesy, some examples of true courtesy are also found

in The Book of Holinesse. The first'of,these is in the character of arthur,

-whose behaviour, like Calidore's, is exemplary of courtesy. Arthur's courtesy

@

is evident from his first action, when he encounters Una suffering her loss of
Redcrosse to Duessa: - N

When as this knight nigh to the Ladie drew,
With louely court he gan her entertaine;
But when he heard her answeres loth, he knew
Some secret sorrow did her heart distraine:
Which to allay, and calme her storming paine,
Faire feeling words he wisely gan display,
And for her humour fitting purpose faine,
To tempt the cause it selfe for to bewray; (I,vii,38)
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rUnli]gel‘his false'ébﬁnterpagts, Duessa and Archimago, Arthur does not use his

..
<

s
Y s <

LR s — not
courtesy only to.charm and seduce: Rather than being self-centred, his motives
wl,i- ! B ,j "7'»1 * ‘ ’ ’ ‘

'are'altruistic“and:suggestitﬁé“kind of harmony for which the Gfadég”étéﬁd?;",

5

Arthur ﬁealikés'ﬁhaé by ihcxeasing the happiness of a fellow creature he

potential;x:increaées‘that of others including himself. His internal self-

-

-

1 Y g

hammony, deriviﬁd‘its wholeness from heavénly sources, has the effect, once it
is expressed, of ianeasingathe general harmony of the universe, and what is

9

men is also visited upon Arthur. The more men possess \

visited upon other
v

~

harmony-of-self, the more they transmit %; to others. Thus the triple rhythm

of giving, rece;ving, andrreturning‘kfor which the Graces stand, is dupliéated'

in the actions of the truly courteous.
In Book I the actjons of the false Eogrtiers at the House of Pride are

countered by.the genuine courtesy of the occupants of Dame Caelia's House of

+ €
-

Holinesse. Dame Caelia's daughtq;s are, "...well Mpbréught/ln goodly thewes, —
apd'godly excercise," which expnessionmcémbines:the influence of both courtesy

7

and holiness.4 Zele, the character who meets Redcrosse and Una and guides them

e :
2

about the house, is distinguished by his "courteous glee", and‘ReGerance, who

El

3
«

leads them into the presence of the Dame herself, entertains fhemiwith;"rare‘

o

courtesie"”. Dame Caelia, too, entertains them "With all the court'sies that |

she could deyise". What. these characters serve to show is’ that holiness is.

b

accompanied by courtesy, and theirs is not the only prodf of this theme

connecting the two virtues. SR

Another feature common to Books I and VI, and~not‘§§ the otheré,'is tﬁéf'“"ﬂ;<;"'

e, i

inclusion Of hermits, yhose function is to instruct the hero (or his subktitute) -
i . - b ; b [ I
’ - . . .. A
in matters that he does not understand because he lacks experience. Although™ . |
~ , o o ) A
bogbﬁhggks have a particular character who is referred to as the hermit, each

&

also has some auxiliaries who perform a similar task. 1In Book I, for example,

-

are the allegorica{iﬁgrtues in the House of Holinesse, who instruct Redcrosse
. _ -
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before 1ntroduc1ng him 1nto the. .care of the hermit, Contemplation. In Book VI,

important knowledge to passi

involving the Graces' dance,

detail, however, it is well to look at the lessér'énes, for they too offer -
information that assists in relating the themes of holiness and courtesy.

The most concrete example of actual holiness in Book VI is found in the

v

Hermit of Canto V. His life is monastic, his house and .chapel being located,

"Far from all neighbourhood, the which annoy it may,” and he lives his life,
. ‘ A : / ‘ .

"In streight observance of religious vow." Like Coritemplation of Book I,

he is devoted to prayer and meditation, and as Contemplation's instruction of
Redcrosse provides the cure for the knight's spiri%ualfillness, the second

hermit's advice to Timias and Serena also cures them of the spiritual wound%

3

the Blatant Beast has inflicted upon them. Thehcontemplazive and pastoral ~
aspects of the hermit are enhanced by the féct that he was once a knight,uwap
having grown weary of "Warres delight.and worlds contentious tofle;? haé.
‘abandoned his life of action for one of reflecfion. His out}ook on 1ifeﬁ

influenced as it has been by religious5contéﬁp1ation, provides an example of
the courtesy Spenser wishes to encourage.‘ This is indicated by the description

N

of the hermit entertaining his gquests:

3

- Not with such forged showes, as fitter beene

For courtlng fooles, that curtesies would faine,
. But with entire affection and ‘appearaunce .
plaine. (vi,v,38) . ’

TheAmeéQs the hermit used to cure Timias and Serena was that of counsel,

~and his éffegirveness in this regard comes from his skill in the "art of words"

s - PN .
kS R P I
» .
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The art of words is given much attention in Books 'T and VI, the probable

reason for this being that words and speech“were considered by renaissance
. - . ‘ ’ i ,,,,7 ) . N
thinkers as expressions of, and, therefore, a means of interpreting, the soul.

Spenser's affirmation of this idea occurs in other incidents too, the most
; ;

striking examples being Calidore's courteous speech, the power of the Blatantyy

. J - . . .
Beast's hundred tongues, and, of -course, Colin's songs. Arthur's skill with

”
=

words, as witnessed'in hie cdmfbrtingfef'Uﬁg, can also be added to this 1list,
- ‘ ¢ B T a
as too may Archimago's and Duessa's..

‘The hermit's art of wofds, unlike’ Arch;mago s-ahd Duessa s im Book I, is

not merely the ability to speak in sweet adcents, Eut has been 1ntegrated W}th\?

~ his experience of life. He is thus descrlbed as not only know1ng the effectlve
use of speech, but as a man of great self-dlsc1pl¢ne!4who 1s able te "doe as

e
ol

well as say the same". This quality of having his actions concomitant with

»

the advice he gives shows that the hermit's Vi:@ue is neither exclﬁéiéely.» .-

PR

theoretx\vy nor merely practical, but is instead. 1nformed;§y»both these

< .

3

\qualltles; The - achleQEments of Redcrosse and Calldore are thus ccmparable to ‘\} T

the hermit's because by the ends ef’;heir quests they’haQe both become

> N
1 Bl E ¢

appropriately aware of the spiritual, es<yell as practical aspecfs 6f both

4

their virtues. Returning to the issue of speech, Edweveyl the inference that -

may be drawn from the emphasis placed on the use of language, by the hermit,

and in other incidents, is that thé speech of the Virtuoﬁs has +the power to

e

-

“€ffect positive change in others, as conversely that éf'the'unvirtuous only~ -

breeds chaos. The virtuous man's speech is thus "spontaneous" in. the fr"udi_‘-

-

mentary sense of the word, the latin'éégntaneus meaning 'of one's owﬁféccord'-

the man of holiness, as of courtesy is one who knows himself and his universal

significance, and this is projected in his use of language, as well as in his

s

actions.

Although he is not a hermit in the true sense, Melibee is nevertheless a
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© to, as well as a step towards it, which would explain why Caliddre is, on this

- . . ~ - —

- 97"

hermit-like character. He*'exhibits qualjties found in other hermits, such as

being'a contemplative, a good man who has experienced the world and the court,

-

‘but now shuns all placesg of empty ostentation in faVouf?offafsiﬁpler;’more’”f

- private, and moderate life. He is also an example of what eVery;Christian"

Pl

ﬁén should be: §§generous, thoughtful unambitious, unworldly, and thankful to

his God for the bounty of nature which he enJOyS. But, 1n addition to being

— =

these things, Melibee also lives in a community of other @en,'and’this'is‘whatw

makes him essentially different from the other hermits. He has abstracted‘himel

self f;om the world, to be sure, but he has not taken up a life of general

seclusion, haVing only occas1onal contact with others. Because of this = s. 7. -

- . : > %
v ki

Melibee appears to be associated as much with holiness as(with courtesyé' in -

his life with other men his holiness becomes externalized into .wise and courteous
\/‘

treatment of them; vin private it is the basis of his satisfaction. .Like the
hermit who cured Timias and Serena, Melibee has the distinction that his actions
live up to the advice he gives. He has, as well, the gift of speaking

Eeautifully.‘VCalidore is enthralled when he- listens to Melibee's talk, and

'

~when\he is also able to see Pastorella at the same time, he feels himself

partaking in all the pleasures of "eye and eare". Calidore's experience of -

EPE ‘7
z

this'prefigures his vision of the Graces, and is no‘douht intended as a parallel

occasién, only "halfe entraunced”:

\‘\ R -
~.
ey

2 N - + . {_'/’{
- Whylest thus he talkt, the knight with greedy eare - = ) :

-.--7 . Hong still vpon his-melting mouth attent; - -~ - L

Whose sensefull words empierst his hart so neare,

Pl

- Qhat—he—was~rapt~w1th~doub1e—rautshment——Wfsﬂ—f s -
= Both of his speach that.yrought hrm gréat o -

. content LT ) o
‘And alse of the obJect oighis vew,

On which his hungry eye was alwayes bent;

That twixt his_ pleas1ngrtongue and her faire hew, -
He-Tast hlﬁselfe, and like one halfe entraunced oo - <

- o grew.,. *OVI ix,26)"

an

t T o . ) - o Y



14

~~‘"‘ /.- es.

Melibee is unique in The Faerle Queene inasmuch as he- is’ the one noble

éharaeterrwho dies. Hls violernt death ‘at the handsg of ‘the Brlgants 1llustrates

-

the value~therworld¢~1n—1ts~1gnoraneeb places on beauty.- To thé\merchants and -

\, . . L=

brlgants, whose business is the acqulsltlon and sale of slaves,

1 - ' JE
accompllshments have‘no value Pastorella, on the other hand, 's valued

because of her phy31cal beauty., The Judgement of both Pastoreifg?;nd Melibee
is based however on only supeffi'lal cr1ter1a. NO‘acoount is' taken of»the
sp1r1tual‘and cosmic~values of human life. At thefprimitive level of trade

> w

o

~and aCQuisition people and thingsy@ust be either physically useful, or.

) paSsionately apoealing. Melibee, who is,neither, has no apparent usefulness

" to men of worldly affairs. His wisdom, because it is of the soul, and relies

upon reflection, is too difficult a bomm&dity for the fast-paced world of
. . . S ‘ﬁ ‘- . . L -
material exchange, which in its harshness condemns him to uselessness and to

death.

Melibee is akin to other hermits in The Faerie Queene because, like them, -

he is exemplary of virtye perfected, and thusfexhibits both holy andﬂcourteousf

characteristios. He is unlike the.-others in his being less“of a recluse. His. -

27 ‘ e o - -
virtpe thus leans more toward courtesy than holiness; and appropriately so

s o
‘ : . 9

. since he is/a'figure»in'the‘Book'of Courtesy. - S ‘ .
The last hermit-like character of Book VI %s Colin Clout, who is usually

- ) ) \1

interpreted as Spenser's persona, or, as Northrog)Frye has called him, Spenser's

. N
“51gnature". As in The Shepheardes Calendar aﬁd Colin Clout s Come Home x;alne,

I

r/‘
_he not only stands for the poet hlmself bﬁpzalso fepresents the unlversai 1dea

{

a

of the EOetin{:iit- The qualities that make Colin similar to the other’)
. ‘ o B

herpits are his self-imposed abstraction from,the world, and denial of worldly
desires; his greater perceptlon,and)knowledge of - tﬁlngs\other-w r1ldly; and

his ablllty to express his interpretation of the universal order. The result

EV

of Colin's expressions in both words and music is the creation of a magical

-
®
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atmosphere that raises his listeners' senses to rapture.. The degree to which

~ this occurs seems to be dependent on the capacity of those who hear his out-

“pourings to respond to them. Thus the shepherds who hear him, are only com-
pelled to daﬁce,wﬁhile Calidore, who has greater self-knowledge, expetriences

o

’_ sighisvand sounds beyond the usual‘rangeﬁog his senses.
‘Caliaore's expériéﬁcé with Colin is comparable to thafﬂbf‘Redcroséé'with,
the héfﬁit Contemplatibq. By havingAéoth these knights arrive at the high
péint éf their quests éfter a series of accidental, rather than deliberate
'adventuies, Spenser emphasizes the freely given quaiity of divine grace, and -
its connexion, therefore, with love. The receptiggzof grace,‘as was shown in

the case of Timias and Serena, is contingent on those needing it being open to

its influx. Redcrosse's acceptance of grace leads him towards religibn and a -

spifitual 1if elping him overcome his sin of pride, symbolized in the

giant, Orgoglio. Calidore receives grace when he falls in love wi;p Pastorella.

Although he had "natural grace" in his outward behaviour prior to this, his’

actions were motivated by chivalry, giving them a schooled'rather than a
spontaheous quality. Spontaneity only comes to Calidore after he has gxpe

love, and it is only after this too, that he is able to defeat the Blé ant

Y

C s

Beast.

Both Redcrosse and Calidore reach their highest points of aware ‘ss,-and
achieve visionary experiences, after they ascend to the summit’ég a particular
hill where eaéh receives finalrinstruction for the perfection of his_vi;tﬁé.

The symbolism of the arduous climb to self-discipline and highér'valués,'toAé-ﬁ

- closer reiat%on'éith-cod’and cosmic harmony, ig"pcftféyéa”wifh’féféféﬁéé’%6""'”'
similar aghievements in the Bible and pagan mythology. The hill that Redcrosse
climbs is known simply as the "Highest Mount", and it is likened in importance

to three other famous mountains. The first two of these, Mount Sinai, where

Moses received the Ten Commandments, and the Mount of Olives, qpere Christ

\—

-
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spent the night in prayer prior tQ;His‘crucifixien, and from which he later

made his ascent to heaven, emphasize the piety and solemnity with which Red-
., ' ) . . v K ) ) / ) e

croSse's\QSEifGEBgnt is; to be received.  In contrast to this;’the third

reference made is not only pagan;'but is also suggestive of jollityafyhough

its importance should be taken no less lightly -than that of its counterparts.

‘

.The Highest Mount is compared; in this last instance, to,

...that pleasaunt Mount, that is for ay

"* Through famous Poets verse eaqp where re-
nownd, - .
On which the thrise three learned Ladies play

: Their heauenly notes, and make full many a

K\ ' ~ louely lay. . (I,x,54)

Thisfie Mount Ida, the home of the Graces. Mount Ida itself has no place in

the landscape of The Faerie Queene, but it is portrayed in Book VI as Mount

two names being etymologically related. The Greek word 'Ida'’ means a wooded

’

hill, and Acidale is,7

.an hilf plaste in an .open plaine,

That round about was bordered with a wood

Of matchlesse hight, that seem'd th earth to
disdaine. (VI,x,6) ‘;ﬁy,af;,;

-

,.._ur—

Spenser s name Acidale takes as its root the latin word acus, a needle, which

,g—ﬁ-

can alsc mean, ". the keen attention or aim, of the eye, ear, etc. when.fully

8
directed towards any subject" A dale, of course, is a-valley,; or as it
- & *

would seem here to be a river valley: - R [ —
< ]

NS

/ } .
...at the foote thereof, a gentle flud - t?"
His siluer waues did softly tumble downe. (vi,x,7)

/ _ . :
the joining together of ‘'aci'’, and 'dale' in 'aAcidale' describes, through

s "
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contrast, a place of panoramic view, meaning, on the one hand, the high péint

- &

of a hill, and a valley on the other: The two components thus complement and

emphasize one another in visual fect:

So pleasauntly the hill with equall hight, = ;
® Did seeme to ouerlooke the lowly vale; ,
Therefore it rightly cleeped was mount Acidale. (vr,x,8)
o , P _ ,
Mount Acidale.is thus a wooded hill overlooking a valley, a place fram where

[

all that happens around it can be surveyed. Symbolically, it is samewhere

above the everyday world, an Ida for immortals, a pléce, as has been'shown

‘that its name suggests, of vision.

The idea of vision unites the points of climax in the adventures of Red-

. V*-‘\ . , F
crosse and Calidore. Redcrosse, on. the Highest Mount, sees the New Jerusalem:
s A -
7o -
Calidore on Acidale sgees the Graces' dance, and the main quality of both these

-~

experiences is;extraﬁgénsdry, resulting from each knight's learning to know

~~—

himself thxough the nature of his particular virtue. Both experiences too,

are part of the ethic of love and beauty which motivates the whole poem, and

both are subtly related to the magic of language. In respect of the former,

this may be compared with the ideas expressed in The Symposium,'The,Courtiet,

and, The Fowre Hymnes. In respect of the latter, this association would seem

to be necessary not only as an aesthetic coup de grace'for Spenser, but also
"as a way of lending authority to the work through the use of syncret{ém
popular at the time.

%

The ethic of love and beauty derived from Platonism and Neoplatenism is
- \

a persistent OQ% in'TheAfaerie Queene, and underlies the'meaning'of the -entire

work. Its full reali ion, resulting in Héayeniy vision, ocdurs only in

¥

Books I and VI. At this point, it is well to recall one of Spenser's comments

in his letter to Raleigh: "In that Faery Queen I‘meane'glory in my generall

=
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entention...," for Plato proposed in The Symposium that glofy was an expression

of immortality, and therefore of beauty: "...it is the desire for immortal

renown and a glorious reputation...that is the incentive of all actions, and the

better a man is the stronger the incentive; he is in lo;;*wifh immortality."

Both Redcrosse and Calidore are pursuers of glory, and both achigye it by the

completion of their quests. And within the context of The Faerie Queene, at
léast, both can be said to have become immortals.- Redcrosse, of course, is

also a depiction of St. George, whose immortality was well-establisheafin myth

and legend. Calidore has no similar connexion, [unless we wish to Epink of -him

o

as a portrayal of Sir Philip Sidney] but he is Spenser's expression ofhthe
ideal (English) courtier. Thus, of all the knights who attempt tq subdue the
Blatant Beast, he is the only one ever to succeed. It is only at some futﬁre
date, presumably after Calidore's death that the Beast breaks his chain and

escapes:

Thenceforth more mischiefe and more scath(ﬁé'
wrought 7~ '
) To mortall men, then he had done before; . .
' Ne euer could by any more be. brought :
Into like bands, ne maystred any more:
'~ Albe that long time after Calidore,
The good Sir Pelleas him tooke in hand,
And after him Sir Lamoracke of yore,
And all his brethren borne in Britaine land;
Yet none of them could euer bring him into
band. (VI,xii,39) ' T

L4

Calidore's" achievement, like all great legendar§ deeds of heroism, is never to
‘be repeated; it becomes, however, an ideal to pursue for those who come after
him.

The desire for immortality, as stated, is one of Plato's-requirements for
the lover's ascent to a vision of absolute beauty.”  There can be no doubt that

'Redcrosse and Calidore both see such beauty, for,their experience can be shown

to comply with Diotima's description of it:



e

The man who has been guided thus far in the mysteries of love,
and who has directed his thoughts towards examples of beauty
in due and orderly succession, will suddenly have revealed to’
him as he approaches the end of his initiation a beauty whose
nature is marvellous indeed, the final goal...of all his
previous efforts. This beauty is first of all eternal; it
neither comes into being nor passes away, neither waxes nor g
wanes; next it is not beautiful in part and ugly in part, nor
beautiful at one time and ugly at another, nar beautiful in
this relation and ugly in that, nor beautiful here and ugly
there, as varying according to its beholders; nor again will
this beauty appear to him like the beauty of a face or hands
or anything else corporeal, or like the beauty of a thought

or a science, or like beauty which has its seat in something -
other than itself, be it a living thing or the earth or the
sky or anything else whatever; he will see it as absolute,
existing alone with itself, unique, eternal and all other
beautiful things partaking of it, yet in such a manner that,
wpile they come into being and pass away, it neither undergoes
any intrease or diminution nor suffers any'change._9 :

Such is the sense of beauty Redcrosse feels as he observes Hierusalem.

It is a "goodly Citie",

"Whose wals and towres were builded high and-
strong v
Of perle and precious stone, that earthly tong
Cannot - describe, nor wit of man can tell;
Too high a ditty for my simple song; .
The Citie of the great king hight it well
Wherein eternall peace and happiness doth

103

dwell. (I,x,55) 7 . \

/

Although the beauty of Hierusalem is far beyond anything the Redcrosse Knight

has ever seen, he tries to descr&be it as best he can:

Till now, said then the knight, I weened well,
That great Cleopolis, where I haue beene,
In which that fairest Faerie Queene doth dwell,
The fairest Citie was, that might be seene;
ﬁAnd that bright towre all built of christall.cleene,
—/ Panthea, seemd the brightest thing, that was:
But now by proofe all otherwise I weene;
For this great Citie that does far surpas,
And this bright Angels towre quite dims that
towre of glas. (1,%x,58)
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This description of the New Jerusalem is, however no real descrlptlon, for %
{

{
t}
just as in the Hymne &f HeaVenly Beauty, no description offit is possible. ~

But there can be no mistaking the fact that what he sees i unique and eternal,
. w
and that "...all other beautiful things partake of it." By comparing Hierusalem

with the Pantheon, for example, Spenser wishes to show the likeness~-and the

v

unlikenesse—ofﬁthe two. The heavenly eity is eternally beautiful, whilexthe
Pantheon” is eternal enly in its beauty, the form of which could be destfoyed.
In calling the Pantheon a "towre of glas", Spenser is saying that it is at
once a reflection of its heavenly counterpart, in the sense ph§t "g1as".s1sofi

means 'mirror', but iE:is also greatly inferior to it, as glass iS‘inferiormtq

crystal. .

Calidore's sight of the Graces' dance, too, can c rtaidiyAbe’Fégﬁraed'aS;'
visionary in the sense that Plato describes. When this' _Fh# QCéurs,'CalidqféQ

like Redcrosse, has come to the end of his "initiation" intpda“StateypI, f*!
greater awareness. The vision comes upon him without expeq#atiehj"afte;7the

manner of Diotima's description, and the dance itself is no ;éss unique, -and’

: -
' 4 i

no less eternal in its symbolism than the New Jerusdlem. THe arrangeﬁent of

o

the dance in a ring is probably the most obv1ous of eternal symbols. Spenser T oF

- v

likens it to Ariadne's crown, the mythological name for the%Corona-Bdrealis,,%‘.‘
N - oo

the symbol of Bachus's love for Ariadne raised to heavenly andvimmbxtai
10 . . . ' IS
status. The crown is described as being at the centre of the great circile . -

of the heavens, just as the three Graces, linked arm in arm, are at'the‘eentEEE
/,) o A RV
of the many maidens who dance with them: i \Q/Z )
P - &
&
Being now placed in the firmament,
Through the bright heauen doth her beams ) S

display,
And is vnto the starres an ornament,
Which round about her moue in order excellent. (v1,x,13)

This description, which comes into Calidore's imagination as he watches the

l

&
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dance, reiﬁforces the theme of the cosmic ord ;,f;nd hence of the love.that
motivates thatfordef. The reference also enhances the visionary égpect ofk

the scene, extending the view from Acidale, which is itself a place of special
quality and beauty, a step further to include.the heavens, as well as the land-
scape, within its panorama. With the emphasis placed upon the heavens' "order
egcellent"; the overall effeqt of the description is to suggest eternal beauty
and harmony. The combination ofrthese ideas with love is completed by tpe

image of the Graces themselves, the circular aspect of their triple rhyéhm of

R

[ . . . . ! P . . . .
7 giving, receiving and 7eturn1ng, and their association with Venus:

Those were the Graces, daughters of delight,
Handmaides of Venus, which are wont to haunt
Vpon this hill, and daunce there day and night:
Those three to men all gifts of grace do graunt,
And all, that Venus in her selfe doth vaunt,

Is bhorrowed of them. (VI,»x,15)

"~

The goddess of love is not personally present at the_gvent,; but she is repre-
- sented by Rpsalind, Colin Clout's object of unrequited love, and the source of

his poetic inspiration. By iﬁcluding this in the incident, épenser suggests

the idea that art, in this case poetry, is an expression of the;beauty of the
— . . ’ -
cosmic order, since it derives from love. As he interprets the Graces' dance
for Calidore, in song and in words, Colin Clout takes on the roles Qf both
poet and hermit. The effect of this'is to make the art of>language, for which
Colin stands, rise above the level of practical advice, ‘as in the case of the
other hermits we have seen, to become a means of participation in the mysteri-

ous and the miraculous. The precondition for such participation, as shown in

the exgerience of Calidore,_}s the quality of being properly disposed towards

The relationship of love to beauty expressed here, as in The Fowre Hymnes,

Plato and Castiglione, is that of continuous exchange; beauty flows
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from love and thence fetur s ad infinitum. On MountVAcidale, Calidore, like

\ .
. the Redcrosse Knight on the Highest Mount, comes to witness eternal beauty as

L4
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it exists both in the vision he sees, and in himself. The same experience is

described by Céstiglione, who urges hisﬁ"happy lover" to follow,...the high-

way after his guide, that leadeth him to the point of true happinesse:" /ﬂv-

Therefore the soule ridde of vices,

purged. with the studies of true Philosophie,

Occupied in spiritual and excercized in

matters of understanding, turning her to

" the beholding of her own substance,

as it were raised out of a most deepe .,

sleepe, openeth the eyes that all men have,

and few occupie, and seeth in her ‘ <

selfe a shining beam of that light, o '“7\//_

which is the true image of the Angelicke

beauty pertened with her, where of she also

partneth with the body of a feeble shadow.1ll
The ascent of the "stayre of love" portrayed in the experiences of

Calidore and Redcrosse does much to suggest a close affinity between Books I

and VI of The Faerie Queene. Other factors contributing to this idea are the

parallel nature of the virtues these knights pursue and represent, the apparent

presence of the one virtue in the other, and an emphasis on skills of language,

especially by hermits, and hepmit-like characters, who give advice for the

pursuit of virtue. Undoubtedly the achievement of cosmic vision is the climax

of both books, xet there remains a further accomplishment in each which
contributes to their similarity. This, of course, is the subjugation of the
monsters who arersymbolic of the fo;ces opposing each knight's virtue.

Books I and VI are the only two that contéin monsters whom their heroes
must subdue. Although these monsters themselves are not equatable, they do
have mény similarities that would seem to suggest a sirqﬁg relatiénSﬁip
between the two books in which they appear. The Dragon of ﬁpok I has his

origins in biblical stories, as well as in English legend. In defeating him
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Redcrokse liveg up to the legénd of St. George and the dragon, and symbolically,

to the idea of the conquest of Satan through hoiin;ss.z As the patron saint of
.England, Redcrosse thus becomes the/egample for all Englishmen to follow a
religious life. Calidore, on the other hand,'is‘not'a saint,’but as an eiample
of the courﬁeous man, his capture of the Blatant Beast is no less importaht to
the idea ofVCourtesy than is Redcrosse's defeat of the dragon to Holinesse.
Unlike Redcrosse's Dragon, the Blatant Beast, though he is said to be descended
from various monsters in Greek mythology, is unique to The Faerie Qﬁeene. He

L - .
shares, however, some similarities with the Dragon that indicate Spenser

intended his readers to make ‘a connexion between the two. It is indeed ‘ (
difficult foi any reader not to think of the Dragon when hé encounters the

Blétant Beast. A look at the similaritiesffhe two monsters share will prove

useful in understanding the overall purpose of such a connexioh.

Wwhen Una and Redcrosse encounter the Dragon, and similarly when Artegall

24

meets the Blatant Beast, the quality they first notice about these honstersais

“*

the éreat power of their voices. The Dragon is heard to make "...a;foéring
hideous sound/that all the air with terrour filled wide," (I,x1i,4) wﬁ;Iéﬁthe .
Blatant Beast barks so loud, "that all the woods and rockes.../BegaA tos-
tremble with dismay," (V,xii,41). It is significant that Spenser héé first

chosen to emphasize\fhis quality of both beastd because it immediately identifies

©

them as enemies of orderly speech and agents of chaos. Indeed, both use, or
have used speech in order to promote disharmony. The Blatant Beast speaks
"...licentious words, and hatefull things/Of good and bad alike, of low and P

hie,™ (VI,xii,28) while the Dragon reputedly used his tongue to bring about the -~ _-

Fall of Man, disrupting the original harmony of the cosmos (I,xi,47). Some s

other qualities both monsters have T ommon are as follows: both are, not //

e

. &
surprisingly, of dark supernatural origin: the Dragon is a "hell bred beast"

(I,xi,40), and the Blatant Beast is "bred of hellish race", being the offsprin&x

- . N N
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of Cerberus and Chimaef®a, (VI,i,8). 2Among the Beast's ancestors E@b, are

Echidna, a monster whd is half-waman, and haif-drégon, and‘f’ﬁﬁadn, the giant
who fathered Cerberus, (VI,Vi,lOf.; Besides beigskdespoilers,'ravaggﬁg all
good order in the world, the two creatures are aféo‘Oppressors of mankind. -

The Drégon usurps Una's- father's Kingdom, andfno;man is exempt from the Blatant

. »
Beast's slanders. The monsters' fearsomeness is increased by the fact that

both are full of anger and poison.' The Beast is filled with "bitfer'rage and
contention", (VI,ﬁii,4i) and has "...tongues of Serpentwaith'three forked
stings,/that spat out poyéon and gore bloudy gere," (VI,xii,28): while the
Dragon is said to be "...swolne wi£ﬁ wrath and péysonl and with bloudy.goférﬁ;
(I,xi,8). But the single most impreséive feéguye that the Beast and bfa§§n
“share is the power of theif mouths and teeth. Both have huge jaws, e;ch witﬁ‘

three rows of iron teeth, and mouths that are compared to the mouth of hell,
) ¢ : .

-

(I,xi,12-13; VI,xii,26). The mouths of the two monsters are alsorreiated
inasmuch as through them, both are eventually brought in check. The Blatant
Beast $§4mu221ed and silenced; thé Dragon is slain by stabbing in the mouth.
Each is thus contaihed by being defeated in his most deadly part. That'this

. —

should be the mouth is sig@ificant, for the symbolism may be related to the
theme of the power of Speeéh and words to which Spenser gives so much weight.
This is most obvious in the case of the Blatant Beast, for the bulk.of his

. B :

power is in his many tongues. But sipce thg Dragon, as we have seen, may be’
equateé with éatan, the "father of lies",?it is also appropriate that Redcrosse,
who has many lies~t0'conteﬁd with during his‘quest for holiness, ?houldndéfeét
him, the source of all fa—lsehood.l2 The association of the two monsters with
ithe power of speech theme also initiates one further coﬁparison, which will

P

serve to make clear that these arguments are related to the Renaissance-
&

Neoplatonist themes of love, beauty and cosmic harmony: this comparison is

between the two extremes Spenser presents that oppose and support that theme.

&
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‘On the one hand we have the bragon and the ﬁlatant Beast; ‘whose utterances are

[} . a
K .

~all noise, chaos’ and destructlveness, and on the other we have the maglcal

. . e" N
5 .
qualities of Colin Clout's sonQSwwhich promote love, beauty, and participation

in an.eternal cosmic harmony. L _¢L> . . S

[

In making these comparlsons between Books T and VI of The Faerie Queene,

I have attempted to show that a great mapy srmllarltles ex1st between Spenser s

’
'(

presentations of ‘holiness and courtesy,_ Th%se virtues, it would seem, -are
P . , i/ . a‘ . ) v
reflective of one another, the one belng splrltual in its asplratlons, the '

other earthly and social. The man who practlses the disclpllnes that lead to’ ‘ b

b

hollness, as has been shown by the various hermlt like characters, 1s also 7 0

e

necessarily courteous.  Sinece this is so, it would seem reasonable to propose

that the opposite is‘'also true, at 1eastiin essence. . The difference lies in

Y

that between the saint and the courteous man. Spenser is saylng that only,the

ST
.

few can become saints, but those whe would learn to appreclate the vlrtueSJof

< <

a saint, and who would learn to appreciate also their own nature, “and hence »
that of their fellow-man, ~qan like Calidore, gllmpse the heavenly beauty of
the Creator's love. The ideas of hollness in courtesy, and V1ce versa,»ex1st,A

therefore, in complement to each other, and because of this it can be said't_zﬁ )
# ; v N R o
that The Faerie Queene begins and ends with a consistent theme. ,The.work begins -

~with the undezgying‘theme of courtesy in its intent to "fashion a gentleman“, e
. "‘\ ) . . S . -

and proceeds from. holiness through the various other virtues to COurtesyritself,
The answer to the questlon 'to where does courtesy proceed°' i‘Lhat lt can‘

ﬁe/;eader doesv ‘

not proceéﬁ to turn back to Book I jmmediately he has,finished with the Book,of_’

]
i N

lead in only one direction,,and that is to holiness.. Of course

Courtesy, bu}ﬁihe ideas expressed in that book would seem to lead to no other
place. The development of the work's theme may thus be considered circular, -

for its first and final representations of virtue lead to and fram each other’,

B
R A
w PR S
Cai

meeting at their high-points in what is essentially the same place.” This idea .,

" s | _ - )
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of circularity is repeatedly emphasized in the last book, éndvthere most

especially ih the Dance of the Graces. The work itself thus embodies in. its
7 : } o e

; ) . . - . ;
stqpctu{s/éhe very process of eternal exchange that the circle of the Graces .

-

represeﬁts. The Faerie Queene is not then, as the two appended Cantos of
-Mﬁtabil%tie might lead one to think, concerned mainly with that subject.- Its

changes, on the contrary, represent the ebb and flow of the eternal and not of

-
o —=

* the mortal world. The theme of cosmic love and beauty present in Books I and

i
&

VI is not compatible with the idea oflmutabiliQy, for as Plato has said, it
“,..is first of-alileternal; it neither comes into being nor passes away,

neither waxes nor»wanes;..", and this same idea of beauty and immortality is
that_which exisfs in the‘poetic imagination. It is this, not Rosalind herself,

L 4

for which Colin pines away in The Shepheardes Calendar, and it is this that

makes The Faerie Queene, despite its imperfections, and likewise "cutting off

through hasty accidents", like the Epithalamion, another "endlesse moniment"”

against time.

~y
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