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ABSTRACT

ETYMON AND IMAGE
IN THE FAERIE QUEENE

by Alice Blitch

The purpose of this study is to investigate the
possible etymologies of the proper names in the Faerle
Queene and to determine their influence on the creation
of the poem, Although the science of linguistics did
not exist during the Elizabethan age, in the manner of
the folk etymologist Spenser traced words to their
supposed origins, and thils study attempts to follow
his steps. In certaln names he seems to be alluding
to a single word, in others to several words, often in
two or three classical and romance languages, There 1s
much recourse to Greek and Latin, some to French,
Italian, and Gaellc,

Dictionaries in use 1n Spenserts lifetime were
checked systematically to afford information about
Elizabethan interpretations of words which might have
been in Spensert!s mind when he coined or used the

colorful names ﬁhich abound in the Faerie Queens, To

establish the validity of each etymology, the descrip-
tion of each character was tallied with all possibil-
ities offered by the dictionaries. The basic criterion

was appropriateness on the levels of allegory,

characterization, and imagery. At the same timse,
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Alice Blitch

generally accepted literary sources provided a clue
to former uses of some names and these were compared
with Spenser's usage.

The results of this study indicate that etymology
played a major role in the creation of the poem.
Spenser often chose a name because its most obvious
etymon was a brief statement of his intendsed allegory.
Beyond that, however, he saw other etymons, and each
of these influenced his development of episodes., Ety-
mology also served a mythopoelec role, etymons suggest-
ing existent myths or leading Spenser to the creation
of myth, thereby ilntensifying both the richness and
the universality of the poem. Rarely did Spenser lose
sight of etymology: he often used name and etymon
contrapuntally, and when he etymologlzed by contraries
or played one etymon against another, he achieved an
ironic wit which we overlook today. Careful recogni-
tion of multiple etymologies opens the way to new
interpretations of allegory throughout the poem,
Furthermore, such etymologies often elucidate disputed
passages,

Most significantly, etymology and imagery were
found to be causally related. Occasionally Spenser
seems to have desired certain images and have selected
appropriately allusive names, so that lmage can be
considered the source of etymon; generally, however,

etymon seems to have besn the source of 1image, the poet
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Alice Blitch

selecting a name compatible with the allegory and

then recognizing further elements in the name, These
elements in turn suggested images, and with these
Spenser developed his eplisodes and broadened charac-
terization, Descriptions of peripheral characters,

and Imagery used in episodes centering around them,
stemmed from certain images implicit in their etymons.
And while Spenser uses etymology less consistently in
his development of central characters, etymology
greatly influenced his conception of Guyon, Amoret and
Scudamour, Timias and Belphoebe, Marinell, Artegall,
and Calidore; as well as adding to his portrayal of
Redcross, Una, Duessa, and Britomart., Spenser derived
both persistent and incidental images from multiple
etymologles, for most characters and in all of the
books. Not Just colned names, but even names borrowed
from classical or other literatures were etymologized,
and i1n these are revealed most convinclngly the salutary
effects of Spenser'!s habitual mode of thought. Indeed,
such etymologizing»contributed basically to the writing
of this massive allegory since preoccupation with
characters as names in a sense precludes concern with
them as "real" people. Etymologizing thus assured
authorial distance, essential to the development of a

sustained allegory,
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INTRODUCTION

In a poem of sufficient length, the repetition
of certain devices can throw light on the process of
composition, In this study I shall examine one such
device: Spenser'!s use of etymology in the Faerie
Queene. By means of etymology the linguist attempts
to understand meaning through historical development;
the folk etymologist proceeds along the same lines,
although he lacks the scientific method which would
ensure accuracy; and the poet falls somewhere in be-
tween, He 1s preoccupied with words, but his interest
is not in accuracy so much as in revelatory power,

For the names in the Faerie Queene Spenser coins words

or uses exlistent words in thelr etymological sense, in

either case with an awareness of the contributions,

real or putative, of their classical and romance an-

cestry. At the close of the second book, for example,

when Guyon has freed the men whom Acrasla has trans-

formed, some resent their reassumption of human form;
But one above the rest in speciall,

That had an hog beene late, hight Grylle by name,
Repyned greatly, and did him miscall,
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That had from hfggish forme him brought to
naturall,

Spenser hgre used x/ou’/\)os, p.'Lg,2 to particularize the
beastliness of man., The procedure is warranted, not
for its advancement of the allegory or of the narra=
tive, but rather for its concentration of the meaning
of both., The eplsode ends with the observation of the
Palmer that
The donghill kinde
Delightes in filth and fowle incontinence:
Let Gryll be Gryll, and have his hoggish
minde (II.x11.87).

As Spenser moves from the concept of beastliness
to its correlative of pig-Grylle, he moves also from
etymon to image, "the donghill,™ And this, as I shall
demonstrate in the pages that follow, is frequently
the direction of his thought. The same relationship
between allegory, etymology, and imagery is evident in
Spenser!s treatment of Ignaro., Since pride is fostered
by Ignorance, Spenser makes Ignaro the foster-father
of Orgogllio=--the allegory here determines nomenclature,
In developing the actual episode, however, Spenser
turns to the etymology of ignaro, literally "not to
know," and gives Ignaro only one answer to all of

lpaerie Queene, II.x11.86, in The Complete
Poet1caI_W35E§QST_§§bnser, ed. R. E, Neil Dodge
{Boston: Houghton Mifflin Co., 1936)s Subsequent

references to this edition will be made parenthet-
ically in the text.

2Jean Crespin, Lexicon Graecolatinvm (London:
Henri Bynneman, 1581), s.v. valxosw "porous, « « o"
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Arthur's questions: "He could not tell" (I.viii.32-3}).

The two examples which I have given reveal Spenser's
etymological mode of thought and the resultant pro-
ductiveness of imagery. In the course of this study I
will investigate the complexities of the relationship
between name and lmage,
The mind of the poet i1s not unfathomable. One

can see him at work on such a passage as the following:

The learned lover lost no time nor tyde,

That least avantage mote to him afford,

Yet bore so faire a sayle, that none espyde

His secret drift, till he her layd abord (III.x.6).
Spenser begins casually enough, "The learned lover lost
no time," and then quite naturally falls into a cliche,
"time nor tyde.," The "tyde" then takes over the image-
ry, and the result is the nautical metaphor of the
third and fourth lines., If any principle can be said
to govern these lines, it is the principle of associa-
tion, This is a key to the creation of the entire
poem, Agalin and agaln Spenser associates sounds with
sounds, not from any inherent logic but simply fromv
the day to day workings of a poet's rather than a
philosopher!s mind., Of course this is the method of
the folk etymologist: 1if two words sound alike, surely
they must be related. Spenser's associative mind was
ideally suited for such etymologizing, and the similar-

ities in sound between two or more words led him to

the wealth of detall which prolonged invention
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absolutely demanded. Both lmagery and characterization
were strengthened by Spenser's etymologizing., When
etymon suggested image, the resultant texture of the
poem was enriched, characterization broadened, and

allegory clarified.



CHAPTER I: BOOK I

The Faerle Queene has a large cast; literally

hundreds of characters fill the pages of the poem,
Since these characters often form natural groups (such
as the Abessa, Corceca, Kirkrapine cluster), it seems
best to treat them in order of appearance, This order
will be violated only when some character makes an in-
significant appearance in one book but a major appear-
ence in a later one, I shall not consider certain
characters at all: those who are nothing but a name
are irrelevant to this study, as are those whose sig-
nificance 1s rather larger than the pinpointing of
meaning or function to which etymology leads.

Such a character is the hero of the first book,
The REDCROSS KNIGHT is clearly an amalgam of legend
and 11terature.3 The selection of St. George as the

knight of holiness is too natural a one to deserve

3The sources have been exhaustively treated.
See The Works of Edmund Spenser: A Variorum Edition,
ed, EdwIn Greenlaw, Charles Grosvenor Osgood, and
Frederick Morgan Padelford ( 9 vols,; Baltimore:
The Johns Hopkins Press, 1932), I, 379=421, This
edition will hereafter be cited as Variorum, Green=-
law, ibid., 389-90, feels that literary "sources™ are
irrelevant; the first book, he says, is "a new world
symphony upon a familliar folk theme. . . "

5 e
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comment, and of course with St, George came a red cross
as woll.u Since the imagery used in the Redcross epi-
sodes is dominated by so rich a tradition, we should
not expect to find etymology playing a significant
role. As a matter of fact, in only one known case
does Spenser consciously etymologlze, and that is in
the story of the upbringing of Redcross: Heavenly Con=-
templation tells Redcross that he had been found "in
an heaped furrow" by a pléughman, who

brought thee up in ploughmans state to byde,
Whereof Georgos he thee gave to name (I.x.66),

This is an allusion to rewpyds, farmer.® In the

letter to Ralelgh Spenser tells of his plans to present

uRosemond Tuve, "Spenser and Some Pictorial Con-
ventions," SP, XXXVII (1940), 173=74, demonstrates that
in many 1lluminated manuscripts one finds St, George
"mounted, with red cross on breastplate and each arm";
he kills a dragon while a "princess stands praying
near, with the lamb on a gold string. « . " Roland
M, Smith, "Origines Arthurianae," JEGP, LIV (1955),
mentions a proclamation of Grey's predecessor which re-
quired "all horsemen that are to intende/ her Ma[jes])
ti[e]s service™ to wear red crosses on their breast and
back., He traces, p. 677, this practice of wearing the
cross of St. George back to 1386, Spenser's shift of
one of the crosses to the shield, Smith maintains, p.
674, brought his narrative in line with romance tradi=-
tions and particularly with the redcross shield of the
grall legend.

SCresp:ln, SeVe eupyo's s "agricola." Upton,
Variorum, I, 294, was the first to comment on this ety=-
mology. It has been frequently noted since. Martha
Alden Craig, "Language and Concept in the Faerie Queene"
(unpublished Ph,D., dissertation, Dept, of English, Yale
University, 1959), p. 106, sees in Spenser's etymology
"an allusion to Piers Plowman. . . « Plers Plowman
tfound' holiness; the same Theme is now brought to
Faerie Land by Spenser."
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in the twelfth book the beginning of the quest of Red-
cross, He 1s to be "a tall clownish younge man" who,
while awaiting the assignment of some task, would rest
on the floor, "unfitte through his rusticity for a
better place."™ Perhaps in these statements Spenser is
also alluding to the etymon, since "clown" means "coun-
tryman™ and thus goes directly back to th(o;o's .
Generally, however, Spenser does not refer to Redcross
as St. George and thus he lacks the immediate stimulus
of the name itself. The names of the other major fig-
ures, sounded again and again throughout thelr books,
are of far greater etymological interest and some
actually dominate Spensert'!s treatment of those char-
acters. Only in the case of Redcross does Spenser
evince little linguistic interest; the bulk of the
Redcross imagery can be attributed to allegorical re-
quirements, |

It seems fairly certain that the allegory of the
first book of the Faerie Queene was suggested by the

coronation pageants for Queen Elizabeth, Most of the
verse used in the pageants was written by Richard
Mulcaster, Spenser's former headmaster at the Merchant
Taylor's School. In the pageants "Elizabeth is iden-
tified with Truth, Pure Religion, True Religion, as

opposed to Error and other machinations associated
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with popery."6 Elizabeth herself made the same equa-
tion. When she observed a tableau deplcting Truth and
Time between trees representing healthy and unhealthy
states, she commented, "And Time hath brought me
hither1"7 Furthermore, Ellzabeth was assocliated with
the name UNA in Thomas Drant's description of the
Queen'!s qualities: not only was she "Gloria praesentis
saecli" (the glory of the present age) but also "virtu-
tibus vna"™ (one in [all] virtues).8 The connection
between Elizabeth and Una is probably responsible for

Spenser's choice of a lion to serve Una.?

6Bowie Millican, "Spenser's and Drant's Poetic
Names for Elizabeth," %LQ, II (1939), 260, Millican
cites Heffner's analysis of the coronation pageants,
and Baskervillts identification of Mulcaster as the
pageant poet,

7Rosemary Freeman, English Emblem Books (London:
Chatto and wWindus, 1948), p. L9.

BMillican, PPe 252=-53., All translations in this
study are mine unless otherwise noted. Millican men-
tions, p. 259, two rather persistent theories of the
etymology of Una's name. Warton had noted that the
Irish name means "hunger"; Grosart had shown that in
Irish mythology the name signified "Faery Queen,"

But Millican rightly rejects both theories: ™No one
can object . . « to any assoclation that Spenser may
have learned . . . about Irish female cognomens in
connection with the obvious Latin-Italian una . . . or
to any association with a faery queen or a banshee
named Una. « « « [but] Una is no faery queen, nor does
she represent this aspect of Elizabeth, in Spenser's
poem. . . o Gaelic has no more to do with Una in The

Faerie Queene than snakes in Ireland have to do with
ophiology."

9Tuve, p. 168, suggests rather that the "wide-
grinning lions" of the illuminated manuscripts "with
thelir tails curved over their backs, stay in the
visual memory."
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The word una, the feminine form of the Latin
unus (one), would have seemed 1deal to any etymolo-
gizer. Conceiving of Una as the one Truth, the one
true faith, and unique Heavenly Beauty, Spenser cre-
ated a vague but consistent pattern of imagery to de-
velop his allegory. Una hides her own whiteness "under
a vele, that wimpled was full low," and the whiteness
of her gown under a black stole (I.i.4)). This covering
1s appropriate to the three levels of allegory and in
each case 1s demanded by the nature of Redcross: he
does not know Truth for what it 1s, he has not yet
saved the Anglican Church from the forces which op-
press it, and he has not yet ascended the Platonic lad-
der to Heavenly Beauty. The unvelling of Una indicates
that all three conditions are finally manifest in the
character of Redcross himself., The actual device of
unveiling may have been suggested by what Panofsky
calls a common motif in Renalssance art: "Truth un-
veiled by Time."10 At the same time, the unveiling
corresponds to the revelation of Heavenly Beauty
granted Redcroaé because of his capacity to appreciate

it after his long apprenticeshlp, One critic has

10grwin Panofsky, Studies in Iconolo (New York:
Oxford University Press, 1939), p. O3. Panofsky cites
the classical statement "veritas filia temporis™ as a
possible basis for such graphic treatment,
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traced this apprenticeship through the reactions of
Redcross to the spirit in Una's form and to Duessa:
he sees the "shadow" of Una created by Archimago as
sensual beauty, Duessa as "an imitation of that true
light of heavenly beauty which glows beneath Una's
black veil," and Una herself as spiritual beauty.ll
When Una throws aside her stole and wimple "wherewith
her heavenly beautie she did hide" (I.x11.,22), she
shines

As bright as doth the morning starre appeare

Out of the east, with flaming lockes bedight,

To tell that dawning day 1is drawing neare,

And to the world does bring long wished

light (I.x11.21).
Light imagery is appropriate on all levels of etymol-
ogy and related allegory. In addition to this rather
distant use of the simple etymon, Spenser in one case
uses it directly when Redcross tells Britomart that he
loves "one, the truest one on grownd" (III.i.2}). The
traditional statement of love receives more of our at-
tention because of the etymological pun,
The characters whom Redcross and Una meet in

their Jjourneys bear names of more particular signifi-
cance, names which are tied closely to the descriptions

of thelr owners., ERROUR 1s one of these. Redcross,

Una, and the dwarf stumble upon the den of Errour in

1lrinwood E. Orange, "Sensual Beauty in Book I
of The Faerie Queene," JEGP, LXI (1962), 555-58,
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the "wandring wood" (I.1.13), a most logical location
since the Latin errare meant "to erre, to wander, or
go out of the waye, to stray abrod, to be deceiued,"l?
Unable to find the path by which they entered the wood,
Una and Redcross
wander too and fro in wailes unknowne,

Furthest from end then, when they neerest weens,

That makes them doubt, thelr wits be not their owne:

So many pathes, so many turnings seens,

That which of them to take, in diverse doubt they

been (I.1.10).
The entire description seems to be controlled by the
name of the monster with which Redcross will fight,
Una and Redcross have been beguiled by the sight

of the many trees they pass along their way. As one
critic has pointed out, the catalogue of trees is not
merely an epic convention; the trees represent the
error "of a man allowing his pursult of delight of the
senses so to stir him that he cannot make correct per-
ceptions, . . M3 Undoubtedly, then, Spenser used
the catalogue to represent a wandering of the eyes,

and we are led again to the etymology of the word

Rerror,."

lzJobn Baret, An Alvearie or Triple Dictionarie
([London: Henry Denham, 1573]), E2b8. See also
Thomas Cooper, Thesaurus linguae Romanae & Britannicae
(1565) s.v. erro; Cooper also llsts Errore vliarum
from Livy, "By ignorance of the way, or by goeyng out
of the way."

13grnest S. Gohn, "A Note on Spenser's Use of
Trope," MLN, LXIV (1949), 55.
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As Virgil Whitaker suggests, Spenser probably
made Errour part woman, part serpent in allusion to
the two things which "proved too much for poor Adam in
the Garden of Eden. . . ,nlh Perhaps he was confirmed
in his choice of a serpent by its winding nature. As
Errour

lay upon the durtie ground,
Her huge long taile her den all overspred,
Yet was in knots and many boughtes upwound (I.1.15).
It 1s the winding of the serpent which gives Redcross
such difficulty; Errour
wrapping up her wrethed sterne arownd,
Lept fierce upon his shield, and her huge traine
All suddenly about his body wound,
That hand or foot to stirr he strove in vaine:
God helpe the man so wrapt in Errours endlesse
traine (I.i.xviii),
By making the antagonist a snake, Spenser concentrated
on the winding implicit in Errour's name. She quite
literally goes out of the way or strays abroad.

He further found the snake allegorically sug-
gestive because of certain traits traditionally asso-
ciated with it. The stinging tall; the creeping of a
snake's young into its mouth (I.1.15); the sucking of
"their dying mothers bloud" (I.i.25)--all were part of

the natural history of Spenser's time.15 Beginning,

1hV1rgil K. Whitaker, "The Theological Structure
of the Faerie Queene, Book I,™ in That Soueraine Light,
ed., WilTTam R, Mueller and Don Cameron Allen
(Baltimore: The Johns Hopkins Press, 1952), pe. 7S

1Sfitolemd B. Botting, "Spenser's Errour," PQ, XVI
(1937), 75-77.



13
then, with the 1dea of a snake, a cholice confirmed by
etymology, Spenser followed through with descriptions
of Errour which were largely controlled by the folk-
lore of snakes,

There has been much discussion of the epic simile
which compares Errour's vomit to the flooding of the
Nile. Scholars have found comparable passages in a
dozen or so classical and Renalssance works,16 so that
we must regard Spenser's detalls as commonplaces of
the Renaissance naturalist. Spenser's possible rea-
sons for drawing on this material, however, have not
been discussed, and I believe that once again ety-
mology may provide a clue. Since Spenser conceived of
Errour as wandering, going out of the way, straying
abroad, might he not have thought of that river which
all his reading told him acted in a like manner?
Whatever the actual "source" of the simile may Be, the
fact that he used it at all can be attributed to the
imagery implicit in the name of Errour. Note his
emphasis on movement and shape in the stanza:

As when old father Nilus gins to swell

With timely pride above the Aegyptian vale,

His fattie waves doe fertile slime outwell,

And overflow each plaine and lowly dale:

But when his later spring gins to avale,

Huge heapes of mudd he leaves, wherin there breed

Ten thousand kindes of creatures, partly male
And partly femall, of his fruitful seed;

16546 Variorum, I, 18,-87, for summaries,






1y

Such ugly monstrous shapes elswher may no man
reed (I.i.21).

"Swell . . o outwell . . o, overflow . . « heapes . .
monstrous shapes, « « «"==-this 1s the same emphasis
which Spenser placed on Errour herself and her "thou-
sand yong ones" (I.i.15).

- The 1lmage of leaving the usual path 1s thus
found in both the etymology of Errour's name and in
all the descriptions connected with her., Even the
conclusion of the episode emphasizes the same image;
after defeating Errour, Redcross returned to a path

which beaten was most plaine,
Ne ever would to any by way bend,
But still did follow one [another pun on Una?]
unto the engd,
The which at last out of the wood them
brough‘b (101028).
Though out of the wandering wood, Redcross and
Una immediately encounter another problem in the shape
of ARCHIMAGO., This origin (&(b;i) of images (1mago)17

appears in the first three books of the Faerie Queene

as an agent of deceit, his disguise 1n each case

serving Spenser's current allegorical purpose., Much

17J’ohn W. Draper, "Classical Coinage in the

Faerie Queene,®" PMLA, XLVII (1932), 100, looks to

os (maglician) as the source of the name. He con-
teng$ that Spenser often first mentions names "in
close connection with the particular matter that makes
them apt. Archimasgo (arch-magician) is first named in
connection with his magical powsers in summoning up the
sprite of the false Una, though he had been the centre
of attention for the preceding fourteen stanzas™ (p.
104). While Spenser does indeed follow such & pro=-
cedure here, Draper's choice of etymology is not in-
evitable and seems rather limited.
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of the imagery connected with Archimago, however, while
obviously sulting this purpose, relates more directly
to the etymology of his name. Pelegromius had equated
imago with ayaduaevomoids, a word which referred to
both the act and the agent of statue making; but, more
specifically, he speaks of the statue itself, which
might be carved, hewn, or cut; and of some melted,
molten, or liquid image.l8 Spenser must have had some
such elaboration in mind when he had Archimago create
a spirit "of liquid ayre" (I.i.}5). Furthermors, the
descriptions of Archimago himself two or three times
refer in an etymologlcally pointed image to his
sculpted tongue: Archimago was a good conversationalist
since he "well could file his tongue as smooth as glas™
(I.1.35); and a whole book later Spenser was to mention
again "his fayre fyled tonge" (II.i.3). Even Arch-
imago's method of disappearing may be related to the
definition Pelegromius gives of imago: 1included in the

synonyms is conflatile, which connotes not only "to

melte metall: to forge or make," but also "to blow,"19
Archimago vanishes before Braggadochio and Trompart by
the blowing of the wind:

18
Simon Pelegromius, Synonymorvm Sylva, trans,
and ed, H.F. (London: Thomas Vautrollerius, 1585),
pe 181: "Sculptile, fusile, conflatile,"

19Cooper, s,ve conflatile.
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The northerne winde his wings did broad display
At his commaund, and reared him up light
From of the earth to take his aerle
flight (II.111,19),

Nor 1s this the extent of Archimago's talents,
for he can also transform himself at will into various
shapes, including those of a hermit and of Redcross.,
This ability is consistent wlth the meaning of imago,
"An Image of man or woman, the proportion of any thing
e o« o the signe shadow or likenesse of any thing,"20
Both Archimago himself, then, and the spirits which he
creates are the visual counterparts of the Elizabethan
definition of imago. The word was also dislogistic
(imagino meant "to make Images, to counterfaite™2l)
and this connotation so dominates the imagery that
Archimago becomes a symbol of the misgulded creative
act of counterfeiting., He chooses "Sprights™ who are
"fittest for to forge true-seeming lyes™ (I.1.38);
the female of the pair 1s a "falre-forged spright" (I.
1,2); and later upon meeting Guyon and the Palmer,

Archimago "gan to weave a web of wicked guyle™ (II.1i,

8)e Spenser is thus at least as interested in Arch-
imago as a symbol of corrupt creativity as he is in
him as a symbol of, say, Catholicism, As he brought

the abstraction "Archimago™ down to the concrete level

zoBare t, I’42 .

21John Veron, A dictionary in Latine and 1lish,
ed. R. W[addington] (London: John Harison, R
sig. X1V,
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of poetry, Spenser fleshed his character with images
suggested by the name itself and in so doing was, it
seems to me, making an allegorical statement about
artistic creativity. Suggesting the arts of sculpture
and weaving, but implying thereby any creative act,
Spenser criticlzes any art which does not spring from
Truth or Goodness., As one critic commented in another
connection, "as a Puritan, [Spenser] was sensitive to
the abuse and perversion of art which had raised the

question of its moral value in the first placse,
n22

Archimago is

A bold bad man, that dar'd to call by name
Great Gorgon, prince of darknes and dead night
(I.1437)e

Lotspeich polnts out that here Spenser is following
Boccacclot's equation of Gorgon with Daemogorgon.23
Spenser was probably led to use Boccacclo's delty by
the etymology of hls name. Ap/u.tov,oye'w meant to be

a fabricator or artificer, and also more generally to

22Northrop Frye, "The Structure of Imagery in
The Faerie Queene," in Fables of Identity: Studies in
Poetic Mythology (New York: Harcourt, Brace and
World, Ince., 3)’ Pe T3.

23Henry Gibbons Lotspeich, Classical Mytholo in
the Poet of Edmund Spenser ("Princeton: S%uﬁIes in
EﬁgIIsE,s Vol., 1X; Princeton: Princeton University
Press, 1932), p. 52. Jean Seznec, The Survival of the
Pagan Gods, trans, Barbara F. Sessions ("Bollingen
Series,” Vol, XXXVIII; New York: Pantheon Books Inc.,
1953), p. 312, mentions Elizabethan use of the Genealogla

deorum, and calls Demogorgon, pe. 222, "a grammatical
error, become god,"
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forge or fashlon, construct, or form.zu Since Arche-
imago is himself a fabricator, it is particularly
approprliate that the god he summons be etymologically
related to creativity. Spenser later spells the name
Daemogorgon (I.v.22), indicating that he regarded the
god as malevolent.25 Thus the corrupted creativity of
Archimago is echoed in the name he dares utter,
Redcross encounters Sansfoy (who, along with the

other members of the Sans family, Sansjoy and Sansloy,
is of allegorical rather than etymological interest)
and thus DUESSA. The name of this enchantress quite
literally signifies "to be two," and her behavior
throughout books I, II, and V reflects this doubleness,
Spenser'!s conception of Duessa 1s basic to the alle-
gory, but 1t also affects his style and his imagery,
Perhaps the best example of the importance of etymol-
ogy in the determination of style is found in the
description of Duessa at the court of Mercilla:

Then was there brought, as prisoner to the barre,

A ladie of great countenance and place,

But that she it with foule abuse dlid marre;

Yet did appeare rare beautlie in her face,

But blotted with condition vile and base,

That all her other honour did obscure,
And titles of nobilitie deface (V.1x.38).

2hgenrt Estienne, Thesaurus Graecae linguae (5
vols.; Geneva, 1572=73), I, 971y Bpiuticvpyew s "SUm
opifex; e o« o Item generalius pro Fabricor, Compingo,
Condo,. "™

2501‘. Estienne, I, 896, Ao.c,u.o’vcov, "semper de
spiritibus noxiis & impuris, qui & diaboli,"
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The carefully balanced style is a mirror of Duessa's
double nature.
Spenser's reading would have acquainted him with
the common préctice of multiple etymologizing, In the

Golden Legend, for example, is this account of the

name Ambrose:

Ambrose comes from ambra, a costly and
aromatic spice, for he was very precious in the
eyes of the Church, and spread a pleasing
aroma, « « ¢ Or, Ambrose comes from ambra and
syos, God + . « for through him God spreads a
pieasing aroma, « « « Or, 1t comes from ambor,
father of 1light, and sior, small, for he was a
father in conceiving spiritual children, =
light in his interpretation of the Scriptures,
and small in his humility,.26

Thus we should not be surprised to find Spenser using
two and sometimes even more etymologies for any given
name, and indeed there wlll be many examples of multi-

ple etymologizing iIn the Faerie Queene., Duessa is a

case in point. Not only is Spenser thinking of the
basic etymon, the Latin du-esse, but also of the Greek
dvw, which in Homer had the significance of induo
(with two masks).2/! Spenser uses this derivation
directly when he states that

Deceipt doth maske in visour faire,
And cast her coulours died deepe in graine,

26Jacobus de Voragine, The Golden Legend, trans,
Granger Ryan and Helmut Ripperger (London: Longmans,
Green and Co., 1941), p. 24, Most of the etymologles
in the Golden Legend are handled in this way,

2TEstienne, I, 1060,
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To seeme like Truth, whose shape she well can
faine (I.vii.l);

when he says of Duessa that
under maske of beautie and good grace
Vile treason and fowle falshood hidden
were (IV.1,17);
and indirectly in the entire scene of the disrobing of
Duessa (I.viii,}j6-49), for Una comments,
Such is the face of Falshood, such the sight
Of fowle Duessa, when her borrowed light
Is laid away, and counterfesaunce
knowne (I.viii.l9).
The conceptlion of Duessa as a two-masked woman may
have led Spenser to concelve of the entire Scarlet-
Whore-of-Babylon sequence, for it 1s an easy leap from
two heads to seven (I.vii,17-18; viii,.20).

Spenser has thus used both Greek and Latin words
in etymologizing this important name; he may have used
an Irish source as well. Roland Smith suggests that
Spenser knew the Irish name Dubesa and that his spelling
is an appropriate aspproximation of its pronunciation.28
The 1dea 1s tenable, of course, because of Spenser's
residence in Ireland, and it galns crediblility becéuso
of the relationship between the Irish etymology and
Spenser'!s imagery. Although two scholars differ on

the meaning of the second and third syllables, they

28"yna and Duessa," PMLA, L (1935), 918. sSmith
relates the Irish word to ddIbhéas, "vice, bad man-
ners," and to dobhédas, "a bad hablt, an 1ll custom,"
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agree that the first meant "black."29 At least twice

in the Faerie Queene Duessa covers the sun, once to

obscure the beauty of Fraelissa:

[Duessa] by her hellish science raisd streightway

A foggy mist, that overcast the day,

And a dull blast, that, breathling on her

[Fraelissa's] face

Dimmed her former beauties shining ray (I.11.38)
thus determining Fradubio's choice between them, When
Redcross 1s about to kill Sansjoy, she agaln blackens
the atmosphere, this time with "a darkesome clowd" (I.
vel3), and, in keeping with the etymological signifi-
cance of her name, seeks help for the wounded Saracen
from Night (I.v.20ff.).

Etymology may take credit for suggesting to
Spenser these two vivid scenes, It certainly would
have encouraged him to see Duessa as a black flgure,
though he carefully notes that none of the characters
who meet her sees her "in her proper hew" (I.i1.40).
Influenced as he was by etymology, Spenser was spesk=
ing qulte literally and thus the metaphor of this last
statement is very much alive. The same force informs

those descriptions of Duessa which I have mentioned

above in another connection, her "colours died desepe

, 29Sm1th, "Una and Duessa," p. 918: ". . .
Dubes [s]a (Duibésa, Dubdasa) was originally a compound
of Dub, 'Black,! and Esa, itself a woman's name,"
SmiTh notes in "A Further Note on Una and Duessa,"
PMLA, LXI (1946), 594, that a nineteenth-century
scholar traced the name to dubh + essa, "nigra nutrix"
(black nurse or mother),
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in graine" and "her borrowed light," as well as the
following:

[Duessa] now had chang'd her former wonted hew;

For she could d'on so manie shapes in sight,

As ever could cameleon colours neWw (IV.1,18).
Basing an interpretation on the relationship between
the triple etymology and related imagery, we see that
Spenser must have conceived of Duessa as that kind of
falsehood which 1s two things at once, masking itself
quite appropriately with light because its essence is
darkness. Multiple setymologies thus helped Spenser
clarify his ideas as he put them into the demanding
allegorical framework,

Although Redcross has by his own poor judgment
lost Una and gained Duessa, he 1s not utterly bereft
of heavenly care. The tree beneath which he sits with
Duessa has a story to tell, a story which, if care-
fully reasd, 1s a kind of prophecy of what could happen
to Redcross if he continued to be misled by Duessa,
Although a talking tree is found in Ariosto, I belleve
that Spenser was influenced by the Dodonian tree of
Jove (he mentions it in "The Visions of Bellay") and
hence must have intended the message of that tree as

God's warning to Redcross.30 The fact that Spenser

3°Green1au, Variorum, I, 203, disagrees; he
feels that Redcross could not possibly interpret the
message because at this point he is "spiritually
blind," and that Spenser'!s purpose is to demonstrate
allegorically that human beings cannot interpret their
experiences,
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chose transformation to a tree rather than any of the
many other transformations avallable in literature,
coupled with the providential message, suggests a Bib-
lical prototype: the story of Adam and Eve, with 1its
tree of 1life and tree of knowledge.31 In the eleventh
canto, which is the symmetrical mate of this second
canto, Spenser speaks of both trees, Of the tres of
life he says,

From that first tree forth flowd, as from a well,

A trickling streame of balme, most soveralne

And dainty deare, which on the ground still fell,

And overflowed all the fertile plaine,

As it had deawed bene with timely raine:

Life and long health that gracious ointment gave,

And deadly wounds could heale, and reare agailne

The sencelesse corse appointed for the

grave (I.xi.48).
The balm of the tree also "scorching heat alay[s]" (I.
x1.,50). In contrast, the tree called FRADUBIO pours
forth "smal drops of gory bloud" (I.11.30) and suffers
from the heat of the sun (I.ii1.33). Although Fradubio
and Fraelissa were once human beings, they are now
trees: one critic calls these "paralyzed trees™ a
symbolic parody of the tree of life in Eden.32 It is
3lWilliam Nelson, The Poetry of Edmund Spenser

(New York: Columbia University Press, 1963), PP. 162-
6L, attributes the transformation to literary, artis=-

" tic, and Biblical equations of men in trees with men
who have sinned,

32Frya, P 79. Whitaker, p. 79, argues that the
tree image simply shows that Fradublo now lacks the
human quality of reason; 1if this were true, however,
Spenser could have transformed Fradublo into an
animal, ‘
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possible to see the entire episode as an elaboration
of that part of the story of Adam and Eve which Spenser
felt necessary to the education of the knight seeking
holiness, The name Fradubio connects the character
with Redcross: they are brothers, even 1f Redcross
falls to recognize his sibling: fra is brother, dublo,
doubt.33 Just as Fradubio could not welgh the "doubt-
full ballaunce™ between the charms of Fraelissa and
Duessa, so Redcross was incapable of making the correct
decision between Una and Duessa. And so was Adam in-
capable of choosing wisely between the demands of God
and of Eve. The name Fradubio, then, is the first clue
Spenser gives that he 1is basing the eplisode on the
Biblical prototyps.

The name FRAELISSA is the second., It is trisyl-
lablie, but the euphonistic diphthong_should not pre-
vent us from interpreting the name as fra-ellssa since
Spenser would have added "fra" to any name chosen in
order to have a convenlent doublet for Fradubio.
Spenser would have formed the word "elissa™ from
éMe(mo, to neglect or abandon.,34 Nelson, who inter=

prets thls eplsode as I do, suggests that Fraelissa's

33Baret, D968, "To be in doubte . . o in dublo
esse,."

3“Estienne, II, 669, EAXe(uua, "Relinquo,
Praetermitto, Praetereo, . « "
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name means "frailty," from the Italian fragilezza.35
Since, howsever, Spenéer uses the name Elissa 1n the
second book and is here using "fra" for a related
character, there seems to be no need to go so far
afield., The name "Brother Abandonment™ obviously
points to the kinship between Fradubio and Redcross,
for the latter will abandon God repeatedly in the
course of the first book., At this very moment in his
adventures he has abandoned Una, Spenser does not use
the name to characterize Fraelissa since he is not
particularly interested in Eve; but he chooses the
name to point to the guilt of Adam which parallels
that of Fradubio., Fradublo!s description of Fraellssa
makes little sense if we remember that Fraelissa in
Spenser'!s story does absolutely nothing to cause his
downfall:
this wretched lady, my deare love;
0 too deare love, love bought with death too
dearel (I.1i.31)
but it makes a great deal of sense when 1t 1is applied
to Eve in her relationship with Adam. Because Eve!s
responsibllity was less than Adam's, Spenser's empha-
sis, like Milton's after him, was on the man who al-
lowed himself to make a foollsh choice because of
human love, The catalyst in both cases is Satanic:

Spenser explicitly calls Duessa "the divelish hag"

35Nelson, pp. 162, 327n.
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The Blblical prototype controls much of the im-
agery of this episode. As I will show later in this
study, Spenser generally chooses punishments appro-
priate to the crimes which are "hidden" in the names
of hils characters. Eve's abandonment of God, and
Adam's doubts of God's powsr lead both to taste of ths
forbidden fruit. Fraellissa and Fradublo are not sent
out into the world but receive a more symbolic punishe
ment: transformation into trees.3é Before Fradubio
is thus transformed, however, he experiences something
comparable to postlapsarian disenchantment: he sees
Duessa "in her proper hew," (I.ii.40),

Her neather partes misshapen, monstruous,

Were hidd in water, that I could not ses,

But they did seeme more foule and hideous,

Then womans shape man would beleeve to bee.

Thensforth from her most beastly companie

I gan refraine, in minde to slipp away,

Soone as appeard safe opportunitie:

For danger great, if not assurd decay,

I saw before mine eyes, if I were knowne to

stray (I.ii.41).

How reminiscent of the shame and fear of Adam and Eve!
And finally, Fradubio tells Redcross that the spell on
himself and Fraelissa will be broken only when they are

"bathed in a living well™ (I.ii.4}3), a clear reference

360range, Pe 560, argues that the tree is a syme
bol of a coffin, He identifies the "desert waste" of
I.i1.42 as a graveyard and Fradublo's banishment as
burial. He bases his argument on Plato's contention
that the souls of those who never get bgyond sensual
beauty remain in the world "prowling about tombs and
sepulchers,"
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to the salvation of mankind through Christ, The sym-
metrical counterpart‘in the eleventh canto is the Well
of Life (I.x1.29-30). Particularly because the later
fight against the dragon of original sin is undertaken
in behalf of the king and queen of Paradise (I.vii.}j3),

and because Redcross can then be alded by the Well of o
Life and the Tree of Life, his earlier encounter with “
Fradubio and Fraelissa defines the dangers which he

must avoid and the temptations which he must overcome,
The names Fradubio and Fraelissa, properly understood
by the reader, thus establish the character of Redcross
with fine dramatic irony.

Leaving Redcross in the grasp of Duessa, Spenser
returns to Una, providing her with a lion for her en-
counter with the holy threesome Abessa, Corceca, and
'Kirkrapine. Scholars have long accepted Uptont's 1den=-
tification of ABESSA with abbiea,37 assuming that
Spenser was referring to the situation which obtalned
in England during the reign of Henry VIII. The lion
would then symbollize the law of nature which is ine
imical to Catholicism and friendly to the Church of
England. If, however, one does not assume that Abessa
represents anything as specific as the Catholic Church
but instead any form of irrationality by which men de-

base themselves, the entire episode is both more

3Tvpton, Variorum, I, 208,
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meaningful and more universal., The imagery of the
Abessa eplsode suggests that when Spenser chose the
name he may have been thinking not of abbesses but
rather of the French abbaisser, "to bring lowe or
e o o under foote: to make a thing of small accompt,
value or estimation."38 Abessa is quite literally
"brought low" when she joins her mother, Corceca, on
the floor (I.i11.13); and she 1s figuratively
"brought low" and made a creature of small value by
Kirkrapine, who used her in "whoredome" (I.111.18),.
When Una and the lion approach and Una asks 1f there
is a dwelling nearby,
the rude wench her answerd nought at all;

She could not heare, nor speake, nor understand;

Till, seseing by her side the lyon stand,

With suddeine feare her pitcher downe she threw,

And fled away: for never in that land

Face of fayre lady she before did vew,

And that dredd lyons looke her cast in deadly

hew (I.111,.,11).

For the first time Abessa 1is confronted with a vision
of what she 1s and what she might have besen, She can
neither speak nor understand because she 1s on a level
with the beasts, Kirkrapine treats her as an animal;
he "fed her fatt" and mated with her (I.111.18). The
name Abéssa, and the imagery associated with this
character, are thus of a plece: both show the debase=~

ment of specifically human characteristics and the

triumph of the bestial,

3BBaret, A7.
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Although I believe that Abessa's importance in

the moral allegory was Spenser's primary concern, and
that he first conceived of her name in the manner
which I have outlined above, I am convinced that both
her name and actions were also relevant to the religious
allegory, although not as an attack on the Catholic
Church, Mother Mary Robert Falls suggests that Spenser
in this eplsode was censuring the abuses of his own
church, She feels that the name Abessa was taken from
ab-esse and signifies "non-residence,"39 a serious
problem in Spenser's time. Poorly trained ministers
substlituting for the non-resident clerics were so in-
adequate that in 1562 Sussex was prompted to write:

e « o the ministers for disability and greedi-

ness be had in contempt; and the wise fear

more the implety of the licentious professors

than the superstition of the erroneous Pa-

pists, Y

The non=resident clerics spent thelr time at thelr

country homes, a setting to which Spenser seems to

39"Spenser's Kirkrapine and the Elizabethans,"
SP, L (1953), L4L60., In an interesting footnote, p. 459,
Mother Mary demonstrates that almost all of the fem=-
inine names in the first book end in "a," only twice
because their models ended thus., If Spenser arrived
at his feminline names by some rather unusual routes,
she reasonably contends that he derived this feminine
noun from an infinitive,

thuoted in ibid., p. 469. Mother Mary also
notes, p. 464, that Grindal, about whom Spenser wrote
in the Shepherd's Calendar, never went to Pembroke
Hall in fhe three year period during which he was its
master,

pc 7
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allude in his description of Abessa carrying "a pot of
water™ as she walked on "the troden gras . . . Under
the steepe foot of a mountaine hore" (I.iii,10)4#1

If, then, Abessa represents the evil of non-
residence, 1t follows that KIRKRAPINE because of his
relationship to her also represent some abuse of the
Anglican rather than of the Roman Catholic Church 42
In Spenser's time the term "church-robbery™" was fre-
quently uséd to condemn the practices of Anglican
clergymen and laymen alike who used church funds for
their own needs.43 If Mother Mary is correct, and her
evidence does seem trustworthy, then Spenser was here
portraying most vividly the evils which he saw within
his own church, and was making a veiled suggestion for
thelr eradication, The lion would represent not the
laws of nature but rather the laws of the state, and
Spenser would be suggesting that Ellzabeth put an end
to the abuses within her church, il

thalls, Pe 458, comments that this setting
"scarcely fills the role of abbess which critics gen-
erally see in [Abessa]l,"

thgain we must question Upton, Variorum, I,
208, who suggests that Kirkrapine is a symbol for the
powerful abbles which drained the churches of their
wealth,

L3ra11s, p. L461.

Llthid., ppre. L171=72, notes that an attempt in
1586 to make such practices illegal was foiled because
those who defended the abuses knew and used Ellza=
betht!s complicity in the matter,






31

Beslides the obviously controlling idea of
"church-robbery" in the name Kirkrapine, Spenser would
also have thought of "rape,™ and thus the relationship
between Abessa and Kirkrapine is demanded by the ety=
mologlies of both names.

Abessa's mother, the blind CORCECA, is also a
thoroughly cbnsistent character., Her name opened sev=-
eral possibillities to Spenser and he seems to have
taken something from each of them, Most obviously,
the name is derived from cor (heart) and cascus
(blind); such an interpretation is sufficient to the
allegory. But both Latin words have further meanings,
Cor can signify courage as well as heart;u5 and
Corceca trlies to bar Una's entrance‘of their hovel
"full of ghastly fright and cold affray" (I.iii.12),
forgets her beads for fear (I.iii.ll), and will not
answer the door because Una's lion so frightens her
(I.111,19)e The same syllable of her name could also
conceivably be derived from koféw, to drag or trail
on the ground; 1in truth this is Corceca's habitual
posture. A third possibility, tracing "cor" to K&kOS,
which Estienne defines as "Niger, /4é1615 ."u6 leads us
to the remainder of Corceca's name and intensifies its

meaning, "-ceca™ must allude to caecus, "Blinde:

usBaret, H196,
4611, 379,
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darke: unknowen: uncertaine.,"™47 That both deos and
caecus connote blackness suggests that Spenser took much
of the imagery of this scene from etymology. Corceca
"sate in eternall night" (I.iii1.12); she and her
daughter were "in darkesome corner pent™ (I.11i,13);
and even the traditlonally poetic treatment of night
in the sixteenth stanza uses the Cassiopeia myth which
was sure to remind Spenser's Renaissance readers of
Andromeda, princess of Ethlopia., Thus each image with
which Spenser establishes the character of Corceca,
with the exception of the purely Catholic imagery, can
be said to derive from the multiplicity of images in-
herent in the etymology of her name,
The Catholic imagery itself can be related to

the etymons of the two persons assoclated with Corceca.
Mother Mary suggests that Corceca represents only "the
ignorance and crude superstition that flourished" in an
age given to such corruption within the AnglicanA
church.,48 She of course ignores the obvious assocla-
tions with Catholicism in the picture of Corceca sit-
ting "in darkesome corner,"

Where that o0ld woman day and night did pray

Upon her beads, devoutly penitent:

Nine hundred Pater nosters every day,

And thrise nine hundred Aves, she was wont to
say (I.111.13).

h7Cooper, S.Ve CasCUS,

48p, 69, -
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But one cannot ignore the lmagery nor its implications,
It seems to me that Spenser made Corceca the mother of
Abessa because he saw in the abuses of the Church of
England much the same abasement which Protestants as-
cribed to the Roman Catholic Church at the time of the
Reformation, The very fact that thls episode can be
interpreted as anti-Catholic and anti-Anglican allegory
speaks for thelir fellowship in abuses. If the eplsode
is Spenser's warning, he could have given Abessa no
more frightening a mother than Corceca, for the child
can be expected to grow more like her mother as time
goes on,

The fourth canto of Book I, pilcking up the Red-
cross thread, takes him to the House of Pride., Red-
cross 1s admitted by the porter, MALVENU:

Arrived thers, the& passed in forth right;

For still to all the gates stood open wids:

Yet charge of them was to a porter hight,

Cald Malvenu, who entrance none denide (I.iv.6).
The allegorical import is clear enough: although we
are "welcome™ to the House of Pride, we are in truth
poorly-come. And yet Spenser is achleving a little
more than a warning, for the name of the porter also
underscores the characterization of Redcross. Since
the expression "Jeune homme mal venu" refers to an
awkward youth, we can understand the admission of Red-

cross to the House of Pride as a function of his own

moral uncertainty.

" |
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The House of Pride is the domain of LUCIFERA. I
imagine that Spenser was here coining a feminine noun
from the Christlan Lucifer, ruler of another House of
Pride. Luclfera's genealogy seems to be an allusion
to such a source:

Of griesly Pluto she the daughter was,
And sad Proserpina, the queene of hell;
Yet did she thinke her pearelesse worth to pas
That parentage, with pride so did she swell,
And thundring Jove, that high in heaven doth dwell,
And wield the world, she claymed for her syre,
Or if that any else did Jove excell (I.iv.1ll).
Her association with the remaining six deadly sins
also strongly suggests Satanic corruption,

But Spenser'!s conception of Lucifera is qulte
complex, drawing 6n not only Christlian but also pagan
symbolism, Lucifera shines

like Phoebus fayrest childe,
That dld presume his fathers fyrie wayne,
And flaming mouthes of steedes unwonted wilde,
Through highest heaven with weaker hand to rayne;
Proud of such glory and advancement vayne,
While flashing beames do daze his feeble eyen,
He leaves the welkin way most beaten playne,
And, rapt with whirling wheeles, inflames the
skyen
With fire not made to burne, but fayrely for to
shyne (I.iv.9).
As Seznec points out, in the Renaissance interpretation
"Phaethon represents Lucifer and his revolt against
God."h9 Thus the simile is a natural one for a char-
acter whose name was derived from Lucifer. It is,

however, appropriate on another level, and that 1s one

L9, 93,
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to which Spenser would have been attracted through the

name Lucifera i1tself., Comes 1dentified Lucifera with

the moon:

Luna shines with alien light; she 1s said to
be the daughter of the Sun and is of crasser
matters She 1s sald to be the guardian of

roads and mountains, since she gives light at
night to travellers, for which reason she 1is

also called Lucifera,
Spenser seems to think of Lucifera in terms of the |
moon, Hankins claims that the comparison with Phaethon,
whose use of the sun chariot is another case of *alien
light," may have been prompted by Comes'! statement
about the moon. He also demonstrates Spensert!s debt
to Comes by the facts that Luclifera shines like the
sun (I.iv.,8) and that she is of "crasser matter" than
she would care to admit.51 I think that his point is
well taken, although one could as easily use the same
evlidence, as indeed I have, to show kinship between
Lucifera and Lucifer., There is one detail which
Hankins neglected to mention that actually strengthens
his case, and that is the reference to Lucifera as "a

mayden queene" (I.iv.8)., We cannot assume that Spenser

—

50John E. Hankins, "Spenser'!s Lucifera and
’hilotime, ™ MLN, LIX (1944), 413, quotes Comes: "Atque
um Luna 1lumine luceat slieno, iure solis & crassioris
ateriae filia esse dicitur, Dicta est viarum &
>ntium esse custos, quoniam viatoribus lumen praebeat

3y noctem, quare estiam Luclfera vocata est."

511v14.
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was referring to Elilzabeth in this picture of pride,
but since Spenser would undoubtedly have known of
Diana Lucifera,52 we can readily suppose that he made

Lucifera a virgin because of her nominal relationship

with the virgin goddess.
Both the classical Lucifera and the Christian

Lucifer, then, contributed to Spenser'!s portrayal of

Lucifera, The two figures are so perfectly blended

that one must look to both of them for the inspiration

of Spenser's heavy emphasis on the fact that Lucifera

thinks of herself as a queen,

Yot rightfull kingdome she had none at all,
Ne heritage of native soveraintie,

But did usurpe with wrong and tyrannie
Upon the scepter, which she now did hold:

Ne ruld her realme with lawes, but
pOlliCie (IoiV.lZ)o

This can be consldered as true of the moon as it is of

Lucifer, for both "usurp" their power.

'Even these two controlling figures do not compre-

hend the richness of Spenser's lmagery in the Lucifera

episode, Much of it 1s based on a kind of ultimate

etymologizing, tracing names further and further back

untilil one arrives at thelr elements, The classicél and

Christian names which he was using would have led
Spenser to the literal meaning of Lucifera, light-bearing,

'hus when Lucifera comes forth she 1s likened to "faire

—

52Seznec, p. 245, mentions an allusion in Giraldl
;0 a medal of Diana Lucifera,
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Aurora" who calls "out of the east the dawning day"
(I.iv,16), Perhaps he was thinking here of another
Lucifer, "the daie sterre,"53 that is, Venus, the
morning star and herald of the sun.,

And finally, much of the remaining imagery in
the Lucifera passages seems to draw on a second mean-
ing of lux, eye.5h Eye imagery pervades this section
of the poem, Lucifera greets Redcross and Duessa
"with loftie eyes" (I.iv.ll); as she rises, "Her
glitterand light doth all mens eles amaze" (I.iv,16);
and finally,

e o o forth she comes, and to her coche does
clyme,
Adorned all with gold and girlonds gay,
That seemd as fresh as Flora in her prime,
And strove to match, in roiall rich array,
Great Junoes golden chayre, the which, they say,
The gods stand gazing on, when she does ride
To Joves high hous through heavens bras-paved way,
Drawne of fayre pecocks, that excell in pride,
And full of Argus eyes their tayles dispredden
wide (I.iv.l7).
Eyes are everywhere, Combined with the moon imagery
they make up a vivid picture. Lucifera is a product
of multiple etymologlzing, each association broadening
and intensifying Spenser's conception of pride.
Spenser returns to the adventures of Una 1n the

sixth canto, where she is threatened by Sansloy but

saved by a group of satyrs. Since Spenser would have

53Cooper, 8.,Ve Lucifer,

SuCooper, 8sV. lux.
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3en familiar with classical descriptions of these
3alvage people,™ he would have had a large stock of
nages at hils disposal. One pervasive image, however,
ay have been suggested by an unclassical milieu.

rom time to time in the Faserie Queene Spenser draws

1 his Irish experiences and the terrain and legends

' Ireland. It has been demonstrated that in this

o ry eplisode Spenser recalls Irish myth, paralleling
16 adventures of Satyrane and the god Labraid; and

) makes Satyrane the grandson of Labryde (I.vi.21).55
1us 1t is not surprising that in thls Irish context
venser might have related the word "satyr™ to the
1elic Sitir (loud laughter).5¢ Spenser does refer to
16 "rurall meriment™ of the satyrs (I.vi.8). The
1irase helps the reader to view the satyrs as Spenser
 shed, and thlis 1s fortunate; the editors of the
ariorum state that Spenser ignores in his treatment

* the satyrs the "ordinary moral considerations™ and
1us avoids ™a moral anomaly in an allegory of holi-

ass."57 The emphasis on an etymological 1link with

-

557. M. Williams, "A Possible Source for
benser's Labryde," MLN, LXXVI (1961), 483, The pre-
lously held view of Satyrane's lineage relates the
ame Labryde to Adppos , interpreted rather broadly
3 "the lower Appetites,”™ See Variorum, I, 245.

56charles Mackay, The Gaellc Etymology of the
ainguages of Western Europe (London: N, Trubner and

Doy )s Pe 379

57Variorum, I, 245.

¥
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\ughter may indeed have suggested the rightness of an
>1sode of the satyrs in the first place.

Spenser's descriptions of SATYRANE, who rescues
1a from the satyrs, are woven with thls same thread
* laughter; 1ts influence on the imagery is strong-
1t in the third book when Satyrane listens to the tale
* the Squyre of Dames:

"™ote I,™ then laughing sayd
The knight, "inquire of thee, what were those
thres,
The which thy proffred curtesise
denayd?" (III.vii,57)
1en the Squyre'of Dames answers that one was a "common
urtisane™ Satyrane "full hartely laughed" (III.vii.58).
106 merriment of the satyrs and the laughter of Satyrane
ke of them appropriate characters in books of holliness
1d of chastity, emphasizing the Jjoyful innocence rather
1an the moral laxity of these mythological beings.

The seventh canto opens with Redcross (still ac-
mpanied by Duessa) weaker than ever from the debil=-
ating effects of a maglc fountain and thus unprepared
)r his encounter with ORGOGLIO, The name means lit-
ally "pride,™ in Italian orgoglio and in French
1522l1058 And yet allegorically Orgoglio must repre-

ynt some form of pride which differs from that of

-

58John Florio, A Worlde of Wordes (n.pe.: Edw.
ount, 1598), p. 2,8, s.v. orgogiio, "pride, disdaine,
ughtiness,” A Dictionarlie French and English, trans,
. H. (1571), s,.v. orguell, "pryde, hautiness, lofti=-
)SS o"

1
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Lucifera, since Redcross refused to accompany her on
her 1ittle outing with the rest of the deadly sins,
and from that of the House of Pride, since he repudi-
ated what 1t stood for by leaving the premises rather
abruptly.59 The ease with which Redcross resisted
hese temptations reminds one of Becket'!s almost non-
halant dismissal of the three tempters whom he had
xpected; and his defeat at the hands of Orgoglio
akes one realize that Redcross 1s not yet a saint,
hat he cannot, like Becket, resist the temptation of
piritual pride.

Orgoglio is a complex figure. When I say that
) represents spiritual pride, I am telling only half
e story; but since it 1s a rather long story, I
all be content to look first at Just this much,
K. Heninger, Jr. considers Orgoglio "the mythical
bodiment of an earthquake"60 and convincingly draws
rallels between Spenser's lmagery and contemporary
ounts of the origin and characteristics of earth-
kes. He shows that Redcross! dalliance with Duessa,

the allusion to the myth of Salmacls and

S59Whitaker, p. 80, objects to all efforts to dis-
culsh the pride of Orgoglio from that of Luclifera;
n a distinction, he claims, is "required by the
torical, not the moral allegory." His view seems
ne to be an oversimplification of Spenser's method

i1t seriously underestimates his powers of
Bntion.

60nrhe Orgoglio Episode in The Faerie Queene,"
, XXVI (1959), 173.

RO |
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Hermaphroditus, which was customarily interpreted as a
cautionary tale against sloth and lechery, both Jjustify
Spenser's use of earthquake imagery, since earthquakes
were regarded as "visitation[s] of God's wrath to warn
men to repentance. . « ."61 Heninger's carefully doc=-
umented account is attractive, and yet it does not
recognize the triumph of Redcross over simple sloth
and simple lechery (if I may use the word "simple™ for
elther of these strikingly portrayed counselors of
Lucifera) in his refusal to accompany them while at the
House of Pride.
A second discussion of Orgoglio, by Vern Torczon,
shows that there is more than one way of looking at
earthquakes:
It was thought that natural phenomena like
earthquakes, where the wind and the earth ap=-
peared to be in conflict with the heavens, were
responsible for the allegorical fables which
arose aggut the struggles between God and the
giants,

Since glants were considered rebels against God, and

since before his encounter with Orgoglio Redcross re-

moves the armor which is a symbol of God's protection,

Torczon concludes that "Red Cross has been guilty of

rebellion against God,"63 Taking the evidence of

611bid., ppe 173=75.

62Vern[on] [James] Torczon, "Spenser'!s Orgoglio
and Despaire,” TSLL, III (1961), 125.

63Ibid. He points out, p. 126, that the removal
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Heninger and Torczon, then, there is sufficient war-
rant for interpreting Orgoglio as spiritual pride.

As I sald above, this 1s only half of the story,
To investigate its other half we must turn to the ety-
mology of the name Orgoglio. As Spenser particular-
ized the abstraction with which he was working, he
very likely saw in the Italian word a Greek element,
5fay£o, to desire with impatience (and this is said
characteristically of animals with pressing longing or
violent impulse, or of those which desire most ar-
dently and are unable to abstain).éu Most of the im-
agery of the Orgoglio episode can be interpreted as
sexual. Although I think Schroeder!s analysis of the
episode as an "erotic drama" 1s extreme, his findings
certainly support my contention that Spenser had in
mind the Greek verb as he created Orgoglio. Schroeder
sees the fountain as a symbol of female genitalia,
Redcross! drink there a symbol of the sexual act, and
Orgoglio and his oak tree club symbols of male gen-
1talia.65

of armor symbolizes "presumption,™ which, along with
despalir, is a stage "of the religious experience
leading to sanctification and holiness."

6"’Estienne, II, 1428, Cﬂoxda:, "appeto impa-
tienter . . « ac proprie de animantibus dicitur quae
urgent libidine, & quodam eius impetu concitantur,
seu quae ardentissime appetunt & abstinere non possunt,"

65J0hn W. Schroeder, "Spenser's Erotic Drama:
The Orgoglio Episode,™ ELH, XXIX (1962), 1lhl-48.
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Every reference to exhaustion or to wind, Schroeder
maintains, reflects either Aristotelian or Elizabethan
physiology of sex.66 To all Schrosder's evidence I
might add a reference to a passage which 1s clearly
related to the definition of 5/oya'.¢o given above:
when Arthur manages to cut off Orgoglio's arn,
He lowdly brayd with beastly yelling sownd,
That all the fieldes rebellowed againe:
As great a noyse, as when in Cymbrian plaine
An heard of bulles, whom kindly rage doth sting,
Doe for the milky mothers want complaine,
And fill the fieldes with troublous bellowing
(I.vi11.11),
The evidence seems contradictory: we have an
Orgoglio who on the one hand represents spiritual
pride, on the other extreme sensuality. There 1is,
however, a form of pride which combines these two
elements, and that is hubris. From the start Redcross
is arrogant: he ignores the warning of Una and the
dwarf and plunges headlong into Errourt'!s den., And
from the start he is sensual: he has lustful dreams
and 1s immediately drawn to the attractive Duessa,

Although he has been able to resist the seven deadly
sins in their emblem=book form, he is basically guilty

661bid., ppe 1ili-45: Redcross feels faint and
cold, symptoms in Aristotelian physiology of "the
aftermath of coition"™; pp. 150-51: anything puffed
up with wind is a phallus since Elizabethan physiology
attributed erections to the presence of air; p. 154:
Redcross is defeated by the force of wind from
Orgoglio's club, for "Aristotle supposed that pneuma,
among its copulatory roles, has that of effecting
ejaculation,™
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of the overweening pride and rampant sensuality of
hubris., For this reason he is conquered by Orgoglio,
in the etymology of whose name we find ample evidence
of the guilt of Redcross.

PRINCE ARTHUR, who rescues Redcross from
Orgoglio, is one of those characters whose function is
in general too broad to fit within the bounds of this
study, Merritt Hughes sees in Arthur not a single
character but a composite of an "imperial Arthur,” a
"synthesis of nature and grace," and a "rival of Her-
cules."67 Two of Hughes'! points are of speclsl inter-
est to this study. He agrees with Ruskin that in res-
cuing Redcross "Arthur is the 'magnificence, or liter-
ally the great-doing of the Kingdom of England!
against Rome. . . ."68 He does not make the claim,
however, that the etymology of the word "magnificence"
plays a major role in Spenser!s conception of Arthur,
and he is quite right in seeing Arthur as a much
broader figure. Hughes' most Interesting poilnt 1is his

67"Phe Arthurs of The Faerie ueene," Etudes
Anglaises, VI (1953), 195, 199, 205.

681b1d., Pe 199. Cf. Cooper, 8.V, magnum
facere, "o doe some great mattier."™ cCralg, p. 19,
adds that "'Magnificence! is not properly the lavish-
ness of Skelton's interlude but 'doing great deeds,!
as the etymology shows." Don Cameron Allen, "Arthur's
Diamond Shield,™ JEGP, XXXVI (1937), 243, gives a
different interpretation of the episode, based on the
contemporary Christian interpretation of diamonds as
symbols of repentance. When Arthur rescues Redcross,
"repentance . . . comes to the ald and rescue of
Faith,"
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suggestion that in choosing Hercules as a prototype
for Arthur in many of the episodes, Spenser may have
been influenced by the conventional etymology of
Hercules, "heris cleosf-tha glory of struggle or of

the wars of the spirit." Hughes demonstrates that
Spenser could have known thls well=established ety-
mology and suggests that "its prestige among the
mythographers played a part in his invention of an
Herculean Arthur in love with glory."69

Spenser'!s reasons for selecting Arthur as the

central hero of the Faserle Queense cannot of course be

known., Scholars have theorized endlessly. I should
like to suggest that, whatever his motive, etymology
may have confirmed Spenser in his choice of Arthur.
In the letter to Ralelgh Spenser states that the
"generall end"™ of the poem was

to fashion a gentleman or noble person in
vertuous and gentle disclipline: which for
that I conceived shoulde be most plausible
and pleasing, being coloured with an his-
toricall fiction . . « I chose the historye
of King Arthure. . « . I labour to pourtraict
in Arthure . . . the image of a brave knight,
perfected in the twelve private morall ver-
tues. . « « In the person of Prince Arthure

I sette forth magnificence in particular,
which vertue, for that . . . 1t 1s the per=-
fection of all the rest, and conteineth in it
them all, therefore in the whole course I
mention the deedes of Arthure applyable to
that vertue which I write of in that booke.

The letter was clearly written after the fact, and it

69Ibid., pp. 208-209.
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is a commonplace of Spenser scholarship that Spenser
sought thereby to give a semblance of plan and cohe-
siveness to a poem which he may have felt lacked both,
Spenser was in a sense "stuck" with Arthur, and if
etymology did not help him to the cholce it clearly
did help him justify 1it, A}G?éu: , to form or fashion,
and to put together carefully,7° would have been a
natural stymology for a name of uncertain ancestry.
In recognizing the Greek verb, illogical though it may
have seemsd for a Celtlc name, Spenser would have been
contravening no established tradition since the ety-
mology of the name was not known. And in the Greek
verb Spenser would have found the two 1deas which he
emphasized in the letter to Raleigh: the 1dea of
fashioning something and the idea of jolnling various
elements into a whole.

After a digression on Arthur's "lignage™ and
his search for the Faerie Queene, Spenser dispatches
Redcross and Una to thelr next adventure, a visit to
Despayre. To make Redcross aware of the sulcide which
despalir can lead to, Spenser invents a messenger named
Trevisan, and has him recount the tale of SIR TERWIN,
who has killed himself because of unrequited love and

his subsequent feelings of despair. The figure of

700respin, SeVe &{39[,\5‘0 , "formo, concinnoe. o « o2
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Despayre has been traced to a literary source,71 but
no one as far as I know has attempted to explain Spen=
ser's nomenclature in the early parts of this episode,
Neither "Trevisan" nor "Terwin" can be satisfactorily
traced to the classical or romance languages which
Spenser habitually wised. And yet the name Terwin is
no darker a disguise than Tramtrist in the Tristram
legend or Algrind In the Shepheardes Calender: clearly

the name 1s an anagram of Winter. Spenser would have
chosen the name because of the common association of
winter with death, an assoclation he frequently makes,
In the December eclogue, for example,

Winter is come, that blowes the bltter blaste,

And after winter dreerie death does

hast (11. 149-50).

Thus Spenser assigned an approprliate seasonal name to
a knight whose only function in the poem is to die:
the winter of his discontent 1s made Terwin, A second
reason for the choice might have been Spensert!s own
discontent with his world, a world which in many
places he claimed had degenerated. Don Cameron Allen,

commenting on the pessimism of the Despayre passages,

refers to a Spanish philosopher of the Renaissance who

71M. S. and G, H, Blayney, "The Faerie Queene
and an English Version of Chartrierfs Traitd de
1'Esperance,” SP, LV (1958), 160-61, trace the ap-
pearance of Despayre, and 157-58, 161, the argument of
Despayre, to Alain Chartrier. They suggest, 160, that
Trevisan's behavior in I.ix.21 is similar to that of
Chartrier's Diffidence.
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"compare [d] the ages of the world to the four seasons,
an ordinary comparison for the 1life of man; and
[said] that the world is now approaching its winter, "2
The personal experience of Terwin, then, might have
been intended as a cautionary tale to a world over
which Spenser despaired.

TREVISAN himself has no personal motive for
despair: although he feels compassion for his friend
Terwin, nothing but the demands of the narrative seems
to cause his

bitter byting griefe

Which love had launched with his deadly

darts (I.ix.29).
And as soon as Trevisan has served his purpose as mes-
senger, Spenser promptly forgets him and we hear no
more of him after Redcross forces him to remain at the
cave of Despayre. That this character has a name 1is
therefore surprising and must be significant of some
further purpose. I bellieve that the purpose was lit=-
erary allusion, Giovanni Della Casa wrote a large
number of extremely melancholy poems; of these "the
most detached and austere were written in the poet's

last years, when . . . he had retired to Venice or

Treviso,"73 1If Spenser knew the poems of Della Casa,

T2nphe Degeneration of Man and Renaissance Pes=-
simism,™ SP, XXXV (1938), 219.

73P[rank] T[empleton] Prince, The Italian Ele-
ment in Milton's Verse (Oxford: Clarendon Press,
» Pe 20
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as there 1s good reason to believe,7h and if he would
have called an inhabitant of Treviso a "Trevisano™
(although one need not go so far to account for the
simple change to an "an" suffix), it seems reasonable
to conclude that he might have been referring to Della
Casa's 1deas in the name Trevisan. The poems of Della
Casa stress two major themes, both of which are
sounded in the descriptions of Trevisan: extreme un-
happiness and the recurrent image of flight. In his
sonnet to sleep he says,

Oh sleep, oh son of the quiet, damp, shady,
placid night, oh comfort of miserable mortals,
sweet forgetfulness of such grave events where
life 1s hard and fretful; come now to the help
of my heart which languishes and has no re-
pose, and relieve these tired and frall parts.
Give me a quick flight, oh sleep, and unfold
your shadowy wings and place them over me.
Where is the silence which flees the day and
light? And the 1light dreams which are accus-
tomed to follow you with insecure step? Alas,
in vain I call you, and in vain I flatter the
dark and cold shadows. Oh wings of utgost
sharpness! Oh bitter and hard night!7

7uJohn M. Steadman, "Spenser's House of Care,"
Studies in the Renaissance, VII (1960), 208-209, 220,
demonstrates marked similarities between Spenser's
and Della Casa's treatments of jealousy, and inti-
mates that Spenser may have known Della Casa through
the commentary of Benedetto Varchi.

75Giovann1 Della Casa, Le Rime, ed, Adriano
Seronl (Florence: Casa EditrIce F. Le Monnier, 194l),
PP. 16}4=-65. The sonnet reads,

0 sonno, o de la queta, umide, ombrosa
Notte placido figlio; o de!' mortall
Egri conforto, oblio dolce de' malil

S1 gravi ond'e la vita aspra e noloss;
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There 1s no single stanza in this episode in the

Faerle Queene which is an exact parallel, and of

course Spenser could have found the same 1images in
many poets other than Della Casa. Della Casa could
nonetheless have besen the immedlate inspiration of
the Trevisan episode. Trevisan appears on the scene
fleeing from "some feared foe"™ (I.ix.2l1), The foe is
Despayre, who later describes the rest of the dead
Terwin as "sleep after toyle":

He there does now enjoy eternall rest

And happy ease, which thou doest want and crave,

And further from it dally wanderest:

What if some little payne the passage have,

That makes frayle flesh to feare the bitter wave?

Is not short payne well borne, that bringes long

ease,

And layes the soule to sleepe in quiet grave?

Sleep after toyle, port after stormie seas,

Ease after warre, death after life does greatly

please (I.ix.40).

The fact that 1t 1s Trevisan who acquaints Redcross
with the purveyor of this philosophy is surely sig-

nificant, Spenser would have expected his courtly

Soccorri al core omai, che langue e posa

Non ave, e queste membra stanche e frall

Solleva: a me ten vola, o sonno, e 1ltall
Tue brune sovra me distendi e posa.

Ov'e 'l silenzio che 'l di fugge e '1 lume?
E 1 lilevi sogni, che con non secure
Vestigia di seguirti han per costume?

Lasso, che 'nvan te chlamo, e queste oscure
E gellide ombre invan lusingo. O piume
D'asprezza colmel! o notti acerbe e dure!

I am grateful to Dr. Eugenia Buchanan for translating
this sonnet and others in the volume of Della Casa's
poems,
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audience to understand the allusion and thus to read
the entire eplsode as an authentic portrayal of bitter
despair. The episode can also be read on the level of
religious allegory i1f the name Trevisan 1s accepted sas
an allusion to Della Casa. Throughout the first book
Redcross meets symbols of the Roman Catholic Church,
Della Casa was at one time Papal Secretary and would
thus represent Catholicism in the religious allegory.
Only Una, the one true faith, can save Redcross from
the despair to which his contact with Catholicism, in

the person of Trevisan, leads him (I.ix.52-53),



CHAPTER II: BOOK II

The hero of the second book 1s etymologically
one of the most interesting in the entire Faerie
Queene, For almost two hundred years scholars agreed
with Upton's contention that the name GUYON came from
the verb "to guide."76 A second school of thought
now sees the name simply as a variant of "therGuyan
(Guienne) of the Elizabethan Chronicles. . . "77 But
perhaps the most significant contribution to the solu-
tion of the problem 1s Fowler's, for he most sensibly
relates etymology to allegory in his identification of
"Guyon" as one of the rivers of Paradise:

These rivers were from patristic times iden-
tifled with the four cardinal virtues, Pison
usually belng prudence, Tigris fortitude,

Euphrates justice, and Géhon (Geon, Gaeon,
Gyon, etc.) temperance.'l

76John Upton, ed. Spenser's Faerie Queene (2
vols.; London: J. snd R. Tonson, 17508), II, L31l.
Upton cites the Itallan guldare and the Gallic guider.
Craig, p. 185, thinks that the name illustrates
Spenser's frequent practice of using archalisms, here
"the old form 'guy! meaning to 'guide.'"

77W1nstanley as quoted in Variorum, II, 187,

78A. D. S. Fowler, "Emblems of Temperance in
The Faerie Queene, Book II," RES, XI (1960), 147. In
"The River Guyon," MLN, LXXV (1960), 289-91, Fowler
traces the evolution of the river as a symbol of
tolerance from Josephus, through Philo, to Ambrose,

52
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This association of Guyon with water is crucial to
Fowler's argument, for he sees Guyon's presence at the
Bower of Bliss as a symbolic combination of water and
wine. Thus the river Guyon provides a key to our under-
standing of the nature of temperance: 1t is "the mix-
ture or Integration of extremes, as distinct from
their avoldance. . . "79

Although each of the etymologles offered has 1its
merits, all ignore one for which Spenser himself fur-
nishes the best clue. Just as he frequently adds to
the name of one of his characters the phrase "rightly
called,™ so here he speaks of Guyon "whosa living
hands immortalized his name™ (II.viii,l3). Perhaps
scﬁolars have felt that this expression is figurative,
but as I shall show,‘Spenser obviously was speaking
quite literally here. The word xv{'ov signifies any
1imb, especially the hand or the foot.80 All meanings

contribute to the imagery associated with Guyon.

until finally the connection "took its place in the
structure of religlous symbolism which dominated the
medieval imagination."™ He attributes, p. 292, Spen=
ser's change 1n spelling to a desire to bring the
name closer to "that of a romance hero, such as QEIO"

T9Fowler, "Emblems," pp. 147-48.

8oCrespin, 8.V, v?ov) ”qpmbrum, proprie manus
& pedes™; Estienne, I, 880, yvcov, "Membrum. Sed
proprie yya . . o Pedes manusque. « . " Marie
Walther, Variorum, I, 391, mentions Gareth (Beaumayns)
as a possIble prototype for Redecross. I think it en-
tirely possible that "Beaumayns™ remained in Spenser's
imagination and reappeared in Book II in the form of

Guyon,
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Spenserts reference to Guyon's "living hands"
does not stand alone. He speaks of Guyon's "mighty
hands™ in the Furor episode (II.iv.6), and Guyon's
first adventure begins with his meeting the dying
Amavia, mother of RUDDYMANE. Although the baby
clearly has his name from "his cruell sport,™

For 1n her streaming blood he did embay
His 1litle hands, and tender Joints
embrew (II.i.40),
Spenser probably flrst thought of his unusual behavior
because of his preoccupation in this book with images
of hands., Later in the second book Guyon answers
Mammont!s offers of wealth with an analogy which is of
particular interest in connection with such images:
At the well head the purest streames arise:
But mucky filth his braunching armes annoyes,
And with uncomely weedes the gentle wave
acctoyes (II.vii.1l5).
If we interpret the "well head" as God, and "mucky
£11th" as Mammon (and these are certainly conventional
enough metaphors), then God's "braunching armes" would
refer to Guyon himself--an elaborate etymological pun.

Spenser's description of the selige by the "twelve
troupes™ against the castle of Alma contains a passage
which until recently had been badly misinterpreted:

And those two brethren gyauntes did defend

The walles so stoutly with thelr sturdie mayne,

That never entraunce any durst pretend,

But they to direfull death their groning ghosts
did send (II.XiolS)o

Gilbert correctly maintains that "those two brethren
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gyauntes™ are the hands of the body, and the pun in
the second line surely supports hls contention. He
mentions the continuance of the body metaphor and also
contemporary uses of hands as warriors, and concludes
that
Spenser, familiar with the organic allegory,
assumed that his readers would catch the mean-
ing of his word those (meaning those defenders
mentioned in allegorles of the body), and

would understand that 'those two brethren
glants! are the warrior hands,®l

Since Guyon has left the scene some ten stanzas ear-
lier, I agree wlth Glilbert that Spenser is not refer-
ring to him in thls stanza. Nevertheless one should
not be misled by the narrative, which Spenser manipu-
lates to serve his varied purposes. I assume that in
the reference to hands Spenser 1s speaking of the
principle of which Guyon is the embodiment. Temper-
ance defends the body and thus, by a process which I
will discuss below, the soul. The use of "the war-
rior hands"™ is one aspect of temperance,

A suggestion that the name Guyon may be related
to gyon, wrestler,82 although ignoring the difference

81Allan Gilbert, "!'Those two brethren giants!?
(Faerie Queene, 2,11.15),™ MLN, LXX (1955), 9.
GI1bert fsels that the reference cannot be to Arthur
and Timias since they are "neither brethren nor
giants,"

82Susan Snyder, "Guyon the Wrestler,™ Renais-
sance News, XIV (1961), 250, Snyder cites Caxton's
etymology of "George™ 1n his translation of the
Golden Legend: gera, holy, and on, wrestler. She




56

in spelling, does lend support to my contention that
Guyon means, literally, hands. I have stressed Guyon's
use of hls hands; Snyder sees a wrestling motif run-
ning through the entire second book, and feels that
"Spenser's insistence on hand-to-=-hand struggle rein-
forces his theme of self-mastery."83 The spelling
Spenser chose to use indicates that he had in mind
Just such an emphasis: Guyon is the hands,

Guyon 1s, furthermore, a pedestrian hero: no one

else in the Faerie Queene must pursue his adventures

on foot to the extent that Guyon must. DBecause his
horse has been stolen, he must "fare on foot™ to the
castle of Medina (II.ii.12); and
forth he fartd, as now befell, on foot,
Sith his good steed is lately from him
gone (IX.iii.3);

and yet again Guyon "the whiles on foot was forced for

to yeed" (II.iv.2); he even beheads Pyrochles' horse

suggests, ppe. 251=52, that Redcross and Guyon are
meant to represent two aspects of Christian virtue.
Snyder was apparently unaware of Padelford and
O'Connor's mention, Variorum, I, 389, of Caxton's
etymology and their suggestion that it may have con-
firmed Spenser in his decision to use St, George as
the knight of holiness and may "also have suggested
the name of Guyon for the hero of the second book,
that other knight who wrestled so valiantly with
every form of incontinence."

83Snyder, Pe 251. She mentions, pp. 250-=51, five
occurrences of the motif in the second book: (1)
Guyon and Furor, (2) Guyon and Occasion, (3) Arthur
and Impatience, (4) Arthur and Maleger, and (5) a
parody of the theme in Braggadochio, II.1ii,.16,
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So him, dismounted low, he did compell
On foot with him to matchen equall fight (II.v.l).

Spenser does not allow Guyon to reclaim his stolen
horse from Braggadochlio until the fifth book, for the
nature of the allegory demanded a hero who could use
his feet well,84 This 1dea so dominates the second
book that Spenser can achleve a neat implied contrast
between Guyon and Genius, who is hampered by long-
flowing garments from "speedy pace or manly exercise"
(II.x11.46)., Even one of the epic similes to wild
animals which Spenser enjoyed for battle scenes seems
more than usually fresh because of the image implicit
in Guyon's name: when Huddibrés and Sansloy unite
against Guyon, they end their private quarrel,

As when a beare and tygre, being met

In cruell fight on Lybicke ocean wide,

Espye a traveliler with feet surbet (II.1i.22).
Spenser furthermore defined the Palmer's function
using the same image: the Palmer "suffred not his
[Guyon's] wandring feete to slide" (II.iv.3).

Having chosen a hero with whom he associated

images of hands, arms, and feet, Spenser in his search

auI cannot agree with Maurice Evans, "The Fall
of Guyon," ELH, XXVIII (1961), 222, when he claims
that Guyon does not realize his own human frailty:
", . . the best horseman of them all without a horse
on which to demonstrate his peculiar excellence--~this
is the imperfect life which Guyon hopes to govern by
reason alone,"™ Since Guyon actually does very much
better than, say, Redcross, Spenser must be saging
that he is a man of many excellences, one of which 1is
the pedestrian life. Temperance 1ls not an occasional
virtue but a way of life,
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for an appropriate companion for Guyon would have
found an etymologically "correct" figure through sim-
ple thought association: the PALMER., It has been
suggested that the romance elements implicit in the
name "Guy" would have been enough to lead Spenser to a
palmer as a logical companion for Guyon.85 And of
course allegorically a religious figure seems a well=-
sulted guide for a young knight whose temperance must
be tested and developed. It 1s impossible to prove
the matter one way or the other, but the association
of Guyon with hands must have contributed to Spensert's
cholce of a character whose name in English, Latin,
and Greek would have meant "palm,"™ and, by extension,
"hand" as well. The two belong together physically
just as the prudence of the palmer is necessary to
the temperance of Guyon.

The House of Temperance has often been criti-
cized because of Spenser'!s rather naive description of

the human body.86 It seems to me, however, that just

85Josephine Waters Bennett, The Evolution of
"The Faerie Queene" (Chicago: University of Chicago
ess, s P 02, points out that "palmers are
not infrequent 1n the romances, but Guy of Warwick 1s
a palmer romance par excellence." She relates, p. 51,
this literary allusion to the historical allegory,
claiming that Guyon is thus a tribute to Lelcester,

86890; for example, Dodge as quoted in Variorum,
II, 186: ", ., . the House of Temperance with 1ts cut
and dried allegory of the human body, the house of the
soul, 1s perillously close to a 'reductio~ad
absurdum,'" Bennett, p. 129, feels that the section
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such a focus is needed in a book which 1s exploring a
virtue by means of a body metaphor. Spenser intro-
duces the House in these words:

Of all Gods workes, which doe this world adorns,

There is no one more faire and excellent,

Then is mans body both for powre and forme,

Whiles it is kept in sober government (II.ix.l)e.
The statement 1s not abrupt nor is the description of
the human body unnecessarily detalled since Spenser
has been discussing just this throug<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>