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¢ ) Abstract

’ k)

: . R :
ﬁ:;é Girard's theory of mimetic desire provides a
framework ‘for the understanding of desire as it is manifested

by the figures in B III and IV of Edmund Spenser's Faerie

Queene. Book f; ntroduces Cupid into the narretive for the
first time as the figures learn to accommodate themselves to
the experience of desire. With désire coﬁes a new ambiguity in
the interaction between the'figures. The conflicts ;etween the
knights seem purposeless, and the perception of the other is.
patently influenced by the self. Desire in Books III and IV is
mimetic. It is informed by a "text of desire" which influences
the structure of the subject's identity and his perceptlon of

the other, as well as influenc1ng the interaction between the

reader and the text.

~
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. . Résumé

L 4

La ‘théorPe du désir mimétique proposée par \‘René Girard .

* 'avance des concepts fondamentaux pour l'anhlyse du désir tel
N ) , .

gue manifesté par les personnages des livres III et IV du

Faerie Queene d'Edmund Spenser. Le livre III introduit Cupidon

pour la premiére fois lorsque les personnages s'apprentissent a

l'expérience du désir. A 1la méme fois, une nouvelle

ambiguité s'introduit dans les relations entre les personnages.
Les conflits qu'er}tligt:fer;nent les chevali'ers paraissent sans .
but et la perception de 1'Autre est influencéé paf le Soi d'une
maniére évidente. Dans les livres III et IV du Faerie Queene le
désir se manifeste comme étant mimétique. :' Il s.‘e nourri d'un
"texte du d;ésir"'qui influénce la formation de i'identité du
sujet et sa perception de l'Auf:re de méme' que l'int;aract}.on

~»
.

entre le lecteur et le texte. ~ ‘ . ‘
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. - . . (
o ) Introductiog

In recent years, the glaée of desire in the ipterpretatidh
of Books III and‘IV of Ing_zgg:ig_gggéhg\pés become
‘inéreasingly important. We \have come to focus on the "meaning"
° ‘ of desire within the text, as well as the reader's desire for
the text, and thé desire of the poet to be read. This interest
may be viewed as one vhich tends to betray an individual
Eritic's own staﬁé of mind rather,tﬁan add;ng anything useful
to anyone else's knowledge of the poen, since a focus on deéire
undermines a number of the Christian assumptions about the
- poenmn. %penser's positive moral ' intention is sacrosanct. The
shift in focus to the morally ambiguous term "dési#e" draws our
attention away from the Christian ideal of “love"; Spéhser's
"int;ntion“ is thus betrayed. What the shift accomplishes,
however, may be worth the sacrifiqe, since itfbfings éo ‘our
N ’ iattention not only the wide variety of conditions implied in
////:“lusf;" "false love," and "love," but also makes us aware of
the cFucial interaction between\reader and text. Spenser'é
intepfioﬁ is to "fashion a éentleman or noble person in
vertuous and gentle discipline." He offé;s a "model" with which

he promises tégshape the reader in each-of the virtues. At tle

-3
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same time, however, he frustrates the reader, for the text acts
as an obstacle to the accomplishment of this goal.
Books III and IV of. Ihg_Egg;ig_Qgggng heve long been .

recognized as linked'by a common concern, which is'love. For
Roger Sale, "Book III, everyone knows, is about the morality of
sexual love."1 Thomas Roche belleves that "Chastity and

Friendship are merely Spenser's name for the proper use of love

. in individuals and between human beings."2 These statements

L

are agreed upon by an unusual number of‘Spenseriens. Once we
attempt to go beyond them, however, the existing array of

contradictory'positions, approaches and conclusions is

. revealed. For although we may say that the Books of Chastity

and Friendship are about the accommodation of the self to the

~

experience of love or desire for another, the nature and

.meaning of this accommodation remain in question.

The indeterminacy of the interpretation of this

accommodation arises in part because of the variety of possible

- approaches to the question. If we look at the text as an

-"object" for s?udy, then we look for particular and defined

meanings that attach themselvesfto the images and result in the
production of'a co§2rent whole: Thus, earlier readings”of The
Faerie Queene, lige those given oy Lewis"and;,later! Roche,
yﬁich focus their attention on the coherence of the allegory
and the role of the characters or figures in contributing to a

meaning which is conveyed to the reader, are able to make

' statements that equate Amoret with Married Love, for exahple.

*
»

o
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Amoret is a "good girl,"™ a husband's blessing.3 Under these

éonditions it is relatively easy to make distinctions between
elements in the text that convey an understanding of goed and
bad behaviour: \Britomart is inspired by a "sacred flame,"
whereas Malecasta is driven onle by "base love." Altez:nativeiy,

they may both be driven by the same force, "celestial fire,"

but their characters differ to the extent that their actions

-
o i

are different: Britomart is moved to noble action, .whereas
Malecasta is driven only to possess. Florimell needs to learn
to distinguish between good and had knights, and, similarly,
Britomart and Amoret need to overcome their fear of loss of
identity and aggressive male sexuality in ord;ar to accede to
the ‘happ:iness of marrilage (as éigured in ;:he 1590 ending of The
Faerie Queene). Ssuch a reading is.satisfying because it leaves
the reader with a sense of completion and wholeness.

These approaches view the text as a "unified object,”
contaipéd by a sel’f—defined allegorical framework and specific,
determined syr&bols; the text is able to convey a singl‘g, final
meaning to the reader through the agency of its various pazsts.

g
Such approaches tend to look outside the poem only when the

meaning of an image or allusion is uncertain. . ~Other

- readings, however, undermine the certainty of meaning we attach

to these two bocks. Once’ the Pandora's box of informing souxces

>
is opened, we discover that much of the thought prevalent in

previous ages may find a space for itself in Spenser's text:

neoplatonism, Boethius' philosophy, Ovid's mythology, and the

&

"
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codes of courtly loVé, chivalric‘performance, and Petrarchan

adoration all make their way into‘Ingﬁgggzig_Qggggg, along with

_Tasso, Ariosto, Chaucer, and ﬁany others. An awarehess of the

considerable variation and outright contradiction amonq the
informing contexts and mythological glosses4 lessens the power
of\any single one to give us the satisfaction of a final
answer. As Millar MacLure states, "Spenser was not a
philos?pher, but he had what Wordsworth called 'the‘philosophic

nind,' which is not the same Ahing, but rather what exééperateg

source hunters have clecticism. Everything is

relevant."5 Thus while Nd¥throp Frye may point to a myth of
vegetation as one of the most informing principles of Book III,
and equate Florimell with Proserpine and Proteus with winter, ©
Thomas Roche may, with equal authority, equate her with Beauty,
the first mover of love. —

The difficulty lies in part in the dlfggfence between
Book III .and the precedlng books. Whereas Books I and II follow

one titular hero throughout their course, the heroine of Book

'IIX vanishes during the middle cantos, thus depriving the

-reader of a stable mirror in which to view the perfection of

the virtue at hand. Whereas both I and II concern themselves

maiﬁiy with the man within, and focus on his state alone, tie
perceptions in III are no longer as stébLe.\Book II concerns’

the keep%ng of the ﬁéan, and, as demonstrated in Guyon's

IS

destruction of the Bower of Bliss, rejects the passions which

tend to sway a man from this mean. Book III, on the other hand,
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concerns the pgssionate self as it begins to interact with
‘others in an interested manner. The sacrosanct identity of the
self is wounded. It can no longer act-as if it were wholly ”
distinct and separate from ;thers, completely self-determined.
In the Letter to Raleigh, Spénser outlines his plan, which
is to provide twelve knights to be the "patrones"‘of twelve
virtues. Alt?ough some would have him'speak plainly, as in a
sermon, rather than in the ;cloudily enwrapped" manner native .
to allegory, Spgnser uses this form because he knows that, in
this way, he stands a much better chance of involving his \
reader, for men "delight to read, rather for rariety of matter,
then for pro%ite of the ensample." Mo;eover, he considers that,
rather than sefmeizing, "so much ﬁore profitable and gratious
is doctrine by ensample, then by rule."7 / ‘ ‘
Many crities have pointed out the faultiness of the plah
as described in "The Letter to Raleigh." The plan fails
correspond in many essential details to what we actualfy have
of The Faerie Queene. For one thing, Spenser did not write
twelve books of The Faerie Qgéene. For another, the description -
of tﬂe Jegend of Chastity, in which Britomart is dispatc¢hed to
rescue Amoret from the House of Busirane when Scudahour fails
at the same task, bears no resemblance to the actual inception
of the Legend, unlike the descriptions corresponding to Books I
and II. The "Letter to Raleigh" leads us to expect a perfect

correspondence of hero to book, and an established pattern of

learning. The poem itself denies these expectagions, especially

¢
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in Book IV, when one of the titular herces fails to appear at
all. Thus Spenser's allegory is not one of defined
correspondences and fixed virtues, bu£ is rather characterized
by swiftly moving, not quite identifiable patterns of change
and understanding. . , .

Thus, the Letter to Raleigh does not describe the
st&&cture of the poeﬁi It does describe the effect he wishes to
have on the reader, that is, it-describes the relationship
between the teit and its reader. The reader of the letter is
male, which may account for the variation in the described
structure, which places Scudamour's story as the centre of
focus. The implied readers of The Faerie Queene are, however,
both male and female, and the Queen, who may be the "ideal"
reader, is androgynous, since she is both "Queen" of love, and
"P;ince" of peace. |

If we regard the poem as a "subject" rather tpan an obﬁect
for study, adeargaret Ferguson suggests,8 then the ambigquity
inherent in the relationship between reader and text becomes
ﬁore noticedble, and allowsrus to realize the indeterminacy of
many of the images Spenser uses. Cupid and Venus, for example,
are invoked or represented many times in the course ofvgooks
III and IV, in widely varied contexts. "That wanton boy"

strikes frequently and with increasing randomness throughout:

3

Book III. The contrast between his appearance in the Garden of

Adonis and at the House of Busirane, and that between the Venus
* -
of the Castle Joyeous and of the Garden, has led some critics,

e

(4]
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notably C.S. Lewis, to remind us og the medieval distinction
between the Good Vénus andycupid and the evil pair. The first
act as agents of cosmic love, the force that keeps the stars in
their-places, and causes men to aspire upwards toward God. The
‘éécond pair is inspired by lust, inclining downwarﬁgbtowards
"e§rthly nmyre."? Such a sharp division suggests that it is
simply a case of preferring pne direction over another.

Spenser does not allow such easy responses, however. Eé&h
appearance of the pair modifies a prior appearance. Cupid can
therefore be at once a "cruel archer,”" and "wanton boy," as
well as bthe victor of the gods." And the different Venuseé are
in fact different versions of the same story, for the tale told
in the Castle Joyeous is contained wighin that of the Garden of
Adonis.l0 cupid, as desire, is the initiator of mbst of the
stories contained in Books III and IV. He causes Britomart to
fall in love with Artegall, and ‘is equally responsible for
Malecasta's "paines" and Paridell's languishing. Cupid does not
differentiate between his victims: no one is spared.ll as
Elizabeth Story Donno points out, "the moral qualities which

. Hellenore and Britomart reprééent are in direct cont}ast, ;et
.the response of Cupid to khe two situations is the same. As °
Timias, tomplaining bf his fruitless love for Be}phoebé!
observes: 'love taketh equall vew' of all conditions and all
states"(5.47).12

The role of Cupid in initiating desire is most evident in

Book III, where Spenser employs all the traditional imagery
] ° -
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associated with this figure. As.we move forwqrd.into Book IV,

. his “importance as external g%use diminishes as we become more

aware of thf fact that he is not an external cause at all but a
literary figment of duq-imaginations. - Cy

Iﬁ faot, Cupid, initiating the stories in Book III, may be
said to initiate the poem as a whole. As Jonathan Goldperg
points out; Cupid appears in the proem, where "his isturbiné
function is to be an image of the generation of the tagt.M
Galdberg suggests that his meaning is highly ambivalent, since
he caﬁses the narrator to tell the story, ‘berhaps against his
will:'his genealogy is also émbivalent since he is ;qualiy
"dreaded impe of Joye)/ Faire Venus sonne" and the child of
Mars and Venus.l13 \

We séek a structure because we seek a'wgy of acceding to
the "lesson" that“Spenser piib?dé:. If Spenser's intention in
the whoFfe of Iﬁg Faerie Qgeegé is "to fashion a gentleman or
noble person iﬁ}vertuous and gentle-discipline" then we seek to

know how he intends that fashioning to occur, and what result

is expected.

If, as Isabel G. MacCaffrey says, "
about processes of coming to know;" then how do these processe;
occur?l4 The labyrinthine quality of Spenser's Allegory, noted
by MacCaffrey. and Fletcher, has been compared with man*é )
err%tfc progress through fhis "fallen" worlq; and Fletcher and
MacCaffrey both point to those moments of “sacred" vision as

the alternatives that free man from the darkness of the human
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condition, Therefore, the reader would legrn from the mistagés
and wanderings of the figures, and obtain whatlﬁiegcher calls a
"corrected" vision in the tegpleé ;f_the poem.15 The profound
ambiguity that underlies many of these visi;ns,’however, can
undercut any finalized version of virtue. After the Temple of ﬂ\(

sﬁe is moved to take £he Iife of Radigund in the name of -

Isis, for example, where Britomart receives a vision of Equity,

justice; the new violence o%\her behaviour in Book V is

unprecedented, and is unusual given the restraint that she hasj
previously demonstrated. _

In such a view: the vision is "given" to the figure and
reader, enabling them to enact a "virtue." This view privileges
téé people who receive it; they are the "noble minds" who can
aspire to "heroic love." This would be ratified by the general
attitude towards allegory that ranks it with‘pafable in the

manner that it teaches. It is veiled to guard it from the

~

misconstructions of the profane. Yet, even soj§ ifjwe relied on
completion to validate the worth of these allegorically
Yepresented virtues, we would be sadly disappointed. Pritomart
never marries Artegall, Scudamour never find§ Amoret, Artegall
is withdrawn in disgrace, unable to conéinue his project of

N

reform, and the poet himself is finally attacked by the Blatant

Beast. Each Book efids with somewhat of an anticlimax, The

implication is that the moments of final vision are more,
. ] .

equivocal than we would like to believe.
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* Paul Alpefs points out that each moment in the poem is to
be regarded as provisional; it is a way station in the passage

to‘understandiqg. Thus, for Alpers, the role of the reader is

.not to judge, but is instead to understand "general themes,

issues, and probfehs of a man's life."16 The problem is not so 1
much to distinguish b:tween right and wrong behayiour, but to t
understand that it is difficult to do so. No.single statement |

can be excerpted and given as final.

Thus the text is situated in an‘ambiguous relationship
L

~

?eanings shift as radically as Proteus himself, and, as DeNeef
points out, there is always the danger of misreading. While
Spenser usés'his words to "sing of love," there is implied
misinterpretation which accuses the péem of "wantonness." The
possibiliﬁy of.misinterpretation may be inherent to allegory:;
certafnly Spensgr takes it into account‘in his "Leéter to
Raleigh, in which he states that the outline is given both for
the better understandiﬂg of the reader and to avoid "gealous
misconstruction." The potential misuse of any of the situations
exists precisely Lecause the poem is "provisional." Goléberg
célls the indeterminacy of the text "writerly": it denies any
final authority to the texf,hand encourage§ in the reader an
awareness of the ambiguity of discourse, of the dangerous
process of "coming to know."17 -

Spenser in essence provides us with a tegi within the

space of the mind. His is an allegory whicQ} while attempting
J
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to form in us ; sense of the virtues it discusses, at the same

time informs us of the pgocesses by which it achieves its goal.

<

His peopled world operates at once as a figure of discourse,

and as a vehicle for accession to the inner parts of intuitive

knowing. The indeterminacy of meaning and image in the poen

makes for a profound accessiﬁility, and accounts for the wide
variations in interpretation. , '

For Goldberg, the subject of Book IV'is desire: he
believes that this book in particular reveals how\§he identity
of "an 1ndividua1 figure 1is) created only in the context of hls
gocial and political re%atLonships. That is, the storieskthat

each figure relates are the stories of and for an "Other."

Goldberg defines the "other" differently from most critics of

the books, in that the othHer is the person who controls and
dictates identity in desirel®; he believes that(;his figure is
ultimately the Queen, with her "Petrarchan politics," and this
position certainly has foundation in the "Letter to Raleigh",
when Spenser sets the scene for his story-telling at a twelve-
day festival in Gloriana's court, in which each of the guests
is commanded to tell g stogy. .
Goldberg's method ‘tends to reéturn all“situations and

images in the! poem to one term, which is Qesire. Other critics
as well see desire as f£h mary "“subject" of these two books
(the word subject he akes on two-edged significance, as

Goldberg points out). Harry Berger's approach also realizes the

significggbe of desire in these two books; he sees them largely
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as khe attempts of figures to 1earn to cobe with désire, and
see8 Spenser as &riging a more h;mane space for desire, apart
" from the destruction and wantonness of "earliét phases."19
?;1 In Goldberg's approach, all storie; are told for or Qf N\
another, never of the self. Thus, the only structure is given
. by the desire of others. This, however, may not be the case. .
Desire is also the desireifor honour, which figures equally in
Book II. Spenser in fact'sets the terms for self-consuming
desire in the Cave of Mammon, with the figure of Tantalus, as
well as the desire for honour such as experienced by Guyon andé
Arthur. The threatening form éf desire (described by Goldberq)
) appears in the Bower of Bliss, where Acrasia is perceived as
consuming Verdant. Thus, in Book Iiw desire is ;t oncé a
dangerous force and the force that propels people into the
world, rather than keeping them cloistered. Thus, although love
may be berceiéed as a "siren, fury, monster,"20 desire is
already‘known. Yet, it is enly in Books III and IV ‘that the .
full nature of desire becomes apparent. (\__,/
The structure of these.two books, as discussed, may-be
compelled by tﬁe fact that "lover's deare debate" necessitates
e Romance form. Or it may be‘cohpelled by the desire of
another. Or, the sEnucturevnaymin fact be what is necessary for
Spenser to educate us in the accoﬁmodgfion of the self éo
desife, both our own and that of others. Daniel Javitch's

comments on Ariosto become appropriate here: both Ariosto's and

Spenser's texts are said to be episodic. According to Javitch,
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. \
this style ii’appropriate to Ariosto's intention, which is to
inure his reader to the effects of desire by repeatedly denying

P!
him the satlsfaction of closure, using the tecﬁhique of "cantus

1n;g;;gp;g§."%1 Thus, for Javitch, the reader and the figures *
in the text share the same condition of f;ustration. i}
Similarly, -the ambiguity of the images Spenser places ih
the text allows us to realize how\much of a role the individual
figures have in tﬁe'inﬁfrpretation of these images. If Cupid
treats everyone in the same way, not respecting differences of
degree; and yet is viewed differently by different people, then
the contributing differentiating féctor is the perception of
hﬁyv rather than any quality he possesses. Thus, t
destruction og the Bower of Blisp may~not ?ecessari‘ be a
result of the evil nature of Acrasia, but may also be caused
partly by Guyon's perception of the situatioq. Acrasia ;nd )
Verdant present much the same picture (Verdant in repose, with
Acrasia.leaning over him) as Venus and Adonis do in cantos i
and vi of Book III. Thus, many of the effécts of an individual
experience of desire erend on hoy the situation is "readt or
inﬁerpretéd. I suggest that Guyon would percéive any influence
that puts the inﬂ}yiduql's identity at risk as evil and yanton.
If Spenser's intention is to educate us in the nature of
desire and its effects, the levelling of his text exeméés no-
one. All are equally wounded. The collapse of distinctions that
occurs frequently and Fhe ambiguous use Sf names and referents,

such as "she" ‘that will not let us discern the identity of

x
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participants in a situation contribute to a radical anhiv?lence
that is fruitful to a growing understanding of desire. Spenser
does not show us only that desire binds us: he élso shows us
how it occurs. In(%iew of the levelling nature of recent
criticism, another theory, the theory of mimetic desire, may
help us to understana how Spenser explores éesire and its
te;ms, and how to overcome the constricting effects it can
impose, given the wrong interpretation.

René Girard's theory of mimetic deéire dénonstrates hog
in&ividuals learn to desire, as well as how desire forms or
shapegi%he individual's identity. He'discusses the effects of
desire in great detail, and applies his theory to both
literature and culture. Thus, it will be very useful in
discovering how desire levels distinctions between lust and
love, between chaste and unchaste, and how the interpretation
of desire dictates the experience, both on individual and
social levels.

This thesis will examine Girard's theory of mimetic desire
in conjunction with Spenser's view of the role of desire in the
worla, in order to discover how desire binds the.individual and
forces him or her to participate actively in the world (rather
than remaining detached from it). The first chapter will ;
discuss the theory of René Girard. The second chapter will
examine the orisis of desire that occurs in the conflict over

identity in several episodes of Books III and IV, and discuss

the implications of the collapse of distinctions between

L]

R &



different ”mod;s" of desire. The third chapter will discuss the
~desire for the perfect and enclosed other, in which the woman '’

is imaged as "intact par&dise.“ The fourth chapter will examine .
the "reading® of desire: how individuals legrn'to desire . '
through cgltural constructs, and how Spenser teaches the reader
to read with'compassion in order not to be bound bj the

constrictions of culturally dictated texts of desire.

4
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I. Girard's Theory of Mimetic Desire

) A .
¢
o
[

In Spenser's wark, é;sire:is the force whic¢h propels the
iﬁdividuél self into an activg relationship with the world
around it. The desire for honour, and the desire to fulfill the
ques%s that have been enjoined upon them, provide the impetus
that spurs manykof the knights intofand through their tales-.
When desire becomes the desir§ for an "other," the role of
desire in activating the self becomes more evident. In Books
IIT and IV, the numerbus wounds received by the figures
demonstrate the effect of desire on the self: the "intactness"
of the self disintegrates under desire's assault. Thus, the
étability qé the figure's identity is called into question.

The exﬁérience Jﬁ desire carries with it man§ terms for
its incorporaﬁion into the structure of identit& (wﬁether
igdividuél or social). Spenser's task seems to be to show how
é;sire neqéssitateb the use of a structure of terms or
conditions'wh%ch help t&e self to cope with the.#%perience,
and, in turn, how the Jstructure“(dictates th; sSuccess .0Y
'failure of the “desire."l In Books III and IV, we seé a growing

awvareness of these conditions, conditions which determine how

the "subject" of desire views. both himself and his beloved.

‘ﬂ - o
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Except for its occurrence as a natural energy in the o

Garden of Adonis, desire as it appears in The Faerie Oueene has

been largely viewed-as pathogenic because of the disruption and

pain it causes. The pain is inherent, it seems, in the

Y

.\xperiebnce of desire, péin which can be relieved if the subject

gains his qbject. The success of his efforts depends on the
manner in which he "interprets" desire, and thus, ‘in situations

in which the subjegt is prevented from obtaining his beloved,

"we often fault the "interpretation" he gives to desire.

3

Several critics have approached the question of "faulty"
interpretations of ‘desire: Harry Berger, for example, divides
the episodes of Book III into examples of "early" and "late"
phases of experience, and demonstrates that some
intgrpretations, such a;Jthose provided by Malecast; and the
False Florimell, belong to earlier ph&ses, which cannot c?pe
with love as Spenser describeg it. Berger's analysis cites the
difficulty of recognizing that the "object" of desire is an
"other" self, rather than a-“thing to master or possess, as the
primary Eontributing factor in the disruptions in Books III and
IV. 2\ ,
Berger points to many of the elements’ inherent in the
manifestation of desire, such as the alpefnation of hate’ and
love in the expression of desire for a; other. He also ' o
discusses Spenser's "revision" of epic to include women, and |,

the writing -of Books III and IV from a feminine perépective.

While he describes a kind of "psychology" of desire as it is

3
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presented in Spensef, he does not look at the source of desire.

He seems to assume that it is a natural biological force that

~

is expressed eithér‘generitively or destructively, one éhat
propels both lover and world through different phases of
"growth" ‘and "deéay."3 -

René éifard's theory is, like Berger's, concerned with the
effects of desire. And, like Be;ger, he looks at 'the way
desiring subjects "read" their fate. however, Girard's theory
focuses on the effects of desire on identity. He i;oks Aat the
causes of desire which, rather than resulting solely from
biological impulses, result from a need for structured

identity. His thgory of mediated desire is in many ways similar

to Spenser's éoncgrn with the "texts" of desire, and may thus

»

prove illuminating. - .

Girard's theory bases ‘itself on the primary observation
5

that all desire is mimetic, that it is mediated or imitated. In

other words, the impulse itself, and the object, are y
appropriated from, or selectediby, a model, which can be a
human being, a literary work, or a culture, but which always
serves as aﬂkind of text through thch the -subject’ "reads" both

4

himself and the world.4 In mimetic desire, there is no one-to—
one rglationship between the subject and ihe object such as is
normally posited in theories of desire and perception: the
relationship is instead triangular. The mediator serves to

focus the subject, and provides him with a sense of identity

and a set of values with which he can understand the world.

S b
v '

_ /
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Girard first discovers th{s principle in texts known as
literary masterpieces, such as Cervantes' Dop Quixote, as well
as the works of Proust and Dostoyevsky.5 Girard makes the
distinction Heéween romanesque texts, which reveal this
principle, and romantic tex;s,uwhic conc¢eal it. Thus,
according to his theory, "romantic" texts privilege desire and
the individuals who experience it, and pramulgate our cultural
misconceptions about the nature of desire. "Romanesque" texts,
on the othetr hand, demonstrate the illusory satisfactions ‘
inherent in desire, and enaﬁléathe individual to escape f;om
its bdnds. ) ’

According to Girard, his theory repreéents a fundamental
brea; wifh most of’the preceding cultural, anthropological apd o
psychological theories, which view desire aé an innate’ and
indzvidual-force or drive.® For Girard, although there'méy bé a
natural biological impulse, the forms &hich desirg\takes and
the objects at which it is directed are dictated by the model
from whom it is imitated. Thus, for Don Quixote, who wishes to
be a perfect knight, desire is mediated by the model, Amadis de
Gaul, who is the exemplar of knightliness. )

The situation in Cervantes' novel is comic: Comedy is a

ction of the distance between the subject and his mediator,
and of the errors in interpretation which occur because he
views one kind of world through a model that inherits an ~

ontologically separate universe. For example, he mxstakes °

windmills for giants, a barber's basin for a helmet, and a

*
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» .prostitute for a lady. The distance between subject and

mediateSBExists because Don Quixote cannot come' into conflict

with his model.’ They occupy different realms of existence,

{
since Amadis is in fact a dead and literary model, and can

never act to reject Don Quixote's imitation. The

situation is different when subject and model occupy the same

8.
¥

T

° L realm: in the novels of Proust and Dostoyevsky, for example,
< o B

the subject takes for his model éomeone who is much more
accessible to him. Thus, when Qe filters' his perceptions and
ideals through the figure of his model, he desires the same
objects as the med&etor and thus‘coﬁes into conflict with him,

b whether the desired object be a commodity, a position in
society, or a woman. ’

Once the subject's cfesn:e centres on the samé\ objects as
the model's, the subject's imitation of him may be perceived by
the model as threatening. The pair turn inte rivals for the

[ possession of that obﬁectk and the reiatioq&hip between them

1 becomes a "conflict of doubles." According to Girard, "in’
'romantic' literature, in the animistlc theory of primitive
religious practices and in modern psychiatry, the term gggplg
is perceived as essentially unreal, a projection of the
imaqir;ation."8 In Girard's theory, howevef, the "Jdoubles" are.i
not "projected " Because the pair are essentially rivals for

\\E29 same "identlty," as conferred by possession of the object,
the differences between them quickly vanish; any difference is

( largely illusory, and usually only percéived.by the combatants
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themselves. Girard finds the theme of the conflict of doubles
at the centre of myt?, and in many great tragedies,
particularly those of Shakespeare. For example, in Hamlet, the
conflict between Hamlet's uncle and father is one in which both -
desire the same objects: the kingship and the queen. Gertrude
dissélves the differences between them by marrying both, and

/ﬁamlet's indecision rests, for the most part, in his difficulty
in disfinguishing between them.?

The disappearance of differenéiation inherenﬁ in the loss
of perceived distinctions is at the root of what Girard
distinguishgé as the "founding" moments of culture: one of the
doubles must expel the other in order to regain his identity.
The violence committed here may proliferate: both mimetic
desire and the ensui§§ violence are perceived as "contagious,"
and the social and psychological disorder inherent in the
sitnation borders on a, kind of delirium. For, once mimetic
desire begins, it sets off a chain of like desires which 'k
compound as they spread, threatening the stability of the
community. Girard sees an affinity between the occurreﬁce of
the plague and instances of social upheaval: the @hreat posed .
byhggth is one of rgpid spread, and Jgglence. The result in
both cases is death (DBB,p.153).10

Although the violence may originate in a single conflict

- of doubleé, and may be committed with the intention of righting

the balance lost in the conflict over identity, it has the

effect of Unbalancing the harmony of the community, and

*
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requires, a reciprocal act of violence to restore it. Revenge

sparks revenge. According to Girard, “the lack of . e
differentiation is no mere starting point, but reflects tﬁé

vicious 3nd undecid&ble nature of the revenge process; the

world of reciprocal violence is one of constant mirror effects -
in which antagonists become each other's doubles and lose their

individual identities"(DBB, p.186).

The only way to resolve a crisis of this kind without R
g | endangering the whole com%gnity is through a coping mechanism
which Girard calls "unanimous victimage." Instead of

proliferating doubles, the community resolves into a single

. pair of dcubleé: the community and its'victim. The victim
5

becomes the scape&oat for the violence and chaos afflicting the

[+

community. In sacrificing the victim, the community repossesses

the identity that had been called into question by the mimetic
* v

crisis.ll

Girard believes this mechanism to be at-the heart of the
founding moments of community; the "meurtre fondateur" is
3 hidden, in°some form or other, in all myths of genesis. The
story of the founding of Rome provides a particularly good
? . illustration of Girard's thesis: the only difference between
Romulus a?d Remus lies in their perception ;f appropriate
boundaries for the city. When one brother contravenes the
divinely delineated boundary, the other kills the transgressor.
In order for the sacrificial mechanism to work, the victim
C ‘ must be perceived as truly guilty, as in the case of Remus, o
] ) ‘ . s
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’ for, unless unanimity .is achieved, the mechanism canno :create‘
the necessary polarization of the Community. Th;s, the -
selection of e victim\is an important part of the(brocess, as
in Jonah I, in which the "passengers cast lot;'to determine who
is responsible‘for‘the crigjs" s;nce "chance ‘can always be
trusted to reveal the truth, fog'it refiects the will of the
divinity" (VS, p.313). In the original murder, the victim is
always blamed for the violence. In later instanées, the victim
is marked out in some wa&. According to Girard, all éacrificial
victims rafe invariably distinguishable from nonsacrificeable
beings by one essentia% Eharacteristicg between these victinms
and the community a crucial social link is missing, so they.can
be exposed to violence without fear of reprisal"(vs, p.13).

The myths and texts ’'which reveal the murderous foundation

of community alFo reveal the unwillingness of man to t;%e
responsibility ipr his own violence. By expulsing tpe victim,
he keeps violence at a distance. In many of the myths, the

. death of the victim is believed to be caused by the victi
himself. The myths of the Tikopia and the 0Ojibwa contain
references to an act of violence perpetrated by the god‘against

EH;’Emaunity: the god is then expulsed. Yet the community does

not admif responsibility for the expulsion; other gods force
‘ the transgressor to return 'whence he came,' ox else to fly

away. Girard sees in the;b myths references to the "meurtre »

fpndateur": the guilty "god" is either drowned or falls off a

o cliff, driven to it by his pursuers.

[}
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The victim is thus transformed into a god: he becomes

sacred. Violence is further remaved from the community, for now

it belongs to the realm of the gods. A man who commits a

violent act is said to be ynder the influence of that god:

violence originates from without rather than from within. The -
transfer of violence onto the victim is necessary for him to /

become 'sacralized': the victim is responsible not only for the

. original disorder, but also for the re-ordering of the

community.l2 The conflict is resolved in favour of the
community;y #%yet, in making the victim divine, the balance of

differentiation i's retained. The divinity can truly "oppose"

~ the community, providing a continuing source of

differentiation. It is this dynamic that Girard sees at the
heart of the elaboration of rituals and taboos, which always

takes place after the sacrifice gf the victim.1l3 The

‘development' N.structureothrough ritual and taboo ﬁrovides a

stable system of differentiation, around which the community

X" 4

a

4

becomes organized.
The rituals enable the community to accommodate change
with a minimum of disturbance (VS, p.284). Because the

community articulates a system of "differences” among its

members, it can preclude, as far as possible, the danger of .

o

mimetic rivalry. Those situations which call for a change from

one category for another, such as birth, coming of age,
marriage;”and death, are always protected and isolated by

ritual of some kind.l4 All institutions have their source in

-

9




protective ritual. In the later stages of structure, the

victims are selected and sacrificed at ordained times, in

accordance with ritual. The victim will be regarded, even pribr ’

Fo the'sacrifice, as in some way sacred, partaking of ™all
possible difference within the community, particulary the
différence between within and without; for he ﬁasses freely
from the interior to Fhe exterior and back again. Thus, the
surrogate J!étim constitutes both a link and a barrier between
the community and the sacred"(yg, p.271).‘The victin becoqgs a

"monstrous doﬁble"; he is encouraged to transgress all of the

.community's sacred laws. He may be a part of a marginal group,

) .
or a prisoner-of-war, or a sacrificial king, but the victinm is

always privilegedkand isolated in important ways.

The displacement of violence onto the surrogate victinm .
reappears in other, later sacrificial criseg. Whenever the
community is threatened by social disorder, the responsibility
for it is shifted onto some member, who is often qccgged of

breaking important communal laws, usually those'forbidding

patricide or incest. This is one of the traditional accusations

in Greek myth, and is part of the 'exclusionary' process
necessary to creating a victim who will not eAgender further
violence: the community believes tﬁg victim to be guilty of
crimes so heindus as to have excluded himself. In Qedipus Rex,

Oedipus is accused o{acausing the plague in Thebes by

-

o

~against the Jews of medieval Europe. It is also a common factor
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committing both patricide and inceet.lhis presence contaminates

_ the whole city.
The key elements in the sacr1f1cia1 crisis -- the conflict
of doubles, the contagion of violence, the substitution of a
f, saéxificial victim -:’arise out of a concern for the definition
of identity. The ambivalent nature of the victim, who partakes
. of both the sacred and the profane, allows the community‘to
redefine itself against him. , .
Thus, the entire mimetic process, from the imitation of
des;;e, through the conflict of doubles, to its resolution by
violenbe,\can be seen as the result of the pursuit of a "too
perfect" identity , as in the story o} Romulus and Remus, whose
conflict' results from a disagreement- over the "ideal limits" of
e the city.15 The victim, in crossing the boundaries of . e
established i?entity, threatens the stability of the community
in its self-perception. By killing him, they once more exorcize
the violence and instability within them. In rejecting the
flaws in themselves, they refuse any khowlédge of the true
nature of the sacrificial mechanism, which, becauee of mis-
recognition, continues to operate. Knowledge of violence is in
fatt "entombed" along with the bodies of its victime. Violence
always belongs to someone else.l® In the cweation of identity,
without the recognition of mimetic violence, violehce is always
employed. \
The 0ld and New Testaments remove the satisfying,

é;clesing effect of the us-them victimage mechanism so useful

4
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in.earliervtimes.The destruction of the.sacrificial mechanism
is accomplished in two stages. The first takes place in the 0ld
Testament, which radically reverses ‘the picture of mimetic
conflict contained by the myths of "founding murder" that
describe the survivor as innocent. In the story of Cain and
Abel, however, the sufvivgr is a "vulgar assassin" (DCC,
p.170). This time, the survivor, rather than the victim; isb
marked. In the stories qvaain and Abel, Jacob and Esau, and
Joshua, the victim is seen as the object of unmerited
persecution. It is the envy and desire of the persecutors that
is at fault.l? Moreover,‘in the 0ld Testament, the wrath ostqd
is visited upon whole communities instead of single victins.
Only a single, innocent man, or small g&oup, flees the larger
.Site of violence or slavery. The reversal of the sacrificial
mechanism involves a "victim" who exiles himself, rather than
being forcibiy expulsed.l8

The O0ld Testament constitutes. a fundamental revisioﬁ of
the mythically encoded sacrificial mechanism. While violence
remains in the hands of God, the true nature of mimetic desire
is revealed. The story of the Judgement'of Solomon illustrates
the.dld Testament'é anti-sgcrificial effect. In this story; two
women dispute over éﬁe possession of a child. The king, unable
to differentiate‘;etweén the doubles, offers to "divide" the
"living infant® (DCC, p. 262). The real mother offers to

relinquish theéchild to save his life. The other's desire has

<
A ——
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becomeé so exacerbated that .concern for the object is lost; only

the.envious fascination with the "model-rival" is important.l?

The New Testament, like the Judgement of Solomon, is anti-

sacrificial because it refuses to differentiate between

douk\a‘lres. Christ refuses viole?ce, choosi‘ng to be killed rather
than to kill. Thus, according to Girard, he is the epitome of
the truly innocent vict';im° who is sacrificed at the heart ofl the
mimetic crisis. Jesus's role is to reconcile the doubles by |
refusing to differentiate between them, and by refusing to

participate in the cycle of violence. Thus, the responsibility

" for violence is replaced in the hands of those who commit’ it,

rather than being ater%buted to a god.

Because the Olc} and New Testaments destroy the sacrificial
mechanism by revealing its existence, the cont%qion axld
violence of mimetic desire can no lqﬁéer be exorcized by
sacrificial ritual;s. I'nstead of believing himself part of a
compunity, encloséd@_gefined within its hierarchies, the
essential patterns of 1ife governed by ordering ritual, "the
desix:ing subject sees himself as the excluded victim.20 In the
absence of the principle of unanimous victimage, which reorders
the self and the community, thé self needs something £0¢
structure his world and his identity. The'structure is sought
in differentiatiqn: the subject seeks J:imits_ and indications
that he is separate and differen:t from his fellows. The model,

which the self uses as a pattern, always possesses sdmething

. @
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that ‘the self doe; not, and which differentiates him from
others.

The model Girard us%s to describe the effects of desire
and its proliferation is an essentially pathological one: he
proposes mimetic desire as the one principle animating both
Freudian models Zor the study of éersonality -- the Oedipal
complex and narcissism -- and focuSes‘ on the psychotic and the
coquette. For Girard, there is no need to make the distinction
between’object-oriented love (mature) and subject-oriented love
(narcissiétic):gboth 4re motivated by mimetic’desire. In fact,
says Girard, our desire is for that perceived, ;et non-
existent, narcissism, which we believe to be possessed by the
other (o?ject or rival). |

Girard distinguishes betwéen his own theory of nimetic
desire and that of Freud, who posits two kinds of love: object-
oriented and narcissistic love. According to'Freud: a "human
Beipg has originally two seiual objects -- himself and the
woman who nurses him -- and in doing so we are éostulating a
primary narcissism in everyone, which may in some cases
manifest itself in a dominating fashion in his object;
choice."21l The narcissistic expression of desire is displayed
in its secondary phase in the "sexual overvaluation of the
object"; the object becomes the receptacléoin which the subject
places his own logt sehse of perfection.?2 The gradual
abandonment’of his own narcissism is what marks a man's

transition to mature or object-oriented love. In women, on the
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E other hand, e primary narclssism is not abandoned; the -

"truest® type of reminin;ty %s one that is marked‘by the

oclearest existence of narcissism. Men are naturally attracted

to this type, since "anether person's narcissism has a great
2 v
attraction for those who have renounced a part of their own

L4

j . narcissism and are in search of object®love."23 The difficulty
lies in the inverse relationship between "ego-libido" and
"object~libido," for one increases,as the other is depleted. If

love is not returned, an unhealthy imbalance é%ists, since the

~

ego is being depleted without being bolstered by a return of

its gift.

L4
Girard believes that the opposition between ocbject~

oriented love and narcissistic love masks the real truth about
desire, namely, that all desire is primarily narcissistic.

) According to Girard,

o
[«

There is an absolute contradiction between Oedipal
- (object-love] exigencies and the desire that comes
to light here. Far from seeking what is maternal
and nurturing, the desire which shows through in
the essay on narcissism always directs itself.
toward a mira?e capable of aggravating its lack
rather than filling it; it is the desire which
* little by little renders any satisfaction or even
communication with the beloved impossible, the

desire which leads to dissociation, decomposure, s
and death.
/o, | )
by Mimetic desire does not seek an object, as such. Rather, it is

in pursuit. of the "intact narcissism" it has lost (rather than

Y

renounced), and which it believes the Other ¢model) to possess, °

and the object to confer. "The Oother's intact narcissism is the
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prev%gusly believea\tg\:e necessa
o the model. Out of this \f}ses a
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ineffable paradise which the beings one desires seem to

* inhabit, and for this reaéon one desires them."25

The rivalr; with the model-obstacle, who is theuone_that
both incites the subject's desires and refuses him access to
them, has its roots in the early stage of childhood. The child
is encouraged to imitate the model (father) as a way of being
loved. Unfortunately, this injunction -- "imitate me" -- has
its opposite in the rejection that takes place when the child's
imitapions become a threat. For Girard, Freud's Qedipal\;omplex
does not kay enough emph;sis}on the inevitable conflict between
%ather and;son over the mother, which results in the rejection
of the son by the father, and leads to the "double-bind." The

self is rejected as unworthy by ing the very thing he haad

, to worthiness: imitation of
omplex relationship between
the subject and the model,~in which the model is the measure of
the self's worth; due to the rivalry arising out of the
competition over the object, which tﬁe self musgﬁpossess in
order to be 'worthy' or like the model, the self sets himgglf
up for failure, since he will not only be rejected by the model
for his attempt to appropriate the object, but, if he does

manage to obtain the object, it immediately loses its

.. desirability. If the self possesses it, it can no longer be a
\ N [
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be illusory, and he is rejected by the model. Either the modél,

or the object: or both;™must be replaced.

As long as the model remains more or less in the shadows,
;le real nature of the mimetic rivalry will not emerge. Thé
subject's desire for the object wiil seem éo be his own, anéﬁ
the slight disappointmé:t he experiences on gaining the object
will ﬁoy deter him from desiring again. In this "normal" stage

of mimetic desire, "the object remains the principal pole of
affectivity and desiriﬂé activity" (DBB, 'p. 53).

. _The\ value of the object (and thué the need for it)
increases in direct proportion to the difficulty of acquiring
it. The same agplies to the "prestige" of the model.26 In fact,
as the subject enters more fully into the "spiral of desire,"
the stakes get higher. The "more the value of tHe object

increases, and the more this object appears(linked to a

superiority of 'being,' to a superigrity which is, finally,.

that of the model himself. There exists, therefore, a tendéncy*

on the part of the subject, to allow himself to be‘increasingly

. fascinated with the model. Desire, in fact, tends to abandon

the object and to attach itself to ‘the m;del himself" (QQQ, P-
356) .27 The subject's focus tends to rest more and more on the
rival rather than the object. ‘

The desire of the subject for the object increases in
direct propsition to the resistance he encounters from the

model: the more the object is central to the model, the more

[~]
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the subject will desigf i lieving it will confer on him the
'model's 'sufficiency' (DGC, p. 319).
Violent opposition, then, is the signifier of .

ultimate desire, of divine self-sufficiency, of
‘that "beautiful totality" whose beauty depends on
its being inaccessible and impepetrable. The- victim
of this violence both adores and detests it. He
strives to master it by means of a-mimetic
counterviolence and measures his own stature in
proportion to his failure. If by chance, however,
he actually succeeds in asserting his mastery over
the- model, the latter's prestige vanishes. He must «
then turn to an even greater violence and seek out
an obstacle that\promises to be truly ’
insurmountable. (¥S, p. 148} 1

The very desire ¥or 'difference,' distinction, a limit
which marks out the identity of the desiring subject, is what
causes the disappearance of identity (DCC, p. 325). Ao matter
what happens, the subject necessarily fails to achijze his real
goal "intact ndrcissism." As the subject engages more fully in
the spiral of desire, his pursuit of fallure becomes more and
‘more expert (DCC, p. 322). Rather than reject desire as the
reason for his failure, the subject will reject himself, the ~
model, and the object in hlS pursult of this non-existent
narcissism. )

What Freud sees as the "narcissism" of the woman, the
child, the humorist, and the criminal, Girard believes to be
simply'the inaccessibility of the object at the hands of
mimetic desife.cFreud's "true" type of femiqinity is in reality
the coquette, who is simply better versed in the strategies of
desire. She makes use of the "unemployed mimesis" of otgers; by

-4

seeming to desire herself, she attracts the desire of others.
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But she is in reality no different from the others who are

trapped in the spiral of desire, the only difference is that
her desire is overtly, rather than covertly, self-centred 28
Desiye is mimetic, inherently and always, according to
Girard. In fact, in the flux and chaos of cesire, desire itself
becomes the subject. The human subject vanishes in its ‘

possession by desire.29 The paradox of desire is that, in

aspiring fo 1(ference, the ordering of the self, an

alleviation of randomness, it loses the very object it desires.

The triangular relat{dnship prevents any real communication
«

. between the subject and the object. In fact, the”triangular
b

relationship between the subject and object prevents any true
perception of the object, as is evident in the case of Don
Quixote. Desire removes humanity from all three participants in
its spurious web, impoverishing them with iﬁpartiai,
thoroughness. "Ce qui appauvrit le Moi...c'est le dés{r méne
a'étre ce Moi, c'est le désir de ce Narcissisme qui n'est
jamais a noustmais que nouc voyons briller sur cet Autre'dont
nous nous rendons esclcves" (DEC, p. 414). There are no
objective measures of the limits of the self or other left:
they disappear entirely&into the mimetic spiral (DCC, p. 394).
In spite of the coﬁpletely destructive effects of desire,
the subject continues to participate in the spiral, for rivalry
itself is necessary to the self-definition sought by the
degiring shbjzct. Girard suggests that the absence of rivalry

places the subject before the !"void," a\ngpdition less .

n
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tolerable than the rivalry itself (DCC, p. 384). Thus, the
subject continues to desire, in spite of the inteﬁse

‘humiliation and self-dggradatioﬁ involved, and in spite of the

"intense rancour" experienced fowards thé/"insolent
inaccessibility" of both object and model.

Girard uses the difficult concept of the gggngg;gn; along
with the terms "scandal," "scdndalous," and "scandalised," to
describe the effects of the model-obstacle, the infection of
the spirit with mimetic d?sire, and the stumbiing-block posed
by the plevealed "victime émissaire." The skanda{on is the
modei- bstacle of mimetic desire; it %s the both unattainable
and irresistible example which at once hurtures and defeats
desire, and which‘sustains'all man's "vain ay?itions“ a;;
"absurdl;esentments.“ It is also mimetic desire itself; it is
the envy that blinds, and which is the diametric opbosite of
the Christ}an love that banishes the cobwebs from Hen's sight
(RCC, pP. 439J40); It is Satan, as he seeks to turn towards

himself the wo}ship that rjghtfully belongs only to the one God

(DSC, p. 442).30 It may even be Jesus, if he is 1mi§ated in the

‘splrit\of conquering zeal, which is %}ways at one w1th mimetic

alienation (BE, p. 232-33).

For Girard, the recurring "scandal" in the Old Testament

is idolatry, the scapegoat made sacred, the sacrificed obstacle

m:te divine, since idolatry acts to continue the sacrificial
hanism and guarantee the rejection of truth. It is a

"gkandalon" since it acts to spread mimetic desire. According
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to Gixard, children are the true victims of this process, since

they are infected in their innocence with the scandal of
mimetic desire (BE, p.199).31 ve th; revelation of the
innocence of all victims ls also form of scandal, since it
acts as an obstacle to the completion of the sacrificial
process. According to Girard, Jesus's association with the
scapegoats of the 0ld Testament puts him in the place of the
model-obstacle that cannot be sacrificed and discarded, since
his manifest innocence prevents the necessary transfer of gquilt
;hd violence onto the dead rival.af Thus the "skandalon" can be
any kind of model-obgtacle; it is the "other" who incites and

defeats desire; it é&n be oneself insofar as one becomes an

. &;:stacle to another33;- it i7falso the revealed innocence of the

ctim, which preyents the satisfactory resolution of the
ﬁimetic crisis and returns the desiring subject to the spiral
of desire. Thus, for Girard, Jesus can be a skandalon by being
innocent, and ref&sing to participate in the cycle of violence,
since he offers no opportunity for the.sacrificial mecﬁ?nism to

%
continue the blindness of its participants.

Men create their own hell by the equitable recfprocity of? |
their mimetic desires. Each community, in the grip of the
mimesis, is divided against itself in tHe conflict over the
object that each would like to monopolise, to preserve, living
and intact, for himself. Yet, these desires which divide thenm,

which become purely destructive, may reconcile: :they* never

agree on the preservation of the object, but they can always-
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agree on its destruction, at the expense of the victim (ng, PP.
199, 216). Man, like Satan, is in pursuit of "divinily,"
in the form of narcissistic self-sufficiency bélieved to be
possessed by the Other. Unfortunately, possession of the object
belies the truth of this proposition. The "divine-model" must
be impenetrable, must not incline towards the sﬁbject. In
aggravated mimetic desire, no connection between subject and
object is possible, for if the model-obstacle inclines towards
the subject, its perceived worthiness, along with its potential
for conveying that enclosed happinessf is lo§t. What men do not
realize is that the truly divine refuses to be the "skandalon":
men make of Jesus an obstacle and thus transform him into a

perceived satan.

" According to Giragg, in order to escapg the cycle of '
mimetic desire, we must renoungg any model %hat is also an
obstacle. All mediators but Jesus lead to violence and the
spiral of desire. Only Jesus, by remaining unequivocally
"innocent,orefuses to participa;e in the cycle of violence, énd
is thus capable of communicating to us both the trug natﬂre of
violence and our complicity in it.34 The pfophesied apocalyﬁée,
along with the promise of the kingdom, are therefore the
results of man's actions and not God's. If man renounces
violence, imitates Christ in turning the other cheék, and
recognizes the illusion constituted by the conflict of doubles,

then he has the potential to escabe the spiral of desire and

t



enter the kingdom. If he does not, then he bécomes further

enslaved by mimetic desire.3 '

The renunciation of violence proposed by Girard becomes a

kind of "religious conversion" which, in Deg Choses cachées,

takes on a someWwhat mystical character: Men must renounce
violence and accept deatd rather than be killed. Christ, if we ’
imitate him like children, is the only model that does not risk
becoming an pbstaclé and mesmerizing rival. This %njunction

appears in a»slightly different form” in Deceit, Desire and the

Novel, where Girard states that we must renounce the mediator
in ordeF,to escape "dev#ated transcendency" anqjachieve
“Yertical tfanscendency:" In Deceit. Desire and the Novel, men
make their rivals into gods who are obstatles to their success;
even at this early stage in the development of the theory,
Girard's writing suggests the oscillation between God and Satan

‘ ,
in man's pursuit of identity. Mimetic desire, a species of

idolatry and slavery, can be eséaped if man abandons the idols
he has made for himself and accepts his own humanity. The
pxoposed "religious conversion" is glso clfrified in this work,
in which Girard refers to the problem of the subject in the
spiral of desire as one of "self-centredness," a concept he
sees as central to the Proustian revelation of mim éic desirg:
"Proustian sel}-centredness gives rise to i i nd makes
us live gutside ourselves. This self-centredness is other-

centredness‘as well; ﬂ% is not one-sided egotism; it is an
!

o
impulse in two contradictory direetions which always -ends by
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0 tearing the individual apart"™ (DDN, p. 298). The hero in
pursuit of divinity is truly self-centred, although this may be
hard to Eéliev;: considering how low his self-esteem is. .

’ This attitude, while profnulgated as liberating, in fact
enslaves the sélf, barring it from any, true knowledge.gBepause
the self aspires to divinity, it ié unwilling to acknowledge
its humanity, and therefore rejects any evidence that suggests
it is a man like other men (the tendency is to regard oneself
as greater, and to then wallow in guilt that is more deeply
experienced, since even one's failures must be greater). Girard .

"_\“~§ speqké of something like a religious“conversion in this
context: "In renouncing divinity the hero renounces slavery.
Every level of his existence ig—inverted, all the effects of
metaphysical desire are replaced by contrary effects. Deception
gives way to tfuth, anguish to remembrance, agitation to

> / repose, hatred to love, humiliation to humility, mediated
desire to autonomy, deviated transcendency to vertical
transcendency”" (DDN, p. 294). Both the wise man and the

423 Christian saint have achieved thé tranquility given by

‘renunciation of mimetic desire and divinity, according to

o Girard. Vertical transcendency leads to both increased

‘Mdetachment, and true intimacy. The self no longer geﬁs in the
way.
While'in Deceit, Desire and the Novel Girard describes theo
process as usually provoked by a 'brush with death,' in Des

, the process is accomplished by a "non-

-




sacrificial" reading of the Gospels. According to Girard, the

modern reading of the~01d and New Testaments "“sacrifices! parts
of the texts th;t display the innocence of the victim, and
allow fhe reader to continue, untrammelled, in his state of
"desiring illusion. For example, the psychoanalytic readings of
Job pass over his insistence on his own innocence, and tend to
~ see the encircling persecutors as figments of Job's paranoid
imagination. Job suffers from the  'persecution complex'
characteristic of the eariy Christians (RA, p. 163). According
to Girard, *the same psychoanalysts do not hesitate to expound
the innocence of victims who are accused of witchcraft. Thus,
in order to comprehend the message of the 0ld and New
Testaments, we must read the events described in gpem as true,
rather than rejecting or sacrificing any of them a;;ording éom
the principles of mimetic desire, which would preclude any
3mowl§dge that would communicate to us the true na;yre of:
violence '(RA, p. 164).
;Thus, the escape from the spiral of desiré is achieved
.through the process of "non-sacrificial" reading of the
Gospels, which both reveal and cripple the effectiveness of the
mimetic process. This kind of reading is possible to a innocent
and child-like mind.36
Girard's concept of ﬁon-sacrificial reading poses some
problems, however. While a non-sacrificial reading may be the
only way out of the spiral of desire, the problem remains that

N
a reading of this kind does not seem possible to the desiring
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subie;t, since his inclination is, according to Girard, to
avoid or mis-recognize that knowledge which will reveal the
truth about desire. That is to say'that the nature of the
conversion described by Girard is too abrupt. He mapglthe paih
for increasing involvement in the spiral; he does n;t map a
path in the opposite direction. While he states that tﬁe
‘Christian era has seen increasing awareness of the sacrificial
mechanism, with a cor;esponding decrease in the ability of the
mechanism to operate and a gradual revelation of the truth-of
Christ's message, this princ&ple gppl§es only‘to the slow ™
uq?olding of history, and says nothing whateQ;r to the o
individual experience of conversion. Girard's theory alternates
" "\\between the kingdom and the apocalypse. There is little rcom
for the "in-between."37
A second problem arises when mimetic desire is considered °
in relatﬁgn to women for, in spite of his insistence on non-
sacrificial reading, Girard's tendency is to focus on the male
' experience of desire. His discussion of the égo prostitutes in
tye story of the Judgement of Solomon, of Emma in Madame
Bovary, and his description of the coquette who is skilled at
manipulating the desires Sf others all seem to in;ipate that
* women #re equally subject to mimetic desire. At other points,
however, women‘gre primarily posited as pawns»i; the mimetic

, game. In yiglgngg_gng_;ng;ﬁgg;gg, for example, Girard discusses

the displacement of the re;ponsibility for violence onto women.

"
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For Girard, The Bacchae describes the loass of sexual difference
at the heart of'the sacrificial crisis, yet
it does not dare challenge the dominant feminine
role in the origin of the Dionysiac rites. aAnd if
the lost sexual difference makes it easier to shunt
the responsibility for violence onto the women, it
still cannot explain away the necessity for
violence. Like the animal and the infant, but to a .
lesser degree, the woman qualifies for sacrificial
status by reason of her weakness and relatively
marginal social status. That is why she can be

viewed as a quasi-sacred figure, both desired and
disdained, alternately elevated and abused (VS,-

pp-141- 42) . . ~
Thus,~for”G1rard, "the preponderance oé women"” in the Dionysiac
cult hides a ‘*secondary mythological dispiacement“rwhich is in
actuality an "effort to exonerate from the accusation of .
viqlence,‘ndt mankind, as a whole, but adult males who have the
greatest need to forget their role in the crisis because, .in
fgct, they must have been largely responsible for it" (VS, p.
139). Here, women are transmuted into the monstrous double, an
ongoing cultural sacrifice at the altar of male violence,

According to Toril Meoi, "Girar@'s theory of mimetic desire
cannot account for feminine desire....feminine desire is in
fé&t absent from his works, and...the reason for this absence

is to be found in Girard's exclusion of the mother from the

Oedipal triangle."38 Although feminine desirg may not be

- entirely aﬂseﬁt, the fact remains that little of Girard's
’

discussion examines woman as a desiring subject; most of his"
theory considers her only in the position of object, or of
.

marginalized sacrificial victim.

L
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o The "sacrificial" character of Girard's reading is
especially evident in his approach to Anng_gg;gnin%.,Aé Moi
points out, Girard's disc¢ussion of mimetic desire in relation
to this work assumes that Levin, rather than Anna Karenina
herself, is the protagonist of the novel.3? Because Girard
fbcuses so exclustvely on the relationship between rivals,
there is little room in hié‘lheory for examining the
: perspective of the object. Thus, the text of desire he
describes is an essentially "male" text, in that the woman as
object, or victim, becomes almgst éuperfluous in the mimetic
o ’ game. The original marginalization of the woman that Girard
describes in relation to both the Dionysiac cult and the
IUSUEEER Y , Oedipal rivalries of father and son is repeated in his ‘ ~
- theory. 40
Sﬁgnser, on the other hand, makes women central to Books
IIT and IV of The Faerxrie Queene. Instead'of deéling with
exclusively male "texts" of desire, he incorporates both male’

and female perspectives into a single framework, where the

workings of egch are exposed to the other. Britomart, by‘
. combining male and ssmale, acts as a "monstroué double" who
r;fuses to be relegated to the mar&ins. In Spenser's text,/ the
woman acts as both model-obstacle and sacrificial victimp/within
male texts. At the same time, the dua{ Serpective provided by
Britomaré_allows the ;eader to participate in the "“revision" of

these texts. Spenser, by revéaling the workings of mimetic

4[) aesire,-can be sai& to disengage the texts of desire from those
é -7
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vho are subject to them. At the sime time, he makds the texts

¢

. apparent to the reader, and demonstrates their effects on all
those caught in them, innoceniﬁ‘?rand gu:;r];ty alike. Like Gix.:ard,
Spenser is concerned with the poten}:ial of desire for .
destruction. Unlike Girard, however, Spenser is concerned with
the time "in-between" beginning and‘end, the space "in the
middest." As Berger states of Dante, Girard's "obstacle course
is l,&‘érally vertical." He describes the achievement of
vertica;l' tra’nscendency“. For Spenser, "the dominant...vectors
are.in and out."4l The formation of identity within the texts-

> of desire is made evident, and, rather than \"sacrificing" the
other to the need for identity, Spenser refuses to relegate any

» part of the heterosexual discourse to the margins of

o

irrelevancy. .
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1. This statement applies equally to the Amoretti, in which we
see the poet struggling with the conceptualization of desire in

order to find the way to win his beloved. . °
0 . v
2. Berger, "The Faerie Queene, III," In Essential Articles for

the Study of Edmund Spenser, ed. A.C. 'Hamilton, (Hamden, Conn.:
Archon Books, 1972).

3. Berge(a "Busirane and the War Betweeri the Sexes," English
Langquage Review 1 (1971>,

4. This is implicit in the discussion of Cervantes in Decejt,
Desire and the Novel, tr. ¥Yvonne Freccero, (Baltimore and

London: Johns Hopkins Univ. Press, 1965), cited as DDN. It

becomes more explicit in Part III of Des_ Choses cachées depuis

la fopdation .du monde, (Paris:tpernard Grasset, 1978), cited as
Dee. A < <

5. Only "romanesque" texts are masterpieces.This position makes
Girard's theory almost unassailable, since any other version of
desire will be "romantic," and thus misleading. }
6. Girard extends his theory into four main areags of
discussion: literature, anthropology, psycholoés and biblical

interpretation. \

»

J
7. Girard,distinguishes this kind of relationship between
subject and model as "external mediation."®

8. Violence and the Sacred, tr. Patrick Douglas, (Baltimore:

Johns Hopkins Univ. Press, 1977), p. 79. Cited as VS. -

9., "Hamlet's Dull Revenge," in Lite The ss

Texts, eds. Patricia Parker and Dav1d Quint, (Baltimore and

London: Johns Hopkins Univ. Press,” 1986), pp. 280-302. Cf. Joel

Fineman, "Fratr1c1de and Cuckoldry: Shakespeare's Doubles," in
es e, eds. Murray N. Schwartz and Coppélia

Kahn, (Baltimore and London: Johns Hopkins Univ. Press, 1980).

10. The metaphors of the plague, of proliferating disorder, of
twin enemies, reappear consistently in myth and literature:
"The doubles...are the unperceived reciprocity of violence
among men. They are essential to the understanding of sacrifice
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as a mitigatjon, a éisplacement, a substitution, and & metaphor

of this same violence,”" To Double Business Bound, (Baltimore:
Johns H&pkins® Univ.. Press, 1978), cited as DBB, p. 153. Girard
sees the traditional function of "katharsis" as a re-enactment
of the "process of victimage" (DBB, p. 176). Sophocles' Qedipus
Rex, and The Bacchae both contain all the elements of the v~
scapegoat mechanism, and Shakespeare, in Coriolanus,
"consciously provides his hero with all the ambiguous qualities
that make a good scapegoat." Shakespeare's tragedies combine )
the concern for "degree" with the conflict of doubles and the
sacrificial crisis, making "transparent" the metaphors for
social disorder.

11. The role of identity in the proliferation of mimetic desire-
is not made clear by Girard until his discussion of
"interdividual psychology" in Des gngsgs cachées, in which he
isolates the pursuit of "intact narcissism as the main reason
for imitation. I maintain that the pursuit of a clear-cut
identity is central to the mimetic crisis as well, and has much
to do with the desire for closure.

. £ .
12. "La victime est divine parce qu'elle passe pour responsable
et \des désordres culminant dans le rassemblement unanime qui

-

s'effectue contre elle et du retour a l'ordre qu'assure cette
unanimité elie-méme" (DCC, p.117).

13. Girard distinguishes three moments in the process of
resolution: "1) la dissolution conflictuelle, l'effacement des
différences et des hierarchies qui composent toute la
communauté; 2) le tous contre un de la violence collective; 3)
l'élaboration des interdits et des rituels" (DCC, p.166).

14. Girard states that "if the door is opened to admit change,
there is always the risk that violence and chaos will force an
entry. Some change, of course, is inevitable....But primitive
socleties have found procedures to direct the dangerous flow of
energy generated by these events into channels prepared by the
cultural order....Wherever there is a potential for dangerous
change, the remedy lies in ritual; and the rites invariably
entail a repetition of the original solution, a rebirth of
differences. The model for cultural stability is identical with
the model for non-catastrophic change" (VS, p. 284).

15. The idea of the "too perfect" ident1t§ is related to
Giraxd's discussion of Corielanus and his use of Kenneth
Burke's work in this context. Girard states that "violence and
victimage result from a desire for a form too perfect and
therefore from an abuse of the formal principle; they are not
essenfial to that principle itself. Victimage follows from the
form, in other words, but the reverse is not true: the form
does not follow from the victimage." DBB, p. 176. Girard cites
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Keanneth Burke, "Coriolanus ~-- and the delights of faction," in

(Berkeley and L.A.: Univ. of Calif.
Press, 1966), pp. 81-97. Girard sees a close relationship
between the sacrificial victim and the characteristics of the
tragic hero, as described by Aristotle. °

16. Girard states that "les fils croient se désolidariser des
péres en les condamnant, c'est-a-dire en rejetant le meurtre
loin d'eux-mémes. De ce fait méme, ils imitent et répetent
leurs)péres sans le savoir"(DCC, p.183).

17. In the story of Job, ‘as Girard points out, the envy of
Job's position causes the initial. polarization against him. In
fact, Girard finds in Job many of the characteristics of the
sacrificial king, but one who refuses to comply in silence with
the accusations of his persecutors.: La Route antique des hommes
pervers, (Pgris: Bernard Grasset, 1985), p. 164. )
18. Girard does not discuss the story of Adam and Eve, and
their flight from the Garden, which does not bear any immediate
relationship to the conflict of doubles. If we contrast the
story with other myths of genesis discussed by Girard in
, several points become noticeable.

Girard contrasts his theory of mimetic desire with Lévi-
Strauss's theory of the reduction of the whole in accounting
for the stories of the Tikopia and Ojibwa: in these stories, a
god steals some part of the food available to the tribe, thus
“reducing the whole" and.promulgating rituals involving food
taboos. If we see that the conflict of doubles arises out of: a
conflict over identity, these stories of genesis, which show a
reduction at the hands of a god, are diametrically opposed to
the Genesis story of the 0ld Testament. Adam and Eve are
attempting to increase the range of consumption by including

— -one food that has been denied them. They are instigated by the
envy and desire of the snake and by their own desire to
increase the whole, to transgress the barriers that have been
drawn for them. In this motion, they make a "skandalon" of God,
for they become His rivals, and see Him as the obstacle to ”
their desire. They are subsequently expulsed: the loss of
paradise is caused by desire. ,

L}

19. Girard states that "en acceptant ce que propose le roi, la
seconde femme se révele dépourvue d'amour véritable pour
1'enfant. La seule chose pour elle ¢g' e e

l'autre posséde. Elle accepte, & la rigueur, d'en étre privée
pourvu que son adversaire en soit également privée. C'est le-
désir mimétique, de toute évidence, qui la fait parler et agir;
i1 en est arrivé chez elle a un tel degré d'exaspération que
l'oblet de la dispute, l'enfant vivant, ne compte plus pdur
elle; seule compte la fascination haineuse paur le modéle-
rival, le ressentiment qui cherche i abattre ce modéle et a
l'entrainer dans sa propre chute, s'il devient impossible de

¢ o
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l'emporter sur lui" (DCC, p«~ 262). This text is anti-
sacrificial because it renounces sacrifice: it refuses to
differentiate hetween the doubles, to end human life in order
to resolve the crisis. Girard believes that any reading that
does not see this point is a misreading; for him, the real .
mother puts her own life in jeopardy to save that of the baby.
In renouncing the child, she makes herself vulnerable to
accusation. It is not, however, necessary to see that the
- mother may be killed in the conflict of doubles in order to
perceive the deadliness of thedmimetic crisis. Like the plaqgue,
mimetic desire causes the end of all life, the literal end of
"generation." Girard insists throughout on the correspondence
between the story and the fact: he believes that these myths
have their basis in historical truth, no matter how it is
obscured, and that the founding murders actually occurred. In
the case of the Judgement of Solomon, this leads him to state
that child sacrifice must have been a frequent practice among
the Hebrews. We can see why he insists on a corresponding
experience when we arrive at his discussion of the Gospels: for
Girard, it bBecomes imperative that Jesus be both a nan and
fully innocent, that he correspond exactly to what is told to
us/ by these texts. Unfortunately, his insistence on the.reality
wf.child sacyifice, on the revealed process of mimetic
vioclence, and his emphasis on the conflict of doubles and the
sacrifice of one of the two women, lead him to overlook the
anti-sacrificial effect of love..The point of the Judgement of
Solomon is both that the mimetic crisis leads to death (not
necessarily that of one of the doubles) and that the love of
the mother is greater than her desire to defeat the rival.
Although he does state that the mother's love ig so great that
she will sacrifice herself for her son, his emphasis is on the
Yconflict of doubles and the absence of love in the other woman;
this misleading emphasis is consistent throughout the book.

20. The degiring subject "se voit en position d'expulsé; c'est
lui qui occupe le lieu de la victime, non pas par refus de la
violence, non pas au sens ou l'occupe celui qui parle dans

l'Ancis;;et le Nouveau Testament, mais parce qu'il la désire"

(DCC, p,408).
21, Sigmund Freud, "On Narcissism. An Introduction," Ihg

Ezgng' Tr.'and ed. James btrachey,‘et. al. (London' The Hogarth
Press, 1957), Vol. 14, p. 88. Cited as gE.

22. "On Narcissism,"™ p. 94. -

23. "On Narcissism," p. 89. Freud's theory allows women two'

possible escapes from narcissism: "Even for narcissistic women,

whose attitude towards men remains cool, there is a road which
~ leads to complete object-love. In the child which they bear, a
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part of their own body confronts them like an extraneous
ocbject, to which, starting out from their narcissism, they can
then give complete objett-love. There are other women, again,
who do not have to wait for a child in order to take the step
in development from (secondary) narcissism to object-love.
Before puberty they feel masculine and develop some way along
masculine lines; after this trend has been cut on their
reaching female maturity, they still retain the capacity of
longing for a masculine ideal -- an ideal which is in fact a
survival of the boyish nature that they themselves once
possessed." "On Narcissism," pp. 89-90.° ‘

24. Girard, "Interdividual Psychology," tr. Jane Nicholson;
Renver Quarterly 14 (1979-80), p.l2.

25. "Interdividual Psychology," p. 9. According to Girard, man
"is subject to intense desires" because "...he desires being,
something he lacks and which' some other person seems to
possess. The subject thus looks to that other person to inform
him of what he should desire in order to .acquire that belng If
the model, who is appareftly already endowed with superior
being, desires some object, that object must surely be capable
of conferring an even greater plenitude of being" (VS, p. 146).

-

26. "Interdividual Psychology," p.7. Toute valeur d'objet croit
en proportlon de la résistance que rencontre son acquisition.
Et c'est aussi la valeur du modéle qui grandit. L"un . ne va pas
sans l'autre. Méme si le modele ne jouit pas au départ d'un
prestige particulier, méme si le sujet est d'abord étranger a
tout ce que recouvrira bientdét le terme de prestige --
praestiajia: fantasmagoriés, sortiléges -~ tout cela va sortir
de la . glvallté elle-méme" (DCC, p. 319).

27. This is a transliteration of the passage as it appears in
French. .

28. The False Florimell is an excellent example of the coquette
who is well taught in the "strategieg" of desire.

t

W)

29. This contention of Girard's has a great deal in common with
Goldberg's discussion of exchanged narratives and the role of
the desiring "hearer," particularly in his reading of the
Temple of Venus episode.

30. For Girard, the identification of "scandal" with hell and
Satan confirms the association of the latter with the mimetic
crisis (DCC, p. 184). Girard states that "ce n'est pas par
hasard, non plus, si de tous les défauts de Satan, l'envie et
la jalousie sont le plus en évidence. On pourrait dire que
Satan incarne le désir mimétique si ce désir n'était pas, par

° \ . .
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excellence, désincarnation. C'est lui qui vide tous les étres,'
toutes les choses, et tous les textes, de leur contenu. Le Bouc
émissaire, (Paris: Bernard Grasset, 1985), p. 245. Cited as BE.

31. Girard refers both to the injunction against corrupting
children by infecting them with desire, and to Salome, who is
drawn into the web of her mother's desire. Salome is made tlvte
vehicle of Heriodade's ambition when she is told to dance in
order to obtain John the Baptist's head (BE, p.215). His
insistence on the innocence of children is evident in his
description of the initiation of mimetic desire as well, in
which he describes the double-bind as a gift from the father to
the son. The father encourages the child to imitate him, but
rejects him when the child's imitation seems to threaten the
father's possession of his objects. Thus, the father acts as a
"skandalon" to his child. In all cases, -Girard's theory
emphasizes the absolute innocence of the child. The reason for
this becomes clear when we see the roley played in conversion by
the "child-like" reading of the Gospels ‘

32. Cf. DCC, pp. 443-5, wheye Girard describes Jesus as the
"pierre d'achoppement," the \stumbling Plock that lies in the
path of the sacrificial mechagism. Agcording to Girard,
idolatry is founded upon the ded and unrecognized "“stone"
of the sacrificial wvictim. Christ is this stone made visible.
In BE, p. 174, he states that "Jésus est constamment rapproché,
et se rapproche lui-méme, de tous les boucs émissaires de
1l'Ancien Testament, de tous ces prophétes assassinés ou
persécutés.... Qu'il soit désigné par d'autres ou qu'il se
désigne lui-méme, son rdle de victime méconnue en tant
qu'innocente inspire la désignation. Il est la pierre rejetée
par les bdtisseurs qui deviendra la pierre de faite. Il est
aussi la pierre de scandale, celle qui fait tomber méme les
plus sages, car toujours ambiqué, facile & confondre avec les
dieux A l'ancienne mode." o

33. Girard, as far as I can discover, only mentions the
possibility off the self as skandalon once. The self is a
skandalon insofar as he is "alienated" from his brother. One
would presumably accomplish this alienation by being a model-
obstacle, that.is by inciting and blocking the desires of that
"brother." The concept can be taken to ridiculous extremes: if
the “object" of the brother's desires is oneself, as one is
written into a cultural text that designates one's own person
as desirable, to refuse to be a skandalon, to "turn the other
cheek,”"™ would be to allow oneself to be possessed, raped, or
killed. A certain amount of detachment can be preserved if the
"scandal" is emotional; if the object-obstacle becomes the
focus of violence, however, the situation is entirely
different. Girard does not discuss the role of the object as
Obstacle, except in the case of Freud and his perception of the
"narcissistic®" woman. As we shall see, Spenser does consider

©
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the woman both as obstaclé and as sacrificial victim.

34. Girard states that, "au fond, c'est toujo¥irs le méme
orgueil chez tous les hommes; ils ne veulent pas reconnaitre
qu'ils se valent tous sous le rapport du meurtre fondateur et
que leur participation, différente peut-étre par ses modalités
extérieures, est toujours, en derniére analyse, 3 peu prés
équivalente™ (DCC, p. 271).

35. For Girard, "la violence est esclavage; elle impose aux
hommes une vision fausse non seulement de la divinité nais de
toutes choses"™ (DCC, p. 221).

36. Girard accuses the modern reader of a sacrificial approach
to the texts. Such an approach is:.similar to the “romantic"
readings he describes earlier in his work. For example, a
“"romantic" -reading of the. Paolo and Francesca episode in
Dante's Inferno tries to find excuses for the relegation of
this "loving% couple to hell. Such readers privilege desire,
believing it sanctifigs those who experience it, and excuses
them from adherence to such "catholic" shibboleths as monogamy.
According to Girard, these readers do not perceive what the
"romanesque" text is trying to reveal, which is the true nature
of desire. This couple's desire is both mimetic ané self-
centred; they "fall in love" through the agency of 'a text, and
Galehalt becomes their pander. Girard states that this
instances Dante's rejection of desire. However, his reading
does not take into account the nature of desire as it appears
in the rest of Dante does not entirely
reject mediated desire, n e comes to love Beatrice through
the agency of courtly love. His love for Beatrice eventually
leads him to love God. Without her mediation, as well as that
of Virgil, Dante would never have been able to see truly. DBB,
pp. 1-3. ¢f. George D. Economou, "“Introduction," in Pursuit of

, eds. Joan M. Ferrante and George D. Economou, (Port
Washington, N.Y.: Kennikat Press, 1975), pp. 12-13.

37. Ruth El1 Ssaffar discusses Girard's theory in relation to
Frances Yates's "pessimistic gnosis." According to El saffar,
Girard's theory reveals a "despair regarding the notion of
human development or human progress. Utopia belongs to another
time, to another place. Such a view, as with Girard's

.anthropology of beginnings and ends, and Caldéron's theology,

takes its stance agpart from the here and now, and is therefore,
in its essence, however good its intentions, life-denylng."
"Unbinding the Doubles: 'Reflections on Love and Culture in the
Work of René Girard," Denver Quarterly 18 (1983-84), p. 11. El
Saffar makes the point that Girard overlooks those works that
describe the role of desire in the abandonment of cultural
restrictions, such as the later works of both Cervantes and
Shakespeare. (
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38. Moi's contention is that Girard's theory falls apart when
we consider that the first model for the child's imitation is
the mother, rather than the father, and thus feminine, rather
than masculine, desire would be normative. "The Missing Mother:
The Oedipal Rivalries of René Girard,” piacritics 12 (1982), p.
21. El saffar states that the removal of the mother as the
primary focus and concern in the Oedipal triangle is impdrtant
because "it undercuts all pretentions of value that desire
might otherxwise confer upon the object toward which it feels
attraction," "Unbinding the Doubles," p.1ll. However, removing
the focus from the mother in the Oedipal triangle tends to draw
our attention away from the role she plays both in the conflict
itself, and as an object with real, rather than illusory,
value. rah Kofman also discusses the theories of Girard and
Freud in Yelation to feminine desire, and states that Girard's
theory of e coquette, as well as Freud's description of the
"truest typa" of femininity fail to account for feminine self-
sufficiency.\Girard's view is that all desire has its
"foundation ih mimeticism, in the original mimetic rivalry. The
implication is\that self-sufficiency is necessarily deceitful,
that it cotild ohly be part of a strategy of desire: it would
only be a questAon of convincing others of our self-sufficiency
in order to be able to believe.it ourselves." "The Narcissistic
Woman," Diacritics 10 (1980), p. 42. Thus, for Kofman, both
Freud and Girard ignore the actual detachment or self-
sufficiency of the woman in attempting to write her into their
own texts of desire.

39. Moi, "The Missing Mother," p. 23.

40. Annette Kolodny discusses the gender of the reader in
relation to interpretation. The "reading” of a given text
depends on the parts of the text privileged by the reader.
Thus, the masculine reader, in her view, reads differently from
the feminine reader. This concept is especially interesting in
light of the story she cites, which describes men and women
searching for evidence in different locations. "A Map for
Rereading: Or, Gender and the Interpretation' of Literary
Texts," New Literarv Historv 30 (1976). Diana de Armas Wilson's
discussion of Cervantes' last work describes the exclusive male
discourse, which views much of the androgynous narrator's tale

as "not very relevant." "Cervantes' Labors of Persjiles: Working

* (in) the in-between," in

’
eds. Patricia Parker and David Quint, (Baltimore and London:
Johns Hopkins Univ. Press, 1986), pp. 150-181.

41. Cf. Harry Berger, "Spenserian Dynamics," Studies in Enalish
Literature 8 (1968), pp. 5-6. ~ ,

{ ‘



T T e T TR TN e TN VAR TR TR e S T U B T o s T ~ T S A A ,&x@%
f ' . - N . A
" s
ot
' - L

56

@

II,) The Crisis of Desire

Desire in Books III and IV of The Faerie Oueene is mainly
viewed as erotic. Book III is informed by Brifomart's search
for a lover; many of the figures in the two books do battle for
the sake of a lady, and the central myth of Book iII is tha&aof
Venus and Adonis. Furthermore, the Garden of Adonis contains
the mons veneris, and the emphasis in the Garden is on love and
dgeneration. Cupid seems to animate the whole of Book III. From
his first appearance in the main body in the narrative, in tue
Castle Joyeous where he delights in kindling lascivious fires
in the lords and ladies at their "looser" sports, to the
"sacred flame" he arouses in Britomart, to his final appearagée
in Busirane's Masque, Cupid appears responsible both for true
love and "brutish" lust. He "causes" the physical, emotional,
and social turmoil that afflicts the figures in the narrative.

If we look closely, however, the first appearance of Cupid
does not coincide with the first instance of desire. Prior to
this, at thé inception of the book, Arthur and Guyon have
continued their wanderings in spite of Alma's offer of ;xtended
hospitality: "they might not be allured,/From seeking praise,

and deeds of armes abrode"(III,i,1).

_oadd
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Long so they trauelled through wasteful]l wayes,
Where daungers dwelt, and perils most did wonne,
To hunt for glorie and renowmed praise...
(111,1i,3)
Guyon and Arthur wander through Faery;and relieving the
oppressed, and righting wrong (3). Although the result of their
quest may be laudable, the impetus for it is the‘des}re for
praise and honour. They encounter Britomart, whom Spenser
clearly describes as "he."
They spide a knight, that towards pricked faire,
And him beside an aged Squire there rode,
That seem'd to couch vnder his shield three-square,
As if that age bad him that burden spare,
And yield it those, that stouter could it wield:
He them espying, gan himselfe prepare,
And on his arme addresse his goodly shield

That bore a Lion passant in a golden field.
(i,4)

Guyon closes with "him"™ and is soundly defeated. ;
"Dishonéred"(?),land "Full of disdainefull wrath, he fierce
vprose,/For to revenge that foule reprochfull shame" (9).
~;—\_rariety of interpretations have been given to this
episode. Temperance must fall before Chastity, since qpastity
is stronger; Guyon's understanding of or interaction with the
world cannot comprehend the necessary love that leads to
generation. Temperance rejects Eros, for, as we see in the
Bower of Bliss, passion both paralyzes aﬁd unmans. To be
temperate is to be master of one's own fortunes, and passion
submits those fortu;es to an "other." In Book IIX, the
introdugtion of Eros cq;ries man beyond his individual

boundaries into a world that jeopardizes those boundqries in

sexual union. According to John Bean, "Eros is the universal
h -
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0 ‘bindir}g force that proceeds from God and calls individuals
bzyond themselves to participate in God's providential
design."1 ' "

In the oveéall "purpose" ofathe bqok, many of .these
statements will hold true. Tﬁié‘gfisode, however, reveals
little evidence of providential design, or, for that matter, of
the effects of Eros. Not until Britomart has knocked Guyon'from
his horse do we discoyer that ﬁer quest is motivated by love,
and Cupid is not mentioned at this point. Since Britomart's sex
is concealed, the conflict cannot be in any way related to the
promptings of Eros. The conflict between the knights seems
relatively meaningless and misleading. Britomart,is ambiguously
represented, and Spenser reveals only to the reader that he is

in fact she.? He adds that Guyon's "dishonour" would be greater

if he knew Britomart's true sex. The Palmer dissuades Guyon

from further battle by encouraging him to think the defeat was
someone else's fault.

By such good meanes he him discounselled,
From prosecuting his reuenging rage;
: And eke the Prince like treaty handeled,
His wrathfull will with reason to asswage,
And laid the blame, not to his carriage,
But to his starting steed, that swaru'd asyde, .
And to the ill purueyance of his page,
That had his furnitures‘not firmely tyde:
So is his angry courage fairely pacifyde.
, (1,11)

The "reconcilement" created between "goodly temperance, and
affection chaste" is based on untruth. .

‘E’ This episode acts as an "introduction" to the rest of

Books III and IV. It contains the first instances of




misrepresentation and misidentification, as well as the rirsi:

occurrence of conflict. The difference between this episode and
preceding ones is that, while conflicts in Book II tend to be
clearly honourable, this conflict is without purpose. Moreover,
Spenser deliberately confuses both the reader and Guyon with
his description. The use of "he" to designate Britomart leads
the reader to believe that she is a man. The use of "he" to
describe Glauce confuses the two, and impairs the reader's
ability to differentiate easily between them. ;8
It is the desire for honour that spurs the knights into

conflict. The narrator describes ‘

...those antique tinmes... .

When not for malice and contentious ch.mes, ;o

But all for praise, and proofe of manly might,

The martiall brood accustomed to fight:

Then honour was the meed of victorie,

And yet the vanquished .had no despight: | .

Let later age that noble vse enuie, .

Vile rancour to avoid, and cruell surquedrie.

(i,13)

Rivalry is the result of mimetic desire, that is, the
competition over an object in order to establish identity. .
According to the chivalric code, honcur is a necessary and !
prized possession of the true knight. His behaviour and
perception are dictated by the code through which he see_ks his
identity. When Guyon is defeated by Britomart, his identity is
threatened.3 only by ignoring the truth can he retrieve his
self possession. - ‘ .

The chivalric code, existing in those "antique times,"

acts as a "text" of desirehwithin which knights seek an
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identity. The texts of knighthood and chivalrous béhaviour form
a larger structure for identity. The desire for honour is a
desire mimetically acquired through the condition of
kﬁighthood,>The search for identity is the desire for a "“form," '
for a definition of the self. This definition, relatively
stable in Books I and II, is called into question in Book III,
in the passages relating the conflict between Guyon and
Britomart. The successive redefinitions of Britomgrt from canto
i to canto iii, as well as her misrepresentations,4 illustrate
both the spuriousness of stable identity, and the extent to

_ which identity is defined in relation to others.® Many figures
are identified by their relationships: Narcissus is Cephisus'
foolish chila, Amoret is "Venus' mayd,"® Scudamour is "Cupid's

man," Cupid is "Venus' dearling dove." Britomart dons Angela's

armour, and agsumes the "martial maid," and Artegall wears
"Achilles arms." The Squire of Dames is defined solely by his
‘ relationship to women.
The chivalric éode_is one of several texts of desire that
operate‘to shape iaentity and pe}ception in these two books.
The courtly love trédition and Petrarchan poetics also act to

influence the experience of desire and the perception of the

other. The courtly "text" offers a particg}arly clear instance
of mimetic desire within a literary mold: It privileges the
lover, giving him an identity within the circle of those who,
™ like him, adore the i%dy. He is radically transformed, relying
‘E’ ’ °  on the perfect lady for self definition.’ Thus, the syséem of



\ becomes the object in the mimetic triangle.®
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courtly love is fundamentally a systém for articulating the
Ve )
differences between men, one which depends on the perception of
the woman and her reactions for its successful operation. She
The extent to which mimetic desire shapes the action of
the two bqoks becomes evident immediately upon the
reconciliation of Guyon and Britomart. Florimell is often
viewed allegorically as the Beauty which sparks heroic love in
noble minds and lust in the hearts of those who are under the
control of the baser passions, and the chase after her is often
seen to manifest the heroic motives of Arthur and Guyon. If we
look closely, however, we see that the chase only begins upon
the appearance of the "griesly" forester. The knidhts gaze
after Florimell as she flees, astonished at her beauty. The
Y

chase is initiated only when they see the forester in pursuit.

Which outrage when those gentle knights did see,

/ Full of great enuie and fell gealosy,

They stayd not to auise, who first should bee, -

/ But all spurd after fast, as they mote fly,
To reskew her from shamefull villany.

The Prince and Guyon equally byliue
Her self pursewd, in hope to win thereby

Most goodly meede, the fairest Dame alijue.
(III . i,'18)

Although the pursuit of both Florimell and the forester may be
inspired by a desire to "right" wrong, it also contains
elements of mimetic rivalry. The chase does not take place
until the forester, "breathing out beastly lust," rushes past
after Florimell. Thus, we may say that the desire for Florimell

is mimetically acqufred, even though the knights'



his Lord (III.iv.47). Britomart, "whose constant mind,/ Would,
not so_lightly follow beauties chace,/ Ne reckt of Ladies Loue"
continues on her way (III.i.19). The direction that each
pursuer takes is dictated by the text within which. he operates.
Britomart, as a female knight, is of course not moved to follow
Fiorimell. I?stead, she enters into pattle to rescue Redc;3§se.
Thus, although the Epiﬁode may conform superficially with the
exigencies of the chivalric code and its inherent privilege of
honour, the episode also acts to reveal the nature of the
chivalric "text."

The first episode/of Book’III, from the departure of
Arthur and Guyon from the Hqﬁge of Alma, is set in the terms of
chivalry. These terms cannof, however, accommodate the
subsequent ackion. Britomart, as a female knight, escapes the.
definition of knight which commands him to use his "armes" for
ladies' sake. In addition, the dispersion of the band of
"friends" in different directions demonstrates the extent to
which the aims of all are informed by mimetic desire; Thus,
while theainception of the episode leads the reader to expect
one kind of result, the aagual results are far different, and.

serve to alert him to the confusion and misrepresentation

inherent in the text. While the narrator may.state that

1
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Britomart doces not pursue Florimell because she is not to be so
iighély moved by "beauties chace,™ thq/mofe cbvgous reason,
that she does not pursue Florimell as prize because she is a
woman, is left unsaid. Beauty, in the form of woman, may indegd
arouse love in the noble soul, but only if that soul belongs to
a man. ’
The.disparity between the expectatio:g\of the text and the
definition of the figures is reinforced in the Castle &oyeous
episode. Britomart comes upon six knig@fs begetting Redcrosse
in the field, like "dastard Curres," because he will not abjure
his "love." According to the law of the Castle, however, the

knights must compete with any knight who comes that way,, to

?

prove the supremacy of their "Lady faire"

Whose soueraine beautie hath no liuing pere,
Thereto so bounteous and so debonaire,

That neuer any mote with her compaire.

She hath ordaind this 9law, which we approue,
That euery knight, which doth this way repaire,
In case he haue no Ladie, nor no loue,

Shall doe vnto her seruice neuer to remoue.

But if he haue a Ladie or a Loue,
’ Then must he her forgoe with foule defame,
«0r—eIse by dint of sword approue,
That she is fairer, then our fairest Dame,
As did this knight, before ye hither came.
Perdie (said Britomart) the choise is hard:
But what reward had he, that oyercame?
He should aduanced be to high regard,
id they) and haue our Ladie's loue for his reward.
(III.i.26-27)

The object here -~ Malecasta -- is dictated by‘éhe structure of
desire. The six knights at the castle Joyeous are defined by
their roles in the text of courtly lbéve.® They enact courtly

love for her sake, and at he; command. She "ordains" the law.
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‘Thus, all the conflict taking place in the plain before the
Castle arises out of the neéd to prove one object superior to
another,{and to prove one set of knights more worthy .than the
next. The competing codes of honour ;re also in evidence, since
Redcrosse owes loyalty to his love, and the knights are bound
to serve Malecasta. ' '

hhether he wins or loses, Redcrosse will still be bound to
Malecasta. The inescapability of the "text," with its single
designated object, the mqst bounteous and fair Malecasta,
offers the first instance of imprisoning desire in Book III.
Britomart, however, éscapes the definition of knight that is
required to participate in the text. She substitutes for
Redcrosse, although she has no "Lady" but a "loue," and wins
the heart of Malecasta for her pains.

Within the Castle Joyeous; a second text of desire is
displayed, the mythic text of the love of Venus for Adonis, and
his subsequent metamorphosis into a flower. The myth, which has
Venus enclose Adonis because of her fear for his life, excuses
the Castle's own confining definition of desire. Within the
;tructure of the Castle, the lords and ladies may frolic day
and night, while "Cupid still emongst them kindled lustfull
fires" (III.i.39). Malecasta, in fact, provides us with a
parodic version of Venus in the Garden of Adonis, who watches
over the lovers there. As Hamilton points out, Malecasta enacts

Venus's wooiﬁg of Adonis by attempting to seduce Britomart:}°

/
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The tapestry provides a definition of the reigﬁionship’
between Venus and Adonis that is exclusionary. It is xXemoved
and protected from the daily course o»f life, as are ldvers
in the Castle. It is also a version of their love that excludes
the role of generation, that is, it teilf only a part of the
story. The Garden of Adonis contains this story along with the

_role played by both the lovers in the continuation of
generation. Thus, the version given here is a falsification or
misreading of the stoxry which involves a reduction of the text.
As William V. Nestrick points out, "if Spenser merely needed a
myth of seduction and wvoyeurism, he could have used the
Salmacis and Hermaphroditus myth outright. By twisting the

)

Venus and Adonis story into the Salmacis and Hermaphroditus -
nyth, he shows a perversion of love through a perversion\st,//ﬂ
'mfth.“ll Malecasta's reduction of the text provides stability
within desire, enabling the inhabitants of the Castle to
experienée desire without endangering their identities.

If Malecasta's text is a falsification of the story of
Venus and Adonis, it encounters a similar falsification in the
person of Britomart. The combination of the courtly code and
the s%o:y of Venus, which allows at once for the adoration of
the Lady and for the Lady as wooer, excludes the possibility of
the lady knighé. Britomart participates in the deception,
however, because she is unwilling to reveal her true sex, and

sends messages which Malecasta is bound to misinterpret. Partly

through her own protective colouring, and partly through the
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definition itself, Malecasta is encouriged to fall in love with
Britomart. - !

The first episgde of Book III heralds !hg start of a
procession of inconsistencies qu misunderstqnd{hgs. While the
figures enact the texts of desire, the narratiye itself
disrupts and fragments the stories of each of the‘figures. The
. chaotic structure incorporates, for the first time, a =
randomness that can seem purposergss and capricious. The
randomness of the narrative is often ascribed to the romance
structure, which is deemed necessary for the pre;entation of
"lovers deare debates." The inclusion of the "false archer" at
once excuses the disruptive narrative and pfgvides a rationale
for the duplicity and misunderstandings that take place. With
Cupid!( introduction, or even prior to it, comes the loss of '
stable \{dentity.l2 The "perplexities" of Books III and IV
. arise ffrom the blurred distinctions between figures and
definitigns, and the misperceptions that occur, frequently
because of misrepresentation.13 In ‘Book III, we énter a world
in which perception is less explicitly objective. Figuéés are
influenced in what they see by who they are. Truth is no longer
something that exists as an exterior reality. u

Statements in the narrative lead us to make distinctions:
distinctions between lust, false love, and sacred flame,
between Palladine and Argaﬁte, between Cambel and Triamond.

Frequently, however, we have difficulty making these

distinctions. Spenser ambiguously uses "“he" to describe the

pa
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participants in a conflict. Moreover, in the beginning of Book
III, Gﬁ?on and Redcrosse are "mistakenly" substituted for one
another. $evera1-“substitutive mistakes" occur in Book IV, as

Goldberg points out.l4 Besides the’' episodes in which one

' figure's name is replaced momentarily with another's, many of

the episodes involve substitutions of one kind or another.
False Florimell replaces the real one, and goes unrecognized.
Venus and Diana discover Belphoebe and Amoret instead of Cupid;
For a short time, Florimell replaces Gloriana as the object of
Arthur's quest. Triamond replaces Telamond, wﬁo never appears,
and Triamond, Diamond, and-Priamond substitute for one another
in the battle for Canacee. The tournament for her hand itself
is held to replace the violent fighting that is going on
between her lcvers,uand to resolve the question of her
marriage. In the cave of Lust, the old hag replaces Aemylia,
juPt as Lust appeared in Amyas's place. And Timias chases the
forester instead of Florimell, replaces)Arthur with Belphoebe,
and Belphoebe, in turn, finds Timias instead of the wounded
beast she had been pursuing. '

All these substitutions and "mistakes" occur in situations
in which desire has been manifested. The objects or subjects of
vielence and desire are replaced ;ith different ones. This
suggests that there are fewer differences between the figuree
'than the text itself leads us to belleve. For example, while

Britomart and Radigund are morally dlfferentiated the

descriptions of the tgp woﬁ%n are qulte\eimilar. Petrarchan

™
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metgph s are used to describe both, both are compared to wild
beasts, both run together wi rage" (V.vii.27-34), The
word "séluage" is used to describe h Aré;gall and Radigund,
and they ére similarly comﬁared to wild beasts. Many combatants
are compared to wil® animals of different sorts, and women are
often déscribed as deer or doves, chased by hunters or "saluage
beasts."15

Even in non-conflict situations, desériptions of different
figures have striking similarities. Amoret, Belphoebe and
Florimell all resemble one another. "A fairer wight did neuer
Sunne behold" (III.v.6) than Florimell, who is the "bountiest
virgin," and with whom none may compare in "steadfast ’
chastitie" (8). Belphoebe, "whom in perfect loue, and spotlesse
fame/0f chastitie, none liuing may compaire" (III.v.54) is also
beautiful. Amoret, "Of grace and beautie noble Paragone" is to
be "th'ensample of true loue alone,/And Lodestarre of -all
chaste affectione"(III.vi.52). While the, three figures may be
sajid to "unfold" different aspects of Britomart, or of Venus;
or to represent di%ferent aspects of love (chastity, love'and‘
beauty), the perception of them, at least, is remarkably
similar, and does not really differentiate between them.

The descriptions of lust, false love, and love 'are also
similar. All cause the same effects in the subject. The self
"burns” with love, is made melancholy when love is not

returned, suffers the same fire in the entrails. Although

Britomart and Malecasta may be characterized as good or bad,

Q ‘
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chaste or wanton; in desire, at least, they are the same.l6 as

Berger says, "At III.iii.1l Spenser distinguisées betﬁéen noble
and base love, but at the same time, in the cantos surrounding
this distinction, he degcribes Britomart's 'sacred fire' for
Artegali in terms which hake it identical to the elemental

. affections 'that move in brutish minds'."17

Books III and IV are structured by mimetic desire. That
is, they describe the pursuit of stable identity within the
texts of desire, texts which, while they provide a form or set
of precepts which can shape or structure identity, also
preclude accurate perception, and lead to "undifferentiation."
Although the text makes distinctions between true and false
love, between Florimell and False Florimell, these distinctions
tend to be in "name" only, and are blurred in the actual
perception of the figures and experience of the conflict. The
text undermines its own categorizations.

Allegorical exigencies require the reader to transform
Florimell into "Beauty"; it is she that arouses "heroic love."
At III.i.16, Florimell is described as an ill-omened star:

Still as she fled, her eye she backward threw,

As fearing euill, _that pursewd her fast;

And her faire yellow locks behind her flew,

Loosely disperst with puffe of euery blast:

All as a blazing starre doth farre outcast

His hearie beames, and flaming lockes: dispred,

At sight whereof the people stand aghast:

But the sage wisard telles, as he has red,

That it importunes death and dolefull drerihed.
Florlmell'sgklrst appearance as a star descrlbes both the

astonishment that Arthur and Guyon feel upon seeing her and the

Ll '
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nature of desire that she can ingpire. If she attracts men to

her because of her beauty, the desire they feel for her is
mimetic and destructive.l8® At first a sta; of evil omen,
Florimell, like Amoret, becomes a "Lodestarre," the opject that
guides the desiringz;ubject. She guides Arthur in his wandering
through the forest; when night falls, and he can no longer. see
her, his "boat" is without a "Pilot." Thus, within the text of
desire, the object becomes the focus of the desiring subject:
without it, he or she is lost. Britomart, unable to find
Artegall, finds herself tossed on a "sea' of grief.

Loue my lewd Pilot hath a restlesse mind

And fortune Boteswaine no assurance knowes,

But saile withouten starres gainst tide and wind: °

How can they other do, sith both are bdld and blind?

(III.iv.9)

For Britomart, however, it is Cupid himself who is the guide to
her wanderings. She is explicitly spurred by desire in her
search for Artegall. For Arthur, Florimell<is the quide; as
ﬁéauty, she‘is the "Lodestarre." He experiences ail of the
tempestuous upheaval that Britomart experiences; he is equally

lost withotit the object to guide him. -

In Books III and IV, the woman frequently appears as the

4
1

object in the mimetic triangle. She is at once "lLodestarre ﬁf
all ckaste affection" and "goodly pray," beloved, thrall and
;ommodity. Florimell, like a battle, is a "goodly meede" to be
won, possession of whom confers honour on the winner. She is
the first of many women who are represented as commodities and

of whom Hellenore is the most obviously absurd. Hellenore is

Ry
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kept imprisoned by her husband, who hoards her as if she were
gold. He impfisons himself at the same time, as Satyrane and
Paridell point out (III.ix.3-8). Her status as commodity is
further reinforced when she goes to live with the satyrs, who
handle her as "commune good." Goldberg points to Scudamour's
view of Amoret as commodity to suggest the nature of desire in
The Temple of Venus-episode.19 Her value is increased by the
difficulty he has in acquiring her. Yet, while she is an object
to be acquired, she is also his "patronesse," and he takes her
hand as a pledge of faith.

Thus, while the reader may view the woman as the beauty

‘'which inspires heroic love, this view is modified by the

treatment of her as a commodity and a thrall. While beauty may
be made in the image of God and able to reflect the beauty of
the soul, its effect is neutralized by the relativization that
is engendered by mimetic desire. In "antiquity," truth was the
measure of beauty, and chastity was "blameless" and

unassailable:

But antique age yet in the infancie

Of time, did liue then like an innocent,

In simple truth and blamelesse chastitie,

Ne then of guile had made experiment,

But voide of vile and treacherous intent,

Held vertue for it selfe in soueraine awe:

Then loyall loue had royall regiment,

And each vnto his lust did make a lawe,

From all forbidden things his liking to withdraw.

(;\stiii.so)

During this time, the lion and the lamb consorted%éogether

without bloodshed. Then there was peace, and "true" love, and

.
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an absence of the conflict ihd disruption that desire, inflicts.
The "beast™ and its "prey" could abide together.

Then beautie, which was made to represent °

The great Creatours owne resemblance bright,

vnto abuse of lawlesse lust was lent, ’

And made the baite of bestiall delight:

Then faire grew foule, and foule grew faire in sight,

And that which wont to vanquish God and man,

Was made the vassall of the victors might;

Then did her glorious flowre wex dead and wan,

Despisd and troden downe of all that ouerran.
(IV.viii.32),

While Amoret may be one of the few "plants preseru'd through

heauenly ayd" (33), the fact remains that it is the "use" of

. beauty that defaces it, and causes it to decay. Beauty is made

the "vassal of the victors might" and is no longer an outward
measure of "true" love.

Elorimell and Amoret become objects in the mimetic
triangle, polarizing onto themselves the desires of many men.
The fact that tﬁey, like the False Florimell and Hellenore, are
consideéed "vassals" or "thrélls" indicates the degree to which
they are appropriated by the texts of desire which designate
the possession of such objects as necessary to "honour." While
there may be intrinsic differences between Florimell and False
Florimell, these differences are realized only in part by the
knights who desire themn.

Amoret's and Florimell's fear of the knights that pursue
them has been attributed by critics to their inability to
distinguish between good’and bad knights. Amoret cannot
differentiate between Scudamour's "true" love and Busirane's

"false" love. Florimell flees indiscriminately from the
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forester, Artnui and Guyon: the witch and her éon, ﬁhe Hyena,
and the Fisher. She does not recogn;ze Arthur's "goodness," nor
the fact that he wants to succour her. Instead, she, flees from
him as from a "saluage beast," for which she is equally a prey.
She recognizes only the danger that desire poses to her.20 vyet
Arthur, like the others, regards. her aéva goodly "pray" or’
"meede”; he, like them, is inspired by mimetic desire.
Therefore,. we may perhaps conclude that, if qurimell cannot
perceive any difference betweern them, they are, in their
desiring condition at least, indistinguishable. ‘

The lack of di:ierentiation perceived -by Florimell, and
inherent in the ambiguous use of "he" to describe figures in

i

conflict, and the comparison of desiring/knights to beasts of

7/

prey, points to the loss of identity in tﬁe sacrificial crisis.
While the knights may seek identity within the text of
chivalry, the text requires them to do Séttle to establish that

identity, and within the conflict, as the participants are

~ consumed with rage, identity is lost. This fact is particularly

evident in Book IV, in which the round of competition for an
object, followed by competition to prqve which object is
desirable, is intensified. One conflict is substituted for
another as the knights meet and clash in different s
combinations. Paridell and Blandamour substitute for each other
in these clashes, each hoping to see the other discomfitted.
When Blandamour actually succeeds in winning False Florimell

from Sir Ferraugh, Paridell's "hart with secret enuie gan to



swell,/And inly grudge .at him, that he had sped so

’

well®(IV.ii.7). ° ' B

-~

When Ate discovers, Paridell's desire, she finds "fit

. opportunity/To stirre vp strife"(11) and encourages him to

fight Blandamour for the prize. The erstwhile companigns turn
on each, other.” Ate and Duessa urge them to

...fight for honour of their 1loue,

And rather die then Ladies cause release. 5
With which vaine termes so much they did them moue,
That both resolu'd the last extremities to proue. (19)

?

The two false knights would fight to the death to establish

" their "rights" to the lady. The Squire of Dames attempts to
& '

calm them, blaming the "ladies" for not acting "t'appease their
anqu hate" (20), and introduces the todrnament for the cestus
of Florimell. The renewed challenge from the exterior offers
them a chance to "saue" their lady's honour, and "win more
glory" than they can against each otheé. They "pledge" their
faith to each other, and abate the "flames of malice",
promising "battell strong to wage/Gainst all those knights, as
their professed fone,/That chaleng'd ought in Florimell, saue
they alone" (28) .Paridell and Blandamour, wanton lovers and
faithless friends, are defined in conflict alone.

Their Story is followed by the story of Cambell. and

Triamond, in which the object is agdain mimetically defined.:

Cambell holds the tournament to decide who shall have the hand

0f 'his sister Canacee. She, like Amoret and Florimell, is

‘beloved of many men, and much bloodshed has alreédy taken place

[

4
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over the issue of her hand (IV.ii.37). The tgﬁénament is to

L

substitute for this violence and finally resolve the dispute

over the object. Cambell will battle with three stout knights,
chosen from amongst the troop of lovers, "And of them all the
victour should his sister;take"(38).

Triamond, Diémond, and Priamond engage themselves in the
conflict. When the first brother dies, he infuses himself into

: Y
the next one to fight; Cambell, for his part, is protected by

L] (3 \ L s a 3 (]
- his sister's magic ring, which renews him whenever he is M

mortally wounded. The issue is posited in such a way as to
infiflitely defer a decision, since ‘neither will give way.

Canacee presides over the fight, placed high:'where she is in
clear view of the fighters. The situation-is resol;ed by

Cambina, who, unable to pacify the fighters with words, strikes
them with a magic wand, which "astonishes" them enough to
interrupt the fighting(IV.iii.48). She follows with "Nepentheﬂ')»

. ..a drinck of souerayne grace,

Deuized by the Gods, for to asswage

Harts grief, and bitter gall away to chace,
Which stirs vp anguish and contentious rage:
In stead thereof sweet peace and quiet age
It doth establish in the troubled mynd.

Few men, but such as sober are and sage, -
Are by the Gods to drinck thereof assynd;

But such as drinck, eternall happiness do fynd.(43)

-

The drink banishes the rage from their troubled minds and
replaces it with peace. Canacee, seeing the accord, descends
jfrom her lofty chair," and the four pledge friendship, "in
perfect loue, deuoide of hatefull stfife,/Allide with banlis of
mutuall couplement' (52) . The deadly.triad is replaced with two

b
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pairs. One set of bonds is replaj[!;i'with another, and identity
is re-stabilized within inclusive friendshi-p. The text of
knightly competitidn ils replaCed' by that of knightly accord, as
gictated by Cambina. Now Cambell and Triamond become "texts"

for each other: as Goldberg points out, Cambell and Triamond

' tell each other's stories, and defer to each other's identity.

8

After the resolution, however, the knights and their
ladies are replaced »into the cycle of competition. The
tournament over the False Florimell grovides a further
opportunity for conflict, and the four bgcdme part of a long
list of people proceeding towards it. Thus, in spite of the - .
fact that the conflict is resolved in friendship, and the
knights find new identities .in frienchyship, this does noF
érevent their entry into renewed conflict. While they make a
new law within the group, the knightly accord which gives them
identity in their relationship to each other does not preclude
the need for identity in conflict. Unlike Paridell and
Blandamour, however, their identities are not defined solely in
conflict; the friendship ocf lParidell and Blandamour collapseé
when there is no exterior conflict agalnst which they can
unite The tournament and beauty contest for the sake of
"Flprlmeil.l" attempts to decide the issue:; when outwardmeasures

ar:.e”ignored, and False Florimell is awarded Florimell's cestus

(which she and most of the other women present are unable to

"clasp around their waists), the ability of the conMict to

-

resolve anything is undermined. Britomart, the most able of the

SN
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knights, does not want Florimell and takes Amoret in her stead.
Triamond and Cambell prefer their ladies' love. Artegall has

left the grounds filled with anger at his defeat by Britomart
and inability to gain False Florimell. The judges are left with
no one to award her to. Even her own choice does not resolve

the conflict, since the knights refuse to accept the fact that

someone else posseséés her. The conflict for the."fairest" X,
object and the "manliest" knight does not provide any final

resolution, but simply gives further opportunity for dissention

%

and upheaval. »

The pyoliferatjon of -violence and‘conflict illustrates the
contagiousness“of desire. Corflambo provides the most cogent
example of this: the flames that burn in thé hearts and on the -
armour of others buén in his eyes.

This mightie man... , 43

Of an huge Geapuntesse whylome was bred:; * )
. And by his strength rule to himselfe did gaine

0f many Nations into thraldome led,

And mightie kingdomes of his force adred;

Whom yet he conquer'd not by bloudie fight,

Ne hostes of men with banners brode spred,

But by the powre of his infectious siyht/ .
With which he killed all, that came within his might.

Ne was he euer vanquished afore,

But euer vanquisht all, with whom he fought;

Ne was there man so strong, but he downe bore,
-Ne woman yet so faire, but he her brought

Vnto his bay, and captiued her thought.

For most of strength and beautie his desire
Was . spoyle to make, and wast them wvnto nought,
By casting secret flakes of lustfull fire

From his false eyes, ifaito their harts and parts
entire. (IV.viii.47-48)

S ./
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Corflambo brings men and women into "thraldome" through desire, -
which wastes and binds them. The power ofosight is the agent of
contagion by which‘aeﬁire is sown. Corflambo, as the source of
"infection," becomes a paradigm for both the process and effect
of mimetic desire. By communicating desire, he imprison; those
he sees. The words “"thrall" or “thraldﬁme“ occur frequently in
conjunction with desire2l; to desire is to be "subjected."

As Hamilton points out, Corflambo's contagioug and flaming
eyes are similar 39 Argante's, whose "firie eyes with furjious
sparkes did stare,/And with blasphemous bannesﬁhigh God in )
peeces tare"(III.vii.39). The Hyena, Lust, Argante and
Corflambo act as "mohstrous doubleé‘" extreme examples of
desire tgpt must be destroyed, since t;ey pose a danger to the
human community. Between them, they enact the cycle'of
consumption and substitution that is mimetic desire.
Corflambo's contagiousness is one aspect of the cycle. Argante
and Ollyphaunt image the extremes of male and female desire
which respects no bounds; Argante's incestuous relationship
with her brother is added to her unending consumption of ybung
men, whom she imprisons and defiles. Even this is insufficient:
she "suffred beasts her body to deflowre:/So whot she burneq'in
that lustfull fyre,/Yet all that might noé slake her ;ensuall
desyre" (III.vii.49). The only one who can '"that Monster match
in fight" is Palladine, "that is so chaste a wight" (vii.52).

Palladine and Argante form two ends of the continuum of female

desire: one is the extreme of chastity while the other is the _
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extreme of devouring lust. Yet the Squire of Dames, who has
been rescued from Argante's clutches by Sir Satyrane, is as
"gubject" t9 desire as she is. As his name intimates, his
identity is derived entirely from his relationship to women:;
:‘his quest is a never—-ending search to find enou&h chaste Wbpen
to off-gset his previous record. Both of these attempts, the
first to succeed and the second to fail, are instigated by his
beloved.'He accept substitute objects as a matter of course.

The Hyena, as another agent of lust, enacts the attempt to
possess and consume the object. He is a precursor of Busirane's
willingness to kill Amoret if he cannot have her. The Hyena
also accepts substitute forms of the goal and de;ours
’ Florimell's horse since he cannot devour Florimell herself. The
fact that he is a beast, and does not discriminate between
woman and beast recalls the many instances in which knights are
compared to beasts of prey and the object of their hunt is .
compa;gd to a helpless dove or deer.

Lust adds rape to consumption, and combines both Argante
and the Hyena. Amoret and Aemylia are imprisoned within his
dark cave, saved only by the continual substitution of the old
;;g. His entire existence is sustained by devouring female
flesh; he is\indifferent, however, to the exact identity of
the object. According t Rocge, “"this Lust 'is an external
qualify, more specifically, rape, and the episode is an
exemplum of the dangers of unprote;ted beauty." He notes that

the figure is "clearly emblematic of the male genitalia."22

-
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Indeed, Lust is described as a "wilde and Qaluage man,/YeE was
no man, but onely like in shape" (IV.vii.S5).

The icénographx of Lust associates him with the wild man:
and the figure of Lust, according to Hamilton.23 For William
Oram, however, "Lust is made bisexual because it embodies all
sexualudesires, male or female; it becomes a demonic parallel
to the bisexual Venus of canto x."24 oram points to the "wide
deepe poke, downe hanging low" as evidence of the bisexuality
of Lust. The péké, or bag, symbolizes the female genitdiia. The
wildness of Lust is a characteristic not limited to maie
figures: Radigund, Britomart and other figures are described as
bears and tigers when they are doing battle. In this situation,
his physical charaﬁggristics, while describing the allegoéical
figure of Lust, also serve to remind the reader of the
ambiguous nature of desire. He is primarily male, since he is
assau;fing female~figures, but his female characteristics also
point to the lust that may or may not be contained within then.
His assault figures both tye assault of male desireq,énd the
assault of desire upon the identity of the subject.

‘ The poke and the nose describe both the attempt to enter
into the identity of the other and the attempt to assimilate
it. The ambivalent oscillation between these two impulses
generate both consuming love and.consuming hate;pihey are
different versions of the attempf—to "posseéss." v

Belphoebe, like Palladine, is the only one who can defeat

Lust, since she is perfectly chaste. While Timias can wound
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him, only Belphoebe can actually kill him. Belphoebe does not
differentiate between the different degrees or kindé of desire:

to her, all desire is one. Therefore, ‘she "reads" Timias's

+ ¢compassion for Amoret as a kind of lust. Like Florimell, she

N

does not discriminate between those who show evidence of

desire.

-

The‘"monékrous doubles" that form extremes of consumption
(both they and others are "consumed" S& desire) act to reflect
the flames that burn in the hearts and entrails of the figﬁres
in the text.25 Paridell has flames depicted on his shield, and
he, like Scudamour and Britomart, burns with desire. The |
greediness of the "monstrous" figures is a bodying forth of the
"greedy desire" displayed by almost every figure that enters r
into conflict. The incitement to conflict is often cadsed by
envy rather than purely by love.-The words ""greedie gesire"‘and

"envious rage" occur frequently in conflict and hunt situations

" from the beginning of Book III. According to Berger, "Eros as

desire is a metaphor traqsferred from the area'of human
consciousness and used to suggest the imperfection or lack of
fulfillment which keeps things straining towards the future."26
It is the lack of perfection, the sense of loss of intact
i&entity, which impels the subject towards the other. The
subject is the excluded victim, greedy and envious.

{

Berger lists a number of figures in The Faerie Queene who

display the characteristics of the "have-not." "Malbecco,

Busirane, Ate, Slander, Radigund, Envy, Detraction, the Blatant
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Beast, Mutabilitie, and the speaker in several poems" all
exhibit jealousy and envy.27 Malbecco becomes "Gealosie"
incarnate. Ate and Sclaunder are envious as well, but rather
than attempting to gain their own desires, they attempt to
déstroy the happiness of others. They attack both the
identities and loves of other figures, trying to poison an&
perceived completeness. They thrive on "contentious ire."

The state or condition of the have-not is not limited to
theset figures: many, if not all, of the desiring subjects in
these two books display "greedie‘rage" or envy at some point.
If the frustration. inherent in desire is imbedded in the
experience of exclusion from the perceived paradisa.oﬁ the
othgr, then Britomart, Timias, Paridell, Blandamour, Malecasta,
Arthur, Guyon, and Proteus are all possessed by the "hatefull
hellish Snake" characteristic of unrequited love. The "greed"
or rage displayed in small part within them is figured forth in
the, consumed and consuming images of Argante, Lust, Corflambo
and Busirane.

The close relationship between love, "greedie" rage, envy,
and "despight" arises out of the lack of stable identity
inherent in the nature of desire. The subject sees himgelf as
excluded from the paradise of the achieved objectf he has not
found his identity within the text of desire. Whether stability
has been lost as a result of desire, or whether it is not yJE
gained, the desiring lover is in a state ofrflux, of violent

oscillations of emotion. Paridell is extremely susceptible to
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these oscillatioﬂs: Ate incites him to violence by attacking
his sense of idenfity, encouraging him to believe that oéhers
possess the objects that are rightly his. His exclusion from
Malbecco's dwelling has a similar effeng\mhe'gates, firmly
closed against him, prevent him from achieving the desired
shelter. In both cases, a perceived obstacle threatens’his
sense of identity, subjecting him to “storms" of emotion. The

obstacle is a rival for that identity who must be overcome at
\

\,
N

all costs.

The obstacle is the element which is perceived as
"excluding" the subject from the intact paradise of his
desires. The encounter with the obstacle fuels the flames of
desire, and incites violence. Physically, e Faerije
images the obstacle in the form of barriers and gates. The
concentration of these imagés in cantos ix through xii of Book
IIT suggests their importahce in the overall structure of
desire.

The first incident of the kind occurs when Satyrane, the

///fgquire of Dames and Paridell attempt to seek shelter in
Malbecco's Castle following Satyrane's capture of the Hyena,
and the rescue and tale of the Squire of Dames. In III.viii.
52, they knock at the door of the Castle and are refused
edtrance; In IIX.ix.3, Malbecco, who suspects his wife and
hoards her within "yron bands" and "brasen walls," imprisons
himself within the text of his desire. Because of the threat

. that other men pose to his security, he refuses hospitality to
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the knights. His refusal enrages the knights; they assault the
gates and are unsuccessful. )

The first exclusion (vii.52) is followed by the story of
Malbecco and Hellenore penned within the walls; this is
followed by a more "threatful”™ demand for admittance. A second
denial prefaces the storm that blows up suddenly and forces the
knights to retire to a swine shed near the gate. The desire of
the knights to enter is %ncpeased by the knowledge of
Malbecco's resistance té their entry. The storm that blows up
may be likened to the storm of emotion that afflicts all of the
excluded desiring subjects in ok III, including Britémart
just prior to her encounter with\Marinell. It occurs only after
the refusal.

Soon afterward, another knight is compelled to seek

shelter.

Like as the rest, late entrance deare besought;
But like so as the rest he prayd for nought,
For flatly he of entrance was refusd,

Sorely thereat he was displeasd, and thought
How to auenge himselfe so sore abusd,

And euermore the Carle of curtesie accusd.

i

But to auoyde th'intollerable stowre,

He was compeld to seeke some refuge neare,

And to that shed, to shrowd him from the showre,

He came, which full of guests he' found whyleare,

So as he was not let to enter there:

Whereat he gan to wex exceeding wroth,

And swore, that he would lodge with them yfere,

Or them dislodge, all were they liefe or loth..:
(12-13)

None of the occupants of the swine shed will let "him® in,

though all wish "him" to cease boasting. Paridell issues out
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.o .lik% as a boistrous wind,

Which in th'earthes hollow caves hath long bin hid,

And shut vp fast within her prisons blind,

Makes the huge element against her kind

To moue, and tremble as it were agast,

vntill that it an issew forth may find;

Then forth it breakes, and with his furious blast

Confounds both land and seas, and skyes doth

ouercast. ‘ (15)
Paridell "vents" his rage on Britomart, and she defeats him.
Satyrane pacifies their "ire" with "faire treatie", and they
turn against the "Castles Lord." The desire, fuelled by -
exclusion, is to be turned against the gates, which they will
\

burn "with vnquenchable fire." Malbecco, seeing their
intention, lets them in, and mollifies them with lies about
servants.

Paridell then lays further siege to Hellenore's heart.
According to Berger, "Paridell's incendiary art is a warfare
aimed as much against the object of desirgﬁas against the
husband. His 'deedes of arms' consist of 'continuall battery!
aimed at bréhching the fort (x.10)."28 The story of Troy,
recited by Paridell, contains further instances of the,
breaching of walls. Helen and Paris are safely penned within
the walls of the city. The Greeks assault from the outside. The
city is burned down, as Britomart and the other knights had
threatened to do to the walls of Malbecco's castle.?9

The series of exclusions, accompanied by flames, and the
whetting of desire, forms a comprehensive illustration of the

effects of desire on the figures. Malbecco is a prisoner of his

‘desire, while Paridell is a prisoner of his reading of the
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story of Troy. He, like Britomart, traces his descent from
ffoy, but Paridell is linked directly to Paris, who likewise
discovers his identity in desire, and to whom Venus awards -
Helen as a prize. The taking of this particular prize engenders
long years of bloodshed (IXI.ix.34-35). Paridell reads in this
episode a carte blanche to seek after ladies' love: he sees
himself as another Paris. Although he recounts the stories of
bloodshed for Helen's sake, what he emﬁhasizes is the valude of
the much-desired Helen. Britomart's reading emphasizes the -
founding of Britain and recognizes the needless bloodshed; she
recounts a long history, finally fruitful, of desire and
violence. o

One further instance of extlusion follows: Britomart comes
upon Scudamour, who is languishing outside the gates of the
House of Busirane. He is unable to pass through the gatés
because 6f the wall of fire that the enchanter has placed
there. Instead of being caught in a thunderstorm, Scudamour is
caught in the storm of his own emotions. Britomart divides the
fire and passes through it. Scudamour

...likewise -gan assay,

With greedy will, and enuious desire,

And bad the stubborn flames to yield him way:

& But cruell Mulciber would not obay

His threatfull pride, but did the more augment

His mighty rage, and with imperious sway

Him forst (maulgre) his fierceness to relent,

And backe retire, all scorcht and pitifully brent.
(xi.26)

Scudamour's failure causes him to dissolve into grief; the

e
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combinatian of sorrow and madness in "the burning torment"”
cause him to beat his head on the ground in utter frustration.

The disintegration of the excluded subject, and the
extreme desire or "burning" passion that he feels, are linked
to the violgnce of the conflict over identity. Spenser
repeatedly demonstrates the association between the two,
particularly in cantos vii. to xii of Book III, where the
metamorphic effect of the loss of identity in desire is coupled
with the violence that occurs in the attempt toa gain the object
as prize. Proteus changes shape many times in order to win
Florimell; Paridell draws the association between woman as
prize and war; the ta}:estries in the House of Busirane contain
images of the wars fought in the name of love, and the effect.
of desire on the subjects of "love's cruel law:" The —
ass'ociat%ion of desire,:greed, and envy, discussed earlier, '
demonstrate the extent to which desir."e is the result of an
exclusion from the text ofh identity, a text perceived as
possessed by the othér or the rival. T,

Thé tapestries at the Hou;e of Busirane picture forth an
interpretation of desire which reads it as "metamorphié.™ That
is, it sees the effects of desire as destructive to the self;
the self must possess the other, or die. The gods in the
tapestries change their shapes with willing randomness to

accommodate themselves to the identities of their beloveds,

whether they be 'fswans, cows, or reluctant nymphs (III.xi.29-~

\

\

~—
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46) . Cupid, the "victor of the gods," is desc ribed as if he
were a Titan. The tapestries encapsulate "all Cupids warres'.
And cruell battels, which he-whilome fought

Gainst all the Gods, to make his empire great;
Besides the huge massacres, which he wrought

. On mighty kings and kesars, into thraldome brought.
‘ (IIX.x1i.29)
Cupid's wars, as depicted here, destroy both order and

identity. In the conflict between the gods, he is the victor

~“and agent for the proliferation of desire. Differentiation is

lost as war and desire become one.

Kings Queenes, Lords Ladies, Knights and Damzels gent
Were heap'd together with the vulgar sort,
And mingled with the raskall rablement,
¢ Without respect of person or of port, #
. To shew Dan Cuplds powre and great effort...
. (III.xi 46)
The tapestries portray, wrought in "rich metall, as they

liuing were:/A éﬁousand monstrous formes.../Such as false loue

doth oft vpon him weare, /For loue in ;ngggggg_mgnggxéﬁg;fg;mgg
doth oft appeare"(xi.51;emphasis mine). The "thousand monstrous
formes" are the new identities in desire of the subjected
lovers, the forms of desire itself, and Cupid. It may, in fact,
imply that the desiring subject is rewritten as desire. That
is, in Girard's terms, desire becomes the subject: the human

subject is lost. The versions of desire presented here are the

opposite of generative. The walls are hung with the "warlike

spoiles" and "prayes" of captured "Conquerors and Captaines
strong," whose weapons have been broken, and laurels trodden

into dust "with fury insolent,/To shew the victors might and



. All who are caught in its net lose their shape and are

merciles_se intent" (xi.52). Those who subject themseslves to

desire have "wrought their owne decayes." .
. . 1] ‘b "
Desire, or at least this reading of it, leads to death.

-
reconstltuted as one of “the "thousand monstrous formes." Theéy

become impotent players in the larger text of desire which
writes their roles for them. There is no life, although the

figures are "as liuing." The halls echo, and any life is
simulated. Rivers of ‘blood flow through the tapestries,. and
life is poured out for the sa,ke‘of\desire.

The extremes of lust:'posited elsewhere by Spenser are
examples of the metamorphosis of identity caused by desire.
Argante, Busirahe, Lust, Corflamho, and others are examples of
identity as created by desirs: the self is defj:ned solely in
its state of eternal hunger sfor the separate and ifaccessible
other. Consumption never satisfies, apd no possession is ever

absolute enough to bring about the desired stab The

"monstrous doubles" are figures for the self as rewyitten by
desire. Glauce's attempts to return Britomart to har 'sopsef
after she falls in lov,e with Artegall fail because, ip
Britogart, "no powre/Nor guid;nce of her selfe in her did
dwéll"( ii.49). Fortune and love, the "lewd boteman" become her
twin blind gﬁides. Desire has rewritten her; Britomart becomes
"entire affection." '

Metamorphosis, Ovid's end result of desire, is in fact a

present condition of desire in Spenser. That;nis, the extremes
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of lust and melting icg\'re are inherent in the first term of

Y

desire. The deéiring subject has already un;ie;:gone a kind of

mefamorphosis in the loss of stable identity. Britbmart herself
I'd

becomes "entire affection," and the prox}mity of the stories of
Myrrha, Biblis, Pasiphae, and Narcissus to her_own suggest the
degree to which metamorphosis is possible. €imilarly, both '
Amoret and Florimell,. . fleeing from lust in one shape, or
another, are compared to metamorphic fighres. Florimell, ~» ,
pursued by the Hyena, is compared to Myrrha and D\aphne:

Not halfe so fast the wicked Myrrha fled

From dread of her reuenging fathers hond: .

Nor halfe so fast to saue her maidenhed,

Fled fearefull Daphne on th'Zgean strond,

As Florimell fled from that Monster yond..¥ '
(ITI.vii.2e6)

[

9
Amoret, pumsued by Lust,

“

“...makes her feare a spur to hast her flight:
More swift than Myrrh' or Daphne in her race,
Or any of the Thracian Nimphes in saluage chase.
< _ : (IV.vii.22)
Myrrha and Daphne, extremes of lust and chastity, are both
pursued. The Thracian nymphs, on the other hand,' are the
1]
pursuem®ms: they rend Orpheus limb from limb, literally
shattering his 'identity. All of. these women, innocent or
guilty, are turned into trees, and the tree is probably the
most extended metaphor associated with Britomart in cantos ii —
and iii of Book III.30
\The fear ©of metamorphosis is inherent in the experience of

desire, since the self disintegrates in the attempt"td gain
entry to the other through the vehicle of the text. In the
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grocess- of attemptir;g to gain identity through the text, the
self actually loses-identity. Thus, the monatrous deubles of

€

desire, which figure the "monster" as the dgent gf desire and

the threat to the self, are instead represen?ati‘onp of the

¥
state of the self in desire. Britomart's boat; tossed upon the;

(9

" sea, images the violent oscillations of emotion experienced by

the desiring subject (IIi,iv.lz) .
- . The turbulence of desire is vented on the rival, ‘as.we \

have éeen. The knights compete for the same objeczt_a and. the
same ide?titie"s; within the competition, dif}ferantiatioﬁ
disappc;az;s. The rival becomes a mode_l—obstz;cle whieh prevents
the self's' ccession to the text of desire through )zoossession‘
- of the object. In his defeat, Malbecco is transformed into

1 - ] . ; ‘ )
‘ . "Gealosie," losing all former identity because of his loss.

Britomart similarly sees Marinell as a mode‘l-obgtacle, blbcking
" her way. While she had been consumed with "tempestuous” gricf
her grief is converted ta\:aga upon the’ sight of Marinell. She
assaults and defeats him. He becomes the sacrifice to her

desire: ) -
Like as the sacred Oxe, that carelesse stands, o
With gilden hornes, and flowry girlonds crownd,
. Proud of his dying honour and deare bands,
. . Whiles th'altars fume with frankincense arownd, ‘
' . All suddenly with mortall stroke astownd,
Doth groueling fall, and with his streaming gore
- . Distaines the. pillours, and the holy grownd, &
*And the faire flowres, that decked him afore;
So fell proud M_grinell vpon the pretious shorb.
: 9 (17)

o The ins,tz;bility of Britomart's identity, is résolved by the

conversion of desweance. Marinell, a clear and
° . :

\

-

A
- . - —
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present obstacle to her purpose, becomes the sacrificial
victim. In "gacrificing" pimt Britomart regainé'the‘s;hse of
form and direcEion that had previously been lost.31

- ]
Conflict renews the sense of form lost in desixe by

. providing the desiring subject with the opportunity to break

through the barrier that’stands between him and his object.

The subject sees himself as thd victim, assailed by rage and
;nvy, excluded from the orbit of the object who would bestow on
him the stable identity that he*desires. The woman as prize and’

thrall within the text of desire is a primary indicator of the
<

,subject's identity. If the woman°contains-the text that

- -
excludes the desiring subject,. then she acts at once as object
and model-obstacle, and stands in-dagaer of becoming the

sacrificial victim. She is the scapegdat for the torment and

/

chaos afflicting the lovers who desire her.32

" The House of Busirane episodgrillustrates the place in the
14
sacrificial crisis of the object as sacrificial victim.
3 : iy
Scudamour, the desiring subject, languishes outside the gate,

unable to enter because-of the fierce wall of fire. Busirane,
inside, busily tortufes Amoret to gain entry to her heart:. His
obstacle is her love for Scudamour. Here, the metaphoric “yron.
-bands" and'"braéen walls" thagfiﬁ;rigon Hellenore become real:
Amoret's "small wast" %s ";I;; round with yronlbands“—and she
is attached by them to a "brasen" pillour (¥II.xii.30). ~
Bhairane, as Hieatt points out, is associated with Busiris,

renowned forrhis inhospitalit& and his sacrifice of strangers.
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He, like Argante and Corflambo, represents an extrem@ of
. -

devouring and violent desire.33 ‘

™ Busirane attempts to remove Amoret's love by working his

1

charms upon her. She is led forth in the Masque with her heart,

divided by a dart and laid, bleeding, in a silver basin. The '

attempt to gain access to her heart takes the form of phylical
. ' assault. Because Amoret will not redefine herself to inolude
Busirane as her 1over, he works his tortures upon her.

' The meaning of this episode in the context of desire in
Books III and IV %s subject to much dispute.3?4 The Masque is
often seen as a representation of feq;le or male sexual N
fantasy.35 Eewin Greenlaw sees the Masque as a version of the
Grail story, "a ritual in honor of a god."36® Whether the Masque
is a representation of the "vengeance of male sexgelity on Xhe
chastely reticent female"37 or of Amoret's geaf of that
vengeance, it is still a theatfical presentation created by

Q Busirane, one which carries Amoret with it as its érize; She is
&ragged unwillingly, with fainting feet, and with her blood

. pouring out into the silver basln:'According to Kenneth Gross,
the figﬁre "converts theatrical displty into an unﬁgiy rite of
IiviA; sacrifice or necromancy, a parodic mass."38 1f cupid is
- the only "victor" in the House of Busirane, then Amoret is the

sacrifice.made to his power. He rides in the Masque, delighting
in hen;sufferings, just as he delights in his déteat of qhe

gods {h the tapestries. Whether the tortures are a result of

0 -

- =} .
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her own fears, or of Scudamour's or Busirane's over-

lustfulness, -Amoret remains a prisoner ofodesire. ‘
)
Wwithin the wa¥ls of the House of Busirane, the religion of

love reveres Cupid. If, as Fowler notes, Paridell and Helleno®e
celebrate "é parodic sacrament, with liturgy drawn from
ovid,"39 then the progress at the House of Busirane, ig more |
l1ike a ritual of sacrifice. Busirane would rather kill Amoret
than lose her; if he cannot win her will, then no one will have
her. She i; both object and victim. )

The idolatry inherent in this episode, then, makes of

[ 4

Cupid a supreme god, and of the woman a sacrifice. Alloére‘

subjected unto Cupid's law. Yet this cruel law is 1argelj a-
—

._result of man's self-creations. It is the texts of desire that

determine the results. Bérge; and Quilligan both emphasize the
role. of literary pr?duction in the representation of desire at
the House of Busirane.49 According to Quilligan, "Busyrane's
instrument of tortura is his lyric pen."4l Amoret is "penned"
w;}hin the House; her imprisonment in desire is a result of the
verseé written_by Busirgne with her blood. Thus, she, iike .
Scudamour, is the prisoner of a text. Scudamqﬁr and Busirane
ﬁF“ both excluded éubjects: the inhospitability of Bus&rane
yields to the "inhospitability" of Amoret, who will not give
Busirane her love. Britpmdrt, unlike Scudamour, is able éo
enter into the House of Busirane. Although she fears that "we a
God inuade," she raises.the shield‘before her facé and the
flames divide arocund her. Unlike Scudamour, she is not subjecéJ/

L]
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to greedy rage or envious desire, because she does not seek to
possess.Aﬁoret for>hegself. The flames at the gate do not burn~
her because they are not echoed within her. Britomart acts to,
liberate Amoret ‘and Scudamour froﬁ their imprisonment in the
Eexts~gf desire. By making Busirane reverse his "Qersis," she
is able to free Amoret, and restrain Busirane instead. The dart
falls from Amoret's, heart and she is restored to "perfit hole."
As she had been divided before by the assault upon her will,

now she is released from the texts that had confined her. The

‘texts in fact vanish: the walls of the House afe bare, and the

fire that had guarded the gate has gone out. In the 1590 ending

of The Faerie Queene, Amoret joins Scudamour outside the walls,
2

and théy melt together to form the image of the Hermaphrodite,
still as "senqeless stockes." Britomart watches them, half
"enuying their bless." She, having rescued Amoret, frgh the
House of Busirane, is excluded fro; the uhionn‘According\to
Gross, for Britomart, the hermaphrodéte "means not possession
but lack and désire, a happiness that fate denies her,- a
merging of sexual identit}éé to which hef own cross‘drehsiqg is
at best an uneasy stepping stone."42 The reoccurrence Qf envy
here signals us that the' desire for the intact paéadisa is not
conquered, but restated. When, %n Book IV, the hermaphrodite .
becomes the self-containing statue of Venus, we see tﬁat the
ambition of desire is to become similarly self-contai?ed, to

<

obtajin a state .that "needeth other none."

o
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Th‘ combination of idolatry and envy with the
traginntation,and alienation of the desiring sﬁbjéct, signals
b g
the extent to which desire is a product of tex{s and the

objects of desire are_influenced by the self-creating *

imagination. In the 1596 Eggxig_huggnga Britomart frees Amoret

from her imprisonment in male,poetics, only to find that

Scudamour has lost the faith, and %anished. Scudamour's " ’

disappearance makes way for his jealousy of Britomart and fear
tﬁat Amoret is unfaithful to him. Amoret is replaced within_a
different kipd of tekt, in which she is at once sacred victim,
and médel-obstacle,'tﬁe bestower of the intact paradise of his
desires. The desire of the subject for identity within the text '

through possession of tﬁe other beconmes the desire for intact

-

[ 3

haraissigm. .
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1. John C. ﬁean, "Making the Daemonic Perg%nalz Britomari_iff\\[

Lové's Assault," Modern lLanguade Quarterly 40 (1979), p. 242.

.

2. Lesley W. Brill discusses this aspect of Book III in

“Battles That Need Not Be Fought," English Language Review 5
(1975), pp. 198-211.

3. The pqwer of Acrasia offers a similar threat and agcéunts )
for Guyon's fierce destruction of the Bower. :

4., The first definition occurs in fanto,4{. In the conflict with
Guyon she is represented as and understood to be a male knight.
Outside the Castle Joyeous, she enters into the definition of
male knighthood stated by the six knights, even though she
denies part of-their definition when she says "Love haue I
sure...but Lady none." Within the Castle, she is ambiguously
male and beautiful, and attracts the desire of Malecasta. We
know she is a female, as we do after the battle with Guyon, but
thé figures with whom she interacts do not kndw the truth. To .
Redcrosse, she represents herself as Artegall's enemy, and as a
woman who has learnt the lore of arms since she was taken "from
Nourse's pap," which, unless she was just taken from the + '
breast, is untrue. The statement could be intended
metaphorically, meaning nurse's care, which, since we see
Glauce,caring for her charge in the nest in canto i{ii, 'would. be
truer.- Yet, since Glauce is still nominally with her, the care
has not ceased. She is next represented as a sickened helpless
lover, then disguises herself to meet with Merlin. Finally, she
is a "destined" bride, and she dons Angela's armour as a
"martial mayd."

§
5. According to Goldberg, identity is derived from the
structures of discourse, that is in the interaction with other
selves, or groups of selves. He describes the condition of
friendship in Book IV, &nd the telling of stories not one's
own, as illustrations of the relativity of identity. Cambell
and Triamond, friends at last, tell each other's stories,
‘deferring to the other's identity. The voice of the other
dictates identity and the desire of the other compels the

 story. Endlesse Worke, p. 8. £
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6. The ambiguity of "mayd"| is interesting: although "mayd"
means "maid," it may also mean "made." Therefore, Amoret is
"made" by Venus, as she is reared in the Garden of Adonis, just
“as Belphoebe is "made" by her association with Diana. Britomart
is "made" martial by the acquisition of Angela's armour.

v 7. Bloch in particular sees courtly love as, evidently mimetic.
For Bloch, "the fact that these precepts of courtly love were
subsequently wo easily propagated shows how well they served
the new requirements of a.class. They helped it to become aware
of itself. To love in a different way from the generality of
* men must inevitably make one feel different from them." M.

Bloch, Feudal Socjety, trans. L.A. Manyon, 2 vols. (London:
Routledge and Kegan Paul, 1961; rpt. Univ. of Chicago Press,
s 1968, 7th ed.), cited in In Pursujt of Perfection, pp. 14-15.

. 8. According to Patricia Parker, Narcissus "is the patron
- saint of courtly love if only because all dialectics of subject
and object depend upon some kind of projection, a relation in
which a subject ‘is literally 'subjected' to an object or end."

. Inegcapable Romance, (Princeton: Princeton Univ. Press), p. 90.
The projection is that of an idealized self, which the lady
contains, and which the love:- wishes to attain through his
discipline in loving her. Th's has several problems. In
describing the lady as an idul, the fact of her humanity is
lost to the lover (subject). Courtly love, by insisting on
present perfection, does not allow for the fully rounded
development of Christian love. An awareness of the lady's v
imperfections destroys the lover's vision as well as his
jdentity as a knight. Her perfection ratifies him. Cf. In
Pursuit of Perfection, p. 57. The privilege of passion is
established in the courtly love texts. The relationship between
lover and lady is triangular, since the lover shapes his
behaviour and his perception in accordance with the courtly
code. The code is implacable in its delineation of the knight.
It is the lady herself who has the power to accept or reject
his agtions; her inclinations are often unfathomable, and
notofiously capricious. Therefore, the lover has no way of
knowing whether his actions are correct or not, no way of
knowing whether he has been accepted. Thus, the lady is at once
a model-obstacle, and an object.

[}

4

9. Cf. Alastair Fowler, "Six Knights at the Castle Joyeous,"

i ' 86 (1959), pp. 583-99. Fowler describes
each of the six knights as personifying a different stage in
the sexual courtship. According to Fowler, Britomart is wounded
by Gardante because she is particularly suscepf{ible to the lust
of the eyes. :

- 10. Cf. Hamilton's note to III.i.34-38 in his edition of The
‘:. Faerie Queene,?(London and New York: LongmanbL1977).
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11. "Spenser and.the Renaissance‘uythology of Love,"
Monographs, Vol. 6, (Madison, Wisconsin: Univ. of Wiaconain

Press, 1975), p. 52.

12. According to Sean Kane, "1n Book III, Spenser begins to
write about the complexity that is shut out by the
individualistic ethical codes of his earlier heroes. In
particular, he admits into his narrative the very principles r
that most codes are designed to resist: time, change,
randomness, variety." Sean Kane, "Spenserian Ecology," English
Literary History 50 (1983), p. 461. To Kane's list I would add
the pr1nc1ple of confusion which is caused by the ambiguity of
meaning and representation, and which afflicts both reader and
figures.

13. Kathleen Williams states that Book III "is a book of
perplexities, in which the incomprehension of the characters
and the inscrutability of the conditions in which they live
combine to express the paradoxical quality of our apprehensions
of each other, ourselves, and the world around us." Yorld of
Glass, (Berkeley: Univ. of California Press, 1966), p. 80.

4. Endlesse Worke, p. 59.

15. We can divide the animal allusions into two very general
categories: the "desiring subject" or knight in battle is
compared with a beast of prey, such as a bear, a lion, or a
bull, while the object of desire is likened to the prey itself.

¢

16. In fact, both Britomart and Malecasta are versions of
"Venus. Britomart, as we discover in III.i.8, has seen the image
of her lover in "Venus looking glas," and a number of critics

find in her a representation of the Venus armata.

-

17. Harry Berge}, jr. "Ihg_ﬁgg:ig_ggggng, Book III," p. 405,
Berger states that "thcugh the poet hints, in neo-Platonic
fashion, that there>are two different kinds of love, the
evidence of chaotic force given in the opening cantos makes us
wonder." "Spenser's Gardens of Adonis: Force and Form in the

Renaissance Imagination,” University of Toronte Quarterly 30
(1%60-61), p. 133. .
18. The "sage wisard" that "reads" or interprets the appearance
of the star recalls Merlin's interpretation of Britomart's
love. At this point in the narrative, the indications of desire
and the texts that accompany desire are quite ambiguous.
.Therefore, the disastrous omen Florimell presents can be linked
to both the death and disruption caused by desire, and the
metamorphosis Britomart'fears. .

e ~
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19. "Money is on Scudamour's mind and is reflected .in what he
sees: the text of Venus hanging by 'golden ribbands' and
written in 'golden letters' ([IV].x.8.5,7). It is also
reflected in how he sees: he passes over the bridge, hastening
lest Delay 'steal' his time, 'the threasure of mans day'’ .
(14.8), 'beholding all the way/The goodly workes, and stores of
rich assay' (15.4-5), envying the lovers emparadised in each

other's arms." Endlesse Worke, p. 133.
‘

20. ‘Belphoebe has also been accused of not being able to
recognize Timias's behaviour in rescuing Amoret from Lust as

compassion.

i

21. Artegall, Clorinda and Radigund are all described as
"thralls" of different kinds. The "mighty kings and kesars" in
the tapestries of the House of Busirane are similarly
"captiued" and brought into "thraldome' (III.xi.29). Florimell
is made Proteus's "thrall."

22. The Kindlv Tiame, p. 137 and note 49.
23. Cf. Hamilton's notes to IV.vii.s.

24. William Oram, "Elizabethan Fact and Spenserian Firtion,"
Spenser Studies IV, pp. 33-47.

25. These figures are "monstrous doubles" in only one’éense of
the term, in that tHey enact the extremes of desire. That is,
they are bestial and incestuous, and threaten to upset the
order of the community. They do not become sacred, however.
Spcnser uses the "monstrous" images in different ways to
illustrate the whole process and dangers of the accommodation

of the self to desire.
9]

26. "The Spenserian Dynamics," Studies in English Literature 8

(1968), p. 1l1. Berger refers in particular to the mem;_;gﬁ

Love and ¢olin Clout. He adds that "psychologically, eros is
always felt at first as an affliction, a pain-giving force
which disturbs equilibrium and‘fills the soul with violent

longing and frustration." p. 12.

27. "The Aging Boy: Paradise and Parricide in Spenser's

e +" In Poetic Tradjtions of the English
Renaissance, ed. Maynard Mack and George deForest Lord, (New
Haven: Yale Univ. Press, 1982), p. 26. For Berger, the
"condition of the have-not is depicted as a self-willed
submission to Tantalean bitterness and pain in response to
loss, deprivation, and the inability to appease the "infinite
desyre" of eros." .
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;j 28. Berger, "The Discarding of Malbecco: Conspicuous Allusion
and Cultural Exhaustion in The Faerie Ouyeene III, xi-xii."

Studieg in Philology 66 (1969), p. 144Y

29. The relationship between the Hellenore-Malbecco-Paridell
triangle and the Hflen-Paris-Menelaeus triangle is an
interesting one. In spite of the fact that Hellenore and
: Paridell recall Helen and Paris, the structural relationships
reverse the paimings. Hellenore and Malbecco are penned safely
within the walls of the Castle, while Paris assaults, with
A flames, from the outside. Paridell resorts to devious and

. secret means to steal her away, and it is Malbecco's Castle

that is left in flames. _

‘30. See III.ii.31, in which Glauce describes Britomart's

" ¢ seclusion: "...ne doest spred/Abroad thy fresh youthes faire
flowre, but lose/ Both leafe and fruit, both too vntimely
shed..."; Britomart describes herself as a "leafe falne from

the tree'" (ii.39); her love is described as "her first engraffed
paine;/Whose root and stalke so bitter yet did tast,/That but
the fruit more sweetnesse did containe..."(1i1.17); Glauce
describes it as a "deep engraffed il1"(iii.18); Merlin
describes the "hard begin'" as necessary "For so must all
things excellent begin,/And eke enrooted deepe must be that

+ Tree,/Whose bhig embodied braunches shall not lin,/Till they to
heauens hight forth stretched bee™ (ii1.22). The narrator makes
a more debatable allusion to the progeny of Brditomart and
Artegall, "Most famous fruits of matrimoniall bowre,/Which
through the earth haue spred their liuing prayse"(iii 3), which
anticipates Merlin's later statement.

~

31. Unlike the mythic texts which Girard describes, Spenser
does not abandon the "sacrificial victim." Marinell is not made
sacred, but is reincorporated into a different community. The
effects of her attack upon him are made evident.

32. Berger states that Mirabella is a "typical projection of
the Petrarchan lover's impatience, a scapegoat for his lust.”
"A Secret Discipline," in \'4

Edmund Spenser, ed. William Nelson, (New York: Columbia Univ,
Press, 1961), p. 57.

33. He is the murdefér of Osiris. Typhon or Busiris "is
identified with fiery, scorching barrenness; flames shoot from
his mouth and eyes. He was born from Earth, to avenge the
¢ rebellious giants after their defeat by the celestial gods. He
is associated with their violence and with their blood which
B sank into earth and returns as wine." Chauceyr Spenser Milton
: (Montreal and London: Queens-McGill Univ. Press, 1984), p. 139.
. Roche also notes the association, and states that "Egypt is
%E, said to have lacked the rains that bless its fields, when
Thrasius approached Busiris, and showed that- Jove could be

- | v




102

4

propitiated by the outpoured blood of a stranger. To him said
Busiris, 'Thou shalt be Jove's first victim, and as a stranger

give water unto Egypt.'" Kindly Flame, p. 82.The flames that
shoot from Typhon's eyes can be associated with the fiery eyes

of Corflambo in Book IV.

34. A wide variety of interpretations attempt to account for
Busirane's impriszonment of Amoret and his tortures of her.
Roche, among others, sees the Masque as an "objectification" of
Amoret's own fears of sexuality. According to Roche, "the House
is...an objectification of her fears but only insofar as she
partakes of the universal malady represented by Busyrane and
his House." Kindlvy Flame, p.116. Others, notably Hieatt, see
the House of Busirane as a result of Scudamour's attempts to
practise "maistrye" upon Amoret: his over-lustful approach
denies her freedom. A.K. Hieatt, "Scudamour's Practice of
Maistrye upon Amoret,"

, ed. A-c. Hamilton, (Hamden, Connecticut: Archon
Books, 1972), p. 199. Maureen Quilligan also sees the "scene"
as a "scrutiny of female sexual fear." Milton's Spenser,
(Ithaca and London: Cornell Univ. Press, 1983), p. 197+
Quilligan states that Spenser derives most of the "fantasies"
from the Roman de la Rose, and that . he thus images "a
legitimate temEIB\(;ar of sexuality, of the sort less easily
dismissed in the\ first vision of Florimell pursued by the
forester." pp. 197-98. According to Mauri¢e Evans, Amoret "is
the embodiment of the procreative sexual instinct in-woman, and
in rescuing her, - Britomart is rescuing something within herself
in danger of being perverted, and demonstrating the obligation
of all women to meet the same challenge."
Heroism (Cambridge Univ. Press, 1970), p. 156. Accordi
Evans, "Scudamore...personifies the stirring of physic
in man or woman, and marks in Britomart the fact at_fhe
sexual natlire is now awake, and that she is old encugh to feel
Cupid's darts. His lament for Amoret shut away and tortured by
Busyrane is Britomart's own dawning realization of *the physical
instinct which is imprisoned within herself and in need of
release.” If, however, his lament is Britomart's own
realization of hér sexual need, this would deny the sexual
tortures she has undergone at the inception of her love in
canto iii. as well as the lesson learned from Merlin, about the
"hard begin that meets thee in the dore." If we see the
tortures as being Amoret's own fault, then we Buccumb to the
Petrarchan scapegoating process, which blames the woman for her
coyness. Prior to the House of Busirane episode, we ve little
evidence for Amoret's fear of sexuality or marriage. dith
Dundas states that "one thing that Psyche would not have taught
Amoret is to fear marriage, especially’ as she herself is now
happily married and has a daughter called Pleasure, who was
Amoret's playmate." "A Response to Professor Thomas Roche's
Paper," Kalamazoo - 1983, Proceedings of the Special Sessions
at the 18th International Congress on Medieval Studies, ed.

desire

A —
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Francis G. Greco, (Clarion: Clarion Univ. of Pennsylvania,
1983) ,p. 148. In fact, aside from the single phrase "fantasies
in wauering. wemens wits," which is accompanied by "paines in
love" and "punishments in hell," we have no evidence whatever
prior to Book IV that Amoret is afraid of sexuality. Two
statements in Book IV are used to substantiate the
interpretation that sees the Masque as an "objectification" of
Amoret's fears. The first is in IV.1.3, which describes the
Masque as a wedding masque, into which Amoret is incorporated,
and thus carried away. The second is her reluctance to leave
the Temple of Venus, and the shrinking from Scidamour that she
displays at this time. Yet all the maidens in the Temple are
terrorized by his shield, and in fact Scudamour's treatmerit of
Amoret is a denial of her freedom. If£ Britomart's role is to
liberate Amoret' from the House of Busirane, then Scudamour is
the one who has taken her captive in the first place. According
to Alpers, "critics who treat this stanza (4.1.3) as an
explanation of Amoret's torture speak of erotic fearfulness and
distress -~ terms that are appropriate to the House of
Busyrane. But Spenser's emphasis here is on all that is
suggested by thd phrase 'ill of friends hestedded.' Amoret's
abduction is due to some failure in friendship, the ties that
unite all good men and women to each other, and if there is any
inadequacy of erotic feeling, it lies in the (presumably male)
heedlessness that allows Amoret to be carried away. It is
perfectly appropriate for a masque to conclude by incorporating
the person honored into itself. Spenser's concern here is that
the*men can accept something sinister 'by way of sport' and as
a way of paying joyful honor to a lady."

+ PP 110-11.
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35. See Quilligan, Milton's Spenser, p. 198, and Befgor,
"Busirane and the War between the Sexes,"

Review, 1 (1971), p.108.
36. "Britomart at the House of Busyrane;" Studies in Philology

26 (1929), p; 119.

37. Roche, The Kindly Flame, p- 76.

38. gspenserian Poetics: Idolatry. Iconoclasm and Magic, (Ithaca
and London: Cornell Univ. Press, 1985),p. 162. According to .
Gross, "the doubtfull narrator suggests that we may read the
masque as pathological projection, analytical psychomachia, orx
vision of damnation. Each of these alternatives...has its own
aut;iomoﬁs logic, and yet each seems to inhere strangely or to
sta as a possible metaphor for the others. The eschatalogical
absoluteness of the last alternative may also suggest a kind-of
teleology in the 1list." pp. 165-66. T e

® 4

39. Alastair Fowler, "Six Knights," p. 585.
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40. According to Berger, "the presence and influence of poets
indicate the extent to which the experience of false love is a
self-generated proquct of male fantasy." "Busirane," p. 106.
Quilligan also relates the role of poetic influence in this
depiction of desire, tying the depiction of Amoret to the

-Petrarchan concept of the "cruel" lady. "Words and Sex,"

Allegorica 2 (1977), p.211. v
41. Quilligan, Milton's Spenser, p. 198.

42. spenserian Poetics, p. 172. _

\
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iiI. The Wounded Mind

The desire for the othhr-is, as stated in the last )
chapter, a desire for stable ideotity.'The subject seeks a form
within one-of the ﬁexts of desire, a form which he perceives as

rising out of the possession of the object. The onact
whether vassal, beloved thrall or commodity, bestows, undar
the aegis of the text,‘stable identity upon the subject. That
is, the cbject is perceived by the subject as enabled to
proviée him with+"intact narcissism."

Books III and IY figure the identity of the other as
perfect and eoclosed. The subject desires to be admitted into
this entity orf conversely, Qishes to contain it within
hioself. The object or otherkgecomes the "intact paradise" grom
which the subject is excluded. The "intact paradise"_ is the
-dntact narcissism of the oéhsr, the stab1; identity which the
object is believed to possess perfectly within the boundaries
of the text. Possession of the object'confers the textual
ratificatioe’that the subject desires. Mimetic conflict arises
from the belief that the rival stands in the way of the subject
in obtaining that paradisei Wbere there is no rival, however,

the object, often the woman, acts as the determining factor in
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the admission of the subject into the text. As the courtly love
tradition shows, the ability to judge the subject's conformity
with the text rests with the object. Thus, in this case, the

perceived intact narcissism is invested in the other within the

®

text, rather than in the rival alone.

Girard's cdncept:of intact narcissism has m;ch in common
with the '"paradise principle" posited’by Berger, which sees the
desire of the subject as the pursuit of that perfect and
undisturbed happfhgss which belongs to an other, whether it
pertains to a way of life, a woman or a gondition.l The "have-
n9t," or excluded subject, is in a condition of desiring'loss,
and oscillates between consuming love and consuming hate. "This
longing for what is ungttainably beyond and for what has been
irretrievably lost furrows the have-not's spirif with parallel
competiﬁg impulses --to recreate, worship, replace, disparage,
oppre;s, violate, devour, and destroy the lowlad and hated
other."? For Berger, in the Calendar, the "object of desire

'appeais as a prey, a spoils,‘a "goodly scope"....In Ehis
- context the position of the object is assigned most often, and
most significantly, to woman."3 The woﬁan aépears as the
“ possessor of that paradise to which the man aspires; by
possessing her, h& will possess it.
Berger isolates several episodes in Book VI which
illustrate the manner in which the woman embodies the desired

paradisey each episg!@ describes both an image of the woman and

thc4way in which she is ddsired. "Each is centered on a female

N
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tigure who adumbrates the sourca or object of desire, the cause

or*effect of a certain modc of imagination. Each figure, that

‘is, embodies claims upon tha male psyche that seem to be

imposed by some outside force, some otherness .working in or

“through the form of woman."4 Mirabella appears as the cruel and

L} ,
scornful mistress, attracting and despising male desires.

Serena, laid upon the altar by the cannibals who cannot decide

- whether to devour her or sacrifice her .to the gods, is the

dismembered and assimilated woman, destroyed by desirae.
Pastoreila is the separaﬁé other who embodies the peace and
tranquility of the pastoral retreat; for Berger, Mirabella
"projects the germinal 50rm of frustration, Serena and her
cannibals the germinal form of desire; Pastorella and her
svains the gerﬁinal form of poetic recreation."3

Berger's thesis desqribes the différent poetié attitudes
towards women, and the kinds,of desire ;hat they prescribe.
"Each of these episodes constigutes the evocation of an
ideal... community, completely unified and controlléd by the
mind, and each i;|a.self-contained environment, a circle
focused on its conventional center."® The ideal community
described here is the perceiyed "paradise" constituted in the
woman and desired by the man; It is the intact narcissism of
the other. |

-

As Berger implies, the manner of desire and the objoct
t

desired are both dictated by a kind of cultural text. That is,

the languishing loversj and the ravenous cannibals structure .

A}

1
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their desire according to a text, which effects how they

perceive the other. An inability to gain paradise is almost

guaranteed by the attitude of the lover and the nature ofnthe.
goal. The subject who constitutes his desire in Mirabel%g
transforms himself into the victinm, assufed of endless desire
and endless frustration.‘He places himself in the double-bind.
Mirabella becomes the coquette, thriving on the frustration of
others while'encouragiﬁg their desires. In Serena, the obj§c£
of desire becomes the,adored victi@, an object whose power is
to be assimilated through cannibalism, or sacrificed to the
gods.” In Pastorella, the othersis the source of enclosing
love, the pastoral locatiqn of grace. In all these cases, the

other ﬂg)figured as the separate, enclosed perfggfﬁon desired

by the subject. °

The textual constitution of the other as nintact paradise"

necessarily involves a misperception or projection on the part

‘'of the desiring subject, as in the case of the texts of courtly

love whichcidealize the Lady, and which are designed to
privilege those who pa;ticipate in them. Thus, betveeh the
su?jaﬁf qnd ?he object lies a mirf%r which reflecéhyboth self
and other, andamakes“clear and true perception difficult, since
porc;ption relies on the text through which it is filtered.
Throughéut the first sequences of Book III, the
relationship between the self, the other, and the mirror which
lies between them is ‘highly ambiguqus. We first hear 5f the

inception of Britomart's love in IIX.i, in which we are told

-+




N,
"L . . 109

thit she has seen her lover in Venus' glaau.é/?h; qbaniqé of
this glass is not determined by any associations in the .
ipmediate story, although iconographicailly it has both po;itive
and negative connotations, raﬁging from'vanity to prudence and
self-knowlédge.

In III.ii, the glassogives way to Merlin's "glassie
glabe, " which has the ability to foretell the future, warning
of external threats to ;he "kingdom." The glob? also has a .
variety of associations: Panofsky suggests that it is Yone of
the most variable quantities'in iconographicél equations," with
the freqﬁent meaning of "most perfect form"; the fact that it
is made of glass cénnotes its fragflity.;nd thus the vanity of
worldly things.9 Britomért, enclosed within the walls of her
father's closet, daily attended by Glauce in her "nest," views
herself in the mirror. Knowida\;hat she must one day be wed,
she asks the mirrok for a vision of her future lover. «

It vertue had to shew in

What euer thing was in the world contaynd,

Betwixt the lowest earth and heauens hight,

(IIT.ii.19; emphasié mine)

The Jvertue" of the mirror, demonstrated here and in tollowiﬁg
descriptions, shows the inherent ambiguities of the’ ’
relationship betweén the subject and object of perception. The
glass shows "in perfect sight" anything the worla cqntains, as
long as it pertains to the seer. Whether Spenser means that the

image in the mirror is perfect and thus true, that the viewer's

sight must be perfect, or that the glass perfects the thing

~
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sean 1i_uﬁc1¢ar. The next stanza provides thq reader with

further associations, which seem igtended to add to his .

understanding of the mirror's power.

Who wonders not, that reades so wondrous worke?
But who does wonder, that has red the Towre,
Wherein th'Zgyptian Phao long did lurke
' From all men's vew, that none might her discoure,
Yet she might all men vew out of her bowre? '
Great Ptolomae it for his leman's sake
Ybuilded it of glasse, by Magicke powre,
‘And also it impregnable did make.
Yet when his loue was false, he with a peaze it
brake. o (IIX.$i.20)

According to the text, we will not wonder about the power of
Merlin's mirror once we have read the story of the glass q
"fowre" in which Phao "lurked." %Le adaitidgal explanation does

" not add ything to our understanding of Merlin's great power,
demonstrated .in his ability to predict the future: Instfad, it
acts to’provide us withua paradigm about the role of perception
in the relationship between subject and opjee£. As Corflambo
demonstrates in Book IV, desire is communicated through /\\\
perception.l0 His flaming eyes spark fires in the hearts of
othgrs. Thus Phao ig at once a soufce of desire, and an object
of it. Ptolemy buiids the tower to protect her from discovery,
or, ih other words, to keep her safe from the desires of other
men. At the same time, she may communicate &esire as she looks
out‘trom her vantage point. She is the subject, and, as Lauren -
silberman points out, the object of perception.ll she is
perfected and enclosed within the glass tower which Ptolomae

makes impregnable.



*

_the glass to break. \7\

L 111
A similar ambiguity arises in the last line ‘of the stanza;
the tower onlyxshatters when Ptolemy's love {u false: the glass
shatters either becausg Phao has been untrue and can no longer
be contained within-it, or because the love he had for her was

"false" love,-as Spensér describes in the House of Busirane

episode. In either case, it is the loss of "love'" that causes
' )

¢ " The story of Phao's prison becomes a text within which we

read bobtk the power of Merlin's "glaséie globe," and the desire
of Britﬁmart for Artegall engendered by tha globe. The lover's
attempt to enclose Phao within-'a perfect glass, which is at
nce a mirror and a globe, images both the inceppion of desire
and the perceptian of the other as intact paradise. It’is not
surprising, 'then, that the text and the perception interact
once again in Britomart's first sight of her beloved.
Britom;}t, enclosed within the walls of her father's Closat,
daily attended by Glauce in her "nest," views herself in the
mirror.

Her selfe a while therein she vewd in vaine;

Tho her auizing of the vertues rare,

Which thereof spoken were, she gan againe

Her to bethinkae of, that mote to her selfe pertaine.
(II1.11.22)

The ambiguity here is that Britomart is either exercising her
vanity in regarding herself in the mirror, which echoes some of
the overtones of the earlier Venus' glass, or, her efforts at
";errect"*sight are fruitless as long as she looks at

1

herself.12 ’ ) @
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Britomart asks the mirror for a sight of her future.

husband. . <

.. Eftsoones there was presented to her eye
A comely knight, all arm'd in complete wize,
Through whose bright ventayle lifted vp on hye
His manly face, that did his foes agrize,
And friends to termes of gentle truce entize,
Lookt foorth as Phoebus face out of the east,
Betwixt the shadie mountaines doth arize;
Fbrtly his personage, and much increast
Through his Heroicke grace, and honorable gest.
His crest was couered with a couchant Hound,
And all his armor seemd of antique mould,

! But wondrous massie, and assurd sound,
And round about yfretted all with gold,

In which there written was with cyphers old, .
- Achilles gﬁggg. which Artegall did win.
’ And on his shiefld enueloped seuenfold
He bore a crowneéd litle Ermilin,

That deckt the a¥ure field with her faire pouldred
skin. (IITX.ii.24-25)

The perfected image‘of‘irtegall in Aghilles' arms, wrought in
gold, bears little resemblance to the Artegall we meet in Book
IV.iv.39, Qho bears the cypher "saluagesse sans finesse" on his
arms. There, his disquise as the salvage man prevents Britomart
’from recognizing him. The "cyphers" name hi;: the image is
"written in her peart"(ii.29), and beCOm;s the text which
initiates her desire. The relevance of texts to Britomart's
relationship with the image in the mirror can also be seen in
Glauce's reference to the use of "cypﬂers" or magic to divine
Artegall's whereabouts.

Artegall is inscribed on Britomart's heart, breaking the
"intact narcissigm” that has previously been hers. She does not
understand the image that she has seen, for she has no previous

knowledge of desire, being innocent and "free from blame of
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sinfull blot." The idealized vfgion of Artegall becomes the
‘ "intact paradise™ necessary to the repossession of her
identity.
Britomart experiences desire as an internal wasting. She
sees herself as‘"sub?ected to loues cruell law," by the
“"misfortune" that led her to swallow *vnwares the hidden hooke
with baite." Girard's concept of the "scihdalisée" apély
v~des§ribe; éhg‘iﬁception of desire in Britomart. Ip innocence,
she has used the mirror and been led, unaware, into desire's
trap. . ,

The description of Britomart's relationship with the
mirror in her father's -closet #s the most complefe and )
searching illustration of the inception gfﬁfesire in The Paerie
Queene. While Britomart does not imitate her desire from anyone
else, the ambiguous nature of the mirror encompasses both the
breaking of intact paradise and the longing for it. In this
state of desire, the enclosed, perfected beloved tesembles a
phantasm. Britomart's fear is that she may r;semble "Cephisus'

\
foolish child," who fell in love with his own reflection. She

-

has no hope because her beloved is not a man, "nor other liuing

wight.../But th'only shade and semblant of a knight,/Whose *

1]

shape and person yet I neuer saw" (III.ii.38). ‘;b

A
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(: ) But wicked fortune mine, though mind be good,
Can' haue no end, nor hope of my desire,
But feed on shadowes, whiles I die for food,

) And like a shadowe wexe, whiles with entire

Affection, I doe languish and expirse.
I fonder, then Cephisus foolish child,
Who hauing vewed in a fountaine shere
His face, was with the loue thereof beguild;

I fonder loue a shade, the bodie farre exild.
(1i.44)

The comparison‘betwéen Britomart and Narcissus draws our .
attention to the degree to which the self is ihplicated.in the
vision of the beloved. Narcissus' grief occurs only when he
disco;ers that his<beloved is pnot another and is therefore

. wholly inaccessible. Mesmerized by the vision of himself, he

“

+«/ languishes and diés. In essence, he is subjected by himself.
Qimilarly, Britomart's grief results from the perceptieon of a -
shade or shédow, whose "bodie" is "farre exild." It may also
result from too great a proximity between this vision and
herself, for it exists in her mind, with no~corresp5nding outer 1
. reality. Her father 's mirror, created by Merlin to convey only
that which pértains to the self, elicits images which form a ‘
strange coﬁbination of insidg and outside, self and other.
Britomart loves "the semblant pleasing most her mind"(ii.40).13
The "monstrousness" of Britomart's desire, her subjection
9 to fortune and to love's “cruell la?," and the ambiguous
constitution of the other form a complex illustration of the
- .t nature and effect of desire. The inception of her love in the
"myrrhour" (iII.ii.Arq.) points to the nearness of her desire
‘:~ to that of Hyrrha,aand-other incestuous womex},.l4 The

paradoxical definition of desire expressed in these stanzas
¥

i
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0 describes "monstrous" or tra_nsforming desire as a force which
propels the subject toward the other while simultanecusly
denying her access to him. Britomart makes a "Monster" of her
mind (ii740). The "monstrous double" described by Girard is the
present "and potential condition of Britomart's mind, and
éeclares her proximity to the loss of identity in metamorphosis

o

e such as is experienced by Myrrha and Daphne.
k]

Artegall constituted within the perfect mirror, becoﬁps .

the "intact paradise from which Britomart is excluded. While

; é? Merlin ratifies her choice and her vision by telling hor that
Artegall is worthy of her love, her vision of him is as yet
i largely a resylt of the self-creating imagination. She, like
Narcissus, lcves a projection of the)self, and feeds "on
shadowes" while she dies "for food" (fiI.ii.44). The "self-
consuming" pain is linked to the "self-pleasing" thoughts with
;f which she entertains herself. ‘ .
jf ¢ But Britomart kept on her former course, _
Ne euer dofte her armes, but all the way

- Grew pensiue through that amorous discourse,
/ By which the Redcrosse knight did earst display
. . Her louers shape, and cheualrous aray:
. A thousand thoughts she fashioned in her mind,
b And in her feigning fancie did pourtray
Him such, as fittest she for loue could find,
Wise, warlike, personable, curteous, and kind.

\
With such self-pleasing thoughts her wound she fed,
And thought so to beguile her grieuous smart;
But so her smart was much more grieuocus bred,
And the deepe wound more deepe engord her hart,

. " That nought but deatt;f?r dolour mote depart.
(IIX.iv.5-6)
V4
o Britomart "fashions" her lover to fit her love, and thus feeds

Lt °

L ] \
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her "wound." The "thousiAnd thoughts" with which she thinks to
"baguila"‘her "gsmart" adt; instead to make it worse.

The shadows which entice Britomar;: are thé fantasies. that
alternately beguile and haunt, please and torment. Af‘thur's
grief over the lossxof the objec\:t, Florimell, is similar: he is
iike a ship whose "Lodestarre" is 'suddenly "couered with
cloudes" (III.iv.53). 2 "thousand fancies bet his idle’
braixg/ﬂith their light wings, the gjights of semblants vaine"
(iv.54;emphasis mine). The "semblants vaine" recall the
";’»_erfect sight", and "pleasing semblants," as well as the -
yvaine" effort of Britomart in III.ii. in viewing herself in
the nirror. Arthur wishes

...that Lady faire might bee
His Faery Queene, for whom he did complaine:
Or that his Faery Queene were such, as shee:

And euer hastie Night he blamed bitterly.
’ (III.iv.54)

’ © N

Instead of "rest‘,'\)\rthur finds sorrow. Night is blamed for

/

with hell and "horrour hideous." Night is "the rootuand nurse

interfering\;?with his pui'suit of Florimell, and is.associated
of bitéer cares" to an "heauy hart." The "dreadfull visions, in
which éliue/The dxsea‘rie: image of ,sad death appeares" replace
the vision of| the beloved, and "men of happinesse depriue"
(:i.v.57). ﬁight harbours evil, "Foule horror, ;nd eke hellish
dreriment.... And all that lewdriesée loue, doe hate éhe light
to see" iv.58).15 Night is associated with deception, alight and
day with truth and the praise of God. /
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Arthur's pursuit of Florimell leads him to this troubled -
space of h?llish visions and loss of direction. His wish to
equate Florimell an§ Gloriana, to substitute one for the other,
or exchange their identities, is a precursor of the actual

\ubstltutlon of objects that takes place with False Florimell.
The "beloveil"’is, at this point, a "phantasm," not a true
other. It is a "pleasing semblant" that has no outer reality,
but is largely a creation of the subject's own mind. Arthur
deséribes Night as the obstacle to his happiness, yet it is the
darkened condition of his own mind that isgthe actual
"obstacle." It is described in terms that resemble the
condition of Girard's subject of desire, who lives in the
shadows and is unable to see.

The power of desir; to subject and transform its ‘
"captiues" is closely linked with both the violegce of desire
and the creation of the phantgsm. The "thousand fancies" which
haunt the subject and disrupt sleep (III.1i.29;III.iv.54), as
well as the mind of Scudamour, which is troubled by Care and is
busy through the night with "unquiet thoughts" and bad
dre?ms,16 are more moderate versiqps of the "confusd rout" of

"ma*adies" following after Amoret in Busirane's masque, who are {
as countless and as varied Yas there be ﬁhantasie;/In wauering
wemens wits, that none can tell,/Or paines in loue, or

punishments in hell" (xii.26). . . .

The "thousand fancies" and "dreadtullfvisions" that

afflict the minds of Britomart and Arthur are, of course, a
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traditional condition of the lover. The grief experienced hy.

3

all of the lovers is -also normal. Howevqr, the association
between "semblants pleasing,” fancies, maiadies, "paines in
hell, " and.entertaining shadows indicates a connection between
the creatiori of desire in the minds of the most heroic lovers
and those about whom Spenser apoilogizes for including in his
tajle. - The <andition of the mind in all, the lovers }is
differentiated only by flegree. “

What Britomart and Arthur toy with in their minds are less
obvious, but equally potent, forms of the "idol," "eye-dol“l"n,'
or eldolon, of which False Florimell is an embodiment.1l8 The

'
eidolon, as Roche and Nohrnberg have pointed ontl9, is

associated with the myth of Helen andoits variants, in which an
image of Helen is created to repléce the real one. In one
version, Roche states, the eidolon travels %o Troy with Paris.
in anather, Paris traveis alone. In either case, the ensuing
war is futile, since Paris does not possess Helen. Spenser,
Trom canto :rii of III onwards, provides a number of gersions of

o

the myth of¢Helen: the "sojourn" of Florimell in Proteus's

"protection," the creation of False Florimecl'l, and, as
discussed above, the inversion of the burning of Troy at °
Malbe::co‘s‘ castie, as well as several instances in Books IV and
V, all play with and expand on aspects of this myth, whic_:h ig
the archetypal instance of the woman as a prize that corifers
honour on the victor of love's wars. The fact that Helen can be

replaced by the eidolon indicates the extent to which the



°

. 119
subject's vision of the other .is based uf:on the self-creating
imagination, rather than upon any significant quality in the
woman herself.'

The False Florimell is created\by the witch to "heal" t;ar
son's "decayd" mind; while the ChurJi\a lo:/e has been inspired
by the real Florimell, his "wounded mind"™ responds with madness
and fragmentation to the loss of the object:. Therwitch's action
in providing° him with the False Florimell is a literalizat
of Glalice's response in assuring Britomart that if she lovz:t?
"shadow" of a knight, his body musf; exist somewhere, and may
perhaps be oPtained.

The False Florii.mall is constructed from tha literalized
metaphors of the Petrarchan tradition, with "purest sno‘:v in
ﬁassie mould congeald," "tempred with fine Mercury,fi\n“é virgin
wex, that neuer yet was seald" (III.viii.6). Golden wire and
burning lamps become hair and eyes, ar;d, "in the stead/Of life,
she put a Spright to rule the carkasse c;éad" (viii.?7). The
"spright" is associated'with the "Prince of Darknesse" Lviii.a)
and knows well how to imitate women's "guile." The male spirit
animates the ‘artificial body, and \the "countercfeit" is "so
liuely and so like, that many it mistook" (viii.5).

The Churl is adequately deceived. False Florimell is at

once coy and seductive, encouraging him while keeping him at a

distance. She B

5
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QCoyly rebutted his embracement light,
Yet still with gentle countenance retained,
Enough to hold a foole in yaine delight:
Him long she so with
As her Creatresse had in charge to her ordained.
(IXII.viii.1l0;emphasis mine)

Croata:ed“ by a female to please a male, and animated by a male

': spirit, the False Florimell is a "semblant pleasing," and

"Idole faire."‘ She is the epitome of the self-created object.
Passed from hand to hand, she ig (taken from Braggadocchio by a
"stranger" knight, who_thinks she is the "fairest Flor?imell.“
She encourages him in this illusiox‘u,hand "so made him thinke
himselfe in heauen,o,that was in hell" (viii.19). Thus, the
"geidolon" is associated with the "thousand fancies," the

. "pa‘inas in love and punishments in\hell," and the iole of the
text of desire :l‘.ny creating its own object.

The creation of the "self-pleasing" semblant is akin to
the idolatry that creates the idol to be worshipp;&. False
Florimell is called the "Idole faire"; the story of
Stesichorus's blindness associated with the writing of the. two
versions of the story of Helen provides an insight into the
idolatry Sper;ser describes. Stesichorus is struck blind for
slandering Helan by saying that she accompanied Paris to Tro‘y.
His purishment is lifted when he‘ rewrites the sto}y, replacing
Helen with the eidolon.2?0 Blindness is associated cgl:l'c:h
idolatry, in that he who makes idols for himself does so
because he cannot see the truth: he dwells among the "shadows."

< Thus, those w!f worship the False quri;nell are ignorant of the

truth, just as Narcissus is ignorant of his ‘own reflection.?21
|
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In ‘idolatry, ;an creates his own gods, in order to worship
them.22 This is preciéely the case in the constitution of the
other as intact paradis;. If the subject's desires are directed
at the "semblapt pleasing" most his mind, then the desire that
‘is prgduced bears more resemblance to idolatry than it does to
love. The woman as intact paradise becomes the wéman as idol;
she is at once worshipped and’desired. According to érps:,
"man's making of gods for himself is not at all far from his
making a god of himself, something that may limit or destroy as
well as exalt the human subject."23 Thus the desire for the
intact paradise also intimates a desire for divinity: to be
included within paradise is to be made divine by the text.

A number of the g}gures who display desire in Books III
and IV are clearly associated with this tendency. Argante, a
Geauntesse, is a "daughter of th? Titans which did make/Warre
agaiﬁst heauen, and hea;ed hils on hight,/To scale the skyes, k\
and put Ioue from his right" (III.vii.47).2% Her mother is
Earth. Corflambo is likéwise bred of "an huge d@auntesse“
(IV.viii.47), and he takes kingdoms into thrall by the power of
his desire. Lust's mother is unknown, &Ithough Spenser
spec;Iates that he ma? be bred of "Earth" or of beasts
(IV.vii.7). Britomart draws a comparison between herself and
the Titans upnn seeing the flames that bar the entrance to the
House of Busirane: "What monstrous enmity prouoke we .

heare, /Foolhardy as th'Earthes children, the which made/Battell

against the Gods? so we a God inuade" (III.xi.22). Berger

o

~
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associates Malbecco with the "Tartarean victims -- Tityus,

| Tantalus, Ixion....though with a crucial difference: pagans

were victimscof the gods, punished and deprived for aspiring to
divine fulfillment and arousing divine phthones:; Malbecco's
torments are not only self-inflicted but ultimately self-

pleasing."25 Malbecco is pursued by "griefe, and despight, and

gealosie, and scorne" (III.x.55). His "long anguish, and selfe-_

murdring thought" are imaged by the rock that threatens to fall
on him, but never does. He, like Scudamour, is afflicted by

doubts and suspicions.
»

ot ﬁll the figures of desire, however, Cupid himself bears
the most resemblance ;o a Titan, sinc? he wishes to be a
"victor of the gods." Cupid's "warres" against the gods are
depicted in the tapestries; the golden idol of ?he “"wanton bgy"
bears the legend "vnto the victor of the gods this be." He
becomes a text through which desire is "read," one which images
desire as an assault upon the gods. He is both the created idol
of desire, and a“metaphor for the desire for divinity. Thus,
the "thousand fancies" and "self;éonsuming paine" that affligf
the lover are coupled with the desire for divinity that images
the other as:intact paradise.26 .
-The lover desires to be included in the intacé‘ﬁaradisq of
the other. He creates an idol to adore, and then prays to this
idol for his wishes. The response of the mind\to desire is like

Pygmalion's creation of and desire for Galatea; whom Venus

tinall§ awvakens. The eventual result of this love is the birth
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of Myrrha and her love faor her father, Cinyras, ;s w.ll\:}\yhc
birth of Adonis. Thus, the desire for the intact paradise is
coupled at the outset wi the dangers .of idolaéry and
metamorphosis. ‘ ot '

The woman as intact paradise bacomes'the model-obstacle to
the subject's desires. In the simplest sense, her existence as
model-obstacle is posited by her right to judge éhe subject's
conformity with the text,'as does the lady of the couftly love
tradition. In another sense, however, the woman is the model-

)
obstacle precisely because she is posited as desirable while
[#]

‘ being able to admit only one man to her "paradise." That il,'
while Florimell, Amoret, Belphoebe, Britomart, and other women
in the text are all to be‘admired and desired, they are pledged
to love only one{ Florimell and Amoret are particularly ;ubject
to the attention% of unwanted suitors, who vie for their
possession. Thus the woman becomes the source of ihe "intact
identity" desired by the subject. The subject perceives her as
perfect and enclosed. The tendency to convert desire for the
encloéea object into adoration is evident in the religioﬁs ave
accorded Florimell, Belphoebe, ;nd Britomart. The witéh and her
son are dazed by Florimell's beauty, and the witqh is
"astonisht at her heauenly hew"” .

And doubted her %o deeme an earthly wight,
But or some Goddesse, or of Dianes crew,
And thought her to adore with humble spright,

T'adore thing so diuine as beauty, were but right.
(ITI.vii.11)

>3
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While Florimell and Amoret univefsally arouse ‘desires and are
unable to quell them, Britomart and B'elp,hoebe at once cause
desire and repel it. The figst time she reveals her face,
Bri‘to::art is 'likened to a rose with thorns.

...full of amiable grace,
And manly terrour mixed therewithall,
That as the one stird vp affections bace,
So th'other did mens rash desires apall,
And hold them backe, that would in errour fall;
As he, that hath espide a vermeill Rose,
To which sharpe thornes and breres the way forstall,
Da#re not for dread his hardy hand expose,
But wishing it far off, his idle wish doth lose.
’ ‘ (IXI.1.46)
Thus, Britomart becomes both a model, in that she encourages .

t:hom to desire her, and an obstacle, in that her demeanour
depresses any such pretensions.27

Similarly, when she reveals herself at the Castle of
Malbecco, he mpanions are astopished.

Wh whenas they beheld, they smitten were
With great amazement of so wondrous sight.

cwr And each on other, and they all on her

Stood gazing, as if sudden great affright

Had them surprised. At last auizing right,

Her goodly personage and glorious hew,

Which they so much mistooke, they tooke delight
In their first errour, and yet still anew

With wonder of her beauty fed their hungry vew.

Yet note their hungry vew be satisfide,

But seeing still the more desir'd to see,

And euer firmely fixed did abide

In contemplation of divinitie...

' (IIX.ix.23-24)

The hungry view of the beholders canngt have enough of the
sight of Brs\itomart, who at once a\rouses their éesire and
refuses it, Thus, they contemplate her as if she were a

"divin*ty." She is compared to Minerva, who is "late
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returned/Fron slaugh‘ter of the Giaunts conquered"” (ix.zz)”
Artegall is similarly overcome upon perceiving Britomart's
beauty: his arm becomes powerless 'to assail her, and his sword
drops to the ground.

...a8 if the steale had sence,

And felt some ruth, or sence his hand did .lacke,
Oor th of them did thinke, obedience

To e to so diuine a beauties excellence.

And he himselfe long gazing thereupon,
At last fell humbly downe upon his knee, e
And of his wonder made religion,
Weening some heauenly goddesse he did see
Or else vnweeting, what it else might bee;°
v (IV.vi.21-22)

-Artegall, like the others, does not at first understand what he

sees, and is prepared to worship the "divine" beauty that
stands before him.

Timias is similarly unable to discern whether Belphoebe is
"Angell, or Goddesse" (IIl1.v.35). Belphoebe is a source of
frustration, since she invites love, but cannot be _a;fproachod:
She desires "no seruice" (III.v.36). Like Britomart, she is
described as a rose, and she contains all the virtues of
womanhood. Timias is at a loss: to love her w'ould be dinloyalz
yet he cannot hate her iither. Nor can-he see that his service
is of .any value, to one "whom the hc'au?onl do sor{zn and sew"
(III.v.47). ] )

The relationship between Timias and Belphosbe illustrates
the intergctioﬁ between the text of desire ‘and the perception
of the other as intact paradise. Timias accords Belphoebe a

religious veneration that invests his identity in her approval.
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When he is rejected by her for his rescue of Amofét, he ioses
his identity, and becomes a wild man, unrecognrzablé even by
Arthur. The only word Ti%ias has left to him is "Belphoebe,"
which he inscribes on every tree. Spenser's source for this
episo&e is of cou;se Ariosto: Orlando discovers the loss of
Angelica to Medoro when he finds their namés inscribed on tﬁe
trees. According to Margaret Ferguson, '"one of the
inscriptions, written in Arabic, is indeed what brings Orlando
the knowledge of betrayal that his consciousness cannot
sustain."29 while A#iosto @emonstrates the effect of this text
of desire on the e#cluded subject, which is to fragment Orlando
ard drive him to m#dness, Spenser uses it differently. Timias,
the excluded subject, himself inscribes Belphoebe's name on the
trees. It is not.her attachment to any Yother" or rival that
causes his despair, but rather her exclusion of qim.

Goldberg states that it is Belphoebe's perception of
Timias that causes his decay: "In he;.eyes, Timias's behavior
- instances lust, and what she sees produces what occﬁfs; Timias
becomes the image of Lust, retrospectively a justifica?lon of
her perception but also a result of it."30 Her perception of
hin defines him; his willing metamo;phosis deprives him of his
identity. Whether or not Timias is ;ctually an image of lust,
or lusts after Amoiet, it is his own grief at Bélpgfebe's
'rlﬂaction that causes his transformation. He is deprived of all

language except her name.31 .
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While Belphoebe's extreme chastity excludes the other '
according to her own text, both she and Timias read all desire
as lust. Timias reads his love for her as an insult; he
disguises his love, just as Britomart masks her "wounded mind,"
and Belphoebe is unable to recognize the nature of his
attachment to v . )

her, or the nature of the aId he extends to Amoret. The naiure
of the double-bind in which she places Timias is akin to the
Squire of Dames' lady, who punishes him for his success.

The admission of the beloved into the intact paradise orf
the other implies the breaking of fhe circle. That is, the
walls that exclude the subject aredbroken down. The
sig;ificance of this act.is reflected in the alternation
between open and closed, chaste and unchaste, in many of the
episodes in Books III and IV. The Squire of Dames ability to-
seduce ladies, and his inability to find eno;gh ladies to
refuse him illustrates this ambiguity, which is the desire for
the lady to be at once wanton and chasie, coy and seductive,
qpntradictory behaviour in which the False Florimell is quite
practiced. -

The alternation between open and closed, inclusion and
exclusion, argues the ‘extent ‘to which the identity of the lover

is based upon exclusive acceptance into the intact paradise of
ys

the other. Peter Stallybrass, in his discussion of the role of

f’/women in/the social order, states that the accusqtions of both

P




wantonness and coyness articulate a concern with both her

~ accessibility and her intactness.

Like the members of the male elite, the class
aspirant has an interest in preserving social
clXosure, since without it there would be nothing to
aspire to. But, at the same time, that closure must

be sufficiently flexible to incorporate him. His

_conceptualization of woman will as a result be

radically unstable: she will be perceived as

oscillating between the enclosed body (the purity of

« the elite to which he aspires) and the open body (or

else how could he attain her?), between being "too

coy" and "too commbn."32
The "class aspirant" described by Stallybrass has much-in
common with the "subject" of mimetic desire, since both seek
access to the stable identity contained within a defined
sphere. If this stable identify is invested in woman, then the
woman must .be open enocugh to admit the lover, but closed so s
not to pose any threat ‘to the ‘stability' of the social order.
Thus, Cambina's ability to rule "her thoughts with goodly
gouernement, /For dread of blame and honours blemishment" and
make a law "ynto her lookes"™ (IV.ii.36) is opposed to

I‘\

Corflambo's infectious glances, which k,i/x’:xdle desire in all
those who see him. Likewise, Amoret's fear of being thought
wanton is justified when we see the accusations being levelled
against her. Ate can kindle doubts in Scudamour's mind about
her loyalty to him, and Sclaunder takes pleasure in defaming
her virtue. Spenser's warning about "misreading" her actions in
"conuersing" with Arthur is apt when we consider that speech

and chastity are associated; Florimell's silence when she is at

last confronted with Marinell 'stems from a fear of being



129
thought too "loose."33 Accord:l):{g to Stallybrass, "silence, the
closed mouth, is made a sign of chastity. And silence and
chastity are, in turn, homoloéous to woman's enclosure within
the house. "34 . ‘

Stallybrass's statements appiy well t‘o the image of the
enclosed woman as well as that of the woman as prize.
Hellenore's escape from Malbecco's imprisoning desire, and her

enjayment of the openness of sexual life with the Satyr's

-

corroborate the male fear. The destruction of the castle at
Paridell's instigation indicate the collapse of identity in the
loss of the other. The order which had been preserved by her
enforced secl{ision is transformed into chaotic wandering.

Much of the commentarw on chastity has to do with this
principle: Satyrane and Pariaell's remarks on the futility of
imprisoning women to preserve chdstity (III.ix.6-8), Malbecco's
equation of Hellenore with his hoarded gold, and even Vulcan's
creation of the .c‘gstus tol keep Venus chaste all argue both _the -
necessity and the futility of enclosing women.335

The cestus is ’used ‘both as a measure of chastity and a
means of keeping women chaste. Like the glas§ tower ir; which
Phao is enclosed, it."breaks"™ if the love is false. It is
"brought forward at the Eoumament for False Florimell as a
pfize worthy of bein'g :ron. Satyrane bears "the precious relicke
in an arke/Of -gold, that bad eyes might it ngt prophane"

(IV.iv.15). - -
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The same aloft he hong in open vew,

To be the prize of beautie and of might;

The which eftsoones discouexred, to it drew

The eyes of all, allur'd with close delight,

And hearts quite robbed with so glorious sight,

That all men threw out\vowes and wishes vaine.

Thrise happie ladie, and thrise happie knight,

Them seemd that could so goodly riches gaine,

So worthy of the perill, worthy of the paine.
o (IV.iv.16)

The cestus has been created by Vulcan for his wife, Venus, "for

- 4

her loues first hire," in order tqh"bind lasciuious desire"
(IV.v.4). The girdle is supposed to give “thé vertue of chaste
loue,/And wiuehood true, to all that did it bsére." If an
’uncha;te womag should try to wear it, it will "loose, or else a
sunder teare." Yet Venus wears it only when.she "vsd to liue in
wiuely sort;/But layd aside, when so she vsd her looser sport"
(IV.v.3). o

The difficulty witﬁ using the cestus as a measu?e is that
wh;n the Ladies compete tg see who ig‘the fairéét, Florimell
wins, since the "forged things do fairest shew" (IV.v.15). She
is awarded the cestus, but she cannot close it around her
waist. The other ladies also'try it, but only Amofet can wear
it. The Squire of Dames comments on the shame to which all have
been put by, the unchastity of the ladies: "Vngirt vnblest," he
says. Furﬁhermore, although the gestus only fits Amoret, False

Florimell snatches it from her and ties it around her own

-

waist.
Like False Florimell, the cestus is a 2;orged thing,"
since it is forge& by Vulcan to keep his wife chasteQ False

Florimell is the "Idole faire" which, like the cestus, attracts

4

f S
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all men's desires. The cestus is a relic borne in a sacred ark,
and acts as the tangible measure of the intact paraqisc. The
indicator of the preservation of the intact paradiée, gnd the
self-creation of that paradise finally coincide.

The cestus alternates between open and closed and is
linked with the "phantasie," particularly as it is represented
by the "hellish snake" of jsalousy, since men are jealous if
they perceive their objects as "open." The state of the

\
desiring subject's wounded mind is akin to the "fantasies in

-~

wauering; wemens wits, or péin s in loue, or punishments in

hell." Thus, the envious or greedy state the excluded victim

is the same state which fostens the "semjlznts pleasing" to the

mind, and the one which creates ?pestries in the House of
Busirane, in which the "rich metall lurked priuily"

...Yet here, and there,,6 and euery where vnwares

It shewd it selfe, and shone vnwillingly:;

Likxe a discolourd Snake, whose hidden snares

Through the greene gras his long bright burnisht
backe declares. , (IIT.xi.28)

- &

This same snake is the one that lurks potentially in the mind
of every lover.36 It ig the one that Redcrosse appeases in
Britomart when he gives her hope of Artegall's worth with
"pleasing words." which "are like to Magick art,/That doth the
charmed Snake in slomber lay" (III.ii.15).

The snake also appears in positive images: two snakes are
. intertwined around Cambina's rod in the symbol of peace and
health (IV.iii.42). Another snake, hoiding its tail in its

mouth, twines around the legs of the statue of Venus (IV.x.40).

¢
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In these instances, the snake becomes the image for the mind.

healed in reconciliation, and in containment within the intact
paradise. Cambina's rod initiates the banishment of strife)ando
conterition from the minds of the combatants. The statue of
Venus represents the perfected union of man and woman in the
hermaphroaite.

The aiternately opeh and closed cestus is a literalization
of the, nake" of jealousy, as well as the snake which closes
itself around the hermaphrodite's legs. It acts to indicate the
"gacred" body of the chaste woman, who can confer the intact
paradise on the de&irinq subject. Yet, while Amoret is the only
one who can faeten it around her waist, Scudamour is rarely
free from his cares and doubts as to her chastity. He describes
her as a "sacred pledge" wihich has been "defiled with foule
villainie" (IV.vi.8). Britomart, perceived by Scudamour as the
knight who has breached Amoret's chastity, is viewed as the
model-obstacle to-his desire. Thus, the "fantasies" and cares
of the subject arise from his "reading" of desire rather than
from the actual chastity of the object.

| The "intact paradise”" of the lover's desire is given the
fullest literary shape in the Tehple of Venus. In this episode,
all the elements of the literary and psychological structure

for desire are presented: Scudamour, Cupid's man, reads his way

.1;§n\33ﬁ§;; and seizes the prize. His "purchase" of Amoret

plates her in the position of prize; his purpose throughout is

EY
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to "winne honour" and to "purchase [himﬂ some place amongst the
best" (IV.10.4). ' . )

The Tem;le isrlocated'on an Island, defonded'by a castle,
and by “tn;enty knights whose role is to frotcct "that Castels
ancient rights" (7). In the plain before xﬁ ﬁangh the "shield
of loue"; the inscription "Blessed be the man that well can vse
his bliss:/Whodé euer be the shield, faire Amoret be his" (8)
is~;mbossed on the pillar in golden letters.The phrasing is
reminiscent of the 1590 ending of Ihg_ﬁig;ig_gﬁggng, in which
Britomart, witnessing ﬁhe hermaphroditic reunion of Scudamour
and Amoret, stands "enuying" their "blesse." Maureen Quilligan

points out that "Blesser, in French, 1is to wound; such l
wounding...is bliss."37 The combination of "bliss" andizbless"

conveys the woundimng of the mind by the text of desire that
figures the other as intact paradise. To enter into paradi;ﬁ\or
bliss is to be "ble;sad." To desire entr} is to be wounded. The
cryptic phrasing of "vngirt, vnblest" also serves to associate
the alternaéion of the open agd'closed other with éhe
idolatrous desire of the subject. The inscription is the
.impetus for Scudamour's assault on the knights and his
subsequent entry into the Temple: it is blatantly the text that
forms his desire.

Scudamour makes his way past Doubt, Delay, and Daunger,
three of the participants in Busirane's Masqua: who guard the
gates. within‘this "gaecond paradise,"” he finds the lovers,

paired, walking blissfully in the ordered garden, :poaking,oniy

L]
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( of an,d to ;ach other. He begins "their endlesseQappinesse
"enuye,/That being free from feare and gealosye,/Might frankely
there their 1guas(aesire possesse" (28).38
Love, Hate and Concord stand at the entrance%to the

Temple, forming a picture of gjgggznin_ggnggzat39 Concord, the
mother of this pair by different fathers, is also the mother of

. Peace and Frienrdship, who are born of heavenly seed. Through
thelproduc on of tﬁe latter pair, Concord also acquires
heavenly characteristics7 which accounts for her ability to
lend "happinesse," along with strength and wealth;, to subdue
stri{a, war and anger, and to make friends of foes (ivfx.342.
She, like her twin sons, is almost sacred, and assumes some of

~Venus's powers. Her hands are "blessed," and she stands between
the brothers, forever intervening in the conflict. Neither

properly human nor divine, Concord occupies a curious in-

) between at the entrance to the enclosed space of the Tempie.

If the space around the Temple is filled with lovers,
speaking only of each other, the Temple,itself is filled with
alienated supplicants, who bring precious gifts to lay upon the
altars and gain the favour of the deity. The Temple is filled
with the fumes of burning frankincense, and a hundred altars
flame "with their sacrifices fire." The steam from the fires
carries the lovers vows to heaven (IV.x.37-38).

The Temple is a place of sacrifice, of unfulfilled desire,
and of sacred prizes. The idol, tpe Goddesse self, stands upon

( an altar, asd combines male and female in her perfect
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stillness. She is covered with a veil, and a snake/ "head and

“tail fast combyned," twines abou% her feet (IV.x.40). She, or

it, is both "syre and mother" and "needeth other none" (41),
and she images the perfect union of man and woman.
Venus is represented as partly statue and partly the

"Goddesse selfe." "In shape and beautie," the idol oxéood- all

others, "which the heathen adore," even that made by Phidias,

with which, that "wretched Greeke...did fall in ‘love"

(IV.x.49) /40 The altars on which sacrifices are made to her,
the frapkincense that burns in her Temple, and the prayers that
are made to her all suggest that she i3 viewed as the "Great
God of men" (47). fhe refevence to the "sacrilega"'done o3
robbing the "Church" reinforces this view.

Although Venus's role in the world may be, through love,
to maintain the stars in their places aqd foster generation,
her tfﬁnsmﬁtation from Goddesse to idol to Great God suggests
the degree of idolatry inherent in this representation of her.
If she has been "created" from the elements Spansbr dcscriboa,
then she is a product of man. Yeé the pleas made at ﬁcr feet
emphasize the ambiguity of the worshiff. We cannot know whcthcr
fhe lovers differentiate between the idol in fxont of them, and

_the true nature of the God or Goddesse. While in the House of

Busitrane, we see Cupid assault his mother and wage war on the
re4; of the pantheon, in the Temple of Venus, there is no
mention of other gods. Venus, and her son Cupid who holds sway

in the "kingdome of loue," are the only ones mentioned.

Q
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In creating the statue of‘Venus, invegting it with all the
powers, and then worshipping it, man has indeed created a god
in order to make a god of him;elf. Iffi the desire for the intact
paradise or perfect narcissism is the)desire to be enclosed,
then Venus, as idol, contains herself perfectly, and "needeth
other none."41 Combining both male and female, she has no
desire. The snake which holds its tail in its mouth, and twines
itself around her feet enacts the perfect closure which she
rcprésents. According to Berger, the devotees of Venus
"project, see, and worshfp only what they want, namely, their-
.own mmitment to courtship as the totality of life."42

) Venus is seen as respﬁnsihle for the desire experienced by
thj\govcrs: it is shq who dfaws thehbeasts away from their food
and‘;akes them rage because of the kindly fire.43 vet, as we
have seen with Scudamour, it is the lovers' own definition of
desire that causes tﬁem the pain, and which can be seen as
caused by the sight of other pairs, as when Scudamour begins to
envy the lovers in the "second par;digz," and éritomart envies
the hermaphroditic image presented by Scudamour and Amoret in
the 1590 ending of The Faerie Queepe.

The desire which is initiated in the gext outside the
"intact paradise" of Venus's Isle progresses through the envy
of the pairs of lovers, and ends with the perception of Amoret
within the circle of women at the Idol's feet. Scudamour, like
the birds which sing in the gilded cages, is imprisoned by the .

text of desire, and calls to Venus for relief.
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The gircle of damsels personify various aspects of th;
¥deal feminine, inclﬁding modesty, silence, and chastity.
Amoret sits in Womanhood's lap within the circle, Using the
shield of love, which has Cupid emblazoned upon it, Scudamour
breaks into the heart of the circle and claims his "beloved."44
He sees her as a sacred object, belonging to the Temple:
"sacrilege me seem'd the Church to rob." Possession of her
indicates his admission to the intact paradise of his desire.
Holding her hand, and paying no heed to her prg}asts, he leads
her out of the Temple. | . .
Amoret, in fact, becomes a sacrificial victim. She is at .
once the eﬁbodiment'of enclosed "intact paratise" replaced, in
innocence, within the text of desire, and thelmodel-obs;aclc'
which resists the assault upon its identity. udamour sees

himSelf as Orpheus, taking his beloved out of hell. Admission

into the intact paradise should indeed banish the "paines of

love" and "punishments in hell" which previously assaulted him.

Yet Amoret is imprisoned, not free. Neither she nor 8cu¢amour
has "ioyed day" since they met. She is the "glorious ;poylc of
beautie,” and at this point she, like the eidolon, vanishes
completely from the text. )

The disappea;ance of Amoret can be equated with -the
. disappearance of ihe woman as intact paradise. The "premature"
closure represented by the closing 6f the snake, which is the
desire for the intact paradise, is lost. Amoret is a s;criticc

to that desire, made sacred by the investment in her of both

£
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perfect love and chastity. Scudamour's desire for her 'is a kind

of idolatry. Scudamour, rather than lend his.ear to her
\

protests, prefers to be a "victor in love's wars." -

In a vision of desire which constitutes itself in an
excluded subject, and created idols, there seems to be no real
possibility for happiness. The text of desire, which defines

4

itself in terms of mimetic rivalry, imprison its subjects in

et o

the "religion". of love. From the Castle Joyeous to the House ‘of

Busirane, the "law of love" is depicted as cruel and exclusive.

" The .beloved is viewed as an intact paradise which becomes an

U"Idole faire." The terms of desire described by Spenser in the
House of Busirane and the Temple of Venus aiiow for complete
éubjugation ofuboth self and object: Scudamc;ur is subjected to
the force of Qenus, while Amoret becomes the sacrifice made to
the Goddess. In Girardian terms, she is the one who may reorder
the community by becdming sacred. While the vision of desire
held by any individual figure may alternq&g~§gtwegn a loss of
idonéity on the part of the subjéct anl on the part of the
object, both participants in fact lose their "humanity" in the
dehumanizing cycle of desire. .

The imprisoning of the subject in the self-creating texts
of d.sirq allows no room for the "text" of the other. t is,
th; subject is unable to perceive the other within the blinding
text of desire, substituting for the other an eidolon of his

own making. Britomart learns to accommodate her text to the

other: her vision of a pleasing semblant encounters the other
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in tle "salvage man," and the man replaces the idol when he is
named. The di;isive force of desire givcl\yay before inclusive

compassion as the texts of desire are redefined in tcrwl of

©

love. “ .
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Notes to Chapter III

)

1. Berger sees the "longing for paradise as the psychological
»basis of the pastoral retreat from life." He states that it is
"gxpressed in disappointed as well as unrealistic expectations.
The assertion qf ignorance, frustration, irreversible decline,
general corruption, and any other pains or evils, as the normal
way of life, is traced by Spenser to too fixed an attachment to
an unattainable state -- an attachment in which the idyllic
(what could be) is set up as a model of the ideal (what should
be) or the actual (what is). "The Aging Boy," pp. 27-28. Cited
from "Mode and Diction in , "Modern
Philoloagy 67 (1969), p. 143. Berger sees this principle at work
in , and does not apply it directly to
Spenser's other works. Intimations of it appear in several
other essays, however; in "A Secret Discipline,"™ he describes
the psychplogy of the "have-not," particularly in relation to
the Blatant Beast, who "embodies the social expression of the
malfce produced by despair and self-hatred -- the despair of
the have-not.who hungers after the good of others, who sees
himself deprived of place and function, totally dependent on

the world outside him, stripped of any 'daily beauty in his,
life'." In n_and_conven he P cy of Edmund Spenger,
ed. William Nelson, (New York and London: Columbia Univ. Press,

1961), p. 42. .
2. "The Aging Boy," p. 26.

3. "Orpheus, Pan, and the Poetics of Misogyny," Endglish
Literary Historv 5o, (1983), p. 43.

4. "A Secret Discipline," p. 1.
5. "A Secret Discipline," pp. 50-51.
6. "A Secret Discipline," p. 50.

7. As Girard has shown, the two impulses are closely related.
In both cases, the victim is perceived as having some power or
. uncontrolled violence which, through the sacrifice and
consumption of the victim, is at once rejected and
( reincorporated into the community. Berger states of the Serena
episode that "the female body becomes the source of all value,



--3 ) //“\~ | . ’ -

. 141
i:) ¢ the object of all desires,"™ "A Secret Discipline," p. 55. Thus,
the female body is at once the sacrificial victim and the
source of determining identity for the "community." .

8. As Grabe demonstrates, the meanings of the glass are widely
varied, associated with both vanity and beauty, love and
desire, and a wide variety of positive and negative attributes.

The Mutable Glass, (Cambridge: Cambridge Univ. Press, 1982).

9. Erwin Panofsky, Studies in Iconology, (1939; rpt. New York:
. Icon, 1972), pp. 160-2.

10. As Alastair Fowler suggests, the name of one of"Malecasta's
knights is Gardante because he signifies erotic loocking. The «
fact that Britomart is wounded by him signifies her
susceptibility to lust of the eyes. "Six ights at the Castle ~~
Joyeous." Cesare Ripa represents the incep®ion of love by a
young beauty who holds a mirror in one hand and a torch in the
other. The legend reads: "C'est ainsi que 1l 'Amour s'allume dans
le coeur." Iconologie, tr. Jean Beaudoin (Paris, 1644),
Renaissance and the Gods Series, no.29, (New York and London:
Garland, 1976), p. 133, Thus the combination of the beauty, the-
torch and the mirror acts as a kind of burning glass to ignite
desire in the heart of the beholder.

11. Lauren Silberman, "Singing Unsung Heroines," in

the Renaissance, eds. Margaret W. Ferguson, Maureen Quilligan,
and Nancy J. Vickérs, (Chicago and London: Univ. of Chicago
Press, 1986).

12. According to Lauren Silberman, "as long as Britomart sees
-her own face 'in the looking glass, its magic is vain: it does

\ not work. She cannot be content to be the objective observer
with no prior interest in what she sees; that is what is truly
vain." "Singing Unsung Heroines," p. 263.

13. Kenneth Gross also notes the importance of the firgt image
of the mirror in our understanding of this episode. He points,
in particular, to the combination of the "iconographic types"
of Vanitas, "whose mirror shows only the self and its
illusions, with that of a Prudentia, whose glass reflects the
truth of present and past." Prudence is in fact prudent because
she knows herself, a characteristic that Narcissus lacks, and
which is the reason why he does not immediately recognize
himself in the fountain's sheer surface (the prophesy received
by his mother states that Narcissus shall live only as long as
he does not know himself). Britomart is placed ambivalently
between these extremes. Gross states that "at least, insofar as
the source of the apparition at this point is a mirror, we
, should take seriously the generative relation of Artegall's

o image to Britomart's act of looking, if only to wonder whether

the wound that the vision of him gives to her narcissism is not
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»
a further reflection of that narcissism." Spenserian Poetics,
p. 147. Angus Fletcher also discusses the icconographical
relevance of the image of the mirror. Prophetic Moment, n.é67,

pp. 110-11.

14. Even in the context of Renaissance vagaries, the spelling
of "myrrhour" is unusual. The only other place in which Spenser
uses this particular spelling is in the January Eclogue of the
. This variant does not appear in the OED,
although a near relative, myrrhor, does appear. Abraham Fraunce
uses this variation in The Countesse of Pembroke's Juychurch,
in which he describes "Myrrha...a myrrhor/0f most monstrous
lust, was late transformed to a myrrh-tree." Renaissance and
the Gods .Series, no. 173, (New York and London: Garland, 1976),

p. 43.

15. Girard's discussion of the effects of the "scandal" on the
subject use the terms "shadows" and "light" to describe the
difference between living in misrecognition of the nature of
desire, and knowing the truth. There is a strong association in
Spenser between shadows and desire: it is first drawn at the
castle Joyeous, when the knightly personifications of aspects
of courtly love are described. To Britomart, "they all but
shadowes been" (IXX.1.45).

16. After Ate has made Scudamour doubt Amoret's faithfulness,
he has difficulty sleeping. Even when he finally achieves
sleep, "his dayly feare/His ydle braine gan busily molest,/And
made him dreame those two disloyall were" (IV.v.43). According
to Goldberg, "Scudamour meets in Care a paradigmatic embodiment
of desire, his own desire as well as the absorbing thought of

his fellow travelers in disquietude. Care -- shaggy, ragged and
blind; busy at his forge of "unquiet thoughts, that carefull
minds invade" (v.35.9) -- is a composite figure, an amalgam of

desire, a palimpsest; he anticipates the form of greedy Lust,
but is as blind as Cupid and at his forge replays Vulcan, the

archetypal cuckolded husband, as well." Endlesse wQ;ge,
pp- 106-7 .

17. Gross, Spenserian Poetjcs, p. 173.

18. According to Kenneth Gross, "Arthur....pursuing the
materialized form of his dream image, is always in danger of
falling into a preemptive idolatry of substitute forms of the
goal." p.149. As we have already stated, many of the figures in
this poem pursue one goal and arrive at another: Belphoebe
finds Timias instead of the wounded beast; Venus and Diana find
the twins Amoret and Belphoebe instead of Cupid.

19. Roche, The Kindly Flame, p. 152-3. James Nohrnberg, The
., PP. 223-24. Roche cites Frank J.

Groten, jr., "The Tradition of the Helen Legend in Greek
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Literature," unpublisﬁed Princeton Ph.D. dissertation, 1955,
20. See Roche, pp. 152-3 and Nohrnberg, pp. 223-4.

21. Calvin R. Edwards discusses the neoplatonic applications of
the relationship between Narcissus and his reflection, and
states that he falls in love with his reflection because he is
ignorant of the true nature of beauty; he loves shadows instead
of seeking the truth of the s . Cf. "The Narcissus Myth in
Spenser's Poetry," 74 (1977).

22. As described above, the process of idol-making is different
prior to the revelation: in Violence and the Sacred, Girard
states that the making of a god occurs after the murder of the
rival. The victim first assumes the responsibility for the
violence and is then made sacred. The worship of the model is

- slightly different, since in this case the subject sees himself
as the exgluded victim..

. Spenserian Poetics, p. 39.

24. Her sire is Typhoeus, "who mad through merth,/And drunk:
with bloud of men, slaine by his might,/Through incest, her of
his owne mother Earth/Whilome begot" (III.vii.47). - -

25. "MalbeEco," P- 146.

26. Both idolatry and the desire for divinity are associated by
Girard with mimetic desire and the power of Satan, the
skandalon.

27. The image of the rose surrounded by thorns and briars is
perhaps a common one for the inviting yet unapproachable woman.
Spenser associates the thorns with the perils of lust: while
Britomart's thorns deter unwanted suitors, others pursue the
., object in spite of impédgiments. The Forester pursues Florimell
pushing his "tyreling de..../Through thicke and thin, both
ouer banke and bush/In hope her to attaine by hooke or
crooke,/That from his gorie sides the bloud did gush"
(III.i.17). Arthur and Guyon also pursue her through "thick/and
thin" (III.iv.46), as does the Hyena (III.vii.23). Malbecco, on
the other hand, flees the satyrs' dwelling, trying to leave his
grief at the loss of wife and money behind him: "Ne banck nor
bush could stay him, when he sped/His nimble feet, as treading
still on thorne" (III.x.55). In the Masque, the thorns are
joined with both the assaultive nature of desire, and the fear
of "shadows" we see with Arthur and Britomart: Doubt treads
carefully, for fear of stepping on thorns, while Daunger
threatens to kill or entrap enemies and friends alike, and
Feare shrinks from shadows (III.xii.l0-12). In IV.vii, Spenser
compiles all of the allusions to obstacles in flight. Amoret,
flies "full fast" and "farre afore him goes,/Ne feeles the
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thornes and thickets pricke her tender*toes" (IVv.vii.21).
Nor hedge, nor ditch, nor hill nor dale she staies,

7o But ouerleapes them all, like Robucke light,

—

30. Goldberg, Endlesse Worke, p. 49. :

And through the thickest makes ner nlghest waies. .
= (IV.vii.22)
When Timias confronts, Lust, Lust and uses Amoret as a shield,
so that she receives the blows. All the participants in tkis
text of desire are endangered and wounded. Belphoebe alone

remains immune.

-~

28. Britomart's removal of her armour in IV.i.1l3-14 has a
similar effect. She is compared to Bellona on this occasion.

29. Margaret Ferguson, Trials of Desire, p. 130.

k3

31. Timias's "double bind" is comically rehearsed in the
earlier tale of the Squire of Dames. He has put life and death
into the hands of his beloved, whom he loves and serves
(IIT.vii"53). His "quest" is to "do seruice vnto gentle Dames"
for a full year, and, at the end of that time, to "brlng their
names/And pledges; as the spoiles of all [his] victorious
games" (III.vii.54). He succeeds all too well, gaining favours
and pledges .from three hundred ladiés. His beloved banishes him
for his success, urntil such time as hg ban find three hundred
women who will refuse him. .

32. Peter Stallybrass, "Patriarchal Territories: The Body
Enclosed," in Rewriting the Renaissance, eds. Margaret W.
Ferguson, Maureen Quilligan, and Nancy J. Vickers, (Chicago and
London: Univ. of Chicago Press), p.134. According to
Stallybrass, "within the literary discourse, class aspiration
can be displaced onto the enchanted grounds of romance, where
considerations of status are transformed into considerations of
sexual success. In the form of desire, this success is the
always-deferred moment of final incorporation; in the fogn of
attainment, ‘it is, paradoxically, the imminent threat of }oss
inscribed within the unstable conceptualization of woman as
simultaneously enclosed and open, the passive conferrer of
status, and, in the act of union with the aspirant, the active
transgressor of status boundaries." pp. 134-5.

33. Goldberg points to the variety of meanings of ;
"conversation," the root of which is "liv1ng together."

Endlesse Worke, p61 n.7.

34. p. 127. According to St brass, "the surveillance of ™
women concentrated upon three cific areas: the mouth,
chastity, the threshold of the house., These three areas vere
frequently collapsed into each pther. The connection between
spoqking and wantonness was coxmon to legal discourse and
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conduct books. A man who was accused of slandering a woman by
calling her "whore" might defend himself by claiming that he
meant "whore of her tonge" ‘not "whore of her body " (citing
Ralph Houlbrooke, )

1970), 80. ), P 12& .
35.The empha51s on woman as the object enclosed 7é intact
paradise is somewhat misleading, fcor of course men are not the
only ones who love. Spenser pays a great deal of attention to
the woman who loves actively. In fact, he may be said to be
rewriting the place for women within the romance, While the
original impulse in desire may be to jimprison the other,
Britomart's final action towards Artegall is to "release" or
"liberate" him. This is strongly opposed to other attempts to
imprison or confine the beloved. The Radigund episode is highly
interesting for a variety of reasons, not least of which is
Artegall's recurring worship of the other (woggler made
religion) and the transformation of Britomart 1into a "goddess"

In Girardian terms, Britomart and Radigund engage in a
conflict 0f doubles, but instead of Radigund being transformed
into the sacred victim, Britomart becomes the goddess, and
disappears from the text. The fears of domination by woman are
dealt with by making her into a goddess. The usual treatment of
this episode ténds to emphasize the narrator's comments on the
role of women in society, and® the evil o®* purchasing
"licentious libertie." This statement is in direct
contradiction to the "partiall" praise at the beginning of Book
III, as well as the role of Isis in relationship to Osiris in
the vision at the Temple. Thus, while the Radigund episode .
tends to be pivotal in any argument arguing for or against
Spenser's "feminism", such as it may be, and Britorﬂgrt has been
said to be retiring from the text to fulfill her sexual
destiny, what we see is a retu}:n to the supreme goddess, with
Isis replacing Venlis. The feminine is once again worshipped as
external, arid repressed as subsidiary, after the interlude of
female knights. The ambiguous and uncontainable feminine is
excluded from interpretation.

by the peEple whom she has jus: freed. .

36. According to Harry Berger, the image of the snake, which
lurks in Malbecco's wounded mind, "will reappear as a metaphor
applied to the stuff of Busirane's tapestries (xi.28) and, in
amplified form, as the wounded dragon supporting Cupid in the
gold statue of the first room (xi.48). As both these contexts
suggest, the mind wounded first by desire then by jealousy
and/or envy, provides a backdrop and basic support to the basic
condition embodied as Busirane's house." "The Discarding of
Malbecco," p. 148. Iris Tillman Hill links Scudamour's "greedy
will" to Arthur and Guyon's "great enuie and fell gealosy," and
states that they "have their source in that 'Hateful hellish
Snake'"™ which is jealousy. "Britomart and 'Be Bold, Be& Not Too
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Bold'," English Literary History 38 (1971),p.181. Accorddng to
Hill, the snake is the "antipode to the heavgnly "sacred fire"
which brings love, great deeds and praise." do not agree with
her hard distinction betwéen "sacred fire"™ and the snake, for,
while the results are different, both are manifestations of thev
desire for intact paradise. C.S. Lewis would disagree with
Berger's assessment of the dragon as a version of the snake,
since he sees the dragon as the guardian of chastity, and
suggests that the blinding of the dragon's eyes symbolizes its
inability to do so in this context. ' ’
(Cambridge Univ. Press, 1967), pp. 22-24. There are a number of
snakes in The Faerie Oueene, from the asp that kills Cleopatra
in I.v.50, and the spawn of Error in I.i.22, to the snakes in
the mouth of the Blatant Beast in VI.xii.8. The crocodile that
appears in Britomart's dream at the Temple of Isis may perhaps
be seen as another version of the snake.

37. Milton's Spenser, p. 207. , 4

8.\This statement echoes a similar one in the Garden of
Adonis. In fact, the description _of the Temple of Venus has
many points of correspopdence with the Garden of Adonis,
particularly in its enclosedness, its plenty, and in the gate
by which people "wend in and out." In the Garden of Adonis,
Genjus lets the babes wend in and out freely:; in the Temple of
Verfus, the way is guarded, and only the boldest, or the most
guileful, can go in. In the Garden of Adonis, "...sweet loue
gentle fits emongst them thtowes,/Without fell rancor, or fond
gealosie;/Franckly each paramour his leman knowes,/Each bird
his mate, ne any does enuie/Their goodly meriment, and gay
felicitie" (III.vi.41). In the Garden, Venus's is the only
sorrow, for she pities the creatures their eventual death. Here
Adonis is "Eterne in mutabjlitie." In the Temple, however, the
lovers who are present are already dead. Venus has no pity for
the lovers who plead their cases before her. Scudamour “enuyes"
the bliss of the lovers he sees. In the Garden, "the jioyous
birdes make their pastime/Emongst the shadie leaues, their
sweet abodes,/And their true loues without suspition tell
abrode" (III.vi.42). In the Temple, the birds are caged, and
cry to Venus to "coole their kindly rages" (IV.x.45). In the
‘Garden, Cupid must leave aside his wounding arrows before he
can enter, and those who inhabit it enjoy perfect felicity. In
the Temple, the younger brothers of Cupid £f14it around the
shoulders of the idol, while Cupid is busy in the kingdom_of
love. - "

39. Love and Hate are "begotten by two fathers of one mother"
and have,"contrarie natures" (IV.x.32). Hate is the elder of
the brothers, although Love is stronger. Concord is also the
mother of a pair of twins, Peace and Friendship, who are born
of heavenly seed. In Girardian terms, the one mother with two
or three partners indicates the lack of differentiation
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inherent in mimetic desire. The threatened conflict between
Love and Hate, while symbolically explicit of the balance of
similarity and difference, or as Berger puts it, the differing
stages of adaptation to the Other in the progress of desire,
also contains mythic elements of the founding murder. While
Hate threatens to destroy, Love threateng to "mayster." In
both, the figure contains the potential o "overcome" the
other, either by destruction or assimilation. The twins, Peace
and Friendship, are also interesting in the Girardian context:
in the "primitive" experience, twins are either dangerous to
the community because double afid anomalous, or they are
revered, set apart as a good omen, for.the same reasons. In
either case, their status is due to their potential for mimetic
conflict.
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40. The image of the workman falling in love with his own
creatyion echoes Pygmalion's love for Galatea.

41. According to Goldberg, "As an amalgam of opposites, Venus
is represented as containing what would be in hyman terms the
contradictions of fulfillment and dissatisfaction. Only she --
unlike the lrvers in the Temple -- fails to experience the
oppositions as divisive. Her hermaphroditism signifies a
genuine power, for unlike the solitary lover or the paired
loveérs, she "needeth other none" (41.9). Compelling all others
to the disabling desire for another, Venus is the image of a
self-containment that is not so driven. The system of desire
that she instigates -- and "nature" is the field of operation
where she works her arts -- is one in which she has no part.
The idol at the center of the Temple embodies a gojincidentia
oppositorum in "the Goddesse selfe" that is unavailable.to
humans except in the form of fantasy and desire. Venus, as the
embodiment and shape of overmastering desire, pPuts the - - '
individual, the self out of play at the same time as she
creates the self as the, instrument of desire." Endlesse Workae,
p. 92. Goldberg's description of the desire experienced in the
Temple has much in common with Girard's concept of the effects
bf mimetic desire, im which any true self vanishes and is “
replaced by the self defined in desire.

42. Berger, "Two Spenserian Retrospects," p. 10. According to
Kenneth Gross, "the idol may be the emphatic lie taken for
truth, but it is also the truth that has collapsed into a lie,
the urgent, mythopoeic cipher converted into a vacant myth. The
idol may be the originally secular or profane image invested
with an almost sacred trust. It can also be the sacred
hierophantic image reduced to mechanism, a mystery become a
temporal institution subject to the rule of a selfish
priesthood." p. 27. I believe that this is the case in the .
Temple of Venus. The lie taken for truth describes the croation
of the False Florimell.

o

¢
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43. One of the distinctions between Book III and Book IV is
that in Book,K III Cupid is made responsible for the disorder and
pain experienced by-the lovers, and his statue is the subject

of idolatrous worship and the cause of metamorphosis. In Book
IV, it is the hermaphroditic Venus who is responsible.

44. Scudamour's action here resembles Busirane's attempt to
"carve" his way into Amoret's heagt.
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v, Reading and Desire

[ 4

Chapters Two and Three examined the rela nship between
the texts of desire and the psychology of the desiring subjéct.
Versions of texts are adopted by the desiring subject in order

to cope with the disintegrating effects of desire's wounds: the

_subjégi views himself as an extluded victim whose admission

A

into the "intact paradise" is denied by the rival or by the
woman as model-obstacle. The woman becomes model-obstacle when
she is constituted within the texts of desire. Contradigtory
demands -- that she be both closed and open --.ensure the iack
of satisf:ctory access to the intact pa;gdise. The perception
of the beloved as intact paradise is coupled with a tendency to
convert desire- into idb%ﬂtry. ] -

Tﬁe texts of AQsire alternate with the desire of or for
the teft, as Goldberg boints oﬁt.1 The "frustrations of
reading," caused by narrative disruption, amyiguity, and the

disappearance of figures, are 1inked with the frustrations of -

.thelzigureé themselves,? the frustration of Scudamour outside

the House of Busirane and the frustrations of all those who do
b

not gain the favours of the False Florimell. The False

Florimell, as- self-consciously manufactured as any literary

\

f
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creation, uses "forged guile"” to enter into their minds, and

inspire‘their desires.

The double-binq in which the characters all too frequently
find themselves may figure the reader's QOuble-bind. Britomart
is canfronteq with the text "Be bold, be bold," written
everywhere -over the doorway. Shé cannot "constaue it/By any

ridling skill, or commune wit" (III.xi.54). This text is

ten on another door,

opposed to another, "Be not too bold," w

to which she bends "her earnest mind," and 1s yet unable to

discern what it 'intends.' The commands defy her

ability to understand them with t she possesses; she is
obliged to wait patiently, duly armed, for fgrther
developments. The injunctions, placed as they are over
different doors, may signify the different paths she will
follow, and texts to which she will be exposed, depending on
which injunction she obeys. Similarly, the reader's reaction to
the Qext depends entirely on whiclf elements he privileges.

| ' The reader'sygdouble-bind resulta from the ambiguous nature
of the text. As we stated previously, Spenser's "mistakes,"
such as the exchange of Triamond for Telamond, the sudden and
momehtary appearance of Palladine,‘aAA'the disappearance of
Amoret, as well as tae unclear use of "he" and "she," form a
barrier to coherent interpretation. Critical insisténce on "a
place for everything and everything inlfts ‘place" finds a
serious stumbling block in these textual inconsistencies. As

Goldberg points out, the attempt to explain these occurrences

Sy
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often becomes th; need to "explain [them) away.”3 "Turthermore,
contradictions between narrative discriminations, such as the
one at IXIX.iii.1, which distinguishes between sacred flame and
base lust, and the actual experiences éitfigures within the
text, constitute an almost {nsurmountable double-bind. The °
reader, made to share the frustrations of the figures in the
text, is pointed toward a textual statement which ﬁs undermined
by textual events.

If the reader is meant to imitate the text, in the mimetic
principle implied by Spenser's wish to "fashion a gentleman,"
then we wonder what, at least in these two books, he is meant
to imitate. Belphoebe and Amoret are held up as "ensamples" of
chastity and true love, but they are mutually excl&sive.
Xécording to John Bean, they demonstrate that "healthy human
love is an integration of the yielding passion of Amoret and
the personal intactness of Belphoebe, a paradox of the
simultaneouslyﬁlost and retained self.”4 oOther patterns
includA Florimell, if we consider Florimell, Amoret, and
Belphoebe as the three graces, with Britomart infolding them as
the Venus Armata.> This, however, provides us with an
"ensample™ of love, rather\ than chastity. The injunctions to
the ladies in Book IITI ask\them to take Belphoebe as "ensample"
and imitate the flower of "faire"” chastity. The only place
where the "ensamples" meet and cohere is in the reader's "

-

mind. 6
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There is no single principle of virtue or narration within

152

whi;:h the reader can frame what he learns. As source-hunters
have discovered, no single "authority" can be said to inforﬂ
The Faerie Oueene. Many texts are Dat v(prk here, and the
influence of outside sources is ambigu\ohsly stated. Spenser's
ambition may be to "pvergo" Tasso and Ariosto, yet other
sources remain unmentioned or are simply implied. Goldberg

demonstrates the ambivalence of Spenser's relation to Chaucer's
~ ° ¥

The Sqguire's Tale, for example, which Spenser intends to

complete.7 Similarly, ‘no single framework for desire can be
said to operate within the text: the chivalric code, courtly
love, Petrarchan adoration all form part of the series of texts
that compete with and undermine each other. The literal texts
that appear (such as those in the House of Busirane, and the
one on the pillar from which Cupid's shield is suspended) act
to further compligcate the intricate relationship between reader
and text.

Even the gender of the reader is in question. While
Spenser invokes(the Queen as the ideal reader, and promises to
mirror her virtye in the persons of Belphoebe and Gloriana,
Britomart becomes a third term for the "Queen of love, and
Prince of peace" (IV.Pr.4).8 The saemi}ily infocuous preface to
the story of Hellenore and Paridell\) (a.'s ory which contains

difforent "readings'got the fall: of! Troy) addresses an

" ambiguously constituted reader. First, Spenser addresses both

knights and ladies (III.ix.1l):; the "soueraigne light" is
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usually attributed to Elizabeth, or to surpassing female
virtue?; then, he enjoins the "Lordings" to listen, if they
want to know why Satyrane,&nd Paridell have been excluded from
Malbecco's Castle (ix.3).

The role of the stor& of Hellenore and Paridell in the
book as a whole is equally ambiguous. The poet states that .
sometimes "good by paragone/Of euill, may more notably be
rad, /As white seemes fairer, matcht with black attone" (ix.2).
He fears, however, that this "odious argument my rimes should
shend" (ix.1l) ( ther the "vnworthy blames" emanate from the
reéder or the text is unclear).l0 will the story disfigure his

"rimes" or bring the reader to confusion? Hellenore with her

"logose incontinence doth blend/The shyning glory of your
dquerajgne light" (ix.l). Does Spenser mean that Hellenore's

eyil € ple mixes with true chastity and pollutes the virtue

"soheraigne light, " confusing the un&erstanding of his
reader?ll He questions the reading that will be given, not only
to this episode, but also to his poem. He also questions the
reaction of the reader; he doesn't wish the episode to offend
the reader's "goodly patience," or to alienate him or her.lz_
Thus, the ambiguous gender of the reade; interacts with the

e ——

ambiguous nature of the text. )

Speéenser's concern for the reader, for interpretation of
the text as well as within the text, is manifested at many
points, in the two books.l13 The ambiguqus gender of the reader

L 4 »
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brings to our attention the diversity of poasible :
interpretations and the need for care in reading. .The
distinctions bétween "right reading® and wrong reading,. as well
as between "good" and "bad" poets, made by'A. Leigh DeNeef, may
replace earlier distinctions between good and bad Cupiés, or
good and bad Venuses.l4 The emphasis is thrown onto the
manufacturers of texts, who are, both readers and writers. Thus,
Books III and IV not only introduce the r;;domhess of desire
and its effects on both perception and interaction between

desiring subjects, with its inherent confusion and loss of

ébjectiv;;y, they also attach the same qualities to the acts of

reading and writing. S

DeNeef discusses Spenser's concern for both bad reading
and bad writing as these are represented by'Archimago, the
Blatant Beast, and others.l5 The threat of the "false speaker"
to the poem as a whole, and to the figures within it, lies both
in the wilful and envious misinterpreter and in the reader who
is so completely subjected to a single text that he cannot see
anything that lies beyond it. DeNeef points to Ate as “fhe
first and most threatening false speaker of Book IV" because
she seés the "moniments of times forepast" but only recognizes
in them the "sad effects of discord sway" (IV.i.21).16 she and
Slander effect a "perversion of language" which‘distorts the
texts, preventing a true reading of them.1l7 Ate's misreadings
engender Scudamour's, causing his misrecognition of Britomart.

Therefore, misreading is as contagious as desire. Spenser's

-
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awareness of the possibility of misgeaqing engenders the
repeated injunctions to the reader, which amount to a kind of
defense of_his poem coupled with the poem itselr.18 By doipg
so; he incorporates the potential for misreading into the poem.

The inclusion of misreading into the text, paired with th;
ambiguity of the poem and the endqus variety of possible
meanings, allows Spenser to create, at least in these two
books, a text which allows for the possibility of misreading
and assaults upon the text, as well as for positive readings,
and yet makes the reader aware thet no reading is‘°complete.l?
According to Ferguson, "Renaissance authors pay little
attention to protecting the intentionality of individuals or
texts from the dangers of subjective interpretation."zo What
Spenser does, however, is to make the reader aware of that
subjectivity. He "defends" the text by incorporating the
variety of interpretations into it. He denies the "aﬁthority"
of the text by making it vulnerable, just as he denies Proteus,
the "author of Florimell's troubles," the "authority" to
imprison her.2l This differentiates him from the poet who
insists on the authority of his work as a constant and
unchangeable "reading." Goldberg's belief that both the text
and its author are produced by the "other" provides us with an
a;areness of the interaction between desire and text, yet

Spenser's defense of his story, however tentative, attaches the

responsibility for production to the author himselr.22
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Much of the uncertainty of interpretation in these two
books arises from the uncertain gender of the reader. As with
the preface to the story of Hellenore and Paridell, Spenser

tends to alternate between the male and female reader.23 The

‘role of the male and female readers in interpretation becomes

particularly apparent in these two books, as sex-specific texts
of desire are undermined. Spenser addresses to the "Lordings"
(III.ix.3) the story of the exclusion of Paric{ell and Satyrane
from Malbecco's Castle. The apology for Hellenore seems to\ be
directed at the Ladies. Different parts of the stories are
flagged for different readers.

Maureen Quilligan suggests that the distinction between
the male and tpe female reader is also made in the Letterr to
Raleigh: "'virtuous and gentle' distinguish male and females
values, for imbedded within the notion of 'gentle' as ; marker

purely of social rank is a feminine Christian quality opposed

to but also complementary to 'virtue,' which, deriving from

vir, virtus, has its roots in the classical notions of manly
valor."24 If both male and female readers are implied in the
poem, then its ambiguous Tature becomes relevant to the

_accommodation of male and female within the text. While the

male reader may view the images of containment as thréatening,

and the images in the House of Busirane as instances of
"wemen's wavering wit," the female reader may well view the
containment as generative, and the images in the House as

actively destructive. The incluéion of the female reader
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accounts for the radical change in the use of maternal images.
Acrasia, in Book II, as Montrose points out, presents a threat

. JEERN
to the male. Venus, in Book III, is no threat at all. She is

viewed from a generative p pspec;:ive: the containment of the
Garden of Adonis does not co?istrain, but rather liberates,
since the babes wend in and out freely.

The relation of the prominence of the female reader to the
need for defense, particularly in the Proem to Book IV,
suggests that Spenser is creating and interweaving two
distourses. These are implied in the phrase "louer's deare
debates." Spenser. describes both the male poetics of desire,
and the female poetics of generation, and exposes each to the
other. Quilligan states that, in’ the proem to Book IV, what
Spenser does is "to dismiss a male reader, selact a ¢
paradigmatic female one, and then reconstitute the canccled—
fyll-—gendered readership<i. within the 'androgynous’ quoan."z-"
Thus, the loss of Amoret in the wedding masque, because she was
"ill of friends bestedded," implies the different readings of
the text given by male and femalé, as well as the distance
created between the two because of this. )

Britomart, the "fairest knight," brings our attention to
the disparities between these two discourses bacause she cannot
be fully accommodated within either of them. As a woman-kniqt;t,
she is not moved to pursue "beauty," even thoygh, as Arthur

séys, "Ill weares he armes, that nill them vse for Ladies sake"

(III.v.11) . She does not fit within the definition of lover's

- e T
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roles, giyen at the C;stle Joyeous, for she has a love, "but
Lady ncne" (III.i.28). The knights ask her to "read" rhem her
love, within the text of their making, but their text cannot
admit her, by her own definition..§§hilarly, Paridell and .
Satyrane, admiring Britomart's beauty and chivalry, wish to
"ynow, who she mote bee"™ (III.ix.24). Britomart, becaﬁse of her

-

sex, acts to redefine the language of love within the text.
|

Although at first Britomart believes herse%f toé?gﬁ\/”\
imprisoned within "love's cruell law" (III.ii.38), Merlin's {
redefinition of her vision of Artegall liberates Britomart from
the constraints of the Petrarchan definition of love as well as
the Petrarchan vision of'women.26 The ambiguity of her position
as woman-knight prior to this "re-reading" makes her, and the
téxt, difficult to fathom. Tgé differences in her appearances
prior to Merlin's redefinition and after it are striking. The
encounter with Guyon, with its futile violénce and the
regbnciliation based on misinformation, Britomart's entry into
the Castle Joyeous, in spite of its déated definition, her
subsequent encounter with the confused Malecasta, whose
misrecognition of Britomart's true sex is encouraged by
Britomart's behaviour, and her presentation of herself to
Redcrosse as Artegall's eneny, seem both ambiguous and
pointless. All contribute to an uncertain and undefined text of
desire, one which participates in all the conventions and yet
neither ratifies nor dismisses them. Only after meeting Merlin,

and having her true situation "read" by him does Britomart
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come able to focus on her goa1;27 Glauce "reads" Britomart's

¢

stiny to Merlin, even though she cannot "read" the cause

"axight" (III.iii.16). Merlin asks "what needs this colourable

o cloke the cause (iii.19), and_ redefines Britomart's

[

vision caused by the "streight course of heauenly destiny"

(1ii.24). Once Britomart is released from the constraints of

“"1ove'é cruell law" by redefining her role, she becomes

focused, and the text begins to coheré. Her encounter with
Marinell, which moves from the self-pitying language and
helplessness of Petrarchan adoratiow to purposefulness, briqgs
to our attention the effects of language on the experience of
desire. "Words fearen Sgbes," states Britomart, and this is
precisely what Marinell does fear (III.iv.15).

Marinell's original text is equally proscriptive; it is
also a text of desire in that it fears desire. For Marinell,
desire means death, and, to avoid it, he confines himself to a
small space, hoarding his "jewels." While the text may be of
another's making, the imprisonment is his own. The source of
the text is Proteus, who, like Merlin, is a prophet and can
"tell"\destinies. Proteus predicts that Merlin will encounter
difficulties with a woman: "A virgin strange and stout should
him dismay or kill" (iv.25). Cymoent interprets this text to
mean that Marinell will suffer through love for a woman, "“For
she of womans force did feare no harme;/So weening to haue

. R
arm'd him, she did quite disarme"™ (iv.27). Yet both .

-
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interp;etatidhs of this text are correct, though one

facilitates the other.

So tickle are the termes of mortall state,
And full of subtile sophismes, which do play
With double senses, and with false debate,

T'approue the vnknowen purpose of eternall fate.
(iv.28)

Timias' interpretation of Belphoebe is also proscriptive.
Bacause he cannot decide on a proper course of action, he
cannot reveal to her the nature of his wound, since he Efliebes
that to do so would be 'g}sloyal.' According to DeNeef,
"whatever else Belphoebe and Timias may represent in éhe poen,
Spenser's focus here is on the Cupidean heart-wound that is
unspoken, misread, and unread. Because Timias reads his heart
as wounded, he presumes that allowing Belphoebe to read it ’
would be to accuse her of cruelty."28 Thus, it is Timias' own
reading of desire which keeps him il¥5 Because Timias does not
tell her the truth about the nature c¢f his wound, she is unable
to recognize it. Nor is she equipped to do so, since she is as
impr&soned within her own text as Timias. As he recovers from
the first'wound, which, like Marinell's, enables the second, he
paradoxically sickens: "Stjill as his wound did gather,- and grow
hole,/So still his hart woxe sore, and health decayd:/Madnesse
to saue a part and lose the whole" (v.43).

Florimell's act of redefinition also produces a text. When
finally imprisoned by Proteus, she re%ists his assault on her

"will" by redefining her beloved. Their interaction takes the

form of a dialogue of responses: first he woos hé£ "with
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flattering words" and offers "faire gift ‘allure her sight,"
and she refuses (III.viii.3s). )

Sometimes he boasted, that a God he hight:

But she a mortall creature loued best:

Then he would make himselfe a mortall wight; .
But then she said she lou'd none but a Faerie knight.

Then like a Faerie knight himselfe he drest.
(viii.39-40)

'
She never names Marinell, but uses the ambiguity of his
parentage to create a double-bind for Proteus. Her preference
for "eternall thraldome" over "loss of chastitie or chaunge ‘of
loue"” wins her "sweet hymnes" and Spenser's "rymes" to "aduance
(her] goodly chastitee" (viii.42-3).

Florimell's use of ambiguous language, and her
imprisonment for preference of Marinell, act to exclude
Proteus. Her text remains open to interpretation, yet she
refuses to ratify any of these. Her "misidentification" of
Marinell is one of a series of misrepresentations and
nisrecognitions which result from the ambiguity of texts.
Britomart's definition of herself as Artegall's enemy causes
Redcrosse to praise him. Her appearance as a knight enables Ate
to create the fiction of her union with Amoret. False Florimell
is hard to "read" and is mistaken for the real one. Artegall
represents himself as "saluagesse sans finesse, shewing secret
wit" (IV.iv.39), and thus allows the conflict with Britomart to
occur by refusing to reveal his real name. Britomart refuses to

reveal her real sex to Amoret, causing Amoret to fear her

"wounded mind." Slander wilfully misrecognizes the
4
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"conversation" between Arthur and Amoret, and uses this to

assault her (IV.viii.29). In part, these texts are used to

resist the effects of desire??: Britomart misrepresents thlf

s0 as to avoid revealing her wounded mind, and Florimell

refuses to identify Marinell for the same reason.

These partial texts, particularly those produced by Ate
and ‘Slander, have much in common with the "partial praise®" that
excludes women from the roll of warriors. According to
Silberman, "the complex pun, that men 'in their proper prayse
too partiall bee,' suggests that the improper partiality that
leads men to disregard women produces only incomplete, partial
praise of tbemselves."-”o The partial praise is a result of

envy; as in the case of the texts of Ate and Slander, the

partial texts are the result of exclusion. This dissection of-_ __

discourse prevents mutual understanding. When the opposite
movement is in practice, inclusion results. If, as Silberman
states, an "important part of Spenser's interest in chronicling
the legend of Britomart and developing an anatomy of love in
Book III is to restore wholeness to men and to language, "31
then true; identification and recognition lead to the positive
redefinitidn of language, inclusio;x and reconciliation.32

When Britomart fights for her right to Amoret (IV.i.l0-
11), and defaats the "younker," the custom of the place
requires that only those who have ladies may be admitted. Under
these conditions, the young man will be excluded from the

castle. Britomart plays with her rcle as "fairest knight" by

—

S
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using the language to her advantage. She first requires the
"Seneschall" to grant her right ‘to Amoret. When this is
yielded, she "claim'd that to her’self, as Ladies §et,/Ho as a
Knight might iustly be admitted" (i.12). She then reveals that
she is a woman. On this occasion, she uses language, and the
texts of desire, to include both Amoret and the knight._When
the Knights and Ladies see her, they have difficulty
understanding who she is. The interpreéations they give to her
are varied:

Such when those Knights and Ladies all about
Beheld her, all were with amazement smit,

And euery one gan grow in secret dout

Of this and that, according to each wit:

Some thought that some enchantment faygned it;
Some, that Bellona in that warlike wise

To theéem appear'd, with shield and armour fit;
Some, that it was a maske of strange disgquise:
So diuersely each one did sundrie doubts deuise.

But that young Knight, which through her gentle deed
Was to that goodly fellowship restor'd,

Ten thousand thankes did yeeld her for her meed,

And doubly ouercommen, her ador'd:

So did. they all their former strife accord;

And eke fayre Amoret now freed from feare,

More franke affection’'did to her afford, '

And“to her bed, which she was wont forbeare,

w freely drew, and found right safe assurance
eare. (1.14-15)

Bgitomart“é act of redefinition astounds the knights and
ladies, who don't know how to interpret her. But the Knight
adores her, for her inclusion of him, and Britomart and Amoret
aée finally able to display their affection for each other, and
to discuss their "loues." Similarly,‘it is the
naming of Artegall, and the revealing of Britomart's face that

enable the two to recognize and love each other (IV.vi.19-33).
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These instances of misrecognition and partial texts, and

redefinition which completes and includes, articulate the
importance of réading within the two bosks. Although many
figures "read," Scudamour and Britomart are perhaps the most
p;:ominent of the readers, and bot;h reaq to obtain Amqret.
Scudamour's reading at the Temple of Venus is initiated by the
text on the pillar. When his reading is complete, and when he
has listened to the 'plaints' of the lovers, and their praises
of each other, he takes Amoret's hand and leads her from the
Temple. A number of critics have compared him with Orpheus,
whose love disappears as the is leading her out of hell, because
Scudamour, like Ofpheus, looks back. Indeed, Scudamour's tale
is a "retrospect," the history of his courtship.33 His lack of
faith has been blamed for his loss, since he doubted Amoret's
loyalty.

Anc':ther perspective on this episode arises when we
consider how enclosed is Scudamour's interpretation. He gives
to Britomart his "reading" of the Temple, of Venus, which is
concluded by the taking of the prize. When he finishes the
story, he and Amoret have vanished from the text. Although the"
story tells the beginning of their love, and does not include
their reunion -- even though she i; present on the field a
short time before -- the complete interpretation he presents
involves a kind of closure. While h’e may find it hard to "read"
the goddess, he has no doubt at all about. Amoret, and does not

heed her protests when he leads her out. He imposes his text --

- %
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Cupid's shield =-- on those he finds there, in order to remove
her. »
Britomart's readings, on the other hand, are almost always
accompanied by a measure of bewilderment. She Aoes not
&
understand thg totality of what she sees, and is not able to
form a final interpretation of it. When she enters the House of
Busirane, she is repeatedly astonished and confused by what she
sees: the statue jof Cupid and the bright tapestries daze her,
and she stares upon them with "greedy eyes" (III.xi.53). She
cannot decipher‘%he texts written over the doors, or determine
what they mean..She forces Busirane to "rewrite" his words, to
"reuerse" his charms:
Full dreadfull things out of that balefull booke
He red, and measur'd many a sad versae,
That horror gan the virgins hart to perse,
And her faire locks vp stared stiffe on end,
Hearing him those same bloudy lines raherse;
And all the while he red, she did extend

Her sword high ouer him, if ought he did offend.
. (III.xii.36)

The redefinition of language enacted here breaks the chains

that imprison Amoret, and restore her to "perfit hole."
According to DeNeef, Amoret's imprisonment is caused by
her own misreading of Cupid: the only danger posed by either
Cupid or his 'deadly' dart is the interpretive one of how they
are beheld."3¢ when Britomart changes the poetics that imprison
ﬁhoret, the dart falls forth, and she is restored. The divided
woman here anticipates the implied divided man in the echo of
Orpheus in Scudamour at the Temple, since Orpheus is also

dismembered by desire. Amoret also echoes the divided text,
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since her state depends upon who possesses her. In the Garden
of Adonis, she is "th'ensample of true loue alone,/And
Lodestarre of all chaste affectione" (III.vi.52). In the Temple
of Venus, she is a "recluse virgin," "Venus mayd" (IV.#.54).
There, she is contained in the circle of womanhood's
attriﬁutes. Lust may seize on her, and carry her off to his
cave to be devoured. Timias sees her as a pitiable woman to be
rescued, as does Arthur. Busirane sees her as the one who
refuses to include him, and thus attgmpts to rive her in two, a
literal version of Petrarchan dismemberment. Slander's words
have a similar power to "wound" the soul, and she attempts to
steal the "crowne of [her]) good name" (IV.viii.25). Only with
Britomart is she "perfect hole."

Goldberg draws a parallel between the nature of the text
and Amoret's restored condition. "The book remains always in
'the middest' ('a Poet thrusteth into the middest'), and the
text occupies an @dnterstice, an interim (‘'a-while'); like
Amoret, it is 'pinect hole. '"35 In many senses, Amoret stands
in for the text, or at least for the element in the text that
the reader pursues. If, as DeNeef points out, Amoret
continually substitutes for Amor, then-she becomes the
principle of the text that both animates and inspires the
reader.3® Like cupid, she is subject to a variety of
interpretations, over which she has no control. She wanders
through the poem randomly, and finally vanishes alt ther. The

conjunction of the representation of the cruel Cupid on
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Scudamour's shield with the "ensample of true loue alone"
creates a seeming victory of thé reductive interpretation over
the real meaning. At this point, both vanish, since the text is
complete.37

The act of reading is, in a sense, the production of a
"partial" text, since it involves the selection of aspects of
the whole by an interested party. Spenser calls the attention
of the reader to the aspects of the story most relevant to him
or her, depending upon whether the reader is male or female,
when he discusses both Hellenore's wantonness, and Paridell's

defacing of knighthood. Paridell "reads" the story of Troy to

produce himself, and Britomart's reading produces Britain. Both

readings may co-exist, though one is more confining than the
other. As Berger notes, Paridell "condemns" himself to repeat
Paris by his reading of his genealogy.38 According to Gross, ’
"blindly to assert the absolute authority of any one memory,
name, or myth is to court idolatry; Spenser's strong desire to
avoid any such galse identifications may suggest that there is
an ironic demystifying intent behind the continual
interweaving, shewing, and fragmentation of genealogies."3% The
"fragmentation" of genealogies, such as that produced by
Paridell, is coupled with the zmbiguity of parentage, such as
Artegall's lack of knowledge of his true parents, in a way that
undermines the possibility of stable origins and final endings.
The pursuit of a single "text," whether it be genealogy,
text of desire, or mvth, is the pursuit of intact paradise, the
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desire for a single; unchanging framework within which to order '
experience. The cost of its production is the loss of the "free
play" of interpretation. According to Berger, "the poem is
nominally about chastity, and we become aware, as we read, that
a similar problem controngs both heroine and poet. Both must
impose some form on the welter of experience flowing in them
and around them."40 The "welter of experience" described by
Berger is the force of desire; the form imposed becomes a kind
of protection against or coping mechanism for the experience.
Yet if this form becomes too rigid, it acts to imprison the
subject. Thus, the need for Britomart, as for the reader, is to

find a mean between the randomness-of Amoret and the rigidity

of Belphoebe. g

The form, for Britomart, is provided by Merlin. He "tells"
her destiny, giving the desire she experiences a role in
history. The history h; recites is filled with violence and
political instability, although the final result is the virgin
queen. He promises Artegall to Britomart, as well as the child,
"his image dead," and states that Artegall will be killed in
béttle. His discourse is incompiete: after the revelation that
their union will, at length, result in Elizabeth, Merlin
states: "And yet the end is not" (III.iii.50).41 In spite of
the violence, and the death of Artegall that is fore&éft, the

two women are made happy by his discourse: v/
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Then when them selues they well instructed had

[
They both conceiuing hope of comfort glad,
With lighter hearts vnto their home retird;
Where they in secret counsell close conspird,
How to effect so hard an enterprize,

Now this, now that'twixt them ﬁhey'did deuise,
‘And diuerse plots did frame, to maske in strange
disguise. (IXII.iii.51;emphasis mine)

While Merlin gives the larger text of Britain's history, the
two women "conceiue hope of comfort glad" on the basis of their
immediate interest, which is the possession of Artegall. They
take from the text what they need. Thus, their reading, while
enabling the later developments, is reductive, just as
Cymoent's reading of Proteus' proph;sy is reductive and enables
the wound that causes him to love. Their reading provides them
with a framework within which they can focus on their purposs.
Unlike Cymoent's reading, however,rthis version of the text
does not imprison its readers, but allows them to continue
their search.

The desire for perfection, for closed experience and final
meaning becomes the reader's desire to make all the pieces fit.
The nature of reading, as described above, does not, however,
encompass all the pieces. As Ferguson states, the purpose of
mastery of any text is to enable the reader to do what is best
for his own soul.42 Any reading is reductive in the sense that
some of the pieces must be left out. It is the desire for
perfection, for a "perfect" text or "perfect hole," that is

o7

finally frustrated by the text itself. The constant revision of
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images reminds us that no one vgrsion can be comblete; to
‘fixate' a version or reading is to create idols. If éhe text,
as Goldberg states, is in the "middest," then it is without
beginning and without end. The idol at the Temple of Venus, who
"needeth other none," whose feet are enclosed by the snake who
grasps his tail in his mouth, signifies!closure. Here, the
beginning of{?cud;mour's story both replaces and becomes the
end. Yet this reading gives way to the "endlesse worke" of the
story of Marinell and Florimell, the "perfection" of which
Spenser defers to "another place."

Spenser's work is anti-~apocalyptic because it denies )
closure. It is neither of beginning nor end, but of the way
thropgh the middle. Roche and Goldberg both remark that the
substitution of Triamond for Telamond is significant. For
Roche, Telamond means "perfect world" (from telos and
mundus) .43 Goldberg believes it to mean end: the final line of
Book IV, in which Spenser leaves the story of Marinell and
Florimell to be perfected elsewhere,‘"%ﬁaicates that narrative
structure in The Faerie Oueene is not closed and complete, but
ins&ead describes a kind of loop, moving here from ‘perfect' to
'to be perfected,' from closure ('tela' derives from ;glg§,°
end) to openness, from the world ('-mond') to 'another
place.'"44 Thug, these two interpretations would indicate that
the replacement of Telamond by Triamond constitutes the loss of
the perfect world, the deferra1‘8f1§3§faction to "another -
place." Michael lLeslie adds a third possibility, whiéh is "the

-~
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0 o - Gx:eek ;g]._gmp_n, meaning the be-lt or baldric s;xpporting a

shield."45. Telamond is replaced by th; cestus, or belt. The

loss of Telamond articulates the resistance of the text to

! closure. Amoret, who is the only one who can close the belt:

" around her waist, s not ;warded the Jrelic" of chastity.

- Chastity, as defined by the cestus, bacomes an imposition from
the outside, a cult of a presumed dead Florimell, which accepts
in her piace the idol False Florimell, and has nothing to do
with the actual integrity of any figure or meaning in the text.
By removing Telamond from the teft and substituting the cestus,
-Spenser emphasizes the danéers inherent in the act
interpretation.

The loss of the perfect world becomes the loss of the
pq;kect tex?. Spenser's "mistakes" may in fact be a deliberate
marring of the text to prevenf closure, a kind of protection
against "the random, reductive pfessures of a fixating
intelligence, whether heretical or orthodox,"46 a subtle method
of defense. The ambiguous use of personal pronouns becomes a
reminder of the sliding together of different texts, in which

! it* is difficult to make complete distinctions between readings.

The genéer of the reader becomes important because the
text resisgs the marginalization of the feminine. Throughout
Books III and IV, the feminine is at the heart of the
di;gdurse, whether as a reader, or as the meaning of the text

~ which the male desiring subject seeks, as in the casc'og
o Amoret. If we consider Amoret as an analogue for the text,

[ S
[}
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because both are "perfect hole," then the gender of the text is
feminine. Amoret replaces Cupid, the female "ensample of true
loue alone/And Lodestarre of all chaste affé‘ctione" replacing a
male image of desire, though both are”"made" by Venus. Venus is
at the centre of both books,47 and the centre of the Garden o‘f
Adonis becomes a mgns_y_e_ng_:iﬁ,‘w an image for the female body.
The frustration of the male reader, or any reader who demands
closure, is generated by the same principlés degcribed by Peter
Stallybrass. The yeader démands that the text be at once open,

to admit him, and closed, to finally resolve th‘é frustrations

of desire. As the cestus refuses to remain closed around any
waist but Amoret's, and she is awarded to Britomart, the
knights retrieve t.he. cestus from her possession since she .is
inaccessible, even though the efforts False Florimell must
make, as a mals image of the female, to tie :it around her waist
are extraordinary. It will not "fit." E |
" Belphoebe, who imposes meaning, alternatés with Amoret,
who is imposed upon. Belphoebe rewrites Timias, while Amoret .
wanders through the text, seized upon by one desiring subject
after another: The injunction Spenser repeatedly makes to the
reader is to read with compassion: only with compassion and
” love do the elements of the text cohere, and meaning not escape
us. Spenser responds to the criticism of his "louer's deare .

debatcs"‘ by stating that

.
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Such ones ill dge of loue, that cannot 1loue,
. Ne in their frosen hearts feele kindly flame:
For thy they ought not thing vnknowen reproue,
Ne naturall affection faultlesse blame,
- For fault of few that haue abusd the same.
o (IV.Pr.2)
Those who criticize him do not know love. In fact, they cannot

read with love, since they attack "louer's deare debates."
These readers, who weld "kingdomes causes, and affaires of
state" have little to do with the nature of Spenser's text.4%
"To such therefore I do not sing at all," states Spenser
(IV.Pr.4) . Wwhether he means that he does not direct his
narrative to them, or whether they cannot hear .him sing because
they do not know love is doubtful.
Ins‘tead, Spensez'Jreconstitutes an androgynous Queene, and

asks i ’

Which that she may better deigne to heare,

Do thou dread infant, Venus dearling doue,

From her high spirit chase imperious feare,

And vse of awfull Maiestie ramoue:

In sted thereof with drops of melting loue,

Deawd with ambrosiall kisses, by thee gotten

From thy sweete smyling mother from aboue,

Sprinckle her heart, and haughtie courage soften,

That she may hearke to loue, and reade this lesson
The Queen is enjoined to read with love, so that she may

N -

"better...heare." Similarly, Spenser accuses Cupid of cruelty,
in heaping further trials upon the heroines, and says of

Amoret's story that "pittie is to heare the perils, which she

tride" (IV.vii.2). He pities Florimell for the .ength of time

for which she has been left "languishing in payne™ (IV.xi.1),

because of the other stories that have intervened.
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The role of compassion in resolving the alienation of
discourses is evident in both the history of Belphoebe and
Timias, and in that of Florimell and Marinell. Belpheobe
replaces the "stoicke censour" of the *”roem, siace she refuses
to hear Timias, rejecting him for his perceivedl "lightness."
Her stern looks ("awfull maiestie") have so daunted the
"vnhappy boy" as to rob him of language. The agent ol
reconciliation is the jewel in the shape of a divided heart,
recalling Amoret's heart at the House of Busirane, also divided
by language, also bound by a golden chain (IV.viii.€). The
turtle dove leads Belphoebe back to Timias by staying just out
of her reach, so she cg',m:mot grasp the jewel too soor;. 6
And euer when she nigh approcht, the Doue
Would flit a litle forward, and then stay,
Till she drew neare, and then againe remoue;
So tempting her still to pursue the pray,

And still from her escaping soft away:
(IV.viii.11)

Belphoebe does not recognize Timias, because he t!xas become
deformed. "She knew him not, but pittied much his case,/And
wisht it were in her to doe him any grace" (viii.12). Timias
speaks "no word, whereby she might aread/WHat mister wight he
wvas, or what he ment" (viii.13). Finally, she asks if it is in
her power to redress his wrongs, and he tells her that although
"heauen" is the "first author% of his "languishment,/Enuying"
his happiness, it is Belphoebe tha: has done him wrong, by
*misdeeming" him (viii.15-17). Thus, by compassion, Belphoebe

is enabled to read Timias correctly, and receive him back. In

fact, it is her compassion that allows him to tell his story.
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Marinell's love for Florimell is aroused by his compassion
for her, initiated by her story. Although he originally

despises all women, particularly since it was a woman vho had

" wounded him, her plight moves him to pity, "so feelingly her

¢ase she did complaine,/That ruth it moued in the rocky stone"
(IV.xii.5). She names him, and thus he kﬁows {that her text is
directed at him. "His stubborne heart, that neuer felt
misfare/Was toucht with soft remorse and pitty rare" (xii‘.}ls).
Cymoent, moved to pity by his "sickness," pleads with him tc;
L ]
divulge the cause: "Now with faire speches, now with - ~5
threatnings sterne,/If ought lay hidden in his grieued
thought, /It to reueale" (xii.24), Marinell refuses to tell her,
so Apollo is called in, and he reads the cause as love ‘
(xii.25). Cymoent fears "that same fatall read" less because
she believes the one he loves to be a nymph rather than a
mortgi; creature. Proteus's prophesy, we presume, meant a human
[

woman. Marinell names Florimell, which text Cymoent carries to
Neptune, who asks her to "read therefore who it is, which this
hath wrought" (xii.30).

To whom she answerd, Then it is by name ;.

Proteus, that hath ordayn'd my sonne to die;

For that a waift, the which by fortune came

Vpon your seas, he claym'd as propertie:

And yet nor his, nor his in equitie,

But yours the waift by high prerogatiue.

Therefore I humbly craue your Maiestie,

It to repleiue, and my sonne repriue:

So shall you by one gift saue all vs three aliue.
(xii.31)
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Florimell, who has been the thrall of Proteus because of her
refusal to define her love and thus admit him, becomes a part.
of an exchange of texts and redefinition of love. Through
compassion, love's cruel law becomes literal law. Proteus is

‘ enjoined to release her, because he dares not refuse the
written text, which he reads "with inward loathfulnesse," not
wishing to restore the pledge.

The interchange of texts and compassion is concentrated in
the last stanzas of Book IV. The creation of a new text within
which Florimell is restored to freedom by the play on her
status as pledge or commodity reversés the earlier imprisonment
. of this definition. Compassion, like desire, is contagio;s, as
we can see. The text quickly touches on a variety of hearers,
all of whom act to redress the wrong.

Spenser, therefore, asks us to read with compassion. 50 1f°
we read with love, the tg¥t coheres, and resolves itself in the
liberation of prisoners. As in the rereading that takes place
at the House of Busirane, the contagious rewriting of
Florimeli's situvation restores both her and Marinell. In this
ptivate\space, away from the gods and goddzsses of the
Marriage, there is no idolatry, Fhough Marinell adores
Florimgll, and she fears to be thought light. Spenser leaves
the story to "another place" to be perfected. Thus, the
' nfreeplay of interpretation" is allowed to continue.51 The

reader is party to the effects of reading with love, but is not
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satisfied by a final ending. The result is the continuing work
of the poen.

-

The dissolving of the Venus of the Temple, the idol which
shows the perfectéd unioﬁ‘;f man and woman, into the "Venus of
the fomy sea" accompanies a process by which language is
reformed to accommodate the subject, rather than the reverse.
The meeting of Florimell and Marinell describes the joining in
the text of male and female perspectives,_both exposed to the ‘
reader's view, rather than the single and divisive perspective
of fear or desire.

Compassion, like desire, causes a wound: it causes the
loss of "intact" self. Belphoebe is moved by compassion on both
occasions when she "succouts" Timias; she heals hiﬁ twice, but
the second healing returﬁs his mind to wholeness. Prior to her
relenting, he has had but one Qord. When she agrees to listen
to his story, his language is restored. Although it may be
"madnesse" to lose the part and save the whole iA the physical
healing which causes the desire, Timias's literal madness
JLeduces thé whole of language to th; single name, the reductive
t+ext of his lost love. In Florimell's case, the name of the
beloved in the text of her story makes Marinell realize that
the text is meant for him. He is the cause of her misfortune,
since he has refused to love. When his compassion is aroused,
the two texts are finally allowed to merge.

The reader becomes a desiring subject simply by reading

the text. By offering "ensamples" for the reader to imitate and

<« 2

3
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( to desire, by promising and deferring perfection, the text both
initiates and frustrates the desire of the reader. The text
becomes a model-obstacle for the reader if the reader desires
the "intact paradise"™ of perfect closure. This is a pleasure
that the text denies.52 If the reader approaches the text as a
model-obstacle, then he or she is destined to experience’a

\ double-bind. If the reader approaches the text from within one
of the "texts of desire" incorporated into the narrative,
whether it be Petrarchan or chivalric, then he or she is

N . destined to be frustrated, since no single prinéiple or

perspective will obtain the ordering of the text. The sexually
and teé&ually ambiguous Britomart operates at once as desiring

;ubject, object, and model-obstacle, preventing the freezing of
thg text into any of these perspectives. The text continually
escapes the bounds of any form ;mposed upon it. The only place *
‘where the disparate parts of the text may cohere is in the
° reader's mind.
Judith Dundas states that "the first préfequisite, for a
) Spenserian critic...is the apilitf te respond as a child, for
then there are no problems of interpretation."53 Girard says
that, in order to know the truth of the Gospels, we must read
like children, non-sacrificially, fdr Christ asks us to become
children, to refrain from succumbing to the "scandal" as well
as from spreading it. Spenser associates the snake of jealousy

(which Girard associates with Satan as skandalon) with
(' Malbecco's "Tantalean" punishment, with "enuious" desire and:
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"greedie™ rage. However, the alternation between the closed and
open snake in Books III and IV, between Malbecco's envy at
exclusion and the perfect reconciliation of Cambell and
Triamond, who speak only in the words of the other, as well-as
the closed icon of Venus, who "needeth other none" and never
‘ speaks at all, shows the dangers of the polarities of
frustration and idolatry. Girard's insistence that we read non-
#/sacrificially, that we "read like children," is an impossible
r.injunction for a reader slready shaped by mimetic desire, since
té be subject to mimetic desire .is to read blindly and, .
automatically, to sacrifice the parts of the text that would
undermine that “reading."
Spenser make:s it impossible for us to read sacrificially.
Any attempt to impose a single form upon the text is
‘frustrated; morever, his text contains the cultural "textas"
that are used to form identity and influence both
interpre@ation and perception. He combines them in such a way
that eaéh undermines the other, demonstrating the limitations
of such texts. He also demonstrates to us the nature of
interpretation, and that any interpretation, in one way or
another, involves a reduction of the whole, and becomes a
"partiall" text. Therefore, all interpretations must be subject
to constant "re-vision." By educating the reader in
frustration, causing him to look at the texts which inform his
"re;ding," Spenser reforms the process by which he reads.

Spenser leaves the narrative deliberately incomplete and
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( "unperfited." Like the Garden of Adonis, with its two gates,
changing perspective, and Adonis, the "Father of all formes"
whﬂ is "eterne in mutabilitie," the text changes as it
proceeds, and locates itself "in the middest," between
beginning and end. What Spenser asks of us is to read with
compassion. He asks us to make the text whole by refusing the
desire of the "Stoicke censours" to saéritice the role of love

in histq}—y (IV.Pr.3). By reading with love, we can "heare" the

- whole.
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Noées to Chapter 1V

1. For Goldberg, the "place of narration" corresponds with the
"place where those in the text enter into the locus of desire."
The desire for another generates the fragmentation of identity.
What the characters discover, "by discovering desire, is that
the very desire with which they constitute thimselves is their
undoing. What they desire is another, and it is precisely
because they lack others that they come to experience that lack
as an impairment to themselves. But, more urgently, they also
discover that having others also robs the self of the illusion
of sufficiency. Either way, desire disables any notion of the
self as entity. Furthermore, this discovery, which is a
repeated event in the text, nonetheless remains a discovery
about the text as well. For the text is about the coincidences
of the moving paradoxes of desire with the principles of
narration, storytelling and reading. To foliow tha course of
desire is then to unravel further what it means that the place
of narration coincicdes with the place of desirzs.™ Endlesge

Worke, p. 83.

2. Goldberg, p. xi. Javitch refers to the frustrations of
readers of the Qrlando Furioso, and states that part of
Ariosto's purpose is to educate the reader in desire. Ferguson
also draws our attention to the relationship between the desire
of the readers of the text and that of the narrator, as well as
the desire of readers within the text. Orlando's reading of the
text inscribed on the trees inspires a kind of madness, and "as
Ariosto diagnoses it, Orlando's madness is an extreme version
which infects us all: the disease of unfulfilled degire.
Desire, which Ariosto, like Cervanteg, links to our‘unlimited
capacity for fiction-making, is inevitably disappointed by the
realities of our condition as mortals in a world of social and
material limits." According to Ferguson, "Ariosto and Tasso are
both thematically concerned with the relations between
fragmented texts, fragmented objects like lances and trees, and
fragmented human beings whose spirits are sundered from their
bodies or whose rational faculties are divorced from their

passions." The Trials of Desire, pp. 132-33, 130.

3. Endlesse Worke, p. xi. Strict allegorical interpretation
occasionally falls into this trap. For example, the Garden of
Adonis is often treated as a garden of platonic forms, in which
Venus (as pater and therefore materia) unites with the "Father
of all forms." The problem is that "Adonis is passive, Venus

L



182

active. It requires an effort of will to overturn mythic logic
and see Venus not as mater, materia, but as the principle of /]
form. Several scholars, notably Josephine Waters Bennet and,
more recently, Roche and Cheney, have been reluctant to do so.
But Spenser's break with traditional ways of describing
creation is only a part of a larger strategy which lies behind
Book III as a whole. The male principle and the female do not
perform their customary roles in this book. Because Spenser
wishes to examine the process of generation in all its aspects
-~ natural..., social..., and historical..., he moves
femininity from the subsidiary position it normally occupies
both in everyday thinking and in the psychomachia of the
knightly quest to a position of dominance." Humphrey Tonkins,

"Spenser's Garden of Adonis and Britomart's Quest,"zﬁzgggggingg
of the Modern Language Association 88 (1973), p. 412.

4. Bean, "Making the Daimonic Personal," Modern Langquage
Quarterly 40 (1979), p. 239.

5. David Burchmore, "The Unfolding of Britomart," p. 13.

6. According to Alpers, "the only way in which we can
understand the relation between the various episodes in [Book
IV] is to perceive that each concerns some kind of strife or
painfulness in human lpve, out of which harmony emerges, or
which breaks down intg discord. The coherence of Book IV is
based not on terms found within the poem =-- not even in
generalizing stanzas about jealousy (4.6.1) or the three kinds
of love (4.9.1-2) =-- kut on the activity of the reader's mind
as he responds to and interprets the parts of the poem." The

Poetxry of The Faerie Queene, p. 124.

7. Endlesse Worke, p. 32ff. Goldberg difcusses Spenser's desire
to tell "another's story" in relation to the problem of
friendship (p. 73ff). The desire to hear a story (the desire of
the Other) is linked to the desire to tell a story (the desire
for the Other), yet the story told is not one's own. This is
particularly evident in the case of Cambell and Triamond, who
advance the other's virtues. and never speak of themselves, and
the lovers in the Temple, who speak only of love and of each
other. The narrator is similarly constrained:; Scudamour
produces the story of his desire for Amoret at/ Britomart's
command. In this way, both identity and narration are
imprisoned in the desire of an Other. For Goldberg, the icon of
Venus represents the perfect Other, who commands the stories
and yet is unaffected by them. Goldberg encapsulates this
interweaving of texts and desires in which, finally, neither is
located or produced by the self by saying that "the fiction
that the text creates to make the request that the reader
accept the text is that the one who rewards is the one who
produces the text: the self-reflexive circle of the other
includes the text" (p. 127).

-
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8. Endlésse Worke, p. 127.

9. Cf. III.Pr.1 and 5, in which the "Soueraigne" contains
chastity perfectly, and Cynthia's light is superior to that of
all the other stars, and III.v.44, whican refers to Belphoebe's
"soueraigne bounty."

10. The word "shend" has a variety of implications for this
passage: according to the OED, "shend" can mean "to put to
shame or confusion," to disgrace, to revile, to destroy or
ruin, to disfigure, corrupt or infect.

11. The OED provides a variety of definitions for this word,
including "to mix", and "blind" or confuse the moral judgement.
The implications of the term in conjunctica with the opposite
colours used in the following stanza imply that both senses may
be meant.

12. We can see an interesting parallel between Spenser's fear
of offending the reader and "blinding" him or polluting the
virtue, and the interaction between Stesichorus and Helen. At
first Stesichorus writes of Helen as unchaste, and she blinds
him. The punishment is lifteg when he rewrites the story.

13. This belies Goldberg's assertion that the narrator's
address to the reader in IV.viii.29, in which he states that it
is "virtually unprecedented." "Never before have these beeén
addressed as readers, and it has been behavior or ideas, not
the reading of the text, that has been called into questicn
before." Endlesse Worke, p. €0. In the address to the reader in
IIT.ix.1-3, Spenser explicitly questions the "reading" of this
episode, and the affect it will have on his presantation of
chastity in the rest of the Book.

14. Cf. C.S. Lewis, "The False Cupid," in Spenser's Images of
Life, (Cambridje University Pressy; 1967), pp. 18-35.

15. According to DeNeef, "the Blatant Beast may...be a
deliberately posited false reader in order to challenge the
"true reader toc engage actively in carrying the fictional ideals
out in real life,"™ "Who Now Doth Follow the Blatant Beast:
Spenser's Self-Effacing Fictions, "

Renaissance Papers - 1978,
pP. 17. See also Spenser and the Motives of Metaphor, p. 140.
16. DeNeef, Spenser and the Motives of Metaphor, p. 119.

17. Fletcher refers to Errour's "cole black bloud" as
sustaining a "hellish obscurity which can only be called 'inky'
and which the poet identifies as a perversion of language." The

Prophetic Moment, p. 61.
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18. DeNeef refers to this element in the minor poems as well,
in which "Spenser's desire to announce himself as a Sidneyan
Right Poet is inseparable from his need to defend himself
against a variety of wrong, or false, poets. Rightly to
proclaim is made to depend upon the ability to disclaim, and
praise of right speaking requires the blame of wrong speaking.
As a result, Spenser traps himself in a defensive paradox: the
more he tries to affirm his own voice, the more he is committed
to giving voice to the very false poets he wishes to silence."

Spenser and the Motives of Metaphoxr, p. 91.

" 19. Goldberg describes this aspect of the text as "writerly":
"The readerly text offers its reader the word as a product, an
object; the name as a thing, an object of communication. The
writerly text defers, demands the 'endlesse worke' of play, the
discovery of and the dissolving of differences into deferred
identity and unity. The readerly text is single, solid, the
author's work; the writerly text is infinite, replete, broken,
empty, arbitrary, structured and deconstruzted in its reading,
which is its rewriting, produced by reader and author at
once....It plays upon a void; it occupies the place of loss =--
where Britomart's wound is extended to Amoret, where Amoret is
'‘perfect hole.’' This is the space of the text." Endlesse Worke,
P.11. The "negation" of the text, the emptying out of the text
at the end of each book described by Goldberg, may engencer the
frustration necessary for both the generation of further
writing and further reading. In Girard's terms, the text may be
called a "coguette," since it plays with the frustrated desire
of the reader in order to keep that desire attached to itself.
The text may also be called a model-obstacle, since it
ancourages the reader to search for meaning and frustrates that
search at the same time.

20. Trials of Desire, p. 158. She adds that "The reader is not

only allowed but encouraged to master any secular (literary)
authority in order to serve his true 'self-interest,' which for
Sidney, as for Erasmus and Agrippa, is the state of his soul."

21, Cf. Daniel M. Md&taugh, "The Garden and the Sea: The
Topography of The Faerie Queene, III," English Literary History
40 (1973), p. 330. A.B. Giamatti points to Proteus as both
vates and poet" and reminds us of the "tradition of Proteus as
magus and sinister manipulator of words." "Proteus Unbound," In

, (New Haven and London: Yale Univ. Press,
1984), p. 130. Cf. also Gross, pp. 23-24.

22. Ferguson points to the "orator who insists that he
“followeth the steps of his master" as the "ultimate
narcissistic defense of author against reader. The defense
consists of an irony which denies us the pleasure of
deconstructing the text because it has already been ;
deconstructed." Trials of Desire, p. 153. DeNeef's belief that
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the Blatant Beast destroys the poem intimates much the same
thing. If the Beast destroys both poet and poem, then there is
little left for the reader to "deconstruct." The reader's task
would then be to "reconstruct" the poem and protect it from
slander. Spenser's defense acts to call together the different
discourses, and bring to our attention the possibilities of
conscious interpretation.

- 23. Goldberg notes the same phenomenon in the Proem to Book IV,

in which the reference to Burleigh collapses into the reference
to the Queen.

24. Milton's Spenser, p. 18l1. Louis Adrian Montrose discusses
the different effect of the texts on readers of different sexes

in reference to II.xii. "To write as a male reader, identifying
unselfconsciously with Guyon's position, with Guyon's gaze,
leads to a misrrcognition of the gender-specific character of
the self-fashioning process figured in Guyon's violent
repression of his own sexual arousal. What is being fashioned
.here is not merely a civilized self but a male subject, whose
self~defining violence is enacted against an objectified other
who is specifically female. This female other is represented as
threatening the male subject with more than sexual
enthrallment: the climactic image of the bare boscaed witch
cradling the slumbering youth in her lap makes it evident that

she is also threatening him with maternal engulfment." "The
Elizabethan Subject and the Spenserian Text," In
enaiss ts, eds. Patricia Parker and David Quint,

(Baltimore and London: Johns Hopkins Univ. Press, 1986), p.
329.

25. Milton's Spenser, p. 201.

26. According to ‘Silberman, "Petrarchan poetry, which is based
on the hierarchy of male poet and female love object,

. represents the quintessence of partial praise: it parts men and
women and it enshrines male subjectivity in a specious
transcendence. The Petrarchan poet writes of a mistress who is
unattainable so that his own perpetual longing provides subject
matter for his poetry and the occasion for his assuming the
vocation of poet. As the woman's active participation in the
love relationship is denied, she is removed to the margins of
the lyric, allowing the poet ample scope for expatiating on his
own ability to make the absent beloved present in his verse.
Britomart, who takes a very active role in a loving
relationship, is an anti-Petrarchan heroine. Her warmth and
vulnerability expose the essential sterility and self-
absorption of Petrarchan love-sickness. And her uncertainty, as
she falls in love with Artegall having seen nothing more than
his image, about whether her love is true and destined to be
fulfilled or whether it is a perverse and cruel delusion, shows
up the too-pat Petraxchan strategy of making the poet's own
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mental state the primary, objective reallity." "Singing Unsung
Heroines," p. 260. .

27. According to Quilligan, "had she remained trapped By¥uHg ' -
Petrarchan terms of disease, she would have_continued to be v
passive sufferer under & spell, enchanted into paralysis by a
diction which allowed no room for action, With Merlin's ‘
rewision of, the rhetoric Britomart is able tec act. She ceases
to be comic, and bé&cones. heroic.': "Words and Sex," p. 201,

‘\
28. Spenser and the ug;ivegot Metapheor, p. 165, -

29. Goldberg states that by asking that he be called the
"Saluage Knight," rather than by his real name, Artegall
resists desire, since his name is all that Britomart has of

him. Endlesse d&loxke, p. 102.

30. "Singing Unsung Heroines," p. 260.

v

31. "singing Unsung Heroines," p. 384 n.3.

32. Spenser's condemnation of "partial" texts is linked with a
desire to hear the stories of woman warriors:

3 If they be dead, then woe is me therefore: b
But if theéy sleepe, O let them soone awake:
- For all too long I burne with enuy sore,
To heare the warlike fseates, which Homere spake
0f bold Penthesilee, which made a~lake
of eekish bloud so oft in Troian plaine;
But wlien I read, hoy stout Debora strake '
Proud Sisera,-and how Camill' hath slaine
The huge Orsilochus, I swell with great disdaine.
. (III.iv.2)

As Hamilton points out, Britomart's chastity is made explicit
at this point (Th erie \ e, n. to IITI.iv,3). .

33. Cf. Berger, "Two Spenserian Retrospects."

-34. Spenser and the Motjves of Metaphor, p. 170.
~ ' ' .
35. Endlesse Worke, p. 29. ) + , .
b

36. DeNeef believes that "Book III is shaped by the poetic
gquest for an errant Cupid; its narrative encourages us to
expect that by its end Cupid will have been found. But neither
Venus in Canto vi nor Spenser iff Canto xii can locadte him.
Failing to find-Amor, both questors discover Amoret. And yet,
of co&sie, Amoret is the only Amor that could be found, for
Cupid s never anything more ~- nor less /~- than ‘the
infinitive option to love. Only when bodied forth in actual
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loving -~ in varieties ‘of amoretti -- does Cupid have any

tangible existence.” ﬁp.ens_ez_mi_ttxe_ug.tm_eugteem p. 173.

37. According to Gross, "ending is not so much united with
origins as made to occupy a curiously negative space, the
extremely shadowy status of the original event itself being
reinforced by Spenser's comparing Scudamour's successful theft
of Amoret from the Temple of Venus to- Orpheus' failed recovery
of Eurydice from Hades (IV.x.58)." Spenserian Poetics, p. 173.
We may also wish to recall Britomart's words at III.i.25:" “For
soone. as maistrie comes, sweet loue anone/Taketh his nimble

wings, and soone away is gone.'} .

38. Cf. "The Discarding of Malbecc.o," p. 138.
: '

39. Gross, p. 93.

[

40. “Force and Form in the Gardens of Adonis," p. 134.

41, According to .Berger, "the poniment he presents to Britomart
“is f£irst rounded to a panacea, then rendered endlesse, or

-=- like the conclusipns to the ﬂfgﬁgﬁé and
and all the-books of . "he -
ag-ructure of Merlin's Chronicle." Studies in English Literature

(1969), p. 51. 6

~

420 Cfn fno 20. ¢ _
43, The Kindly Flame, pp. 16-17.
<44. Endlesse Worke, p. 6..

®

45. Michael Leslie, '
loves, (Cambridge and Totowa, N.J.: D.S. Brewer, Barnes and
Noble, 1983), pp. 176—’77. . ) )

]

46. Gross uses this statement in conjunction with his
discussion of the Garden of Adonis: "By the intricate web of
revisions, erasions, allusions, and-ironies such as I have beén

_ analyzing [the silence of.art, theories of Plato, the
triviality of gardens of Adonis], the Garden and its poet also
protect themselves against the' random;—r»eductive pressures of a
fixatihg intelligence, whether heretical or orthodox.. It shows
us, an image of erotic and religious nystery which tries to ward

" off slander, sentimentality, and sacrilegious rationalization
(much as Venus hides the 'Father of all formes' from both the
phallic violence of the boar and from the 'skill' of énvious
Stygian gods)." (p. 204). His statement can be applied equally
* well to the whole of-Books III and IV. .

3
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@ o 47¢ MacCaffrey associates Vgnus and the number six (in her
discussion of Book VI) with "perfection and completeness....In
addition, like all the other even numbers six is "empty in the
center" and feminine -- a biological and geometrical analogy
vhich is certainly consistent: with a book.presided over by a
e . female \deity, and in which the major symbol is the hollow-

centered ‘circié of perfection." Spenser's Alledoxry, pp. 351-2.

48. Michael Baybak, Paul Delany and A.K. Hieatt, "Placemant 'in
. the middest'," in
Spenser, ed. A.C. Hamilton, (Hamden, Conn:: Archon Books,

1972)

49, Diana de Armas Wilson points to similar criticisms&thin

the Labors of Persiles: "Cervantes's .experimental last rpmapce
seems to have surmised its future misreadings by exposing its
own story-telling hero to the continual carpings-of all the
males ip the audience, who regard great portions of his -
narrative as 'not very relevant'....Both Periandro's lengthy
discourse and the Pergiles that encloses it beg for
noncanonical readings: both are working 'in“*he in-between' in"
order to mute differences and mediate polarities. Cervantes's
androgynous heroes begin their multiple labours by confronting
a barbaric all-male culture whose economy, based on exchange of
' such fungible goods as gold and women, answers that culture's
B . very real fears of sterility." "Cervantes's Labois of Perglles:
' Working (in) the in-between,” in Literary Theorv/Renaissance
Texts, eds. Patricia Parker and David Quint, (Baltimore and
London: Johns Hopkins Univ. Press, 1986),.-p. 170.

‘ 50. Gross descrihes the act of reading with love in relation to

Augustine's Qn.&bﬂbs&w:mg "Augustine's book splits. the .

: act of reading along the axis of love. True reading uses words .

* to minister to the ends of spiritual truth and Grace, b
) especially the teaching of caritas -- the rule localized :Ln
that text which tells man to love his neighbour but which is
also the gntological essence of divinity. Such a use of signs
is indeed itself a manifestation of caritas....Augustine °
contrasts it to the reading ensnared ih the idolatrous ° °
cupiditas, which enjoys instead of uses words that should by
. . rights point to higher things more worthy of love." Spenserian

» ,  Poetics, p. 65.

.51, I use William Séssions phraseology. "Is Closure Possible?
Spenser's Venus' and the Deconstructionists," in

- , Proceedings of the Spenser Sessions at the
19th International Congress on Medieval Studies, ed. Francis G.
Greco, (Clarion: Clarion Umiv. of Pennsylvania, 1984).

52.' Richard Neuse states of Book VI tpaﬁ: it is "full of loose
o : ends and inconsistencies, so that little is finally fixed and
- everything seems potentially subject to further vision and

T

L]

3 -
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revisian." "Book VI as Conclusion to The Faerie Queepe," in
} , p. 366. Berger, referring to the dissolving
. of the vision of the graces on Mount Acidale, states that

*#poetrys having triumphed, must dissolve its triumph again and

- * "« . again to show that it is still engaged in the ongoing process

of life where experience is not. 'yet ordered." "A Secret,
Discipline," p. 74. Both of these statements ‘apply equally well
/ to the process at work in Books III and IV, although I .would
*— %~ add that the dissolving of poetic vision is necessary to the
. avoidance of idolatry. Gross argues that "order itself -- or
the will to order, stability, division, equality, closure --
may indeed be more effectively catastrophic than whatever is
named by idealized myths of unbounded change, decay, entropy,
‘or chaos." Spenserian Poetics, p. 235. Thus, the "will to
der," to complete and perfect poetic vision, the’'desire for °
the perfect closure of the intact paradise, 'is as susceptible
to idolatry as any of the metaphoric icons of the text. Spenser
makes us aware that any text is a "partiall" text. »

53, SHe prefaces this remarX by stating .that "as critics, we
may invent more problems than we solve." She refers in .

+ particular-to a variety of interpretations of the House of
Busirane episode, in which Amoret is blamed, implicitly or '
explicitly, for the experienceé® which is said to be a result of

" her own fears of sexuality, a punishment for her treatment of

? lovers, or a result of Scudamour's "too lustful" approach to

: her. Earlier in the discussion, which is a response to Thomas
Roche's paper, "Britomart at Busyrane's Again, or, Brideshead
) Revisited," she states that "It often ‘é¢curs to me that we may
3y be inventing a problem of interpretation where none exists.
Suppose this story were todd ‘to children simply as a story, it”
would be quite comprehensible as a fairy tale. The abluction of
o a bride on her wedding day is, after all, widespread as a folk
' tale; I will leave it to social scientists to say why. Of ,
course, in reading Spenser we cannot be content with story as
»story -- it goes ‘without saying -- but it may be salutary to
return to something like the child's point of vieWw and see
Busyrane as a kind ¢f Bluebeard_ who locks up the women he
captures and kills them when he is tired of them. Certain
elements of the story then fall into place." "A Response to
Professor Thomas Roche's Paper,"-in Spenser at Xalamazoo,
. Proceedings af the i;ggig; Sessions '‘at the 18th International

Q

T Congress on Medieval ies, ed. Francis G. Greco. (Clarion:
Clarion Univ. of Perinsylvania, 1983), pp. 148, 145-46.

L 3 -



. Bibliography
’ , ’
&
v [ 3
* Primary Sources
L3 1] 9 ' \ ”
Girard, René. Deceit, Desire and the Novel, Tr. Yvonne

Freccero. ggltimore:.Johns Hopkins Univ. Press, 1965.
L3 * a -.
--—==. "Levi-Strauss, Frye, Derrida and Shakespearean

Criticism." Q;g_;i;ig§»3 (1973). pp. 34-38.
--==--, Violence and the Sacred. Tr. Patrlck Douglas. Baltimora.
Johns HopklnsﬂUnlv. Press, 1977. . v

-~

~-=—=-. To Double Business Bound, Baltimore: Johns ngkiﬁs Univ.
Press, 1978. -

Paris:

Bernard Grasset, 1978.

o
o

-+=—==,"Myth and Ritual in Midsummer Night's{?%eam.“ In Textual

Strateqgies: Perspectives in Pogt-g;;ggggzgl Criticism, Ed.
. Josueé V. Hararl. Ithaca, N.Y.: Canell Univ. Press, 1979.

_—p -, ﬂInterdiv1dua1 Psychology." Tr. Jane Nicholson. Denvex
e Quarterly 14 (1979-80) , ' °' -

~—==~, Le Bouc émissaire. Paris: Bernard Grasset, 1982.
-----. La Route antique des hommes pervers. Paris: Bernard

Grasset, 1985. - B ‘ f

.
Cey

N




’ s , 191
. - ol : k e ./‘
" ~--q.-"Hamlet s Dull ReVenge." In- r The is ce

mgxtg Eds. Patricia Parker and David Quint. Baltlmore and

»
*

Lo L. Londona Jahns Hopklns Univ. Press,\1986. pp. 280-302.
— ———w-, "Phe Politics of Desire in T201lus_gnd Cressida." In

- Shakespeare and tné Question of Theory. Eds. Patricia

Parker and Gedffrey Hartman. New York: Methuen, 1985. pp.

/ o

188-209, . .
- '

‘Spenser, Edmund. Poetical Works. Eds. J.C. Smith and E. de
Selincourt. Oxford: oxford Univ. Press, 1912; rpt. 1970.

-+

’ - Ihg_ﬁgg;i__ggggng* Ed. A.C. Hamilton. London and" New

? York. Longman, 1980. . t °

I

2 -t !
i Sec?hdary Sour'ces . - -
N o,

Alpers, Paul J. The Poetry g: The Faerie ngene, Princeton:

L . Princeton Univ.* Pxess, 1967.

T | m——, "Narration in The Faerie Q eene." English ﬁ; tbkrary
msr;én 44 (1977) 19-39, )

' - Anderson, Judith H.,. " 'Nor Man It Is':- The Knight_of Justice in
Book V of ;ng Faerie Quegne " Ezgceeggngs of the Mod g;g

languade Association 85 (1970), pp. 65-77. /
-----. "Whatever Happened to Amoret? The Poet's Role in zﬁe '

Faerie Queene IV." Criticism 13 (1971L, PP. 180-200.

C o o I

»

\

A ® ]
-



~n

. - : ,
" : L .
L R . N . ‘ "_\ R ]:92 N
13-—-. "' 'In liuing colours and Right Hew': The Qusen of .

P

Spenser s Central Books." In EQQLLQ.IIQQiIiQD&.QI.&hQ
Eng;;_h_g_gg;*_gg_gL EQ. Maynard Mack. New- Haven' Yale

re 3
Univ. Press, 1982. pp. 47-66.

i

> Barucco, Plerre. "L'oxymoron petrarquesque ou de 1%amour fou."

nggg des études jtaliennes 29 (1983). pp. 109 121.
Baybak, Michael, Paul Delany and A.K. Hieatt. "Placement 'fn.
the midqest"in he Fa e _Qu . In Essential Articles '
for the Study of Edmund §genset, Ed. A.C. Hamilton.
Hamden, Conn.: Archon, 1972. ’ ~-“~w"“ML""'“W““"

E -]
Bean, John C. "Making the Daemonic Personal: Britomart and
Love's Assault in The Faerie Oueene.™ Modern Language .
Q_ex;e;lx 40 (1979), pp- 237-55.

Bennett Josephine Waters. "Spenser s Venus and the Goddess
“  Nature of the Mutablllty Cantos." ﬁ;gglgg_in_zhilglggz 30
(1933) pp. 160-92. o ~1
-====, The EvV glg;;gn of The E erje Que gng. Chicago. Univ. of
- Chicago Press, 1942, . ]

Benson, Pamela/S}seph, "Rule, Vlrgihia: Profestant Theories of ’
Female Regiment in Ihe_raeniesgneenee" Enalish Literary
Renaissance 15 (19%5). pp. 277-292. ‘

Berger, Harr&, jr? "Spenser's Gardens of Adonis: Force and Form

in the Renaissance Imagination." University of Toronto
Quarterly 30 (1960-6l1). pp 128-~149. )

&



. \ - $93 .

, w====e, WThe Prospect of Imagination: SpeAser and the Llhlts of

4

—gan

PoetrY-" a:nQigg_in_zngla_n_LL_gszggg 1 (1961). pp. 94~

120-_ M » : }l ' 2
. - R
-=--=--. "A Secret Discipline: The Faerie Queene, Book IV." In -
ion in the Poet of \Edmund S ehser. Ed.

William Nelson. New York: cOlﬁﬁbia Univ. Press, 1961.

I

———— “Spenserian Dynamlcs." Studies in Engl;sh L;te;a;urg 8
(1968), pp- 1—18. '

v )

—————  "TyO Spenserian Retrospects. the Antique Temple of Vénus

and the Primitive Marrlage of Rivers." Texas Studles in

Lgngggg and L;te;atu;e 10 (1969) ,4app. 5-25. R
———— "The Structure of Merlin's Chronicle in EQ__EQQ;;Q

N

Queene III, iii." Studies in English Literature.9 (1969).
- pp. 39~51. | oo ¢ ' )

——— "mhe.Discarding of Malbecco: Conspicuous Alllision and ..

‘ Cultural Exhaustion in The E erie Queege'III xi-xii.v

s;ggigg_in_znilgl_gx 66 (1969) PP. 135-54. N .o

———— "Mode and chtion in the Shepheardes cale ndar."* Mggein
Rhileloay 67 (1969) o : .

————— “Busirane and the War Between the Sexes: An
Interpretation of The Egg;;g Queene I1I, x&;x11." E%gll&h ~—
Lgnggggg_xgz;g_ 1 (1971) Pp. 99-121.

———— Ihg_Egg;ig_Qgggng III: A General Description." In

‘ i £ s t Stud of und_Spense Ed.

' f —
A.C. Hamilton. Hamden, Conn.: Archon-Books, 1972.
: | ‘ S, e

PR




—— s

- &

£ 194

=====, "The Aging Boy: Paradise and Parricide in Spenser's (-
4

. shepheardes calendar." In Poetic Traditions of the Enalish
) 3gggi§§gnggL éd. Maynard Mack and George deForest Lord.

v

New Haven: Yale Univ. Press, 1982.

.
- R Y

----- . "Orpheus, "Pan,’and the Poetics of ﬁisogyny." Enalish

Literarv History 50 (1983).'pp. 27-60. , - Z o
Blisset, William. "Florimell and Marimell."
Litetakure 5 (1965).

Bond Ronald B. "Vylng with VlSlon. An Aspect_of Envy in Ihﬁ
' M.Q_ggn_ " WM@ 20 (1984)
30-38.. - oo
Brill, Lesley W. "Chastity as Ideal Sexuality in Ibg_ﬁgg;ig *
Queene III."
15-26. - ,

11’ (1971). pp-

q L

- -

'Battles That Nééd Not Be Foudht': The Faerie Queene

14

IIT." English language Review 5 (1975). pp. 198211

_Euncombe, Marie H. "Faire Florimell as Faire Game° The Virtuous

-

' o~ Unmarried Woman in I_i_E_gu_e__nge.ng and Thé_ggur_ti.ez

Colleqge Language Association Journal 26 (1984). PP- ;641_
75. - . \

»

Burchﬁbre, David W. "The Unfolding of Britomart." Renaissance
21221&:1221-

-

Bush Douglas- MLWMW New

York. ?ageant Books, 1957.



D o A 195

b} 0 ¥ -
N o - ~ - °

cassirer, Ernst. divid and the Cosmos 'in Renaissance

PN A
~

- .RniléggghyL Tr. Mario Domandi. 1927; New York and’
Evanston: Harper and Row, 1963.
Cheney, Donald. 5 mage of N re: W a

) Ehenhem_iub_ﬁﬁ__sl_eae_- New Haven' Yale Univ.

Press, 1966,
———— ”Speﬁser's Hermephrodite and the 1590 Faerie Queepe."

Rmeeﬁixwm:mngw 87 (1972)
pp. 192-200. ' ’
Cheney, Patrick. "Spenser'é Dance of the Graces." Studjia

. Neophililogica 56 (1984). pp. 27-33.(?)

——, "Spenser's Ccmpletion‘of the Squire's Tale." Journal of

W}mm_ﬂ;emgm 15, (1985) . pp.135-55.

' Craig, Jognne. " 'Double NatLre" Augmentatlon in Spenser's
e Poetry." Engl;gb_ Stgdles m Canada 9 (1983) pP. 383-391.‘

Craig, Martha. "The Secret Wlt of Spenser s Language." In

) Egggn;;gl Articles for the Study of Edmund Spenser. Ed. -

. A.C. Hamilton. Hamden: Conn.: Archon, 1972.

* Cropper, Elizabeth. "The Beauty of Woman: Problems in the

. : . . ¥
Rhetoric of Rénaissance Portraiture." In Rewriting the

ot
o

- * ’ " Renaissance. Eds. Margaret W. Ferguson, Maureen Quilligan,
apd Nancy J. Vickers. Chi;QéO'and London: Univ. of'Chicééo

=92 .,

e . Press, 1986. ’

9
‘ Cirillo, A.K. "The Faire Hermaphrodite: Love-Union in the

[y

Poetry of Donhe and Spenser." Studies in English
. 1 ’ N\
( Literature 9 (1969). pp. 81-95.

<



0 ' o ' <196

- P . 5 »
Davidson, Clifford. "The Iddl of Isis Church." studies in ¢ -
Philology 66 (19697 PP. 70 86. -~ , - 0

‘Dasénprock, R.W. "Escaping the Squlre s Double Bing." Studies

~ in English Literature 26 (1986). : ! '

‘Dav1s Natalle Zemon.."Women on Top. ".In §Qg;ggx_§nnggL;g:g_in

Eg;ly Modern France. Stanford, CA.: Stanford Univ. Press,

1965. - '

Dees, Jerome. "The Narrétor of Ing_rgg:ig_éﬁggng' Patternsaof
- Response. " 12Ki§_§_QQi2__Ln_LLLQIQEHIQ_QDQ;LQBSHQEE 12

(1970-71) . pp. 537-68.

Delcourt, ‘Marle. ﬁ_;mggh:g_i;ggL Tr. Jennifer Nicholson.

- LI

London: Longacre Press, 1961. ) .

he

DeNeef, A. Leigh.°"Spénéef's Amor Fuggitiva and the Transfixed

Heaft.J English Literary History 46.(1979). pp. 1-20.
----- . "Who Now Doth Follow the Blatant Beast: Spenser's Self-
Effacihg Fictions." Renaissa -
——— Sgensgx and the Motivesfoﬁ Metaphor, Durham, N.C:: Duke

\
Univ. E;ess, 1982. .
Donno, Elizabeth Story. "The Triuﬁﬁﬁ of .Cupid: Spenser's Legend
of Chastity." Yearpoog of Englis sh 'studies 4 (1974)

37-48.
- ' ‘ \ ~ °
Douglas, Mary. Purity and Danger. London: Routledge and Kegan
Paul, 1966. ] '

Downing, ersthl Nelson. "The 'Charmes Backe to Reverse':

Deconstructing Architettures in Books II -and III of The ~

Faerie Queene." Comitatus 13 (1982). pp. 64=83. * ..

-

i ag . o



1 3 ’§ EY
' P - T 197
-y '/

C‘ Dundas, Jddith. "A Response to Professor Ihomas P. Roche s

Paper." In Spegsggfgt Kalamazoo '~ 1983. Proceedings of the -

Special Sessions at the 18th International Congresgran

Medieval Studies. Fd Francis G. Greco. Clarion: Clarioh

)

" * Univ. ‘of Pennsylvania,—1983.
\ Economoh, George and Joan M. Ferranté, eds: In Pursuit of R
" ] Perfection. Port Washington, N.Y.: Kennikat Press, 1975.

Edwards, Calvin R. "The Narcissus Myth in Spenser'g\boetry."_

e ] g;gg; in Philology 74 (1977).
) Ehmke, Ronald. "Crystal Ga21ng." New Orleans Review .11 (1984)
pp. 28-42. . S '
El Saffar; Ruth. "Unbinding the Doubles:, Reflections on Love-
fe and Culture in the Works of Rene Girard."agenve; ng%;é;;y
18. pp. '6-27. ' e )
. Evans, Maurice. Spenser's Anatomy of Heroism. CamBridge Univ.
Press, 1970. i | i

A .
~ Ferguson, Margaret. Irfgls of Desire. New Haven and London:
| ’ Yale-Univ. Press, 1983.

Fineman, Joel. "Fratricide and Cuckoldry: Shake:speare’s

Doubles." In Representing SHakespeare. Eds. Murray M.

" Schwartz an® Coppelia Kahn. Baltimore and London: Johns

N Hopkins Univ. Press, 1980. pp. 70-109. o



%.:.a-:’lﬁ- v %

a

n

B

198+
----- . "The Structure of Allegorical Desire." In Allegorvy and
’ng;gsengagion. Selecteg Papers from the English
Institute, 1979-80, n.s. no. 5. Ed. Stephen J. Greenblatt.

Baltimore and London: Johns Hopkins Univ. Press, 1981. pp.

~ 26-60. . .

S . énakesgeare's Perijured Eve: the Invention of ngﬁig
Subjectivity in the Sonnets. Berkeley: Univ. of California
Press,’19§%. L,

‘

————— se the Numbers o

Fletcher, Angus. Ibg;zxgpnggig_uémgggL Chicago a@d London:

» Univ. of Chicago Press, 1971. : -
Fowlér, Alastair. "Six Knights at Castle Joyeous." Studies in
Philology 56 (195g). Pp. 583-99, ‘ )
London: Routledge and
. Kegan Paul, ;9642 . -
———. umphal Forms: Structural P - ]

-

Eget;g,,Cambridge, 1970. -

;T’“'- "Emariations of Glory: Neoplatonic Ogder ;P Spensef's
Faerie Queene. In Theatre for Spenserians. Eds. Judith M.
’Kéhpgdy and James A. Reither. ToFonéo: Univ. of Toront®
Press, 1973. \ 4 < :

Fraunce, Abraham. The Third Part of the Countess of Pembroke's

°

Iuychurch. Renaissance and "the Gods Series, no. 13. New®

<

York and London: Garland, 1976.
Fleud, Sigﬁhnd. The Standard Edition -of the Complete
Psvchological wéfﬁf:>Tr. and ed. James Strachey, et. al.
\ : .

&
London: The Hogarth Press, 1957.

&

& -

-,

s



199

4

Frye, Northrop. "The itructure of Imagery in gg Faerie

Queene." University of Toronto Quarterly 30 (1961).

Gardner, Helen. "Some Reflections on the Housé of Busyrane."

Review of Enalish Studies n-s?t24 (1983).

Giamatti, A. Bartlett. aradise d the Renaissance

Epic. Princeton: Princeton Univ. Press, 1966.

--=--. Play-of Double Senses. Englewood Cliffs, N.J.: Prentice-
Hall, 1975. - - ‘ u

----- i ange ‘i enaissance Literature. New Haven

"'The Sweet Lodge of Love :and Deare

.and London:\Yale Univ. Press, 1984. ~ .
Gilde, Helen Cheléy

Delight': The Problem of Amoret.” Studies in English

Literature 50 (1971). 63-76. o

Goldberg, Jonathan. "The Mothers‘in/Ing Faerie Queene III."

es uage and Li eratur? 12 §1976). pp. 5-
26.
‘----- Endlesse Worke. Baltimore and London* Jojns Hopkins
‘Univ. Press, 1981. .

%
—===-, "The Politics of Renaissance Literature." English

‘ Literary History 49 (1982). pp. 514-42. _ ”
----- . "Shakespearean Inscriptions: the Véiciﬁg of Power." In

Shakespeare and the Question of Theory. Eds. Patricia

Parker and Geoffrey Hartman. (New York: Mﬁéguen; 1985),
¢ ¢ . . v -

pp. 116- 137.
Grabe, Herbert. The Mutable Glass. Cambridge: Cambridge Univ.
Press, -1982. ’ X o-
rd ) !
v . 7 ,



<

200

Gray, J.C. "Bondage and Deliverance in I&g_ﬁgg;ig_ggggng.“

‘Modern Landuade Beviéw 70 (1975). pp. 1-12.
Greenblatt, ,Stephen J. Renajssance Self-Fashioning. Chicago:
Univ. of Chicago Press, 1980.

Greene, Thomas. "The Flexibility of the Self in Renaissance

Literature." In Ihg_Luéﬁiplijii_git§:1;igism; Eds. Peter
Demetz, Thomas Greene and Lo Nelson, jr. NeWw Haven and
London: Yale Univ. Press, 1968,

Greenlaw, Edwin. "Britomart :at the House of Busyrane." ﬁkugigg

in Philology 26 (1929). pp. 117-30. ’
Grellner,*Mary Adelaide. "Britomart's Quest for Maturity."

Studies 4n English Literature 8 (1968).
Gross, Kenneth. Spenserjian Poetics: Idolatry, Iconoclasm and
_ MggigékIthaca and London: Cornel; Univ. Press, 1985.
Haller, Willzzm and Malleville. "The Puritan Art of Love."
Huntinagton Librarv Ouarterly 5 (1941-42), pp. 23é”77~
Hamilton, A.C. Stru

Oxford: Clarendon Press, 1961.

»

4 ¢ _
Hieattv A. Kent. "Scudamour'!s Practice of Maistrye Upon

Amoret." In Essential Articles for the Study of Egmgng<
Spenser. 'Ed. A.C. Hamilton. Hamden, Conn:: Archon Books,

1972.

~

~r==~=. "Three Fearful Symmetries and the Meaning of Inglzgg;ig
- Queene." In Theatre for Spenserians. Eds. Judith M.

Kennedy and James A. Reither. Toronto: Univ..of Toronto
-

Press, 1973. ¢




&

501'

k - gbgngg: Spenser, u;l;on, Montreal and London° McGJ.ll-

Queen's Univ. Press, 1984. _

- Hill, Iris Tillman. "Britomart and 'Be Bold, Be Not Too Bold’'.

English Literary History 38 (1971). pp.¥173-87.

" Hinton, Stan. "The Poet and his Narrator: Spenser's Epic

o

\ Voice." English Ljterary History 41 (1974). 165-81.
Hughes, Merrity Y. Virgil and Spenser. 1929; rpt. N.Y.: AMS
=

Press, 1971.

Johnson, William. "God as Structure in Spenser's Garden of

Adonis." English Studies 63 (1982). pp. 301-7.
Kane, Sean. "Spenserian Ecology." Engll_n_L;_gz_xx_Hlﬁzgzx 50

(1933) pp. 461-82. ) - .

",
Keach, William. ElLzﬂbﬁthﬁn_EEQL_E_HQEEQELMé4 New Brunswick,

N.J.: Rutgers Univ. Press, 1977.

©

Kofman, Sarah. "The Narcissistic Woman: Freud and Girard."

Riacritics 10 (1980):

Kolodny, Annette. "A Map for ﬁereading: Or, Gender and the

; Interpretation of Literary Texts." New L%;g;g;x History 30
oL ' (1976). pp. 451-67: | | -
f\\\\__,(// ' Ypu&enhoven, Jan. i t ive as Themati etaphor,
‘ Oxford: Clarendon, 1983. ’ N ‘ o

Lemmi,’Charles W. "Britomart: The Embodiment of True Love.™

s&ndigg;in_zhilglggx 31 (1934). pp. 133-39.
Leslie, Michael. San er's Fierce Warres and Fa ithful LQ es,

Cambridge: Brewer, 1983.

= ’ o ~ .

-~



qE’; -

202
Lewis, C.S. Ihg_Allggg;z:gﬁ_nggL 1936; rpt. 0xford,Unim.
o * -

Press, 1958,

N i ;
-----, "Spenser's Cruel Cupid." In Studies in Medieval and
. . \

Renaissance Literature. Collected by Walter Hobper.

Cambridge Univ. Press, 1966.
----- Spenser's Images of Life. Ed. Alastair Fowler. Cambridge

Univ. Press, 1967, -

o

Lotspeich, Henry Gibson. assica t

- -
Edmund Spenser. New York: Octagen Books, 1965.

MacCaffrey, Isabel G. Spenser's Allegory: The” Anatomv of

Imgging;ignL—Princeton: Princeton Univ. Press,- 1976.

Maclure, Millar. "Spenser and the Ruins of Time." In A_Ingg;ﬁg

for Spenserians., Eds. Judith M, ‘Kennedy and James A.

o

- Reither. Toronto and Buffalo: Umim. of Toronto Press,

¢
P

1973.

<

————, "Sfenser s Images of Society " lehgugig_ﬁgzigu 63
' (1983) . pp. 22-33.

Mathew, Gervase. "Marrigge‘énd Amour Courtois in Late 14th.C.
England." In Esséys Presented to Charles Willjams, Ed.
C.S. Lewis. London: oxford Univ. Press, 1947.

Miller, David-L. "a Response to William A. Sessions.” In

§génse; at Kalamazoo - 1984. Proceedings of the 19th

International Congress on Medieval Studies.” Ed: Francis G.

Greco. Clarion: C1ariom Univ.. of'Pennsylmania, 1984,

Moi, Torll. "The Missing. Mother' The Oedipal Rivalries of Rene
G1rafd " Qiggzi;;gs 12 (1982) pp. 21-31.

[ J



203

‘:f . Montrose, Louis Adrian. "The Elizabethan SGbject and the
Speﬁserian Text." In Literary Theory/Renaissance Iezts.

Eds. Patricia Parker and DaVﬁd Qulnt. (Baltimore and

. London: Johns Hopkins Univ. Press, 1986)ib '=~\\
Murtaugh, Danlel. "The Garden and the Sea: the Topography of
- Ihs_Egs:is_Qgsgng III." English Literary History 40

(;973). pp. 325-38. -

Nelson, Wil%iam. The Poetry of The Faerie Oueene. New York and ’
London: Columbia Univ. Press, 1963. -

Nestrick, William V. "The Virtuous and Gentle Discipline of
Gentlemen and Poets." English Literary History 29‘(1962).

- pp. 357-371. — ;

————-. “"Spenser and the Renaissance Mythology of Love."

Literary Monographs 6 (1975). (Madison, Wisconsin: Univ.
~ of Wisconsin Press, 1975)..pp. 37-60.

Neuse, Richard. "Book VI as Conclusion éL The Faerie OQueene."
In Essential Articles for the Study of Edmund Spenser. Ed.
A.C. Hamilton. Hamdén, Connecticut: Aichon,Books, 1972. -

. Nohrnberg, James. The Analogy of The Faerie Queene. Princeton:

Princeton Uan. Press, 1976.

O'Connell, Michael MiIIQI_QnQ__21l&_2ﬂ..ﬂl§£2£;§él_91m§n§;_a
' of Spenser's Faerie Oueene. Chapel Hill, N.C.: Univ. of
_\// North Carolina Press, '1977. -

A

Oram, William. "Ellzabethan Fact and Spenserlan Fiction." °

\ Spenser studies 4 (1983). pp. 33-47. . ’

g . a , . ]
“ Lo - £
’ . .
a ° v e c -]



o t N ~ 204

. R 1

i %&5 . Padelford, Frederick M. "The Allegory of Chastity in The Fagrie
‘ Queghe." Studies in Philology 21 (192§). pp. 367-81. ¢
- Panofsky, Erwin. Studjes in Iconeloay. 1939; New York: Harper
and RoWw, 1972.

Parker, Patrlc%a. Ing_gggg_lg_BQEQQQQL Princeton: Princetoh

’

—_ Uan. Press, 1979. 4 '

) Parker, Pauline. The Allegory of The Faerié OQueene, oxford:

Clarendon, 1960. .

i b
Quilligan, Maureen. "Words and Sex: The Language of Allegory in
the De-planctu naturae, the Romdn de la Rose, and Book II
. of Ing Faerie Queene. AllgéZii_g 2 (1977). 195-216.

' o Ithaca and

London: Cornell Univ. Press, 1983.

- " Roche, Thomas P. Ing_ﬁinglx_zlgmg* Princeton, 1964 . :

--~~=. "Britomart at Busyrane's Again, or, Brideshead

Revisited." In 5ggn§gx.5£;xalgmazgg___12§1; Proceedinqs of

the Special Sessions at°the 18th International Congress on

o 1 A
Medieval Studies. Ed. Francis G. Greco\ Clarion: Clarion -
. , 2 t .
. Univ. of Pennsylvania, 1983.

z‘; . ‘Renwick, W.L. "“Spenser's Philosophy." In.Ihg_g;ingg_gﬁlEgg;gL
Ed. John R. El;ioyt, jr. New York: Univ. of New York
: Press, 1968. ! -
Ripa, Cesare. JIconologie. Tr. Jean Beaudoin (Paris, 1644).

Renaissance and the Gods Series, no. 29. New York and

London: Garland, 1976._ : -

°
% ’
. <
e .
©

£t
o
®o



r | , 205
Sale,;Roger: ) : oduction to The Faerie
Queene, New York: Randbm House, 1968, ‘
Sessions, William A. "Is Closure Possible? Spenser's Venuys and
the Deconstructionists." In §pgnggz;g;_ggiémgggg_;_;ggiL'
Proceedings of the Spenser Sessions at the 19th
Internaticna} Congress on Medieval g?udiés. Ed. Francis G. __
Greco. Clarion: Clarion Univ. of Pennsylvania, 1984.\
Shore, David R. Spenser and the Poetics of Eastoral:‘Kingston
and nontrealz McGill-Quegn's Univ. Press, 1985.
‘Shroeder, John W. "Spenser's Erotic Drama: The Orgoglio
Episode." English Literary Historv 29 (1962). pp. 140-59. o
Silberman, Lauren. "Singing Unéung Heroines+, Androgynous
B (j Discourse in ﬁook III of Iné Faerie égggng." In ng;i;ing
the Renaissance. Eds. Margaret W. Ferguson, Maureen-'
Quilligan, aﬁd Nancy J. Vickérs: Chicago and London: Univ.
~  of Chicago Press,‘léss. —

Sims, Dwight J. "The Syncretic Myth of Venus in Spenser's

Legend of Chastity." Studjes in Philology 71 (1974j.
w—m—=_ "Cosmological Structure in ae ene, Book III."

Huntinaton Library Quarterly 40 (1976-77). pp. 99-116.

Smith, Catherine. "The Invention of Sex in Myth and )

. Literature." In The Binding of g;otegé: ggrsggégixgs on
Myth and the Literary Process. Eds. Marﬂorie W. McCune,

Tucker Orbison and Philip M. Within. Lewisburg: Bucknell

University Press, 1980. pp. 252-262.



F

¢ . . - ot 206

smith, Charles G. "The Ethical Allegory-of the Two Florimels."

§&ui;s§_in_2nilglggx 31 (1934). pp. 140-51. . N
,‘ 13
/ Spens, Janet. §p_n_gz_§_zgg;;g_ggg@m@* London: Edward Arnold,
11934.

Stallybrass, Peter. "Patriarchal Territories: The Body

, ¥ Enclosed." In Bewriting the Renaissance, Eds. Margaret W.
Ferguson, Maureen Quilligan, and Nancy J. Vickers. Chicago

and London: Univ. of chicago Press, 1986. ‘@
staton, Walter F. "Ralegp and the Amyas—Aemylia Episode.“
§&HQlQé.in_EDQll§h_LlL§I§§H£§ 5 (1965). -

Tonkins, Humphrey. "Spenser's Garden of Adonis and Britomart's
¢ -

Quest."

(1973). pp. 408-17. |

. ‘Williams, Kathiéen\ ens " W - Berkeley:- Univ,

R X of c§1ifornia~§ress, 966. - )

-=-=-=-=, "Vepyus and Diana: Some Uses of Myth." In Spenser: A |
Qgllgg;ign_gi_gzi;ignl.z__gxg; Ed. Harry Berger, jr. -
Englewood Cliffs, N.J.: Prentice—Hall '1968. pp. 97-114.

_.=====. "Vision and Rhetoiic: The Poet's Voice in The Faerie

' oueene." Enalish Literary History 36 (1969). pp. 131-4d.
— "SPEpégr and the Metaphot of Sight." Kice Universitv
Studies 60 (1974). o




A

' ‘ 1 .

- Wilson, Diana de Armas. "Cervantesgs Labors of Persiles:
‘ Working (in) the in-betWeen." In Literary

Theory/Renaissance: Texts. Eds. Hatricia Parker and David

Quint. - (Baltimore and London: Johns Hopkins Univ. Press,

: 207
' d

e {

) 1986), pp. 150<181.

Wﬁ;son,‘unglés B. "The Commerce of Desire: Freudiah Narcissism

- in Chaucer's mxgilgg_gngﬁg;iggxéé and Shakespeare's
Troilus and Cressida." English Langquage Notes 21 (1983—
84). bp. 11-22. - :
4  Woodbridge, Linda. Women and the Enalish Renaissance. Urbana
and Chicago: Univ;ﬁof;Chicng PyesS, 1984. .

L

~

i:jgs, Suzanne. "Spenser and the Problem of Womefi's Rule."

48 (1985). pp. 141-58.

— - ° © -

<

N\



