
Notes to Chapter 2 
 
 
1. The bibliography on allegory is of course vast, but – putting aside for the moment 

the deconstructionist preoccupation with its own specialized notion of allegory – for 
me the most significant works on the subject are the following: 

 
Angus Fletcher, Allegory: The Theory of a Symbolic Mode (Ithaca and London: 
Cornell University Press, 1964) 

Edwin Honig, Dark Conceit: The Making of Allegory (New York: Oxford 
University Press, 1966; original edition 1959) 

Theresa M. Kelley, Reinventing Allegory (Cambridge University Press, 1997) 

Michael Murrin, The Veil of Allegory: Some Notes toward a Theory of 
Allegorical Rhetoric in the English Renaissance (Chicago, 1969) 

A. D. Nuttall, Two Concepts of Allegory (New York: Barnes and Noble, 1967) 

Jean Pepin, Dante et la tradition de 1'allegorie (Montreal, 1970) 

Maureen Quilligan, The Language of Allegory: Defining the Genre (Ithaca and 
London: Cornell University Press, 1979)  

Rosemond Tuve, Allegorical Imagery: Some Medieval Books and Their 
Posterity (Princeton: Princeton University Press, 1966) 

Jon Whitman, Allegory: The Dynamics of an Ancient and Medieval Technique 
(Cambridge, MA: Harvard University Press, 1987) 

 
For discussions of the earliest meanings and uses of the term, see Whitman, 
Allegory; Robert Lamberton, Homer the Theologian: Neoplatonist Allegorical Reading 
and the Growth of the Epic Tradition (Berkeley, Los Angeles, and London: University 
of California Press, 1986); and my own “Saying and Meaning: Allegory and the 
Indefinable,” Bulletin of Research in the Humanities (1980), 248-61. 

 
2.  The other exceptions are figures (or tropes) like irony, sarcasm, and riddle, between 

which and allegory early grammarians saw a very close connection. 
 
3.  It might very well be argued, by someone who knows the history better than I, that 

the formulation of the principle of non-contradiction was in fact an attempt to 
provide a rudimentary agent of syntaxis or hypotaxis for a world normally perceived 
paratactically (as it is, for instance, in the Homeric poems): to create, as it were, a 
Maxwell's Demon to sort an overwhelmingly diverse and random reality into 
manageably neat piles of opposites. 

 
4. Erich Kahler, for instance, in The Inward Turn of Narrative (trans. Richard & Clara 

Winston; Princeton: The Princeton University Press, 1973, Bollingen Series LXXXIII), 
articulates, in explicitly Jungian terms, such a function for the novel as a form (if it be 
a form). 



5. PER ME SI VA NE LA CITTA DOLENTE, 
PER ME SI VA NE L'ETTERNO DOLORE.... 
LASCIATE OGNE SPERANZA, VOl CH'INTRATE. 
Queste parole di colore oscuro 
vid' io scritte al sommo d'una porta; 
per ch'io: “Maestro, it senso lor m'e duro” 

 
The text of Dante quoted here and throughout is that of Charles Singleton: Dante 
Alighieri: The Divine Comedy, 6 volumes, Bollingen Series 80 (Princeton University 
Press: Princeton, 1970). 

 
6. Nel mezzo del cammin di nostra vita  

mi ritrovai per una selva oscura... 
Ahi quanto a dir qual era cosa dura  
esta selva selvagia e aspra e forte....  
Tant' e amara che poco e piu morte.... 

 
7. The best known manifestations of this tradition in English are Ben Jonson's prose 

Timber:. or, Discoveries, whose secondary title seems to be Silva, and his collections 
of poetry named The Forest and The Underwood. 

 
8.  See my “Saying and Meaning,” 251-52, and the discussion of Isidore below, as well as 

Struck, Birth of the Symbol, passim. 
 
9. The verb “shadow’ will become central in allegorical writing, denoting the way in 

which a literal figure includes other meanings beyond the apparent or foreground. 
 
10. Quivi sospiri, pianti e alti guai 
 risonavan per l’aere sanza stele, 
 per ch’io al cominciar ne lagrimai. 
  Diverse lingue, orribili favelle, 
 parole di dolore, accenti d’ira, 
 voci alte e fioche, e suon di man con elle 
  facevano un tumulto . . .   
 
 
 
 
 


