
Notes to Chapter Seven 
 

1. Non e fantin che si subito rua 
col volto verso il latte, se si svegli 
molto tardato do l’usanza sua 
come fec’io, per far migliori spegli 
ancor de li occhi, chinandomi a l’onda 
che si deriva perche vi s’immegli 

 
2. Consider just these few (here crudely stated) parallels: Zoyd as the faithful Penelope, 

Frenesi as Odysseus, Brock as the Suitors and Calypso, Prairie (so named because she is a 
wide open space, like Telemachus lacking an identity and needing her same-sex parent 
to form one) as Telemachus, Desmond the dog as Argos the faithful dog, and the final 
descent to hell of the dead suitors guided by Blood and Vato as Hermes Psychopompos. 

 
3. James Nohrnberg cites numerous correspondences between Books I and VI in The Analogy of The 

Faerie Queene (Princeton; Princeton University Press, 1976), pp. 655ff. On the specific point of 
the parallel of the Melibee-Calidore conversation and Red Crosse with Despaire, see pp. 716-18. 

 
4. For an excellent treatment of the Graces in Renaissance iconography, see Edgar Wind, Pagan 

Mysteries in the Renaissance (New Haven: Yale University Press, 1968). 
 

5. Such a stream in fact exists in Spenser’s text at the foot of Mount Acidale, “an hill plaste in an 
open plaine” (VI.x.6), itself a significant locus in the topology of The Faerie Queene: 
And at the foote thereof, a gentle flud 
          His siluer waues did softly tumble down, 
          Vnmard with ragged mosse or filthy mud, 
          Ne mote wylde beastes, ne mote the ruder clowne 
          Thereto approch, ne filth might therein drowne: 
          But Nymphes and Faeries by the bancks did sit, 
          In the woods shade, which did the waters crowne, 
          Keeping all noysome things away from it, 
          And to the waters fall tuning their accents fit. (VI.x.7) 
Indeed, Spenser’s “topology” is particularly dense at this point, since the entire Mount Acidale 
episode marks a convergence of his use of the locus amoenus or pleasaunce topos, plus the 
magical stream (such as the one that enervates Red Crosse Knight and slays Mordant), plus the 
encircled maidens topos here being discussed, plus a version of the unarmed knight and his 
beloved intruded upon by an unexpected arrival (compare everything from Orgoglio attacking 
Red Crosse and Duessa to Calidore interrupting the dalliance of Calepine and Serena), as 
mentioned earlier in this chapter. 

 
6. Unless you accept satire as a genre, which I do not. In Greek and Latin literature, a genre comes 

about through the coalescence of a particular set of subjects, a specific form or limited set of 
forms, and a level of style (often also with a proprietary set of topoi and figures of its own), such 
as the heroic poem in dactylic hexameters in high and highly ornamented style (using always 
invocations of the Muse, elaborate similes, catalogs, etc.). Pastoral fits that description: classical 
satire on the whole does not. 

 
7. See the writings of Louis Adrian Montrose on this subject; “The Elizabethan Subject and the 

Spenserian Text,” in Literary Theory/Renaisance Texts, edited by Patricia Parker and David Quint 
(Baltimore and London: The Johns Hopkins University Press, 1986), 303-340; “‘Eliza, Queene of 



shepheardes,’ and the Pastoral of Power,” English Literary Renaissance 10 (1980), 152-182; and 
especially “Of Gentlemen and Shepherds: The Politics of Elizabethan Pastoral Form,” ELH 59 
(983), 415-459. 

 
8. The ring of the Graces may contain echoes of a theology closer to Spenser’s own (whatever it 

might be) than to classical paganism. John Freccero, in discussing the dance of the stars in 
Paradiso, cites a passage from the apocryphal Acts of John: “So He [Jesus] commanded us to 
make as it were a ring, holding one another’s hands and Himself standing in the middle. He said, 
‘Respond “Amen” to me.’ He began, then to sing a hymn and to say ‘Glory to Thee, Father!’ And 
we, going about in a ring, said ‘Amen’: 
 Glory to Thee, Word! Glory to Thee, Grace! Amen… 
 I would wash myself and I would wash. Amen. 
 Grace is dancing. 
 I would pipe, dance all of you! Amen. 
 would mourn, lament all of you! Amen. 
 An Ogdoad is singing with us! Amen. 
 The Twelfth number is dancing above. Amen. 
 And the Whole that can dance. Amen…” 
Acta Joannis, edited by Theodor Zahn [Erlangen: Deichert, 1880] 220; translated by B. Pick, The 
Apocryphal Acts of Paul, Peter, John, Andrew and Thomas [Chicago: Open Court, 1909], 181; 
quoted in John Freccero’s “The Dance of the Stars: Paradiso X,” in Dante: The Poetics of 
Conversion, edited by Rachel Jacoff [Harvard University Press: Cambridge, MA, and London, 
1986], 229. 

 
9. See Montrose, “Pastoral of Power” and “Elizabethan Subject,” for more on this aspect of 

Spenserian pastoral. 
 

10. The Arte of English Poesie (1589), edited by Gladys Doidge Willcock and Alice Walker (Cambridge: 
Cambridge University Press, 1936), p. 186. Subsequent quotations from Puttenham will be cited 
by page numbers in the text. Louis Montrose, in ‘Of Gentlemen and Shepherds,” from which I 
have drawn several particular points in my discussion, argues very persuasively for Puttenham’s 
identification of allegory as figure and courtier as role, as well as for the link between courtiers 
and pastoral. 

 
11. “Reality is one,” Giordano Bruno remarked, in an apothegm Spenser might have known, “but it 

falls into the mind in dichotomies.” 
 

12. This is a key part of Spenser’s double entendre in “that same [my stress] time when no more 
Change shall be.” That “same” time is the time of sameness, when differentiation – otherness – 
shall stop. 

 
13. The “autonomy” of allegory, once rightly launched, may be one of the implications of what other 

critics have described as “the textual foregrounding of the process of textualization itself” 
(Montrose, “The Elizabethan Subject,” p. 322). I refer to the appearances of the Spenserian 
persona Colin Clout in Book VI of The Faerie Queene and especially to the poet’s remarks, in the 
opening stanzas of the Proem to that book, about the fact that Faery Land itself has now 
become one of his sources of refreshment and strength as he works his way through the 
composition of the poem: 
          The waies, through which my weary steps I guyde, 
          In this delightfull land of Faery, 
          Are so exceeding spacious and wyde, 



          And sprinckled with such sweet variety, 
          Of all that pleasant is to eare or eye, 
          That I nigh rauisht with rare thoughts delight, 
          My tedious trauvell doe forget thereby; 
          And when I gin to feele decay of might, 
          It strength to me supplies, and chears my dulled spright. 
The fact that this language also recreates the narrative topos of Una and Red Crosse Knight’s 
entrance into the Wood of Error, the first of many subsequent steps of bifurcation and division 
that call into being the confused heartland of The Faerie Queene, only strengthens the notion of 
allegory’s autonomy and the generation of “chaos theory” patterns out of its own nature: in the 
Proem to Book VI, then, we witness the outreach of those patterns from poem to poet, text to 
reality. 

 
14. This is yet one more reason why the allegory of Dante’s poem can have nothing to do with the 

fourfold allegory of Scripture. Scriptural allegory is rooted in typology, as I have already argued, 
and for Dante typology is over. Typology governs strictly the relation of Old Testament events to 
New, and the earthly, historical life of Christ – the antitype of all Old Testament types – 
exhausted it. 

 
15. The phrase is a chapter title from Singleton’s Dante Studies I: Dante’s Commedia: Elements of 

Structure (The Johns Hopkins University Press: Baltimore and London, 1954, reprinted 1977) 45-
60. Everyone writing in English about Dante must owe an enormous intellectual debt to the life 
and work of Charles Singleton, and in what follows, as in everything I have previously had to say 
about Commedia, that debt will be quite apparent. I am in the position to argue with Singleton’s 
conclusions only because of what I have learned from Singleton. 

 
16. See Singleton’s very acute reading of the procession, its pause, and the chariot’s placement as the 

Scripture in time and out of time: Elements, 47-50. 
 

17. Cf. Paradiso XXI.79-90, Dante’s prayer to Beatrice in glory: 
“O lady, in whom my hope is strong, and who for my salvation did endure to leave in hell your 
footprints, of all those things which I have seen I acknowledge the grace and the virtue to be 
from your power and your excellence. It is you who have drawn me from bondage into liberty by 
all those paths, by all those means by which you had the power so to do. Preserve me in your 
great munificence, so that my soul, which you have made whole, may be loosed from the body, 
pleasing unto you.” 
 o donna in cui la mia speranza vige, 
 e che soffristi per la mia salute 
 in inferno lasciar le tue vestige 
 di tante cose quant’ i’ ho vedute, 
 dal tuo podere e da la tua bontate 
 riconosco la grazia e la virtute. 
 Tu m’ hai di servo tratto a libertate, 
 per tutte quelle vie, per tutt’ i modi 
 La tua magnificenze in me custodi. 
 si che l’anima mia, che fatt’ hai sana, 
 piacente a te dal corpo si disnodi. 
Significant too is that fact that Beatrice, in her first appearance to Dante in Purgatorio, manifests 
herself “with hue of living flame” (XXX.33). In the Vita Nuova, the red garment that veils 
Beatrice’s body becomes a figure of that body – that by which her reality is seen and known – 
and her hidden body becomes a figure of what the body hides, the soul, her noumenon. Take 



this a step further, as I believe Dante does in Commedia, and the phenomenal veil which 
simultaneously hides and signals Beatrice’s noumenon resolves itself into a figure for what 
embodies Beatrice’s noumenon, that is, the poem. So the veil, the garment, becomes a figure for 
the veil of poetry or of allegory, and the poem’s literal statement is thereby true. For a slightly 
different understanding of Beatrice’s garments, see Robert Pogue Harrison, The Body of Beatrice 
(The Johns Hopkins University Press: Baltimore and London, 1988), esp. 25-30. For the relevance 
of La Vita Nuova to this part of the Purgatorio, see Charles Singleton, Elements of Structure, 53ff. 

 
18. So much so that even critics as perceptive as Charles Singleton have felt obliged to explain away 

the discrepancies by having Beatrice appear as a redundant Christ (who is already present as the 
gryphon) in the procession. See especially Singleton’s remarks on the gender of Benedictus qui 
venis (in Elements of Structure, 51ff), where the masculine case ending highlights the 
conventional expectations of Christ and thereby underlines the shock of Beatrice’s incarnation. 

 
19. Inferno IV.44-45: “che gente di molto valore/ connobi che ‘n quel limbo eran sospesi.” 
 

20.           Per correr miglior acque alza le vele 
          che lascia dietro a se mar si crudele… 
To course over better waters the little bark of my genius now hoists her sails, leaving behind a sea 
so cruel… 

 
21. Purgatorio I.17-18: “l’aura morta/ che m’ avea contristati le occhi e ‘l petto.” 
 

22. “At no point in the whole of the journey beyond this life are we more unmistakably referred back 
to the scene in Canto I Inferno than in Canto I Purgatorio. Here the wayfarer girds himself again, 
here the ascent may finally begin. It is daybreak and, as the light dawns, a scene comes clear in 
outline which returns us by direct reflection to the situation in the first canto of the poem. We 
sense at once the striking resemblance. Dominant in both scenes is the outline of a mountain: a 
mountain to be climbed, for there, at the summit, in both instances, lies happiness and peace. At 
its base and below, in the one scene, is bitter darkness, a wild wood and a path to Hell; in the 
other, there is Hell itself which has but now been left behind. By a mountain to be ascended the 
way of a journey is given, upward or downward as it may be, between the two poles of light and 
darkness.” Singleton, Elements, 5. 

 
23. Purgatorio I.74-75: “in Utica…ove lasciasti/ la vesta ch’al gran di sara si chiara.” 
 

24. Or che de la dal mal fiume Dimora 
piu muover non mi puo, per quella legge 
che fatta fu quando me n’usci’ fora. (Purgatorio I.88-90) 

 
25. Lo mio mastro e io e quella gente 

ch’ eran con lui parevan si contenti, 
come a nessun toccasse altro la mente. (II.115-117) 
“Che e cio, spiriti lenti? 
qual negligenza, quale stare e questo? 
correte al monte a spogliarvi lo scoglio 
eh’esser non lascia a voi Dio manifesto. (II.120-123) 

 
26. It is well worth noting in this regard that the sole use of the word contrapasso in the poem is in 

Hell, and the user is Bertran de Born, a damned soul and a poet. 
 



27. John Freccero, “An Introduction to the Paradiso,” in Dante: The Poetics of Conversion, edited by 
Rachel Jacoff (Harvard University Press; Cambridge, MA, and London, 1986); 210. This collection 
of Freccero’s articles on Dante contains many striking insights. Essays I have found particularly 
illuminating include “Infernal Irony: The Gates of Hell” (93-109), “Casella’s Song: Purgatorio II, 12” 
(185-194), and the above-cited “Introduction to Paradiso.” 

 
28. “The Dance of the Stars,” in Poetics of Conversion, 222. 
 

29. Inferno XXXIV.48: “vele di mar non vid’ io mai cotali.” 
 

30. As I have argued elsewhere (Epic to Novel, Three English Epics), the epic descent is also an ascent. 
Dante’s purgatorial journey has many parallels to this epic descent, not the least of which is the 
aspect of that journey that converts it to a journey to self-knowledge, involving meetings with 
former friends and enemies, which constitute a review of the pilgrim’s past life, and culminating 
in total revelation of his character and goals. That aspect of the descent/ascent is provided in 
Purgatorio by Dante’s various meetings with other poets and, most important, by his climactic 
meeting with Beatrice and her arraignment of his sins. 

 
31. That procession itself constitutes a spelling out, a literalization, of the procession implied near the 

end of Inferno by Virgil’s adaptation of the Easter hymn Vexilla regis prodeunt, and, as it appears, 
in Purgatorio, it presents in the guise of a historical pageant, the “procession” – Dante’s pun – of 
the persons of the Trinity: see Elements, 37-49. 

 
32. Paradiso XXXIII.85-93: 

         Nel suo profondo vidi che s’interna, 
 legato con amore in un volume, 
 cio che per l’universo si squaderno: 
         sustanze e accidenti e lor costume 
 quasi conflati insieme, per tal modo 
 che cio ch’i’ dico e un semplice lume. 
         La forma universal di questo nodo 
 credo c’i’ vidi, perche piu di largo, 
 dicendo queto, mi senti c’i’ godo. 

 


