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[bookmark: Coteries_the_Areopagus]Coteries: The “Areopagus”

1. Spenser was associated with the “Areopagus,” the circle of poets or coterie that included Sir Philip Sidney and his friend Fulke Greville. 

2. They discussed such matters as the reform of English poetry, the use of classical metre in English verse, the possibility of integrating poetry and music, and the moral significance of literature. 

3. It was in this context that Sidney composed The Defence of Poesy, the first substantial critical treatise in English. 

4. The connection between Sidney and Spenser arose, however, through employment and family, for having made his first trip to Ireland, where he was later to serve as secretary to Arthur, Lord Grey of Wilton, and as a government official, gaining extensive Irish lands, Spenser entered the service of the powerful Earl of Leicester, Sidney’s uncle. 


Amoretti

1. [bookmark: Sonnet_Sequences]Spenser married Elizabeth Boyle and like Sidney, wrote a sequence of sonnets entitled Amoretti, or little Cupids, little loves. This sequence seems to comprehend the cycle of courtship and marriage.
[bookmark: Elizabethan_Courtly_Style]
2. Amoretti is written in Elizabethan courtly style: Stylistically these poems differ from Wyatt’s plain style, in:
a. their pictorial fluidity;
b. complex rhetorical patterns, which some contemporaries saw as ‘decorative’;
c. ornate “poetic” language rather than Wyatt’s almost colloquial, spoken language.
[bookmark: Theory_of_Metaphor_and_the_Conceit]
3. Appreciation of the opening poem in this sequence (Amoretti, Sonnet 1) depends on multiple relations and interaction between the parts of a series of metaphors. In order to appreciate the distinct conceptual process of interaction, which gives rise to and opens out multiple points of varying degrees of similarity, we may look more closely at the ‘interaction view’ of Max Black.[footnoteRef:1] In the ‘interaction view’, the sense of a metaphor ‘emerges as the result of a certain contextual action’.[footnoteRef:2] In this action, the metaphorical word or subsidiary subject is the focus, but this focus requires the frame of the sentence, the principal subject. Black says: [1:  Max Black lists these claims on pp. 291-92 of ‘Metaphor’, Proceedings of the Aristotelian Society, n.s. 55 (1955), 273-94, but reference is also made in the text and notes of this chapter to Black’s fuller expositions of the respective points elsewhere in his text. Black discusses the pertinence of the seven claims or principles on page 292.]  [2:  Paul Ricoeur, ‘Metaphor and the Main Problem of Hermeneutics’, New Literary History 6 (1974), 95-110 (p. 99). On the ‘contextual effect’, Ricoeur says: ‘If the metaphorical sense is more than the actualization of one of the potential meanings of a polysemic word (and all our words in common discourse are polysemic), it is necessary that this metaphorical use is only contextual; by that I mean a sense which emerges as the result of a certain contextual action.’] 


	This use of a “subsidiary subject” to foster insight into a “principal subject” is a distinctive intellectual operation (though one familiar enough through our experiences of learning anything whatever), demanding simultaneous awareness of both subjects but not reducible to any comparison between the two.[footnoteRef:3] [3:  Black, ‘Metaphor’, p. 293.] 


4. The opening quatrain of Amoretti, 1, compares the white vibrating leaves of Amoretti held in the lady’s hands, to captives white and trembling before a triumphator who may take their lives. Ordinary captives’ hard bonds, in the associations of the subsidiary subject, correspond in the tenor to the soft fingers holding the book (and perhaps secondarily, if the book is bound, to the cords binding its quires). But since the lady’s hands are those ‘which hold my life in their dead doing might’, the simile functions as a complex metaphor, in whose embedded comparison it is the lover, conquered, who pretends to dread his mistress’ mood. Thus, vibrating leaves held in fingers resemble captives held in physical bonds and trembling with fear, who in turn resemble the poet trembling with emotions of love, whether at the thought of Elizabeth’s touch or of his life being figuratively in her hands. Moreover, since poet and book belong to the same field of discourse, the complex metaphor is of a very special form, in which the more distant subsidiary subject returns to the proximate literal chain, that is the situation of the poet and his beloved who is reading his poetry. The metaphor is really interestingly complex here because it is just possible that we may have construed the principal and subsidiary subjects incorrectly: the sonnet may be more about the lover than the book.

5. Taking the metaphor of ‘lily hands’ into account brings us to even stranger ground. Lilies hold leaves too, so that there is almost some thought of a double subsidiary subject. At least, trembling of the lilies’ leaves is suggested, and with it an idea that Elizabeth’s hands may shake a little with the emotion the printed leaves are designed to arouse. The leaves will be happy, obviously, according to a poetic convention whereby a lover regards the ‘experience’ of objects enjoying physical contact with his mistress as enviable. Less obviously, they will be fortunate when the trembling they engender indicates the successful effect in Elizabeth of the poet’s courtship. Ambiguity here expresses a reciprocity of relation that distinguishes Amoretti from most sonnet sequences.

6. Succeeding metaphors of Amoretti 1 become more abstract as they rise towards the world of Ideas. One sequence of discourse runs through aspects of the book: the material ‘leaves’; the communication of ‘lines’ looked on and ‘sorrows’ read; the poetic form, ‘rhymes’, drawn from higher vision. And corresponding aspects of the beloved ascend from ‘hands’, through ‘eyes’, to the ‘angel’s look’ in them – that is, from physical through animate to spiritual levels, thereby traversing the strata of creation. Each quatrain has an inset figure whose subsidiary subject anticipates the next level. ‘Victor’s sight’ looks on to ‘lamping eyes’ and optical activity in the second quatrain; copious tears and blood flow towards the ‘sacred brook’ of the third. Finally, ‘bliss’ makes the end of the journey through souls (vegetable, animal, rational), just as it is the final cause, that is, the purpose of literary composition.

7. [bookmark: The_Blazon]Amoretti, 15, seems at first to have a much simpler figurative structure than Amoretti, 1. This sonnet consists of a catalogue of features and this kind of description was called a ‘blazon’, or more specifically, ‘anatomical blazon’, because it anatomizes the physical features or attributes of the beloved into her constituent parts. 

8. The verb ‘to blazon’ ‘first appears in English in the sixteenth century’, and is used broadly for ‘to describe’ in a variety of heraldic, colourful or ornamental ways, and for ‘to publish vauntingly or boastfully’. The verb relates also to the English verb ‘to blaze’, ‘to proclaim . . . to publish . . . and, by extension, to defame or celebrate, to depict, to portray’. To blazon is, however, French in origin, from blasonner, and although used so commonly there ‘that it signified little more than “to describe,” . . . its usage was rooted in two specific descriptive traditions, one heraldic and the other poetic’.[footnoteRef:4] However, ‘[i]n the context of the anatomical blason, the word is generally taken to have the sense of praise (when used as the title to a poem), with the word ‘contreblason’ being coined to designate the opposite meaning of blame’ (p. 11).[footnoteRef:5] [4:  Nancy J. Vickers, ‘“This heraldry in Lucrece’ face”’, in The Female Body in Western Culture: Contemporary Perspectives, ed. by Susan Rubin Suleiman (Cambridge, Mass. and London: Harvard University Press, 1986), pp. 209-22 (p.213).]  [5:  Alison Saunders, The Sixteenth-Century Blason Poétique (Berne, Frankfurt am Main and Las Vegas: Peter Lang, 1981), p. 11.] 


9. In Amoretti, 15, Spenser may be read as an enthusiastic salesman, as the sonnet ‘flatters the lady by treating her as a precious but as yet unexploited commodity’.[footnoteRef:6] But according to Alastair Fowler, this appearance is deceptive. Spenser in fact criticizes the vain efforts of the ‘tradeful merchants’. The conceit or understanding depends on complex metaphors. The last line does not imply that Elizabeth’s mind is adorned with virtues as her body with jewels, since her features do not merely wear, but are, figuratively, the jewels. The implication is rather that feature (principal subject of metaphor) resembles jewel (subsidiary subject) which resembles virtue (secondary principal subject). All of this is compressed in the verb, in the final line, ‘adorned’.[footnoteRef:7] [6:  Raymond Southall, ‘Love Poetry in the Sixteenth Century’, Essays in Criticism, 22 (1972), p. 377, cited in Alastair Fowler, ‘Elizabethan Conceits – Spenser, Sidney and Drayton’, (1975), repr. in Gerald Hammond, ed., Elizabethan Poetry: Lyrical and Narrative, A Casebook (London & Basingstoke: Macmillan, 1984), pp. 178-95 (p. 184).]  [7:  This involves a slight reinterpretation though based on Fowler’s, in ‘Elizabethan Conceits’, p. 185.] 



Spenser, The Faerie Queene, Book I


1. The general character of The Faerie Queene
0. Nationalistic politics
0. Protestant religiosity
0. Humanist summation of mythology
0. Literary anatomy of the imagination

1. Generic character
1. “Heroical poetry”’ (Sidney, Defence of Poesy)
1. Epic
1. Homer, The Iliad
1. Virgil, The Aeneid
1. Romance epics such as Ariosto’s Orlando furioso
1. Chivalric / Arthurian romance

1. Spenser’s intention and the letter to Raleigh
2. ‘Letter to Sir Walter Raleigh’ in the 1590 edition, at the end of Book III

1. The Faery Queen and the poem’s absent centre
3. Political significance
0. The proposed marriage of Gloriana and Arthur, whom Malory described as ‘the once and future king’, is a symbolic wedding of ancient British myth, legend and lineage with the reigning queen, but it is envisaged, a future-oriented gap which is never realised in the work as we have it.
3. Religious significance
1. The Faery Queen as a religious symbol of the unrepresentable nature of the divine, the arena of divine knowledge and revelation to which no human being can have access

1. The virtue of Book I
4. The legend of St George
4. The Book of Revelation

1. Reading the virtues allegorically

Danté’s Divine Comedy:
1. sensus litteralis, the “letter” or surface narrative that can be seen partially to mask, but also to reveal and give way to the other levels:
2. sensus tropologicus, the moral abstraction deriving from the narrative;
3. sensus allegoricus, or typological meaning, wherein, for example, Old Testament events prefigure the incarnation, life, death, or resurrection of Jesus Christ;
4. sensus anagogicus, or anagogical meaning, the equivalent or corresponding eschatological (last things: death, judgement, heaven, and hell), soteriological (concerning salvation), or other religious event of individual or general import

Allegory, as a literary mode, lends itself in this way to the belief in universality. But the visible signs of language assimilate to themselves contingent historical and subjective meanings in addition to the more abstract universal moral and religious ones.

5. Moral
0. Psychological
0. Spiritual
0. Prudentius, Psychomachia
5. Historical
1. History of the true Church
1. The Reformation
5. Allegoresis
5. Allegory as:
3. a vertically organized spatial hierarchy of meanings
3. simultaneous signifying multiple meaning - polysemy
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