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Introduction

On April 14-15, 2000, the Eighth Northern Plains Conference on Early
British Literature was held at Dordt College in Sioux Center, Iowa.
Presenters and attendees from seven midwestern states gathered to read and
hear papers on a variety of topics ranging from the Middle Ages to the
Eighteenth Century. Participants included area high school teachers,
college students, graduate students, and professors. In its eighth year, the
conference (earlier called the Dakotas Conference, among other variations)
continues to be a place not only of lively scholarship but of genuine colle-
giality: many of us attend year after year because we find the conference a
good place to be. As of this writing, the 2001 conference is being organ-
ized at Black Hills State in Spearfish, SD.

The featured speakers at the conference were Dr. Heather Dubrow and
Dr. Andrew D. Weiner, both of the University of Wisconsin—Madison.
Their willingness to participate, and their graciousness during the confer-
ence, helped to make the event an excellent one. Dr. Dubrow’s presentation
was titled “*Fain would I dwell on form’: The Drama of Shakespeare’s
Non-dramatic Modes,” in which she helped us reexamine both the motive
and the expression of Renaissance lyrics by exploring intensely a number
of Shakespeare’s sonnets. Dr. Weiner’s presentation was called, ““Die he
or justice must™ Justice and Mercy in Book V of The Fairie Queene,
Measure for Measure and Paradise Lost.” Could a one-hour talk range far-
ther? Weiner’s presentation was exactly fitted to a conference with a broad
area of interest.

The conference could not have been successful without the help of
numerous persons and organizations. Dordt College and Humanities lowa
supported the conference financially. I had invaluable help organizing the
conference from a student, Laurie Hoogeveen. We were entertained by the
Dordt College Kantorei (directed by Dr. Benjamin Kornelis) and by a string
quartet of student players. In producing this volume, I had help from Fred
Haan’s crew at Dordt Press. Kristen Heerema, with help from Jake Van
Wyk, designed the cover, using a motif from a seventeenth-century print-
er’s device. My colleagues in English at Dordt supported me in every way



srcl)ts;;l;izs re;nd r(rjxy famill)y-—especially my wife Rebecca—endured both my
and my a i
e o 8 Yy absences before and during the conference. To all,
. hThe 1Fen papers ir'l this volume represent wel] the range, consistently
igh qual 'lty, and. key interests of the conference. I have arranged them i
three sections. First, a set of papers (by Wheeler, Northrop y
Youngberg) focuses on the interpretation of a variety of tex’t
frc?m the 16th to the 18th century. There follows a set of
}I;Illton (by Wallerstein, Joplin, and Aronson). Finally
randt, Ruud, and Benkert) focuses on teaching strategies. Readers will

find t i
o he.papers rewar(‘img, and, I hope, the papers will stimulate continued
erest in, and commitment to, a fine conference,
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“They heard a ruefull voice’:
Guyon’s Agency and the Gloriana
Framework in Book II of The Faerie Queene

Kate Wheeler
Ripon College

In the larger work of which today’s reading is a part, I examine the ways
in which Spenser’s habitual modes of discourse, and his presentation of
chivalric figures and actions in The Faerie Queene, cause the issue of human,
agency to emerge as a factor in his exploration of Holiness, Temperance and
Chastity in the three books of the 1590 poem. Spenser’s use of the chivalric
medium, which I see as the poem’s most basic generic feature, highlights the
qualities, possibilities and limitations of human agency; the virtues of each
book are accordingly defined in relation to these qualities, possibilities and
limitations. My subject in today’s paper is the way in which the hero Guyon’s
knightly agency becomes an issue in Spenser’s treatment of Temperance in
Book I of The Faerie Queene. In Book I1, agency as I define it will mean the
ability to determine, initiate and execute virtuous action.

While working on my larger project I have become especially interested
in a disjunction which exists between the origins of the knights’ actions in the
individual books of The Faerie Queene and the framework which the poet
claims in the Letter to Raleigh to have in mind for the unwritten twelfth book
of the poem, in which Gloriana assigns each quest to a knight at an annual
feast. Many scholars choose not to make too much of this inconsistency,
categorizing it with others in the poem as an unavoidable function of the size
and complexity of Spenser’s project or relegating it to the great unknown
represented in the unwritten sections of the poem. As Jonathan Goldberg has
suggested, though, the ever-deferred scene in which the quests of The Faerie
Queene’s knights will be gathered up into a culminating association with
Gloriana has an intriguing impact on the nature of discourse in the parts of
Spenser’s text which were completed.! My sense is that this disjunction
implies on some level a tension between the sources of knightly action as they
are generated within Spenser’s individual explorations of virtue in each book
and the claims of the Faerie Queene, whom we know to represent the real
royal object of Spenser’s poem, Queen Elizabeth, to determine and authorize
virtuous action. I will explore today the textual evidence for such a tension,
in relation to the ways in which human and knightly agency emerges as a
basic focus of Book IL
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Kate Wheeler

opening stanzas, in which the knight of Book I blesses Guyon’s “pageant,” the
yet unspecified quest of Book II. This leads the reader to assume that Guyon’s
primary quest is generated by this meeting with Amavia and Mordant which
shortly follows, and this assumption is borne out in the intensity and detail of
the passage.

In addition to the initial mention of Guyon’s discovery of the slain
couple in the argument, and the placement of the episode near the beginning of
the book, an even more important contrast is created with later indications
about Guyon’s quest because the knight’s encounter with Mordant and Amavia
is presented according to the romance convention of “aventure”—a seeming-
ly chance meeting with a ‘damsell in distress’ while riding in search of knight-
ly trials and battles. To illustrate this, let me read you stanza 35 of canto i:

In this faire wize they traveild long yfere,
Through many hard assayes, which did betide;
Of which he honour still away did beare,

And spred his glorie through all countries wide.
At last as chaunst them by a forest side

To passe, for succour from the scorching ray,
They heard a ruefull voice, that dearnly cride
With percing shriekes, and many a dolefull lay;

Which to attend, a while their forward steps they stay.
(ILi,35)

Amavia’s “ruefull voice” (to which I refer in my title) provokes Guyon to
dismount and “[rush] into the thicke,” where he comes upon the dead knight
Mordant, the dying Amavia, who has just plunged a dagger into her heart, and
their living child, innocently dabbling in their blood. Taking in this scene,
Guyon freezes in horror and is then overcome with empathy as “ruth and
fraile affection did constraine / His stout courage to stoup, and show his
inward paine” (I1,i,43).

Though the narration of the pathetic tableau created by the trio and
Guyon'’s interaction with Amavia might be read simply as a narrative ploy to
elaborate allegorically upon the destructive power of intemperate passion as
embodied in the witch Acrasia, 1 will illustrate in this paper reasons for
believing that this narrative discontinuity is more significant, drawing atten-
tion to the issue of knightly motivation and distancing Guyon’s knightly moti-
vation and agency from the controlling rubric of Gloriana’s assignment of
quests. The confusion surrounding the inception of Guyon’s quest can be

seen, in fact, as a key to the book’s meaning.
The tableau of Acrasia’s victims is, first of all, presented in allegorical



10 )
Guyon’s Agency and the Gloriana Framework

Kate Wheeler 11

terms which place the dangers of passion in relation to the issue of human will
and agency, and it is to these issues that I will turn for the present. The
destrO)fed family of Mordant and Amavia is representative accordinf"to the
lamentfng Amavia, of the vulnerability of human beings in’ their ﬂes;ﬂness
the perils attendant upon them in the “living state” (1 i§7) Though Amaviz;
has successfully rescued her husband from the witch ’A;cra.sia has :ndone the
Fouple by placing on Mordant a lingering charm. Intérestimly Amavia’s will
is also subject to Acrasia’s destructive forces: because she TO\;es Mordant so
much, she cannot remain alive while Mordant dies. Her instinct for life, th
root of ht.zr agency and will, becomes the perverse impulse toward d,eatg
reﬂectec} in her actions as she “grovelling [throws herself] to ground, as
hating life and light” (11,1,45). Acrasia and her Bower of Bliss \Dvhich ;vill
later be presented in terms more seductive to the reader’s sens’es are he
presex?ted by Amavia purely in relation to their effect on the hu;nan w'lrle
Acrasia drowns knights in pleasure and then “On them she workes her w‘lllt ‘
uses bad” (IL,i,52). Amavia, in rescuing Mordant from entrapment in1 tho
Bower, “fvhere him that witch had thralled to her will / In chaines of lust g
lewd desires ybound” cures him through the antidote of “a bette 'l?n/
Purged .from drugs of foule intemperance” (ILi,54). o
This presentation of will as both essential to the human state and vulner-
ablfa because of the human state falls in line with the general world view
which has started to emerge in the poem. The existencecof will is crucial to
the huma.n experience; in fact, it defines the human experience, according t
-thf: paradigms of quest and battle which Spenser has used in Bo’ok I. Th DOE
It is a warped reflection of the Divine Will, it represents the means 'b »\Zﬁch
humans function for the better and the worse. As pinpointed in A?n 'lc’
cur‘e, the.desired key to the will in Book I is to constantly engage in a :Z)Vcla X
of recur'mg’ oneself to a will guided by a higher principle a;dato avo?d [rz(: 0
of the \}/111 such as lust, or even, in Amavia’s case, a love :vhich is too fi II)S
rooted in the temporal presence of its object. Mordant and Amavia's dlmtlhy
represent the victory of such forces of danger over their wills: Mordantei? llS
to the fz?r-reaching magic of Acrasia and her Bower, and Ama’via falls to Z;l*s
consum.m'g temporal love for Mordant. She is so attached to him that sh s
even ”wdlmg to abandon her child. The baby, who is to remain “in Ii ? l:
state,” bears witness to his own and his parents’ mortality in the stains of tvhm'o
blood upon his hands, which cannot be removed (I1,i,37). .
' Guyon’s reaction to the pathetic tableau which he encounters is ver
u'np.ortant here: it seals his sympathetic connection to the pair, reflects h'y
sxml.lar Ytllxlerabilities, and most importantly for my argument ac’ts as th .
tq hl‘S will. The language of the passage maintains al}ocus lipon the fSPU;
vitality, mortality and agency: Guyon’s initial reaction upon seeing Nfo?gaﬁt

in his interrupted vitality is to freeze. The sight of the dead knight, “Now in
his freshest flower of lystie hed, / Fit to inflame faire Ladie with loves rage, /
But that fiers fate did crop the blossom of his age” temporarily denies Guyon
his will, force and agency. “Whom when the good Sir Guyon did behold, /
His hart gan wexe as starke, as marble stone, / and his fresh bloud did frieze
with fearfull cold” (11,i,41-42). Then, in what seems to be a contemplation of
the combination of power and compassion, Guyon the warrior is compared to
a lion, a beast thought to have an innate sense of mercy. “At last his mighty
ghost gan deepe to grone, / As Lyon grudging in his great disdaine, / Mournes
inwardly, and makes to himself mone; / Till ruth and fraile affection did
constraine / His stout courage to stoupe, and shew his inward paine (IL,i,42).
“Ruth and fraile affection” are here posited as potentially undermining to the
courage of a warrior, but the simile of the inwardly groaning lion, and the ten-
derness with which Guyon attempts to save the bleeding Amavia in the
following stanza, are presented so sympathetically that the reader is led to
conclude Guyon'’s sensitivity is a necessary guiding and moderating influence
upon knightly force. More importantly, Guyon’s emotional response provides
his motivation to act on their behalf. Guyon’s reponse, and the narrative
resolution of the tableau, emphasize independent knightly agency based on a
kind of visceral sympathy, rather than the service of an ideal or of a sovereign,
Guyon’s reestablishment of his knightly will and enterprise requires a
chivalric ritual: a “sacred vow” to avenge their deaths. Maurice Keen, in his
important 1987 work on the concept of chivalry and its contributing
influences, discusses the centrality of vow-taking both in tournaments and in
situations of battle. Keen’s discussion makes clear the ways in which rituals
of binding become central to such vow-taking, serving to symbolically bind
the knight's will to the accomplishment of the service he has taken on.
Guyon’s vow enacts such a binding of the will.® The vow to avenge their
deaths, which “none should aye releace” (ILi,60), represents a commitment
to the action which will define his quest. Guyon emphasizes his commitment
in the language of his vow, cementing it, so to speak, by raising the stakes of
his oath to the extreme. He begs upon himself “such and such evill” from
God and upon the orphan “worse and worse” pain if he fails, or “forbear{s}”
(11,i,61). Such swearing carries an uncomfortable a hint of the profane, and
also, because Guyon makes the oath in an attempt to “increace affection,” a
hint of problematic passion. At the same time, this passage illustrates how
Guyon’s knightly persona provides a mode of action, one which is potential-
ly a mode of mere aggression, but which also contains the idealistic structures
through which mere aggression may be channeled and shaped into virtuous
action. The fully elaborated conditions of Guyon’s methods and motives
distance the claims of the narrative actuality of Book I from those of the
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Gloriana framework.

Ultimately, the tensions regarding agency in the relationship of Spenser’s
allegorical knights to the Gloriana framework seem in Book II to reflect the
complications of intention and authorship inherent in Spenser’s fictional
enterprise. Guyon’s faulty recounting (mentioned above) in Medina’s Castle
of how he came to be the guardian and champion of the bloody-handed child
of Mordant and Amavia is especially curious in its emphasis in attributing the
quest to Gloriana’s initiative. Guyon's references to his “glorious virgin
Queene” (ILii,40) also draw a parallel between knight and author which
potentially extends the implications of the book’s central ambiguity sur-
rounding knightly motivation to the relationship between Spenser the poet and
his Queen. Guyon’s terms in describing the Faerie Queene are among the
most exalted panegyric lines in the poem. Recounting the roots of his quest
at the request of his hostess, Guyon begins with an elaborate tribute which
draws a clear connection with the extra-fictional Elizabeth by using the terms
which had become habitually associated with her. Responding to Medina’s
request, he says:

This thy demaund, O Lady, doth revive

Fresh memory in me of that great Queene,

Great and most glorious virgin Queene alive,

That with her soveraigne power, and scepter shene

All Faery lond does peaceably sustene.

In widest Ocean she her throne does reare,

That over all the earth it may be seene;

As morning Sunne her beames dispredden cleare,

And in her face faire peace, and mercy doth appeare.
(1L,ii,40)

A traditional Elizabethan attribute, peaceful rule of her island kingdom, gives
way in the following stanza to the elaborately mystified unitary persona which
formed the basis for the Virgin Queen’s hold over her subjects:

In her the richnesse of all heavenly grace
In chiefe degree are heaped up on hye:
And all that else this worlds enclosure bace
Hath great or glorious in mortall eye,
Adornes the person of her Majestie;

That men beholding so great excellence,
And rare perfection in mortalitie,

Do her adore with sacred reverence,

As th’Idole of her makers great magnificence.
(ILii,41)

It is no accident that Guyon’s panegyric is building to a statement c?f allegiancg
It is at this moment that Book II’s connections with the non-fictional experi-
ence of subjecthood under Elizabeth vibrate clearly out of the Tnorgl project
of the definition of Temperance. Guyon's tribute echoes the chivalric frame.-
work through which the Letter to Raleigh brings the quests of The Ij”aerze
Queene’s knights under the authority of Gloriana and makes a point of
attributing his endeavors and status as a knight to her:

To her | homage and my service owe,

In number of the noblest knights on ground,
Mongst whom on me she deigned to bestowe
Order of Maydenhead, the most renownd,

That may this day in all the world be found:
An yearly solemne feast she wontes to make
The day that first doth lead the yeare around;
To which all knights of worth and courage bold

Resort, to heare of straunge adventures to be told.
(1Li1,42)

The following stanza more explicitly aitributes the agency in redressmg
wrongs to the “Soveraine,” presenting the alternative version of the Acra.51a
quest which will now stand in contradiction with the earlier narrative

version:

There this old Palmer shewed himself that day,
And to that mighty Princesse did complaine

Of grievous mischiefes, which a wicked Fay

Hag wrought, and many whelmed in deadly paine,

Whereof he crav’d redresse.
(11,i1,43)

The language of the next lines strikingly places virtuops.action.\wthm the
prerogative of the ruler: “My Soveraine, / Whose fg,lory is in gracious deeff;isci
and joyes / Throughout the world her mercy to maintaine, / Eftsopngs def is

redresse for such annoyes” (11,ii,43). Most interestingly, thc. culminating h.nes
of the stanza articulate a transference of agency from knight to. sovereign.
The knight who takes action based on noble. “virtu,” performing agency
through intentional and in this case virtuous action, becomes the agent of the
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Sovereign who “employes” him, and thus his powers must be muted: “Me all
unfit for so great purpose she employes” (ILii,43). “Virtu” and virtue are
effaced by subjecthood as the kni ght is placed in relation to his Queen.

This striking metafictional articulation of allegiance, which stands so
oddly in contrast with an important basis of Book II’s narrative action, does
not, I would argue, win out in the book’s play of significances. Instead, it
stands as one of the poem’s many provocative and unresolved tensions, in this
case drawing attention to the ways in which the claims of narrative and
allegorical possibility, and indeed the human truths Spenser was seeking to
explore, come into conflict with his desire to reverence Elizabeth as they
emerge during the process of creation.

Notes

'See Endlesse Work: Spenser and the Structures of Discourse.
Baltimore: Johns Hopkins, UP, 198]1.

*For a recent treatment of Spenser’s delineations of Temperance, see
Harold L. Weatherby, “Spenser’s Legend of Eyxpateio.”  Weatherby
argues that what Spenser called Temperance in Book II is in fact closer to a
modified Patristic notion of “Egkrateia,” or continence, than to Aristotle’s
notion of Temperance.

*As Weatherby points out, Acrasia’s name, which means “inconti-
nence” rather than “intemperance,” has contributed to a long-standing con-
fusion and debate about Spenser’s intention in Book II. See page 208.

“I'am here setting aside other indications about the significance of the
blood on Ruddymane’s hands.

See Chivalry, 212-18. In the case of tournaments, the vows have “erot-
ic overtones” which further illustrate the vow as a voluntary taking on or
acknowledgment of binding commitment. “The knight’s determination to do
honour to his lady and make himself worthy in regard to her is the inspiration
behind his vow: the chains of his emprise symbolise the chains of love” (212).
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The Role of the Narrator in Aphra Behn’s
Oroonoko

Douglas A. Northrop
Ripon College

Aphra Behn identifies herself on the title page of Oroonoko as Mrs. A.
Behn. She signs her dedicatory epistle to Lord Maitland as A. Be'hn. Thus,
we do not wonder who the speaker can be when the narration begins:

I do not pretend, in giving you the History of this Royal Slave, to
entertain my Reader with adventures of a feign’d Hero, whose
Life and Fortunes Fancy may manage at the Poets Pleasure; nor
in relating the Truth, design to adorn it with any Accidents, put
such as arriv’d in earnest to him: And it shall come simply into
the World, recommended by its own proper Merits, and natural
Intrigues; there being enough of Reality to sum.)ort iE, and to
render it diverting, without the Addition of Invention. (57)

Behn is indeed insistent that we view the narrative in the context of her
life. She declares that the history is from her life as an eyewitness or “from
the Mouth of the chief Actor in this History, the Hero himself” (57). She
speaks of coming to Surinam with her family, and identifies by name both
her friends and enemies in the colony. This highly personal role in the
history is, however, limited in some ways. First, as quoted above, Eehn
declares that there is no invention or artistic intrusion in the stow..She is npt
claiming for herself imaginative powers or moral insight. This hlst.o.r}./ w1‘ll
be a tngre recital of facts. Her modest claim for her talent or abilities is
repeated several times as when Behn ends her dedication by saying that she
wrote the piece in “a few Hours . . . for [ never rested my Pe:n a Moment fgr
Thought™ (56), or when she concludes the story by lamenting th'at there is
not “5 more sublime Wit than mine to write his [Oroonoko’s] Praise” (119).

Similarly within the action of the story Behn p}ays a modest role: unable
to protect Oroonoko or Imoinda from their tragic endings. Alth(?ugh she
enjoys Oroonoko’s confidence, she is finally unable to keep him frO}n
attempting to flee the colony. When Oroonokq leads the other slaves in
an escape from their captivity, Behn, along with the other women, flees
downriver. Again, when Oroonoko is tortured and executed, Behn is on a
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three-day journey. Thus, she is absent at those critical moments that seal the
fate of her hero.

Although the narrator seems to be modest, demure, and withdrawing,
some qualifications are necessary. First, the narrator exercises absolute con-
trol over her material. Behn selects those incidents which further her story,
and that story is by no means the simple tale of Oroonoko. She eschews the
chronological approach from the beginning of her narrative, explaining:
"But before I give you the Story of this Gallanz Slave, ‘tis fit I tell you the
manner of bringing them to these new Colonies. . .” (8). Behn does no such
thing, however, for she then goes into a two-page description of Surinam and
the Edenic life of the natives. Beyond establishing the setting for the later
part of her tale, this section also establishes her authority as a first-hand and
knowledgeable observer. She is presenting her credentials, confirmed by her
inclusion of her gift of feathers to the King’s Theatre where they could
be observed in a production of the Indian Queen (58). This information
does not move the story forward, but both directly supports her claim for
personal experience and indirectly confers authority and influence on the
narrator.

Later Behn interrupts the narrative again, explaining: “it may not be
unpleasant to relate to you the Diversions we entertain’d him with, or rather
he us” (93). And again she does not £o on immediately to these diversions,
but presents us with more information about the country and her presence in
it including a lengthy description of her residence, noting: “As soon as |
came into the Country, the best House in it was presented me, call’d St
John'’s Hill” (96). Once again it is two pages before she says, “But to our
Sports™ and goes on to the diversions she had earlier promised to describe.
While there has been continued emphasis on the idyllic and Edenic nature of
the country, including its “Eternal Spring,” there is also continued, but
indirect, emphasis on her status, knowledge, and authority.

In the midst of her account of these diversions, Behn tells the story of
her visit to a Indian village. The stress throughout this account is on her
curiosity and her bravery. The trip is planned despite an ongoing feud
between the English and the natives. Behn notes that “Some wou’d, but
most wou'd not venture” to go on the trip at all (100). Then, when they draw
near the shore, “the Hearts of some of our Company fail’d, and they wou'd
not venture on Shore; so we Poll’d who wou’d and who wou’d not: For my
part, I said, If Caesar {i.e. Oroonoko] wou’'d, I wou’d go. .. “ (100). In the
final approach to the village, it is resolved that only Behn, her brother, and
her woman would go on alone to surprise the natives by the first sight of
white people. Throughout the incident Behn is steadfast in the face of danger
and wins the admiration of the natives and her companions. We should note,
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however, when she concludes this digression on their expeditions, Behn
emphasizes only Oroonoko's qualities althgugh she has ‘dem.onslrated the
same qualities herself. She says: “Though this dlgressm.n isa little from my
Story, however since it contains some Proofs of the.: Curiosity and Daring of
this great Man, I was content to omit nothing of his Character” (104). '
Behn’s personal authority with Oroonoko is frequently stressed, partic-
ularly on the topic of his impatience with his slave status. Behn comments

on one occasion:

Before I parted that Day with him, I got, with much ado, a
Promise from him to rest, yet a little longer with Patience, and
wait the coming of the Lord Governor, who was every pay
expected on our Shore; he assur’d me he wou’d, and’ this
Promise he desired me to know was given perfectly in
Complaisance to me, in whom he had an intire Confidence. (94)

Thus, Behn has managed to convey to the reader, in spite of her direct
statements of modesty and reticence, that she has courage in dangerous
situations, has the respect of both the hero and other right-think.ir.\g pgople,
and has knowledge of as well as status in the colony. Behn’s p.osm.on is thus
deliberately contradictory; she has ability and authority, but dlscla'lms 1t.'Or
perhaps more accurately she disclaims it in direct statement while urging
her abilities upon us in other more subtle ways. .

Let me give one more example of what we can call her.hlddex? ?genda.
Early in the narration Behn describes her hero and hs.ts off his qualities. She
does not say that he possesses the four cardinal virtues, t-)ut she can be
certain that her audience will know of them in one formation or apotber;
they can all name justice, wisdom, prudence, and courage (or .]USII-CC,
prudence, temperance, and fortitude). What she does d.o is to desc.n‘be
Oroonoko three times in different contexts, each time naming fou.r qualities
of excellence appropriate to each context. Thus, in his pgrsonal life he has
generosity, refined notions of honor, softness (making‘ him capable of love
and gallantry), and greatness of soul. In his courtly actions he demonstrates
judgment, wit, sweet and diverting conversation, and greatnegs of courage
and mind. And finally in the realm of political endeavor he is capable of
governing well, possesses politic maxims, is sensible of power, anc? has a

great soul (62-63). My conclusion is that Behn wishes us to recognize the
connection to the four cardinal virtues as they are utilized in th.e th.ree
different contexts, but she does not want to tell us directly that she xs‘ using
this structure. Thus Behn is showing us her strengths without her .dlrec.tly
declaring them; she wishes to have art without declaring art; she is using
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what we and her age would know as sprezzatura.

Nor is this technique limited to the story of Oroonoko. Jacqueline
Pearson in an extensjve study of Behn's use of narrrators concludes that the
language of the narrators “is typically marked by apparent humility or self-
deprecation, though this is often actually ‘a means of self-assertion and a
means of commenting upon the limited roles that women are expected to
play™ (42).

Those limited roles created problems for women authors, Among them

until quite recent times was the prevailing sentiment that women were to
be silent. They were not to call attention to themselves for intellectual attain-
ments. To be a writer was therefore to oppose this notion of what it was to
be a woman. Several Strategies were employed to overcome or to sidestep
this barrier. One is to publish anonymously (Fanny Burney’s attempts to
conceal her authorship of Eveling are well documented), another was to use
a masculine pseudonym (George Eliot is the best-known example). As Janet
Todd says in The Sign of Angellica, speaking of Behn and 18th century
women authors; “Understanding the exaggerated distinction betweeen
sexual and linguistic expectations for men and for women, they often hid
themselves under pseudonyms and anonymity, writing while firmly
declaring their writing trangressive” 4.

A third strategy is to assert that one has no ability other than faithfu]
transcription. Pearson explains: “Writing in a world where female author-
ship was the subject of a vigorous and largely hostile scrutiny by the
representatives of the dominant culture, Behn has her female narrators
humbly accede to the view that female creativity should be confined to cer-
tain fields, but this transparently ironic humility does not so much accept the
conventional limitations as drayy mocking attention to them” (43). Behn is
using this third strategy quite clearly in Oroonoko when she makes the

modest claim of being merely a recorder of incidents not a creator of them,
This claim is reinforced by her insis

transcribed the incidents: a few hours with no thought. It requires, however,

very little analysis to revea that considerable thought and undoubtedly
much time went into the creation of the piece. It is nort at aj] a simple tale,
organized on the simplest principle of chronology. It is an artful construc-
tion, telling the readers one thing while persuading us of another. This
contrast between self-deprecation and skill, between modest assertion and
exemplary achievement, between visible nonchalance and hidden effort is at
the heart of a courtjer's skill as defined by Castiglione in The Book of the
Courtier and is called by Castiglione, Sprezzatura. Sir Thomas Hoby

explains his understanding of the term in his 1565 rendition of The Courtier
as:

* o
. to eschew as much as a man may, and as a'shalp“?il\fio;i;;l?;er
‘O;JS rock, Affectation or curiosity and (to speak a n(i'er Rl
the Italian the new word is sprezzatl.lra.l to use in :,1 ) “),hatsog\,er
certain Reckelesness, to cover art wnthgll, and see.lt e,
he doth and sayeth to do it wythout pain, and (as i

’ < ivil
George Pettie’s 1581 translation of Stephano Guazzariasist;csmtl;l,e 7(11; eCr‘ by
Conversation, gets at the same quality; one c.harz'xcter p o omer o
0’_"”5‘? ’hvf' swerved nothing at all in this discourse from t ed
et Con 'mrewhose property it is to do all things with careful dthge\;cte,
) Perfe_Cl Clour?en;a yet so that the art is hidden, and the‘ wh.ole”seemet 0
o art; C(:ythat he may be had in the more admiration 7. -
" door'le o ?'tanor’style of sprezzatura meets the needs of women wrlftﬁzst
it Thflesl l(.]'ufi\é})fl can present themselves modestly, dimmls.hmg ﬂ;ﬁlerl :Sar;ents
with th judice against women writers. And they can still use o
o oeoes flC h;ve them recognized by knowledgeable reac%ers. Dor(? };
Vo pe:rhap's'f'\ conof women poets in the period, says: ‘fThe deliberate air ?n
e ntl;:it and careless ease, which was prized equally d .the
E(\Zmrf)sl?neszpogeitora)iion, and Augustan poetry, helped \}\]'0‘12,1861;1 e?;;;]lc e
3§Pearar;ce O e S'elf-difS Ft)llay’s’k(i?i()z-li(li).atB fgrrrlﬂjinci)ng modesty and
quite adept at such disguising of her
o e’ | study in The Fortunes of the
AC?Orgmg t ; lr): tﬁ; Si:lzll\ii;ti;?toe;f :’he Coz};rtier in En.gland betw;a.eg
1o mnd ﬂ;el E:hal Latin editions appeared, and no publications of Englis
16193“@ . b W' z’; 1603 and 1724. I would not argue for any mﬂuem]:e
ot o b'et“t'e ns in I;at'm' they were undoubtedly intended for the male
frO;_‘ thcee [i\u :i)lchii;lglearned Lat’in, But quite abruptly in the eax;];fziitr: ;tzr;t;;
1y 60 new i i i gland. Between :
o foer Eng'] l'Scl‘,]dtirt?llcr:xilsa(t)lfo :ffeisiif:;skl:\tlia;];slaof The Courtier into Engllslljw
e fe“’ef thacrl‘ Sl;\ rke suggests that the translations, particularly that by A.t 2.1
Ca P_Ub-hShe “ s well :zve been intended as a defence of court values ?h )
C.asughone’ hma}s/eemed to be threatened” (131). It may a‘lso bg trued.nao
gar:ree \ivshzno:oxev%ng reading audience, that much 0{1 tthat atglfuz;get }llisnroesat ;e;
E d that one <
primarily English l')ec.ause they are women, an
Sy isfgasssg 1;82;’]-er evidence one of the most curious referencelsgig
The Ig‘ziz::iz;) thzrt [ have encountered. One notorioljs tl:o;i]t eocl; :26 S;:i;v;ere
d in the past attri
(I:\f[ml;g//, E;a?/esifx(tinf ;Zrer]é?sislj:‘rlocrh 72'11’?6 Nun in l;Jer Smock (1725). It got the
anley,
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presumed publisher, Edmund Curll, into trouble though he claimed he had

only one copy for sale and did not know who published it.
It is the story of an experienced nun i
into the mysteries of sexual experience, On
call Venetian kissing, but which we call
pages 117-18, Agnes, the innocent nun, sa
dost thou think of these Caresses!”

To which the more experienced nun
replies:

Think of? Why I'l tell thee the very same as some of the

greatest and most learned Divines. No less a Man than Cardinal
Bembo, a Man venerable for his Learning and exemplary Piety,

as one may see related by Castiglione. in the Fourth Book of his
COURTIER, made a most Excellent Oration of Love and Kissing

to the Duchess of Urbine: wherin he says, -- O Lord, now I think

of it, I have it here in my Pocket. This Book, thou must know,
was wrote originally in Italian, and has forits Excellency been
translated into all the Languages of Europe: This was made
French by the Abbe Joyeuse.

Two lengthy quotations follow from Bembo's speech.

Not only did I not expect to find Castiglione cited in this novel of sex-
ual exploration and titillation, I did not €Xpect a nun to carry a copy of The
Courtier in her pocket. The explanation is, { believe, contained in a footnote
to the passage saying: “It |i.e. The Courtier] is now translated into English.
and printed for Mr. Curll, over against Catherine-Street in the Strand.” How
Mr. Curll explained that a book of which he claims to have only a single
copy carried an advertisement for another of his books, I can only wonder.
He did indeed produce and sel] the translation from which the excerpts are
taken: The Courtier. Written in ltalian By Balthasar, Count Castiglione. in
Four Books. Hic ist [ile. Translated from the Original. London: Bettesworth,
Curll, Battley, Clarke, Payne, 1724, Ralph Straus in a book called The
i, cites Curll's autograph statement of defense when he is

cation of The Nun in her Smock.
As part of his explanation Curll claims that the book is “a Satirical Piece

exposing the intrigues of the Nunes and Fryars done out of French by Mr.
Samber of New Inn. . .» (104). For our purposes it is relevant to note that the

dition of The Courtier is signed by Robert Samber.
By 1729 when the translation of The Courtier is printed again, this time with

only Curll given as the publisher, the title page proclaims that it ig
“Translated from the Italian. - by Robert Samber.” And the title has changed

nitiating an innocent young nun
¢ of those mysteries is what they
French kissing. In any case, on
ys: “But tell me, my Dear, what
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: tier: Or, The
in what I take to be a significant way. It now reads.T The -COLI} n;z; ;(3;’1,-,651«
: lewoman. Being a Treatise of th
mplete Gentleman and Gent . Bei _ ”
If/liznfjer of Educating Persons of Distinction of Both Sexes, and th
ificati requisite i le of all Ranks.... .
alifications requisite in Peop ks.... N )
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men and not the sexual educa et & of ihe
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lieve that he thinks there is an
such a book leads me to be 1 audience of wores
i ier of interest. The change in title
who will find The Courtier o ‘ : e for the )12
iti 1 t belief. It is worth noting that be .
edition seems to confirm tha b i
1736 Curll also published texts by Jane Barker, Delar‘mer Manley, A
Brome, Susanna Centlivre, and Eliabeth Rowe (Strau/s, llét). der on Aphra
’ ) i irect influence of The Courtier
I am not arguing for any direc . ourtier on Aphra
is evi have yet to uncover it. What I do g
Behn. If there is evidence, 1 o1 do want to argue
i irst, that Aphra Behn developed i
for are three related points. First, ' ko
narrative strategy which is like sprezzatura and which met he.r ?erenewed
woman writer. Second, that the slightly later and SubStaXUZ onewed
. , . ;
i i ] fueled by a female audience. An ird,
interest in The Courtier may be d by o e
’ i Castiglione's concept of sprez
Behn’s narrative strategy and g crral may fave
i ce for women authors in the pmer
flowed together to provide a resour: : i1 ihe developmen:
i Ives in which they can speak v .
of a narrative role for themse an authente
i i ion I have advanced some arg
ut acceptable voice. On this occasi ' argl "
?avor ofpthe first two points. I hope to pursue the third point in furth
research and in later papers.
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“That Young Politician’:
Mr. B and the Question of
Authenticity in Pamela

Andrew Alexander
Wayne State College

The initial controversy over Samuel Richardson’s novel Pamela for the
most part revolved, logically enough, around Pamela herself: her character,
her motives, and her reward for being virtuous. The anti-Pamelists, most
notably Henry Fielding in his parody Shamela, doubted that Pamela was
ever really the virtuous servant girl that her letters depict her as being.
Fielding’s view in this regard is succinctly expressed on the title page of
Shamela, which reads: “An apology for the Life of Mrs. Shamela Andrews,
in which the notorious Falsehoods and Misrepresentations of a book called
Pamela are exposed and refuted, and all the matchless Arts of that young
Politician, set in a true and just light” (299). Fielding recasts Pamela as a
conniving hypocrite, a gold-digger and social climber who acquires an
interest in preserving her “virtue” only after she realizes that by doing so,
she can become not simply the mistress of Squire Booby, but his wife.

Fielding’s satire nicely captures many of the critical problems with
Pamela’s character, and with the novel itself, but it has always seemed to
me only half the story—in two senses. First, Shamela is largely a parody
of the first half of Pamela. Anyone who has read Pamela will instantly
recognize its plotline and major characters in Shamela up to the marriage of
Shamela and Booby. After that, however, Fielding’s parody quickly loses
much of its satiric energy as it diverges more and more from the original
story. Second, by omitting so much of the second half, Shamela misses
most of Richardson’s intriguing but problematic efforts to make credible the
transformation of Mr. B from rapist to husband. Fielding’s Squire Booby
remains throughout a libido-driven fool, easily duped by Shamela’s
professed interest in preserving her virtue before their marriage, and easily
duped by her tears, threats, and schemes after it. That is quite unlike
Richardson’s Mr. B. He becomes quite a dominant figure in the second half
of the novel, gradually asserting more and more patriarchal authority over
his new wife, so much so, in fact, that one begins to wonder by the end what
has happened to Pamela herself. For as Jerry Beasley has observed, in the
second half of the novel Pamela’s “voice modulates, losing the energy
generated by her indignation and her passionate determination to preserve
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herself. Inevitably, her Separate worth diminishes” once she becomes Mrs.
B (39-40). So Shamela can more accurately be called a partial parody of
Pamela.

But even if Fielding himself does not do so, surely the questions he
implicitly asks about Pamela’s credibility can justly be asked about B. Is
he a credible character? Are his statements about his feelings for Pamela
sincere? Is his transformation from would-be rapist to devoted husband
genuine? In my view, B’s character is remarkably consistent throughout
the story, more consistent, perhaps, than Richardson himself realized. That
very consistency, however, raises doubts about the nature of his motivation
and his professions of love for Pamela. Or, to put it another way, Fielding
saw one “young politician” in Richardson’s novel: the heroine; I see one
more: the hero.

Critical assessment of Mr. B’s motives has varied considerably. Many
readers, probably influenced by Fielding’s Squire Booby, have tended to
dismiss his transformation into legitimate lover as an aesthetic failure.
These readers can accept B as an inept rake, but as nothing else. B. L. Reid,
for instance, argues that while B “is at least conventionally satisfactory as
the baffled rake, [he] is in no way convincing as the complacent husband. .
. . the reader sees too plainly that [B’s) outright transformation is shoddily
motivated and ridiculously complete. His absurd graviras and airs of old

age at twenty-six make him not a legitimately altered character but simply
an unfamiliar man” (35; see also Watt 170-71; and Kinkead-Weakes 61-62).

A more sympathetic view has been offered by Roy Roussel, who sees
B as driven less by sexual desire than by genuine emotional attachment to
Pamela, an attachment, however, which is at odds with his social position
and his desire for independence. Thus, when B assaults Pamela sexually,
“he is not acting with the cynical callousness of a rake. . . . [but rather] is
caught in a sudden flood of emotion which, in carrying him toward
intimacy with Pamela, negates the Scparateness which is the foundation of
his old self” (91). B’s violence towards Pamel , then, is a misguided and

futile attempt to wrench himself free from his own feelings. His inner
turmoil ceases only after he acknowledges and gradually accepts that he
loves Pamela, By insisting on the genuine nature of B’s fondness for
Pamela, Roussel sees B’s transformation as entirely authentic and credible,

A third view locates B’s motivation in a desire for power and control.
Michael McKeon, for instance, notices that when B comes closest to raping
Pamela at his Lincolnshire estate, he pulls back at the last minute, demand-
ing, instead, that Pamela accept his earlier proposal of becoming his
mistress: “I must say one word to you Pamela; you see that you are in my
power! You cannot get free from me, nor help yourself: yet have I not

Andrew Alexander

sum——

ffered anything amiss to you. But if you resolve not to '?lompzl?/ \wéhy;nu)
o i i I will yet leav .
i ty. If you do,
Is, T will not lose this opportuni : vill ¥
D tor vi i ) dear girl, shall intitle you to al
hor violence. Your compliance, my girl, sha » |
I1;afl<:red you in my proposals” (242). For McKeon, this staten;cnt. consi)nlgt
) ’ i iv t strictly sexual bu
i “ t B’s dominant motives are no
when it does, “reveals tha 10l ot st o it
< t in the ability to ma
iti d that he takes power to consis mak ’
o e itative™ (359). In this view, B’s
’ i f events as authoritative™ (339).
e ormation 1s seen i g lly realizes that he can
ion i dible since he gradually re
transformation is seen as cre . alines that ho can
i i ore effectively as a husban
exercise the control he desires m . / L
However, this reading obviously raises questions about the nature of
love for Pamela. o . ’ )
My own reading builds on this third view. While [ don’t deny t'h?t,E;S‘)
sexually and emotionally attracted to Pamela (for he mo:st g’ertcz)ltl)zeysswé
i ionship between these two is B’s
what stands out to me in the relations : 25 obsessive
i inati er Pamela: physically and sexually
desire for control and domination ov ' and sexualy &t
i i tally and emotionally throughout. :
first, socially later on, and men
is not all. A related feature of his character that deserves further attention
is his sensitivity for his own reputation and.pubhf: image. o b
We see this concern in the careful way in which B ggards access :
own past. Though Pamela has been in service to B's famﬁ!y for tsor;uz1 Z;a; é
) . - . S :
i f two major incidents from his pa
she is apparently unaware o ! . s past: a due' e
i ing i d an affair he had while a g
fought while traveling in Italy, an irh o collese ha
i illegiti i Pamela’s ignorance of thes
resulted in an illegitimate child. : matrs
suggests that B has gone to considerable effort to conce?l h;‘s paft f;) Zﬁel ;
oo 5 ’
’s si eventually reveals them
household. B’s sister, Lady Davers, hom 10 Pame.
i es i “ iolent,” Pamela tells us, “that i
and this provokes in B “arage so vi , | i mademe
” i Pamela that he fully intended to
tremble” (452). B explains to / ) her
of his past indiscretions “at the proper opportunity, when I”(Zztslg e
convinced you that they were not my boast, buttl my clcc)ncrz:;i.c.n; ab(;m .[hese
i h outrage when infor
that he should react with so muc ge when | i
i i thorization indicates an ex
events leaks out without his au dicates exraordnar
i jects, even within his own .
concern for the self-image he projects, ( o housenole:
’ i — i d philandering—are usually
B’s past misdeeds—dueling an sually assodated in
i ith the character of the rake. B’s y
cighteenth century culture with ter ¢ 3 anx ey abou
ing k is evident not only in his anger towards Lady \
being known as a rake is eviden ! ’ s Lady Davers,
in hi Jervis after one of his early attemp
but also in his statement to Mrs. | y aitempts on
la “has made a party of the who
Pamela. He tells her that Pame ' . © house I
> he has harmed by his actions ,
her favour,” and that the only one
“for I raised a hornet’s nest about my ears, that, as far as [ know, may have

ion” (97-98).
tung to death my reputation” (9 - . . ‘
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Pamela through her writing. Pamela’s letters to her parents provide a
window through which a part of the community outside of his immediate
household can measure B’s private conduct against the public image he
wishes to project. And given the discrepancy between his sexual desires
and his reputation as an honorable gentleman, it is quite natural that he
would see in Pamela’s writing a threat, an activity that he must carefully
monitor and, if possible, control. Many of his early conversations with
Pamela reflect precisely this anxiety, for they revolve not just around what
he wants or what he has done, but also around what she has written and,
more importantly, whom she has written to. In one of their conversations,
for example, B says, “When I was a little kind to you . .. in the summer-
house, and you behaved so foolishly upon it, as if I intended to do you great
harm, did I not tell you, you should take no notice of what passed to any
creature? And yet you have made a common talk of the matter, not
considering either my reputation, or your own” 61).

The absence of any other letter-writer, the fact that Richardson tells this
story entirely through Pamela’s correspondence, becomes less of a
structural flaw when seen in this light. Traditionally, Pamela has suffered
in comparison to Richardson’s second novel Clarissa, in which many
different characters all record and reflect on the events of the story as they
happen. The single narrative voice in Pamela has often been seen as an
early and unsuccessful attempt at doing what Clarissa does well. Mark
Kinkead-Weekes, for example, points out what he sees as “the formal
crudity” of Pamela’s structure, noting that “There are several dramatic
points of view, but only one of them ‘writes’ the novel; so Pamela has to tell
us all there is to one tell and carry the whole burden of analysis” (59). As
we have seen, however, the single narrator in Pamela is a major part of the
story’s conflict. If there were many correspondents’ writing about B’s
actions, his attention would presumably be less obsessively focused on
Pamela than it is.

What we have, then, is a conflict that in some ways resembles that
between a conscientious reporter and an ambitious politician: the reporter
feels obligated to tell her readers the truth as she sees it; meanwhile, the
politician frets over how this truth will affect his reputation in the commu-
nity. The question is: how well does this hypersensitive and relatively
inexperienced politician manage the press? At first, clumsily. If the first
half of Pamela presents B as an inept rake, it also presents him as a thor-
oughly incompetent spin-doctor. For most of his efforts are aimed at
controlling the shape of the story by controlling the daily life of its teller.
He insists that Mrs. Jervis, the housekeeper, keep Pamela sufficiently
occupied with other work so that she cannot write; he spies on her; he
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intercepts her letters; he tries to bully her out of her own version of c?\fents;
and, in a revealing statement of his predicament, he threatens to dismiss her,
tetling Mrs. Jervis that if Pamela remains in the household:

1 find I am likely to suffer in my reputation by the perverseness and
folly of this girl. She has told you all, and perhaps more thap all;
nay, I make no doubt of it; and she has written letters (for I find she
is a mighty letter writer!) to her father and mother, and to others, as
far as I know, in which, representing herself as an angel of light, she
makes her kind master and benefactor, a devil incarnate. (67-68)

These tactics all prove futile. Pamela may be a servant, but in her‘ letters
she insists, even to her master, on her authorial prerogative of telling the
story as she sees it, a point nicely demonstrated by the comment Pamela
herself makes immediately following her record of the tirade quoted abgve:
“O how sometimes people will, thought I, call themselves by their right
names!” (68). . _

When it becomes clear that Pamela will never be bullied into changing
her story, B next attempts a far more ambitious move: to interrupt Pamela.’s
story and replace it with one of his own invention. The‘flrst step in
executing this strategy is to silence Pamela. This he accomph§hes, at least
temporarily, by having her kidnapped and taken to his seclud‘c‘:.d
Lincolnshire estate. There, her jailer Mrs. Jewkes informs Pamela that “it
is in my instructions to see all that you write; ... I will let you have a pen
and ink and two sheets of paper... but as I told you, I must always see your
writing, be the subject what it will” (150). Thus, B orders Je\ykes to engz}ge
in 2 more ham-fisted version of what he himself has tried earlier: controlling
the story by sharply limiting the resources needed to ‘prOduc.e it, by carefully
monitoring its production, and by restricting its circulation to app}*oved
readers. The second step is to invent and disseminate an official version of
events. This B endeavors to do through a letter to Pamela’s father. ?n 1t‘, he
recasts the earlier events as figments of a young girl’s heated imaglnatlor.l;
then, he informs Mr. Andrews that he has uncovered a secret love affair
between Pamela and a young clergyman, and has had Pamela removed from
his house to head off an elopement.

For a while, B’s efforts enjoy moderate success. As McKeon notes,
“For a brief time Pamela finds herself in a miniature anti-Pamela, complete
with documentary historicity [in the form of letters] . . .”‘(360). Qever
though it is, however, this strategy, too, is doomed to failure. Like an
underground press in an authoritarian state, Pamela proves to be too
zealous, too industrious, and far too resourceful to be silenced for long,
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even by so vigilant a pair of jailers as B and Mrs. Jewkes. Pamela manages
to get some of her letter out, using Parson Williams as a secret messenger;
meanwhile, her fellow servants at B’s Lincolnshire estate contrive to get a
message to Pamela by means of a gypsy fortuneteller. Furthermore, B’s
new story meets with scant acceptance in the Andrews household, where
the credibility of Pamela’s version of events is never seriously threatened.
In short, B’s strategy, which was designed to allow him the sexual
license of a rake without its attendant sti gma, instead produces the reverse:
he now has the reputation of a rake without actually being one. And as long
as he seeks to control Pamela’s story through threats and demands on the
author herself, his public image will never improve. His first realization of
this occurs in a statement Pamela overhears him making to Mrs. Jewkes; “I
have begun wrong. Terror does but add to her frost. Butsheisa charming
girl; and may be thawed by kindness. I should have sought to melt her by
love” (246). Pamela is wary of his new tactic, but her commitment to
writing the truth begins to work to B’s advantage here, for she must record
his change of behavior in her letters. This produces a tone of doubt in her
writing that we have not heard before. When he was acting like a rake, she
knew exactly how to respond, but what is she to do when he acts like a
gentleman? This doubt is evident when B first makes a vague proposal of
marriage to Pamela. She expresses her skepticism about it, and he flies into
arage and tells her she is free to go home. Whereas his previous outbursts
had only reinforced her conviction that she had done nothing to deserve
such treatment, here she openly worries about being at fault, saying, “Yet I
am sorry he is so angry with me! [ thought I did not say so much” 278).
The first volume ends with Pamela in just this ambivalent state
of mind, and it reflects a subtle but significant shift in power. From that
point on, B assumes more and more control over Pamela’s story and
consequently over Pamela herself. He asks that she keep writing and that
she allow him to see what she has written. It might seem odd that she so
readily agrees to this, for she had previously been extremely reluctant to
allow him any access to her letters. But that, of course, was when he
stated his desire in the form of a command and backed it up with a threat;
now that he couches it as the earnest request of an admiring suitor, she feels
compelled to accede to it. To do otherwise would seem ungrateful. He also
wants to circulate her letters among his neighbors as a means of preparing
them for the introduction of Pamela as his bride to be, an event that he will
also arrange and host. B’s enthusiastic assumption of all these new roles—
reader, editor, publicist, and stage manager—can be taken as a sign of the
extent to which Pamela has triumphed, for they suggest how thoroughly B
has capitulated to her insistence that he direct his desire for her along the
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traditional path of courtship and marriage. Bu't they can also bg readdc.;une;
differently: as roles which give B more auth‘orlty ax?d opportur'nt'y toh lr}i:c
the course of Pamela’s story, and to cast himself in a fole \'\rhlchh Oe as
always sought for his public persona—the bene\folent patrlarch. ;,ﬂz::
Tassie Gwilliam puts it, “B’s new legitimaC)i as editor and coau_t oro !
heroine’s text, while it brings B’s identification of Pamel’a out from»mtx er
ground . . . also reinforces Pamela’s position as Mr. B’s representative
o icipation i { s reluctant
Pamela’s participation in the events of volume I 0 ten seems I :
and half-hearted. She is not eager to assume the tra'\ppmgs z'md prwllege.s 0
her new social position, not eager to meet B’s ngghbors in her new role,
not even very eager to set a date for their wedding. She looks to B for
direction and guidance on all of these matters, and seldom' challenges any
of his advice. We get only one glimpse of the old Pamela in volume IL .It
occurs when B’s sister Lady Davers arrives, uninvited and unannounced,.m
order to break up a marriage that she regards as sc?mdalous breach of so'c1al
propriety. She upbraids and abuses Pamela (who is home alone at. the t;}alze
of the visit), treating her sometimes like a wayward servant, sometlme’s. ike
a common whore. This treatment is outrageoys _enough to rek}ndle
Pamela’s old determination to resist class-based injUSIICC,.bUt only bm':fly.
She escapes from the house as soon as she can and hurries to the nglg:-
boring estate where B is visiting. At that point he ta}kes over, an s”e
resumes her role as passive participant in a story that is no longer really
about him. ‘
aboultnh?;;tt,) uliacll)y Davers’s visit, and the outburst of temper it provokes in
B, then becomes the occasion for perhaps the best example of the n:w
relationship between B and Pamela: his lecture to her on the duu;s o la
wife. Beginning as an explanation for the anger he dlre(fted att1 ain?i
during his quarrel with his sister, this speech quickly turns 1pto a long lis
of behavioral expectations. He tells her, for example, thata w1fe m}xst r}elxqfer
challenge her husband’s views publicly, and must go along w1t‘h hls_ \\;15 1es
even when she thinks them misguided; that she n.lust b<?ar with his faults
and his friends, no matter how disagreeable she finds either; and that she
must not criticize his faults too vociferously or use them as an excuse for
her own. It is an extraordinary assertion of pa.trlarchgl authority, thougt
perfectly in character for a man like B, espemally”hls prefator_y rf:;ngfr.
that “T hope I shall not be a very tyrannical. husband” (462). More lem i-
cantly, however, it reflects the extent to which B can n.O\Y control an .om-
inate Pamela without in any way jeopardizing the pub‘hc image he so prizes,
as well as the extent to which Pamela’s ability to resist through her wmmg
has been truncated. All Pamela can do is dutifully record the speech, note
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the fath.erly tone and benevolent intent of the speaker, and quietly ex
ieservatlons about some of B’s edicts. She ultimately (’iescribes hi}s/ ’\IPTGSS
all l\]/f:ry Folerilble; since a generous man, and a man of sense canno%:st:(i
tr}r::tcw;):lsxfeecii (1(:;();[ T:eusbe l:?;nr.narriz;g; hzl;s effectively muffled the voice
‘ g of the book, and ensures Christi
Roulston points out, “that scl’le ilsn;ev i iti e p
structgres effectively. The structuring oi”rrrllrelxr?iai(;sgéog r;?vgriialifr;get o
up retms.cribing the very values that the rest of thi: lext appears to haac oo
questioning” (24). ebeen
‘ In light of B’s obsessive concern for his own reputation, his ch
is hardly the sex-obsessed stick-figure that Fieldine’s Shamelzz woulc;1 faC';fr
Ih{x.mhout to be, but ne.ither is he quite the devotedblover and husbanénte;lai
iSlcra?gdson probably 1magu.1€d.. He is certainly not an aesthetic failure, but
R er, a character that wil] likely seem strikingly familiar to the mod
reader. Indeed, this is how many of my students have made sense of irlrs]

and di . : L L
dl;s‘sex{unateilt. He is, in short, any politician, sports hero, movie star
or public figure in our celebrity-driven culture, ’

Andrew Alexander
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The Sensitive Swift:
Coming to Terms with the Dean's Beneficent Satire

Quentin Youngberg
Penn State University

The writings of Jonathan Swift have, ever since it was fashionable to
read them, been synonymous with despondency over the human condition.
Indeed, in his own time Swift’s was characterized as a truly misanthropic
vision and, even today, the study of Swift seems to focus on the dark satire
that has been his hallmark. While this reputation is not entirely undeserved
—for no responsible scholar could argue that it is not fitting in light of a
basic reading of his work—it is also true that, at times, a warmer side of
Swift shines through. If Swift is given the benefit of an honest and fair
reading, he must also be accorded credit for some degree of optimism
toward the human race. By his own admission, Swift was at times
consumed by his satire and, possibly, too harsh in his judgment of mankind.
Furthermore, while the instances may be sparse and obscure to a gentle
study, there are points throughout Swift’s poetry where the mask is dropped
and a new sensitivity can be observed in his work.

The first issue a critic must come to terms with when pursuing this sort
of thinking is the equilibrium characteristic to Swift's thought. Given the
predisposition toward reason and balance extant throughout the 18th
century, it ts difficult to accept that Swift entertained a completely unilateral,
misanthropic vision. Kevin Cope, in fact, argues in a similar vein when he
claims that “Swift joins with Johnson in warning that any schematization of
the world which will yield more good than evil must be broken off from the
deficit-ridden objective world” (196). Cope's position says nothing of a
world that will yield more evil than good since he believes that this is the
precise condition that both authors see in the world. However, Swift—much
the same as his contemporaries—is almost obligated to assume at least a
semblance of balance between the forces of right and wrong, or risk
hypocrisy because the idea of a balanced universe exists multifariously in
Swift's writing.

Richard Rodino, in his “Motives and Structures of Swift's Poetry,” cites
“Verses Wrote in a Lady's Ivory Table-Book™ as an example of the inherent
attempt to align oppositions that occasionally occurs in Swift's writing. His
claim is that this poem “exhibits a process of balance and synthesis: effusive
love lyrics and the silly obsessions of fashionable ladies are sandwiched
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between lines of hardheaded condemnation” (89). Through his peculiar

juxtapositioning of opposites in this poem and others, Swift seems to be
hunting for, if not affirming, a positive middle ground. While it is true that
the middle ground Swift finds is not always completely appealing—as is the
case with the confused admiration of the “gaudy tulips” at the conclusion of
“The Lady's Dressing Room”—it is sufficient for this argument that it is
allowed at all.

In addition to the balance and synthesis of ideas that one must assume
exists in Swift's poetry, it is also necessary to understand the context of some
of his works in order to recognize the scope of his positive attitude. Robert
Uphaus observed that “the missing 'positive' . . . in A Tule fof a Tub] is
continually present in Swift's poetry, but that positive performs a more
personal than thematic function” (172). F urthermore, Arthur Scouten claims
that if critics would read Swift's “unauthorized skits and riddles and
occasional verses . . . they would be less likely to call the Dean a proponent
of negativism or speak of his ‘natural misanthropy’™ (48). The point of both
these arguments is that Swift must be examined v

vithin his own context
before an accurate statement about his sensibility can be maintained.

The “Letters to Stella™ especially vindicate an argument for Swift's
positive rhetoric. It has been noted that the purpose behind writing this
series of works was to avert the despair of Stella over her ailing medical
condition (Fischer 80). Although Swift does achieve his ends through a
curious sort of satiric railing and often distempered irony,
that, if these poems are examined contextually,
an affront the light-hearted and noble
of these ends, and his successful
written for Swift by Stella:

the fact remains
there can be no mistaking for
purpose. The critic is provided proof
achievement of them, by a birthday poem

You taught how I might youth prolong,
By knowing what was right and wrong;
How from my heart to bring supplies
Of lustre to my fading eyes:

How soon a beauteous mind repairs
The loss of chang'd or falling hairs;
How wit and virtue from within

Send out a smoothness o'er the skin. (qtd. in Fischer 80)

Swift also provides his reader with a happier vision in his public poems
than is admitted by critics; however, in his public works, he forces the
reader (o search hard for a reward that js often fleeting. In his “Description
of a City Shower” can be found this game of “hide-and-seek” that Swift
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lays with his reader. Ina general sense, it is significant that this.p.ocm ten.ds
fo examine a phenomenon without an overt statement of .culpabll.lty. While
ideas about the degenerate and filthy cF)ndition of mankmld a(r;ij .1tri1h‘<:,re\i1’; et;)
the poem, there is no frontal assault taking place as. such. .n a/ 1; oo(;t hen
Swift makes his “Triumphant Tories, and dequ1dxng Whl gs, fo}rc el
Feuds, and join to save their Wigs™(41-42), he is tempering h|§ a ]Lr‘on o
an almost endearing image. Moreover, as the poem ceases with tb 'T‘ reltc o
stifl amid the torrent, without a statement of (?OﬂClLlSl.On, the ;??5511 i ity ?hat
cathartic effect of the shower remains plausible. Since Swift ?a%ms e
“Now from all Parts the swelling Kennels flow, / And bear their rop 1,?”
with them as they go,” it is certain that after the rain has abated the city wi
—or cleaner at the very least. '

e legv(:rf?g “: Description of the Morning” there exists an affective selz;e
of unity, in spite of the satire, when the reader back.s away ‘fromiecee
specific lines and feels the entire image of the. poem. This paftlc;x arpp 's,
when viewed from this broad angle, is reminiscent of Alexande: : o;:zjel /
sense of order in “An Essay on Man.” In both works—thgugh admitte '3
less poignant in Swift's—there is a sense of ovgr—arc;hmg commumiz
that transcends the chaos of the smaller parts. Swift affords a Panorarp
view of the morning system not unlike t.he. concerted \.vorkm gsoo a
clock's springs and wheels, and this vision is in no way displeasing as a
WhOE‘e('iadenus and Vanessa” is, in a general sense, a continuation of the
theme of an orderly universe in which things are as they al."e‘f.o.r a pufrpose.
The poem, at times, seems to almost defend the sensnbllixtles q tman
and woman, however perfidious they might be. The poem first p01‘rt\ st huapt
the necessity for difference between men and.women, even if thi trtcu S ot
distinguish them from one another are und.eswable. Vane§sa, wdcl)c is .m.me
into the perfect combination of characteristics bo.th masculine an 1t§g:2h a;
fails equally to please either sex. The men deride her sense—a g
times more reasonable than theirs —as such:

Her hearers had no Share

In all she spoke, except to stare.

Their Judgement was upon the whole,

—That Lady is the dullest Soul—

then tipt their Forehead in a Jeer,

As who should say—she wants it here. . . . (356-61)

Then, the women decry her lack of fashion sense and deride her beau;y:
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She's not so handsome, in my Eyes:

For Wit, I wonder where it ljes.

- .. a Baby Face, no Life, nor Airs,

But what she learnt at Country Fairs;

Scarce knows what Diffrence is between
Rich Flanders Lace, and Col berteen. (410-17)

One point, of course, is that when we see these lines at the end of the poem,

we know that folly abounds equalily in both sexes so that men and women
can be contented with one another:

And were she |Venus] to begin agen,
She'd study to reform the Men;

Or add some grains of folly more

To women than they had before,

To put them on an equal foot;

.. . This might their mutual Fancy strike,
Since ev'ry being loves its Like. (872-79)

At the very least, Swift is providing his readers with a general sense that,
though they are faulty, it is at times a functional fault.

Swift presents the critic with yet another example of balanced thought
in his “Progress of Poetry.” In spite of his incessant railings in this and other
poems, Swift still maintains a high regard for writers. While the Dean
admits freely to the faults of poets—he admits freely to the faults of every-

body— he does affirm the quality of literature when he leaves us with these
lines:

And up he [the poet] rises like a Vapour,
Supported high on Wings of Paper;

He singing flies, and flying sings,

While from below all Grub-Street rings. (43-46)

An examination of two more of Swift's poems yields a small sense of
hope as well, although they require some extrapolation. Swift's “A Satyrical
Elegy on the Death of a Late Famous General,” while censuring pride and
mocking the haughty upper class, can be seen as a message of hope for the
lower orders of society. The message seems to be that one should not envy
a general for, in spite of all his “ill-got honours flung, he, like all men,
“Turn'd to that dirt, from whence he sprung” (31-32). Swift's message here
is certainly more easily construed as hopeful than Gray's similar strain, for
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example, in “An Ode on a Distant Prospect of Eton Col]ege”_ (91-92). .
Next, in “Verses on the Death of Dr. Swift,” the Dean himself reminds
the reader of his happy aim. He admits that he may have begn so'me“"haf
harsh: “Perhaps I may allow, the Dean / Had too much satyr in his ve}m,
and he also confirms that “His satyr points at no Defect, / But what all
Mortals may correct” (463-64). These lines, then, are tantamgunt to an
admission that humanity is not so bad that it cannot menc} 1t§el.f apd,
additionally, that the poet believed himself often unreasonable in his indict-
ment of man through his writing. He admits further that tfe meant no harm
and that his motives were pure with these lines: “Yet Malice never was his
Aim;/ He lash'd the Vice but spar'd the Name” (459-60).. Furthermore, sn.ncfe
this poem is generally considered as Swift's int(‘anded literary cap;tone, 1t.xs
also significant that it ends positively by reversing the envy des'cnbed at its
introduction: “That Kingdom he has left his Debtor, / I wish it soon may
/ 7 (483-84).
e eV?/:;tt;elrl tl(lis adds)up to is the fact that Swift not only had the‘ pu;est of
intentions when he crafted his prescriptive rhyme,. but he also rpamtamed a
positive range of thought that ran latent to hi§ poetic works. Sw.xft tendecli] to
drop his reader, like the scientist's mouse, mFo a maze of satire and then
leave him to hunt for the prize at the end: one tiny morsel of hope and good-
ness amongst the distraction of vice assaulted.
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Judicial and Epideictic Rhetoric
in Milton’s Paradise Lost

Nicholas Wallerstein
Black Hills State University

In his Rhetoric, Aristotle draws a distinction between three “species” of
rhetoric. In judicial rhetoric, the speaker asks for a judgment to be made
concerning a past action. In deliberative rhetoric, the speaker argues for the
expediency of a future course of action. In epideictic rhetoric—traditionally
used under ceremonial circumstances— the speaker engages in the praise or
blame of someone or something.! George Kennedy argues that epideictic
rhetoric is often added to the other two species of rhetoric:

Although classical rhetoricians and most of their successors have
taught that epideictic is a distinct species of rhetoric, it is also
possible to speak of an epideictic style or color added to
discourse of any species. Judicial or deliberative speech may
display this color to the extent that attention is given to belief or
attitude. (74)

All three of these species of rhetoric are central to the discursive dynam-
ics of Milton’s Paradise Lost. And indeed, Milton critics have long paid
much attention to the rhetorical attributes of the poem, focusing, for instance,
on the deliberative species of rhetoric found 1) in the great demonic debates
in Books I and II, in which the fallen angels propose various courses of
future action to either get revenge on God or to make their lot in Hell a
better one; 2) in the debate between the Serpent and Eve in Book IX, in
which the Serpent convinces Eve to eat the forbidden fruit; and 3) in the var-
ious debates between Adam and Eve, in which they argue, in Book IX for
instance, on how best to tend to the garden.

But not only have critics studied these debates, they have also studied
the debates that take place between Adam and Eve soon after the Fall. I will
argue that most critics have failed to identify the species of rhetoric involved
in the debates after the Fall: they are primarily of the judicial and epideictic
mode, for the primary purpose in these debates is to assess blame for past
action. Thus, I believe that judicial and epideictic rhetoric have their own
power and importance in the poem, and should be properly recognized. In
particular, I will focus on Books IX and X, where—in Adam and Eve’s
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angry debates after the Fall—we find a highly-developed judicial rhetoric,
one to which is added an angry, vituperative epideictic color or style, which
takes the form of invective. I will suggest that the rhetorical maneuverings
found here are emblematic of the moral failings of Adam and Eve, revealing
a couple lost in the wreckage of their past actions, obsessed with placing
blame for that wreckage, and seemingly unable to embrace any course of
expedient future action that might redeem them. Indeed, the degeneration of
Adam and Eve into a rhetoric of angry judicial pleadings and epideictic
invective is illustrative of the degeneration of their very beings, on a moral,
spiritual, intellectual, and psychological level.

But why the importance of properly identifying the change in the poem
from a deliberative to a judicial rhetoric to which is added a negative
epideictic color? Why not let the language stand on its own, without needing
to identify the exact rhetorical species? Of the various answers that might be
given to these questions, the most significant for our purposes would be to
say that, in acknowledging the change in rhetorical species, we give proper
respect to the fundamental place that rhetoric held both for Milton specifi-

cally, and for the Renaissance generally. Thomas Sloane, for instance, has
said that

rhetoricians, not aestheticians, still set the major tone for literary
interpretation in Milton’s day . . . and in the rhetorical view form
is a detachable element in any discourse, one that should be
carefully examined for its own special efficacy and impact. (307)

John Steadman echoes such an idea, and he too emphasizes the importance
of rhetorical elements in Milton’s poetry:

.. - |W]e can accept the full implications of Milton’s rhetorical
training and experience, and their significance for his prose and
poetry. . .. Poetry and rhetoric no longer seem antithetical, but
rather complementary. And we have come to realize, gradually,
that one reason why Milton was so successful a poet is that he was
so accomplished a rhetorician. (68)

Clearly, then, Milton’s use of rhetorical structure was often quite self-
consciously developed. A close look at Books IX and X from the perspective
of judicial rhetoric colored by invective will reveal Milton’s deliberate
rendering of the damage done to Adam and Eve’s psyches by the Fall.

That the language of Adam and Eve undergoes a degeneration after the
fall has been noted by several critics. Beverley Sherry, for instance, has

argued that the degeneration of Adam and Eve’s speech is in accordance with
the general Renaissance view that human communication was degraded by

the Fall:

In the sixteenth and seventeenth centuries several treatises (reli
gious, philosophical, and rhetorical) discussed the Fall. of Man as
involving a corruption of mankind’s speech. In Paradise Lost we
witness a dramatization of that corruption. Adam and Eve lose
what Thomas Wilson, in his Arte of Rhetorique (1560), calls the
“Eloquence first giuen by God™; their speech is confo.unded. e
This confounding of their utterance is particularly noticeable in
Adam and Eve’s speech rhythms, which in the context of
Paradise Lost are transformed from a celestial to an infernal
resemblance. (247)

Yet 1 would argue that the confounding of their utterancg is not as .much
noticeable in Adam and Eve’s speech rhythms as it is in the species of
rhetoric Adam and Eve employ. Before the Fall, Adam and l.Sve, as I have
noted earlier, employ a deliberative rhetoric, seen for in.stance in their debate
concerning how best to tend the garden. In this section of the poem, the
rhetoric remains civil, meditative, reasoned, all of it aimed at advocating the
expediency of a future course of action. For instan?e, we read how Eve
broaches the subject of the benefits of their separating to better tend the

garden:

Then commune how that day they best may ply
Thir growing work: for much thir work outgrew
The hands dispatch of two Gardening so wide.
And Eve first to her Husband thus began.
Adam, well may we labour still to dress
This Garden, still to tend Plant, Herb, and Flour,
Our pleasant task enjoyn’d, but till more hands
Aid us, the work under our labour grows. . . .
... Thou therefore now advise
Or bear what to my minde first thoughts present
Let us divide our labours. . .. (IX, 201-14)*

Here we see that the tone Eve adopts in order to plead her case is a tone that
will most likely serve not to alienate her audience, Adam. Ixtxde‘ed, sh§ deftly
uses three classical modes of ethical appeal: 1) Phronesis, in Wthh she
shows sound sense (her plan of dividing the labor shows her efficiéncy);
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2) Arete, in which she exhibits high moral character (her morality is seen in
her taking responsibility for the care of the garden); and 3) Eunoia, in which
she expresses concern for the well-being of Adam (by asking for Adam to
“advise” her, she is presumably making sure that her plan would not be
deleterious to him or be retrograde to his desires).

Adam’s response exhibits an equally civil deliberative rhetoric, one that
likewise displays Phronesis, Arete, and Eunoia:

To whom mild answer Adam thus return’d.

Sole Eve, Associate sole, to me beyond

Compare above all living Creatures deare,

Well hast thou motion’d, well thy thoughts imployd

How we might best fulfill the work which here

God hath assign’d us, nor of me shalt pass

Unprais’d: for nothing lovelier can be found

In Woman, then to studie houshold good,

And good workes in her Husband to promote. (IX 226-34)

Here we see that his answer is “mild”; he commends her proposal; he
praises her concern for “good workes.” It is true that very soon in the debate,
the two become upset with each other, when Eve refuses to take Adam’s
apparently very good advice that they, not separate. (Indeed, their separation
is a contributory cause to their fall, since it allows Satan the opportunity
to engage in his own very effective deliberative rhetoric, talking Eve into
eating the forbidden fruit). Yet even when they become upset with each
other, they never descend into invective or engage in ad hominem
attacks. They argue the issue; they do not attack each other. As Beverley Sherry
has pointed out, Adam and Eve’s discourse here may be seen as “a debate
between two unfallen creatures, true eloquence versus true eloquence” (260).

~ However, after the fall, Milton has Adam and Eve eschew the mild and
civil deliberative rhetoric of the prelapsarian debates, and quickly replaces
it with a judicial rhetoric colored with a highly vituperative epideictic
rhetoric. The fundamental essence or purpose of such a combination of
rhetorical styles is blame, and Milton so infuses the end of Book IX and Book
X with the language of blame that it is hard not to imagine that he consciously
was indicating a shift from deliberative to Jjudicial rhetoric and invective,
Indeed, after one passage in which Adam scolds Eve for not following his
advice that she not leave his side, we read a line introducing Eve’s response:
“To whom soon mov’d with touch of blame thus Eve” (IX, 1143; emphasis

added). And her response itself is a response which throws the blame right
back at Adam:

Being as I am, why didst not thou the Head

Command me absolutely not to go,

Going into such danger as thou saidst?

Too facil then thou didst not much gainsay,

Nay didst permit, approve, and fair dismiss.

Hadst thou bin firm and fixt in thy dissent,

Neither had I transgress’d, nor thou with mee. (IX, 1155-61)

At this response, Adam begins to refer to her as “accuser”’ an.d says that she
as “upbraided” him, and so it continues. Such angry and vindictive language
leads Milton to close out Book [X with the following lines: “Thus th‘ey in
mutual accusation spent / The fruitless hours, but neither self-condemning, /
And of thir vain contest appeer’d no end” (IX, 1187-89).

Such “mutual accusation” remains at the heart of Adam and Eve’s
discourse deep into Book X. In fact, Milton reserves Adam’s worst invective
for near the end of Book X, when Adam’s rhetoric of blame reaches perhaps
its zenith, or more appropriately its nadir. After Eve attempts through “soft
words” to quell the terrible passion into which Adam has been transporteq (X,
865), his anger becomes so overwhelming that he lashes out at Eve with a
vituperation quite shocking in its proportions:

Out of my sight, thou Serpent, that name best
Befits thee with him leagu’d, thy self as false

And hateful; nothing wants, but that thy shape,
Like his, and colour Serpentine may shew

Thy inward fraud, to warn all Creatures from thee
Henceforth; least that too heav’nly form, pretended
To hellish falshood, snare them. But for thee

I had persisted happie, had not thy pride

And wandering vanitie, when lest was safe,
Rejected my forewarning, and disdain’d

Not to be trusted, longing to be seen

Though by the Devil himself. . .. (X, 867-78)

One could hardly imagine saying anything worse to Eve than callil.lg her a
serpent, i.e., devilish and indeed, in this context,.satanic. But to add 1r}sult to
injury, Adam continues to build up the invective in the passage t'>y callmg hfer
hellishly false, fraudulent, hateful, serpentine, prideful, and.vam, all wann
only nine lines. The reduction of Adam’s rhetoric into su'ch vile l?ax.ne-callmg
and ad hominem attacks can thus be seen as the diminution of his mtell@t, a
diminution brought about by the Fall. And the same can be said for Eve. After
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all, what would be most appropriate and useful at this point in the poem is
not assessing blame for what has occurred, but to figure out how to achieve
reparation for their sin, that is, how to pursue a course of future action that
might mitigate their faults and their sufferings. Indeed, as we have seen, early
on after the Fall, Adam and Eve avoid any deliberative rhetoric between them
that might help to achieve this, and fall into a negative judicial rhetoric and
invective that accomplishes nothing. This exemplifies the inner spiritual,
moral, and intellectual turmoil that Adam and Eve experience after the Fall.
As Beverley Sherry has pointed out, the reasoned discourse seen in the “true
eloquence versus true cloquence” of the debate before the Fall has given way
after the Fall to an atmosphere in which “[tJhere is no communing, no
refining of thought, enlarging of the heart, as Raphael would have wished. .
.. [A]lonety and manifestly fallen conversation, always focused on the self”
(260). Thus we see that by couching Adam and Eve’s discourse after the Fall
into the form of negative Judicial and epideictic rhetoric, Milton is able to
achieve his moral and intellectual purposes. And yet this is not merely to
explain his theme. As Thomas Sloane suggests, in Renaissance writing “the
form of a discourse could be used not simply to show the reader the content,
or to get him to perceive it in a certain way, but also to ‘prove’ it, to get
him to experience it” (308). The degeneration from deliberative rhetoric to
invective does indeed allow us to experience Adam and Eve’s degeneration
into sin. And though it is true that, as Beverley Sherry has pointed out, Adam
and Eve do “reestablish communication” and revive “reason and love”
through their “reconciliation speeches™ at the end of Book X (261), there
can be no doubt that Milton moves to that point of reconciliation through
deliberate shifts in rhetorical species. Form truly is then, as Sloane says, “an
argument” (307).

Notes

"Aristotle’s discussion of the species begins on page 33 of the Loeb edi-
tion of the Rhetoric, but continues on for many pages. See in general Book
L, iii-xv, and Book L.

* All references to Paradise Lost will be from the Roy Flannagan
edition,
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Empiricism and Doubt in
Paradise Regained

David Joplin
Las Positas College

Critics have Jong acknowledged that uncertainty and doubt play a
prominent role in Paradise Regained. Joan Mallory Webber asserts that the
poem is “suffused with the language of doubt” (171)', and Barbara Lewalski
writes that the Son faces uncertainty about his “mission as well as his
nature” (164). More recently, Ashraf H. A. Rushdy finds “three forms of
skepticism” in the poem, including the inability of humans to comprehend
divinity, an intellectual skepticism that questions tradition, and Satan’s
“doubt of desperation” (98). Although these approaches and others similar
to them go far to explain how doubt functions in the poem, examining the
text from within the intellectual currents of its time casts new light on the
issues. From this perspective, the poem presents a seventeenth-century
alchemy of faith and doubt in constant need of bolstering through rational
argument. Along these lines, characters in Milton’s poem cannot know
what God intends: all they can do is make predictions based on empirical
observation within a context of their faith. This method of analysis captures
the spirit of the seventeenth-century’s skeptical debate in which theologians
and philosophers struggled to accept the reliability of religion.

Richard H. Popkin explains that “the dramatic history of how the
Western World lost its religious innocence is . . . closely bound up with the
rise and flourishing of religious skepticism in the seventeenth and eighteenth
centuries” (History 248)%, and that “the drama of seventeenth-century
metaphysics had not only reinforced skepticism about man’s natural and
rational knowledge of the cosmos, but had also shaken his ability to accept
any traditional faith as well” (“Introduction” 22). Christopher Hill speaks of
an “historical skepticism” that arose from this intellectually tempestuous
time: “In this intoxicating era of free discussion and free speculation
nothing was left sacred. . . . Heaven and hell were declared to be states of
mind, not places. The immortality of the soul was questioned” (179).
William Chillingworth, “a liberal English divine,” was a key figure who
evolved a religious response to the skeptical crisis with a new approach
called constructive or mitigated skepticism. Chillingworth’s constructive
skepticism justified religion “in terms of probabalism built on. the
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convictions, which clearly maintained that God is omnipotent and all-power-
ful. The. resultant doubt would foster anxiety, tension, and unrest—all of
which were at the core of the period’s quest for stability and certainty about

metaphysical knowledge.”
Ratiocination, however, restores Andrew’s and Simon’s faith, although it

is a nervous faith expressed in negative language:

But let us wait; thus far he hath perform’d

Sent his Anointed, and to us reveal’d him,

By his great prophet, pointed at and shown,

Let us be glad of this, and all our fears

Lay on his Providence; he will not fail

Nor will withdraw him now, nor will recall. (I1.48-53)

The disciples conclude that they should remain confident in God only after
rational argument justifies such a conclusion: God has sent his Anointed and
revealed him to them; therefore, they should remain faithful. But remaining
faithful takes on a different tenor. No longer are they making bold-faced
assertions that “now, now, for sure, deliverance is at hand.” Their new out-
look is cast in a much more guarded language that tentatively suggests they
can lay their “fear” on “Providence” and “he will not fail.” This negative
expression of their faith hardly constitutes confidence. Uncertainty causes
their crisis, for they do not know what to expect. The disciples endorse God’s
power, cast their fear upon him, and hope Jesus will reappear. But exactly
how, when, or where are only probabilities based on rational confirmation of
God’s power and promises.

Relying on rational argument to find certainty correlates with seven-
teenth-century methodology. Lewalski recognizes this principle throughout
Milton's work: “[IJn prose and poetry he calls for the constant exercise of
judgment, based on hard reasoning and a delicate weighing of evidence and
claims, as well as for the constant effort to see new problems against a
broad range of knowledge and experience, of all kinds” (161). But “hard
reasoning” does not bring assurance. The best the disciples can manage are
“predictions” based upon a review of their religious knowledge. Popkin
explains that Petrus Gassendi, a seventeenth-century scientist, priest, and
constructive skeptic, argued for a rational approach to knowledge. Gassendi

thought that “careful reasoning” would lead to truth and that the “test as to
whether . . . [one] reason[s] rightly and discover(s] true knowledge, lies in
experience, through verifying predictions” (142). Joseph Glanvil and John
Wilkins, two early members of the Royal Society, espoused similar ideas.
They thought that “empirical science” could decide “human problems with
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!lmits of “reasonable doubt,” and that “by applying their probabilistic empir-
ical method to religious questions they could justify a tolerant, latitudinarian
form of Christianity” (“English” 454).

The Son further underscores the problem of certainty, but from a differ-
eflt perspective. He does not doubt God’s power or ability, but rather what
his nature is and what the Father wants him to do. Mary has told him, “Thou
shouldest be great and sit on David’s Throne, / And of thy Kingdom there
should be no end” (1.240-41), and he has heard God proclaim him his
“belov’d Son.” Jesus believes Mary and accepts the baptism as a divine
event, but he nevertheless remains confused about what to do. How is he
to rule? When should he begin? What does ruling mean? He reveals his
uncertainty as he enters the desert:

O what a multitude of thoughts at once

Awak’n’d in me swarm, while I consider

What from within I feel myself, and hear

What from without comes often to my ears,

Il sorting with my present state compar’d. (1.196-200)

A “mul.titude of thoughts™ that “swarm” in his mind implies anxiety and
upcertamty, as if ideas about his identity and destiny have overwhelmed
him. The last three lines contrast the Son’s present condition with his
ievealed destiny: “From within” the Son intuits his role as God’s son and
from ?vithout” people such as John the Baptist have confirmed his identity
yfet an Image of being a savior and a king is “Ill sorting” when contrasted to,
his “present state.” The Son clearly faces a quandary, for he cannot empiri-
cally reconcile how a person of his status can save mankind and rule God’s
people. Here we sce the war between intuition and reason that comes to play
such a prominent role in such thinkers as John Locke and David Hume.
Uncertainty over appearance occupied a prominent place in the seven-
teenth-century skeptical debate. Largely, this related to the idea that the
senses gnd reason were fallible and therefore could not always lead to valid
conclu.su)ns about appearances. In “An Apology for Raymond Sebond.”
Montalgne wrote that “[t]he unreliability of our senses renders unreliabl’e
F:verythmg which they put forward” (678) and that the “senses deceive our
intellect” (673). Descartes also addressed the problem of relying on the
senses. He suspected that an evil spirit or demon might exist wliljich was
“capable of distorting either the information we possess or the faculties that
we have for evaluating it” (Popkin 178).* Thus, what appeared to be self-
evident might be false. Considering the period’s nervousness over appear-
ance, we can more fully understand why the disciples and the Son struggle
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to make sense of their circumstances. Andrew, Simon, and Jesus all demon-
strate a seventeenth-century reluctance to accept experience at face value.

Doubt about God constitutes a theology of probability. While charac-
ters can have faith in God’s power—even if it is a nervous faith—they
cannot be confident about details concerning divine action. Put another
way, the characters have confidence in God through a rational fideism that
grapples with God in such language as “he will not fail.” How, when, and
where he will not fail are only probable events which must unfold through
time, as the characters “wait.” The poem’s insistence on probability in place
of certainty captures the spirit of the seventeenth-century’s attempt to know
religious truth. Such a system denies certainty, yet endorses religious truth
based on probability arrived at through ratiocination. Although Paradise
Regained does not view God’s existence as a probability, it nevertheless
does raise questions about his power and it views specific actions as proba-
bilities instead of certainties.® Yet a larger issue at stake is the traditional
Western dichotomy between mind and matter, which Descartes made
famous or perhaps infamous. Milton comes out primarily on the latter side
of the split, as his characters struggle to know their world through the head
rather than the heart.

A diction of doubt prevalent throughout much of the poem further
complicates the quest for certitude. The opening of Book I declares that
Jesus is “by proof th’ undoubted Son of God” (11). “Undoubted” carries the
same negative impact as Andrew and Simon’s assertion, “He will not fail.”
It shifts attention from affirmation to suspicion. Why would the poet refer
to Jesus’s identity in a negative term unless at some level he doubted the
assertion? A little later Satan confirms that Jesus has come so that “Nations
may not doubt” (1.79). In another instance, the poet refers to the Son as the
“attested Son of God” (1.22). “Attested” is not a convincing endorsement.
It suggests debate, as if someone might challenge the assertion.

Further, the Son’s role is defined with a language that asserts the need
for proof: “To show him worthy of his birth divine / And high prediction”
(I1.141-142); “to exercise him in the Wilderness” (1.156); “To earn Salvation”
(1.167); and to “fully t[ry] the Son” (I.4). Such strong insistence on proof
allows for failure. After all, the Son must be shown “worthy” of a “high
prediction.” A prediction, at best, is only probable, not absolutely certain.
Consequently, the Son’s position is subtly undermined as anxiety about
identity builds. I am not suggesting that the poem doubts that Jesus is the
Son, only that it does not declare certainty, and it is this holding back, as it
were, that contributes to a texture of doubt.

More questions about the Godhead are raised in Book 1V in a simile that
deconstructs its obvious intention to show Jesus’s position as rock-solid.
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Satan’s attempts to subvert the Son are described as flies swarming around
a wine press or as waves crashing against a rock:

[Satan’s attempts are as a] swarm of flies in vintage,
About the wine-press where sweet must is lur’d,

Beat off, return as oft with humming sound;

Or surging waves against a solid rock,

Though all to shivers dash’t, the assault renew. (15-19)

Like swarming flies, Satan is easily beaten off by a more powerful force,
thereby attesting to the Son’s ability to withstand Satan’s attacks. But the
image also strengthens Satan’s position. The flies are only beaten off, not
destroyed. Presumably, they can return as often as they want. Furthermore,
the must nourishes the flies, which allows them to propagate and come back
in even greater numbers. Has the temptation process somehow enlivened
Satan in a similar way the must nourishes the flies? Can all the Son hope
for is to repulse Satan momentarily the way one brushes away bothersome
insects? The second image is more troublesome. The rock may appear solid,
but appearance is deceptive. Over time wave action will wear it away. Does
the spiritual fact behind this natural fact forecast the Son’s gradual decay?
These similes leave us wondering.

Such questioning and wondering about existential realities links the
poem to the skeptical debate of its time. As noted above, Chillingworth
based his idea of constructive skepticism upon “the appearance of an
ultimate Pyrrhonism” (Popkin 147) and Gassendi “advocated total skepti-
cism about the world beyond appearance” (144). So, if the poem questions
aspects of God’s nature, it does so at least in part because Milton has
captured the spirit of his day.”

Like his contemporaries, Milton questions the reliability of knowledge
about God, reality, and people’s place in the cosmos. And his questioning
and doubting, in the final analysis, arise from an attempt to know spiritual
issues primarily through empirical channels. Be this as it may, we must
remember that although Paradise Regained mirrors aspects of the religious
unrest of its time, it nevertheless does affirm God’s place in human experi-
ence. After all, skepticism is not synomonous with rejection. Rather it only
questions the reliability of knowledge.

Notes

' Webber recognizes the uncertainty and confusion surrounding the
Son’s identity and mission: “[D]espite the clarity of the Son’s credentials as
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discovered by himself, attested by John the Baptist, and affirmed by God, no
one around him, with the possible exception of his mother, understands what
they mean” (171).

2 For remarks about the importance of Popkin’s work and its influence,
see Terence Penelhum, God and Skepticism (Dordrecht: D. Reidel
Publishing Company, 1983), 22.

3 According to Popkin, Pyrrhonism dominated the skeptical views of
leading thinkers at the beginning of the seventeenth century. Developed by
Pyrrho of Elis in 360-275 B.C. and made known through the writings of
Sextus Empiricus, Pyrrhonism is a philosophy of “complete doubt” that
opposes “any assertion whatsoever,” even that “all is doubt” (47). Since it
“suspend(s] judgment on all propositions™ (47), Pyrrhonism denies both
religious and scientific knowledge. French and British thinkers such as
Marine Mersenne, Petrus Gassendi, and John Wilkins responded to
Pyrrhonism with mitigated or constructive skepticism. Although construc-
tive skepticism allowed scientific truth, it maintained that religious truth
could not be proven. For more information about constructive skepticism
see Christopher Hookway, Skepticism (London: Routledge, 1990), 21-40;
and M. Jamie Ferreria, Skepticism and Reasonable Doubt (Oxford:
Clarendon Press, 1986), 1-40. Of particular interest in Ferreria is Chapter 2,
“Unreasonable Doubt: the Seventeenth-Century Tradition: Wilkins and
Locke,” 10-40. For more on Pyrrhonism and Sextus Empiricus see Julia
Annas and Jonathan Barnes, The Modes of Scepticisim (London: Cambridge
University Press, 1985), especially 1-18 which discusses ancient texts and
their rediscovery in the sixteenth century. For readings on both Pyrrhonsim
and other modes of skepticism see David R. Hiley, Philosophy in Question:
Essay on a Pyrrhonian Theme (Chicago: The University of Chicago Press,
1988).

+ See Davies, Milton, 173-74, for a discussion of the disciples’ doubt
after the Son disappeared. Davies asserts that the Son’s withdrawal plunges
his followers into “a quandary which mimes the insecurity of the remnant of
the saints in 1660, pondering the apparent disappearance of Christ from a
relapsed and recidivist history” (173). Davies’ remarks show the uncertain-
ty surrounding the Son and imply that his followers could only be reason-
ably certain about his actions.

3 Descartes’ idea of influence from an evil spirit or demon has obvious
connection with Satan’s temptations, for the Son must see through Satan’s
rhetoric. The Son refers to Satan’s argument as being “dark, / Ambiguous
and with double sense deluding” (1.434-35).

$ Popkin explains that seventeenth-century skeptics believed in God:

Since the term ‘Skepticism’ has been associated in the last two
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centuries with disbelief, especially disbelief of the central
doctrines of the Judeo-Christian tradition, it may seem strange
at first to read that the skeptics of the sixteenth and seventeenth
centuries asserted, almost unanimously, that they were sincere
believers in the Christian religion (xviii).
Popkin explains that for the seventeenth century, skepticism was a “philo-
sophical view” that raised doubts “about the adequacy or reliability of the
evidence that could be offered to justify any proposition”(xviii).

" In Romantics, Rebels, and Reactionaries, Marilyn Butler discusses how
authors capture the climate of their times: “We are regularly in danger of
treating the relationship between author and text as a closed system, when
really the process of literary production must be open at both ends. The writer
takes in words, thoughts and structures from a babel around him, and his text
is a giving back into the same discussion, part, in short, of social process” (9).
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Marvell and Milton:
The Garden Experience

Marilyn Carlson Aronson
University of South Dakota

At first glance, Andrew Marvell and John Milton seem far apart. Atone
extreme lies Marvell’s metaphysical, lightly elegant wit versus Milion's
deeply inspired, serious didacticism. However, closer study reveals that the
two authors have much in common and so does their poetry.

Although it is not certain when the two men became acquainted, the
“record starts in February 1653. . . . [when] Milton pushed Marvell as a pos-
sible assistant to him” (Hill 3). At age 45, Milton had recently gone blind,
a condition which hampered his work as the English republic's Secretary for
Foreign Tongues. Marvell’s appointment was not immediate. “On
September 2, 1657, Marvell finally was appointed Latin Secretary to the
Council of State, apparently co-equal to Milton” (Waddington 357). By this
time, Marvell had joined Milton’s circle, and the two men were destined to
become “close friends for over twenty years” (Hill 17). Both men retained
their political convictions; both men remained confident that the world could
be changed by human effort; both men had a keen sense of humor; unfortu-
nately, both men died poor. Thus, the personal and poetic lives of Marvell
and Milton became intertwined. To compare and contrast their styles and
philosophies provides insight.

First, Andrew Marvell’s “The Garden” illustrates the poet's style and
Edenic view. The poem, as a lyric piece, presents a theme of “withdrawal
and emergence, characteristic of so much of Marvell's poetry” (Colie 141).
Besides this ambiguity, the poet’s philosophy remains veiled. Today, mod-
ernist works assume collaboration between reader and poet, but such a thing
was unusual in the seventeenth century. Likewise, Marvell as a witty poet
“plays with traditional thought and language. . .” (Colie 144). The gaps in
the poem provide room for conjecture. In “The Garden,” Marvell “strips
down traditional language into brief references by which the argument of the
poem is carried” (Colie 147).

The poem contains tight sentence structure and end rhyme using closed
couplets, which pack a lot of punch into a small space. “All the words carry
more than one meaning. Fortunately, . . . they do not come charged with all
their meaning at once, but are hedged by the context in which they appear”
(Colie 151):
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How vainly men themselves amaze

To win the palm, the oak, or bays,

And their incessant labor see

Crowned from some single herb or tree,
Whose short and narrow-verged shade

Does prudently their toils upbraid;

While all flowers and all trees do close

To weave the garlands of repose! (Marvell 1-8)

.Besides this tight structure, the poem uses iambic tetrameter and enjamb-
ment, which prevents the poem from becoming singsongy. The caesuras
also vary the rhythmic flow of the lines.

The frequent puns add lightness and humor to the poem. Robert
Wilcher explains the importance of this word play to the poem:

“How vainly” establishes both tone of voice and point of view. It first
passes moral judgment on those who feed their vanity by seeking
acclaim for their achievements in war, public service, or the arts. (132)

In fact, “vainly” in line one denotes both pride and emptiness. This simple
word carries a depth of meaning by the poem’s close. “Amaze” carries the
idea of wonder but also “a maze” or a labyrinth. This idea contributes to the
thematic structure of the poem. These examples foreshadow the poet's use
of puns throughout the poem. Rosalie L. Colie explains that “Marvell’s
aggregate punning in the poem results in an atmospheric blur of meanings”
(151). The poem’s theme concerns the contrast between experience and
thought. The poet elevates thought because it allows human mental
transcendence. Stanza six illustrates the key theme:

Meanwhile the mind from pleasure less

Withdraws into its happiness;

The mind, that ocean where each kind

Does straight its own resemblance find;

Yet it creates, transcending these,

Far other worlds and other seas,

Annihilating all that's made

To a green thought in a green shade. (Marvell 41-48)

The poet argues that the human mind is free to retire into the happy state of
the collective unconscious without the body's movement anywhere. In the
soul, ideas remain separate, but within the universal mind, ideas unite
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providing meaning for life. The last line condenses Marvell’s argument:
“To a green thought in a green shade” (Marvell 48). As a poem of retire-
ment, the poet shows that “the garden state is a state of mind” (Klonsky 47).
Sensuous pleasures are minimized, Platonic ideals are praised, and nature is
glorified. The mind becomes a “Garden of 1deas” (Klonsky 47). According
to Rosalie L. Colie, Marvell depicts “the vanity of human wishes and human
expectations. Human effort, human fame, human love, all human experi-
ence, and all things are subject to time and in fact must pass away” (156).
Only in the protected shade of the fertile mind can perfection and perma-
nence be found.

Marvell proposes that this inner cohesiveness of the universal mind
occurred before Woman was created in the Garden of Eden. In fact, Marvell
implies that Man was androgynous and did not need a sexual partner. The
poet explains this garden-state in the eighth stanza, using theological wit:

Such was that happy garden state

While man there walked without a mate:
After a place so pure and sweet;

What other help could yet be meet!

But ‘twas beyond a mortal’s share

To wander solitary there:

Two paradises ‘twere in one

To live in Paradise alone. (Marvell 57-64)

Using paradox and hyperbole, Marvell perceives that the “contemplative life
is superior to an active life because it is more like that of the unfallen Adam”
(Leishman 308). This age-long debate was cited by such philosophers as
Plato and Aristotle who recommended a life of “contemplation as better and
higher” (Leishman 304). The reader questions whether Marvell believes
that solitude is superior. His playful tone implies hyperbole. But according
to William Empson, “The chief point of the poem is to contrast and recon-
cile conscious and unconscious states” (18). This meditative experience
illustrates a facet of Christian Platonism in which the joyous and creative
spirit expands into nature.

Marvell’s *The Garden” presents a “fictional and momentary attempt
to recapture what has been lost” (Summers, “Nature” 46). The poem
recognizes man’s alienation from nature. Yet, Marvell’s poem offers hope
for paradise regained. The use of “green” throughout the poem represents
“hope, vitality, and virility: the fertile promise of life that man desires . . .”
(Summers 47). This life is found in the garden of the mind because man’s
capacity for pure reason is Godlike. According to the Renaissance model,
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pure reason places man with celestial beings. Marvell’s argument opens
with the concept of a moral judgment placed on those who feed their
vanity by seeking acclaim. Yet, the poem ends with the concept of the
sundial and time, an idea that places limitation on solitude. Perhaps,
Marvell suggests personal solitude for momentary renewal, not permanent
duration.

However, John Milton portrays the Garden of Eden in Paradise Lost
with a deeply inspired, serious didactic style and a Christian humanistic
philosophy. Instead of rhyming couplets like Marvell uses in “The Garden”
Milton chooses epic blank verse. English prosody had been based on rhyme,
but the power of blank verse lies in the fact that each verse builds on the
previous one. According to F. T. Prince, “the addition of a second adjective,
as an interjection or afterthought, to an already qualified substantive”
becomes a trick in phrasing and meaning (154). A good example occurs
in Book V: “High matter thou enjoin’st me, O prime of men, / Sad task
and hard” (Paradise Lost V, 563-64). Milton’s technique adds to the
deliberately complex balance of the sonnet form. In the epic poem, “these
patterns grow in complexity, since the adjectives or participles placed in this
way may have attached to them qualifying words or phrases, and these in
their turn may have a similar pattern™ (Prince 156).

An example of Milton’s technique follows:

Belial came last, than whom a Spirit more lewd
Fell not from heaven, or more gross to love
Vice for itself: to him no temple stood

Or altar smoked. (I, 490-93)

Thus, Milton’s English diction shows both richness and delicacy because of
the flexibility of his language.

Another technique of Milton’s verse is the suspended or interrupted
statement: Coleridge explains Milton’s style in this way:

The “logical” order of words is avoided in order to provide . . .
phrasing that is suspended and diffused throughout a larger block of
words, . . . . gaining the effect of emphatic, excited, or passionate modes
of speech. This is the language of sublimated emotion and intellectual
excitement. (qtd. in Prince 159-60)

According to F. T. Prince, Milton’s poetic form displays unity of “matter,
meaning, emotion, and method” (160).
Despite his didactic style, Milton, like Marvell, employs “verbal wit,

Marilyn Carlson Aronson 59

various forms of conceits, and puns” (Prince 169). These ingenuities
provide surprise and suspense for the reader. The following passage
illustrates:

One gate there only was, and that looked east
On th' other side: which when th' arch-felon saw
Due entrance he disdained, and in contempt

At one slight bound high overleaped all bound
Of hill or highest, and sheer within

Lights on his feet. (IV, 178-83)

Clearly, Milton adapts his diction to the freedom of Elizabethan English and
creates a style that is fresh and new for his seventeenth-century readers.
Both Marvell and Milton capture the audience's attention through innovative
techniques.

Initially, John Milton’s Eden appears quite different from Marvell’s
“Garden,” although both paradises extol nature:

A heaven on earth: for blissful Paradise
Of God the garden was, by him in the east
Of Eden planted:

Out of the fertile ground he caused to grow

All trees of noblest kind for sight, smell, taste;
And all amid them stood the Tree of Life,

High eminent, blooming ambrosial fruit

Of vegetable gold, and next to life

Our death the Tree of Knowledge grew fast by,
Knowledge of good bought dear by knowing ill.

Saw undelighted all delight, ail kind

Of living creatures new to sight strange:
Two of far nobler shape erect and tall
God-like erect, with native honor clad
In naked majesty seemed lords of all

So hand in hand they passed, the loveliest pair (IV, 208-321)
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Milton’s Eden uses vegetable gold, not green. According to J. E. Cirlot,
“gold is the image of solar light and hence of divine intelligence.
Consequently, gold is symbolic of all that is superior” (119).  While
Marvell’s garden offers hope, as seen in the color green; Milton’s garden
possesses the elusive treasure: God’s intelligence. What a contrast!

Also, Milton’s paradise shows a heterosexual pair in complete spiritual
and physical harmony before the Fall. We don’t know how long Adam and
Eve enjoyed this idyllic state, but Paradise Lost implies that their innocence
was brief. According to Varma, Marvell suggests that “man lost Paradise
twice: first when Eve was created, and the second time when the actual Fall
took place” (139). On the other hand, Milton’s Eden follows the Biblical
text that implies that Adam needed Eve: “And the Lord God said, ‘It is not
good that man should be alone; I will make him an help meet fit for him’”
(Gen. 2:18 KJV). Herein lies a major difference between the two poet’s
paradises.

However, both poets accept similar positions regarding the need for
a mental “garden-state” as a result of the Fall. As earlier noted, Marvell
praises the superiority of the contemplative life. Interestingly, Milton
addresses the mental “garden-state” in Book XII. He shows that the
contemplative life is superior through the empowering of the Holy Spirit.
Raphael speaks in this section:

The Spirit of God, promised alike and giv’n
To all believers; and from that pretense,
Spiritual laws by carnal power shall force
On every conscience;

Deeds to thy knowledge answerable, add faith,
Add virtue, patience, temperance, add love,

By name to come called charity, the soul

Of all the rest: then wilt thou not be loath

To leave this Paradise, but shalt possess

A paradise within thee, happier far. (XII, 519-87)

Milton sees unity with self as dependent on revelation: God’s revelation.
Man discovers in the Fall that Paradise is not his home. Rather man’s home
is within, where he “internalizes the Divine™ (Frye, Return 109). Milton
views the Holy Spirit, given to man, as the umpire conscience and the power
for living. According to Frye, “In Paradise Lost . . . it is Paradise itself that

e
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is internalized, transformed from an outward place to an inner state of mind”
(110). In The Return of Eden, the author explains:

Eden is finally washed away by the flood, in order to show that for God
there is no longer anything sacred which can be located in either out-
ward space or in past time. The world we fell from we can return to
only by attaining the kind of freedom to which all education, as Milton
defines it, leads; and it is this freedom that is said by Michael to be a
happier paradise than that of the original garden. (Frye 110)

Interestingly, both Marvel and Milton conclude that paradise lies within the
human mind. However, Milton shows that God, not nature, leads mankind
to restful solitude and individual contentment:

The world was all before them, where to choose
Their place of rest, and Providence their guide:
They hand in hand with wandering steps and slow
Through Eden took their solitary way. (XII, 646-49)

Perhaps, this view illustrates the difference between Neo-Classicism
and Christian humanism. According to Woodhouse, “The Classical recog-
nizes only one order of existence, the natural, though it acknowledges
gradations within this order; whereas, Christianity adds to the order of
nature the superior order of grace, which holds the key to the enigma of life”
(178).

In conclusion, both seventeenth century poets incorporated wit, puns,
literary conceits, and Edenic views, while employing didacticism.
Though both embraced Christianity, their philosophical views were slightly
dissimilar. This fact explains the variation in each poet's garden experience.
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Teaching Spenser: The Three Graces'

Bruce Brandt
South Dakota State University

Exploring the iconographic tradition behind the image of the Grac§s
dancing to the piping of Colin Clout in Book 6, Canto 10, of The ifae.rze
Queene can be rewarding for students, leading to an increased apprecm.tlon
of the cultural and historical contexts within which a literary work exists.
Calidore’s encounter with Colin Clout and the Graces occurs when,
entranced by its natural beauty, he climbs Mount Acidale. Reaching the top,
he hears music and dancing and decides to investigate:

Vnto this place when as the Elfin Knight
Approcht, him seemed that the merry sound
Of a shrill pipe he playing heard on hight,
And many feete fast thumping th’hollow ground,
That through the woods their Eccho did rebound.
He nigher drew, to weete what mote it be ;
There he a troupe of Ladies dauncing found
Full merrily, and making gladfull glee,

And in the midst a Shepheard piping he did see.

He durst not enter into th’open greene,
For dread of them vnwares to be descryde,
For breaking of their daunce, if he were seene ;
But in the couert of the wood did byde,
Beholding all, yet of them vnespyde.
There he did see, that pleased much his sight,
That euen he him selfe his eyes enuyde,
An hundred naked maidens lilly white,

All raunged in a ring, and dauncing in delight.

All they without were raunged in a ring,
And daunced round ; but in the midst of them
Three other ladies did both daunce and sing,
The whilest the rest of them round about did hemme,
And like a girlond did in compasse stemme :
And in the middest of those same three, was placed
Another Damzell, as a precious gemme,
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Amidst a ring most richly well enchaced,
That with her goodly presence all the rest much graced.

Those were the Graces, daughters of delight,
Handmaides of Venus, which are wont to haunt
Vppon this hill, and daunce there day and night :
Those three to men all gifts of grace do graunt,
And all, that Venus in her selfe doth vaunt,
Is borrowed of them. But that faire one,
That in the midst was placed parauaunt,
Was she to whom that shepheard pypt alone,
That made him pipe so merrily, as neuer none. (Stanzas 10-12, 15)

Calidore finally approaches the dancers to learn who they are, but they van-

ish as soon as they see him. Calidore then asks the unhappy Colin who they
were:

Tho gan that shepheard thus for to dilate ;
Then wote thou shepheard, whatsoeuer thou bee,
That all those Ladies, which thou sawest late,
Are Venus Damzels, all within her fee,
But differing in honour and degree :
They all are Graces, which on her depend,
Besides a thousand more, which ready bee
Her to adorne, when so she forth doth wend :
But those three in the midst, doe chiefe on her attend.

They are the daughters of sky-ruling Ioue,
By him begot of faire Eurynome,
The Oceans daughter, in this pleasant grove,
As he this way comming from feastfull glee,
Of Thetis wedding with Aacidee,
In sommers shade him selfe here rested weary.
The first of them hight mylde Euphrosyne,
Next faire Aglaia, last Thalis merry :
Sweet Goddesses all three which me in mirth do cherry.

These three on men all gracious gifts besiow,
Which decke the body or adorne the mynde,
To make them louely or well fauoured show,
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As comely carriage, entertainement kynde,

Sweete semblaunt, friendly offices that bynde,

And ali the complements of curtesie :

They teach vs, how to each degree and kynde

We should ourselues demeane, to low, to hie ;
To friends, to foes, which skill men call Ciuility.

Therefore they alwaies smoothly seeme to smile,
That we likewise should mylde and gentle be,
And also naked are, that without guile
Or false dissemblaunce all them plaine may see,
Simple and true from couert malice free :
And eeke them selues so in their daunce they bore,
That two of them still froward seem’d to bee,
But one still towards shew’d her selfe afore ;
That goode should from vs goe, then come in greater store. (Stanzas 21-24)

My students will have read several long extracts from The Faerie
Queene by the time we come to this episode, and though spelling and
syntax may still slow them down, they tend to find this portion of the text to
be smooth sailing. The imagery is detailed and concrete, making it easy to
visualize the natural setting of Mount Acidale, the actions of Calidore,
and the two concentric rings of dancers with the fourth maid in their midst.
The allegory is not hard to follow: the graces may be new to my students,
but the idea of poetic inspiration is not. Similarly, the conceit of “Colin
Clout” praising his “country lass” as another Grace, and indeed, placing her
in the very center where we might have expected to see Venus herself, is
easy for readers new to Spenser to appreciate.

A pedagogical benefit of focusing on the iconography of the Three
Graces at this point is that it will build on and enrich the students’
experience of the poem without contradicting the interpretation of the text
that the students have been able to develop for themselves. The discovery
that the image of the graces used by Spenser is a part of an ancient and
yet clearly still vital tradition is in itself intellectually stimulating, it can

provide an opportunity to introduce some aspects of Renaissance
Neoplatonism to the class, and for students with little background in
earlier art, learning that sculpture and paintings were once presumed to be
vehicles for transmitting symbolic meanings which were readable by all
who knew the “language” is in itself exciting. Moreover, once the outlines
of the tradition have been examined, we can explore the ways in which
the tradition continued to grow and change, we can discuss the ways in
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which our traditions affect the way we see the world, and we can discuss
in what ways this tradition may still be alive and meaningful in our
own time.

The Classical Tradition

One way to proceed is to note that Spenser also refers to the Three
Graces in the April eclogue of The Shepherds Calender, and that the gloss
by “E.K.” explains them in the same way:

The Graces) be three sisters, the daughters of Tupiter, (whose names are
Aglaia, Thalia, Euphrosyne, and Homer only addeth a fourth .s.
Pasithea) otherwise called Charities, that is thanks. Whom the Poetes
feyned to be the Goddesses of al bountie and comeliness, which there-
fore (as sayeth Theodontius) they make three, to wete, that men first
ought to be gracious and bountiful to other freely, then to receiue
benefits at other mens hands curteously, and thirdly to requite them
thankfully : which are three sundry Actions in liberalitye. And Boccace
saith, that they be painted naked, (as they were indeede on the tombe of
C. Tulius Caesar) the one having her backe toward vs, and her face
fromwarde, as proceeding from vs: the other two toward vs, noting
double thanke to be due to vs for the benefit, we haue done.

Clearly Spenser is working with a well-defined tradition in mind, and it
is one with ancient roots. As Wind notes, Chrysippus explained in the third
century B.C. that the Graces represent the triple rhythm of generosity:
giving, accepting, and returning. In the image he described, they link hands
because this circle must never be interrupted. His book was lost, but the
argument is preserved in Seneca. In the fourth century A.D., Servius added
another moral: one grace is pictured from the back because for each benefit
issuing from us two are supposed to return. The triple action of Chrysippus’s
vision does not match the dual action of Servius’s issuing and returning, but
as the passages from Spenser show, both had become a part of the
Renaissance tradition (Wind 28-30). Another difference exists between the
two streams of this tradition. Chrysippus and Seneca imagined the Graces as
clothed in ungirdled, transparent garments, since benefits should be both
unrestricted and seen. By the second century A.D., the Graces were being
depicted as nude, which Servius explained as showing that the Graces must
be free of deceit (Wind 30-31). As these traditions fuse, the primary pictori-
al image for the Renaissance is of the nude Graces, but Seneca weighs more
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heavily in the iconography (Wind 31). Wind’s text is accompanied by a large
number of illustrations of the Three Graces, making it ideal to pass around
the classroom during discussion. These figures include a Pompeian fresco,
one of the earliest surviving images of the Three Graces (fig. 9). An illus-
tration from Piero Valeriano’s Hieroglyphica illustrates a medieval variation
on the positioning of the Three Graces which was designed to match the
triple action of the Senecan tradition (giving, receiving, returning): one
grace faces us, one faces away, and one is in profile (fig. 17). The same
symbolism is seen in Corregio’s painting of the Three Graces in the Camera
di San Paolo at Parma (Wind, fig. 16).

Neoplatonism

No undergraduate should be asked to wrestle too deeply with the
mysteries of Renaissance Neoplatonism. However, most students in
Renaissance literature classes will have encountered the notions of sprez-
zatura and the ladder of love, and many may know that the white magic of
Prospero in The Tempest and the existence of spirits such as Ariel reflect
Neoplatonism. Thus, a little knowledge of Neoplatonism can not hurt, and
all that one really needs to know to appreciate the Neoplatonic use of the
Three Graces is that they symbolize love. As in any Platonic system, all that
is emanates from the gods (or the One). For the Renaissance Neoplatonist,
this emanation occurs because of love, and created beings, feeling that love,
experience rapture and are drawn back to heaven. This process is readily
equated with the giving, accepting, and returning of the Senecan interpreta-
tion of the Graces, and they became a central archetype of Neoplatonism
(Wind 37-8). They also, because of this emphasis on love, become strongly
associated with Venus and Amor.

Iconographic images reflecting this Neoplatonic understanding are
abundant. Francesco Vanni (1565-1609) adds two Cupids to his painting of
the Three Graces (Panofsky 169 & fig. 123). “The Music of the Spheres,”
an engraving from Gafurius’s Practica musice (1496) depicts the Three
Graces dancing under the direct guidance of Apollo while his music
animates the spheres (Wind, fig. 20). A stucco depiction of the Three
Graces from Raphael’s Loggia depicts “offering,” “enraptured,” and
“returning Graces” (Wind 45 & fig. 19). A more famous “Three Graces” by
Raphael shows them holding golden apples, which characterizes them as
the servants of Venus (Wind 80 & fig. 61). A medal of Maria Poliziana
uses the Three Graces as a group to signify Concordia, an aspect of Venus
(Wind, fig. 69-70). Students may enjoy the witty interplay between medals
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designed by Pico della Mirandola and Giovanna Tornabuoni (Wind, fig,
10-13). Platonic lovers served an ideal lady, to whom they addressed
amorous courtesies in emblematic language, and the lady would customar-
ily accept the medal of the platonic lover. In this case the lady has
answered with a medal of her own. Pico’s reads “Pulchritudo-Amor-
Voluptas,” a formula adopted from Ficino. Tornabuoni’s medal, clearly
modeled on Pico’s, responds “Castitas-Pulchritudo-Amor.” To the idea that
love springs from beauty and ends in desire, she answers that beauty com-
bines chastity and love. Perhaps the most famous artistic Neoplatonic
depiction of the Three Graces is in Botticelli’s “Primavera.” Interpretation
of the painting has been much debated (Baldini 87-101, Gombrich 37-64,
Wind 97-127). However, Neoplatonic readings find that the painting
reflects the Senecan pattern of giving, receiving, and returning. The Zephyr
Chloris-Flora grouping on the right shows love being impelled to earth by
passion and transformed to beauty. Love is then converted to a higher
plane in the dance of the Three Graces, and finally, guided by Mercury,
love returns to the highest sphere. The clothing of the Graces recalls their
description in Seneca.

The Tradition Continues and Evolves

As we move into the later Renaissance and beyond, painters and
sculptors continue to engage the traditional image of the Three Graces,
and photographs of many of these works are readily available for class-
room use. Rubens’s “The Three Graces” may have been influenced by his
familiarity with a marble Hellenistic statue, approximately 90 centimeters
high, which was discovered in Rome in the fifteenth-century (White 284-
85, 287). However, the Hellenic figures, though linked by the arms, pay
little attention to each other, while as White says, Rubens’s Graces “look
at and, with their arms entwined, touch one another, in an expression of
mutual love” (287). The Graces in Baron Jean-Baptiste Regnault’s “The
Three Graces” (1793) are posed in the pattern seen in Valeriano and
Corregio, but the Grace in profile stares directly at us, making us feel like
intruders (Gowing, 651). The Graces in Antonio Canova’s (1757-1822)
neoclassic sculpture of “The Three Graces” again seem self-absorbed.
They hold each other more closely than most versions of the Three
Graces, for the Graces had come to symbolize friendship, a virtue
important to both Canova and the Empress Josephine, who initially
commissioned the statue (Honour 28). Canova’s version became highly
influential in its own right. Americans may be familiar with the copy
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which William Randolf Hearst acquired for his castle at San Simeon.
Seeing the World Through the Veil of Myth

Through the Three Graces, students can explore the idea that the way
we see the world reflects the way we are used to seeing the world. One
image I like to share is William Blake’s “Europe Supported by Africa &
America,” which was engraved on December 1, 1792, for Captain J. G.
Stedman’s A Narrative, of a five Year’s expedition, against the revolied
Negroes of Surinam, in Guiana, on the Wild Coast of South America, from
the year 1772 to 1777 (Erdman, fig. 3). Stedman, an Englishman and hired
soldier in the Dutch colony of Guyana, found himself in an ethically
difficult situation. He was appalled by the brutality with which the slaves
were treated. An English “man of feeling,” he in fact fell in love with and
married a slave whose freedom he could not afford to purchase. The book
describes (and Blake illustrates) in great detail the horror of what Stedman
witnessed (Erdman 213-14). Though the three women representing the
three continents alf face us, the triad is strongly reminiscent of the Three
Graces. Europe, in the center, is supported by the other two, who wear
slave bracelets while she wears pearis.

Blake thus draws on a traditional image in support of cultural change.
Another pair of images shows Europeans trying to depict another culture
and being bound by their own traditions. John White’s “Indians Dancing,”
a watercolor circa 1590, depicts three figures inside a circle of dancers
(Orgel, fig. 8, detail). Theodore de Bry’s “Their Dances Which They Use
att Their Hyghe Feastes,” an engraving for Thomas Harriot’s A Briefe and
True Report of the New Found Land of Virginia (Frankfort, 1590) is based
on White’s picture (Orgel, fig. 7). However, as Orgel shows, de Bry has
filtered the image through the European imagination. The figures in the
center have become a traditional image of the Three Graces (Orgel 44).
What we see is what we already know.

A Living Tradition

Browsing the internet for the Three Graces quickly makes it clear that
while the name is still widespread in our time, it is often nearly devoid of
content. It may be intended merely to signify grace or gracefulness: three
trees arched by the wind, three little girls and a bunny rabbit, or (with iron-
ic contrast) three aging and no longer graceful burlesque dancers. Some
modern artists, however, not only use the tradition but require an audience
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that is familiar with it. Robin Shores’s plaster relief “Three Graces—Park
Square” is part of a larger work, “Installation,” which combines various
fragments adapted from different cultures and periods (Jencks 348-350). In
a setting which pointedly invokes images from the past, Shores’s allusion
to the Graces is clear. However, its interpretation not. These Graces, wait-
ing for the bus in Boston’s Park Square, are not nude, and all of them face
away from us. Jencks suggests that interpretations of “Installation™ stem
from, and lead back to, the viewer, and the class may find that this is also
true of this component of the larger work.

Nickolai Getman provides another arresting image of the Three
Graces in his “A Search: They Find a Book of Esenin’s Poetry” (Getman).2
Getman served an eight-year term in the Soviet Gulag, and when released,
he secretly produced a series of 50 paintings depicting life in the camps.
This painting shows a group of three women who have been stripped and
searched. The guards have discovered a book of poetry, which will greatly
increase the sentences of the three. The image clearly evokes the Three
Graces: two of the women face us while one faces away, and the forbidden
book of poetry tellingly exploits the connection which we began exploring
with Colin Clout’s vision of poetic inspiration.

Conclusion

Images of the Graces have thus remained vital from ancient times to our
own day. In one class period students will not have gone far in any of the
directions I have suggested, but they will have seen a number of intercon-
nections among a diverse spectrum of ideas from literature, art, philosophy,
and history. Moreover, they will find that they have touched, if only briefly,
on issues ranging from generosity and love and inspiration to slavery,
colonialism, feminism, totalitarianism, and the value of poetry itself.

Notes

" This brief article is a précis of a presentation given at the Eighth
Annual Northern Plains Conference on Early British Literature. The com-
plete presentation both discussed these pedagogical ideas and modeled their
use for the members of the conference by looking at some two dozen images
of the Three Graces. To secure permissions to reprint so many pictures for
these proceedings was deemed impractical. Instead I have referred readers
to examples of these images in works that should be readily available at
most academic libraries.
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*I wish to thank Robert De Smith for bringing the Jamestown site to my
attention.
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Medieval Woman Writing Medieval Woman:
Christine de Pizan’s Ditié de Jehanne d’Arc

Jay Ruud
Northern State University

More than any other period, medieval literature is international. The fact
that literature written in Latin was available to anyone in Christian Europe
and so exerted a profound international influence, and the fact that the
conventions of “courtly love” became universal in western poetry, are
testimony to the international nature of medieval literature. In England, that
international flavor was intensified by the French-speaking nobility and the
corresponding low status of literature written in English until well into the
fourteenth century. The fact that Chaucer included among his strongest
influences the great Italian writers of frecento as well as French and Latin
sources implies that he thought of literature as international. By the end
of the fourteenth century it was unclear what language would dominate
literature in England. Indeed, it is no accident that Chaucer’s contemporary
John Gower hedged his linguistic bets by writing major works in French,
Latin, and English.

In a course that surveys early British literature, then, is it not a disserv-
ice to students to give them the impression that British literature at this time
stood alone and separate from the rest of Europe? For most of us, though,
spending time on Chrétien de Troyes or the Roman de la Rose, or including
sections of the Divine Comedy or the Decameron, is out of the question
when so much material needs to be covered. Still, if some brief text—a
troubadour lyric, for example, or a sonnet from Dante’s Vita Nuova—could
shed light on some major text being studied, like the Canterbury Tales or Sir
Gawain and the Green Knight, then it seems to me it is not perverse to
consider including that text as a complement to the other. This is the spirit
in which I am suggesting that Christine de Pizan’s last poem, the Ditié de
Jehanne d’Arc, be used to supplement and complement the study of Chaucer
and other later medieval writers in English. Christine was a major writer of
her time, and her work was known in England—her God of Love’s Letter
was translated into Middle English by Thomas Hoccleve, for example.
Furthermore, French and English cultures were so intertwined at the time of
the Hundred Years” War that a discussion of Christine in the survey seems
natural and appropriate.
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There are two major ways in which Christine’s poem complements
students’ appreciation of late medieval English literature and society. Firstis
the figure of Joan herself: her life story gives students a more immediate
awareness of the Hundred Years War than any more commonly taught
English literary texts do; and her visionary experiences help show the
context of English visionary women like Julian of Norwich and Margery
Kempe, as her trial for heresy puts into perspective the English Wycliffite
heresy and its Hussite offspring. Second, Christine’s career as a woman
writer fighting against the misogyny of male writers culminates in her poem
about Joan, the last work of her life. Joan fulfills for Christine her vision of
a woman in public life who is as successful as—even more successful
than—any man, much as Christine as a woman writer proves through her
volume of work that she also has as much authority as—and when it comes
to the representation of women, more authority than—any man.

The key to all of this must be the Prologue to the Wife of Bath’s Tale.
Recently this has been the widest taught of the tales in college courses,
because it most clearly raises profound feminist issues. Here Alison’s fifth
husband is depicted reading to her incessantly from his “book of wicked
wives,” a compilation of the opinions of “learned clerks” from centuries past
concerning the nature of women. The misogynist pronouncements of the
clerkly establishment are punctured by Alison’s cutting “Who painted the
lion?” remark. Had women been the authors of books, they would have
fared far better.

Against the censures of St. Paul, St. Jerome, and Matheolus Chaucer
places Alison. In large part she is the embodiment of everything that the
clerks had said about women for hundreds of years: she is lustful, passion-
ate, quarrelsome, vain, and domineering. But she is also fascinating, earthy,
witty, and optimistic, and like anyone else makes use of what God has given
her to make her life comfortable and profitable— her sexual capital when she
is young, her wits and experience when she is older. She dramatizes the
position of women in medieval Europe, and their necessity to be indirect and
manipulative in order to accomplish anything in this society. She is
Chaucer's answer to clerical misogyny—an ironic affirmation of the clerkly
stereotype of women, that is at the same time an affirmation of women
despite their faults.

Still, this is a male author’s stereotyped view of a woman, and though
the Wife complains that it is men who have done the writing, the fact
remains that she is a character created by another man—the lion still is not
really doing the painting. As Lynne Dickson puts it, “Feminine discourse
remains a possibility that the text is willing to admit, but only in imaginary

1
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terms; feminine speech is ultimately left unaffirmed, imagined but not
actualized” (63).

One approach that might be taken to supplement the Chaucerian view
of women is to take a look at Chaucer’s contemporary, Julian of Norwich,
or their younger contemporary Margery Kempe. Julian’s depiction of the
motherhood of God, and her assertion of herself as one who has experienced
direct “showings” from the deity, do passively, in what might be called a
very feminine way, insist that women are worthy in God’s eyes. Julian’s
constant acknowledgments of the authority of the church do not diminish her
status as one who has received truth directly from God, and this experience
gives her, a woman, an authority equal to that of any male clerk.

Margery Kempe also claims a personal relationship with Christ, whose
private reassurances to Margery establish her legitimacy in her own mind.
Her confrontation with the Bishop of Leicester casts her in the role of Christ
before Pilate, and she depicts herself as victorious in this confrontation.
Still, her authority is a very feminine one: Margery’s public weeping as well
as her outlandish white garments subject her to public scorn, but she is told
that in suffering through this contempt she will merit God’s grace. Thus
both Julian and Margery attack the problem of clerkly authority in indirect,
oblique, “feminine” ways: they do not directly confront the stereotypes of
clerical misogynists, but rather demonstrate indirectly that God values
women and may give them authority to speak his word as well as men.

Christine de Pizan, on the other hand, is another matter completely. In
The God of Love’s Letter, Christine, like the Wife of Bath herself, had
complained that women had not written books, and as a result had been
unfairly depicted by writers since antiquity. Lynne Dickson calls Christine
“one of the first women to open a space for women to resist patriarchal
discourse, at least in literary terms,” and says that “her objections find
perhaps their most mature articulation in her Book of the City of Ladies”
(63). In the Book of the City of Ladies, Christine describes her encountering
the slanders of male clerks while reading in her father’s library. Through her
reading she has come into contact with the tradition of misogyny fueled by
the works of St. Paul, of Tertullian, of Jerome, of Jean de Meun in the
Roman de la Rose, and is particularly affected by Matheolus’s Lamentations.
She depicts herself as depressed after perusing this text: she knows she
should respect the authority of these learned men, but is unable to reconcile
what they say about women to her own experience of women that she knows
and of her own soul. But she is confronted by three allegorical women—
Reason, Rectitude, and Justice—who through tales of virtuous women
(learned women, warrior women, saintly women) help Christine build the
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studying medieval English literature may not be immediately apparent. It is
useful in a literature class to first consider the relationship of Joan herself
to the English figures that students might already have considered: to
Chaucer, Julian, and especially Margery. The common bond that links all
four theologically is the specter of Wycliffitism. This is not the place to
discuss a whole history of Wycliffe and the Lollards, but consider these
literary connections: Wycliffe, we know, was a contemporary of Chaucer’s
and was supported, for a time, by John of Gaunt, Chaucer’s friend and
patron. His unorthodox opinions having been condemned by the Pope, any-
one expressing remotely similar opinions might well come under suspicion
of being a Lollard and therefore a heretic. Among these heretical views
were ideas that threatened the power of the church, like Wycliffe’s
contention that sacraments performed by a priest in a state of sin were not
legitimate. Controversy over this notion is in part behind the Pardoners
Tale, and the Pardoner’s claim that, though he is a sinful man himself, he
can win others from sin. In any case this and other Wycliffite practices and
beliefs, such as the translation of the Bible into English and the denial of
transubstantiation, were a danger to priestly authority. Thus the threat
that someone like Julian of Norwich could pose to the authorities: here
was a woman who claimed to have direct knowledge of God, not to be
interpreted by a priest but experienced directly by a woman. No wonder
Julian so vigorously announces in her text that she submits herself in all
things to the authority of the church. It was the only safe thing to do:
“In all thing I beleue as holy chyrch prechyth and techyth” says Julian,
emphasizing that she will not accept anything in her visions that contradicts
the doctrine of the Church (323).

" Margery was even more suspect. By the time of her spiritual awakening
and pilgrimages, Wycliffe’s doctrines had spread to central Europe and
become a practical threat to the established church. The connections
between England and Prague made possible by King Richard’s marriage to
Anne of Bohemia had put Wycliffite texts into the hands of Jan Hus, and his
reforms threatened the church hierarchy? But the English Parliament,
anxious to suppress heresy, enacted a law in 1401 that provided for the trial
and punishment of heretics. Trial was to be by ecclesiastical authority, and
the ultimate punishment for one found guilty was burning at the stake (Boyd
113).

Margery’s interview with Thomas Arundel, Archbishop of Canterbury,
which takes place about 1413, is therefore not a friendly visit—he is feeling
her out for heresy. More serious is her trial and detention at Leicester in

1417.
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Than ther cam a preste to hir and toke her be the hand and browt
hir beforn the abbot and hys assessowrys, syttyng at the awter,
the wheche dedyn hir sweryn on a boke that sche schulde
answeryn trewly to the artyculys of the feyth, lych as sche felt in
hem. And fyrst thei rehersyd the blysful sacrament of the awter,
chargyng hir to seyn ryth as sche belevyd therin. (234)

By this time the Council of Constance had burnt Jan Hus at the stake
and had exhumed the body of Wycliffe to burn it as well. Margery is
questioned about her specific understanding of the Lord’s supper—a major
bone of contention with the Hussites as well as the Lollards—and it is clear
that the mayor of Leicester is in favor of Margery’s burning, though the
bishop finds her innocent.

By the time Joan of Arc is placed in the hands the English by her
Burgundian captors in 1430, the church is in the midst of one of their five
unsuccessful crusades against the Hussites—and significantly Marina
Warner has mentioned that there were rumors among the French in Joan's
lifetime that she was a Hussite (178). The English, embarrassed by the
spread of their home-grown heresy and needing orthodox allies in their war
against France, and buttressed by that anti-heretical statute passed by
Parliament in 1401 that is also law in English-occupied France, are acting
within that law when they try Joan by an ecclesiastical court and burn her
for heresy. Many of the questions directed to her during the trial have to do
with the same kinds of concerns about the Eucharist and priestly authority
that characterized Margery Kempe's earlier trial. Ultimately it is failure to
recognize the authority of the Church that condemns Joan, and it is a Church
in fear of the Hussite challenge to its authority, and an English Church
wishing to emphasize its orthodoxy, that burns her at the stake.?

But all of this is far from the mind of Christine de Pizan when, at the
height of Joan’s triumphs, she writes her last poem in celebration of the
Maid of Orleans. For Christine, two things are clear: the first is that Joan is
chosen by God to do great deeds in his name; the second is that Joan is the
perfect contemporary exemplum of Christine’s argument for the virtue,
courage, and intelligence of women.

Thus part of her task in the poem is to argue Joan’s stature as God’s
champion. It is useful here to compare Christine’s method of arguing with
the Wife of Bath’s. In the thirteenth century, Roger Bacon had delineated
three ways that the human mind can find the truth: one is through experi-
ence, another is through the arguments of authority, and the third is by direct
divine revelation:
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For there are two modes of acquiring knowledge, namely, by rea
soning and by experience. Reasoning draws a conclusion and
makes us grant the conclusion, but does not make the conclusion
certain . . . unless the mind discovers it by the path of experience.
... [BJut this experience does not suffice him . . . and does not
touch at all on things spiritual. It is necessary, therefore, that the
intellect of man should be otherwise aided, and for this reason
the holy patriarchs and prophets, who first gave sciences to the
world, received illumination within and were not dependent on
sense alone. (Bacon 11, 583-85)

Since divine revelation was a special case and did not occur under normal
circumstances, the scholastic clerk must rely on experience and authority in
establishing the truth of an argument.

The Wife of Bath begins her argument this way:

“Experience, though noon auctoritee
Were in this world, is right ynogh for me
To speke of wo that is in marriage” (Il. 1-3)

What follows is an argument based on biblical authority in opposition
to the likes of St. Jerome and St. Paul, and an examination of Alison’s own
experiences in five marriages. It is less an argument proving the “woe
that is in marriage” than it is a spirited defense of sexuality and by
exten-sion women. But in making the argument, Alison imitates the style of
clerical dialectic, a style that she presumably learned from her fifth husband,
the clerk. Kevin Brownlee has written that “the clerkly voice was by
definition male, linked to Latin as father-language and to the dominant
association of Latin learning with exclusively male social institutions”
(“Discourses” 200). But Alison here steps vigorously into a clerkly,
male-dominated discourse.

When Christine became a professional writer, she too, like Alison, had
in many ways to adopt the style and voice of the male writers whom she was
joining. In her autobiographical Livre de la inutacion de Fortune, Christine
describes her mutation into a man as she becomes a professional writer: in
order to assume, as Christine McWebb puts it, “a marginalized position as a
writer in an antifemale literary community dominated by clerics” (134), she
must adopt the speaking voice of the male gendered writers of her age.
Kevin Brownlee describes how Christine, in some of her earlier works,
particularly the debate on the Roman de la Rose,
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expertly employs clerkly discourse to confront the single most
authoritative clerkly figure in the medieval French literary

canon: Jean de Meun. In so doing so she expands the very terms
of the clerkly discursive system in such a way as to authorize her
own identity as clerkly speaking subject. (“Discourses” 221)

And so Christine, like Chaucer's Wife of Bath, becomes a woman
speaking in the male-dominated discourse of the clerks, but does so in a real,
not a fictionalized, setting—and does so more successfully. Christine’s
argument, proving Joan’s divine mission and, by extension, the value of
women, thus also uses experience and authority, the evidence for truth in
masculine scholastic dialectic, but adds Bacon’s third path to truth: divine
revelation, a path to truth that by the early fifteenth century was more
likely than not to use the feminine voice. It was through divine revelation
that Julian, Margery, and Joan of Arc herself had claimed authority.

Thus the chief purpose of Christine’s poem seems to be to argue
convincingly that Joan is God’s divine representative, and a secondary
purpose seems to be to create for Christine the role of seer and prophet, to
give her the female authority of contemporary mystic or the historical sybil.*

Experience, empirical evidence, is the first source of truth for the
argument. Joan’s victory at Orleans is the chief action that proves her divine
mission, as Christine sees it;

Oh, how clear this was at the siege of Orléans where her power
was first made manifest! It is my belief that no miracle was ever
more evident, for God so came to the help of His people that our
enemies were unable to help each other any more than would
dead dogs. It was there that they were captured and put to death.
(st. 33)

But the example of Joan’s personal faith, obvious to all those who meet her,
equally supports Joan’s claim to divine inspiration:

And, in truth, the beauty of her life proves that she has been
blessed with God’s grace—and for that reason her actions are
more readily accepted as genuine. For whatever she does, she
always has her eyes fixed on God, to whom she prays and whom
she invokes and serves in word and deed; nowhere does her
devotion ever falter. (st. 32)

Joan’s success is nothing short of miraculous, and it puts her into the
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category of other heroic women chosen by God to accomplish great
feats: Christine compares Joan to the biblical figures of Esther, Judith,
and particularly Deborah—indeed, as Deborah Fraioli points out, the
poem echoes Deborah's hymn in Judges 5 in that it is a song of victory
“marked by joy, by thankfulness to God . . . and by enthusiastic anticipation
of the enemy's annihilation” (816).* So much for the argument from
experience.

As for authority, Christine can cite specifically the authority of the
clerical establishment. She refers to Joan's examination at Poitiers by
the King’s appointed commission, an examination that Joan passed success-
fully before being sent to Orleans:

Her achievement is no illusion for she was carefully put to the

test in council (in short, a thing is proved by its effect) and well
examined, before people were prepared to believe her; before it
became common knowledge that God had sent her to the King,
she was brought before clerks and wise men so that they could
find out if she was telling the truth. (st. 29-30)

The Aristotelian tag “a thing is proved by its effect” reinforces the idea that
Christine is using the discourse of clerkly dialectic here and systematically
arguing through authority for Joan’s divine mission.

Authority for Christine comes mainly in the form of prophecy.
As Brownlee puts it, she “explicitly utilizes the discourse of prophecy
to authorize the unfolding present” (“Structures” 378). She cites the prophe-
cies of Merlin, Bede, and the sybils, which had, at least by the time of
Joan, been interpreted to suggest that a virgin would come to destroy the
English:

But it was found in history-records that she was destined to accomplish

her mission;

for more than 500 years ago, Merlin, the Sibyl and Bede foresaw
her coming, entered her in their writings as someone who would
put an end to France’s troubles, made prophecies about her, say
ing that she would carry the banner in the French wars and
describing all that she would achieve. (st. 30-31)

Along with these prophecies, Christine is also aware of another prophetic
tradition. Within the genre of French patriotic literature of the sort written by
Eustache Deschamps, whom Christine admired, a prophecy of the “Second
Charlemagne” had become current. French patriotic literature purported
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that the French were God’s elect people (evidenced by earlier rulers,
particularly Charlemagne). By extension, it was prophesied that a second
Charlemagne would arise, “Charles, son of Charles,” who would “expel
the enemy from the kingdom, conquer Rome and achieve peace as emperor
of all Christendom” (Faioli 827). Christine, even at times using
Deschamps’own words, sees Joan’s coronation of Charles as helping to
bring this about.®

In addition to the arguments from experience and authority, though,
Christine also engages in argument from divine revelation. That is, it is not
only the authorities of other prophets to whom Christine alludes in the Ditié
that are offered as evidence for Christine’s argument. Christine implies that
she has had direct revelation about Joan’s future. Thus Christine, like Julian
of Norwich, like Margery Kempe, like Joan of Arc herself, in part supports
her authority in the way other women of her time did: not through experi-
ence or literary authority but rather through revelation. As Maureen
Quilligan asserts, “Christine uses prophecy in the Ditié to authorize her own
celebration of Jehanne’s advent” (280).

Anne D. Lutkus and Julia M. Walker point out how the poem’s open-
ing, the “Je, Christine” of the first stanza of the poem, “invokes the author-
ity of no muse or patron saint; she claims authority to speak as coming
directly from God” (151). Within the poem, Lutkus and Walker note that
Christine includes two types of prophecy, which they call “subjunctive and
declarative.” Verses dealing with Charles suggest that he may be the fulfill-
ment of prophecy, but verses dealing with Joan assert that she definitively
is the fulfillment. Lutkus and Walker assert that Christine has constructed
the poem very deliberately with the intent of making herself appear to have
prophetic powers, suggesting that the date with which the poem ends:
“composed the last day of July 1429.” is almost certainly not accurate.
Charles had signed a two-week truce with the Burgundians after his
coronation, and that truce had not yet expired by July 31. Taking Paris had
not become an issue until late August or early September. Christine’s
predictions about the Maid’s attack on Paris are probably written during
Joan's attempts to take the city in early September.

Written during late August or early September, the verses would
have the force of political immediacy. In that case, the poem
draws upon the construct of historical prophecy by being dated
in July. Christine de Pizan, like the oracles she cites, constructs
herself as knowing what must happen in the future. (Lutkus and
Walker 149)

[ —
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Christine’s most obviously prophetic stanzas occur particularly in her
predictions that Joan will destroy the English, will restore the Church to
unity and wipe out heresy (remember Christine writes while the “Great
Schism” is just being healed, and while the Hussite wars are raging), and
will reconquer Jerusalem and bring peace to Christendom.

She will restore harmony in Christendom and the Church. She
will destroy the unbelievers people talk about, and the heretics
and their vile ways, for this is the substance of a prophecy that
has been made. Nor will she have mercy on any place which
treats faith in God with disrespect.

She will destroy the Saracens, by conquering the Holy Land. She
will lead Charles there, whom god preserve! Before he dies he
will make such a journey. He is the one who is to conquer it.
It is there that she is to end her days and that both of them are to
win glory. It is there that the whole enterprise will be brought to
completion. (st. 42-43)

It should be stressed that Christine, as she assumes her prophetic voice
in the poem, presents herself not only as seer, as new Sibyl,” but as a divinely
-inspired prophet. She has presented her argument like a clerk by experience
and authority, but now offers it like a visionary—like Julian, Margery, or
Joan herself—in fact, like a prophet of the Old Testament, whose truth
comes from direct divine revelation. This in part explains why the poem is
structured as it is, with direct addresses to various constituents, friends and
foes of Joan. In her addresses to the various enemies of Joan and the King,
Christine adopts the discourse of the prophetic oracles of doom spoken by
Old Testament prophets. Like Amos (see esp. 1-2), she foretells doom for the
enemies of the Lord. The English, for their aggression against the French,
face destruction:

And so, you English, draw in your horns for you will never
capture any good game! Don't attempt any foolish enterprise in
France! You have been checkmated. A short time ago, when you
looked so fierce, you had no inkling that this would be so; but
you were not yet treading the path upon which God casts down
the proud. (st. 39)

The Burgundian party, to Christine’s eyes French traitors who turn their
backs on their true King, will be struck down:
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Oh, all you blind people, can’t you detect God's hand in this?
If you can't, you are truly stupid for how else could the Maid who
strikes you all down dead have been sent to us?— And you don't
have sufficient strength! Do you want to fight against god?
(st. 47)

And Paris, if it resists the Maid, will be humbled:

Oh Paris, how could you be so ill-advised? Foolish inhabitants,
you are lacking in trust! Do you prefer to be laid waste, Paris,
rather than make peace with your prince? If you are not careful
your great opposition will destroy you. I would be far better for
you if you were to humbly beg for mercy. You are quite miscal-
culating! (st. 55)

Christine further utilizes the discourse of the Old Testament prophets
when she addresses the soldiers who fight alongside Joan. Like the “saving
remnant” of Isaiah 10:20-22 they will regain the promised land; and like the
remnant of Isaiah 11:10-16, they will conquer the enemies of the Lord:

And you trusty men-at-arms, who carry out the task and prove
yourselves to be good and loyal, one must certainly make men
tion of you (you will be praised in every nation!) and not fail to
speak of you and your valour in preference to anything else,

you who, in pain and suffering, expose life and limb in defence
of what is right and dare to risk confronting every danger. Be
constant, for this, I promise, will win you glory and praise in
heaven. For whoever fights for justice wins a place in
Paradise—this I do venture to say. (st. 37-38)

Indeed, like Zephaniah (3:8-10) and Zechariah (14:16-21), Christine fore-
sees a day of the Lord as a time when the whole earth will be subdued and
worship God, and like Isaiah, Christine sees the chosen people—the French
with Joan as their leader—acting as a “light to the nations, that my [God's]
salvation may reach to the end of the earth” (Isaiah 49: 6, NRSV). For Joan
“has not yet accomplished her whole mission! 1 believe that god bestows
her here below so that peace may be brought about through her deeds”
(st. 44).

The woman’s voice has, in the authorial voice of the Ditié, reached the
same stratospheric heights of discursive authority that Joan herself has
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reached in the political sphere. More than any Old Testament hero— Moses,
Gideon, Joshua (see stanzas 23, 25, and 27)—Joan has miraculously
achieved God’s will. More than any Old Testament prophet— Amos,
Zechariah, Isaiah— Christine has spoken God's word in this poem. Whether
Christine lived to see Joan’s capture and execution and her own prophecies
proved false, we do not know. One would hope not. But the authoritative
voice that Christine creates for the female writer through texts like this one
does not crumble with Joan’s ashes, but ultimately surpasses that of Julian
of Norwich, Margery Kempe, or even the Wife of Bath in its claim to author-
ity. Christine not only plays the clerks’ dialectic game and wins, but plays
the female mystics’ inspirational game as well. Her voice and Joan's story
serve as worthy counterbalance to the clerical male authority of most
medieval texts. They belong in a medieval literature classroom.

Notes

' Though it is difficult to judge the quality of the poetry in an English
prose translation, Kennedy and Varty take time in the introduction to their
edition of the poem to describe the abrupt sentence-structure, “dislocat[ion]”
of “normal verse patterns,” grammatical flaws, and “slips in rhyme and
versification” that, in their view, are evidence that the poem was composed
very quickly, probably mainly between July 23 and July 31 of 1429 (17).

*Queen Anne is popularly thought to have owned a Lollard Bible. How
much the queen herself contributed to the spread of Lollardism, in England
or her own country, is a matter of debate. For an objective discussion of the
matter, see Andrew Taylor, “Anne of Bohemia and the Making of Chaucer,”
who asserts that “if [Anne] not only owned a copy of the Wycliffite Bible
but also let this be widely known, it would have been patronage of the most
powerful order” (103). But Taylor concludes that, simply, “We do not have
enough information to make such confident judgments” (106).

* Beverly Boyd, in “Wyclif, Joan of Arc, and Margery Kempe,”
discusses the relationship between Margery’s trial and Joan’s, and the
relationship of both to Lollardism, in some depth.

* Harry F. Williams is, it seems to me, surely emphasizing the wrong
aspect of the poem when he says that Christine’s “main intent was to record
for posterity the historical importance of events in the year 1429” (234).
Anne D. Lutkus and Julia M. Walker must be closer to the truth when they
say that the poem is “political propaganda presented as poetic prophetic
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history™ (145), asserting that the poem is not so much for posterity as it is
for the immediate audience of the time. Kennedy and Varty insist that
“Christine’s central theme” is “the miraculous intervention of Providence,
and the transformation which this has brought about in her own and France’s
fortunes™ (10). Two subsidiary emphases that they stress are “that God has
espoused the French cause and positively wills the defeat of the enemy™ (14)
and “that Joan is to be seen as an outstanding, representative member of the
female sex” who has “brought honour and glory to all womankind™ (15).
Alan P. Barr emphasizes Christine’s use of Joan as an exemplum in the
ongoing Querelle des Femmes that Christine had begun, and that “Joan is to
be seen as the manifestation of God’s grace and as the woman He has
chosen to manifest it” (6). My own view is that Christine sees Joan as divine
sanction of the French cause, but more specifically a divine vindication of
the female sex, including the author herself.

* Faioli details the history of these comparisons, not original to
Christine. They had begun apparently with the Poitiers commission itself,
which first examined Joan after her initial visit to the Dauphin in 1429, and
were repeated in three treatises written in 1429, including one known as De
quadam puella, thought to be the work of Christine’s friend Jean Gerson
(Faioli 811-16).

¢ For a detailed account of these prophecies and where they came from
prior to Christine’s use of them in her poem, see Faioli’s article.

" Kevin Brownlee, in “Structures of Authority in Christine de Pizan’s
Ditié de Jehanne d’Arc,” gives a good summary of the importance of the
role of the Sibyl “as authoritative female figure of religious and political
prophecy” in Christine’s earlier works, including the Letter from Othea, The
Path of Long Study, and the Book of the City of Ladies (380-83) and notes
that by stanzas 42-43, “Christine has become a new, Christian sibyl with
regard to Joan™ (385).
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Using Science to Teach Fiction:
Computers in the Literature Classroom

Lysbeth Em Benkert
Northern State University

Over the course of my teaching career [ have slowly integrated tech-
nology into my classes. Most notably, I have increasingly relied on comput-
ers to supplement normal classroom activities. When 1 started, 1 believed
computers would be able to help out with several problems I have encoun-
tered with my students, and the technology has mostly done what 1 have
asked of it. However, the technology has also raised its own set of problems.
The most obvious failing is, of course, that technology doesn’t always work.
A less obvious, and less expected, drawback is that the technology demands
that I surrender a certain measure of control over my classes— both over the
students and over the content—that [ had always fancied myself to have.
What I would like to do is to share with you what I had hoped to accomplish,
what I did to reach those goals, and how I both reached and fell short of
those goals.

When 1 first started using computers in my classes, it was on a fairly
simplistic level. T was scheduled to teach my composition course in a com-
puter lab, and so I had the students use the computers to do directed
freewrites and revision workshops in class. This worked pretty well, and
really was the only way I chose to use computers in my classes for a long
time, because I was pretty much a technophobe.

After a few years, I began to explore other options. When [ got to
Northern State University, they were using software in their composition
classes that allowed students to conduct on-line, real-time conversations.
This, I thought, was a great idea, because getting freshman to talk in class is
about as easy as teaching a cat to swim. [ began using this software two or
three times a month as a supplement to regular class discussions in order
to include students who would not normally speak up in a large-group
discussion.

From here, I expanded my computer use. I began a save-paper
campaign and started e-mailing assignment sheets to my students instead of
handing out copies. Then I learned how to post a web page and posted my
syllabi and reading lists. This is when { first started to use computers in
conjunction with my literature classes. Again, it started out on a very simple
level. | posted the reading list for my Shakespeare course on a web site and
I e-mailed copies of study questions instead of giving out photocopies.
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Shortly after this my computer projects multiplied when the school
began teaching us how to use a web program called WebCT. WebCT atlows
the user to set up a set of password-protected pages that can be tailored to fit
the needs of an individual course. In these pages, a course designer can
include such things as course content or lectures, pictures, links to outside
web pages, single pages of information, a chat room, a bulletin board, a
course grade book, simple quizzes, a course calendar, and a course diction-
ary. All of these are accessible only to students enrolled in the course, or to
whom the instructor otherwise allows access. The first illustration shows the
home page I designed for one of my Shakespeare courses, and gives a
general idea of some of the program’s possibilities (fig. 1).
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Fig. 1. WebCT Homepage for Shakespeare II, The Tragedies and Romances

I became sold on the technology immediately. Obviously 1 had over-
come my technophobia of earlier years, and now I threw myself whole-
heartedly into the project. I believed that this would solve several problems
that I encounter on a perennial basis. First, I had hoped to limit the strange
communication breakdown that occurs somewhere between my mouth and
the students ears, that results in their hearing something very different than
what I may have said. In my Shakespeare course, this often results in the stu-
dents writing on an exam that Shakespeare was born in 1588, or started
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writing plays in 1558.

Secondly, I wanted to address the limitations of a structured class
discussion. Class discussion inevitably centers around my interests and my
textual concerns (logically enough). Student interests are necessarily subor-
dinated to my concerns because [’m the one who sets up the parameters for
our conversations - we use my discussion questions and my lectures, and my
textual selections are the ones used to guide groupwork and large discussion.
This is not inherently a bad thing, because there are certain things that I want
to make sure the students see, and I want to model a method of critical
reading for them. However, this does to a certain degree stifle alternative
readings. Even though I try hard to foster an open atmosphere in which
students feel comfortable to voice their opinions and argue for alternative
interpretations, the structure of the classroom cannot help but limit the
parameters of what is discussed.

WebCT had the tools to address these concerns. The first set of course
pages I set up were for a Shakespeare course on the tragedies and histories.
To address the first problem, my goal was to upload the outlines of all my
class lectures and a set of study questions for each play, which I “revealed”
to the students as I assigned the readings. This would allow the students to
double check their notes with mine before they wrote a paper or sat for a
mid-term. This would, I hoped, bridge the communication gap before they
wrote on a test that Desdemona and Cassio really did have an affair and that
was why Othello killed her.

To address the second problem, I decided to require the students to use
the course bulletin board outside of class instead of having them keep
reading journals. Once a week the students were to log on to the bulletin
board and post a message - either an original message or a message in
response to someone else's post. I didn’t care what they said, as long as it
was substantive (writing “I agree” in response to someone else’s post was
deemed insufficient) and it was about Shakespeare. Preferably, the messages
would relate directly to the plays we were reading that week. The second
image shows the bulletin board from this course (fig. 2).

This semester (Spring, 2000) I expanded my plans. For my Introduction
to Literary Studies course, I set up a set of pages that I would build with the
students during class time. This is the “gateway” course for beginning
English majors and minors, so my goals are pretty simple ones: introduce
them to the various genres, build a common vocabulary through which we
could discuss those genres and improve the students’ reading and writing
skills in the process. Rather than posting lecture notes as 1 had done for
Shakespeare, I decided to try and improve the interactivity of the pages. I
wanted to use the bulletin board in class rather than outside of class, and 1
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Fig. 2: A sample bulletin board message from Shakespeare II

wanted the students to build their own literary dictionary on line. I hoped
that this would accomplish three things. First, to include more students in the
class discussions—these folks were painfully shy except for a few upper-
classmen who just happened to put off taking the class until their junior
years. If I was to get the true freshmen and sophomores to speak in class, it
was going to have to be silently. Secondly, I thought that using the bulletin
board would improve their writing skills as well. They would have to think
carefully about what they were going to write on the bulletin board and they
had to explain themselves carefully enough that the rest of the class could
understand. Thirdly, I hoped that by writing their own definitions and
explaining them through their own examples in an on-line dictionary, those
definitions would be much more meaningful than if I supplied the defini-
tions and asked them to repeat them for me on a test.

In many ways, the technology has answered my expectations in both
Shakespeare and the Introductory class. Class participation does improve
when the students discuss on line. When shy students no longer have to hear
the sound of their own voices, they feel more free to add to the discussion.
In both my writing and my literature courses, this has been the case. The
quality of the students’ responses also markedly improves over the course of
the semester, as long as they don't get lazy or complacent. They explain
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themselves more thoroughly as they realize that other students cannot under-
stand what they mean without some explanation. In the Shakespeare course,
students did check out lecture notes and some actually cite these pages in
their papers and projects. The glossary also seemed to answer all of my
expectations, especially when I was able to ask the groups to go back and
correct definitions that were incorrect, or insufficiently explained, or when
the examples were inappropriate.

However, my technological journey has not been without potholes, and
I have encountered problems that [ did not originally anticipate. The biggest
problems are the ones I should have expected. The time commitment in
creating these pages is fairly big. I spent many hours over the summers
creating these pages, and then during the semester I spent many more hours
trying to keep them updated. This was especially a problem with the
Shakespeare course, because [ do not type my lectures—1 write them out by
hand. This meant that in order to upload them, I had to type them into the
computer. As a result, the amount of material I have for the first few plays
is far more substantial than for the last ones.

The second problem, again, is something I should have anticipated —the
inherent unreliability of any technology on which one has come to rely.
Halfway through the semester of the Introductory course, the WebCT
server crashed. I had no backup, because I assumed the server administrator
was keeping regular backups. She was not. As a result, [ lost all of the
studentgenerated material for the Intro class. All of our bulletin-board
discussions and, more significantly, our entire dictionary. I have still not
decided how to remedy this second loss this semester, though I do know that
I will never go without backing up my courses regularly ever again.

These, however, are technical problems that can (or at least should) be
anticipated. What 1 had not anticipated, and what I am still trying to wrestle
with, is the loss of control that electronic environments promote. When |
hand out an assignment sheet, I know that even if a student loses it the
second they leave the room, that I have seen it rest in her hands and she has
at least glanced at it. In a similar way, when I give a lecture, or lead a class
discussion, or even have the students discuss something in small groups, I
have a certain degree of control over what happens. Of course, the degree of
control varies with each of these activities, but I do exercise some influence,
even when the students are in small groups. I usually move from group to
group and answer questions, or prode the students to look at specific
passages in the works, or push them to think a little more deeply about their
answers to my questions.

However, if I simply post an assignment sheet on line, I never know if
the student ever actually goes to look at it. Even if I go over the sheet in
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class, I have lost a measure of control over whether they will see that hand-
out. I have had students who have gone the entire semester without actually
finding out what the paper assignments were; they just sort of guessed from
class discussion and asked a few vague questions, but the specifics were left
mostly to chance. In the same way, students never have to access the course
calendar, or look at any of the other cool supplements that I have spent so
many hours constructing. It is simply out there, and requires that the students
put forth the effort to look it up. This drives me crazy, and short of going
back to Xeroxing everything I have no solution to it. I suppose you could
argue that these are the students who would end up losing the handouts,
anyway, so what does it matter if they don't look at a web site, since they
wouldn't look at the handout, either? But somehow the handout gave me the
illusion of control.

The second question, however, presents a greater challenge to me. The
bulletin board on WebCT seems to be a great leveller. 1 can post an initial
question, but I cannot make the students read my follow up questions or my
responses to their own posts. Even if they do read my responses, they are in

'no way obligated to respond to those responses. The authority evoked by my

physical presence during a group discussion is apparently erased in an
electronic environment. As a result, if the students get offtrack, or if they
start reducing the material to simplistic moralizations, or if they are, in my
humble opinion, completely missing the point, it is much more difficult for
me to re-direct the conversation.

Let’s just take a look at an extreme case of this. In late March, my
Introductory course was reading The Tempest. 1 had been working with a
high school teacher in Watertown, and we thought it would be interesting if
we could have our classes discuss the work together over WebCT. So, Linput
her students’” names and we scheduled a day on which both classes would
log on and discuss the play on the computer. I initially posted three or four
questions just to get things started. The first question dealt directly with
characterization. The day before, my class had talked about “classifying” the
characters: students talked about whom they might label “good guys” and
who they would call “bad guys.” In the course of this, the students in my
class began to see that these are problematic categories. The initial questions
I posted in the bulletin board were designed to build on that original discus-
sion. The third image shows what I posted to start our joint discussion (fig.
3). This set off a fairly extensive conversation, and resulted in 37 related
postings.

This would seem to be a wholly good thing, until we lock closely at
what happened. At first, we get some thoughtful responses, as you can see
in the fourth image (fig. 4). Jennifer has clearly read the play carefully and
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; bacsuse some may be bothk good and bad due to the mitustion
; that they are in. Prospero, for example, is generally
! classified as a good character in my mind. However, his
motives are sketchy vhen he puts his daughter to sleep and
: has iriel cast the spell on the ship. I root for him

H because he was vronged in the pagr, but is that o
Beset ¢ justification for his anvica?

i The seme rings true for Caliban and Airiel, It {s difficult
not to feel soxry for vthem. Ariel vas saved by Prospero and
is somewhat in debt to him, therefore he must abide by what

. Prospero wants. (The ship-vrecking} Calibsn is kind of the

. same way, He is not a pleasant cbaracter, but his physical
appearance is enough to sympathize a lictle with him,

Fig. 4: An early response in the play discussion
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7™ 42, Nathan Fleming (Fr, Mar. 24, 2000, 10:35)
" 59. Lindsay Wayt (Fri, Mar. 24, 2000, 10:43)
™ 82. Nathan Fleming (Fri, Mar. 24, 2000, 10:58)

1. 83. John Zirbe! (Fri, Mar. 24, 2000, 10:59)

" 50, Lindsay Wayt (Fri, Mar. 24, 2000, 11:03) :
I 54. Eddie Andrrson (Fri, Mar, 24, 2000, 1041) E
1™ 12. Mada Russell (Fri, Mar. 24, 2008, 10:17) __J
= 17. Kiisten Bottomly (Fri, Mar, 24, 2000, 16:19)
I 20. Instructor (Fri, Mar. 24, 2000, 10:22)
™ 25, Michelle Retcham (Fri, Mar. 24, 2000, 10:26)

ollow Up: Pulling Together Some Threads [Forum: Main]
17 2. Instructer (Thu, Mar. 23, 2000, 15:25)

1 & Janel Watworth (Fri, Mar. 24, 2000, 10:12)
T 14. Crystal Lien (Fri, Mar. 24, 2000, 10:18)
- T2T7. Tk Ziched (Fi, M.

{ [Prov Thooed]es Toread) Provio Theead] Nein Thieed]
; Article No. 59: [Branch fom no. 42] posted by Lindsay Wayt on Fri, Mar. 24, 2000, 10:43
. Subject: re: Opening Question: The Tempest

{1e all dep on your ions- that is why it is
duifzicult but possible to classify charactecrs as *good” or
. mevile

=] B o Bﬁﬂ 8... (B Mool Po. F IUWeECT T

Fig. 5: Discussing “good and evil” in The Tempest.
is wrestling with its implications. But look at what has already happened.
My original language has been mutated in a significant way from “good
and bad guys” to “good people and evil people”—phrases that more fully
polarize the distinctions we had been discussing. The fifth image compiles
several responses, and shows how the thread seems to get stuck on this
question of classification (fig. 5). The discussion became unable to get
beyond simple statements to look at the implications of these classifications
or the inadequacy of classification. Even later in the discussion, students
kept returning to this notion.

The problem, here, of course, is exaggerated, because many of these
students were not mine, in the sense that I did not give them grades at the
end of their term, and because I was not actually in the room with them.
Also, the Watertown students are still in high school, which necessarily
affects the shape of the conversation in a number of ways. It does, however,
highlight something that has frustrated me about other on-line discussions
I have held, and it gets to the heart of a very important question about
teaching. How much control do I need to have, and is that the same thing
as how much control I want to have? I suppose the answer to the second
question is “probably not.” But what about the first question? I find that I am
uncomfortable giving up the control that I believed myself to have in the
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classroom, and I find myself frustrated as a result.

These frustrations have lead me to ask myself about the balance in my
classes between student-driven and instructor-driven agendas. When I was
in graduate school, composition instructors kept talking about the need to
give up control, to introduce a little constructive, student-driven chaos into
our classes in order to give the students ownership of their education and the
writing process. This is one goal I thought might be achievable through
computers—I thought that computers might encourage students to express
their own views about their readings, to open up the range of possible direc-
tions a discussion about a given work could take—something I had initially
tried to address through out-of-class bulletin-board posts. Yet, I find myself
being frustrated with just this opening up, and I find that I am looking for
ways to limit once again or to shape more closely those discussions.

I hope that, as I become more comfortable with the technology and as I
take part in more of these discussions, that I will learn how to balance my
impulse to circumscribe with my desire to let go. At this point, however,
even as I plunge ahead with this project, I find myself in the unfamiliar
position of wanting more authority after working for many years to deny it.
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