ABSTRACT

COLLE, RACHEL. Re-Presenting “The Legende of Haodise’: An Explication offhe
Faerie Queene I.12. (Under the direction of M. Thomas Hester.)

Book I, Canto XlI of theFaerie Queene may be read as a microcosm of Redcrosse
knight’s entire journey. Spenser’s idea that madks too weak to do good, ready to err,
and will only escape the grasps of Satan througit&has been the major theme of the
action of the previous cantos; the lessoreisforced by a re-presentation as the conclusion
of the poem. Canto Xl comprisésur thematicsections defined by events that recall the
stages of Redcrosse’s journey of error. In thet,flRedcrosse proves to still be infected by
pride as he allows his errors to remain hidden fkang Adam. Redcrosse is accused of
these errors in the second section and acknowldtigesin the third division. In the
concluding section Una’s love frees Redcrosse @ttinsequences of these errors. Each
section corresponds to the progression of Redcsadegentures in the previous eleven
cantos, the four divisions therein repeating there¢ theme of Spenser’s pedagogical
portrait: man has need of a lesson in “HolinessEaoise of his natural proclivity to error.

The king of Eden is the audience for Spenser'sesgntation because, as the
progenitor of the human race, Adam needs to readbie of Redcrosse and see that the
nature of man is to err again and again. Not dolgs the king watch Redcrosse repeat his
error, the king himself errs. Even after the degton of the dragon, Redcrosse cannot
conquer his own willful flaws and even in (earthBden, the king cannot discern the
deceptions of Archimago and Duessa. Only Una’m@peech and sincere love can undo
these deceptions and bring forgiveness to Redcgrpsseenting him from receiving the just
consequences of his errors. Thus Spenser condhislesgende of Holiness with a potent

microcosmic picture of man: doomed to perpetualrea saint is a man who errs but



receives favor because he is greatly loved by anpi spite of his failure. | argue that
Spenser’s poem invokes the Biblical narrative deraption and that Spenser writes (and re-

writes) Redcrosse’s error so that the lesson ohes$ may be learned, and, perhaps by

Grace, even remembered.
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Introduction

The final canto of Book | of thEaerie Queene provides a microcosmic thematic
repetition of Redcrosse’s error-ridden adventungbe previous eleven cantos. Having
defeated the “apocalyptic” dragon on which his fattenown as Saint George, exemplar of
English Protestant “Holinesse,” will rest, the mphant knight would seem to have fulfilled
his legendary status. However, in both narrative and formal @ets of language and
structure the surprising misadventures of Cantoaxegl framed to show that man will
perpetually err and cannot avoid being deceivedwily Rather than a Sabbath for the
worthy knight and a marital union with his beloed his loving) Una, the “joy” of his
victory and his learning are turned into “annoy’—dartimately into another separation of
Spenser’s chivalric Everyman from what would seerhd his well-deserved “rest.”

Spenser’s idea that mankind is too weak to do gaead]y to err, and will only escape
the grasp of Satan through Grace has been the thajoe of the action of the previous
cantos (with the exemplary exception, of coursehefmagnanimous Prince Arthur); the
poem concludes with a re-presentation of this tde&inforce the poem’s lesson. Canto XIlI
comprisedour thematicsections defined by events that recall the stajBedcrosse’s
journey of error and need of Grace. In the fiRgdcrosse proves agdambe infected by
pride as he allows his errors to remain hidden ff&mg” Adam. Redcrosse is accused of
these errors in the second section and acknowldtgasin the third division. In the
concluding section Una frees Redcrosse of the cussees of his errors through the
reiteration of her love. Each section correspdondbe peregrination of Redcrosse in the

previous eleven cantos, the four divisions therepeating the central theme of Spenser’s



pedagogical portrait: man needs a lesson in “Heieébecause of his natural proclivity
(Milton would say “inclination”) to error, which nkas him ready to be deceived by evil.
Significantly, in a poem that returns the herdiorigins while unfolding his future,
the king of Eden is the audience for Spenser’d fieigeration of the adventures that form the
bases of the “legend” of Redcrosse. Old Adam, @ndgr of the human race, is the one who
needs to read the tale of Redcrosse and see &aatare of man is to err again and again.
Not only does the king watch Redcrosse repeat bispacticed cycle of error, the king
himself errs, showing how crucial it is for himuaderstand Redcrosse’s tale. Old king
Adam does learn (or learns again) that he carbeth, by his own experience and by
observing Redcrosse. Spenser’s narrative, langaagestructure confirm Redcrosse as a
deeply flawed man. Even after the destructiorhefdragon that menaced the kingdom of
Una’s parents, Redcrosse cannot conquer his owtuMiaws, and even in (earthly) Eden
the king cannot discern the deceptions of Archimagh Duessa. Only Una’s plain speech
and sincere love can undo these deceptions angl forigiveness to Redcrosse, preventing
him from receiving the just consequences of higrera human exemplar of the divine Love
that alone can redeem a fallen fool to be a holgtki. Thus Spenser concludes his Legende
of Holiness with a revealing microcosmic picturentdn: doomed to perpetual error, a saint
is a man who errs but receives favor because fne&ly loved by another, in spite of his
failure. Spenser writes (and re-writes) Redcrassa’or so that the lesson of holiness may

be learned, and, perhaps by Grace, even remembered.



Redcrosse’s Dis-Course

The death of the dragon is not quite the end ofdbgon of holiness, as Spenser
signals at the beginning of Canto Xll with “behdlsee the haven nigh at hand... and
seemeth safe from stormes” (1.1,5; italics mirfe)While the story is “nigh” its end, it is not
there yet, for Spenser shows the seeds of contiewedpresent even in victory. The
conclusion of Canto Xl — “Then God she praysd, #nashkt her faithfull knight / That had
atchieved so great a conquest by his might” (15-8%— is an ambiguous construction that
allows the modifier of “his might” to refer to eehGod or Redcrosse. Confusion about the
source of Redcrosse’s dragon-slaying prowess gtieetsnight as he enters the kingdom of
Eden:

Unto that doughtie Conquerour they came,

And him before themselves prostrating low,

Their Lord and Patrone loud did him proclame,

And at his feet their laurel boughs did throw. .GL2-4)
While Una “praysed” God and “thankt” her knightetbitizens of Eden are not so precise.
They see in Redcrosse a “doughtie Conquerour,”using Redcrosseisnitatio Christi with
Christ himself. Although analogies to Christ déséxo describe Redcrosse in his
apocalyptic encounter with the dragon, Redcrossé liest only Georggeos), a man of
“earth,” as his apt name signifies (Voragine 23@Jith Una’s statement of praise to God and
simple thanks to Redcrosse (11.55.5), Spenseratetia shift away from apocalyptic
parallels and back to Redcrosse’s earthly stafiet.Redcrosse is treated by Eden’s citizens

as if he were a god, honored not with polite bdws,by the crowd’s “prostrating low,”

1 All quotations are from Book I, Canto 12, unlesiseowise indicated.



giving credit for the victory to Redcrosse’s owrotgyhtie” effort. As the procession moves
toward the city, the celebrants “with their garnsestrowes the paved street” (13.4), recalling
the triumphal entry of Christ into Jerusalem.

Redcrosse is as ready to accept this extreme @ik admirers are to give it, still
acting in accordance with the pride that charaoterihim throughout Canto I. He initially
presented a heroic image with his horse, armorcanhly attitude, to be “Upon a great
adventure... / ...To winne him worship” (1.3.1,4). Wieedcrosse finally arrives in Eden,
it appears that he has finished that “great adverittor, indeed, his destruction of the
dragon has served to “winne him worship” from blkitihg and court. They call him a
“renowmed guest” (15.6) and “champion stout” (12.8hd he receives from the king
“princely gifts of yvoire and gold, / and thousahénkes...for all his paine” (12.6-7). He
has the admiration and full attention of the kisgaith utt'rance grave, and count’'nance
sad, / From point to point, as is before expreBistourst his voyage long, according his [the
king's] request” (15.7-9). At the end of this anog Adam remains unaware of Redcrosse’s
errors and the knight continues to accept the kiggod opinion, essentially a deceitful act
that both qualifies him to be the “falsest man@lias he later confesses, and re-presents the
pride that characterized him @anto | when he was incapable of distinguishingeappnces
form reality, the profane from the sacred.

Spenser presented a sequence of cause and efiduicim Redcrosse brought his
troubles on himself through faithlessness and gbur Adam hears a pagan epic, causing
him to “lament [Redcrosse’s] lucklesse state, / Aftédn blame the too importune fate / That
heapd on him so many wrathfull wreakes” (16.448nt only does the king assume the

innocence of this “gentle knight,” he is convindbdt Redcrosse’s “pittifull adventures” are



caused by the capricious pagan “wreakes” of “fagguiaruell freakes” (16.3,7-9). Redcrosse
thus appears more like the heroes of classical oiogly than like Saint George, and the
king’s “regard” (16.3) continues to put him on adie pedestal, now steeped in pagan
imagery rather than the earlier Christological term

This sympathetic response to Redcrosse’s tale Ietlest, at best, the king is a poor
listener who cannot recognize the sequence ofifipgitadventures” as Redcrosse’s mistakes.
(16.3) At worst, Redcrosse has entirely left datdwn agency in his so-called “lucklesse
state” (16.4) and intentionally hidden his inglarsoerrors from the king. While the
statement that Redcrosse “discourst his voyag€ loergainly uses “discoursed” in the sense
of “to speak at length” (OED), the word appropratecalls that Redcrosse dis-coursed on
his adventure. Early on, he abandoned his oridomlrse,” to hunt Una’s dragon, and did
not return to his proper “voyage” until Arthur resd him from another cave of error,
Orgoglio’s dungeon.

Spenser’s pun on “discourst” reflects a part of ®eslse’s history that is unknown to
the king. Adam apparently does not realize treddRosse wandered into error, for he
laments “never gentle knight, as he of late, /&séd was in fortunes cruell freakes” (16.7-
8). Mistaken about the cause of Redcrosse’s tesyBldam expresses amazement at the
number of misadventures “fortune” brought on thegkh However, had Redcrosse been in
truth a “gentle knight,” he would not have been tessed” (16.8). Thus, the king
unknowingly speaks the truth that a “gentle knightuld “never” have the adventures of
this faithless hero. Redcrosse has not at all be'gentle knight” and, as a result,
experienced a particularly treacherous journeyebleg the personifications of his ugliest

errors.



Although Adam’s conclusion that “fate” was the kmig worst enemy may be
entirely his own misinterpretation, Spenser leavptausible that Redcrosse has
misrepresented some of the details. Redcrossemehis journey “from point to point, as
is before expressed,” leading to the assumptianhtisaeport contained all the events from
the preceding eleven cantos, yet Spenser’s teatplivasing, “as...before expressed,” allows
that Redcrosse’s story, while much like the reasim, does not, perhaps, have exact
fidelity to Spenser’s original. Furthermore, thre\aty with which Redcrosse is able to
explain the entire “voyage long,” a mere two linesy indicate that Redcrosse was less
complete than he ought to have been. If his gkssse intentional, then skewing the actual
cause of his “perils sad” is yet another “dis-ceutsEven if Redcrosse did not deliberately
misinform Adam, neither does he correct the kingjJent acceptance of underserved praise
that argues for both his deceit and pride. Confighthese errors, Redcrosse articulates with
dangerous confidence, “for by the faith, which atones have plight, / | bounded am streight
after this emprise” (18.3-4), an ironic pledge gives inability to maintain a straight path
even now. Thus as the knight relates his advemtupelam, Spenser reviews Redcrosse’s
former errors with a reminder that Redcrosse igffal

Redcrosse is not the only erring mortal in the larigden. His futurelaim to the
mantle of Saint George is warranted precisely bee@dam is a similar example of fallen
humanity. Spenser accentuates Adam'’s preoccupaitb courtly luxury, fleshly appetite,
and premature rest by juxtaposing lavishness vatgoxical declarations of humility and
moderation:

Whence mounting up, they find purveyance meet

Of all, that royall Princes court became,



And all the floore was underneath their feet
Bespred with costly scarlot of great name,
On which they lowly sit, and fitting purpose fran3.5-9)

The premise of the passage is that the courswaglied with everything “that royall
Princes court became” (13.6). This includes “gostlarlot” on the floor; but Spenser is
quick to add, tongue in cheek, “on which they lowsity (13.8-9). Spenser’s ironic tone
serves as an introduction to Adam’s obsession evihturely comforts:

What needs me tell their feast and goodly guize,

In which was nothing riotous nor vaine?

What needs of daintie dishes to devize,

Of comely services, or courtly trayne?

My narrow leaves cannot in them containe

The large discourse of royall Princes state.

Yet was their manner then but bare and plaine:

For the’antique world excesse and pride did hate;

Such proud luxurious pompe is swollen up but Igté.1-9)
The demurring narrator pretends to have nothirgatowith the rhetorical question: “what
needs me tell their feast and goodly guize” (141h)Adam’s supposedly “lowly” court, his
“feast” seems a picture of moderation with “nothriagous” (14.2), yet “daintie dishes”
strikes a frivolous note against the measured rhygh“comely services, or courtly trayne”
(14.1-4). The feast swells in dimension as theatarrexplains that he cannot describe the
feast in detail because there would be more toer¢then he has space for in his “narrow”

stanza (14.5). This grandeur is contradicted ket tyas their manner then but bare and



plaine” (14.7) — but it is too late. The imagimatihas already been inspired to furnish the
“royall Princes state” in absence of the poet’s @escription, even encouraged by the hints
at “dainty dishes” and “courtly trayne” and the dmapc declaration that it would be a “large
discourse.” Spenser’s critical sarcasm colorsdreator's comment that “the antique world
excesse and pride did hate”(14.7-8). Finally, Speaims an accusation at Adam’s court
with “Such proud luxurious pompe is swollen up” @y the afterthought “but late” too light
to diminish the criticism. The critique of Adanteurt is only sharpened by Spenser’s
rhyme. The declaration that the poet “cannot .. ta@ioe” the court’s splendor is
sarcastically rhymed with “bare and plaine” (14)5,The alternating lines do the same,
scathingly contrasting “large discourse of royalhPes state” with the false humility of
“excesse and pride did hate” (14.6,8). Spensénduinforms that they had “meates and
drinkes of every kinde” (15.1), lest there remaiy doubt that Adam loves luxury.

A plentiful variety of “meates and drinkes” are u@gd to satiate the king's “fervent
appetites” (15.1-2), a measure of fleshly indulgetiat even characterizes his call for
Redcrosse’s tale. When “their fervent appetitey tjuenched had, / That auncient Lord gan
fit occasion finde” to hear “of straunge adventusesd of perils sad, / Which in his travel
him befallen had” (15.2-5). For Adam, indulgenceéhisf appetite is also the “fit occasion” for
a story and so with the conclusion of his meal tieomly “demaunds” a narrative, but
prescribes a recipe for it. Adam has an “appefite™straunge adventures” (italics mine),
events that are “rare,” “singular,” and “exceptitpgreat,” sharing an essential quality with
the recently consumed “daintie” dishes, foods #ratboth “rare” and “pleasing to the

palate” (OED). Thus Adam’s exquisite dinner is ohaid by a feast for his ears; he seeks



sensual stimulation in both food and entertainnagick even his response to Redcrosse’s tale
is associated with the seasoning of a meal, astésales bedeawd the hearers cheaks” (16.9).
This fleshly indulgence continues as Adam’s respdaaghe knight's narrative
reveals how much Adam is motivated by pleasureetmstional reactions are as “fervent” as
his appetite for “daintie dishes.” Spenser’s actai Adam’s response begins “Great
pleasure mixt with pittifull regard, / That godlyr§ and Queene did passionate, / Whiles
they his pittifull adventures heard” (16.1-3). ¢ay “great pleasure” as the first word of the
stanza, Spenser guides the interpretation of thgikentire listening experience. His
pleasure will be expressed enthusiastically, f@s§onate” is here used as a verb, “to
express or perform with passion” (OED). Adam’bseguent behavior conveys the
gratification he finds even in “pittifull adventig’e since “great pleasure...they did
passionate / while they his pittifull adventuresitte” Adam obtains pleasure through a
variety of emotions, even those which are not fbyoconsidered positive. The story’s
arousal of intense feeling seems to be his gresatisfaction and he plunges into sorrow
with zeal as “oft they did lament his lucklesseest§l6.4). Anger too is an exciting
stimulation as the king and queen “often blamettioamportune fate” (16.5) That they “oft
lament” and “often blame,” reveals their tendernzyntvest a great deal of energy into
expressing their “pitiful regard.” Actually, Adam"salt teares” have more to do with the
pleasure of emotional stimulation than with anylgea sadness at Redcrosse’s “pittifull”

state.



The adventure as Adam interprets it is pure diearssatisfying his emotional
appetite, but containing no resignificance(more phantastique than eikastike, Sidney
would aver). Although Spenser suggests the kisgrprise that “never gentle knight, as he
of late, / So tossed was in fortunes cruell freakes.7-8) should have led him to discern an
explanation for Redcrosse’s frequent mishaps, vamenremembers that passion, for
Spenser, is a sign of a lack of reason, it is nuogerstandable that Adam does not discern
the pattern of error. A fool with a fool’'s expldima, Adam supposes that the “perils sad”
are simply a “luckless state” and “fortunes criidbkes.” A story that is driven by
“importune fate” is essentially nonsense, lacking eational dynamic for actions and
consequences. However, in such a story there mead to seek a lesson because there can
be no explanations; all is illogical and follows pattern. Adam’s “great pleasure” shows
that he heard the story he wanted to hear, a stitinyno logic or significance, only
sensations.

If Redcrosse told his tale accurately, then Adawculpable for preferring an
irrational to a rational interpretation, thus avoglany learning he might have gained. But
even if Redcrosse, as Spenser seems to leavelpgugossed over the errors himself,
Adam is not blameless because Redcrosse’s narratigecording his request,” showing
that nonsense was what Adam preferred out of g.startheFaerie Queen, evil is shown to
lack both reason and substance; Adam'’s historyinfliess fleshliness shows that he wanted
more of the same out of Redcrosse’s tale, an efoptishness that almost ensures he will be
deceived by evil, and as much an error as a delibenisreading. In this, Adam is much like

Redcrosse, whose fleshly inclinations were easiigygd by Duessa.

% See Sir Philip Sidney'apology for Poetry for Spenser’s theoretical framework. Sidney adgiimat the Right
Poet does not create “castles in the air” but hasrpose behind his imaginative creation, so thatvine writes
works “substantially,” that is, to instruct the dea (Sidney 65).
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Consistent with his having opted for fleshly indehge and empty passions, Adam
craves rest. “Everlasting rest” conventionallyersfto heaven, but Adam loves his earthly
Eden and it ishere that he wants his rest. Purporting to congratURedcrosse, Adam
declares, “since now safe ye siesed have the sharel well arrived are... / Let us devize of
ease and everlasting rest” (17.7-9). Adam speatexins of finished work: they are “now
safe,” “have the shore,” and “well arrived are”;dteempts to convince Redcrosse that his
work is both complete and deserving of reward. Ewsv, Adam’s major argument, posed as
a benefit to Redcrosse — “since...ye siesed havshbee” — is actually meant to legitimize
Adam’s own craving for ease and rest. Determitinag the purpose of Redcrosse’s arrival
is for his own pleasure, Adam’s desire for restegpp as an element of his excessive appetite
with Spenser’s use of “devize,” the same word heleyed to described the creation of
“daintie dishes.”

Adam’s commits a named sin when, in regards tortagiage of Redcrosse and Una,
Adam says “for my part | covet to performe” (20.His reasons are self-serving, indicated
by “for my part,” and unsurprisingly associatedwiis habitual carnality, since “covet” is
“to desire...with fleshly appetite” (OED). He so sighy desires the marriage because he
thinks it will usher him more fully into “ease,’rsie it enables him to bequeath his kingdom
to Redcrosse. Not yet understanding the signifieaof Redcrosse and Una’s betrothal, he
reads it as his chance to abdicate, proclaimingfade “of my kingdome heire apparaunt”
(19.6) and continuing “bothe daughter and eke kongel, lo | yield to thee” (20.9). Though
in “yield” he may sound as if he humbly gives up hght, his urgent “lo | yield” is actually
an attempt to escape his responsibility. Adam sdenfeel the weight of ruling his kingdom

to be too heavy and primarily wants Redcrosseay ist Eden in order to remove his burden,
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freeing him to enjoy “ease” and “rest.” The stréngt Adam’s misplaced desire is exposed
when Redcrosse’s determination to go back to sbev€&aerie Queen prompts Adam to
complain about “that hard necessitie... / The troubfany happie peace, / And vowed foe
of my felicitie” (19.1-3). The doubled “my” showkdt he selfishly sees Redcrosse there to
suit his pleasure. Tellingly, the “hard necessifidam speaks of is not any further trials
Redcrosse must face but the postponement of Adpease and felicity, thwarted by
Redcrosse’s commitment to serve Gloriana.

His impatience, particularly in his attempt to igatate “eternal rest,” is one final
indication of Adam’s self-indulgence and foolisheie§ he dragon is dead but a few minutes
and Adam has barely “looked forth” from the casidore he “Uprose with hastie joy...and
out of hond / Proclaymed joy and peace throughialktate” (3.3,7-8). He knows quite little
about Redcrosse and yet tries to make him the nlwof Eden, a haste for which Duessa
soon condemns him. To even tell Redcrosse thav ‘Saje ye seised have the shore” proves
premature in light of Duessa’s upcoming arrivakgéhtly “coveting” to hand over the
reigns of his kingdom “soone as the terme of tisdsgeares shall cease” (19.7) king Adam
is ill-prepared to wait patiently for the propeident Redcrosse’s term of service and
nowhere more impatient that in his redundant comtharthither backe returne again”
(19.8).

Spenser shows that error is a cycle against wRexdicrosse ought to be ever vigilant,
for though the dragon is slain, he has not fullyaged from his own errors. Furthermore,
Spenser demonstrates that Adam is much like Resiereteeped in pride and fleshly desires
that prevent him from comprehending the meaningeaxcrosse’s adventure and warranting

a repeated manifestation of the legend of holiness.
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The Letter

Just when the king of Eden has hastily bequeattsekitgdom to Redcrosse and is
presenting Una to the knight as his “due desechofalree” (20.8), a messenger arrives to
condemn Redcrosse with different implications fa knight’'s “due desert.” A legal
accusation is leveled at Redcrosse in a letterstiiaes to repeat the accusations of Despair
in Canto IX, who charged “to this Ladie milde / Thialsed hast thy faith with perjurie, /
And sold thy self to serve Duessa vilde” (9.46.6-Buessa writes with the same point in
Canto XII: “False erraunt knight, infamous, andsfgore...mine he is” (27.4, 28.1).

Furthermore, the charade played by the “messeragel™Fidessa” reveals that Old Adam
himself is as vulnerable to their deceptions ascRexte ever was, recalling the knight's
earlier capitulations to Archimago’s humble disguad to the bewitching “Fidessa.”
Archimago and Duessa repeat their craft of deceptidCanto XIl and Adam believes their
disguises, a parallel to Redcrosse by which Spemaers again of mankind’s susceptibility
to evil.

Adam’s preoccupation with fleshly pleasures makesith prepared to discern the
dubiousness of the messenger. Duessa then adtedesosse of faithlessness with the
“letter of the law” and Spenser reiterates thatigation in language that emphasizes the
similarities between Redcrosse and Duessa. Tleaiieg” hasty messenger arrives as the
king, “with great wisedome, and grave eloquenchuslgan to say” (24.5-6), but the
pronouncement never materializes. Instead, afafl in place of his quotation emphasizes
the “suddeinnesse” (25.2) of the messenger’s etgramhough the narrator says that the

king was going to speak with “great wisedome, aravg eloquence,” judging from the

preceding narrative it could not have been pawitylise because Adam tends to indulge
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in passion rather than use reason. Whatever hiet in&ye pronounced, “eare he thus had
said / With flying speede, and seeming great pogtehCame running in, much like a man
dismaid, / A Messenger with letters, which his nagessaid” (24.7-9).

For a moment the “flying speede, and seeming gnesience” appear to refer to
Adam, to whom the qualities could be appropriaggplied, given that he currently rules
Eden with impatience and empty luxuries; but amSeecontinues there “came running
in...a messenger” and it becomes clear that the Bpsed “pretence” belong to this
interrupting courier. The messenger does not sagrd, but instead uses the simplicity of
his appearance to deceive and ensure that therkiatg his letter seriously. Archimago
knows how to ingratiate, and without knowing angthabout him, the king accepts the
messenger’s legitimacy. Although Archimago briagsir accusation, the king does not
know whether he is trustworthy. All he has by whio “read” the messenger is his
appearance; and just as Archimago’s appearancesdddeedcrosse, so it does the king, for
the wily Archimago well knows that the king, likeeBcrosse before him, has “weaker sight”
(32.5). A master of convincing disguise, he malas the desires of his audience.

Humility and haste “seem” to be the key charact&litjes the messenger shows to
the king as “falling flat, great humblesse he diakei’ (25.6). He also “kist the ground,
whereon his foot was pight” (25.7), a mere gestifitf@onoring the monarch, of course. The
messenger appears not only humble, but quick. ddmé running” (24.8) with such “flying
speed” (24.7) that

All'in the open hall amazed stood,
At suddeinnesse of that unwarie sight,

And wondred at his breathlesse hastie mood.
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But he for nought would stay his passage right,
Till fast before the king he did alight... (25.1-5)

With “suddeinnesse” and in a “breathlesse hastiedyidie would not delay to go “fast
before the king.” “Fast” is both a further emplsasn the speed of the messenger, and an
argument that he has “fixity of attention, effat,purpose” (OED), which adds to the
appearance of devoted service. Yet even whilert@sg the messenger’s eagerness to
complete his mission, “nought would stay his pasgaght” (25.4) also hints at the
messenger’s real identity, an evil magician whd malver do right. The ever-deceptive
Archimago has fashioned himself into an ideal seré@r the king, who is taken in by an
appeal to his own pride just as Redcrosse fell podys own lust — a physical pride.

Adam’s introduction to Duessa is similar to Redsgds first encounter with her in
Canto Il, when she explained her situation as d f8ght” (2.26.1); now, for Adam she is
described in her letter as a “sad mayd” (12.27 19 W o thee, most mighty king of Eden
faire, / Her greeting sends in these sad linesestftl(26. 1-2). She then invokes pity as “the
wofull daughter, and forsaken heire / Of that gieaiperour of all the West” (26. 1-4). The
meaning apparent to Adam is simply that she wilbgdo “address” or “treat of” some
matter, but “addressed” can also mean “attired” QREDuessa is not actually “wofull”
about being “forsaken” by Redcrosse (26.3), busdg@pear to be sad by arraying her letter
in a pitiable story, an act complete with costutreg tleceives Adam as it did Redcrosse.
Duessa wants a certain response from the kingslaagles her verbal performance
accordingly. As a “sad mayd” she appeals to thedppleasure” he finds in emotional
stimulation, moving him with her own account of figg¢sad.” Just before her closing she

tells the king, “Withhold...your hasty hand / Fromtking league with him, | you aread”
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(28.3-4). Though “aread” does mean “advise,” it als0 mean “to interpret or solve,”
(OED) and her performance proves her ability tofggout Adam well enough to manipulate
him through his sensual pleasures, as she alseitticRedcrosse.

Indeed, the letter re-presents Redcrosse as aelgmtifferent man from the king’s
view of him, drawn from his conclusions about Redse’s own story. The length of
Duessa’s accusation contrasts with the brevityedddRosse’s previous tale, visually
presenting Duessa’s version as more thorough arndpg more truthful than Redcrosse’s
two lines. Redcrosse certainly had a dwarfish tale, a stratindication that his narrative
lacked reason, making it unsurprising for Adamupmose the events were propelled by
irrational fate. Duessa reveals the details thetdRosse left out, such as “he already plighted
his right hand / Unto another love, and to anothed” (26.8-9). As Duessa describes
Redcrosse’s errors, her letter also functions ascansation against the king for his
impatience to hand “both daughter and eke kindoimé&edcrosse. To Adam she says, “be
advised for the best, / Ere thou thy daughter linckoly band / Of wedlocke to that new
unknowen guest” (26.5-7). Duessa presents maraagetrap instead of a loving union. She
invokes chains with her use of “linck,” which imet sixteenth century was commonly used
in plural form as a synonym for “fetters” (OED)B&nd” and “wedlock” further emphasize
marriage as restricting, even prison-like. Theapkd wedding may be a snare, Duessa
suggests, rather than Adam’s entrance to covetgd re

Her letter continues:

To me sad mayd, or rather widow sad,
He was affiaunced long time before,

And sacred pledges he both gave, and had,
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False erraunt knight, infamous, and forswore:

Witnesse the burning Altars, which he swore,

And guiltie heavens of his bold perjury,

Which though he has polluted oft of yore,

Yet | to them for judgement just do fly,

And them conjure t'avenge this shamefull injury2.(A7.1-9)

Before Duessa’s letter, the king viewed Redcrosseemowmed” (15. 6), that is,
“celebrated or famous” (OED), an emphasis on hdstiexg adventures and victory over the
dragon. Duessa’s letter, however, overturns Reder’s image by reminding the king that
Redcrosse is a “new unknowen guest” (26.7), drashedking’s attention away from the
slain dragon to point out instead his recent arawval the king’s limited knowledge of
Redcrosse’s past, based only on Redcrosse’s owhdmtount of himself. After casting
doubt on the king’s current reading of Redcrosaeed3a claims that, far from being a man
of “renown” and fame, the knight is “infamous” (2Y.a “false erraunt knight” (27.4),
faithless and erring instead of defending the iembdike a proper knight errant. Duessa
further advises the king to separate his daughten the “forswore” knight, a double
condemnation since not only has Redcrosse broléedge to Una, he is also fore-sworn, or
previously pledged to another, a duplicity thakéimim to Duessa.

Duessa offerswo descriptions of herself, a double identity athi¥mayd” and
“‘widow” (27.1) She creates confusion about whoishreally and whether she has or has
not been married. Calling herself a “mayd” dravasaiels between herself and Una, while
the designation “widow” separates her from the ldrtaughter and changes the nature of

her claim on Redcrosse. As a maid like Una it seivat she is also a virgin, but as a widow
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her claim is stronger, not merely one of betrothdlof consummated marriage. By
recasting her identity Duessa suggests that Reskeissiot simply morally bound to her, but
legally as well and she subsequently retains “widedi as her position (28.6). Since
marriage is a legal tie, Duessa’s “widowhed” shttneg her accusation represents the “letter
of the law.”

In a twisted story, Duessa claims the wrong has bleae “to me sad mayd” (27.1),
while in reality Redcrosse promised himself to Wingt. These accusations would be correct
for Una to make, yet Una (as her own narrative shtbw), in her true love for Redcrosse,
forgives him of his error and accepts him as héglireven though she knows about his
unfaithfulness. In a false claim to victimizatjduessa appeals to “the burning Altars” and
“guiltie heavens” as witnesses of Redcrosse's comenit to her. She intends to convince
the king with this forceful accusation, and herickmf words reveals more about Redcrosse.
The “burning altars” suggest the lust which cauledcrosse to abandon Una and attach
himself to scarlet-clad Duessa. Duessa restargement on vows of previous affection. It
is therefore true that Redcrosse was faithlessipnatwas the original victim of his error and
Duessa the second lover, as even her name pointoessa is right, however, that “sacred
pledges he both gave, and had” (27.3). Contintoraplvocate her claim as a widow, she
implies that, in reciprocal affection, Redcrossedgled himself to her and received her
pledge in return. At the same time, “sacred plsdgeboth gave” reinforces her argument
that the “foreswore” knight pledged himself to betbmen at once.

Besides the direct accusation, Redcrosse’s duplggmphasized structurally by
“unto another love, and to another land” (26.9%nding out as the conclusion of a stanza,

his error is described by these two nearly idehpbaases of equal rhythmic stress and
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similar wording. Spenser’s lines continue to in@tRedcrosse’s duplicitous character in the
letter’s next stanza:

Therefore since mine he is, or free or bond,

Or false or trew, or living or else dead...

So bids thee well to fare, Thy neither friend, fo®, Fidessa. (28.1-1, 9)
By opening with three pairs of opposites, Spensiefarces the doubleness revealed in the
previous stanza. The confusion represented irethasings, as to who Redcrosse really is,
is echoed by Duessa’s paradoxical closing. Heeitfetdisguise is nicely summarized by
“thy neither friend, nor foe, Fidessa.” While thegrplex the king, these constructions
convict Redcrosse of being just like Duessa.

Duessa’s declaration “therefore since mine he28'X) is not the claim of love, but
the claim of the law over a criminal. The accuwmaiiself was delivered “with letters,”
suggesting the unbending condemnation of Old Testdlaw (24.9). The “judgement just”
(27.8) that Duessa seeks is legalistic. Thoughgiht to be Una’s prerogative to press the
legitimate claim, Duessa does not ultimately careshom Redcrosse pledged love, but
simply insists that Redcrosse should suffer thesequences of his error and forfeit the
reward of marriage to the king’'s daughter. Théssem nature of Duessa’s legalism appears
in her declaration that she will take Redcrossditang or else dead” (28.2). As with Old
Testament law, this “letter killeth.” Duessa waRtedcrosse punished as she spits out
“conjure t'avenge this shamefull injury” (27.9)Cbnjure” is an apt recollection that Duessa
is a sorceress and that the original scheme odbtitsArchimago” was to see Redcrosse and

Una “divided into double parts” by “his divelishtsit (2.9.1-3). In her call for a judgment
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that will separate the guilty Redcrosse from Unae&sa fulfills Archimago’s original
diabolical goal.

Duessa’s letter convicts not only Redcrosse butda well when he recognizes his
overhasty verdict on the knight. The letter iseadll, directed to the king, a reader
representative of humanity who is supposed to [tam Redcrosse’s “legende.” Not only
is Duessa’s story longer than Redcrosse’s, anathderation that the king receives additional
information from her is his “abashed” and “astoehreaction (29.2-3). For the king,
Duessa’s news is “tydings straunge,” in the semsstange” as “unfamiliar or not known,”
in contrast to “rare” or “exceptionally great” deetking expected out of Redcrosse’s own
account of his “straunge adventure” (OED). Dues$straunge” narrative has created a
conflicting portrait of the knight and brought iqaestion what the king thought he knew
about Redcrosse. And while previously the knigigesared to be a hero, Adam now changes
his designation from “renowmed” (15.6) to “redoudit€29.7), a more ambiguous term
conveying new speculations about Redcrosse. Bedhasknight did slay the dragon, the
king still maintains that Redcrosse is “redoubtedthe sense of “respected, noted, or
distinguished,” but the word also means “fearedreaded” (OED), which could allow that,
if Redcrosse is as false as Duessa claims, hdasgerous man. Spenser reinforces Adam’s
uncertainty by placing “redoubted knight” direchglow a description of the king’s
“doubtfull eyes fast fixed on his guest” (29.6-isually connecting “doubtfull” with
“redoubted.” Both respect and fear are preseAidasn scrutinizes his “redoubted” and “
new unknowen guest” (26.7) with “doubtfull eyesihus, through Duessa’s letter, the king
begins to sense that he has been incautious iovest on Redcrosse his most valuable

charges, his kingdom and daughter.
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Strength to I

In Spenser’s microcosmic conclusion of Book |, Redse remembers what he learned
about his error-ridden nature in his previous enteuwith Despair and finally provides
Adam the correct interpretation of his adventufee accusations of both Despair and Duessa
draw a confession from Redcrosse. In Canto IX, If'\Weowing true all, that [Redcrosse] did
reherse, / And to his fresh remembrance did reverse ugly vew of his deformed crimes”
(9.48.4-6). Redcrosse again “rehearses” his “gfrbefore Adam in Canto XIl. His
confession draws parallels between himself and £aggst as Duessa’s letter revealed
similarities between herself and Redcrosse in samddis guilty conviction. Redcrosse’s
confession serves as a model for hasty, comfortipdam, who, as the final scene of
Redcrosse’s adventure unfolds, has himself expsgtkerror and conviction.

With new caution the king requests to hear Rederestory a second time. He does
not “demaund” entertainment as previously, but see&ire complete knowledge that will
allow him to penetrate Redcrosse’s actual charactémesolve the conflict between his
reading of Redcrosse’s adventure and Duessa’satéwelof his error. He no longer accepts
his own interpretation and wants Redcrosse to péaiixabout how he ought to understand
the adventure, requesting “Let nought be hid froe) that ought to be exprest” (29.9). It
was clear enough that Adam “did lament his lucldestate, and often blame the too
importunate fate,” yet his reading went uncorreatetll Redcrosse’s silence was amended
by Duessa; but while she initiates a correct intgiion of Redcrosse’s “perils sad,” hers is
only one part of the story and does not contairfuliesignificance of the tale Spenser
“before expressed.” She knows that Redcrosse suwmed to error, not fate; however, Adam

does not only need to know about the consequeriason, but Spenser must also show
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Redcrosse modeling confession. Thus Redcrosseguiedo re-tell his experience, this time
in two stanzas rather than two lines, formally aading that what was previously absent is
now “exprest.”

No longer welcoming the acclaim of an epic herajdresse accepts full
responsibility for his errors. When Redcrosse hggit was in my mishaps,” he sounds as if
he is blaming Fate, but he quickly adds “as hitlaedal lately traveild ... unwares | strayd /
Out of my way, through perils straunge and hafithdt day should faile me, ere | had them
all declard” (31.6-7). This a humble acknowledgatrtbat he brought “perils straunge and
hard” on himself through his unwariness, and thaterils” result from his own “mis”-
action, not “hap,” a clarification of his previodscourse, which demonstrates a correct self-
knowledge.

Redcrosse confesses that he has been “unwaref’gurand in a most un-heroic, un-
knightly, and embarrassing fashion. Although heoas that Duessa used “wicked arts,”
he actually blames himself, not her deceit, fordmer. “Unwares” occurs both at the
beginning and the end of Redcrosse’s second naerakie confesses that “unwares |
strayed” before he tells of Duessa’s entrancetimanarrative. Then at the end, as he comes
to the moment of deception, he says “Unwares meigirbunto her wicked will.” In both
cases, by prefacing her actions with his pre-exgsstate of unwariness, he makes it clear
that Duessa is not responsible for his error asgbig on his own guilt with “unwares 1” and
“Unwares me,” himself the agent of his deceptiGirthermore, in the same penitential
mode, he stresses that the ground of his errbais’t strayd / Out of my way.” Of his own
volition, he departed from his quest of hunting $rdragon. Ironically, when he abandoned

Una he was not so much straying out of his wawi@shis own way. His own faithlessness
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drew him away from Una while his desire led him #éogls Duessa. The chronology
Redcrosse employs in re-telling his adventure shbatshe has gained self-knowledge and
come to realize that even before Duessa begandieaudi him, he strayed of his own accord,
due to his insufficient caution and limited devatto truth.

In his encounter with Duessa Redcrosse forsookaraahd recognizes that he bears
the guilt of being deceived by her. Speaking sfdiverted path the knight reports, “There
did | find, or rather | was found / Of this fals@man” (32.1-2). First Redcrosse sags
foundher, establishing himself as the active subject, aedaiowing qualification, “or
rather | was found / Of this false woman,” doesnmeotove his agency, but rather confirms
his guilt. Noting an important distinction, Redsse says he was founof ‘her,” rather than
“by her.” The preposition “of” is significant, meanifyglace or source” (OED), for in
actuality Redcrosse found that he was “Of thissfal®man,” thus that he had his source in
falseness. By saying that he discovered his aigirher, Redcrosse shows that in the
encounter with Duessa he fouhidnself to be false. He is so much like her that he says
“of” her.

He continues his confession with “Of this false vaamthat Fidessa hight, / Fidessa
hight the falsest Dame on ground, / Most false Bagsoyall richly dight” (32.2-4).
Redcrosse calls Duessa “false” three times. Fha,is a “false woman,” then the “falsest
Dame,” and finally “Most false Duessa” — a sorpafody of the Trinity, perfect only in her
falseness. Of course, if he is “of” her then hesatiption also applies to himself. It is
essentially his ultimate confession and would seemtimate that he deserves the title Una
gives to Archimago, “the falsest man alive.” Thad of falseness is the center of

Redcrosse’s confession. Not only is it emphaseckpetition, but Spenser places the three
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lines containing these repetitions in the centealifoon of Redcrosse’s narrative. Excluding
his prefatory formalities with which he approach®s king, the narrative proper begins with
“It was in my mishap” and ends with “when lease&fed ill” so that “False woman,” “falsest
Dame,” and “Most false Duessa” occur in the cetiteze lines of the story. Finally, this
confession of falseness leads to his recogniticgh@tondition of humanity as
fundamentally weak, for Duessaa’s “wicked arts, agtie skill” overcome his “weaker
sight,” and are “too false and strong for earttdyl ®r might” (32.7).

He closes by repeating his understanding of hisrab(Adamic) inclination to error
with which he opened his story. His final clausehen least | feared ill,” not only refers to
his having been unwary, but also suggests thatdwdfy thought he could withstand Error.
Redcrosse finally remembers the lesson of the Holisliness that “if any strength we
have, itis to ill” (10.1.8). Although he was urlvig before to enlighten the king about the
true cause of his “pitiful adventures,” he now dyectknowledges that he does not have the
strength or skill to withstand evil, and that asoasequence it wdss error that resulted in

his entanglement in Duessa’s “wicked arts.”
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Una

Although Redcrosse escapes Duessa’s “wicked dhts,pardon of his faithless error
is not secured with his confession but with thecgrgranted by Una in love. Just as
Redcrosse’s recognition of his falseness and wesskaer the accusations by Despair were
followed immediately by Una’s leading him to restioon in the House of holiness,
Redcrosse’s confession in Canto Xl initiates acpss of restoration that results in Una’s
speaking on his behalf. Like Duessa and Redcrass® addresses herself to Adam in a
narrative that re-presents her essential rolearigbend, that of enduring, pursuing love.
Una's love substitutes grace for error, unity gwlation, love for enmity, and joy for
mourning.

Prior to the arrival of Duessa’s letter, Una appdmafore the king for her betrothal.
Although the king is not yet aware of Redcrossaithfessness, Una does know the blot on
his character but nevertheless presents hersedritrue form, “all lilly white, whithoutten
spot,” (22.7) an image of unmerited favor grantedeturn for Redcrosse’s self-driven fall
into error. Spenser then explicitly expressedéhms on which Una accepts her faithless
knight with “So fairely dight, . [she] added grace unto her excellence” (24.1,4pc& as
“favour or goodwill, in contradistinction to riglot obligation” (OED), characterizes Una’s
behavior in the final canto, for she responds \atle and acceptance in direct opposition to
what the erring knight deserves, just as she has ttooughout the adventure.

In spite of Spenser's commentary that Una “addedeyi’ his omniscient narration
does not reflect a consciousness on Adam’s parRedcrosse is, at this point, receiving
unmerited favor. Whether entirely the king’'s owrsimterpretation or through some

omission by Redcrosse, Adam did not recognize amrtire “mishaps” of Redcrosse’s first

25



tale. In the absence of error, grace is not requithus Adam does not comprehend that Una
bestows unmerited favor on Redcrosse when shengef betrothal. Redcrosse’s

previous narrative, as Adam understood it, didteath him that Redcrosse had received
grace, so it follows that he should be suspicidubedisclosure of Duessa’s letter and
prepared to withdraw from Redcrosse his promisdsngidom and daughter. Una’s
intervention is therefore critical, reinterpretiRgdcrosse’s adventure for Adam so as to
reflect the reality that Redcrosse is both forgiaed restored to favor.

Going beyond mere narrative commentary, Una’s imisdation following
Redcrosse’s confession finally demonstrates to Atteahshe has “added grace.” Spenser
does not allow Redcrosse’s conclusion “when le&saded ill” to linger guiltily for even a
moment before “Then stepped forth the goodly roytdlyd,” (32.9; 33.1) with a quick and
confident affirmation of grace. Una “stepped f6ntlot to console Redcrosse but to speak to
the king, indicating that Spenser intends Una’s t@re to be the instruction of Adam rather
than of Redcrosse. Saying in regards to Duessa 68hly she it is, that earst did throw /
This gentle knight into so great distresse” (33.,7/t8ha shows Adam that she holds
Redcrosse blameless, ignoring the proven guilteffdRosse and behaving as if there is no
obstacle to her acceptance of him.

Spenser gives a further indication that Redcrosseles in a state of grace with the
contrasting descriptions used by Una and Duesdaile\Wuessa called Redcrosse “false”
“infamous” and “forswore” (27.4), the only adjeaiWna applies to him is “gentle” (33.7),
the same appellation Spenser used earlier to colh@agn’s admiration of the supposedly
undeserved trials endured by the “gentle knigh8.TL While the first use of “gentle

knight” indicates Adam was misreading the kniglet‘satic path and Duessa’s ugly words
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reflect the dark reality of Redcrosse’s failuresal$ return to “gentle knight” expresses her
grace offered in spite of his faithlessness.

Una’s final speech repeats the role she playecnicRsse’s encounter with Despair,
but this time in Adam’s presence, a repetition @ut Adam’s comprehension of the
significance of the knight's adventure. In langei@amost identical to Duessa’s “guiltie
heavens of his bold perjury” (26.6), Despair acdugdnou falsed hast thy faith with
perjurie” (46.6-7). At that time, Una counselede‘Mt vaine words bewitch thy manly hart,
...where justice growes, there grows eke greateregrathe which doth quench the brond of
hellish smart, / And that accurst hand-writing dddface” (9.53.2,6-8). Referring to “ever
burning wrath...by righteous sentence of th’Almightiaw,” (9.50.4) this “accurst hand-
writing” returns when the “letter of the law” ispeesented in Duessa’s message. Una’s
declaration that Duessa “suborned hath / Thisierafessenger with letters vaine” (34.1-2)
echoes her exhortation “ne let vaine words bewtitgtmanly hart,” thus grace again dispels
lawful condemnation to “deface” the “accurst hanaking.” In both instances, accusation is
“vaine” or “of no effect, force, or power” (OED)Though they are true, the “hellish smart”
of both Despair's and Duessa’s words has lostatenry and the words are ultimately
ineffective because Redcrosse is protected by grace

Una not only must, for Adam’s sake, demonstrateeggrahe must also interpret for
him the “hellish” significance of Duessa’s letteklthough Duessa says “be advized for the
best,” she does not actually intervene for eithg@as or Una’s benefit. While a legitimate
allegation is her tool, Una reveals that harm,justice, is Duessa’s intent. Una exposes “the
secret treasons...wroght by that false sorceresSe53{), reporting that Duessa “did throw /

This gentle knight into so great distresse, / tiegtth him did awaite in dayly wretchednesse”
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(33.7-9). With uncharacteristically violent vocaéyl, Una argues that Duessa is not an
impartial prosecutor, but now as always, seekatmrRedcrosse and for that purpose
“suborned hath / This craftie messenger” (34.2&¥re “suborned” not only means “to
procure (a person) by unlawful means,” but hasattditional sense that such procurement is
“with a sinister motive” (OED). In Una’s re-readirthe letter is designed not to advise the
king, but “to worke new woe and improvided scatB4.Q).

Una repeats for Adam another role she played irci®sde’s adventure, that of
exposing “Fidessa” as a facade. Redcrosse fisstrobd Duessa’s ugly reality at Una'’s
behest, when “as she bad, that witch they disa(@i@®6.1), followed by her explication of
the event, that “such is the face of falsehoodh ghe sight / Of fowle Duessa, when her
borrowed light / Is laid away, and counterfesauki@wvne” (8.49.4-6). Now in a double
layer of deception, “Fidessa” sends her letter vitbhimago in the guise of a messenger.
Although “Fidessa” does not return in person batead “used hath the practicke paine / Of
this false footman, clokt with simplenesse” (34)5Her letter is nevertheless effective and
Una’s role is the same — to strip away this newquasade. Just as she did for Redcrosse,
she now shows Adam that “Fidessa” is a “false sess®” and also identifies the messenger
as Archimago, “the falsest man alive” (33.6; 34.9).

Una opposes isolation with unity, understanding tha aim of Duessa’s letter is to
separate Una from her beloved. She counteractsttiee by speaking of “the band betwixt
us” in the present tense, a benevolent intentreogthat they are already bound, though
there has as yet been no formal betrothal. Ungéissstently sought this union with
Redcrosse throughout the poem, following him thihooany trials and bringing Arthur to

rescue him, while Duessa has always drawn Redcevsag from Una. Again Una’s final
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narrative provides a succinct picture of previouwsngs; Duessa delays the betrothal by
confusion and suspicion while Una, in grace, regsag justly argued separation with her
affirmation of unity, calling Duessa’s “breaking thle band betwixt us twain” (34.4) a “woe”
and “improvided scath” (34.3). The result of Unptenouncement is that the king “gan
renew the late forbidden banes, / And to the kniggtdaughter deare he tyde” (36.8-9) and
“the holy knots did knit, / That none but death éxer can devide” (37.1-2). The betrothal
ceremony promises the ultimate union, a marriagehich two “become one flesh” (Gen
2:24).

Marital union is the state of love that is mostnrdte and enduring. Spenser intends
the betrothal as the sign of this type of love,adtmg “Suffice it heare by signes to
understand / The usual joyes at knitting of lovasdj (40.4-5). As a formal ceremony, the
“knitting of loves band” presents Una’s love fordReosse not as a feeling, but as a
permanent condition. Redcrosse belongs to Undndas “possessed of his Ladies hart and
hand” (40.2 ). “Of” in this case means “by” becaitsprecedes an active subject (OED),
“his Ladies hart” that has faithfully loved Redcses Spenser’s construction makes
“possessed” passive, and thus Redcrosse does sg#g®) but is possesdshis “ladies hart
and hand.” Certainly it is her love, not his, thas secured the resumption of their betrothal.
Since the beginning of the adventure, “she her wir@bes would never rest, / But every
hill and dale...Did search, sore grieved in her gehtest” because “he so ungently left her,
whom she loved best” (2.8.7-9). Thus in speakimdgredcrosse’s behalf in Canto XII she
acts with enduring love, as always.

Love is the foundation of all Una’s actions, indluglher last statement to Adam.

The theme of this statement is her opposition ted3a, but it is love that motivates, causing
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her to offer mercy in place of punishment, restorainstead of harm, and unity where there
was isolation. She supplies the final elementparSer’'s representation of Redcrosse’s
adventure, the key without which the whole storyldanake little sense. Without Una,
Redcrosse would have journeyed to no purpose, rsenght to return to his lady, and
perished in Orgoglio’s dungeon. Left to himsetindemnation, separation, and ultimately
death would have concluded his erratic adventorthe triumph of Duessa’s diabolical
intentions. However, due entirely to Una’s lovedRrosse escaped not only the dungeon,
but also a despairing suicide and the condemnafi@uessa’s letter. Una alone prevents all
this “wretchedness” from coming true and carriesrgtdemptive thread that holds the story
together until she can finally secure union with eloved. Love is therefore both Una’s
means and her end, her speech to Adam necessanenglly as the microcosmic re-
presentation of her role throughout the tale bs akquired as a finale in its own right, the
securing of the sign of betrothal that seals Ressean her love.

Una’s love not only opposes all that is injurioafRedcrosse but also results in the
replacement of “wretchedness” with joy, which Sggremphasizes almost to excess. First,
Redcrosse has “the usual joyes at knitting of |dyaasd” (40.5). Along with “the usual
joyes,” Spenser notes that “Thrise happy man thghkimimselfe did hold” (40.6), a cheerful
contrast to the triple “false” that characterizkd knight while under Duessa’s sway. The
poet continues warmly, “And ever, when his eyelted behold, / His heart did seeme to melt
in pleasures manifold.” (40.8-9). Redcrosse rebstner joyous presence and sweet
company,” experiences “deare delights,” and finaklgxing metaphoric, is “swimming in
that sea of blisfull joy” (41.1,4,5). Because stelictity has come about through the love

Una has for Redcrosse rather than through any oniedts history of his own, his great joy
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points back to grace. In this, Spenser reveatsgfaze is far more abundant than a mere
escape from punishment, pouring out a wealth ofarted blessings, the central joy of

course being the union of lover and beloved.
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The Legendeof Holinesse

Spenser explicitly frames Book | of tkaerie Queene as pedagogical religious
literature by his title “The Legende of the knigiithe Red Crosse, or Of Holinesse.” A
“legende” is “the story of the life of a saint” antbre specifically “a collection of saint’s
lives” such as Voragine’s thirteenth-century watie Golden Legend (OED). Voragine’s
collection showcases the miraculous feats and difgiesfortitude of saints tortured by
villainous Roman emperors. Fox&sts and Monuments serves as the Protestant book of
saints, volumes of which are devoted to the reobfdithful Protestants withstanding the
persecutions of Mary Tudor, who takes a similae tolthe Roman emperors in Voragine.
With four English editions published during Spetséfetime® (Haller 9), Foxe’s revision of
the legend genre was familiar to Spenser and antikleéy model for Spenser’s own version
of the saint’s life. Yet Redcrose is neither Voregs George, miraculously brave and
consistently virtuous, nor a martyr of the sortuneal by Foxe.

A legend can be, in ecclesiastical usage, “a bdokawings or ‘lessons’ for use at
divine service, containing passages from Scripamckthe lives of saints” (OED). As
lessons, the records of both Foxe and Voragineagontodels for emulation, faithful men
and women held up as paragons of Christian virtléh Redcrosse knight Spenser takes an
unlikely candidate for his example, drawing attentnot to the splendors of his faith, but to
his errors. The “false erraunt knight” who abarglbrs lady and displays a chronic addiction
to error is not the type of character consisteptgsented by Voraginelsegend or Foxe’s
Acts and Monuments. Although not denying that their models are tfamaed sinners acting

virtuously by the power of God, both Voragine ammé& present Christians whose good

31563, 1570, and two in 1587
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deeds prove them already perfected in faith, wBgenser presents the Christian caught in a
perpetual struggle to live in holiness. By Godsver Redcrosse defeated the dragon
(10.55.8); nevertheless, the knight still doesamrtect Adam’s pagan interpretation of his
adventure, nor does he object to the great amdyracse offered to him, evidence that the
divine detail that “all the good is God’s” is noelivremembered (10.1.9). In fact, the
ambiguous modifier “his” in “Then God she praysdd dhankt her faithfull knight, / that had
atchieved so great a conquest by his might” (18-8%indicates that Redcrosse has only
imperfectly learned his lesson. Certainly King Adassumes that “his might” applies to
Redcrosse, not God, a misreading that Redcrosee takpains to correct.
And yet, Spenser intends to provide an instructiegend” and, unjustifiable as it

seems, calls Redcrosse a model of holiness:

For thou emongst those Saints, whom thou doest see,

Shalt be a Saint, and thine owne nations frend

And Patrone: thou Saint George shalt called bee,

Saint George of mery England, the signe of victof£@.61.6-9)
While Canto XII forms a microcosm of Redcrosse’lehjourney, it also presents a
microcosm of the Christian narrative of Redempti®edcrosse, the representative Christian
saint, proceeds to err and deceive, to be acctsednfess, and to gain forgiveness. In a
macrocosmic Christian reading, Redcrosse’s erroraskind’s sin. In his conclusion that he
is “Of this false woman,” Redcrosse correctly idiees himself as the source of sin. He
admits that his own unwariness and willful straybrgught him difficulty and Duessa was
simply an occasion in which to act out of his falleature Spenser gives Redcrosse

language reminiscent of Biblical passages; “unwastsayed / Out of my way,”
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imaginatively demonstrates Isaiah 53:6, that “éli®like sheep have gone astray, each of us
has turned to his own way.” Although for Duessmsie was t'invegle weaker sight,”
Redcrosse does not say that he was innocent, euming deceived. Redcrosse’s insistence
that the first fault lies in his own unwariness dack of fear of sin is also an important
distinction in the Biblical account of error: “be&ch one is tempted when he is carried away
and enticed by his own lust” (James 1:14). Asdfals Duessa is, Redcrosse’s lust for her
came out of himself, and led to a series of furtreors.

The letter delivered by Archimago pictures God’'snaaandments, frequently called
the “letter of the law,” which “killeth” all men wdhbreak them (2 Cor. 3:6). Duessa’s letter
argues that there is only one possible outcomestici®sse’s error — “mine he is” (28.1).

The disjunction between Redcrosse’s actual faisiness and Una’s seeming denial of his
guilt is resolved best when the four narrative€ahto Xl are recognized as a microcosm of
Book | and of Redemptive History in general, imisrprovided by the Bible. Una speaks a
spiritual truth that is unapprehended by Duessafandimago, but available to Redcrosse
by Grace. The Christian knight must realize thatehis best efforts to be faithful to God
are weak and unsuccessful in himself; thus Rede®$ésrgiveness and restoration are
ironically linked to the self-knowledge that ledrhto see himself “of that false woman” and
as “the falsest man alive” (Duessa and Archimago).

Redcrosse’s declaration of his utter falsenesspareally leads to forgiveness, a
picture of the Biblical economy of grace which resilove in exchange for faithlessness, not
giving a man what he justly deserves if he will olienhimself in true self-knowledge and
declare his guilt and weakness. A relevant passab&ohn reads, “If we say that we have

no sin, we are deceiving ourselves and the truttoisn us. If we confess our sins, He is
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faithful and righteous to forgive us our sins andleanse us from all unrighteousness” (I Jn.
1: 8-9). Una imitates the intercessory role ofi€thspeaking on Redcrosse’s behalf before
the king even as Christ speaks for the ChristidarbeGod. She reverses the verdict against
Redcrosse, ashrist did in human history by mitigating God’s grdent.

Spenser presents Una as an image of the divinedbvist has for the Christian, and
Redcrosse’s betrothal to her as the “sign” of Risanwvith Christ. During the betrothal
celebration a “heavenly noise” transforms a meréhBa‘band” into a figure of union with
the divine. Following the “sacred rites and vowgd6.9) “there was an heavenly noise ... /
Like as it had bene many an Angels voice, / Singpefpre th’eternall majesty” (39.1-3).
Because all the guests hear the sound, the imagedms beyond Una and Redcrosse as
individuals to become an experience for the Clausin general. The “heavenly noise” has a
strong effect: “each one felt secretly / Himselfereby reft of his sences meet, / and ravished
with rare impression in his sprite” (39.7-9). Tteavenly sound” that made each hearer
“reft of his sences meet” is a divine ravishingnc® “ravished” points to the consummation
of marriage in which “two become one flesh,” toraeished by a “heavenly noise” implies
union with God. In the Gospel of John, Christ regis from God the Father to be united to
the Christian, in order to bring his beloved intoan with the Father. Christ prays “that they
may be one even as we are one, | in them and ymejrthat they may be perfectly one, so
that the world may know that you sent me and laetn even as you loved me” (John 17:
22-3). Only after the bestowal of divine love umithe guests does Spenser write, “Suffice
it heare by signes to understand / The usual jay&sitting of loves band” (40.4-5). Thus,

not only does Una love Redcrosse, but through thetinothal Spenser means to reflect the
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nature of Christ’s union with all Christians, avas$ paraphrase of Christ’'s appeal to “Abide
in my love...that your joy may be full” (John 15:9)11

Such union with Christ is, according to Scriptuhe only state that enables the
Christian to “bear fruit,” or to live a holy lifeChrist urges “Abide in me, and I in you.
Whoever abides in me and | in him, he it is thatrbenuch fruit” (John 15:4-5). For
Redcrosse, living in Una’s “joyous presence andetwempany” helps him to remember he
has further knightly services to fulfill. As Spenexplains, “swimming in that sea of blisfull
joy / he “nought forgot, / how he whilome had swarhUnto his Farie Queene backe to
returne” (41.6-7). However, the line is prefacgd¥et,” a paradox that the motivation Una
provides to resumienitatio Christi results in parting from her: “yet” in his joy hadught
forgot” his promise to Gloriana and “Una left to umoe” (41.5,6,9). While Una and
Redcrosse remain formally united because he hasnuerring love, they must postpone the
further enjoyment of one another’s physical preegaaeminder of the condition of the
Christian who is united to a loving Christ but get in the presence of Christ. Just as
Redcrosse has six more years of service beforedyar@urn to Una, the appointed amount
of time must pass before the apocalyptic unionlwist to his church ushers in eternal rest.
Redcrosse’s pause in Eden is comparable to a w&akligath, a brief respite in a lifelong
struggle of trying, and failing, to imitate Christvhen he departs from Eden he will certainly
err again, yet it is equally certain that Una wdhtinue to love him.

Canto Xll itself is a “signe to understand” Spefsédark conceit,” an image of the
meaning of Book |, that the sons and daughtersdaiare fundamentally erring, but that
divine love extends grace. In four short accoahisut Redcrosse knight’'s long adventure,

the king of Eden observes error, condemnation,essnbn, and forgiveness, each element
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crucial to the meaning of the leged demonstrated by the king’s initial conclusioatth
Redcrosse’s adventure was marked by “fortunes|drneekes,” the tale is senseless without
recognizing it as Christian narrative of redemptidfhile Una does much to interpret it (she
can oppose Duessa and demonstrate grace), thenkisigstill put the pieces together
himself; it is a narrative the king of Eden neemlsitderstand, for he too is heavily tainted by
error. Indeed, if he is Adam he has done allblei®re with his prideful error in the Garden,
resulting in both the first killing curse and pramiof redemption (Genesis 3:15-19). Still
Adam does not, apparently, remember his own leggweean his inability to apply it as the
meaning of the first narrative he heard from Reseeo Even when Spenser carefully
presents each theme again, Adam seems as obtegeraddis manner in response to Una’s
last words is marked by passion (a lack of reaaad)impatience as he is “greatly moved”
and “all with suddein indignation fraight” (35.1;2haking it doubtful that he has truly
understood the legend; that he, like Redcrosseras-filled with only strength “to ill” and
alike in need of grace - or perhaps he has alré&adptten.

Thus, as a microcosm of the Legend of RedcrossghinCanto Xll figures
humanity’s constant need to hear again, and atfa@riegend of holiness. As this poem
defines holiness, it is above all a bamith Christ the lover, redeemer of an unendingeseri
of errors, and it is the correct reading of thaestof béovedness which inspires another
attempt at faithfulness. Holiness, for Spenseaniadventure of “fierce wars and faithful
loves” (Prologue.1.9)Imitatio Christi is a bloody battle against the dragon Error, who
always turns out to reside within the knight hirhséh spite of this, Una never repents of her
love for him. Thus the “Legende of the knight loé tRed Crosse, or Of Holinesse” is

Spenser’s new saint’s tale. Redcrosse is notehfeq Saint George of Voragine the
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unswerving martyr of FoxeHe is, rather, the Christian everyman, pursuangely the

imitation of Christ. Sainthood for Spenser is aaghatter of perfection or prowess, but of
humble recognition of error and reception of gra€er Redcrosse to take his place as Saint
George, exemplar of holiness, it is crucial for @ldam to observe an adventure of error and
forgiveness, although if Adam is to benefit frone thgend he must first learn to read (and
remember what he reads), even as Redcrosse rengethéetna loves him despite his error,

a lesson that gives him the courage to set out orure to try to be Saint George.
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