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ABSTRACT

This paper discusses the nature of allegorization (the projection of
inward qualities of personality or states of consciousness into external sym-
bols or transcendent ideals) and allegoresis (textual commentary upon alle-
gory) by comparing the “journey into cave” (inward journey) theme in three
works: The Faerie Queene, Don Quixote and the Hsi Yu Pu. All these caves
finally resemble Plato’s cave of ignorance and illusion, the “‘darkness of the
soul,”” and all three heros’ quests show that man can, by learning to transcend
past limitations, move out of the world of illusion into a higher reality.
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The purpose of this paper is to analyze allegoresis and allegorization of
the cave experiences as presented in three narratives: The Cave of Mammon in
The Faerie Queene, The Cave of Montesinos in Don Quixote, and the Tower
of Myriad Mirrors (Wan Ching Lou, B5$#5#4) and Green Bamboo Cave
(Lu Chu Tong, #k7TA ) in the Chinese novel Hsi Yu Pu ( PHEEHE ).

Angus Fletcher in his monumental study, d4llegory: The Theory
of a Symbolic Mode, has indicated that allegory is a protean device
“omnipresent in Western literature from the earliest times to the modern era”
(1). According to him, “allegory” consists of allos and agoreuein, which signify
respectively “‘the other” and “‘speaking openly’’; moreover, the word allegory
is often called “inversion” because it says one thing and means another (2).
In other words, allegory is a form of extended metaphor in which objects
and persons are equated with meanings that lie outside the narrative itself.’
The tanguage of an allegory tends to be a wordplay, the function of which is
to evoke a dual interest: one in the events, characters and settings presented
and the other in the ideas they are intended to convey or the significance
they bear (8). The tradition of allegory is long. Jean Pépin finds in the sixth-
century-B.C. allegorizers of Homer and Hesiod the establishment of three
principal forms of allegory; namely, the physical allegory, the psychological
allegory and the moral allegory.? Curtius also indicates that Homeric allegore-
sis begins in the sixth century and develops various trends and versions re-
presented by Augustine, Bernard Silverstris, Erasmus, Macrobius, etc. (204-
206). In seventeenth-century England Henry Renolds attests to the
continuity of the tradition by practicing all three modes of allegoriesis,
holding that myth is the allegorical expression of “the exact and absolute
knowledge of all natural things” (Mythomystes, 52).

Allegory and allegoresis have suffered a decline for a long period of time;
in the context of contemporary structuralist and post-structuralist
approaches to literature, allegory and allegoresis, however, have joined the
methods of critical discourse.®> The studies of allegory are many but allegory
is generally characterized by the following elements:

1) Personification and topical allusion; the agents either represent abstract

ideas or actual historical persons (Fletcher, 26).

2) Most of the time, the hero of allegory is a traveller.
3) The thematic action is involved with daemonic elements; there is a

conflict of good and evil. .

4) Allegory is based on two levels of meaning: one is supposed by the
reader and the other literally presented in the text. Therefore, the art
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of allegory is the manipulation of words (imagery, symbol, etc.) so as

to engage the reader in an interpretive way (Fletcher, 113).

Accordingly, allegoresis means a critical procedure or a textual commentary
on allegory (Quilligan, 29-32). In this paper, I do not intend to work out a
more acceptable definition of these terms. Rather, I would like to focus
on the allegoresis and the allegorization of the caves as represented in the
three narratives mentioned above. Since journeys to the interior are integral
parts of the three narratives, and they are all presented with a subtle analysis
of human psychology, this paper proposes to examine how the authors
employ the cave as symbol of illusion and darkness of the soul to manifest
the chivalric quest, knightly trappings, man’s archetypal awareness of his
existence and the need to share in the nature of the world.

The cave-topos as used in Spenser and Cervantes is characterized by self-
conscious and playful manipulation of ancient archetypal material, and it
apparently reflects the symbolic values derived from Homer’s myth, Plato’s
allegory of the cave and the Celtic tradition (Weinberg, 225). In Homer’s
Odyssey there are three explorations of caves, and in each episode Odysseus

is able to solve his problem through his intellectual power. Weinberg
categorizes these caves as the monster’s cave, the cave of love and the sacred

grotto, and each provides a prototypes of the cave for later literature. Plato’s
cave corresponds to the realm of belief and the daylight world to the realm of
knowledge. In Plato, the slaves chained in the cave tend to take shadows
as reality; however, each move from the lowest stage to the highest is painful,
and the one who reaches above is thought to incarnate wisdom and
power.

Cervantess Cave of Montesinos, following the Celtic and Homeric
traditions, represents the chivalric quest and its knightly trappings signify
man’s eternal struggle for virtue. The Montesinos episode is apparently a
climax in the design of Don Quixote. The cave is a place of mystery, and en-
chantment, and the experience in it signifies the discovery of the hidden truth
of the hero’s personality. The adventure of Quixote begins rather abruptly,
because “‘he had a great desire to enter it and to see with his own eyes if the
marvels spoken of it were true” (548). Quixote’s guide is a primo, a pedantic
young scholar; thus they prepared a rope to aid the descent: “he drew near the
opening, observing that the entrance was so choked with vegetation as to be
impenetrable, he drew his sword and began to cut. .. whereupon.. .
outrushed such a huge flight of ravens and crows that he was thrown down
on the ground” (548). Before the end of this chapter, and after Quixote
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stayed in the cave for an hour, his anxious friends pulled him up while
Quixote was still fast asleep. It is evident that the adventure has ended
with sleep, as it began, but Quixote holds a different idea: he said that he
saw a crystal palace and Montesinos, a well-known legendary figure, came
out to greet him. Quixote relates also that he saw Durandarte dead and his
lady crying, while Quixote’s own lady Dulcinea was in need of money. The
story of Quixote is so bizarre that even Sancho cannot ascertain whether
Quixote has fabricated it or he was enchanted in such a way as to see strange
things. Helena Percas de Ponseti remarks that all the descriptions by Quixote
suggest different possible interpretations on a figurative level (982).
According to her, the situation of Quixote can be compared to the realm
of man’s metaphysical solitude because of his lack of communication with
others. In the cave, therefore, he experiences a special self-confrontation.
Besides, the ‘colar’ (rope) they use in the Renaissance suggests ‘penetrating
a problem.” With the ‘colar’, however, Quixote falls asleep literally but
remains inwardly awake (982). Dreams in Freud modify the waking world
and preserve images of reality (435). So Dulcinea appearing in the cave is not
the princess of his fantasies, but a rustic peasant girl. As Manuel Duran has
observed, when Quixote confronts both the vacuity of his dreams and the
reality of his psychic experience, his Quixotic universe collapses from within
(216).
De Ponseti’s allegoresis of the cave is based on the fact that Cervantes’
contemporaries, being better acquainted than ourselves with mysticism, 3
might have read the episode in this light. To de Ponseti, the descent
into the cave reminds us of Saint John’s, Saint Theresa’s or Saint
Ignatius of Loyola’s descent into the cave for the purpose of shutting out the
world and confronting the self. It is also worth noticing that in Quixote’s
mystic vision, Montesinos has comnared Dulcenea to Lady Belerma, although
Quixote denies the identity between them. Here we are reminded again of
the possibility of comparing Durandarte to Quixote himself. In the cave
the supposedly brave knight-errant Durandarte can only reply to Montesinos’
question in a faint voice and his “mummified heart has all dried out and
withered” (554). At this moment Quixote is almost experiencing his own
spiritual death and at once demystifying the essence of knight-errantry.
In this cave, Quixote encounters again doubt and ambiguity, and will never
again return to his unequivocal certainty about the chivalrous spirit.
The symbol of the cave and the descent to the land of the dead are
archetypal and can be connected with polar feelings of attraction-repulsion
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towards the Earth itself (Weinberg, 222). For Jung, the cave is the image
and archetype of the unconscious; for the allegorists the cave might represent
a ritual, a rite of passage through which a spiritual rebirth is possible. De.
Ponseti associates the heart of Durandarte held by Belerma as the Holy
Grail and Quixote as a Christ-figure. The enchanted world beyond the power
of Quixote signifies Christ in the realm of the dead experiencing hopelessness
and living death in a shattered world (986). Consequently, Quixote’s
anticipated paradise in the cave can be allegorized as hell. In this episode
we can almost see an initiation and maturation of the hero. The cave in
Cervantes is always related to hidden truth; the cave of Salamanca, the cave
in Persiles, and Sancho’s sima all signify the discrepancy between illusion
and reality. Especially when Quixote plunges into the dark cave, he is
actually falling into his own knightly fantasies. For Plato darkness symbolizes
ignorance and light knowledge, but in Cervantes, Ideas and Forms seem to
exist in the cave of illusion, in Quixote’s fantasy world. Dulcinea’s need of
money furthermore is taken as a literalization of the allegory of Necessity (de-
Ponseti, 993), implying “man’s inescapable subjection to his destiny” (994).
Spenser’s Cave of Mammon invites another allegoresis of the chivalrous
quest. Throughout the cave chapter, we can see the confrontation of the
self with itself and the struggle of man to resist impulses and temptations. If
we take Quixote’s experience as a psychological allegory, Spenser’s The
Faerie Queene (1594) is a more subtle analysis of human psychology. By
means of the external struggle between personifications of the relevant
parts of the human character, Spenser anatomizes the human mind,
revealing the psychological motivations of human action. In his book entitled
Shakespeare, Spenser and Donne, Frank Kermode said, “With the Faerie
Queene . . . there is historical allegory. .. but there is also allegory
represented by the Temple of Isis. . . the Garden of Adonis and the Cave of
Mammon. These are not face-value allegories” (60). Kermode also suggests
Spenser is a poet with mythopoetic power and a creator of secret wisdom
so that the methods of allegoresis can be applied to Spenser (61). According
to him, Spenser in the chapter of the cave recreates a rebirth myth out of
the Orpheus cult, the Renaissance sense of humanity and the heroic epic form..
In the sixth canto of Book II, Guyon is wandering until he meets
Mammon, one of the most grotesque figures in Renaissance literature.
Mammon, when he first appears, is sitting on heaps of gold and introduces
himself as a ‘god of the world and worldlings’. He offers Guyon his own
treasure and later his daughter Philotime with one condition: that Guyon
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should serve him. Guyon is the hero of the legend of Temperance; he
rejects everything that Mammon offers and is not perplexed by the
darkness and danger in the cave. As a matter of fact, when Guyon first enters
the cave he is followed by a monstrous fiend; if Guyon should covet anything
or sleep for a while, he will be torn into pieces. In the Temple of Philotime,
Guyon witnesses numerous people fighting for advantage, glory and wealth.
In the Garden of Proserpina down in the cave where apple trees bear
glistening fruit, Tantalus and Pilate, archetypes of avarice and corruption,
were imprisoned. For three days and nights, Guyon like Quixote does not
eat or drink, and immediately after he comes up, he falls into a deep faint.
Kermode’s allegoresis of Guyon’s cave experience is focused on two
themes: initiation and temptation, which parallel those of Christ in the
wilderness. Kermode indicates further the similarities between Spenser’s
cave and the temptation in Paradise Regained; in the latter, Christ rejects
the appeal to the senses and the temptations of wealth, power, honor, and
forbidden learning.*

In allegorical narrative, there is always the association between
abstract qualities and figures from mythology. Guyon’s joumey to the
interior might associate with Aeneas, who undergoes trials to strengthen his
virtues. Similar to Quixote’s journey, Guyon’s temptation, initiation and
trial take place in a cave where there is no sun or daylight; the primal division
between darkness and light symbolizes the hero’s spiritual struggle for both
Spenser and Cervantes. These images of light and darkness, day and night,
as well as clusters of imagery of sleep and waking also signify a penetration
into an ambiguous underworld of dreams, shades and memories. The cave,
supposed to be connected with the womb, a sacred place in some literary
works, in Spenser signifies mystery, evil, corruption and shame. C.S. Lewis
in his Allegory of Love has pointed out that Spenser’s basic method in
the first books of The Faerie Queene is that of psychological personification
(48-52). As a matter of fact, the aim of Spenser is not to persuade the
reader to accept one point of view, but to put him in possession of them all
and so enlarge his moral consciousness (Alpers, 286-8). Guyon’s journey into
the cave of Mammon thus may signify the hero’s fallen state in which he is
destined to encounter a perpetual choice between good and evil. Cervante’s
Quixote must fall into a world of enchantment to experience the spiritual
death of chivalry; likewise, Guyon’s quest must be achieved by means of
fallen human nature. Harry Berger in his study on The Faerie Queene
remarks that Guyon descends of his own will and is guilty of curiosity. Once
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in the cave of Mammon, therefore, he is able to survey all the material entice-
ments with a sense of detachment so as to reject them all (17). Quixote, on
the contrary, finds himself honored by the sage of Montesinos at first but
his encounters in the cave turn out to be devastating to his own self-esteem
and idealized vision.

Guyon as an adventurer shares some similarities with Quixote; both of
them are quick to compassion, which quality tends to bequile them into
yielding to soft emotion and weak sentiment. Sir Guyon is again similar to
Monkey in Hsi Yu Pu (Supplement to the Westward Journey) in the fact that
both are fiery and quick-tempered. Guyon, however, has to be initiated
to be a knight of Temperance, which suggests a state between self-indulgence
and deficiency, and a state of balance and control.  Professor C.S. Lewis
has pointed out that when Medieval writers turned their glance within, they
began to write allegory (60). Paulin Parker also remarked that aliegory
implies a narrative, but the agents will include images, personifications, types,
symbols created by the mind. She affirms that “The Faerie Queene had to
be an allegory. There is no other way of making a story about immaterial
things” (30-31).

Allegory is normally used for didactic and moral situations. The imagery
of the world in which the hero is journeying is certainly important in a
psychological allegory. Since a man in an environment can stand for the
environment in the man, in allegorical narrative there would develop a kind
of reciprocity between the consciousness of interiority and the environment.
James Nohrnberg’s allegoresis of Guyon’s journey is connected with Jung’s
interpretation of projection. To Jung, the subject who does not know his
own mind will not be able to distinguish its effect on his perceptions of the
objective environment, and his perception of the world will be at the mercy
of his projections.® Nohrnberg thus affirms that a man in an environment
often stands for the environment in the man (327). It is obvious that tem-
perance is regarded as a virtue that secures the private integrity against an
unruly physical environment. Temperance means also the control of the
internal power. In The Faerie Queene, Mammon is described as sooty and
his rusty coat is belied by the coat’s golden lining. Similarly the golden fruit
that Mammon offers Guyon suggests dust, ashes and corruption; the silver
stool suggests a chair of forgetfulness and unpredictable danger. Although
food and rest are the two supports for man’s life, Guyon dares not relax
even a little his vigilance.

The need of the temperate man for judgment, measure and self-restraint
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is the theme of Spenser; it is also the main theme of the Hsi Yu Pu. (1641).

In this Chinese novel, we find also the journey into the interior and the
embodiment of psychological personification, since the inner qualities and
the impulses of the human being are projected as characters who enact the
inner drama in externalized form. The word ching ( & ) which permeates
the whole novel literally means green but actually offers a metaphor for
desire or emotion ( {&). The worldly desire is embodied in the character
Mackeral ( #5#1), who is destined to tempt Monkey. As I have already
suggested, Monkey is a person who feels the emotion of anger and
intense remorse immediately, and ‘the external situation is a projection
of his internal situation: in an early episode of the novel, Monkey
slaughters some women and children because they are making fun
of his master. His master decides to explain the transcendental world as
implied in the gatha:

The peonies are not red;

The disciple’s heart is read.

When all the peony blossoms are fallen,
It’s just as if they hadn’t yet bloomed.®

Monkey, however, is not able to understand his master, suggesting that
Monkey is still entangled in his passions. In the dream that follows the
episode, Monkey is drawn into a Green Green World ( & & tH57). Brandauer
indjcates that the Green Green World is important to the allegory because
the three Chinese characters form the character for desire (83).

Like Sir Guyon who passes through a cave of memories and projections,
Monkey in Hsi Yu Pu enters the Tower of Myriad Mirrors and thus walks
back and forth through the World of Ancient, World of Future and the Green
Green World. Tung Yueh’s Tower of Myriad Mirrors is an enclosure without
entrance, a cave of spiritual darkness. Isabel G. McCaffrey has recognized
that allegory belongs to the fallen world (34). In Spenser, indeed, the fall
of man is equivalent to a fall from lucid into imperfect vision, and from a
world of light to a world of darkness. Similarly, in Tung Yueh’s Hsi Yu Py,
Monkey’s heightened iltusion manifests itself in his experience of the fallen
world which manifests itself in the Tower. The quest for the transcendent
world of Buddha must lead through a painful way; Monkey’s journey
seems to signify a ‘bildung’, an advance toward strength, competence
and the understanding of nature. As a matter of fact, Monkey’s journey



ALLEOGRY AND ALLEGORESIS OF THE CAVE 401

into the interior also parallels Guyon’s experience; both stories present a
truth with universal significance —a hero has to be tested and strengthéned
by certain perils and then is able to approach his final task in which he will
show not only the nature of his virtue but also his heroic magnitude. The first
thing for the hero to conquer, however, is the illusion of mind and the
discrepancy between good and evil.

Chinese scholar Feng Yu-lang ( #8ER) has said of Buddhist doctrine
that all things in the universe are the manifestation of the mind and every-
thing therefore is illusory and impermanent (244). This interpretation
parallels Nohrberg’s allegoresis of Spenser’s world, since moving towards the
moment of enlightenment Monkey also has to encounter the potential evil re-
presented by Mackeral, who from another angle mirrors the process of Mon-
key’s mind wrestling with desire. Mark Andres suggests that Monkey’s real
enemy is himself or his own illusion of the world. Mark Andres’ allegoresis of
Hsi Yu Pu is based on two points: 1) the novel embodies Ch’an ( #& )
symbolism; 2) instead of avoiding situations which could arouse desire, the
protagonist purposely indulges his desires. By doing so Monkey is able to see
the emptiness of all desire, and thereby eliminate it from his mind. Indeed,
in Hsi Yu Pu the allegory for the intellectual mind lies in the hero himself
and Monkey’s activity also parallels the incessant flow of thought in the
conscious mind. Tung Yueh has said:

To become enlightened and open to the Great,empty and destroy
the roots of desire. To empty and destroy the roots of desire
one must first go inside desire. After going inside desire and
seeing the emptiness of the root of the world’s desire, one can
then go outside of desire and realize the reality of the root of
the Way.”

Tung Yueh’s most important cave images are the Green Bamboo Cave and the
Myriad Mirror Tower. In the former, Monkey finds himself surrounded by
hundreds of peaks which appear in the most peculiar shapes; some appear
as scholars, some seem to be flying. To Monkey, however, the surrounding
is like a graveyard. Here the fusion of nature and the mind as well as the

visionary atmosphere reflecting the soul are not unlike what has happened
in Cervante’s Cave of Montesino, Spenser’s Cave of Mammon and the land-

scapes of the soul found in nineteenth century Poetry.” The noble truth

as reflected in Tung Yueh is affirmed by Andres: Existence is suffering, and
suffering is caused by selfish desire; the destruction of desire can be brought
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about by moral precepts, and meditation, and then can achieve super-
consciousness, wisdom and insight (26).

Allegory involves external and internal voyages, hence the main
characters in allegory tend to go through a deformed universe, a labyrinthine
fallen world—in MacCaffrey’s words, “the world of Plato’s cave-dwellers”
(34). The Renaissance defenders of allegory insist that darkness is a way of
concealing the deep and high truths of ultimate reality (62). Here, however,
we find that Tung Yueh, a seventeenth century Chinese writer, shares similar
ideas with his western counterparts. All three writers discussed here have
employed the cave as knightly trappings through which a higher enlighten-
ment will be achjeved; all three writers have used symbols, allusions or
personifications to present their main themes.

Allegory certainly invites vision and the didactic quality of allegory as
well as the process of allegorization and allegoresis demands the réader’s
response. Todorov has written of the quest of the Holy Grail: “The quest
of the Grail is the quest of a code. To find the Grail is to learn how to
decipher the divine language” (129). In deciphering the language of the
author, allegoresis has in fact offered a means for self-examination and has
provided grounds for analogy between the writer'’s experience and that of
the readers in interpreting the universe. In this paper, I have explained
the solitary heroes like Sir Guyon, Quixote and Monkey who have nothing
to rely upon except their own powers. I have examined the cave which
has served as an interior of darkness and illusion; only intellectual power
and personal virtues may help the heroes get through it. Indeed, for a human
being vacillating between his wit and instinct, awareness of the gap between
the illusion and reality may lead to an effort to escape from his perils and
his lamentable condition. Iam not suggesting that allegoresis is the only way
for the interpretation of the three narratives; I do suggest, however, that alle-
gorization and allegoresis link the three writers together. All of the caves
discussed here resemble the cave of Plato, which suggests illusion, ignorance,
obsession with passion and darkness of the soul, and the quest patterns
of all three heroes are based on the supposition that from illusions man is
educated into reality, and in the midst of pursuit he may gradually transcend
his past limitations. Thus the experiences in the cave not only exhibit
psychic phenomena, but because of their symbolic and metaphorical
function, they provide explanations of the voyage to the ideal.
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Notes

ot

Allegory, according to Fletcher, is often called inversion because it says one thing
but means another (2). Richard Blackmur calls allegory “‘the highest form of the
putative ifnagination,” while MacCaffrey comments that a symbolic situation can
be allegorized and an allegory can eventuate in symbolic vision (MacCaffrey, 24).
Pepin’s original text says, ‘‘lallegorie physique, qui voit dans les dieux et les heros
d’Homere une representation des elements de I'univers; Pallegorie psychologique,
qui en fait des dispositions de Yame; I'allegorie morale, selon laquelle ils figurene
des vertus ou des vices” (104).

Quilligan says it is actually allegoresis rather than allegory itself which has come
into fashion. Quilligan has an explicit explanation of allegory in the light of the
theories of reader’s response. The theorists mentioned include Barthes, Jameson,
Derrida (The Language of Allegory). To De Man, symbol postulates the possibility
of an identity, while allegory designates a distance in relation to its own origin
(Christopher Norris (95-101).

Kermode said Christ wished to be tempted so that he might strengthen us against
temptation. Kermode regards Christ’s resistence is examplary, and so is Guyon
(77). To Nohrnberg Guyon's journey alludes to Christ and curiosity is a vice
related to the lust of the eyes. He quotes from St. Augustine: “‘The world is the
lust of flesh, and the lust of the eyes, and the pride of life’” (336).

Jung in his Psyche and Symbol explains that ““it is not the conscious subject but the
unconscious which does the projecting . . . Projections change the world into the
replica of one’s own unknown face. They lead to an autoerotic or autistic
condition in which one dreams a world whose reality remains forever unattainable.
The resultant sentiment d’incompletude and the still worse feeling of sterility are
in their turn explained by projection as the malevolence of the environment (8).
The translation is from The Tower of Myriad Mirrors, p. 25. The Chinese text is:
FEFFAEL HE BB AL

¥FHEE S EECREERM

The translation is from Tower of Myriad Mirrors, p. 192. The Chinese texts read:
PO R ¢ Bl KSE W R R AR - E2RIEAR
VREAERN  REBERIE - EHfEst
RBEMRZE o (PR - 206 )
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