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ABSTRACT 

	
This article examines how castles function as central allegorical structures in Edmund Spenser’s The Faerie Queene, shaping both the narrative progress of quests and the moral “fashioning of a gentleman.” Its purpose is to demonstrate that castles are not decorative romance backdrops but architecturally concentrated sites where virtues, vices, and ideological conflicts are staged and resolved across the six completed books.
Methodologically, the study employs close textual analysis and formalist analysis of key castle episodes as Lucifera’s House of Pride and Orgoglio’s fortress (Book I); Medina’s and Alma’s castles (Book II); Castle Joyous and Malbecco’s castle (Book III); Corflambo’s stronghold and the fortified Island/Temple of Venus (Book IV); Pollente and Munera’s castle, Geryoneo’s usurped city-castle, and related sites of justice (Book V); and the castles of Briana, Turpine, Aldus, and Belgard (Book VI)—in dialogue with relevant Spenserian criticism.
The analysis argues that these structures consistently externalise inner states and ethical configurations through a system of binary oppositions: House of Pride and Orgoglio’s dungeon versus the restorative House of Holiness; the temperate castles of Medina and Alma versus Acrasia’s Bower of Bliss; Castle Joyous and Malbecco’s stronghold versus the Garden of Adonis; and, in later books, unjust fortresses of extortion, tyranny, and discourtesy versus more muted images of right rule, justice, and courtesy such as Mercilla’s court and Castle Belgard. The study finds a clear shift from predominantly spiritual and erotic architectures in the early books to legal, political, and social architectures of justice and courtesy in the later ones.
The article concludes that Spenser adapts the medieval castle-building tradition into a fully allegorical poetics: his “sandcastles” become durable pedagogical spaces where spiritual, moral, and civic virtues are materially tested, corrupted, or reformed.
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1. INTRODUCTION 

As Spenser’s characters struggle for their quests in The Faerie Queene, they voyage through an extraordinary world which displays the poet’s mastery. The published six books of Spenser’s epic are set in the Faerie Land. His imaginary world is marked with locations each demonstrating significant symbolism for the epic. The castles among them pose great functionality because they serve as the dwellings for both protagonists and antagonists. Their role in the epic narrative is significant because many conflicts or battles, which are necessary for the completion of each quest and enforcement of each virtue relevant to that book, are resolved or fought around them. The present paper explores the functionality constructed into these castles and analyses their symbolism which is indispensable for the quest element in their respective book.
The literary review on the scholarly work on Spenser’s The Faerie Queene, which spans centuries and most of which is at least one hundred years old, yields that there are no specific studies on the castles as locations of  conflict and resolution. There are some studies which focus on the topography and landscape in Spenser’s Faerie Land (Blair, 1932; Borris, 2000; A.C. Hamilton, 1964; A. C. Hamilton, 1997; Heale, 1999; Lockey, 2001), many major scholar (A.C. Hamilton, 1964; A. C. Hamilton, 1997; Heale, 1999; Nohrnberg, 2014) define the locations in Faerie Queene as lists and definitions for their connections to the plot. The present studies has the unique aim to define the castle and castle-like locations in each book of The Faerie Queene to refer to their contribution to the enforcement of their specific virtues. Additionally, it provides a comparison between such locations and highlights contrasts between each pair or group. Therefore, the present study is a contribution to the Spenserian studies in terms of its analysis and comparison of the fortifications artistically built by the great poet.
Each book of The Faerie Queene is dedicated to one virtue, and the total of the planned twelve books would fashion a gentleman (Ashley, 1965, p. 108). As he aims to place his poem around problems of moral and political philosophy (Oram, 2018, p. 333), the virtues in the published books are holiness in Book I represented by the Redcross Knight, temperance in Book II by Sir Guyon, chastity in Book III represented by Britomart, friendship in Book IV represented by Cambell and Triamond, justice in Book V by Sir Artegall, and courtesy in Book VI represented by Sir Calidore. There are six vices corresponding to each virtue such as unbelief (or lack of belief), intemperance, lust, discord and jealousy, injustice and tyranny, discourtesy and savage behaviour, respectively. As the protagonist embody the aforementioned virtues, it is the antagonists who are the emblems for the relative vice each book. 
The Faerie Land is not just a battle ground but a completely structured and populated world. It is organized around the Faerie Queene Gloriana who is one of the allegorical representations of Queen Elizabeth I in The Faerie Queene. As all the protagonists are tasked by their beloved queen Gloriana to fight against vices and evil across the Faerie Land, they journey through many locations and visit numerous buildings where both the good and evil reside. 
To illustrate, the Redcross Knight as the protagonist of Book I travels along the hermitage of the evil antagonist Archimago, spends sometime in the House of Pride where obviously evil Lucifera and her band of sins reside, becomes a prisoner in the dungeons of Orgoglio who lives in his castle, is taken to the House of Holiness after his imprisonment and loss of faith, to be healed physically and restored back to one true faith, and finally confronts the Dragon near the castle of Una’s parents (Heale, 1999, pp. 41-42). In terms of the narrative structure in Book I, the House of Pride is the ultimate emblem of pride, vanity, and haughtiness all depicted by the lady of the house, Lucifera, as well as the representations of the Seven Deadly Sins who inhabit the house and serve their lady (A. C. Hamilton, 1997, p. 1461). The audience is provided with a vivid description of the House of Pride first and then given the peaceful picture of the House of Holiness. These two locations serve to oppose each other and increase the allegorical effect both of which eventually pave the way to the enforcement of the virtue in the relevant book 
[bookmark: _Hlk217325307]Consequently, it may be stated that The Faerie Queene relies on binary oppositions in terms of the characterization, virtues/vices, and the locations. These locations serve for various moral and spiritual trials that the characters must navigate to advance in their quests. While the types of the locations vary as the Faerie Land is a grand habitat, the present paper investigates the functionality of the castles and their contribution to the “fashioning of a gentleman” (Spenser, 1932, p. 167). In each book. The castles in this study are Lucifera’s House of Pride and Orgoglio’s castle in Book I; Medina’s castle and Alma’s castle in Book II; Castle Joyous, Malbecco castle, and Busirane’s castle in Book III; the castle, Corflambo’s castle, and Temple of Venus in Book IV; Pollente/Munera’s castle, Radegone, Souldan’s castle, Mercilla’s palace, and Geryoneo’s castle in Book V; Briana’s castle, Aldus’ castle, Turpine’s castle, and Castle Belgard in Book VI. This list includes locations other than fortifications as they offer counterparts or oppositions to the castles.

2. methodology

This article adopts a formalist spatial framework that treats Spenser’s castles as meaning-making narrative forms rather than incidental scenery. It methodologically highlights that the castles are architecturally concentrated locations where the epic tests and enforces moral virtues or belittles and destroys the relevant vices. Grounded in close textual analysis of selected castles across Books I–VI and referencing established Spenserian criticism, the method isolates how the fortified locations operate as a semiotic system. It serves as a structured set of spatial cues (enclosure and exposure, thresholds and gatekeeping, visibility and concealment, hospitality and coercion) that converts the moral of the relevant book into materialized patterns for characters and readers. 

Each castle is examined through its architectural formation (walls, gates, chambers, towers, dungeons, bridges), its owner and owner’s significance and role, and its narrative function in the quest’s moral sequencing (temptation, captivity, education, reform, or judgment), consistent with the paper’s emphasis that conflicts central to each book’s virtue are repeatedly resolved or fought around castle-spaces. The comparative engine of the argument is a relational reading: castles are interpreted in paired and clustered contrasts that disclose an organizing grammar of binary oppositions. It shows how spatial arrangements function to emphasize inner states and ethical configurations. Traditional methods of close literary reading and semiotic referencing are utilized as side methods in the present study.


3. AnALYSIS 

In the first book, although Spenser does not use the word castle for its depiction, Lucifera’s House of Pride matches the characteristics of a castle in its structure, grandeur, and symbolic significance. Accompanied by Duessa, The Redcross Knight travels to the location which is described as;  
A stately Pallace built of squared bricke,
Which cunningly was without morter laid,
Whose wals were high, but nothing strong, nor thick
And golden foile all over them displaid,
That purest skye with brightnesse they dismaid:
High lifted up were many loftie towres,
And goodly galleries far over laid,
Full of faire windowes, and delightful bowres;
[bookmark: _Int_E8MuemQC]And on the top a Diall told the timely howres. (Book I, canto IV, stanza 4, lines 1-9)
(…)
But full great pittie, that so faire a mould
Did on so weake foundation ever sitt:
For on a sandie hill, that still did flitt,
And fall away, it mounted was full hie,
That every breath of heaven shaked itt: (stanza 5, lines 3-7)

While the first stanza above depicts the grandeur of the place, Spenser hints the destructive and decaying nature in the second as the fortification is doomed to fall due to not the winds in the sky but all the prayers of the people. Although referred to as a “Pallace,” the description more closely corresponds to the conventional characteristics of a castle: a grand, fortified, and often opulent dwelling associated with rulership, however the components of this fortification are representations of pride as Lucifera’s sin (A. C. Hamilton, 1997, p. 142). Nevertheless, the poet simultaneously and subtly unveils its underlying emptiness and deceptive nature. 
When the Redcross Knight observes the place as quoted above, he is captivated by its outward splendour. Later, he watches the parade of Lucifera and her seven deadly sins (stanzas 17–37). The scene is allegorically grotesque, but Redcrosse does not immediately reject it. Spenser reflects the Redcrosse Knight’s response as “But that good knight would not so nigh repaire, / Him selfe estraunging from their joyaunce vaine, / Whose fellowship seemd far unfitt for warlike swaine” (stanza 37, lines 7-9). So, his displeasure is mixed with disdain as he regards the company of the figures at Lucifera’s castle-like dwelling as unfit for a warrior. Like some other women in The Faerie Queene, Lucifera has the power and the role to “disempower” and “mislead” (Berger, 2004, p. 210). Although he distances himself (line 8), it does not happen as a result of a clear understating of the depicted vanity and deception. After his duel with Sansjoy in canto v and especially after his Dwarf retells him of the “mournfull sight” (stanza 25, line 2) of the people fallen into the dungeon of Lucifera’s palace/castle, he leaves the place to avoid “perill of like painefull plight” (line 4). 
While the Redcrosse Knight escapes the danger of Lucifera’s castle/palace, his decision results from the physical sensations he perceives of the place. While the House of Pride, the parade of the seven deadly sins, and Lucifera targets the victims physically, their final fall, due to the allegory of the work, happens spiritually (Blythe, 1972, p. 342). It is this physical doom that threatens the protagonist as depicted in the actual loss of lives (stanza 53). However, he is not mature enough to conceive the spiritual jeopardy yet: as he matures through his journey in the Faerie Land, the House of Holiness will serve as the place he achieves it. 
After leaving the House of Pride with such a mind, the Redcrosse Knight travels onward and arrives at a well which would serve as the source of his doom. It has magical waters which “faint and feeble grow” (canto vii, stanza 5, line 9). He engages in an exercise of physical pleasue with Duessa when “Unkindnesse past, they gan of solace treat, / And bathe in pleasaunce of the joyous shade” (stanza 4, lines 1-2). Duessa in this episode and later with Orgoglio refers to the “Babylonical whore” (Waters, 1967, p. 212). As the Redcross Knight drinks from that well, his powers begin to fade and he becomes frail (stanza 6). However, due to his fallen state of mind and body, the knight “Yet goodly court […] made still to his Dame, / Pourd out in loosnesse on the grassy grownd, / Both carelesse of his health, and of his fame” (stanza 7, lines 1-3). Then comes Orgoglio, the agent of his downfall. The giant symbolises “an enemy of the church” (Burton, 1993, p. 181) Nevertheless, it is important to note that it is the Redcrosse Knight himself who brings the fall; Orgoglio is simply an allegorical tool.  
The first location which is built and defined primarily as a castle belongs to Orgoglio, one of the chief antagonists in Book I. On canto viii, stanza 2, line 2, Sir Arthur and Una arrive “to a castle builded strong and hye” during their search for the Redcrosse Knight. The accompanying dwarf identifies the castle as the place where the Redcrosse Knight is held captive. Leaving Una behind for her safety, Arthur “marched forth towardes that castle wall; / Whose gates he fownd fast shutt, ne living wight / To warde the same, nor answere commers call.” (3, lines 2-4). Then Arthur’s squire Timias blows an old horn whose “shrilling sownd” (4, line 1) blasts open the castle’s gate and all the doors within. 
The sound terrifies Orgoglio, the host of the castle, who resides there with Duessa. (stanzas 4-5) She is the main protagonist in Book I and serves as the opposite of Una in every aspect of her characterization. Orgoglio opposes Arthur (stanza 6) to protect his castle and his partner Duessa who rushes to help him (stanza 12). At the end of their fierce clash, Sir Arthur kills Orgoglio (stanza 23-4) and orders his squire to hold Duessa captive (29). 
As Arthur and Una enter the castle (stanza 29), they come across Ignaro, the keykeeper of the castle ignorant about the whereabouts of Redcrosse Knight. Then Arthur takes the keys and starts to search for him. As they do so, the interior of the castle is revealed: 
There all within full rich arayd he found,
With royall arras and resplendent gold,
And did with store of every thing abound,
That greatest Princes presence might behold.
But all the floore (too filthy to be told)
With blood of guiltlesse babes, and innocents trew,
[bookmark: _Int_Q2ppKbze]Which there were slaine, as sheepe out of the fold,
Defiled was, that dreadfull was to vew,
And sacred ashes over it was strowed new. (stanza 35)
They find the Redcrosse Knight deep in a dungeon cell in “A ruefull spectacle of death and ghastly drere” (stanza 40, line 11). It is this deep dungeon where the Redcrosse Knight, whose “drained body” has been thrown into (Cavanagh, 1994, p. 321). Spenser depicts the disrobing of Duessa which reveals her true ugly self in contrast to Una, and they leave the castle. 
The two locations chosen from Book I and depicted above, the House of Pride and the castle of Orgoglio, stand in opposition to the House of Holiness. After his failure in the test of delights in the House of Pride which led to his imprisonment in the castle of Orgoglio, the Redcrosse Knight moves along his process of maturation and is taken to the House of Holiness where he is to be “taught repentaunce, and / The way to hevenly blesse” (canto x).  The castle-like House of Pride is outwardly magnificent but structurally unsound (canto 4, stanza 4, lines 1–3) and built on sand, not stone which suggests instability and deception. Similarly, the Castle of Orgoglio is described as a dark, menacing fortress with dungeons and chains signifying spiritual bondage, sin, and despair (Heale, 1999; Borris, 2001). In contrast, House of Holiness is simple, orderly, and spiritually sound and is not depicted with extravagant and vain grandeur which emphasizes simplicity, modesty, and moral substance. Caelia, whose name means “heavenly, is in charge of the place and assisted by her daughters: Fidelia (Faith), Speranza (Hope), and Charissa (Charity) (canto x, stanzas 4–16). Unlike the House of Pride which functions as a dwelling of extravagancy and physical delights, the House of Holiness represents the nurturing power of virtue and grace (A.C. Hamilton, 1964).
As the protagonists of the first book, the Redcross Knight has to undergo the maturation process (Svensson, 2011, p. 458), which is only possible through integration, disintegration, and reintegration. Therefore, he has to fall to rise again. The Redcrosse Knight has the trait of being spiritually immature when he experiences the House of Pride, and he is blinded by the appearances there. Due to his spiritual immaturity, he is unable to perceive the emptiness and seduction which it harbours. Consequently, he falls into the sins which are promoted there. He does not leave the place consciously, but only forced to leave after his duel with Sansjoy. Then he falls further in seduction and sin as depicted in the episode with Duessa near the magical well. 
The final step for his maturation takes place in the House of Holiness, which creates an ultimate contrast with the House of Pride and Orgoglio’s castle. While House of Pride and Orgoglio’s castle symbolize spiritual decay, vanity, and corruption (Nohrnberg, 2014, p. 264), and physical and spiritual captivity and helplessness respectively, the House of Holiness functions as the epitome of virtue, repentance, and true holiness. It facilitates the Redcrosse Knight’s spiritual rebirth. The House of Pride is deceptively magnificent, and Orgoglio’s castle is an imprisoning fortress. In contrast, House of Holiness is an orderly, modest, and hospitable house (A.C. Hamilton, 1964, pp. 102-104). The protagonist is seduced and becomes morally blinded in the House of Pride and falls captive into Orgoglio’s castle; however, the Redcrosse Knight becomes penitent, truly repents, and spiritually reforms himself in the House of Holiness (Broaddus, 2011, p. 573). 
It may be concluded that these three locations play vital but contrasting roles in the first book of The Faerie Queene. With their negative representation and moral and spiritual allegory, the House of Pride and the castle of Orgoglio serve for the downfall of the protagonists. Duessa, Lucifera, and Orgoglio are instrumental in it as well. As the protagonist, the Redcrosse Knight’s maturation proceeds through the plot across these locations. While the House of Pride seduces and the castle of Orgoglio traps the hero, it is the House of Holiness which frees him spiritually. 
In the second book of The Faerie Queene, there are two castles; Medina’s castle and Alma’s castle, which are both exemplary locations for the virtue of temperance (Nohrnberg, 2014, pp. 343-351). The reader is first introduced with Medina’s castle as 
Till that at last they to a Castle came,
Built on a rocke adjoyning to the seas,
It was an auncient worke of antique fame,
And wondrous strong by nature, and by skilfull frame. (canto ii, stanza 12, lines 6-9)

The castle is inhabited by three sisters who are by one father and three mothers (stanza 13, lines 1-2). The most significant sister is Medina, the middle sister; and Elissa and Perissa, the eldest and the youngest sisters respectively, are described as most disagreeing (stanza 13, lines 6-9, stanza 35-6). Elissa and Perissa are extremist characters. they take delight in excess of what they do because they symbolize the opposite of temperance:  “the twin vices of excess and defect” (Holloway, 1952, p. 13). On the other hand, Medina is the middle and moderate sister, who strikes Sir Guyon with her “goodly carriage” (stanza 38, line 2). She acts as an allegorical representation of self-control (Hubbard, 2014, p. 239).
The second castle is Alma’s castle which Sir Guyon seems to be besieged. Before arriving there, he travels through some other locations where he experiences a lack of temperance. The first castle as the castle  of Medina and the second and final castle as the castle of Alma are significant as they pose the first and the last locations which serve as the emblems of temperance and moderation. 
It is Canto ix where the character Alma and her castle are introduced (Heale, 1999). The castle is actually sieged by a thousand armies (stanza 12). After a brief fight, Sir Guyon and Prince Arthur push them away long enough (stanza 17) to gain entrance to the castle and meet Alma who is “(…) a virgin bright / That had not yet felt Cupides wanton rage / Yet was shee wooed of many a gentle Knight” (stanza 18, lines 1-3). The castle is described as “the house of Temperance”. Alma gives them a tour of the place (stanzas 21-35) which serves as the allegorical composition of how temperance is formed and maintained in the body and the soul (Borris, 2000, pp. 17-21). The castle and its hostess receive Sir Guyon as a student who is taught the deep internal anatomy of temperance physically with the castle tour and verbally with Alma’s speech. 
As a person is morally and spiritually required to be strong to maintain his temperance, Alma’s castle as its allegorical stronghold has those qualities at the outmost degree. The walls are so high that no enemy could climb, and they are not made of brick, stone, or lime; it is a slime-like substance (stanza 21, lines 2-5). The conflicting idea is that it is not the physical soundness that holds the walls together but the spiritual strength. Additionally, the slime-like material refers to the temporariness and mortal nature of the human being. Furthermore, Spenser describes the frame of the castle as “ partly circulare, / part triancular / (…) /And twixt them both a quadrate (…)” (stanza 22, lines 1-6) which refer to the head, legs, and the body in between. These three elements keep referring to the allegorical function of Alma’s castle for the human body/soul (Borris, 2000, pp. 37-41). 
The castle has two gates: one allows everyone in (stanza 23, line 2) but the other allows none in when locked; however, it lets friends inside and keeps enemies out even when opened (lines 7-9). The latter gates surpasses the former in craftmanship and is built of a “more worthy substance” (line 5). The next component of the castle is the porch which is crafted out of a smooth and sleek stone and marble (stanza 24, lines 1-3). It is guarded by a porter who keeps watch day and night (stanza 25, lines 1-2). As a continuation of the body allegory, the porch refers to the mouth and the porter to the tongue. Furthermore, the hall, kitchen, and parlour, function allegorically as other parts of the body. The tour continuous with the turrets above and the roof of the castle which were “great workemanship, and wondrous powre” (stanza 47, line 2) and ends with the descriptions of three rooms where three sages, who excel in foreseeing the future, advising the present, and memorizing the past (stanza 49-59). 
Canto x is a chronicle of Briton knights. It is the next canto xi where the audience is narrated the fight outside the castle. The battle is between the strong passions and the fort of reason (stanza 1, lines 2-3). The siege and the attacking forces are vivid allegorical representations, such as Maleger who is a “hellish fiend” (Russell, 2020, p. 119). There are twelve attacking armies which refer to seven deadly sins and the seductive attacks on five senses (Heale, 1999; Borris, 2001). The battle is narrated extensively (stanzas 6-48), and the victorious are the defendants who are led by Prince Arthur. 
Consequently, the castle of Alma signifies the reason and temperance against which passions attack. As the fierce attack of affections lose to the defendant reason, a man must defend himself accordingly against the bodily pleasures. Sir Guyon moves on only to arrive at the destination of his quest, the Bower of Bliss, which serves as the spring of those pleasures.
Spenser forms another contrast in book two with his locations. While the castles of Medina and Alma are the positive signifiers of temperance, the Bower of Bliss, which is governed by Acrasia, is the embodiment of excess pleasures and their effect on the body and mind (Lewis, 2013, pp. 332-333). It is the castle of Alma as the emblem of governance through reason and temperance that must be maintained, and it is the Bower of Bliss that must be destroyed, which Sir Guyon actually does at the end of canto xii. To sum up, the three locations in the second book of The Faerie Queene are built accordingly by the poet and serve the virtue of temperance which a gentleman of his time should gain and maintain .
There are two castles in book 3: Malecasta’s Castle Joyous and Malbecco’s castle. As the protagonist of the third book, Britomart arrives at Malecasta’s castle in the first canto. It is “A stately Castle” (line 2). The description goes on as;
That Castle was most goodly edifyde,
And plaste for pleasure nigh that forrest syde:
But faire before the gate a spatious playne,
Mantled with greene, it selfe did spredden wyde (lines 4-7).

Before the castle are six knights who are attacking another. Britomart joins the fray besides that knight and repulses the attacking group of six (stanzas 22-3). It is then understood that the group fights against the single knight because he does not “chaunge my [his] liefe, and love another Dame” (stanza 24, line 3), who is later identified as the lady of that castle, Malecasta. Her name comes from Latin malus + castus and means the “evil chaste” (A. C. Hamilton, 1997, p. 359). After conversing about the concept of love and service towards a lady, Britomart advances and pacifies the group (stanzas 28-9). Afterwards, they enter the castle, and the poet briefly states that “Long were it to describe the goodly frame, / And stately port of Castle Joyeous,” (stanza 31, lines 1-2). The interior is so richly ordained, and the “sumptuous aray” of the great chamber is described: pillars and posts of “purest bullion” “embost” with pearls and precious stones, whose glitter “did sparckle forth great light.” Then Britomart and the knights  are led into an inner room whose royal richness “mote Princes place beseeme.” (stanzas 32-3). The castle interior is ornamented with tapestries referring to Malecasta’s seductive nature (Lehnhof, 2006, p. 216).
They see the lady for the first time in her luxurious bedchamber where she seduces her lovers (stanzas 34-41). Upon seeing Britomart, Malecasta, the Lady of Delight, engages in tempting the knight as she is unaware that Britomart is a woman underneath the armour. She visits Britomart’s chamber secretly at night where is rejected upon discovery. Chaos ensures as it is revealed that Britomart is in fact a woman (Hadfield, 2011, p. 35). She receives help from the Redcrosse Knight, and they leave the castle together.
Malecasta’s Castle Joyous is an allegory for false love, carnal temptation, and lust. The name “Joyous” is deeply ironic: its joy is carnal, false, and excessive. Malecasta as a name stands “for evil chaste” (A. C. Hamilton, 1997, p. 359). Consequently, the name of the lady, the name of the castle, and the temptations inside it make this place a playground of false love and lechery. While it is richly ordained and luxurious, the Castle Joyous is indeed hallow. The knights outside who fight for the Lady of Delight and the courtly pomp which is displayed in the castle actually refers to distortion of courtly love into lust by Malecasta. Consequently, the first castle of the third book is a representation of false love and carnal temptation (Lewis, 2013, pp. 332-333).
The second castle belongs to Malbecco. He lives in his castle as;
 “Therein a cancred crabbed Carle does dwell,
That has no skill of Court nor courtesie,
Ne cares, what men say of him ill or well;
For all his dayes he drownes in privitie,
Yet has full large6 to live, and spend at libertie. (canto ix, stanza 3, lines 5-9)
Malbecco has locked up and alienated himself in his castle (Freeman, 2000, p. 316) and only cares about his filthy money and goods which he gains by deceiving others, simply put, stealing (stanza 4, lines 1-3). Furthermore, he has a beautiful wife, Hellenore, much younger than him and keeps her away from people “depriv’d of kindly5 joy and naturall delight (line 9). To sum up, Spenser identifies Malbecco with jealousy, both for a wife and possessions (Heale, 1999, p. 76).
When, the Squire, Satyrane and Paridell arrive at the castle, they are denied entry and have to spend the night out in a fierce storm. Another knight arrives, and four of them threaten Malbecco to set the gate afire, upon which he allows them in. Unlike the Castle Joyous, Spenser does not provide any description of the castle exterior or the interior. When they go inside, the last knight is revealed to be Britomart, who surprises all the others with her identity and bewitches them with her beauty (canto ix, stanzas 20-4). Fast forward, Hellenore steals Malbecco’s wealth and sets the rest in fire, and then she elopes with Paridell who has tempted her. So Malbecco loses both his wife and his wealth. He sets out to find them, but eventually he undergoes a mental and allegorical transformation where he ends up as “Gealosy” wandering alone in the wilderness (canto x).
The episode with Malbecco and his castle is a dramatization of avarice and jealousy. Malbecco turns his castle into a stronghold to keep his possessions and wife away from others. He does not share his wealth and is reluctant to let others get even a glimpse of his wife. However, the episode ends with his fear of loss becoming real when his possessiveness of wealth and emotional tyranny on this wife both end with total destruction of wealth and marriage. 
As in the case of previous locations, Spenser creates counterparts for the two castles in his third book. The Castle Joyous and Malbecco’s castle conflict with the mythical Garden of Adonis (canto vi). The Garden represents natural and harmonious sexuality and love as mutual growth not as possession which contrasts with the Castle Joyous and Malbecco’s castle, respectively. Another significant location is the House of Busirane. It does not offer an opposition, but it is another negative image of excessive sexuality. Consequently, Spenser’s two castles in book three are allegorical strongholds, one for false love and carnal temptation which is represented by Malecasta’s Castle Joyous and the other for avarice and jealousy, which is symbolized by Malbecco’s castle (Lewis, 2013, pp. 332-333). 
The fourth book of The Faerie Queene continues with Britomart who arrives in an unnamed castle (stanza 9), where the fair Amoret resides. However, there is no description of the place and no function except as a residence. Similarly, Corflambo has a castle in canto ix which does not have rich descriptions. Corflambo is a giant who is slain by Prince Arthur in canto 8 to free Placidas and later Amyas. When they arrive to Corflambo’s castle, the audience is given the details that it is guarded continuously (stanza 5, lines 6) and that it has a dungeon where Amyas the Squire and other knights are kept. After releasing him, the “same Castle strong” where “great store of hoorded threasure” (stanza 12, lines 2-3) is located is ransacked by the liberators. It is only possible to infer from these small details is that the castle of Corflambo is a walled and guarded castle which includes a prison/dungeon with many captives and inhabits a significant hoarded treasure amassed by him. However, Spenser does not provide any towers, walls, materials, colours, or ornamental details; therefore, this castle remains only functional.
A castle which suits the definition of the present study lies on the Island of Venus in canto x. As Scudamor narrates his quest for Amoret, he described that the Temple of Venus is located on “an Island strong” (stanza 6, line 1). The adjective strong being used for an island should not be regarded as strange because the island itself is described as a fortification. It has natural walls against enemies and is accessible only through one bridge “(…) arched all with porches, did arize / On stately pillours (…)” (lines 8-9). There is a fair and strong castle for the protection of the island which regulates all the incoming and outgoing guests. It is so well guarded with bridges on both sides that it is impossible to force entry. There are also twenty knights who set guard (stanza 7). Scudamor fights and defeats them to win the shield of love.
There are other obstacles in the castle as well. The porter is an allegorical man called Doubt who hesitates to open the gate, another called Delay hinders guests from moving on, and a dreadful giant who is named Daunger stands guards. All these characters, however, let Scudamor pass as he is the rightful owner of the shield of love. After further trials he beholds the love of his life. It is safe to say that the castle and the temple of Adonis architecturally and morally represents the ordered, guarded, and lawfully regulated love.
The fifth book of the Faerie Queene, as some critics argue, showcase locations inspired by Ireland (Lockey, 2001, p. 278). In book five, Spenser’s protagonists are Artegall and Talus (Blair, 1932, p. 83), who yield a sword and a flail/halter, respectively, as instruments of justice (Canny, 1996, p. 264). They meet a dwarf in the canto ii, and he states that he would attend the wedding of Marinell and Florimell in Castle of the Strond. However, Artegall and Talus are to travel through the Faerie Land, and fight evil before the wedding, so Castle of the Strond is not described yet. Instead, the dwarf tells them about a problem on their path. They would soon be hindered passage through a bridge by a man named Pollente. Artegall and Talus go that way and Artegall fights and kills the man who robs the passers-by (book v, stanza 5-19). The form of killing for Pollente is beheading, which makes another reference to English oppression of the Irish (Fowler, 1995, p. 54). Next, they go to his castle where his daughter resides guarded by many. The castle is fully structured with its gate, battlements, and towers. Artegall and Talus are naturally denied passage, and the guards throw stones at them. It takes Talus the iron man and his iron flail a thousand strikes to breech the gate (stanza 21, line 7). Frightened by the uproar, Munera appears at the walls. She is the daughter of Pollente who guarded the bridge, and her name is Latin for meed/profit (A. C. Hamilton, 1997, p. 1116), which refers to the materialistic nature of and the avarice, or a form of early capitalism (Croft, 2011, p. 569), committed by the father, daughter, and the castle, which the rest of the episode confirms.
When she understands that her men’s attack or her charms do not work on Talus, she tries to bribe him. Great sacks of riches are brought to the battlements and poured down over the castle wall. However, none stops Talus who allegorically represents the swift and merciless but also violent justice (Gregory, 2000, p. 381) as described in stanza 23 . When Talus and Artegall enter the castle, they make quick work of the guards who fly or hide (stanza 24). They find Munera hiding “Under an heape of gold” (stanza 25, line 6). She has golden hands and silver feet, which Talus chops off (stanza 26, line 9). Then her body is thrown into the river along with all the ill-gotten treasure in the castle (stanza 27). Finally, Talus razes a great deal of the castle down, including its foundation, so that it may never the repaired. Meanwhile, Artegall clears the bridge, and they continue their journey.
The first castle in book five of The Faerie Queene functions as a dwelling and stronghold for wrong-doings on people. There are historical and political references by Pollente, Munera, the bridge and the castle, which are not the subject matter of the present study. On the surface level of the text, they commit crimes on people as they rob them, ask for bribes, and even kill them. Therefore, justice must be served by the protagonist Sir Artegall and his companion Talus. Similar to the Bower of Bliss which is destroyed by Sir Guyon in the second book of the epic, it is now Pollente’s castle to be destroyed in the name of justice. While Spenser chooses to keep some evil location intact in the plot, these two are emblems of excess vices, and therefore require annihilation. 
In canto iv, Artegall and Talus arrive at the Radegone, the city ruled by the Amazon Radigund. It serves as the location where Artegall must undergone his transformation process (Celovsky, 2005, p. 245). It is described with gates and walls (stanzas 35-45), but Spenser does not use the noun castle for it. Although it is clearly a fortification, this location would not be classified and analysed as a castle in this study.  
Later in canto viii, Artegall and Talus meet Prince Arthur who is trying to save a maid from two knights. After dealing with them and saving  the maid, they agree to help the maid’s lady, Mercilla, the queen of a nearby kingdom. The aggressors are Souldan and his wife Adicia who reside in a castle. Artegall, Talus, and Arthur disguise themselves with the dead knights’ armour and get inside. Although Souldan attacks Arthur on a chariot and gets killed (stanzas 28-44), it is stated in stanza 45 that it is a castle high (line 4). Besides being high and having a gate. There is no other description of this castle, and it remains as another merely functional location in The Faerie Queene. 
Prince Arthur hears about an old widow named Belge/Belgae in canto x. She is ruined because a giant which is called Geryoneo has usurped her city and castle and also gave twelve of her seventeen sons to a monster to devour (stanzas 7-13). Geryoneo is the allegory of Spanish King Phillip II in the fashion of Hercules fighting the giant Geryon (Hunt, 2001, p. 94). When Arthur meets Belge’s sons who ask for help in Mercilla’s court, he asks for Mercilla’s permission to help them. Granted, he sets out with them and arrives at the ruined city which has “stately towres” (stanza 25, line 5). Belge has built a castle as the symbol for the strength of the city (stanza 26, like 1) which is now ruined under Geryoneo’s wicked rule. He adds a fair chapel and an altar in front of the castle where his own idol stands as a blasphemy to God and where the man-devouring monster dwells (stanzas 28-9). Arthur kills the governor of the castle (stanza 33) as well as three other guardian knights (stanza 35-7). In the following canto, Arthur overcomes Geryoneo, slays his monster, and returns the castle and the city to its rightful owners, which serves for the justice. 
All the castle and castle-like location in book five are locations of injustice and tyranny (Heale, 1999, pp. 128-130). Some are built as such, and some are later usurped. Despite being fortified, they all fall at the feet of the protagonists such as Sir Artegall and Prince Arthur. These location are in contrast to Mercilla’s castle where the queen rules righteously and provides justice mercifully when needed or asked. One example for Mercilla’s execution of justice is the trial of Duessa, the major evil antagonist from book one and two, in canto ix where she hesitates and delays her execution until canto x, which is a reference to Queen Elizabeth I’s mercy (Phillips, 1970, p. 116).
 With these examples, Spenser refers to the fact that justice prevails sooner or later as the virtue of this book. It is Artegall as the emblem of justice and Talus as the enforcer who bring order and justice to the lands they travel through. The same role and attributes are incarnated into Prince Arthur, who is actually the one that harbours all the virtues in The Faerie Queene. Consequently, Spenser’s descriptions, sometimes even the lack of them, impose that the ideal virtue of justice and rightful rule must be administered throughout the Faerie Land, which stands as the grand allegory for Queen Elizabeth’s England (Hutton, 2014, p. 1151).
The last book of The Faerie Queene offer rich material in terms of castles. It is the book of Sir Calidore, the knight of courtesy, who is in a quest to find and defeat the Blatant Beast (Blitch, 1973, p. 15). The first canto provides the description of a strong castle occupied by evil (stanza 13). Strangely enough, the owner of the castle, Lady Brianna (stanza 14, line 6) treats the passers-by cruelly. The protagonist of the book Sir Calidore meets a squire who tells him that;
For may no Knight nor Lady passe along
That way, (and yet they needs must passe that way,)
By reason of the streight, and rocks among,
But they that Ladies lockes doe shave away,
And that knights berd10 for toll, which they for passage pay.”
Upon hearing that Maleffort, the hand of that Lady Brianna, arrives and demands Calidore’s beard. The speech from by Maleffort is very discourteous, which opposes courtesy, the virtue embedded by Calidore. However, Calidore pursues him to the castle where he slays the villain. In terms of the subject matter of the present study, so description is present expect for the regular structure of a stronghold with walls, gates, and a porch (stanza 23). After a fight with the lady’s beloved Crudor, Calidore defeats him, unites Brianna and Crudor, and reforms the castle.
Next is Aldus’ castle and Turpine’s castle in canto iii. The former remains only as the name of the residence for an old knight named Aldus. Later, Sir Calidore meets a knight named Calepine and his lady Serena (stanzas 20-2). The company are attacked by the Blatant Beast (stanza 24) who wounds Serena. As she requires quick help, Calepine takes her to a castle which is inhabited by Turpine. They are denied entry unless the knight first fights against the lord of the castle. Only one detail is revealed about the castle that it is called “Castle of the ford” (stanza 39, line 9). The wounded couple Calepine and Serena are not allowed despite Calepine’s courteous requests for help.
Prince Arthur is introduced into the plot in canto v. When he learns about the discourtesy by Turpine, the knight and the Savage Man travel to his castle to avenge his wrong-doings. They are treated rudely and then attacked. Turpin and his men are defeated, but Arthur does not kill him for his lady’s sake (stanza 36). However, in the next canto, because Turpine lacks honour and courtesy, he sends men after Prince Arthur, who finally Turpine for good. Consequently, the castles of Aldus and Turpine are merely functional names for residences without any description.
The final castle is the Castle Belgard in the last canto. It lacks physical description, but it is significant as it is the residence of Sir Bellamoure (book xii, stanza 3, lines 3-4) and his beloved Claribell. It is the only location in the book where Sir Calidore is received courteously and treated kindly. In this regard, the previous three castle form an opposition with the Castle Belgard, which makes the former locations pillars of discourtesy to contrast with the latter.

4. results and discussion

[bookmark: _GoBack]As the present study analyses book by book, the castles in Spenser’s The Faerie Queene may be grouped to show how they are built to externalise the virtues and vices proper to each legend. The fortifications in Spenser’s grand romance, whether physically described or not, form functional opposites. They depict how Spenser extends and transforms the medieval tradition of castle-building into a fully allegorical poetics. Medieval romance had already established the castle as a privileged space for testing knights and concentrating power. In book one, the unstable splendour of the House of Pride and the imprisoning darkness of Orgoglio’s stronghold mark the Redcrosse Knight’s descent into sin and error, while the plain House of Holiness functions as the architectural emblem of repentance. In book two, Medina and Alma as characters and their castles become fortresses of temperance as opposed to Acrasia and her Bower of Bliss (Bean, 1977, p. 71). In this instance,  the castle follows the anatomy of a person with the walls, gates, and rooms attributed to the body and soul. In book three, Spenser’s castle structure becomes locations for jealousy and lust as depicted with the Castle Joyous and Malbecco’s castle to be only countered by the mutual and generative love in the Garden of Adonis (Heale, 1999, pp. 86-90).
The later books shift this architecture from the spiritual and moral into the legal, political, and social spheres (Nohrnberg, 2014, pp. 200-240). In book five, Spenser multiplies unjust castles such as Pollente’s bridge and castle and Belge’s castle usurped by Geryoneo. Although they lack physical descriptions,  they dramatize how injustice becomes structurally embedded in bridges, gates, treasuries, and strongholds. Justice must be served not only for individuals but also through these corrupted strongholds. Conversely, the relatively understated “good” castles such as Belge’s restored castle and Mercilla’s court serve as models for the virtue of justice. The book six brings Spenser’s castle building  system down to the level of social interaction: Briana’s and Turpine’s castles are emblems of discourtesy and mutilation (Heale, 1999, pp. 151-152), while the Castle of Belgard stands as the rare image of true hospitality and courtesy.
5. Conclusion

Consequently, Spenser’s “sandcastles” are both a continuity and also an addition to the medieval castle-building tradition. He retains the romance tradition of perilous bridges, lady-ruled households, besieged walls, and dungeons but systematically rebuilds them as locations for virtue and vice across spiritual, erotic, political, and social means. Castles become points where the poem’s binary oppositions such as holiness/unbelief, temperance/intemperance, chastity/lust, and justice/injustice are staged in their most concentrated form. In this sense, it may be concluded that Spenser’s castles are not only schools for the moral and spiritual education of individual knights but also continuations of medieval romance architecture which are built out of sand, however, against the test of time they stand.
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