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AMOUR COURTOIS IN THE WORKS OF CHERETIEN

by Karl Heinz Merz

Major Professor: Dominique M. Penot

It is the purpose of this work to demonstrate that
the term amour courtois, as it was coined and defined by
Gaston Paris in the nineteenth century, is by no means
an adequate descriptive term to apply to the love theme

The ideological basis of amour courtois is the
fin'amors of the troubadours, wnho 1ntroduced this love
conception to western civilization, probably from the
Arabs. It then spread to northern France and was adopted
by various authors in varying fashions. Its elements and
variants are traced through the works of the trouvéres,
early vernacular literature, the precursors of the
romances, the Tristan legend and the lays of Marie de
France. Each author, or group of authors, are shown to
have treated what is generally called amour courtois
according to their own tastes and according to the
preferences of their audience. Part I of this study
provides the background necessary to an understanding
of the treatment of amour courtois by Chrétien de Troyes,
the greatest writer of medieval rrench epics.

Chrétien knew the works of his predecessors and
contemporaries and was influenced by them. In his works
he reacts to them, particularly to the Tristan. Chrétien's
own conception of the love theme evolves in his romances.
It is essentially uncourtly in his first romance. Erec
et Enide. Chrétien shows himself a good student of™
Troubadour fin'amors in Cligés, where he also strongly
and explicitly reacts agalnst the Tristan legend. In
his Chevalier de la Charrette he holds back his own
ideas on courtly conventions and acts as the literary
craftsman for his patroness Marie de Champagne, from
whom he has received instructions as to the sentimental
orientation as well as the subject matter of the romance.
It is this work on which Gaston Paris' term amour courtois
is based. In Ie Chevalier au Lion Chrétien elaborates his
own conception of the love theme, a harmonious balance
between love and adventure. The protagonist realizes
himself through a series of trials and reaches maturity
and equilibrium. Thus he becomes worthy of taking his
place in society at the side of fame et amie, both wife
and lady-love, not a common concept in the Middle Ages,
not in conformity with amour courtois as it is elaborated
in the Chevalier de la Tharrette, but Chrétien's own idea
of amour courtols.




INTRODUCTION

"The trouble with Courtly Love is that it gives its lovers no rest,
and the modern critical devotee is hardly less jealous of his favorive
theory of its nature and source than was the ‘c.z'oubudour."‘l wWith this pes-
simistic appraisal a modern scholar characterizes succinctly the efforts
in a vast field of study. The difficulty of the matter quite apparently
lies in the fact that we are dealing with a sentiment that by its very
nature defies scholarly scrutiny and analysis, a sentiment that seems to
be as old as mankind and as varied and complex in its forms as are the
hearts and souls of men. A certain measure of delicatesse is required if
we want to avold the pitfalls of either being pedantic in our discussion
of a subject that allows no pedantry, cr of giving way to flights of
fancy, for which there is no room in a work of a scholariy nature.

After Gaston Paris had originated the term amour cour*t;oia:2 the
term was all too often indiscriminately used to label the sentimental
contents of troubadour lyrics as well as that of northern French epics of

the period, with little or no regard as to the differences in cultural

background, social conditions or the idiosynerasies of individual authors.

1'I‘l'xeon:lore Silverstein, "Andreas, Plato, and the Arabs, Remarks on
Some Recent Accounts of Courtly love," Modern Philology 47 (1949-50),
p. 117.

2Gaeton Paris, "Le Conte de la Charrette," Romania 12 (1883),
p. 319.




Frequently the critics have been too vague in their distinctions between

courtoisie, amour courtois, and fin'amors, or they have made no distinc-

tion at a:'.:l..3 For Denis de Rougemont“ amour-passion, cortezia and amour

courtois are identical. According to Belper:r'on5 courtoisie is a neces-

sary product of amour courtois. It must be stated, however, that thess

two conceptions are not :lnterdept-mdent.6 Courtoisie is the ethical and

social ideal of chivalry. Amour courtois presupposes courtoisie of the

lover,but not vice versa. This confusion of the two concepts leads
Belperron to the erroneous statement that "ecourtoisie ennuie Chrétien de
Troyes", who in his romences "doit se soumettre a la tyrannie de la mode

et de sa protectrice."7

This statement might be valid only in the case
of the Conte de la Charrette. Otherwise, as will be demonstrated, it

is neither amour courtois nor courtoisie that "ennuient" Chréetien, but

the adulterous fin'amours of the troubadours.
It will be shown in the course of this study that fin'amors of

the troubadours must not be held identical with amour courtois as applied

to northern French literature. The confusion surrounding the definition

of courtoisie and its relationship to amour courtois can also be put into

3Ct'., e.g8., Moshé Lazar, Amour Courtois et Fin'Amors dans la 1it-
térature du XIJe sidcle (Paris:Klincksieck, 1964), for a detailed discus-
eion of these terms.

4Denis de Rougemont, L'Amour et 1l'Occident (Paris:Plon, 1939),

p. 61.

5P. Belperron, La Croisade contre les Albigeois et l'union du
Languedoc & la France (Paris:Plon, 19%2), p. 53.
6Lazar, op. cit,, p. 21.

7Be1perron, op. cit., p. Sh.



a clearer light by making a distinction between the cortezia of the trou-

badours and the corteisie of the Nor't.lcx.8

The meaning of amour courtois is indeed not easily defined, and

an indiscriminate use of the term may well lead to confusion. Jean

Frappier comments:

1e sens du mot courtois est complexe: il est emplové en affet
tantot avec une valeur large, par exemple lorsqu'il se rapporte d'une
fagon générale & la morale chevaleresque et aux €legances de la
politesse mondaine, tantdt avec une valeur @troite, plus raffinée,
plus "pure", lorsqu'il designe un art d'aimer qui n'est pas acces-
gsible au commun des mortels, cet embellissement du desir érotique

et cette discipline de la passion qui constituent proprement 1!amour
courtois.

Alexander Denomy is of the same opinion when he writes that, applied

to literature, to poetry, to romance,

courtly has the essential meaning of belonging to, emanating from, for
and in a court. It is a literature of courts, a court literature deal-
ing with courtliness and embodying its ethical and social ideals...

But applisd to love, courtly has quite another meaning. 1t is the term
that designates the species of the love of the troubadours.0

Correct as these statements are as a general definition of the term,
they cannot satisfy the reader acquainted with the theme of love in medi-
evel French literature, who is likely to agree with Moshe Lazar who main-

tains that

««s1l'expression amour courtois est impropre pour qualifier l'idéo-
logie amourevse qui s'épanouit au XII® sidcle dans une grande

801’. Lazar, op. eit., p. 20, Cf. also the excellent article by
Alexﬁc-l;r Denomy, "Courtly Love and Courtliness," Speculum 28 (1953),
PD. 535,

3 Jaan Frappier, Le Roman Breton, Des Origines & Chrétien de
Trogea, 2nd, ed., (Paris:Centre de documentation universitaire, 1951),
P. .

Opanomy, art. cit., p. 46.



diversité d'oeuvres littéraires, et est trop étroite pour pouvoir
contenir & la fois 1l'amour exalté par les troubadours et l'amour
proné par un Chrétien de Troyes ou par les trouvéres. Si 1'amour
courtois est un art d'aimer, une certaine maniére de vivre et de
chanter l'expérience amoureuse, il n'est pas le m@me pour les podtes
du midi, pour Marie de France ou pour Chrétien de Troyos. Et & plus
forte raison n'est-il pas le méme pour les poétes du XITI® sidcle qui
colorent les thémes amoureux d'un vernis de religiosité et dont le
point de départ est la morale chrétienne. Aussi, parler comme on 1l'a
toujours fait, de 1'imour Courtois au Moyen Age, sans distinction de
milieu ou d'époque, revient & qualifier d'un méme nom des conceptions
d'amour radicalement opposées les unes aux autres, tant par leur
essence que par leur portée. La fin'amors des troubadours, l'amour
con,j\_:(ga.l courtois de Chrétien, 1'amour pas: passion (enrichi de certains
@léments de la fin'amors) du Tristan et Iseut de Thomas et des contes
poétiques de Marie de France, ce sont la autant de conceptions qui ne

se laissent pas réduire & un denominateur commun, 3 une seule et méme
formule. 1

We shall go one step farther and claim that the term amour courtois

will not even adequately portray the love theme in the works of a single
author, Chréetien de Troyes. Even the casual student of Chrétien's romances
will recognize that the matter is differently treated in the Chevalier de
la Charrette than it is in Cligés. A close study of the texts under care-
ful consideration of the ablest international scholarship may well reveal
some interesting insights into Chrétien's treatment of the subject. A
study of this nature has been made by Myrrha Borodim;,12 but many new

aspects have appeared in the prodigious amour courtois and Chrétien studies

of the past sixty years. A thorough and comprehensive re-evaluation of
the gmour courtois theme in Chretien's work seems warranted.
Chrétien wrote to suit the literary fashions and ta-*es at the

court of Troyes. His patroness was Marie de Champagne, daughter of

11
I‘Blr' OPe Cito. P. 230

12)47rrha Lot-Borodine, La Femme et 1l'amour dansl'ceuvre de Chretien
de Troyes (Paris:Picard, 1909).



Aliénor of Aquitaine and Louis VII, king of France, who married in 1164
Count Henri de Champagne. She brought to his northern French court the
poetic tastes of her mother's Poitevin domain. Thus she could furnish
Chrétien with the"matiére” and the "san", the sentimental and psycholog-
ical concept of his Charrette. These concepts were not indigenous to the
northern French chivalric culture, whose ideals were primarilv nronesae
and chevalerie, as depicted in the chansons de geste., It was at the
more refined courts of southern France where love was first considered
an ennobling force, a source of virtue, and it was there that it was
consciously favored to religious and chivalrie '.tdeals.13 A new outlook
on life, a new evaluation of man and his world find expression. Once
fin amors, this new trait that presents to us the milder side of knight-
hood, is introduced to the North, the ideal of the hero changes. The hero
in the chanson de geste is fighting for an cbjectivs cause, for Caristi-
anity, for the power of the king, for his country. He submits his indi-
viduality to the collective idea. In the courtly epic the hero becomes
an individual whose fate is psychologically drawn. His values are more
subjective., Not "por chrétient8" or "por France doulce" does he go into
battle, but he fights for himself and, as we might suaspect, for the love
of a lady. Courtly Love becomes his guiding value. A new phase in the
evolution of chivalry has begun. It is the ideal of the new generation
to serve a lady, to gain her favor, to suffer for her. This brings

about a greatly increased respect for noble women with an appreciation

130f. E. Wechssler, Das Kulturproblem des Minnesangs (Halls:
Niemeyer, 1909).



for literature and esthetics. The different outlook on life, the war-
like one of the North and the more serene one of the South, find their
expression in literature. The encounter of these two cultures is reflected

in the new literary genre, the roman courtois. The fusion, as is to be

expected, 1s not an instantaneous one. The love theme, practically non-

existent in the earlier chansons de geste, is gradually introduced to the

northern epic and, as it is avidly received by the courtly audience, under=
goes a process of refinement and gains preponderance, finde its most skill-
ful expression towards the end of the twelfth century, until it becomes
largely insipid and codified during the following century. All of these
courtly romances are influenced by the Provengal love lyrics, but not all
to the same extent. Except for the romance of Flamenca they all appear
during the second half of the twelfth century. The import of these works
liea not in thair form nor in their subject matter, but in the descrip-
tion of the inner man, of feeling and emotion, and in their whole new

conception of value judgments and ideals, at the center of which stands

amour courtois.

Other influences during the course of this development have to be
considered. Chrétien is educated by the Church. He is a secular cleriec.

The clerics are the literate class, as they had been for a long time before.

Faral writes:

Mais il semble que, vers 1150, leur nombre, grace & la prosperit$
des &coles, crit considérablement. En outre, il se peut que, & la
méme date, leur attitude dans les cours ait changé et qu'ils aient
paru plus entichés de mondanité que leurs preédécesseurs. Le fait
est qu'ils avaient regu une education littéraire toute différente.
Non seulement en &tudiant les poetes anciens, ils s'é@taient pris
d'un golt nouveau pour l'invention artistique... mais de plus,
choisissant parmi ces podtes anciens, ils s'@taient attachés a



quelques-uns de ceux qui avaient ob&i & 1l'inspiration la plus libre
ou méme la plus licencieuse: i1ils admiraient, louaient, et imitaient
Ovide, 14
We know that Chrétien is quite familiar with Ovide. He states so
in the opening lines of his Cligés:
Cil qui fist d'Erec et d'Enide,
Et les commandemanz d'Cvide
Et 1'art d'amors an romans mist.
(Cliges, vv. 1—3)15
It seems that he served his literary apprenticeship in trans-
lating the Latin author, a widespread practice at his time. The c¢lerics
are quite aware of their role as continuators of the Ancients and of the
influence that they are thereby exerting on the aristocracy. They are
striving for a renaissance of letters. Endowed with spirituel and intel=
lectual acumen they endeavor to "gloser la lettre", to give their personal
interpretation to this her:ﬁ:&ge.16
Chretien's life at the court of Champagne brings him in contact
with the literary works and figures of his time, He must have known
Andreas Capellanus, the codifier ¢f the type ¢f amour courtois that
ococupied the fancy of the Champenois court. He knows the Tristan legend
and reacting egainst its morality, refers to it again and again. Frappier

calls Chrétien's interest in this legend an "obsession".17 He is also

1)‘E«dmoncl Faral, Recherches sur les sources latines des contes et

romans courtois du Moyen Age (Paris:Champion, 1913), p. 194.

Stnretien de Troyes, Cligés, ed. A. Micha, Classiques frangais
du Moyen Age (Parisi:Champion, 1957),

1601'. W.A., Nitse, "Sans et Matiére dans les oeuvres de Chrétien

de Troyes," Romania 44 (1915-17), pp. 14-36.

17Jean Frappier, Chrétien de Troyes, 1'homme et 1l'ceuvre (Paris:
Hatier, 1957), p. 22.




much intrigued by the "matidre de Bretagne", a pool of Celtic legend
materia118 illustrated by Geoffroy of Monmouth in his Historia regum
Britanniae, which appeared in 1136, and makes it the vehicle of his
romances,

Before attempting an analysis of Chrétien's work we shall have
to review carefully this background. Our presentation will have to be
limited to the most significant and most representative works. Then,
after having appraised the literary and sentimental climate of the second
half of the twelfth century in northern France, we can turn to Chrétien
de Troyes. It should then be possible to recognize the building blocks
that the medieval author has brought together to create his own enchant-
ing edifices. However, not content with merely pointing out Chrétien's
borowings we shall attempt to show also the anthor's own ideas of and

attitudes toward this new concept of amour courtois,

18

Cf. Roger Sherman Loomis, Arthurian Tradition and Chréetien de
Troyes (New York:Columbia University Press, 1949).

Roger Sherman Loomis, the most prominent Chrétien scholar in
America, 1s particularly lean’ng towards this practice. International
scholarship in general is more cognizant of Chrétien's creative genius.



PART I. THE DEVELOPMENT OF AMOUR COURTOIS




CHAPTER I
TROUBADOUR FIN'AMORS

The conventions of romantic love, as we know them, had their
origins in the lyric poetry of the troubadours in the twelfth century in
southern France. Modern etiquette, the precedence of women, courteout
and chivalrous behavior are not all as natural as we would like to con~-
sider them to be and by no means as old as mankind. In ancient litera=-
ture, as the British scholar Clives Staple Lewis points out, "love seldom
rises above the levels of merry sensuality or domestic comfort, except
to be treated as a tragic madness;... which plunges otherwise sane people
(usually women) into crime and diegrace."1 This was the fate of Medes,
of Phaedra, of Dido. Ancient man loves his wife as he loves the rest of
his home and possessions, and it is Aristotle who recognizes that conjugal
relations can, at times, be as satiefying as the friendship between good
men.2 In ancient love poetry woman is the instrument rather than the object
of love.

It is not until the early twelfth century that we find a new senti-

ment, the expression of a new kind of love in the early lyric poems of the

1C.S. Lewis, The Allegory of Love (Oxford:Clarendon, 1936), p. 4.

\ 2aristotle, Ethics, 11624 (as quoted by C.S. Lewds, op. cit.,
p. 4).
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troubadours in langue d'oc or, more specifically, in the Limousin region
from where it spread over the rest of aouthern France and in its later
stage of development was carried to the North. This new kind of love
poetry that we find in the cansos d'amor of the troubadours was later
termed by the pioneer romanist Gaston Paris amour courtois or courtly
love.3 As the term implies, courtly love is not an affair of the masses.
Indeed, its first exponent, Guillaume de Poitiers (1071-1127), duke of
Aquitania, is a powerful ruler, who knows no master. This worldly and
gay, but also somewhat crude and licentious lord is a poet. Of his work
only eleven pieces are extant, which Belperron divides into two categories:
the "chansons bachiques" and the "chansons courtoiaes".u The drinking songs
are quite in the vein that we would expect of Guillaume. In the best-
known one the author compares his two mistresses to two horses which he

is unable to "garder tous deux, car 1l'un ne peut supporter l'autre.”

what surprises us, however, is the entirely different and new tone of
lyricism that we find in the '"chansons courtoises". Love is no longer a
banality but an art, a seriocus sentiment with the basic characteristies

of what is later to be known as Courtly Love. These songs show a change
in psychology as well as in form. The thorough studies of the eminent
Arabist A.R. Nykl indicate that Guillaume, during his crusade in 1101-1102,
must have become acquainted with the Andalusian-Arabic verse form of the

muwassaha, since his songs upon his return reflect their versification as

3'1!10 terms used by the troubadours themselves were "veral amors",
"fin'amors", "bon'amors",

uPierre Belperron, Joie d'Amour (Paris:Plon, 1948), p. 35.
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well as their spirit. Nykl states:

Les strophes arabes-andalouses, les muwassahas, furent inventées
en Andalousie vers la fin du IXe sieécle, probablement non sans appui
sur certaines formes nouvelles connues i Bag ad, et, d'aprds ce que
nous disent les auteurs arabes l'art des les composer se répandit
bientét aussi dans 1'Orient. Quoique nous ne les trouvions dans aucun
manuserit oriental de cette époque-ld, nous pouvons admettre comme sur
que Guillaume put les entendre chanter en Syrie avec assez de fréquence
pour se rendrs compte, d'aprds lz mSlcdis, de lour systdms de versifie-
cation et, en méme temps, acquérir des idées plus raffinées sur l'amour.

This Arabic influence on the formation of the 0Old Provengal love
lyric has by no means remained undisputed. Proponents of other influences,
namely those of Classical Latin, Medieval Latin and indigenous popular song,
have discounted this influence on the basis of dissimilarities. Further-
more, very few Romanists are also sufficiently qualified Arabists. The
opinions of most scholars are therefore for the most part not based on
first-hand comparative studies. However, Nykl's careful regearch strongly
' supports the Arabic theory, particularly in the case of Guillaume de
Poitiers. Nykl concludes:

Si Guillaume de Poitiers emploie dans ses poésies des images qui
coineident entiérement avec celles connues parmi les musulmans espagnols
et dans aucun autre milieu europ@en de l'époque, on peut considérer
non seulement comme tréds probable, mais comme absolument certain, que
la connaissance de cette philosophie d'amour a di pénétrer en Aquitaine
par la voie du monde musulman voisin. Il serait assez bizarre de
supposer que cette philosophie efit pu se former des deux c6tés des
Pyrénées d'une maniére tout 2 fait indépendanto.6

It has been fairly common practice among students of literature to

consider medieval love lyrics and courtly epics under the aspect of Courtly

5A.R. Nykl, "L'infl.ence arabe-andalouse sur les troubadoura",

Bulletin Hispanique 41 (1939), p. 313.
6Ib1d., P. 314,

5
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love., Yet, it is erroneous to define the love sentiment of the trouba-
dours and that found in a thirtsenth century prose romance as one and the
same, 1t is further inaccurate to draw on the theories of Andreas
Capellanus in order to explain the work of a Bermard de Ventadour or a
Marcabru. In order to understand the love conception of the troubadours
it is indispensable that one study their works.

As the differences of interpretation among the critice show, such
a study is by no means without problems. On the one hand, generalisations
have been made that lead to the impression that the concept of fin'amors
was identical in all troubadoura. On the other hand, arbitrary distinc-
tions have been made in the love conception of the :troubadours, distinc-
tions that in reality did not exist. The most common of these distinetions,
and one that is still widely held, is the one of the realistic and the
idealistic schools among the troubadours. According to these scholars the
realistic school in the evolution of the Courtly lLove lyric of the trouba-
dours is represented by Marcabru and Bernart Marti. The representatives
of the second group are Jaufrf Rudel and Bernard ds Ventadour., Cercamon
takes an intermediate position. The first group are called the realists,
because they deplore in an often rude and coarse style the social and moral
decadence of the idealists, who in noble and refined expression exalt their
new idea of pure love, in reality a sinful and demoralizing conception of
love, the illicit and adulterous love for a married lady. A distinction
is made concerning the nature of love: the erotic, carmal and worldly
love of the idealists versus the conservative realistic school that

condemned these new ideas, This theory of the two schools was conceived
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by Carl Appel7 and later developed by Hoepffher,g Je:mroy,9 and Riquer.w

Thus, Jeanroy equates the "pure love" of Marcabru with divine love and
opposes it to the profane love of the courtly poets.” Carl Appel, in
an article on Marcabru,12 claims to discern a strong distinetion that the
latter makes between the two scl'n.)ols.13

It is the merit of the eminent troubadour scholar Alexander Denomy
to have established that the troubadours, at least as far as their concep-
tion of love ia concerned, can not be divided into two schoolta.ﬁm With
rhilological exactitude he analyzed the works of the prominent representa-
tives of both "schools", Guillaume IX, Marcabru, Cercamon, Bernart Marti,
Jaufre Rudel and Bernard de Ventadour, and he reached the conclusion:

The analysis, based on the texts, reveals that from the very

beginning, from Guillaume IX, there has s4xisted among them (the
troubadours) a constant tradition and conception of pure love, =

7carl Appel, Bernart von Ventador, Seine Lieder, mit Finlei
und Glossar (Halle:Niemeyer, 19155, p. XXIV, LXI, and LXVI,
8

Ernest Hoepffner, "Le troubadour Bernart Marti,” Romania 53
(1928), 103-150.

quiivd Jeanruy, L& Fo@sis iyrigus Ges Ttroubadours (Farisiiidier..
vol. I, pp. 1“"30.

Oartin Riquer, Le lirica de los trovedores (Barcelons, 1948),
vol. I, pp. XL-XLIIT.

11qunrc:y, op.oit,, p. 17. "Vers la méme &poque, Marcabru, &
la f£in d'une pigce ou il exalte le pur amour, c'est & dire l'amour
divin, s'éléve contre 1l'amour profane."

'2carl Appel, "Zu Marcabru,” Zeitschrift fiir romanische Philologie
43 (1923)’ Pe 450.

1
Ibid,, p. 450.
mnmndor Dinowmy, "Fin Amors: The Pure love of the Troubadours,

its Amorality and Possible Source,"” Medieval Studies 7 (1945), pp. 139-
179.
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fin'amors. Far from differing in their idea of love, the so-called
idealists and realists concurred in teaching and defending a concep-
tion of pure love of desire arising from the contemplation of the
beauty of the beloved and effecting a union of the minds and hearts
of the lovers. It was a love that yearned for and, at times, was
rewarded by the solace of every delight of the beloved except the
physical possession of her by intercourse. Far from being pure in
the accepted sense, or disinterested, it is sensual and carnal in
that it allows, approves and encourages the delights of kissing and
embracing, the sight of the beloved's nudity and the touching and
lying beside her nude body - in short, in all that provoi:s and fans
desire., ror iv is desire thavl is the essence oOf pure loVe....
Despite all the sensuality that such a love implies in our eyes, for
the troubadours this love is pure, good and true, - "fina", "bona',
"veraia". It is spiritual in that it teaches the union of hearts

and minds and not of bodies, and in its desire for and striving after
ever closer union it ennobles him who loves to such an extent that it
is the source of all good and all virtue,!5

In an earlier article16 Denomy sums up the fundamental noticn of

Courtly lLove:
What might be called the mechanics of Courtly Love consists in
three fundamentals: +the exalted position of the beloved, the su{ge
of the lover upward to the beloved, love as desire and yearning.

This theme is fixed in troubadour love lyrics. Creative possibil=
itiss for the troubadour lay im the variations of this theme. However,
the startling fact is that this troubadour conception of love is new,
unliike any sentiment ol preceding ages., Love is an ennobling force.

Woman is elevated to a place of superiority above the lover., The lover
grows more virtuous through his love of the lady. It is love which raises

him in the scale of worth and virtue. Schrotter remarks very aptly:

15

Ibid,, p. k2,
161 exander Denomy, "An Inquiry into the Origins of Courtly Love,"
Medieval Studies 6 (1S44), pp. 175-260.

T1b4d., p. 185.
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Ovide says that love debases; the troubadours say that love ennoblea.18

This love is not synonymous with Ovidian divertissement. The lady is of
high birth, of singular moral and physical beauty and is not rarely
addressed with the masculine title of respect midons. The troubadour,
who is not necessarily of noble birth, pays his hommage to the well-born
lady by celebrating her beauty and her virtues and claiming to be her

humble servant in his service d'amour. The lady's beauté d'ame, her

excellent moral and mental attributes are much praised, but it is always
her physical aspects on which the poet dwells, and it is this physical
beauty, the contemplation of her noble body, the troublesome sweetness
of her glance, her fair complexion, her blond hair, and other quali-
ties that kindle fin'amors in the troubadour's heart:

Bela domna, .l vostre cors gens

e.lh vostre bel olh m'an conquis

e.l doutz esgartz e lo clar vis

e.l vostre bels ensenhamens

que, can be me.n pren esmansa

de heutat no,us troh sgansas

la genser etz c'om posc'el mon chauzir, 19
o no 1 vei clar dels olhs ab que.,us remir.

‘‘nis love transrorms the lover, It gives him a new personelity.
It captivates him, It affects every fiber of his being. It is within the

power cf this love %0 render the villain courteous and to turn the evildoer

to goodnesss

18\41111»14 Schrotter, Ovide und die Troubadours (HalleiNiemeyer,
1908), p. 48.

1903.1-1 Appel, op. cit., I, vv. 49-56,
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Amors non est peciatzg

Ans es vertutz que lo malvatz
Fai bos, el'h bo'n melhor.

E met hom en via 20

De bon far tota dia,

Indeed, so is the lover in the spell of his lady's charm that he
has lost all control for good or bad over his destiny:
Per lieys serai o fals o fis,
v urecnuriers o pies d°enjau,
o totz vilas o totz cortes
o trebalhos o de lezer
Qu'en leys es tota la merces
Que.m pot sorcer o decager. 1

The position he assumes as her worshipper is modeled on the feudal

system and the duties of the vassal towards his superior:
Bona domna, re no'us deman
mas que'm prendatz per servidor,
qu'e'us servirai com bo senhor,
cossi que del gazardo m'an.

The superior lady to whom the troubadour addresses himself is
always a married lady, and in spite of the spiritual overtones of his
imprecations, the Jjoy and alleged elevation that he derives from his bliss-
ful state of servitude, a clearly sensual desire canmot be overlooked.

The fin'amors of the troubadours is essentially an adulterous love.

Whether it be a purely spiritual adultery, un amour de t8te, as is often

205u11hen Montanhagol (ed. Coulet), p. 69. ("Love is not a sin;
it is rather a virtue whioh makes the wicked good and the good man better.
And it puts man on the way of doing good daily.")

21 cercamon (ed. Jeanroy), I, vv. 51-5%. ("Through her I shall be
false or sincers, loyal or treacherous, villainous or courtly, diligent or
slothful, For all mercy rests with her; she can lift me up or debasc me.")

22Carl Appel, op. cit., p. 191, ("Good lady, I ask nothing of you
except that you take me as your servant, for I shall serve you as 1 would
a good lord, however I may fare as regards reward.")
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claimed, or a merely literary convention, or simply unadulterated
adultery, may depend on the individual poet and alsc on the individual
critic, Gustave Cohen seems little realistic when he considers the
amorous relations of the troubadours "un gracieux passe-temps d'un poéte
et d'une dame™ with the indulgent consent of the hv.:s:b:md?3 Equally
questionable is the opinion of Jacques Lafitte-Houssat, who writes:
Les hommages qu'elle pouvait recevoir ne porteient aucunement

ombrage au mari, qui en #tait lui-méms flatté et n'aurait pas songé

2 les empécher. Au mari la persomnne et la fidelité matérielle, a

1l'amant 1'&me et 1a vie spirituslle. Bien mieux, une femme

vertueuse non seulement pouvait mais devait presque avoir un meri

et un amant, La seule faute grave, eflt consisté & avoir deux
amants,

This may have bgen the conception of some troubadours, but it
seems most unlikely that the husbands would have accepted it without
suspicion.

The fact that the celebrated lady should be a married woman is
more easily understood in the light of the status of marriage in the Mid-
dle Ages. Feudal marriages are contracted for purely utilitarian purposes,
the production of offspring, the consolidation of domains, The woman
acquires social standing at the side of her husband, But love, the fin'
amors of the troubadours, cannot exist betwesn married persons. Conjugal
relations can be affectionate but not amorous, for they lack the constit-
uent of love - desire. The married woman is not unreachable for the

husband; the latter obtains the satisfaction of his desires without having

Jgustave Cohen, Chrétien de Troyes, 2nd ed. (ParisiBoivin, 1949),
P 35.

24

Jacques Lafitte-Houssat, WM (Pariss
Presses Universitaires de France, 1950), p. 109,
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to court her, to implore her, to suffer for her. He need not fear the
losengier, the jealous and envious detractor and rival. Contrary to the
courtly lover he does not have to aspire through constant efforts to gain
her favor. One does not need to conquer what one possesses. The marriage
relationship is a matter of contract, without risk or suspense. It is

Adaln) A ool e oo & [
L

s PICECT and WmOnCICnCuS. ThS WasUeT Owild nLid womdaiie

Fin'amors, on the other hand, thrives on the tenuity of the situa-
tion, the sweet melanchcly of suffering and the ephemeral joy it brings.
In order to be worthy of the love of the lady the courtly lover has to be
wholly devoted to her and be subject to her every whim with undying patience.
Only then can he hope to win her heart, which he considers the proper state
of affairs, since the husband has a right only to her physical properties.
However, the troubadour's desires do not stop here, as has so often been
maintained. Fin'amors is neither a platonic love nor a purely spiritual
love. Plainly carnal desires are only thinly disguised in Provencal

love lyrics, and often not at all, as will show the following example,

yb_in_‘: in nc‘b atovnd nat.

= oy g ————

Las! e viure que'm val,
8'eu no vei a jornal

mo fi joi natural

en leih, sotz fenestral
cors blanc tot atretal
com la neus a nadal,

8i ctamdui cominal
mezuressem ega1.25

22carl Appel, op. cit., p. 167, vv. 33-40. ("Alas, what is the
use of living for me if I do not ever see my pure sincere joy in her bed
under the casement window, her body as white as the snow at Christmas
time, so that both of us in like measure may vie with each other.")
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The reader cannot but agree with Alexander Denomy, who states:

The union longed for, sought and envisaged is physical one; the
ultimate goal to which love impels the lover is the physical enjoy-
ment of the beloved and in this sense Courtly Love is not disinter-
ested. In truth, the language of the troubadours, even the most
epiritgal, at times does little to dissipate that general impres-
sion.2

This expression of desire for physical enjoyment of the beloved

- o~ Ve wmow A e A

i, Lowsver, always wansiused wiitn & rewspeciful and nooie fervor rrom
which the troubadour derives his joyful and exalted state of mind, which
sets the true lover apart from the villain, which inspires him to greater

virtue. The troubadours make a distinction between fin'amors and fals'

amors or amors communsus., The former is aristoeratic, spiritual and
lasting; the latter common and vulgar, carnal and ephemeral, The poet
Marcabru especially makes this distinction, calling the true love "amors"
and the false "amars", Marcabru has often been called a misogynist.

This reputation he earmed by castigating false love and false lovers.

But Marcabru said harsh things only of women whoge avil 1life and conduct

merited it.

NN mendana Qacemana = -~ M2 I
A WAL WA W MVMMRG YO 4 WS UGS

Vergoigna e no sai cor.27

Mas de faus amistat me clam
Qu'anc pos la serps baisggt lo ram
No foron tant enganairiz

26 ) lexander Denomy, "An Inquiry into the Origins of Courtly Love,"

Medieval Studies 6 (1944), p. 180.

27Marcabru, Poésies complétes du troubadour Marcabru, ed. J.M.L.
Dejeunne (Toulouse:Privat, 1909;. p. 157. This and the following trans-
iationa of Morncabri are by A. Denomy, art. cit., "Shame has fled from
amongst women and is noi current here."

28Ibi¢:l., p. 24, "But I lament over false love, for never have

there been so many deceitful women since the serpent drew donn the branch."
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Eysamens son domnas trichans
E gsabon trichar e mentir,
Per que fan los autrus enfans
Als maritz tener e noyrir;

® 9 OO0 DG IO IQROOLIOSEBSEOSRNORS

Ja Dieus no'l sia perdonans
Qui las vol onrar ni servir,
Estas putas ardens cremans 29
Pajors que isu no'us saudbra dir.
But he also hails "fin'amors":

Adcel cui fin'Amors cmm:i*!:z30
Viu letz, cortes e sapiens.

All fin'Amors, fons de bontat,
C'as tot 1o mon illuminat,)’

Marcabru frequently criticizes the notion of "amars", and he
defines "amors" only through negations: true love does not belong to
the villain, the treacherous and the sensuous. His poems give the impres-
sion that to him fin'amors is chaste, spiritual, disinterested. Most
eritics go even further and identify "amors" with divine love, the love
of God. The eminent (German medievalist Cari Appel notes:
Hler ist kein Zweifel mehr, was Fin'Amor bedeutet. Jetzt handelt
es sich nicht nur um keusche Liebe, im (egensatz su sindiger Brunst.
Es handelt sich um keine irdiasche Lisebs mehr, Pin‘'Amor ist zum Himmel

aufgestiegen. Es ist die Liebe, die um Gott ist und mit ihm selber
eins wird,>2

291b1d=, P. 166, "Women likewise are tricksters and know how to

cheat and lie; wherefore do they make their husbands maintain and support
other men's children. May God never forgive him who wishes to honor and

serve these passionate and impassioned whores who are worse than I can tell
you."

% Ibid., p. 196. "The man whom pure love gingles out lives happy,
courteous and wise,"

3'Tbid., p. 198. "An! Pure love, fount of goodness, through which
the whole world is enlightened.”

> 2Cax'l Appel, "Zu Marcabru," Zeitschrift fiur romanische Philologie
43 (1923), p. 454,
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Scheludko is the same opinion.33 Wechssler before him had iden=-
tified fin'amors with the caritas of Christian mysticism, claiming that
it had grown out of the spiritual background of a Christian civilization.Bh
Errante, more recently, has defined this theory.35 Yet, all these theses
are in no way founded on the original texts. E. Gilson?6 Alexander Denomy?7
and Moshé Lazar38 have clearly shown that there are fundamental differences
between divine love and the fin'amors of the troubadours. The love of God
is hardly a matter of self-promise and pledge as fin'amors is. Its birth
is not confined to the well-born and its growth to a leafy bower protected
from the cold and the heat. Divine love does not, as does fin'amors
single out or reject an individual, and we need not fear the loss of
divine grace once it has been bestowed upon us, if we keep accepting it.
Another erroneous thesis of some troubadour scholars is the claim

that the service d'amour is based on the veneration of Notre Dame, the

Virgin Mary. The veneration of Mary had not become a common cult until

33Dimitri Scheludko, "Religidse Elemente im weltlichen Liebeslied
der Trobadors," Zeitschrift fiir franzdsische Sprache und Literatur 60
(LYD1 )y D M

32‘Eduarr.i Wechasler, Das Kulturproblem des Minnesangs (Halle:
Niemeyer, 1909), p. 216.

350. Errante, Sulla lirica romanza delle origini (New York:Vanni,
1943), p. 377.

36E. Gilson, La Théologie mystique de Saint Bernard (Paris, 1934),
pp. 193-216.

3T 1 exander Denomy, Medieval Studies 6, pp. 188-193.

38Moahe Lazar, Amour courtois et fin'amors dans la littérature du
XITe sidcle (Paris:Klincksieck, 1964), pp. 81-85.
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a time when the troubadour lyrics were already highly developed.39 The
same objections are to be voiced to claims of an influence of Christian
mysticism on troubadour lyrics.

Fin'amors is neither caritas, platonic love, nor purely carnal or
sensual love, but sensual and erotic desire is its main constituent. The
ennobling power of fin'amors is not in contradiction with its carnal
aspects, at least not in the Middle Ages. The attempts of more moderm
critics to separate these aspects, to speak of the "idealistice" or
"courtly" elements and the "realistic" or carnal, accounts for much of
the confusion surrounding troubsadour studies. These aspects complement
each other; they give polarity and tension to the system of fin'amors.
Lazar sees the relationship of these aspects quite clearly:

L'amant courtois oscille toujours entre deux poles: protestations
de respect et d'humilite d'une part, attente du rendez-vous secret
d'autre part. Et entre ces deux poles il y a de la place pour toute
une casuistique de la passion.*0

Briffault commants on the carmal character of troubadour love:

Alors que toutes les subtilités et les vétilleries de la dia-
lectique courtoise sont tirées au claire, l'amour raffiné que les
pusiop delondeni conire is grossierete vuigaire n'en reste pas molns
nettement et franchement charnel. Marcabru s'insurge, et il a la
langue affilse, contre les hommes et les femmes dont la conduite
dégrade 1'amour et qui n'ont cure des €émotions SlevBes. Ce apres
quoi, il s'abrite auprés de sa "bon'amia", qui, elle, ne tombe pas

dans ces grossieretes et mérite partant la dévotion horm@te et raf-

finee d'un "entendedor", et il la caresse tandis qu'il. se d.éelw.bille'.lH

39Alexander Denomy, Medieval Studies 6, p. 193.
4

Oh&oahé Lazar, op. eit., p. 85.

41Robert Briffault, Les Troubadours et le sentiment romanesque
(Paris:les Editiones du Cheéne, 1945), p. 109.
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Jaufré Rudel takes a special position among the troubadours. His
"amors de terra lonhdana" is usually advanced as proof by "idealistic"
critics that fin'amors was of necessity devoid of any carnal aspects, a

purely spiritual longing, an imaginary ideal., The lady of Rudel's dreams

has been variously identified: as Aliénor of Aqui‘c,aine)':2 the Blessed

} = 1y ) 3
Virgin,-'} Helen of 'I‘roy,44 a divine be:l.ng,lr5 the Holy Land personi:‘.“ied,a6

or simply "un immagine: una visualizzazione intensiva, una somiglianza ...
del suo stesso amore".“7 Before we capitulate before so much learning, let
us look at the original texts. They will show that the lady was real

enough, as the following episode will testify:

Mielhs mi fora jazer vestitz

Que despolhatz sotz cobertor

E puesc vos en traire auctor

La nueyt quant ieu fuy assalhitz.
Totz temps n'aurai mon cor doclen,
Quar aissi.s n'aneron rizen, 48
Qu'enquer en sospir e.n pantays.

%. Momaci, "Ancora di JaufrS Rudsl," Rendiconti de la Reale
Academia dei Lincei, serie Vv, 2 (1893), p. 927.

R 43 carl Appel, "Wiederum zu Jaufré€ Rudel," Archiv 107 (1901),

538=3559.

by

Karl Vossler, Sitzungsberichte der Kaiserlichen Akademie der
Wissenschaften, 1918, p. 133 ff.

4511. Jeanroy (ed.) Les Chansons de Jaufré Rudel, 2nd ed. (Pariss

%G. Frank, "The Distant Love of Jaufré& Rudel," Modern Language
Notes 57 (1942), 528-529.

MMario Casella, "Poesia e Storia. Il Jaufré Rudel," Archivio
Storico Italiano 96 (1938), p. 60.

haJaufrﬁ Rudel, ed. cit., I, 8-1%., The translation is by Moshe
Lazar, op. eit., p. 91. "Mieux m'eiit valu dormir vétu que dévétu sous la
couverture, et je puis vous citer 3 t&moin cette nuit ou je fus asseailli.
J'en aurai toujours le coeur dolent, car ils s'en furent ainsi rieant, que
J'en soupire encore et suis anxieux."
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In his other poems, however, love does have a somewhat less tangible
quality. Jaufré Rudel claims that he has unburdened himself of fcolish

sensuality:

Adoncs vuelh mos chans si auzitz,
Et apprendetz lo, chantador!

E sapchatz tug cominalmen
Qu'tie'm tenc per ric e per msnen
Car so descargatz de fol fais.

Jaufré Rudel from now on yearns for the perfect woman, a woman he
has never seen. This dream fulfills him with joy and happiness, Denomy

says of this love:

Jaufré Rudel's "amour lointain" is an expression of "fin'amors",
"bon'amors”., Its object is a fair lady. It matters little whether
she be real, ficticious, the fancied embodiment of the perfection
of womanhood, she is unattainable; his is a love of desire not of
poasession, 56

The love of a lady that one has never seen is in reality nothing
new in world literature. 0lin Moore, in an interesting siudy, give numer-
ous examples of this 'c.heme.s1 In the Tristan legend King Marc falls in

love with Iseut la Blonde, whom he has never seen. Lazar concludes:

Si ce th3me sst diffuse et illustré par de nombreux poetes, il

faut, pour evre jusve envers Jaurrs Rudel, dire que chez lui ce
thdme est devenu central, o2

ugJaufré Rudel, op. cit., p. 12. Translated by A. Denomy:
"Therefore do I wish that my song be heard; and learr. it, you troubadours.
Let all of you know generally that I consider myself wealthy and fortu-
nate because I am relieved of a foolish burden."

20,1 exander Denomy, op. cit., p. 164,

510.H. Moore, "Jaufré Rudel and the Lady of Dreams,” PMLA 29
(1914), 514-536.

52Mosh5 Lazar, op. cit., p. 97.
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This is the unique aspect of troubadour love: desire has become
a system. An earthly love which does not lose its sensual character
remains without its natural fulfillment. ‘his love-desire is not a means
to an end; it is an end in itself, It does nor require the hoped-for
natural reward, It does require a high degree of renunciation, a relin-
quishment of the aims of man's lower instinet. As Myrrha Lot-Borodine
points out:

Chose @trange, en vérité! Cette glorification d'une passion
adultére, partant immorale, a &té pour la sociét@ chevaleresque un
ferment de moralité; cette poésie, attachBe au renouveau des amours
naturelles, qui reprend & son compte mainte audace d'Ovide, maitre
de 1'8rotique, loin de déborder d'une franche sensualité paienne
respire de plus en plus la volupté chrétienne de la reaignation!53

The idea of valoir, of moral virtue and worth, largely replaces

the ends of lesser men's cravings. This severe discipline that they
aggume to impose upon themselves distinguishes them in their eyes from
the vulgar, the uncourtly. leo Spitzer, however, seems to exaggerate the
ungelfishnaess of the troubadours when he ¢laims thelr resignaticn tc ba

Sh

absolute. Woman ie no longer man's prey, but the idealized object of

Ni5 aspiraliviis. Luve i v lumger 4 vilnd drive Ior posseseion, out a
bitter-sweet submission to this high ideal. The aim to rise above animal
instincta, to recognigze love as a superior and elevating value, is already
discernible in the otherwise not so ascetic Guillaume IX. Belperron is

hardly exaggerating when he remarks of him:

53}&:'1'113 Lot-Borodine, "Sur les origines et les fins du service
d'amour,” in: Mélanges offerts 3 Alfred Jeanroy (Paris, 1928), p. 225,

SA Leo Spitzer, L'amour lointain de Jaufré Rudel et le sens de la
8sie des troubadours (Chapel Hill:University of North Carolina Press,
194%%), p. 1, 10, 12, 35.
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Alors que la satisfaction de l'instinct €tait une fin en soi,
le désir du sentiment d'amour a pris le pas sur l'appéetit sexuel.
Il ne s'agit pas de chasteté, mais Guillaume, & l'amour de la beaut®
ou & 1'amour ggiquement sensuel a substitue 1l'amour de l'amour, la
Joie d'amour.

Nevertheless, the appétit sexuel is by no means extinet. The

troubadour's praises of the lady are never entirely disinterested, as the
eritics in the nineteenth century had generally believed., Modern trouba-
dour scholars, especially Denomy and Lazar, have become aware of this fact.
Lazar goes as far as stating: "La fin'amors est un amour cach8&, dominé

par l'appétit de la chair. w36

Denomy speaks of the "amorality" of fin'
amors, "a code of morality that is peculiarly its own. It is presented
as neither immoral nor moral: it is amoral, wholly divorced from any code
of morality except its own."57

The appearance of unbridled passion, however, is strictly avoided
in troubadour lyrics. The courtly lover is dependent upon the acceptance
and the approval of society. He supports the ideals of courtly society
and is supported by it. What is required of him is the quality of mesure
or mezura. He cannot be courtly without keeping mezura in all his actions.
Mezura expresses a mode of conduct, a savoir-vivre. It requires a volun-
tary submiseion of man to the exigencies of his milieu, domination of his
instincts, self<control and refinement. According to Marcabrui

De cortezia.is pot vanar
Qui ben sap Mezur'esgardar.
E qui tet vol auzir quant es,

,. v
)6Mosh§ Lazar, op. e¢it., D. 136.

57A1exa.nder Denomy, "Pin'Amorss the Pure Love of the Troubadours,
Its Amorality and Possible Source," Medieval Studies 7 (1945), 139-207.
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Ni tot cant ve cuid'amassar,
Del tot l'es ops a mesurar58
0 ja non sera trop cortes.

Guillaume IX had already formulated these exigencies of the courtly
lover, although without mentioning the word mezuras

Obediensa deu portar

a motas gens qui vol amar,

e coven 11 que sapcha far,
Taigz avinens,

e que.s gart en cort de parlar
vilanamens.

Courtliness, on the other hand, the corteza of the troubadours,
is not merely a matter of refined behavoir, nor is it a matter of social
standing. It is not the prerogative of the nobility. The corteza of the
troubadours is a moral and esthetic value. It is a product of fin'amors,
not the cause of it, as he has often been claimed.60 He who wants to be

corteis has to practice fin'amors:

ees greu es pros ni cortes 61
qui ab amor no.s sap tener.

58Marcabru, ed. cit., XV, 13-18, Lazar, op. ecit., p. 29, trans-
lates: Peut se vanter de courtoisie celui qui sait bien garder Mesure.
Mais qui veut 2couter tout ce qui est, et croit amasser tout ce qu'il
voit, la mesure lui est fort necessaire, ou bien il ne sera jamais assez
courtois.

BPguillaume IX, ed. cit., VII, 31-36. Lazar, op. cit., p. 29,
translates: Il doit @tre obeissant a bien des gens, celuil qui veut
aimer, et il convient qu'il sache faire des actes avenants, et qu'il
se garde parler a la cour vilainement.

6°Cf., among others, H. Dupin, La Courtoisie au Moyen Age
(Paris, 1931), p. 91 ff.

' pernart de Ventadour, op. cit., V, 15-16.
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Even the villain can become courtly through love:
Q'om non es tan mal essenhatz
8i parl'ab lieys un mot o dos 62
que totz uitas non torn cortes.

A concept that recurs very frequently in the poetic imagery of
the troubadour is joi. All troubadours refer to it, especially Bernart
de Ventadour, the moast originel of them, whose warmth and sincerity in the
expression of feelings touches the reader as most natural. This Jjoi of
which they speak signifies the exalted state of mind that fin'amors
brings about. There have been highly mystical and metaphysical interpre-
tations of this concept of joi by certain medievalists. For Casella Joi
is identical with the delectatio of Augustinian tradition and can only
be explained through it.63 For Denomy it is a source of spiritual
regeneration: "To speak in the language of the later scholastics, one
might say that joy is to Courtly Love in the natural order as grace is
to charity in the supernatural order. nGH The texts of the troubadours
do not warrant the mystical and metaphysical values that the critics
attribute to them. To be sure, joi is not mere "joyousness" or "heppi-
neas"”, It does seem to have aspiritual overtones, Belperron in his very

readatle book La Joie d'Amour explains jol as a

+s+ Sentiment nouveau, inconnu des Anciens et de la Chrétiente
du Moyen Age qui, au-dela de 1l'aboutissement sexuel, crée la

S2peire Rogier, VI, 4-6. Ed. Carl Appel, Das Leben und die Lieder
des Trobadors Peire Rogier (Berlin, 1882), "For no man is so badly instruc-
ted that, if he speak a word or two with her, the completely base man will
not turn courtly."”

630“911" [+) cit., P. 29‘300

6uAlo:nnder Denomy, "Jois among the Early Troubadours, its Meaning

and Possible Source," Msdieval Studies 13 (1951), p. 217.
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joie d'aimer, cette exaltation sentimentale, qui sans 8tre

@trangére au désir, le transcende en le spiritualisant et

@léve son bénéficiaire qu dessus du commun.

The texts show us that joi may be caused by the inspiring beauty
of nature, by the presence and contemplation of the beloved. The term is
often used as the genhal to designate her. She is Jjoi and joi emanates
from her. It is Jjoi that justifies and sustains the troubadours' songs.
In the golden age of troubadour poetry, before artifice set in, fin'amors
with its resulting joi and in spite of its amorality gave to western civi-
lization an ethos that had nowhere been reached before - and perhaps not

66

since.

Conclusion

The fin'amors of the troubadours, in spite of being adulterous
in a spiritual sense, is not immoral but amoral., It is the source of
moral virtue to the troubadours. This aspiration towards a superior
lady can have an ennobling force. Fin'amors cannot be equated with
platonic or divine love. FPhysical desire is a main constituent of fin'

amara. Tt ia nat in cantradistion with 1ta aniritnal valnear rather it

gives polarity to fin'amors, the ideal-spiritual aspect being the one

pole, the realistic-sensual the other. Fin'amors can exist only in this

atmosphere. The courtly lover is set apart from the common man, the

65Belporron, op._cit., p. 49.

661'110 complicated and as yet unresolved questions as to the origins
of "fin'amors" are not pertirent tc wnis study. The best authorities on

the subject are: Kate Axhausen, Theorien uber den Ursprung der provenza-
lischen Lyrik (Marburg, 1937), and Alexander Denomy, "An Inquiry into the

Origins of Courtly Love," Medieval Studies 6 (1944), 175-260.
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villain, by his moral virtues which he derives from fin'amors. Mezura,

self-discipline and moral refinement, is a cardinal virtue. The trouba-
dour stays within the code of conduct of courtly society. Fin'amors puts
him in an exalted state of Jjoi, a heightened awareness of esthetic and

moral beauty.



CHAPTER II
THE TROUVERES

In the North of France the love lyric develops towards the end

of the twelfth century and spreads in the course of the thirteenth and
fourteenth centuries. In the period that is of concern to our study,
namely the early period, we find only very few poets, and they derive

the inspiration to the sentimental contents of their poetry from the

troubadours of the South. Zumthor refers to them as the "&cole provengali-

sante". ! He states:

La France propre possdéde alors sa premidre gén@ration de trouvéres.
L'école provengalisante, qui y exista peut-@tre dés 1160-65, se consti-
tue dés lors en masse dans le Nord et 1'Est, puis 1'Ouest du pays.

Elle est assez gervilement attachée aux moddles occitans, En dépit de
la diversité des inspirations (les thémes satiriques et la croisade y
cccupent une place agses importants) et d'uns certaine fralicheur tenant
d une sorte de sentiment de découverte, elle adapte, sans guére craer
autrement que sur le plan linguistique..,. C'est sur l'oeuvre des poéteg
de 1175-1210 que reposera tout le lyrisme courtois frangais ultérieur,

The introduction of the courtly lyrics to the North may be ascribed

to personal ties of northern courts to those of the South. Of particular

note is the court of Marie de Champagne, daughter of Aliénor d'Aquitaine

and Louis VII, king of France. Marie had brought to this northern PFrench

'p. Zumthor, Histoire littéraire de la France médiévale (Paris:

Presses universitaires de France, 1954), p. 216.

°Ibid., pp. 216-217.
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court the poetic tastes of her mother's Poitevin domain. Also Richard
Coeur de Lion, himself a poet in the French language, had often stayed

at the Poitiers court. Some of the troubadours, among them Gaucelm Faidit,
occasionally used the language of the North in their songs. Other trouba-
dours, such ag Peire Vidal and Folquet de Marseille, were known at the
courts of the northern regions.

The native poets of the North, the trouvéres, were very few in
number towards the end of the twelfth century. They are Conon de Béthune,
Guiot de Provine, le Chdtelain de Coucy and Gace Brulé. Since they all
borrowed their themes, their vocabulary and their conventions from the
troubadours, we shall only briefly note their idiosyncrasies and then
draw some general concluaiona.3

Conon de Bethune follows closely in his themes the example of the
troubadours, but he uses cnly very little of their terminology. His
beloved is the most perfect cresature. For her he would give up his place
in paradise:

Bele doce Dame chiere,

Wambomn mumanma hantidan amdd acma
VW ve w e e WA VW W Was W e W

M'a si pris
Ke, 8i jiere em Paradis M
81 revenroie je arriers.

He makes frequent use of the theme of the patiently waiting and

disappointed worshipper, whose hopes are frustrated and who then transfers
his loyalty:

3Cf. M. Lazar, Amour courtois et fin'amors (Paris:Klincksieck,
1964), pp. 266-267.

hLea Chansons de Conon de Béthune, ed. A, Wallenskold (Paris:

Champion, 1921), VII, l=5.
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Meis puis k'il est ensi
K'ele a tort m'i desgaigne
Je 1li renc son homaige

Et si me part de 1i.

Guiot de Provins is strongly influenced by the concept of fin'
amors and also is very familiar with Provengal terminology. He pushes

his idolatry of woman to the brink of heresy:

Yoo Vlatom doammd ~d Anad e
Vi oo ad VALY UV MOUOAs

Por sa fine biaute.
Mielz voidroie a loisir
Un baisier de son gre
(Sel me voloit doner)
Que tot lo remanant

De la crestiente.

He welcomes, in true troubadour fashion, the pains of loves
Car fine amor me semont et avoie
De 1i servir, dont tant seux desirous 7
Ke plaixans m'est cist mals et delitous.
The Chatelain de Coucy, even more so than Guiot, is imbued with
the troubadour spirit. His model is Bernard de Ventadour. The resem-
blance in tone is very clome indeed;, and at times he uses the sams phrass.

Bernard writes of his love:

COr & GUi'p © paver © uuna
e fors'e poder i ai mes.

and the Chidtelain echoes:

Ains ai mis en 1li servir

Cuer e cors, forche et 1:x>oir.9

SIbid,, VI, 29-32.
6

Les Oesuvres de Guiot de Provins, ed. J. Orr (Manchester Univer-
Bity Pre'a;, II’ 22-2§o

7Ibido’ IV, 19-216

SBomrd de Ventadour, ed. Carl Appel, p. 186, v. S5=6.

9Die Lieder des Castelllans von Coucy, ed. F. Fath (Heidelberg,
1883)' Ve 21-22‘
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He writes of complete submission to his lady whom he describes
in great detail, unlike the other trouveres. Among the trouveéres he is
also unusual by striking an erotic note:

Or me laist dius en tel honor monter,
Ke chele ou j'ai mon cuer et mon penser,
Tiegne une fois entre mes bras nuete,
Ains ke voise outre mer!10

Guce Drule siresses the mslancnoly aspect of the courtly lover's
fate. Defenselessly he suffers in his predicament, but suffering and
patience are necessary virtues to win the lady:

Mes fin amanz puet par bone atendance
Et par sofrir conquerre haute amie, "

He borrows a line from Tristan to express his pasaion:

Qu'en ma dame est ma mort et ma vie.12

He beseeches the lady for a reward, a "guerredon", possibly a
kiss:
Ains la ser semns repentir
Da fin cuer loial, entiar,

Bien me devroit otriier

De ma dame un dous ba:h;:usr.13

Iis USmANUS MLOW [0Uae Ol uWie auuaclilies O 0is SOUUREr:T conireres.
Even without expecting reward will he serve his lady:

Sens atente de guerredon 14
M'otroi a ma dame servir.

"Orpid., 1x, 5-8.

111,“ Chansons de Gace Brulé, ed. G. Huet (Paris:Didot, 1502),
VII, 34‘35-

2noi4., vII, Sh.

ibid., XTIV, 3-6.

12‘Ibid. 9 m, 1"2.
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1If we asgk curselves now what differences there are; if any,
between the contents of the love lyrics of the troubadours and those of
the trouveéres, we can point, in spite of the apparent similarities, to
various differences,

Above all, there is a difference in outlook and temperament.
The despair of the - badours does not have the plaintive and me =
cholic quality of the trouvéres songs. ‘he elating notion of joy, joie
d’amour; finds only a very ifaint echo in the ethereal yei almost sober
delit of the Northerners. Likewiae, the trouvdres dwell only briefly
and in very general terms on the beauty of their lady. There is little
of the sensuous exhilaration of the troubadours, who describe, often in
detall, the physical beauty of woman as the mainspring of fin'amors,
Thus erotic imagery disappears almost completely in trouvére pociny.
With the single exgeption of a line by the Chitelain de Ccuoy15 there
are no expressiona of frankly sensual desire. The adulterous aspect of
trouvere fine amour is carefully veiled. The losengier becomes & mere
stock charaecter without any apparent justification in reality. Lazar
writes:

La fin'amors du Midi s‘est désinocarnée en passant dans le Nord,
s'eat quelque peu spiritualisée si l'on peut dire. Elle est devenue

la ) s couple de mots emprunt§ aux provengaux, mais qui n'a
plus le sens ni la méme portée,’

1

5.35‘.‘.!’ Pe 39

16“0 Lazar, OPs eit.y Do 2670



CHAPTER III
COURTLY IDEOLOGY OF THE NORTH

It is commonly accepted that the superior culture of the aouthe
ern courts found its way to the less refined and more warlike North
towards the middle of the twelfth century and that the nobility readily
succumbed to its charms and pretensions. Courtly life acquired & hithe
erto unknown luster. The social status of the noble lady was greaﬂy
enhanced. She became the guardian and propagator of the new culture
of refined behavior, of the arts, and especially of that most intrigu-
ing of courtly conventlons, the Provengal conception of Courtly Love.
Courtcisie became the hallmark of the nobility (V.L. cortis, curtis,
Classical Latin cohors, -ortis), a refined manner of courtly life.

Marc Bloch states:

Le terme qui, depuis les environs de l'an 1100 sert couramment &
dasigner le faisceau de qualités nobles par excellence est charactere
istiques "courtoisie", qui vient de cour... Ce fut en effet, dans
les réunions, temporaires ou permanentes, formés autour des princi-
paux barons et des rois que ces lois réussirent d se dégager. L!
isolement du chevalier dans sa "tour"” ne l'eiit point permis. Il
y fallait l'@mulation et les &changes humains. !

And according to the more recent definition by Littré courtoisie

is "ecivilité relevée d'é@légance ou de générosite". But courtoisie in the

1Marc Bloch, La Societé féodale. Les Classes et le gouvernement

des _hommes (Paris:Michel, 19%0), p. 135.
36
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Middle Ages implies more than a code of manners, of polite social inter-
course. It inocludes an art d'aimer based on an increasingly intricately
and profoundly developed moral and psychological edifice. The Provengal
term for courtoisie, cortezia, occurs frequently in troubadour songs.
But it does not have the same meaning that it has in the North. Accord-
ing to the troubadours a man of low birth acquires cortezia through fin'
amors. Cortezia thus is not the mark of a social class, but a moral
virtue. In the North courtoisie is a class ideal and a requisite for
becoming a courtly lover. "La courtoisie était essentiellement affaire
de classe™, writes M., Bloch.2 The mingling of social classes, of low-
born troubadours and the nobility, is peculiar to the Midi. "A cet égard”,
states Frappier, "méme un Chrétien de Troyes ne peut @tre mis en paralldle
avec les 1’.r0ulmdov.rs."3

Courtly traits appear in the culture of the northern aristocracy
in the first half of the twelfth century, and there is no indication or
proof that they had been introduced from the South. It must be remembered
that the social and cultural conditions of the North were quite different
from those of the South, and we may logically expect to find a differently
oriented courtoisie with original characteristics. The northern aristo-

cracy is thoroughly imbued with a tradition of chivalrie virtues in the

manner of Germanic culture, These chivalric virutes become the sine qua

°Ibid., p. 38.

3Jnan Frappier, "Vues sur les conceptions courtoises dans les
littSratures d'oc et d'oil au XIIe sidcle," Cahiers de Civilisation
M&disvale II, 2 (1959), p. 138.
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non of northern courtocisie and thus of amour courtois.u Knightly exploits

and fin'amors are not associated in Provengal lyrics, not even by thoae
authors belonging to the noble class. The authors of the North always
associate love and chivalry. Love inspires prowess. Thus it appears
from the very earliest romances on. It remains the prineipal cliche from
the romances of antiquity over Chrétien de Troyes until the time of Don
Quijote.

The writers of the North are less lyrical and far more interested
in psychological analysis than the troubadours. In part, this iz due to
the differences between the respective genres. The romancers take great

pains to present an examen interieur. With a methodology akin to medieval

scholarship they note the symptoms of love, especially of its inception.
This is a comnon feature of the courtly romances already before Chretien.
To the examen intérieur is also added a quest to surmount the peculiar
sentimental situation, to cope with it and to regain an equilibrdium. The
role of the author is that of a detached observer, frequently interjecting
humorous or moralizing remarks,

The morality of northern amour courtois tends to be more in tune

with tradition, the laws of a church-dominated society. Thus an attempt

2‘On the role of the cleric as a rival Frappier, art.cit., p. 145,

writes: Il arrive dans la littérature du Nord que le chevalier rencontre
un rival en la personne du clerc, c'est-a-dire de l'auteur., Mais cette
rivalit@, assez théorique d'ailleurs, ne se manifeste pas dans les romans,
Elle se cantonne & peu prés dans les ceuvres en latin, les"débats" &

demi plaisants du clerc et du chevalier ou un traite didactique comme le
De arte honeste amandi d'Andre le Chapelain,



29

is made to reconcile love with marriage. For medieval nobility this is
not nearly as self-understood as it might be to modern man; marriages
were contracted primarily for political reasons, quite possibly without
sentimental motivations. Moreover, medieval theological thinking consid-
ered procreation the scle aim of marriage. A fair degree of sexual plea-
sure was deemed salubrious towards this purpose, but passionate love
between spouses was condemned as an aberration. "Omnis ardentior amator
propriae uxoris adulter est", states Pester I..ombard.5

The cruder culture of the feudality of the earlier Middle Ages
had a less complicated notion of a knight's calling. Military exploits
had no apparent relationship with a man's romantic aspirations. (Con-
sider theetymology of "romantic"!). Nor were the aspirations of the
troubadours connected in any way with military exploits. Northern
feudal society as the carrier of an increasingly courtly way of life
began to attach an ethical meaning to knightly conduct. Tournaments
became very popular, and they added greatly to the reputation of the
hero in the eyes of the ladies, who were everpresent at these svents.
Chivalric conduct and "amour courtois" became closely associated. A
lover worthy of the noble lady had to prove himself as a valorous
knight and was in turn ennobled by the lady's graces. Due to his more
equal standing in relation to the woman and cast in the cruder mold of
a warrior the northern lover could be expected to be less inclined to

content himself in the manner of the troubadours. The troubadours!

5Ct. C.S. Lewis, The Allegory of Love, 2nd ed. (Oxford, 1938),
po 15- -
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yearning was all too often "poetic fiction™. The lady saw in him
mainly the poet rather than the man. If therefore in the northern

epic the knight shows himself satisfied and delighted with the same
meager rewards, a amile or perhaps a kiss, the modesty would be sur-
prising because it does not quite fit into the soecial milieu. Such
behavior is therefore only to be found in romances of Provengal prove-
nance, Flamenca and Lancelot. In other northern romances the hoped-
for and usually obtained reward is less modest. In any case, the new
courtly conventions and attitudes were to be followed and acquired lest
one appear to be an uncouth and unenlightened member of court society,
but tangible results were expected nevertheless. The state of affairs
beirg thus and adultery not being acceptable as a legitimate outlet in
northern society, where the Church held more influence than in the South,
the writers had to invent the mariage d'amour, which, as will be seen
in Chretien, presented certain problems. Troubadour fin'amors could
not possibly be reconciled with marriage.

The alljiance of love and chivalry is the main characteriatic
in the romances of the North. Jean Frappier in an excellent article
analyses the causes that lead to this alliance and which shed a clearer
light on its nature.

The authors of the courtly romances were cultured clerics,
steeped in a humanistic tradition and the study of the Ancients., The
troubadours, in spite of all their artistry, were far less learned.
These clercs were educated by the Church, but not necessarily members

of the Church hierarchy. They often simply had the tonsure and profited
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from Church benefices., Some of these clerics were teachers, others
belonged to the wandering Goliards, and still others attached them-
selves to courts, where their clergie, their learming and sophisti-
cation, was appreciated by a worldly lord and put to worldly use.
Ferdinand Lot remarks:
Que faut-il entendre par le terme "clere"? S'imagine-t-on
Gu'un protre sculier ou un woine du XII% sidcle aveii lue ivie
sirs, la possibilité méme, d'écrire une composition profane dans
ga cure ou sa cellule? Qui lui aurait fourni pour cette besogne,

reput@e indigne d'un religieux, le parchemin? Les clercs en

mesure de composer des poemes profanes ont cessé d'8tre du
clergd...

A certain emancipation takes place. These clercs with a worldly
literary taste, who admired the hardly austere Ovid and imitated him,
formed the intellectual class of the Middle Ages. These were the
writers of the early romances, and love acquired a specisl place in
their writings. This conception of love was based upon studious reflec-
tion on the Ancients7 and an analytical spirit. Moral preccoupations
play a considerable role in their depiction of love, and at times they
cannot conceal a certain "prsachiness". Easily discernible in most
of the early romances is also an anti-feminist trait, beginning with
the romances of Antiquity and including the writings of Chrétien de
Troyes. This anti-feminism, however, is usually expressed tongue-in-

cheek.' It is the "splcy" ingredient in woman's makeup. The ngugar”

6Ford1mnn Lot, Romania 70 (1948/49), 373-374.

711‘. is well to heed here the statement of A. Pauphilet, Le legs

du Moyen Age (Melunilibrairie d'Argences, 1950), p. 92: Toujours 1'
Antiquite, certes, mais jamais la mSme. ' ’
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and "all that's nice" are also described. And after all, the clerc is
competing with the chevalier for the favor of the ladies. The author of
the thirteenth century chantefable Aucassin et Nicolette, in the passage
where Aucassin voices his preference for going to the more interesting
hell, mentions the clercs before the chevaliers. But rather than rival-
ing each other the two types, knight and cleric, merge to become the
new type of the cultivated gentleman, the hero of the courtly romance.
"Let those who are neither clerics nor knights go away now," say the
author of the Roman de Thébes in his prologue, "for they are as cap-
able of listening to me as the ass to the sound of the harp."

Ovid is another important factor in the development of the north=-
ern courtly epic. Ovid was not without influence in the South, but it
is among the more learned clerics in the North and in the northern schools
that this Latin author enjoyed a preeminent currency. In this climate of
humaniem and courtoisie the Ovidian themes were exploited and scholasti-
cally interpreted, and the spirit of Ovid's writings on love was cone
sciously, and perhaps also uncomsciously, transformed. The Latin author
had provided in an almost frivolous mammer and in the spirit of elegant
libertinage advice on "how to" achieve one's aim with the weaker sex,

He gives instructions on how to play the part, how to be an accomplished,
elegant and successful lover. This Ovidian spirit is overlooked by his
French admirers, but they adopt freely his description and analysis of
love. They find their models for the monologues in which the love-
stricken deliberate on their painful and helpless condition. They

follow him in describing the symptoms of this strange fever, this
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illness, and they subscribe to his remedies, and they make of him a
learned doctor and of his writing a systematic corpus. The personi=-
fication of Amor and a host of metaphors are created and produce a
love-religion not unlike Christianity, in which the lover takes the
place of the worshipper and the beloved the place of the Virgin Mary.
But it would go too far to condemm this practice as heresy, even in

the case of Aucassgsin et Nicolette, where Aucassin declares that he

would rather follow all the aweet ladies and goodly zentlemen to hell
than go without them to heaven. The medieval French author of romances,
as medieval society in general, considers religion so much a part of his
daily life that he thinks nothing of it when he makes it serve very pro-
fane ends. A bantering spirit, a lack of seriousness, is implied.
Another aspect that is particular to the development of the

courtly ideology in the North is the matidre de Tristan. This legend

material is of obscure Celtic origin and must have circulated in England
and France at least as early as the firat half of the twelfth century.
Various versions exist; the original ones are probably lost unless they
had only been oral accounts. In discussing the ideological contents of
the various versions it is impossible to apeak of them as of one poem.
Beroul's version is different from the courtly sdaptation of Thomas. The
troubadours, notably Bernard de Ventadour and Raimbaud d'Orange are also
acquainted with the Tristan matter. Bernard de Ventadour compares his
"pena d'amor" to the one of "Tristan l'amador" for "Izeut la blonda".
Raimbaud d'Orange refers to the love-drink and to the "serment ambigu".

The vie 3 trois, the dichotomy of cuer and cors and the intensity of
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gentiment appealed to the troubadours. But, as Frappier writes:

I1 est clair notamment que Bermard de Ventadour et Raimbaud d!
Orange n'apercoivent pas la possibilité d'un conflit entre la con-
ception de l'amour fatal et cet €lément de volonté et de libre
arbitre que cherche 3 préserver la fine amor. Seuls leg romanciers
courtois d'oil ont pris conscience de la contradiction.

Amour courtois as well as fin'amors require a maltrise de soi in

which a total succumbing to passion and to amour fatal have no place.

To Béroul, who wrote the first extant version of the romance, passion is
sinful and can result only in death. This is in keeping with the north~
ern French ideology of his time. The courtly version of Thomas is a
reworking in the troubadour fashion and the protagonists become exponents
of fin'amors., In spite of the beauty of Thomas' version, the transfor-
mation of the fatality of love into a love religion, the author is not
entirely successful in convinecing the audience, The basic idea, the
inherent ideology of the Tristan matter resists such an interpretation.
It Iz the merit of Chrétien de Troyes of having clearly recognized the
uncourtliness of Tristan and Iseult, the fatal passion and of opposing

to it true amour courtois based on a reasoned choice, a well motivated

conduct reminiscent of Cornelian love. As he expresses it in one of

his chansons:

Je n'ai jamais bu du breuvage dont Tristan fut empoisonné, mais
ce qui me fait aimer mieux que lui c'est tendresse profonde du coeur
et volonté droite. Je dois consentir & cet amour de mon plein gré,

8Frappier, art., eit., p. 153.
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car jameis il ne me prit de force, sauf dans la mesure ol je me suis
£ié & mes yeux qui m'ont guidé vers le chgmin dont je ne sortirai
Jamais et que toujours j'ai wvoulu suivre.
It is clearly evident that the cultural conditions of the North
of France created a courtly ideology of its own. The conceptions of fin'
amors had a certain impact on this ideology. They did not play, however,
a determinating role. These conceptions were a challenge to northern
views and met with rejection, attenuation or compromise by northern authors.

Only the Tristan of Thomas and the Lancelot of Chrétien are true exponents

of troubadour fin'amors.

9¢t. Wendelin Foerster, Kristian von Troyes, Worterbuch zu seinen
simtlichen Werken (HallesNiemeyer, 1G14), p. 208, vv. 28-36.




CHAPIER IV
EARLY VERNACULAR LITERATURE

Love itself is surely not an invention of the troubadours, "une
invention des troubadours compliquee par des viaillnrds."1 The Bible tells
us of tender love: Isaac "took Rebskah, and she became his wife; and he
loved her: and Iseac was comforted after his mother's death. w2 "And
Jacob served seven years for Rachel; and they seemed unto him but a few
days, for the love he had to her."” The lyrical beauty of the Song of
Solomon with its fine metaphors in its desoriptions of physical beauty,
imdued with the Jjoys of love, speaks of more than mere concern with pro-
creation. Ancient literature gives us many examples of deep and tender
affection. Andromaque and Alceste are immortal. At no time in the history
of mankind, it can safely be assumed, has this sentiment been absent. If
the earliest literary works of western litsrature are devoid of it; or
nearly so, it is bteceuse the authors were unskilled in psychological analysis.
They had not yet learnsd to turn the mirror of life inward on themselves.

What manner of expression, if any, of love can then be found at

1Jacquu Chardonne, les Romanesques (Paris:Stock, 1937).
2Genesis XXIVi67.

> Genesis XXIX:120.
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the dawn of civilization in western Furope? There existed a primitive
lyricism, the danses, which was quite popular and often somewhat bawdy,

as is documented by a number of texts dating from the sixth to the ninth
century, which forbade ecclesiastics to participate in such divertissements
or to tolerate them on the church premises. Unfortunately these rotruenges,
serventois, estrabots, these dancing songe, are largely lost to posterity,
and only a few refrains are extant, A, Jeanroy has attempted to reccnsti-
tute these traces and to analyze their ccom'.ents.!s The main theme seems

to have been the monologue of an unmarried woman who joyfully s)«aks of

her beloved:

J'ai trouve qui m'amera,.,
J'al ami cointe et joli, et je suis sa bial ami,

Often she complains of the passing of her youth or of the obstacles
that her tyrannical parents put in the way of a desired relationship, She
thinks with feminine wile of circumventing thess parental restrictions and
to catch a glimpse or to exchange a word with the younz man on her way to
the fountain, at a pilgrimage, during a public gathering. The stratagem,

VL addes ol - a2 A .
am it naually doas. misnesde  afban with 4he coo=ldodde oo o ooond i

J'aim Huholot,v mais sa mere n'en get mot.

Sometimes the lover has to go away, and long plaintive monologues
are the result. Generally marriages is the desired end and is often achieved.
The sentiment of love in these songs issues from the heart of the woman.

Her predicament results from the fact that she is normally not corsulted

kA. Jeanroy, Las Origines de 1a poésie lyrique en Frange gu moyen
dge, 2nd ed, (ParisiChampion, iG04,.
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in the choice of her marriage partner. This is solely the responsibility
of the parents. The parents of the prospective couple come o terms.

The transaction is often quite costly. The custom to offer money or other
goods to the girl's parents is of Germanic origin and persisted with the
Franks., (Thus, in the "Vair Palefroi®, a fabliau of the thirteenth cen-
tury, the boast of a father: "Ma fille, je viens de la refuser 3 quelquun
qui m'offrait 500 mesures de terre.").

Among the nobility woman ig no more the master of her fate than
in the lower classes. According to Luchaire

Le mariage f8cdal se présente partout avec le méme caractére.

L'héritidre regoit passivement, de son pére ou de son suzerain, le
chevalier ou %e baron qu'on lui destine. On ne consulte ni sa volontsé
ni son coeur,

In the case of widowhood the woman often barely has time to dry
her tears. The overlord presses for a speed/ remarriage and supplies the
candidate of his choosing. "Un fief et une femme" are merely pawns in
pelitical manssuverings.

In the vernacular literature the hercic epic is the dominating
genre quring wne rirst halt or the twelfth century. These long poems of
historical and legendary subject matter tell with stark simplicity, un-
impeded by psychological analysis or authorial intervention, of the martial
exploits of valiant knights in pursuit of collective values, the honor and

defense of king and country, of Christianity against the infidels. The

epic hero vaunts his civilizing mission. In his crusading spirit this

5

A. Luchaire in;s Erneat Lavisse, Histoire de France depuis les
origines jusqu's la révolution (ParissHachette, 1901), p. 370.
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legendary hero strives for conquest and glory in the service of a greater
cause, for which he unhesitatingly risks his individual existence. There
is little room for romance. 4nd yet, these marriages of convenience have
produced some interesting female roles in the early epics. There is Aude

in the Chanson de Roland, not the figure of the noble lady inspiring to

great deeds. Roland fights for sweet France and Christianity. WwWith little
delicacy Olivier, in his dispute with Roland, asserts that his sister will
never occupy the bed of his friend. And when Aude learns of the death of
Roland she faints away and dies, truly a touching gesture by this demure
and lovable creature. "De l'épopée ainsi que de la croisade, la femme

est la grande sacrifiée," writes Gustave Cohen.6 There is the stronger
character of Guibouro, wife of Guillaume d'Orange. Her beauty is des-
eribed in » few general terms and there are Eome fine scenes of marital
affection, but she is rather the faithful companion of her husband, "sa
pair" as the current expression goes, who shares in his perilous under-
takings, who plays her role as guardian of the castle and of the marital
honor. Her :ffections are reascnable, all too reasonable. The sublime
tribulations of an Iseult she knows not, and her husband is no Tristan.
She is a very Christian woman in a very Christian world. Girart de
Roussillon goes to Constantinople to feteh two marriagable princesses,

one for nimself and one for Charles, his king. Charles brutally declares
that he would choose the mor§ beautiful one. Girart protests. The Pope
decides for him and against his wish. Girart receives Berthe. He marries

her and is consoled. A more resolute character is Belyssant, that royal

60. Cohen, Chrétien De Troyes et son oeuvre (ParisiRodstein, 1938),
p. 32,
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princess in Amis et Amile, who in defiance of prudence and custom follows

her passionate inclination and searches out Amile in his chamber during
the night, flouting propriety and paternal chastisement
Car Trop i a bel home.
"He is too handsome a fellow". There is nothing courtly about
that. DBelyssant is not the only such resolute woman in the medieval epic.
Her behavior is one "que plus de vingt jeunes filles emploient sans rougir

en plus de vingt chansons de geste. nl

The methods are not always so direct,
but many a pagan damsel forsakes, and even betrays, country and religion
and family for the man in shiny armor. J.B&dier draws up a long list8 of
such women who ruthlessly take their fate into their own hands. Their
actions become understandable, if 1ot excusable, if one considers their
alternative of complete submission to paternal or political authority.
Often the woman also requests of these authorities to be properly pro-
vided. Thus the widow of the duc de Bourgogne asks Charlemagne: "A
quoi sert le deuil? Donnez-moi vite un mari puissant. nd

The m:ale protegonist is a rather unromentic heroc., Love to him
is a weakness, a hindrance to his glorious exploits. Frequently he ia
indifferentlto the subtler charms of womanhood, Copp:i.n10 relates a
telling episode:

7I.£on Gautier, Les &pop8es francaises. Etudes sur les origines
;t71'l‘1iatoire de la littérature nationale, 2nd revised ed. (Paris:Weltar,

8u quoted in J. Coppin, Amour et mariage dans la litterature
frangaise du Nord au moyen ige (Farisilibrairie d'Argences, 1961)s p. 20.

1bid., p. 21.

10
Ibid,
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A Girbert de Metz, on vante la fille d'Anseis. Gerin lui dit:
"Regarde, cousin, quelle belle dame il y a iei.- Dieu, dit Girbert,
quel cheval est Flori!" Il ne pense qu'Z ce coursier gagné au sidge
de Cologne. Gerin insiste: "Dieu, qu'elle est belle! Quels yeux!
Vilain qui ne la prie d'amour.- Vrai, repond Girbert, il n'est sur
terre coursier pareil 8 Flori."

Such are the men in literaturse, if not in lifes incapable of
envisioning a sentimental world, very much ococunied with the physical
Chalioiken aid pisasures oi Ghelr sarvhliy existence and the eternai iire
beyond. Woman is their bounty or they are indifferent towards her.
Could it be that the writers of this literature are simply not yet cap-
able of representing life's sentimental aspscte in their complex nuances,
of psychological analysis, or are they presenting a mirror of a society
not given to an appreciation of the strange scintillations of the human

heart? It could be a little bit of both.



CHAPTER V
THE PRECURSORS OF THE ROMANCE

In the twelfth century a social evolution takes place. The Church
had rallied Christendom in the great crusades. Religious orders flourish,
and the new spirit of learning, the renaissance of the Ancients, especially
Ovid, the building of considerable monastic libraries, dominate the intel-
lectual scene of Europe beyond the sphere of the religious. Not only the
philosophers, grammarians and historians are studied, but more and more
also the poets. The Ancients are annotated and imitated with increasing
sophistication. Eventually they are tranglated into the vernacular for
the edification and delectation of 3 publiec that is not cepable of reading
the original texts, but which nevertheless has had the privilege of an
education in the monastery schools. This public consists of a privileged
few, the offspring of the higher nobility., Life in the seigneurial man-
sions had become more amenable to luxurious living, due to the newly gained
appreciation of the opulence of the East and to a relatively peaceful cone
dition in the land. The marriage of Aliénor of Aguitaine to Louis VII in
1137 opens the more somber northern courts to the brillant courtly culture
of the Midi, in which women play an active role as the patronesses of lit-
erary activity. These developments conspire in bringing about a new courtly
culture and & new courtly ideal, which recognizes man's ability of refine-
ment in many facets of life. Women thus are mow able to partake in - and
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shape - the new social conditions, and they are beginning to enjoy the
status of eminence that the new court culture lends to them.

The hero of the chanson de geste no longer satisfies the imag-
ination of refined aristocracy. To be sure, prouesse is still a cardinal
virtue, courage, loyalty and sacrifice the mark of a knight, but these
values are now integrated into the new type of the courtly hero, As
Pierre le Gentil states:

Certes, 1a prouesse, depuis longtemps mise en garde contre le
danger de la demesure, conserve sa place dans la hiérarchie des
valeurs. Elle exige toujours force, courage, esprit de sacrifice.
Mais elle s'entoure d'interdictions et d'exigences qui lui imposent
une discipline plus raffinee. Elle ne prétend plus, surtout, se
gsuffire & elle-mdme. Tout un cortége de qualites socciales et mon-
daines doit l'entourer. Il lui faut associer 4 toutes les délicatesses
du désinteressement, & tous les scrupules de la loyauté, l'é@legance
du costume, le charme d'une exquise politesse, la distinction du
geste, la prodigalite des bienfaits., Il lui faut davantage encore
trouver dans l'amour son principe et sa récompense. Sans lui, elle
serait vide de sens, inc:upable de réaliser toutes ses promesses et
de profiter de tous ses avantages: pas de vraie chevalerie qu'une
Dame n'inspire, pas de vraie gloire qu'une Dame ne partage.'

The courtly epic, the roman, is thus a tale of chivalry and lovs,

the odyssey of a knight who is not so much concerned with France and Chris-

od and doe mm ceddoln el e LA deed eV dnca i B B AL mn A e e »
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tity as a worthy member of court society through a series of adventure,
challenges, obstacles that he has to surmount. His guiding motive and his
reward are the graces of a highborn lady. "De cette journée," says the
comte de Soissons at the battle of Mansurah, "nous reparlerons plus tard

dans la chambre des dms."z And Marc Bloch pertinently commentss

'pierre Le Gentil, la littérature francaise au Moyen Age (Paris:
Colin, 1963), pp. S1-82.

20.3 quoted by Marc Bloch, La Socidté féodale, les classes et les

gouvernements des hommes (Paris:Michel, 19155, p. 37.
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Ce mot, dont on chercherait en vain l'équivalent dans les
chansons de geste, mais qu'eut prononcer plus d'un héros de roman,
dés le XIIe sidcle, signale une société@ ou la mondanité a fait son
apparition et, avec elle, 1l'influence feminine,”

The courtly romance is clearly a reflection of the evolution in
tastes and manners of the aristocracy. It is rich in courtly pageantry,
colorful deseriptions of courtly activities and parsphermalia, The
c'né.ra.cters‘ rate is psychologically drawn. Authorial commentaries are
frequent. The romance is written to be read rather than recited to a
large crowd. It invites leisurely reflection and appreciation.

One of the earliest authors to take note of the new courtly tastes

is maistre Wace, a clerc lisant (lecturer) at Caen, later canon at Bayeux,

whose close relationship with the court of the Plantagenets afforded him
a good picture of worldly society. Wace is the translator of the Histordia
Regum Britanniae of Geoffroy of Monmouth. Vace makes of it the Geste des
Bretons, better known as the Roman de Brut, which he finishes in 1155,
Wace's version is far more than = historical troatise, Hs not only

presents for later writers a treasure of motifs, plots and ideaz, thas

molicse v Dreiagne; ne is especiaily concerned to give geriain couriiy
traits to his work that were not developed in his Latin original. This
is obvious in his portraits of wouen, where he is more elaborate and also
more eager to stress courtly virtues. The Latin original merely says of
Guenievre "quae ... totius insulae mulisres pulchritudine auberabat".l}

Wace describes:

>bid., p. 37.

l‘Cf. E. Faral, lLa legende arthurienne., Etudes et documents

(ParisiChampion, 1929), vol. III, p. 273.
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Mult fut de grant afaitement
Et de noble contentement;
Malt fu large et bele parliere. (vv. 9890-92)

Similarly embellished is the portrait of Ingerne. Geoffroy
writes: "Ingerna, cujus pulchritudo mulieres ommes Britanniae suberabat".
Wace mentions her noble birth and the resulting virutes:

128 lui fust Ygerne sa fenne

11 n'ot 81 bele an tot le regne;

Cortoise estoit et bele et sage

Et moult estoit de halt parage. (vv. 8799-8802)

The portrait of the courtly lady is particularly well presented
in his description of Martia, the queen of England. The Historia states:
"Martia omnibus artibus erudita. Haec inter multa et inaudita, quae
proprio ingenio repererat, invenit legem quam Britones Martianam appel~-
laverunt, n> Wace stresses her courtoisies

lettrée fu et sage dame,

De bon pris et de bone fame;

Son engin mi st tot et sa cure

En savoir lettre et escriture:

Mult sot d'art et s'estudia,

Une loi escrist et trova. (vv. 3387-93)

As in the Proveng¢al lyrics the noble qualities and the reputa-
tion of the lady inspire the love of the troubadour, Wace describes the
attraction of Uter to Ingerne, Geoffroy writes only: "Cumque inter alias
inspexisset eam rex, subito amore ilius incaluit, ita ut, postpositis

ceteris, totam intentionem suam circa eam verteret." Wace, however,

states:

Brennes parloit cortoisement;
81 ert de grant afeitement,

STbid.
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I1 sot de beois et de riviere,
Et deduit de meinte maniere,
Gent core avoit et cler visage. (vv. 2705-2709)
Qawain, the hero par excellence, who will go far in later litera-
ture, is characterized thus:

Frous fu et de mult grant mesurse,
Dlorgoil ot de forfait n'et curs.  {vv. 10106-20107)

Wace is quite familiar with the Provengal conception of love and
its awskening., Unlike the Latin original the version of YWace raveals a
8olid knowledge of the Provengal theory. Love is born as an inexplicable
snd troublesom: feeling, accompanic3 by sleeplessness and lack of appetite.
The following passage of “ace is typical of the phraseology of later

romances:

L'amor Ygerne m'a sopris

Et tot m'a vaincu et conquis,

He puis aler, ne puis venir,

Ne puis veillier, ne puis dormir,
Ne puis lever, ne puis acolohier,
Ne puis boire, ne puis mangier
Qe d'Ygerne ne me scviegne,
Mais ne sai comment je la tiegne.

Another important aspect that beqomes current in later romances
is the distinotion that Wace makes between tha wife and the "amie” of
the knight. Geoffroy writes: "Mulieres in edito murorum aspicients in
curiales amoris flammas mwre joei irritant." +Wace differentiates:

Los dames sor le mur montoient

Qui les Jjus agarder voloisnt.

Qui ami avoit en la place

Tost 11 monstre 1l'ceil et la face. (vv, 10819-10821)

The point is again emphasized in another passage. Of Arthur's
reoturn to Britain Qeoffroy remarks merely: "Incipiente vers in Britan-

niam reversus sst."” Wace, however, desoribes:
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Les dames baisent lor maris... {v. 10433)
les amies lor amis baisent
Et quant lius est, de plus s'aaigsent. (vv. 10440-10441)
vWhenever possible Wace describes the pageantry and elegance of
courtly life. He mentions the splendid attire, costly utensils at the
table, the largesse of the ruler, brillisnt ceremony and decorum,

The king is described as & warrior ae well as a courtier. Knight-
hoocd comprises courtoisie. Chivalry is motivated by love. The individ-
uality of the knight is stressed: "pris et honor querre"” is his aim.

The courtly atmoshpere is infused with a gpirit of "joie de vivre" and
the aspiration towards courtly ideels.

The translation of Wace is the firat work in which these courtly
elements are clearly delineated. This fact has sometimes not been recog-
nized by medievalists. One can hardly agree with E. Hoepffner: "iion
seulement la chanson de geste primitive, mais meme Wace ignorent encore

ces problemes (de 1'anour)."6 Wilmotte also underestimates Wace in this

respect. 7

It is the merit of Stefan Hofer to have presented convincingly
these courtly aspects in Wace's work.a

'I'h@re is general agreement on the importance of a group of romances
in the formation of the genre. They are referred to as the romances of

Antiquity. Their subject matter, as the name implies, is taken from

6Ex-noat Hoepffner, "La Chanson de geste et les debuts du roman

courtois,” in: Mélanges Jeanroy (Paris, 1928), pp. 163-170.

7luurice Wilmotte, Origines du roman en France (Paris:lioivin,
1942), p. 204,

BStcfa.n Hofer, Chretien de Troyes, Leben und Werk (Gras-Edlni
Bdhlaus, 195%), pp. 15-21.
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clagsical sources. The oldest known romance of this type is the Romsn
d'Alexandre, Of all the herces of Antiquity none is quite as successful
as \lexander to strike people's imagination during the Middle Ages. There
are Greek and Latin versions of Alexander's exotic exploits. In the first
half of the twelfth century a French version was composed by Alberic de
Briangon. He takes his cue from Latin writers, follows their hiatorieal
accounts, but he endows the young hero with all the courtly trappings
a la mode during twelfth century France. Only a fragment of this work
is extant, and it describes Alexander's early years and his upbringing.
The Macedonian is ralsed to become not only a mighty warrior but also
a "savant clerc". He learns how to properly approach the ladies (Parler
ot dames corteisament d'amors). His education is directed by five learned
teachers, He acquires a knowledge of languagss, law and amuslc. h.s physe-
ical aspects are portrayed with such detail as is not found in the more
general descriptions of the chanson de gestes

Clar ab lo vult, beyn figurad.

Saur lo cabeyl recercelad,

Plen 1o collet et colorad,

smple lo peyz et aformad,

Lo bu subtil, non tropr descad,

Lo corps d'aval beyn erforcad.

Lo poyn el braz avigu.ad, 9

Fer lo talent et apensad.

Of Alberic's version of the matisdre d'Alexandre only the first

105 lines have survived. Later, towards the end of the twelfth gentury,

a whole cycle of compositions on the subject attests to its popularity.

—

as quoted in Robert Bossuat, le Moyen Age (Paris:Gigord, 1971),
p. 85.
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All versions of the Alexander, and significantly even the oldest
one, show definite traits of the courtly epic. The young hero is not
only valorous, but slso sentimental and learned. The conquest of the
sword is joined to that of the heart. The scenery is exotlc, oriental.
The merveilleux, pagan rather than Christian, is introduced in the form
of fairies, giants, monsters, and the hero is challenged by them in a
most engaging manner.

Generally mentioned as the precursors of Chrétien's works are a
group of three rcuances of Antiquity, the "triade classique" of approxi-
mately the middle of the twelfth century. These are the Roman de Theébes,

the Roman d'Enéas, and the Roman de Troie. The gradual refinement of

courtly elements in this trilogy is quite noticeable - from the oldest
of the three, the Roman de Thaébes, which shows many characteristics of
the chansons de geste, to the Roman de Troie; in whigh qourtly motifas

are most dominant.

The Roman de Thébes is based on the Latin version of Stace,
dealing with the Oedipus legend. The French text of over 10,000 lines
is written by an anonymous western French (Norman or Poitevin) author.
He writes for a courtly audience, as he wakes unmistakably clear:

Or s'en voisent de tot mestier
Se ne aont clerc o chevalier,
Car aussi pueent escoutoi‘o
Come 1i asnes al harper.
He then proceeds with the story of Kteocles and Polynices. He

laces hins narratives with some inventions of his own, borrows from Ovid's

wLe Roman de Thibes, ed. Constans, vol. I, pp. 1-2, vv, 9=12,
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Metamorphoses, and in longwinded descriptions of battle scenes and detailed

historical accounts his work reads like a chanson de geste, but there are
differences. He indulges in painting a brilliant courtly life in which
the presence of women demands courtly behavior. He stresses mesure:

Fiz, fet ele, mieuz vaut mesure
Quo jugemenz ne que dreiturs. (vv. 8411.8412)

The author paints the earliest portraits (descriptiones personae)
in the vernacular, and he bases them more on psychologieal traits then on
external data. He ventures into the psychology of love and shows a fair
knowledge of Provengal fin'amors. Love spurs the hero to great exploits:

Par ceste enseigne mant m'amie,
Par 1i ai fait chevalerie. (vv. 4371-4372)

I1 fu mout proz et por s'amie
Fait mout souvent chevalerie. (vv. 9083-9084)

love is born from beauty (v. 3933), which in turn is created by
"nature”. The hero does battle with the aim of "chevalerie requerre"
(v. 9563) and also "merci” {v. S4835) from his lady, who stands on a high
social level and who knows how to dose her graces in keeping with her
standing.

The Roman de Thébes enjoyed great success. It was imitated several
times during the thirteenth century. love and war go well together. Raynaud
de Lage writes of the Roman de Thebes:

C'est 1'un des charmes du roman de Thdbes; car il a cet autre
interét d'étre & la rencontre de deux courants littéraires, celui qui
vient des chansons de geste et celui qui porte les romans, ce privilage
ne se retrouvera plus, celui d'une ceuvre agreable, sans les fadeurs
ou les prétentieuses surcharges qui sont 1l'&cueil du genre, préservée
par ce qu'elle a conservi encore des fagons simples et viriles des
chansons de geato.”

"'haynaud de Lage ins Dictionnaire des Lettrss frangaises, Ls Moyen
Age (Paris:Payard, 1964), pp. 59.
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A further step in the direction of the "roman courtois" is the
Roman d'Eneéas., Again the main interest of the anonymous writer is not
so much a faithful rendering of the original, Virgil's Aeneid. He writes
a gentimental history of the hero., He describes Eneas' fateful relation=-
ship with Dido and goes into great detail in his encounter with Lavinia.
It is the psychological and physiological analysis of love in the latter
episode, which the author treats with unprecedented insight, that makes
the significance of the work.

Lavinia is the daughter of Latinus, king of Latium. Her mother
Amata wants her to marry Turnus and advises her to give him her love.
Lavinia has never loved and knows nothing of the predicament. The follow-
ing mother - daughter talk develops:

"Et tu l'apren!” - Dites 1¢ mai,

Qe est amors? Nel sal par fei.-

"Ge nel te puis neient desorirs.”

- Qu'en savrai donc, se ne 1l'oi dire?-
"Tes cuers t'aprendra a amer."

-3¢ n'en orrai aitrui parlert-

"Tu nel savras Jja par parole."

- Toz tens en cult donc estre fole.-
"Aing en porras tost estre aprise.”

= Comfaitement? se n'l sul mise?-
"Comence, asezr en savras puis.”

Ki me die qui est amors?- (vv. 7898-7901)

The mother then tells her of the throes of love, as she had once
felt them:

Ge te dirai de ses dolors,
De sa nature que g'en saij;
Bien me sovient que ge amai,
A peine en puet dire neient,
Ki n'a ame o ki n'en sent.
Se aveies une enferte,

Mielz savraies la verite

Des angoisses que sentireies
Et des dolors que tu avreies;
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Ki t'en voldreit donc demander,

Nel savreies mielz aconter,

Xi en seraies bien certalne,

Que go, qui en gereie saine?

- 0il, mielz le direie agez;

Est donc amors enfermetesz?-

"Nenil, mais molt petit en falt,

Une fidvre quartaine valt!™ (vv. 7902-7918)

Love is painful, a fever. Its manifestations sre most unsettling,
Tie mOuner Convinuess

"Pire est amors que fievre aigue
N'est pas retors quant 1'en an sue.
D'amor estuet sovent suer

Et refreidir, fremir, trenbler
7. sespirer et baaillier,

Et perdre tot beivre et mangier
Et degeter et tressaillir,

Muer color et espalir,

Giendre, plaindre, palir, penser
Et genglotir, veillier, plorer:
Ce 1i estuet faire sovent

Ki bien aime et ki s'en sent.
Tels est amors et sa nature,

Se tu i vuela metre ta cure
Sovent t'estovra endurer

Ce que tu m'oz ci aconter

Et assz plus." {(vv. T919=7935)

The girl understandably is not eager to get to know thias condition
anQ says 80. ‘Ine mother repiies TNAT LOVe 18 unilke any other 1liness,
indeed that it is also "tant dolce chose" (v. 7942). She urges her again

to love Turnus. lLavinia is fearful:

"De quei?™ - Del mal, de la dolor
Ki toz tens vait sivant amor.-
"Et ja est ce tels soatume...

Se 11 a un poi de mal,

Li biens as'en siut tot par igal.
Ris et joie vient de plorer

Et grang deporz vient de pasmer,
Baisier vienant de baaillier,
Embracemenz vient de veillier,
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Granz leece vient de sospir,
Fresche ocolor vient de palir.
Encor s'en siut la granz dolgors
Ki tost saine les mals d'amors."

Now, after having been lec:ured on the joys as well as the sorrows
of love, the girl remains unenthused. Apparently she has little trust in
the Ovidian fizure of Amor who is plotursd with arrow and a box of neallng
ointment. The god of love can wound and also heal:

1i darz mostre qu'il puet navrer
Et 1a boiste qu'il set sanmer.

And wound he does, the symptoms are unmistakeable:

Ele comence a tressuer,

A refreidir et a trenbler,

Sovent se pasme et tressalt,
Senglot, fremist, 1i cuers 1li falt,
Degete sel, sofle, baaille...
Crie et plore, gient et brait.

Ne sait encer ki ce 1i fait,

Ki son corage 1li remuet.

Demante sei, quant parlsr pusts
"Lasse!" fait-ele, "que ai ge,
Ki m'a sozprise, que ast-ce?

Or ainz esteie tote saine,

Or sui tote pasmee et vaine.
Dedent le cors une ardor sent,
Mais ne sai por ki si m'esprent,
Ke mon corage me remue

Et dont ge sui sl esperdue,

Dont mes cuers sent dolors mortal,
Se ce n'en est 11 cuiverz mals
Dont ma mere m'aconto$ ier,

Dont el me voleit enseignier

Ne sai amors o com a nom,

Mais ne me fait se tot mal nom.

Ge cuit, mien escient, jo aim... (vv. 8073=8096)

What has caused the sudden affliction? From the height of her
tower she hag glanced Eneas and "amors l'a de son dart ferue". She feels

hergelf to be grievouely wounded and wonders about Amor's remedial ointment,
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She questions herself on the appropriateness of her sudden sentiment, but
she is certain on one point, namely that love can involve no more than two
pecple:
Buene amors vait tant seulement
D'un seul a altre senglement;
Puis gqu'on i vuelt le tierz atraire
Puis n'i a giens amors que faire,... (vv, 8285-828R)
icate matier of communicavting her reelings
to the unsuspecting Fneag., The direct approach of carlier epics is out
of the question. &he is in a timeless feminine predicaments
"mais ge criembroie
M'en tenissiez por prinsaltiere,
Se vos mandoe amor premiere.” (vv. 8366-8368)
Modesty as well as good sense demand a well considered approach.
She apends a restless night. The next morning her condition becomes
quite apparent to her mother, who is pleased and advises her again to let
Turnus know of her love, When she learns that Eneas is the one she indulges

in decidedly uncourtly outbursts, aceusing the hero of ummnstural saxual

practices -~ and in no uncertain and rather clinical terms. She tries to

<+ b B T I P
malee har daughtsr 1850 Inl6rest in Gneass

I1 n'aime pas poil de conin. (v. 8595)
But Lavinia is unconvinced. She claims defenselessness againet

love:

- Quel deffense ai encontre amors?

N'i valt neient chastels ne tors,

Ne halz palis ne granz fosse;

Soz ciel n'a cele fermete

Ki se puisse vers lui tenir... (vv. 8633-8637)

She decides to approach the young man in such a way that will not

unfavorably reflect upon her dignity of a princess. The uncourtly approach
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found in Amis et Amile is not contemplated., She debates with herself’;

- Quel mesage porras aveir?-

"Ge ne quier nul altre que mei",
« Iras 1 tu?-= "0il par fei”.

- A grant honte t'iert atorné.-
"Cui chalt? Se faz ma volents,
Molt m'en iert poi que l'en die."
- Tol, ne dire tel vilenie,

Qe ja femme de ton parage
Enpreigne a faire tel viltage,

Naa B a Yo momom denmen men ALV A mm N e
WA S AN

Satrangs aills paries
Por sei offrir ne presenter.
Aten un poi, Jja t'avra il;
Tu sereiles toz tens plus vil,
Et i1 noalz t'en prisersit
Enz en son cuer, quant il t'avreit.=-
"Que ferai donc?" (vv. 8714-8729)

An ingenious method is quickly found., She rolls a little Letter
around an arrow 3peedily dispatched from the heizht of her tower. Eneas
receives it with discretion and joy and is at the same time touched by
a different arrow, that of Amor. He indulges in anguishes similar to
those of Lavinia. The knowledge of her love spurs him to greater prowess:

Molt en sui plus et forz et fiers,
Molt m'en combatrai volentiers. (vv. 9051-9052)

He also shows some surprising psychcl-gical ingight. A little
aloofness, he feels, can only help his position:

Ne deit pas tot son cuer mostrer
A femme, ki la vuelt amer. (vv. 9079-9080)

The following momning Lavinia hopes to see her beloved from the
height of her tower.‘ When he does not aprzar she lapses into a most
uncourtly outburst, suspecting that his lengthy stay in his tent is due
to unsavory activity with the young boys in his entourages:

Il a asez gargons o sot,

1o peor aime mialz de mois,
Fandue trove lor chemise;
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Maint an i a an son servise,
Ior braies sovant avalees
Issi deservent lor soldees, (vv. 9159-0164)

Norman Susskind comments:

The courtly pedestal is a flimsy structure. Great cracks appear
when the woman on it turns out to be made not of epun suger but of
flesh and blood, and under the weight of such realism as this it
c<>3.l.ﬂ.pses.1

(ne might add that this, after all, is one of the earlier romsnces.
As it turne out, lLavinia is wrong. Subsequently Eneas defeats his rival
Turnus in single combat and he wins "la ville et la fille".

The Roman d'Enéas is a further step in the direction of the roman
courtois. The psychology of love finds a hither-to unknown elaboration.
Monologues, self-analysis, le debat intarieur, are presented with finesse.
However, the subtleties of amour courtois are not yet achieved. Apart
from her lapses into uncourtly sentiments Lavinia shows too much initiative
for a courtly lady. As A, Bossuat writes:

0o ns voit point lei l'amant priant sa dawe suivant les rdgles de

la pure doctrine et celle-ci lui accordant ses faveurs, aprés qu'il a
bien parls.!3

Nevertheless, the Eneas stands monumantally at the beginning of a
long and great tradition in French letters, the psychological analysis of

love. As Maurice Wilmotte states in his L'Evolution du roman franpais

aux environs de 11503

Cette date de 1160, qu'on assigne & Enéas, est peut-8tre la plus
mémorable, 4 cet égard, de tout le roman franpais; avec elle nait et

'“Norman Susskind, "Love and Laughter in the Romane Courtois,”
French Review 37 (196k), 651-657.

13Robert Bossuat, Le Moyen Age (ParissEditions mondiales, 1962),
p. 50,
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se léve l'aube d'un art nouveau.w

The third and most brilliant star in the "triade classique™ is
the Roman de Troie, composed toward 1165 by one Benolt de Sainte-Maure,
a very learned and somewhiat pedantic. r;J.eric. In over 30,000 octosyllabic
lines he retells the story of the Argonauts and of the siege of Troy. His
source is not the Iliad of Tomer, but the accounts of two alleged witnesses
of the Trojan war, the Crete Dictys and the Phrygian Deres. He also utilizes
various other ncurces. However, historical accuracy is not Benoit's con-
cern. The romance is dedicated to Alienor of Aquitaine, "riche dame de riche
roi", protectrice of poets and of the "esprit courtois". The apirit of the
work is therefor that of the "second renaissance”, of individual and worldly
glory, of courtly virtues, of noblesse, largesse, courtoisie, mesure, The
robility is referred to as the "chevalerie" (v. 207%), whose role it is to
strive for honor and glory:

Peine et travail por pris aveir,
Itel vie devens aveir, (vv., 4011-4012)

The noble ladies are described as "corteise, bien aprise" (v. 1253).
1nis sociely moves in Driillianty CUUrtly SUITOUNGINgS, WOrks Ol arv, rica |
utensils, fine c¢lothing. The local color is of course that of twelfth cen-
tury courtly life. Scenes of courtly festivities abound (vv. 1190 ff.,
5307, 22305 ff.). The central motif of the work, however, is the psycho-

logical analysis of love in all its manifestations., As Cohen writes:

"C'est moins en somme le sisge de Troie que le siege des dames dont il

M1motte, op. cit., p. 55.
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est l'occaaion."15 Each hero is involved in one or more affairs of the

heart, cach described in detail. There are the loves of Jason and Medea,

of Paris and Helen, of Achilles and Polyxena, of Troilus and Briseida.

Chretien was undoubtedly familiar with this material,
The work lacks continuity. The episodes are rather loosely
connected. The individual portraits are done with consummate skill,

fusing the physical with the psychological traits. So the appearance of
Medeas

Lla chiere tint -cuques en bas,
Plus fine et fresche et coloree
Que la rose, quant ele est nee. (vv. 1250-1252)

Helen is described similarlys

De trestotes beautez la flor,

De totes dames mireor,

De totes autres la gengor,

De trestotes la soveraine,

Augi come eolor de graine

Est mout plus bele d*autre chose,
Et tot ausi come la rose
Sormonte iss fiors en beautez,
Treatot ausi, e plus asez,
Sormonta la beaute Heleine

Tote rien que nasqui humaine. (vv. 5120-5130)

Briseida's portrait is interesting in its ori-inality. Her less

than perfect beauty gives her an individual note:

Briseida fu avenant,

Ne fu petite ne trop grant.

Plus esteit bele e bloie e blanche
Que flor de 1lis ne nelf sor branche;
Mais les sorcill:¢ 1i Joigneient,
Que auques li mesavenaient.

156. Cochen, Le Roman courtois au XIIe sidcle (Paris:Centre de
Documentation Universitaire, n.d.), p.
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This does not prevent her from seducing Troilus and then Diomedes
in short order. Benoit does not fail to make a misogynic comment, not
uncommon in medieval romances: Vomen is fickles

A femme dure dueus pcotit,

A 1'un uel plore, a l'autre rit,

Mout muent tost 1li lor corage.

Assez o5t fols la plus sages

Quant qu'eis a en set anzzame

A ele en treis Jorz oblie,

Onc nule ne sot duel aveir. (vv. 13441.13447)

Chréti.n, on occasion, will make similar comments.

Briseida, captive of Dic.uedes, detains the latter's advances, who
offers himself "a chevalier et a ami", Of the woman who gives in too quickly
she says:

Guarder se deit de blasme aveir.
Celes quil font plus sagement
En lor chambres coclsomeant

Ne se pueent pas si guarder
D'els ne facent sovent parler.

This may be a bit of moralizing by the author. It is also one of
the rules of amour courtois - to keep the aspirant aspiring. Diomedes shows
all the symptoms. The author sympathizes with him and has some harsh words
on the nature of women:

Mout le .conoist bien as sospirs

Qu'a 1i est del tot ententis;

Por co l'en eat treis tanz plus dure.
Toz jors a femme tel nature:

S'ele aperceaeit que vos 1l'ameiz

Et que por 1li seiez destreiz,

Semprea vos fera ses orguieuz,

Pol vos tornera puis ses ieuz

Que n'i ait dangier ne flerte

Mout avreiz ainz chier compare

Le bien qu'ele vos deint faire.
Clest une chose mout contraire,

Amer co dont om n'est ames:

A merveille deit om tenir

Com co puet onques avenir. (vv. 15035-15050)
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Love engenders prowess in the hero. But what a difference from
the prowess of the hero in the chanson de geste! It is no longer based
on collective virtues, but on love alorc:

S'en vos n'aveie m'aendance
Jamais ne cult gu'escuz ne lance
Fust par mei portez ne saisiz. (vv. 15159-15161)
The pvower and the fully of this strange sentiment are asserted

by the author in the following liness

Qui tres bien est d'amor espris
I1 n'a en sei sen ne reison. (vv. 18458-184:))

This is the author's perscnal opinion. His voice of sobriety and
even sarcasm intervenes repeatedly in the course of the narrative. Never-
theless he takes obvious pleasure in displaying his knowledge of the new
courtly ideology. In his preoccupation with love episodes, his indulgence
in peychological analyses and his celebration of glittering courtly sete
tingesand customs he appears to endeavor to excel over his predecessor,
the author of the Enéas, Indeed, Bossuat sees in Benoit de Sainte-Maure
"le premier initiateur du roman d'amocur", but this opinion can only be
based on the degree of sophistication. The groundwork was laid in the
Roman d'Engéas.

With the romances of Antiquity the romance as such comes into
being. The love theme acquires central importance. The role of woman is
thus enhanced commensurably. The hero's knightly virtues and actions are
inapifred primarily by amour courtois, this submissive dedication to a noble
lady, not unlike the troubadour fin'amors, but adapted to the social conditions
of the North, where a more realistic "happy ending" could indeed be achieved

and where it acts as a potent stimulus to the knight's valor. The pageantry
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of earthly life is increasingly emphasized with a taste for deseription
of luxurious apparel and utemsils and festivities, influenced by the
splendor of the Orient as witnessed by the crusaders. The cultural
heritage of Antiquity, never quite absent in French literature, is
introduced in the vernmacular and adapted to contemporary tastes. The

Christian element recedes in favor of le merveilleux paien. which will

find further development in the dreamlike world of the matiér: de
Bretagne, The most striking innovation is the discovery of man's
"innar world", the increasingly detailed and skillful attempt at psycho-

logical analysis, especially that of love in all its manifestations and

complexities,



CHAPTER VI

THE MATIERE DE TRISTAN

There are basically two extant versions of the Tristan legend,
the one by Béroul and the one by Thomas. Both texts are fragments dating
from the twelfth century. The exact dates are unknown. Most scholars
believe the decade of 1160 to 1170 to be the approximate date of both
texts. There must have been earlier versions. A so-called "Ur-Tristan",
or first version, evidently existed at the middle of the century. Carl
Appel thought he saw an allusion to it in a poem by Cercamon, which would
be the earliest refarenaa.1 Another reference 1s in Bernart de Ventadour's
"Quant vey la lsuszets mover” and "Tant ai mo cor pls de ioja".a Chréticn
de Troyes, at the beginning of his Cligés, claims authorship "Del roi
Marc et d'Iseut la blonde". Some believe that Chrétien had written the
original Tristan. @ertrude Schoepperle traces the tale back to Celtic

legend murial.j The question of origin will never be satisfacorily

resolved.

'Zeitachritt fiir fransosische Philologie, XLI, 219-227.
2J.L. Deister in Modern Philology, 19, 287-296.

3'I'riatmn and Isolt, A S of the Sources of the Romance
(New York University Press, 1913).
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To the two extant versions of Béroul are added the two "Folie
Tristan" episcdes. The "Folie Tristan" of the Berne version follows
Beroul's Tristan, that of Oxford is dependent upon the work of Thomas.

The "version commune" of Beroul and the "version courtoise" of
Thomas differ markedly in their presentation of the nature of love.

Among the Tristan poems only they can give an accurate picture of the
various ideclogical currents of the twelfth century. The Bédier recon-
struction, in spite of its merits, can not serve as a basig for the
study of the love of Tristan and Iseult. Equally irrelevant for this
purpose would be the thirteenth century prose Tristan or any other later
version.

The plot of the Tristan theme does not vary widely, and it its
general outline the account of Bédier can serve as a point of departure,
It is in the attitude of the authors toward the subject, in their oconcep-
tion of the social and sentimental aspects, that their divergence becomes
clear,

In the "wversion commune” of Béroul the passion that ties the two
lovers to each other appears to be clearly adultercus. It must, however,
be distinguished from the adulterous love of the troubadours. ‘The love
of Tristan and Iseult is a passion fatale, a source of suffering, caused
by the love potion and not sought in the spirit of Provengal fin'amors.
It is a violent passion, free from introspective analysis, scruples or
hesitation. It is not controlled by and subject to courtly virtues, and
it can never hope to meet the approval of society. It is furtive, depen-

dent upon ruses and lies. It is unlawful and uncourtly in its carmal aspects.
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But it is also spiritual and constant. It is tragic. It could well be
described by a line of Racine: "C'est Venus tout entiére & sa proie
attach’ee."“ The passion that dominates the protagonists! lives is not
of their own choosing. If it is sinful, it is not their fault. The
potion is the cause of it. As Tristan explains to the hermit:
Tristan 1i dit: Sire, par foi,
Ju'‘ele m'‘aime en bone roi,
Vos n'entendez pas la raisong 5
Qu'ele m'aime, c'est par la poison. (vv. 1381-1384)
Iseult speaks to the hermit of their sin:
Sire, por Deu ommipotent,
I1 ne m'aime pas, ne je lui,
Fors par un herbe dont je bui
Et i1 en but:s ce fu pechiez. (vv. 1412-1415)

. The "vin herbe" is given as the reason for their behavior. Does
the author want to absolve the lovers of all resoonsibility and guilt.6
His treatment of the adulterous relationship, which occupies a central and
seemingly sympathetic position in the story, is curiously ambiguous.
Although the lovers ostensibly flaunt the feudal and religious beliefs of
thelr society, there seems to be pronounced effort on the part of the author
to accommodate the affair, if not be apologetic.

Baroul achieves this feat by not focusing on the love affair and
its moral aspects as such, but by putting it within the framework of social

conflict and by allowing an appraisal of the lovers' relationship by

uPhSdre Act I, scene 3.

SLe Roman de Tristan par Beroul (4th ed. rev., Muret, Paris:
Champion, 19575.

cr., Bettina Wind; "Elements courhoia dans Beroul et dans
Thomas", Romance Philology, XIV, (1960), p. 8.
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circumstancial evidence only. A modern critic writes:

The poet plays upon the ambiguity of action, the difficulty of
interpreting even what we see with our own eyes, to create an atmos-
phers ofequivocation favorable to the young couple.’

The potion has made us sympathetic with their predicamsnt, The
attendants at the royal household, the barons and the dwarf, are unsympa-
thetic characters. We are thus quite satisfied with the artificial dialogue
between Tristan and Iseult, overheard by the King in the tree;

Ii rois pense gque par fo}ie,

Sire Tristan, vos ale ame;

Maie Dex plevis ma loiaute,

Qui sur mon cors mete flaele,

S'onques fors cil qui m'ot pucele

Out m'amistie encor nul jor. (vv. 20-25)

N'ai corage de druerie
Qi tort a nule vilanie. (vv. 33=34)

Tristan likewise plays the game, even invoking the testimony of
Gods
Dex! Porquoi est 1li rois si fol?
Adnz =8 larois par el col
Pendre a un arbre qu'en ma vie
0 vos preise druerie. (vv, 127-130)
“uruerie” nas the meaning of carnal love, In a subsequent dialogue
with the King Iseult complains of his suspicions:

Car tu penses que j'aim Tristrain
Par puterie et par anjen... (vv. 407-408)

The King has no evidence of any wrongdoing. When Iseult gives an
account of the episode under the tree to Brangain and Tristan to Governal,

both parties thank God in ambiguous terms. Brangain speaks of God's mercy

7St0phcn C. Nichols, "Ethical Criticism and Medieval Literature”
in Medieval Secular Literature (ed. William Matthews, University of California
Press, 1967), p. 69.
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for heving allowed the incident to end in such a way:
Que 1li rois n'a chose veue
Qui ne puise estr'en bien tenue. (vv. 375-376)
("which might be misinterpreted.™")
Governal thanks the Lord:
Quant conter l'ot, Deu en mercie
Que plus n'i out fait o s'amie. (vv. 383-384)
("That he had gone no farther with his lady friend")
The appearance of social propriety is strictly maintained, Come
promising evidence is supplied only through the eyes of the "barons felons"
and the evil dwarf. Of the barons Béroul writes:

Et plusors foizzles ont wveuz
El 1it roi Marc gesir toz nus. (vv. 593=59%)

The dwarf Frocin, that shadowy personification of gratuitous hatred
who wants to trap the lovers, spreads flour between the beds of his suspects
and watches them from the outside:

1Ii nain defors est; a la lune
Bien vit joste srent ensenble
1i dui amant., (vv, 736-738)

The testimony of the barons is much weakened by their motivation,

WLLUR 4D Jueluusy vi 1sivvan’o prowesss

Cuelli l'orent cil en haine
Por sa prooise, et la roine (773=774)

The dwarf being the only witness to so important a scene can hardly
be conaidered an unprejudiced observer. Indeed, as Rita Lejeune states,
"les touches de sang sur la farine ne constituent pas, i bien y reflechir,
un véritable 'flagrant delit d'adultére' mais bien une préscmption de

flagrant délit. 8 The King's sentence thus appears all the more brutal

bRita lejeune, Les Influences contemporaines dans les romans

francais de Tristan au 12e sidcle,” Le Moyen Age, LXVI (1960), p. 147,
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in view of the fact that it is based on circumstancial evidence and that
the Queen's cooperation in the assumed transgression is not at all deter-
mined. He turns intc an irrational antegonist. The lamentations of the
populace show where their sympathies lie. Tristan and Iseult are turned
into the aggrieved party.

The discovery by the King of the sleeping lovers in the forest
mist again be viewed as an ambiguous mise en scénes

Tristan se couche et trait s'espee,

Entre les deux chars l'a poses.

Sa chemigse out Yseut vestue.

Se ele fust icel Jjor nue,

Merveiles lor fust meschoiet®

E Tristan ses brales ravoit.

La roine avoit en son doi

L'anel d'or des noces le roi. (1805-1812)

The King is duped. He reacts like the typical cuckold of the
fabliaux, worthy of ridicule and contempts

Bien puis croire, si je ai sens,

Se il s'amasent folement,

Ja n'l eussent vestement,

Entre eus deus n'eust espee,

Autrement fust cest'asenblee. (2006-2010)

According to Beroul the magic potion was to keep its effect for
three years:

11 lovendrin, 1i vin herbez:
La mere Yseut qui le bolli
A trois anz d'amistie le fist. (2138-2140)

For three years this passion continues beyond controls

Tant con durerent 1i troi an,

Out 11 vin si soupris Tristan

Et la roine ensenble o lui,

Que chascun disoit: Las n'en sui. (2143-2146)

9‘1‘2113 allusion clearly indicates a "cover-up" in the double sense

of the word,
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At the end of three years the lovers become conscious of their
condition. They show regrets, feelings of guilt. They miss life at Court
with its luxuries and its honors. When Tristan considers returning her
to the Court Iseult readily accepts the opportunity with a liberal sprine
kling of religious vocabulary:

Sire, Jesu soit graciez
Quant degerpir volez pecniezi (z2

.

65~220i )

Au riche roi celestien
Puison andui crier merci
Q'il ait de nos, Tristran, ami! (2286-2288)

Before the hermit Ogrin in the forest she promises to mend her
ways, but not without reservations. She is going to love Tristan "with~
out foolishness":

Quar ja corage de folie

N'en avrai je Jjor de ma vie.

Ge ne di pas, a vostre entente,

Que de Tristan jor me repente

Que Je ne 1l'aim de bone amor. (2323-2327)

She will go on loving him, and she has no regrsts. Tristan, liks=-
wise, is not aware of having sinned. When Ogrin admonishes him:

51 longusment L'avon menee,
Itel fu nostre destinee. (2301-2302)

His lack of scruples also becomes evident in his chivalrous exploits.
Although he dispatches his adversaries in the manner of the epic heroes,
he is not beyond cunning and questionable conduect, such as the slaying of
an enemy by ambush and surprise. When confronted by Mare with the condemming
evidence of the flour episode he attempts to override the issue and claim

innocence with a challenge of combat to all comers. Pauphilet states:
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Ainsi cette incomparable valeur, qui 1l'apparente si clairement
aux demi-dieux antiques, il s'en sert pour mentir impunément: assez
fort pour nier l'évidence. Et c'est le conseil méme que lui donne
l'ermite Ogrin: Pour &viter la honte et couvrir le mal, il faut
savolir mentir un peu.

Por honte oster et mal covrir
Doit on un poi par bel mentir. (2353-2354)

He thus herdly represents the ideal knight.

Tristan and Iseult decide to let society have its way, to become
again members in good standing, but only for the sake of convenience and
not out of inner conviction. They have neither the desire nor the inten-
tion to make a clean break. They will continue to see each other and to
commnicate secretly. Tristan continues to deceive his uncle and sugerain,
He remains faithful to his passion for Iseult. Iseult likewise shows no
remorse. She desires her lover to be near her. She asks him not to leave
the country, but to stay secretly at Orri's lodge in the foreat:

Nos i geumes mainte nuit,
En nostre 1it que nos fist faire,,. (2820-2821)

Lazar concludess

Les amanis ne peuvent @chapper & leur condition., Et au fond
d'eux-memes 118 ne dssirent meme pas y @chapper. Les menscnges,
les ruses, les repentirs et les retours, ajoutent 3 leur aventure
cette intensitd@ dramatique, ce cdtd si authentiquement humain q
fait que la 1&gende de Tristan et Iseut nous touche infiniment.

One might well ask whether twelfth century society was equally

touched by the all too human qualities of the lovers. Certainly, Béroul's

treatment is sympathetic. But did he not require a love potion to excuse

10A. Pauphilet, Le Legs du Moyen Age (Melun:Librairie d'Argences,
1950)9 p. 126,

11Moah‘i Lazar, Amour courtois et fin'amors dans la littarature
du XI1Te sidcle, (ParistKlincksieck, 1 » Do 157.
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human passion, a folly and a kind of sickness in the tradition of Antiquity?
It is significant that even after the spell of the boire has expired the
passion of Tristan and Iseult continues. Despite some instances of the
miraculous the work progresses on a very realistic note. It is the harsh-
ness of adversity that is met by a love In conflict with the socially accep-
table. Beroul seems to point out that certain concessions will have to be
made to social decorum, but that once this requirement is met true love,
however illicit, can and will prevail. The popularity of the tale in the
twelfth century is revealing of the moral climate of the time.

The "Folie Tristan" of the Berne manuscript has as its principal
source the poem of Beroul, as E. Hoepffner convincingly explains in the
introduction to his edition.12

Tristan, longing to see the Queen, approaches the Court under the
disguise of a madman, He is laughed at and beaten, but it does not matter
to hims

Tot por 1l'amor Yseut conquerre.
Mout 11 ert boen ce qu'il faisoit,
Nule rien ne 1i desplaisoit (139-141)

In the presence of Marc and Iseult he alludes to events in the past
in order to reveal himself to Iseult. The events of their common past that
he recites are very precise. The King only laughs at the funny fool, He
is the same dull-witted ardnaive husband as in the version of Béroul:

Li rois n'a pas coraige entier
Sempres est ¢i et sempres la. (3432-3473)

12La. Folie Tristan de Berne (2nd. ed. E. Hoepffner, Paris:Belles
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Tristan speaks of the "boire d'amour", of the life in the forest,
of the "loge de feuillage™ even. Only Iseult is confounded by the reve-
lations of this fool, He addresses her in the style of a troubadour:

Car m'estorez, dame, ma perte

En doz baisier de fine amor

Ou enbracier souz covertor.

Mout m'tavroiez falt grand confort,

Certes, o autrement sui mort. (227-231)

He uses the vocabulary of Provengal service d'amour:

Mais 1i boivres del trosseroil
M'a 81 emblee et cuer et sans
Que Je nan ai autre porpans 13
Fors tant que en amor servir. (307-310)

As Iseult still does not recognize him Tristan speaks of the
patience that is required in the service <€ love and which will even-
tually find its rew.id, the guerredon:

L'an dit: Qui ainz servi Amor,

Tot lo guerredone en un Jjor

Selonc les ovres que voi

Est ce granz errors endroit moi. (474=477)

Iseult finally recognizes Tristan and ia very eager to grant him
the guerredon. When Marc, the good King and husband, goes fishing, his
wife hopes that he will stay away for a week:

Qu'il ne venist devant uit jorz (568)

And without much further ado and a straightforwardness that would

have made a troubadour blush Iseult takes her man to bed:
A ces paroles, sanz grant cri,
Con vos avez ici oi,

Entre Tristan soz la cortine:
Entre ses braz tient la raine. (569-572)

1}1482&.!‘, op. _cit., p. 159, comments that these lines "auraient
pu etre Gerits par Bernard de Ventadour”.
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Iseult is afier all not the unreachable lady of the troubadours.
She 1s wvery human.,

0f the same period, but g:nerally considered to be of a slightly
later date, is the "version courtoise" of the Tristan poem of Thomas
d'Angleterre,

On ne saura.. imaginer, aveo les mémes persormages et a ...

pres ies mémes spisades {onlmsenlaux, deux Fomeis @8 viguemes
plus différents que celui de Béroul et eelui de Thomas.

Thus writes Pauphilet in bis Le Legs du Moyen Age.'’

Thomas treats tho material agcording to the conceptions of Lin'
apors. The illegitimacy of the relationship is not a problem. It is
rather a triumph, an exercise in the art of love, The lovers, again, are
not "caught in the act". They do not have to flee., There is no violence.
The King, suspicious of their comportment, their telling glances, the
mumors at the Court, exiles them, They leave happily together, "Jamais
ils n'’avaient éte si joyeux", writes Pauphilet, "Ce départ de féte fixe
le ton de tout

l'épisode. Leur vie dans la fordt etait, dit Béroul, 'aspre et

2omaf. abhee M YV o cncervemncmd ALY L ad icemall wTicnd accom besnd ba  mo
VAW § WMYS AMVMRRE VW W W DTVRR “waawwas WA WA W MAS W ) PR GAArTE T VMR W W Seas wRS  Wee

sant nettement idealisds, comme la grotte qui las acoueille, ot le
Joli ruissemu, tout pris, qui les abreuve... Volontairement le podte,
au tableau pitoyable qu'on voit dans Béroul a substitué cette espéce
de Téerie amicale que la nature complzisamment déploie autour des
amants... Tristan et Iseut 6taient des proscrits, Thomas en fait des

wurggx en voyage de noces parmi les oiseaux, les fleurs et les par-
fums,

They have no regreta. They feel none of the sobering effects of
& philter losing its power. One wonders why they would want to give up

ﬂhuphuot, SR 81%ss Pe 133,
159&@11“, dog, cit,
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their idyllic existence. But they follow the invitation of the Xing to
return to the Court. The King, having discovered them in the forest asleep
and in a non-comprcmising position, is touched by the apparent chastity
and purity of his wife's amorcus relations with Tristan. They return in
triumph. Lazar writes:

Une fois de -"us donc, l'amour triomphe complétement de I
ﬁﬂﬂ"‘*p (.34 Hn ‘ln mnm'la n)sun-ticmnn k\. m:alc da 1; fmnmrs a
raiscen de toutes les objections, 167

There 1s no psychological progression as thore is in Beroul, no

suffeying and renunciation of any kind, They resume their former life at
the Court. In order to provide the impetus to further action, to effech
the separation of the couple, Thomas resorts to "la scéne du Verger',
The lovers are surprised in a compromising eituation. Tristan manages
to flee. This separation is merely the result of an accident, "La
catastrophe sort d'un hasard et non plus d'une nécessite”, writes
Pauphilet.

Les aments sont separfis pour toujours sans avoir pu Jamais

mesurer leur impuissance # vivre librement ensemble, Le roman
perd ainei son caractdre le plus &pre, et les @piscdes qui suivent,

aan tontativen ml“ '." Mﬁ‘“ Mlﬂ wavandnw wlaccmand wloia T A

- ——— e w  prmcuLa s

uméme air de lutte désespérée contre 1'impossible., !
On taking leave they exchange courtly phrases that are more
elegant than touching:

Ma dolce dame, je vos pri

Ne me metes endhli. (31-32)18

161..a.mx-, op. c¢it., p. 161,

17?.@11“. w’ Po l}ko
18

(ed, B.H, Wind, Leident, 1950),
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Iseult: Nos cors partir ore convient
Mais 1l'amor ne partira nient. (49-50)

Thomas is more interested than Béroul in minute analysis of thought
and feeling than outward events. This introspective quality of Thomas!
manner 1a greatly elaborated in Tristan's reflections leading toc his mar-
riage with Tseult aux Blanches M=ins, IHe has feelings of doubt and jeal=-
ousy. He suspects lseult of sharing the joys of marriage with Mare. He

feels that cuers et cors should duly be his, a central theme in Chritien

de Troyes:
Pur vostre cors su jo em paine
Ii reis sa joie en vos maine:
Sun deduit maine e sun buen,
Co que mien fu ore est suen. (17-20)
He then states one of the motifs of fin'amors: that one-~sided

love cannot endures

Que valt l'amur a maintenir
Dunt nul bien ne put avenir? (41-42)

hils state of wmind leads him to his marriege with the other Iseult.
Can Iseult find happiness with Marc, love and marriage being mutually exclu-~
sive accoraing to rin'amors’ Can one be married and at the same time truly
faithful to one's beloved? Tristan intends to find out by putting himself
into an identical positions
«eec888aier voldrai sa vie.
Jo vol espuser la meschine
Pur saveir l'estre a la reine,
Se l'esspusaille e 1'assembler
Me pureient 1i faire oblier. (172-176)
He marries Iseult aux Blanches Mains "pur le nun et pur la beltée"
(v. 229). It is to be a mariage blanc, much to the distress of the young

wife, but Thomas demonstrates his point. Tristan remains faithful to the
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other Iseult. The latter thinks only of him:

Ysolt en sa chambre sugpire

Pur Tristan que tant desire,

Ne puet en son cuer el penser

Fors co seulement: Tristan amer. (649-652)

Tristan, in a flight of sentimental fancy, has statues made of

I=seult and her associates at Court. Instoad of attending to his wife
he frequents his "salle aux Images" and pays his service d'amour to
the "real" Iseult, He is gripped by doubts and jealousy. He is afreid
of losing her:

Mes por ce en est 1li jolus
Que de 1i perdre est pourus. (63-64)

Thomas has thus constructed a strange relationship of four persons,
all suffering from the situation:

Entre ces quatre ot estrange amor:
Tut en ourent painne e dolur

E un & autre en tristur vits

E nul d'ans nen i a deduit. (71-T4)

Mare possesses his wile's Dody, not her heart. Iseuli’s heart is
with Tristan, her body is Marc's, Tristan's heart is with Iseult. His
wire's attentions he rejects entirely. The latter has neither his heart
nor his body. Thomas poses the difficult question, fit for a high court
of love, which of these characters suffers the most. He does not attempt to

answer it:

La parole mettral avant,
Le jugement facent amant. (148-149)

A topic much discussed in courtly circles was the question whether
a lover should survive the death of his beloved, whether they would be

separated in death. Pauphilet writes:
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Cela va Jjusqu's l'absurde: ainsi Iseut, sur le navire que 1la
raméne vers Tristan, et que la temp@te assaille, débat interminable-
ment cette question: +tous deux ne peuvent que mourir ensemble, or
elle va 8tre noyée, comment Tristan pourra-t-il 1'3tre aussi??9

Tristan is suffering from a poisoned wound that only Iseult can
heal. He has sent for her. Hia wife, who has discovered the true situa-
tion, deceives him into believing that the spprosching ship is not carrying
iseuiv., in dark despair ‘Tristan cries out to God as his witnesss

Deus salt Ysolt e mei! (1760)

li= dies. The stage is set for Iseult to arrive and to die with

him like a "vraie amante":

Pur mei avez perdu la vie,

E Jo frai cum veraie amie:

Pus vus voil murir ensement.
Embrace le, si s'estent,

Baise 1la buche e la face

E molt estreit a 1i 1l'enbrace,
Cors a cors, buche a buche estent,
Sun espirit a itant rent,

E murt dejuste lui issi

Por la dolur de sun ami,

Tristans murut pur sun desir,
Ysolt qu'a tens n'i pout venir. (806-817)

Tristan and Iseuli are portrayed as models of fin‘amors for lovers
of all time. Thomas addresses himself to a public appreciative of refined
sentiment and subtle points of love-casuistry. His farewell to his readers

suggests such an audience:

Tumsas fine ci sun eserits

A tuz amanz saluz i dit,

As pensis e as amerus,

As emvius, as desirus,

As envelisiez e as purvers,

A tuz cels ki orunt ces vers. (3125-3130)

1gl’auph:l.lef., op. ecit., p. 137.
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He hopes that they may find "grant confort" in his work:

Aveir an poissent grant confort,
Encuntre change, encuntre tort,
Encuntre paine, encuntre dolur,
Encuntre tuiz engins d'amur. (3141-314k%)

Thomas' contribution to the Tristan legend is an idealization of

the characters, intensive psychological analysis and the presentation of

. aTd™ o d o~ wel P
0 a gyrester masnaurs of deliborgtion and rofloe-

tion than had been the case in the version of Bfroul. Thomas bathes the
action in an aura of civilized refinement and restraint in which the pre-
cepts of fin'amors are dominant. One can well agree with the conclusion

of Pauphilet:

+s.Iseut est devenue une de ces dames courtoises dont les poetes
lyriques chantent la difficile conquéte; princesse d l'adultére
compliqué et de mflancolies savantes. A chaque aventure de leur vie,
ils se plaignent et s'admirent d'&tre de si rares exemples de la
tristesse dfaimer. Thomas a adaptd au gofit de son temps une légende
dont les violences, les disparates et les reflets mythiques ne se
comprenaient déjd plus. Les défauts, et aussi les mérites de sox21
podme tiennent dans ce contraste de sa matidre et de sa manidre.<C

The Oxford version of the Folie Tristan poem contains the same
motifs as the Berne version. The author's treatment of the material shows
greater emphasis on sentimental analysis and idealisation. As Hoepffner
convincingly explains in the introduction to his edition®' the poet models

his version on the work of Thomas:

Il ne saurait y avoir de doute sur les intentions du podte. Il
a voulu baigner son récit dans une atmosphére de courtoisie comme
1tavait déj& fait avant %ui son mod@le principal, Thomas d'Angleterre,
pour le roman lu:t-nﬁme.2

?'OPwphilot, loe.cit.

21l Folie Tristan d'Oxford, (2nd. ed., E. Hoepffner, Paris:Belles
Lettres, 1943).

221bid., p. 7.
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In conclusion it can be maintained that neither Béroul nor Thomas
have given a true picture of amour courtois. The story does not entirely
lend itself to such a treatment. The love of Triatan and Iseult is induced
artificially, through the philter. It is not a controlled, deliberate
awakening, a "will to love", as C.B. West puts it:

«+.they love in spite of themselves rather than by their own will,

WReFORS 13 amoul’ courvois, even Wnougn iis actual peginning may occur
as a 'coup de foudre', there is often a preparation for it, a kind of
‘will to love', a consciousness of love as something to_be sought
deliberately, aimost as a necessary part of eclmm.tion.‘23

The social aspect of the tale is at variance with that of amour
courtois. To have bestowed one's love on a worthy object and to be loved
in return (sans demesure, to be sure) is a social asset in courtly society.
Tristan and Iseult fall prey to their weakness and place themselves outside
of society.

Further, their love is mutual, Iseult is not the dame hautaine.

She grants all and suffers all.

It is the achievement of Thomas to give to this fundamentally
uncourtly story a courtly tone. His precccupation with minute analysis
of thought and feeling are certainly to the taste of his courtly audience.

His poem, however, is not a true courtly romance in "sans e matisére".

230.B. West, Courtoisie in Anglo-Norman Literature (New York:
Haskell, 1966), p. 30.
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erie de France is a contempeorary of Chroilen de Treyes, tut v
know very little abeut nher. The only informaticn we possess is made up
seanty detsils contrined in her works. liene of them though can rpive
us & clue to her real ldentity, end the wariocus atiempts *e identify the
suthoress with kisteoricsl figures bearing the ssme neme arc inconclusive
and sometimes implausible. fLrpuments in faver of Marie de Champagne are
nct convineing., Apert from linguistic and histcrical cbstacles, Marie
de France was hardly the jady who would have supplied Chreétien with the

"matiere et sans™ of the Chevalier de la Charrette.

The most likely period of ccmposition of the lays is "he decade

-

of 1 8L-11T0. There is no indication that Marie was influenced ©y the

works of Chrétien, whese romances are probably pesterior %o her Lays.

o)
b

‘arie de France ig an inncvator. Not only is she the first femme de
leitres in France, she alsc contirib ed something new in form and sub-

jeet matter to the literature of her time, the ncuvelle en vers or lai,

regularly accompanied by the epithet breton. Jhe was azquainted with

Latin literature and could have followed the fashion of the mid-twelfth

1 . . . s
Cf. the convincing arguments in the introduction of Jean .iychaer,
.08 Laip de Marie de France ("Les CiassiqQues Frangais du Noyen Age"; Paris:

Champion, 1966), p. 10.
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century of translating Latin works into the vermacular, a practice that

had resulted in the popular "triade classique” and the Ovidiana of Chretien,
but it is poesible that the taste of the courtly public was ready for some-
thing new., Marie explains in her prologues

Pur ceo comencai a penser
De aukune bone estoire faire
E de latin en romauns traire;
Muis e me lusy guaires de prisy
Jtant s'en sunt altre entremis.
Des lais pensai k'oi aveie; N
Ne dutai pas, bien le saveie,
Ke pur remambrance les firent
Des aventures k'il oirent
Cil ki primes les comencierent
E qui avant les enveiersnt.
Plusurs en al oi conter
Nes voil laisser ne oblier;
Rimes en ai e fait ditie,
Soventes fiez en ai veillie

(ed. Ewert, Prologue, 28-42)

In the lay Guigemar she refers again to her source:
Les contes ke Jjo sai verrais,
Dunt 1i Bretun unt fait les lais,
Vos conterai assez briefment.
(Ewert, 19-21)

The origin of the genre is somewhat obscure. The word lai is
apparently related to the Irish laid, meaning a song. Occurences of the
term in early literature refer tc vocal as well as instrumental composi-
tion. Iseult sings the lay of Guiron in the Thomas version. WlOOa writes
that the Jjongleurs at the court of Arthur performed lays of vielles, lays

of rotes, harps, and flutes. Chretien de Troyes in 6135-} speaks of two

2J. Amold (ed.), Brut de Wage ("Societé des Anciens Textes
Prangais™; vol. II, ParissDros, 1938-1980), vv. 10548 ff,

5. Micha (ed.), Les de Chrétien de Troyes; Clizds
(C.P.M.A. 85; Pariss:Champion, 1%5;.
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combatants who "played lays on the helmets" with their swords:
As espess notent un lai
Sor les hiaumes qui retantissent.
(vv. 402L4-4026)

According to Ernest Hoepfmara the Breton Jjongleurs sang the song
in the Breton tongue "... and a2 tale would be told in French for the bene-
fit of those who did not understand Breton, explaining the circumstances
which were supposed to have inspired the song. n2 This prose narrative,
then, was extended to a literary composition in verse.

The treatment of the love theme in the lays of Marie de France
ie neither that of the Provengal canso with its distent sighs and adula-

tions nor that of the roman courtois with its extensive biographical

material. It is rather a short vignette of a specific psychological con-
flict in a love situation. Each lay is a case in point. The treatment
of the love theme in the lays of Marie de France therefore affords an -
excellent insight into the sentimental tastes of her time.

The lays have variously been grouped under the general character-
istice of "Weerique", "réaliste”, "romanesque"”, "lais fabl:laux".6 These
classifications are often highly ingenicus. One suspects that Marie her-

salf would be surprised. For the purpose of studying the love theme in

l‘E. Hoepffner, "The Breton Lays", in Arthurian Literature in the
Middle Ages, R.S. Loomis (ed.) (Oxford, 1955), p. 113,

1bid., p. 113.

6Cf. Foster Damon; "Marie de France: Psychologist of Courtly
Love", P.M,L.A, XLIV (1929), pp. 968-96. Also: Leo Spitzer, "Marie do
France, Dichterin von Problemmarchen®, Zeitschrift flir Romanische Philcl-
gie L (1930), p. 41 r£.
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the laye such groupings are unnecessary. Solely the love conceptions of
Marie are of interest. All of the lays are love stories, Marie writes
at a time when Provencal fin'amore is showing its influence in the forma-
tion of amour courtois in the northern courts.

Guigemar is the first in the collection of lays, although it ie
doubtful that it is the first to be written by Marie, since it shows the
author at the height of her artistic maturity and with clear ideas of
sentimental concepts. Troubadour ideclogy as well as amour-pasaion
(Tristan) are discernible in this eatory.

Guigemar is a knight who is guilty of the imperfection of being
oblivious to love. He goes hunting, wounds a hind and is himself hurt
vwhen his arrow rebounds and enters his thigh. The hind is the messenger
of destiny: it tells him that he will not recover until he has found the
woman who for love of him will suffer great pain, as hs will for her.

Guigemar, in neglecting his destiny by refusing to seek lajoie d'amour,
has thus offended it and destiny takes its revenge. The hind speaks:

01, lasse Jo sui ocise!

Rt wasanl ki mise nafraes
tels seit la tue destinee:

Ja mais n'aies tu medeoine!

Ne par herbe ne par racine,

ne par mire ne par poisun
n'avras tu ja mes guarisun

de la plaie qu'as en la quisse,
des 1 que cela te guarisse,

ke suffera pur tue amar

ai grant peine ¢ si grant dolur
qu'unkes fexmes tant ne suffrir,
e tu referas tant pur 14,

dunt tuit cil s'esmerveillerunt,
ki aiment ¢ ame avrunt,

u ki puis amerunt apreas.

(Quigemar, vv. 106-121)
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His destiny is furthered by a mysterious boat which takes him to
a strange land and by his prompt encounter, upon disembarking, of a beau~
tiful lady, "une dame de halt parage, franche, curteise, bele ¢ sage”
(vv. 211~212), This lady is a mal-marise, locked up by her husband, an
old and Jealous lord ("gelus esteit a desmesure™, v, 213)., Guigemar and
the lady fall in love with each other, a joy which neither of them has
yet experienced. She cares for his wounds in her chamber, adorned with
a painting of Venus, the goddess of love, which Marie proceeds to describe
in telling detail:

Venus, la deuesse d'amur,

Fu tres bien mise en la peinture;

les tralz mustre e la nature

Cument hom deit amur tenir

E leialment e bien servir,

Le livre Ovide, u il enseigne

Coment chascuns s'amur estreigne,

En un fu ardant le gettout,

E tur icels escumenjout,

Ki Ja mais cel livre lirreient

Ne sun enseignement fereient.
(Guigemar, vv. 23k4-24%)

Marie is obviously not in favor of Ovid's teachings. Love is not

b mn Aalemin 1L bV Th amecsmmm hamdanta and andflandnes haf®nuna 4+ hanaman
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a true source of happiness. She has severe words for those "vilein courteis™
who brag about their easy exploits:

Amur est plaie dedenz cors,

E si ne piert nient defors.

Ceo est un mal qQue lunges tient,
Pur ceo que de nature vients
Plusurs le tienent a gabeis,

31 cume 1i vilein curteis,

Ki jolivent par tut le mund,

Puis se avantent de ceo que funt;
Ntest pas amur, eing est folie

E mauveiste e lecherie.
(Guigemar, vv. 483-492)
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Marie then elaborates on another point of love casulstry that was

much discussed in courtly circles, the point of "fiert@ en amour", as

7

Hoepffner calls it. Guigemar, prompted by his paseion, straightforwardly

asks for the favors of the lady:

Jo vus requeor de drueriej

"
Bele, ne me escundiez mie! (Guigemar, vv. 505-506)

To which a modern heroine might reply: "I am not that kind of a
girl." The lady says as much in a friendly manner:

Tut en riant 1i dit: ‘amis,
Cest cunseil sereit trop hasuis,
De otrier vers ceste priere.

Jeo ne sui mie acustumere. (Guigemsr, vv. 509-512)

Guigemar's answer is much more in tune with the more realistic
ideology of the North than with troubadour fin'amors. It is the tickle
woman, the professional (femme jolive de mestier, v. 515) who plays hard
to get, but the lady with good intentions, having found the right man, will
be more accommodatings

Femme Joliw;e de mestier

Se deit lune tens faire preier
Pur sei cherir, que cil ne quit
Que ele eit use cel deduit:

Mes la dame de bon purpens,

Ki en sei eit valur ne gens,

S'ele treve hume a sa manere,

Ne se ferat vers lui trop fiere. . . .mer. vv, 515-522)

Such is the case. Yet, their destiny still has to run its course.

Their final satisfaotion, the surplus (a term well used by the troubadours)

is not yet to be enjoyed:

o7 7E. Hoepffner, les Lais de Marie do France (ParisiNiset, 1966),
p. B87.
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Ingemble Jjuent e parolent

E sovent baisent e acolents
Bien lur covienge del surplus
Ds ceo que 1i altre unt en ua,

(Guigemar, vv. 531-534)

Fate will separate them after many happy months. The Jjealous old
husband learns of the affair. OGujigemar flees. DBefore taking leave they
endow cach other with asimma of wecognition. She ties a apecial knot into
his shirttail, He puts a girdie “a sa ciur osus’ Wias @y 6e Will bz avle
to unbuckle,

The magic ship has carried Guigemar back to Bretagne. Two years
later the lady cascapes in the same fashion. The reunion, howevir, is not
yet to take place, They suffer, he "mat et pensif" (v. 644), she "pensive
et morne" (v, 718). The lady is sheltered by Meriadus, a Breton noble,
who desires to marry her, but she resists. Only he who can undo her
girdle will have her. Fate finally leads Guigemar to one of Meriaduc's
tournaments. The recognition acene, one of happy surprise, is described
in dstail and pesychelogiosl finesse. The resistance of Meriaduc overcome

in battle, the ending is a happy ones

e d e i emand nm-

A grune Juiv &'amis Sn mewans;
Ore ad trespasase sa peine. (Guigemar, £81-862)

Marie's conception of the love theme is evident in various aspects
in Quigemar. She condones love outside of marriage, provided that it be
of a serious nature. She rejects the teachings of Ovid, Love, purified
and mellowed by suffering, will lead to a permanent bond. The tragic
love of Tristan and Iseult is less to her liking than the final reward of
love's pains. Passion need not lead to the defeat of the lovers. True

love overcomes all obstacles, social, moral and religious.
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The other laye, with the exception of Fliduc, are shorter than
Guigemar, All of them, however, treat some aspect of amour courtois,
T.o lays, Bisclavret and Iguitan, are discussed by Hoepffner
under the heading "L& femme c<>upa‘:>1$3."8 Hoepffner sees in these lays &
condemnation of Provencal fin'amors: "L'amour idésl & la maniére 'pro-
vengale, semble~t-elle- vouloir dire, voild ou il mc‘ane."g Bisclavret is
the story of a Breton baron who reveals to his wife the secret of his
weekly absences. For three days each week he gheds his clothing and
beccmes a werewulf roaming the forest. The shocked wife
De pour fu tute vermeillej
De l'aventure se es frea.
En maint endreit se purpenss

Cum ele s'en puist partir;

Ne voleit mes lez lui gisir. (Bisolavret, wv. 97-102)
o A AL AT . e

A neighboring noble, whe hed long beern in love with her, gladly
comes to her aid, The reward is considerablaes

M'amur e mun cors vus otrei,
vVosire drue fetes ce mei! (Bisclavret, vv. 115-116)

She sugzestes the securing of the clothing of the werewulf, who
now cannot beccss a man again and has to remain in the forest. After a
year he is hunted down by the king's party, bags for mercy and becomes
domesticated. One day, seeing the guilty knight, he bites him, and when
his wife appears, he bites off her nose (L neis 1i esracha del vis.

v. 235). They confess their betrayal and he can become a man again,

8rbid. p. 14b-159.

I1bid, p. 158.
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Iazarm argues that the woman is not punished for her illicit love, since
Marie does not condemn extramarital relations. Rather she is punished for
her trez. m.

Lquitan is similar in its theme. Equitan, the king of Nantes,
desires the wife of his lcval serechal. They are having an affair, and
they plot to eliminete the husband by having a very hot bath prepared for
him, in which he would hoj....iy dies

Sun bain si chaut e ai buillent
Suz c¢iel n'en ad humme vivant
Ne fust escaudez e malmis,

Einz que dedenz se fust assis.
Guant mort serai e escaudez,
Vos hummes e les socens mandeg;
8i leu mustrez cumfeitement

Est mort al bain sudeinemant. (Equitan, vv. 253-260)

The plan miscarries when the husband surprises the lovers play-
ing in his bed:
Sur le 1it al seignur cucherent
E deduistrent e enveiserent.

(Equitan, vv. 281-282)

Ile rel e sa femme ad trovez
U i1 gisent entr'acolez. ... .. .. ... \
\:ﬁ‘ uJ.u;n, VVe £3d=CTC)
The senechal shames the king, who, unclothed and confused, seeks
cover in one of the tubs, that with the scalding water. Then the senechal

throws his wife in after her lover, and both die. Lazar = again disputes

Hoepffner's opinion that Marie condemns Provengal theories in this lay.

He quotes Marie's own conclusion of the lay:

" 1OM. Lazar, Amour Courtois et Fin'Amors (ParisiKlincksieck, 1964)
p. 194,

"1p4d., p. 195.
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¥i bien vodreit reisun entendre,

Icl purrelt ensample prendre:

Tal purcace le mal d'zutrui

Iunt le mals revert sur lui. (tquiten, vv. 307~310)

Lazar writeam:

Comment parler iei d'amour coupable chatié, de th@ories provengales
condamnees, lorsque lc¢ texte lui-méme affirme qu'il s'agit de 1'illuse
travion d'une maxime: celui qui cherche & nuire 3 autrui, tout le mal
retombe sur lui. S5i las amanta sont tu@s, ca n'east nan 3 cause de leur
amour, mais pour le c¢ri~e qu'ils projetaient de commettre. Tout comme
dans le Bisclavret ce n'est pas 1l'amour qui est accuse, c'eat le orime
qu'est condamneé.

Indeed, in both lays the woman is guilty of cruelty and orime and
is punished for it. That she is punished for extramarital relations per
se does not follow, In these lays Marie does not condemmn fin'amors; she
condenms the use of treacherous methods to further it,

The lay Lanval illustrates a particular point of courtly love
casuistry, that of secrecy, of discretion. Lanval, a vassal of King
Arthur, has been overloocked by the King in the distribution of wealth.
He finds himselr sad and destitute in a foreign land., At a stream in a
meadow he encounters a beautiful fairy who promptly offers him her love,
a behavior that is ceri:i.ly not in keeping with courtly customs:

'Lanval, 'fait ele, ' beus amis,
Pur vus vienc jeo fors de ma tere;
Ds luinz vus sul venue quere.

Se vus estez pruz e curteis
Emperere ne quens ne reis

N'ot unques tant joie ne bien;
Kar jo vus aim sur tuts rien. Lanval, vv. 110-116)

The feeling is immediately mutual. There are no minute descrip-

tions and analyses of awakening love as a courtly romance normally would

i,
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have, The lady is generous:

Stamour ¢ sun cors li otreie.
(Lanval, v. 133)

He even finds himself suddenly rich. She attaches only one condi~
tion to her favors: that he keep their love secret. Not unlike a Proven~
gal lady she declaress:

A tuz jurs m’aﬁrriez perdue,
Je ceate amur esteit seue;

James ne me purriez vaeir

Ne de mun cors seisine aveir. (Lanval, vv. 147-150)

Lanval, again at court, ia approached by Queen Guinevere, who finds
him equally irresistible and offers him her love. Lanval resists. The
Gueen is offended and accuses him of beirga poor lover, indeed a homo=-
sexual:

'Lanval', fet ele, 'bien le quit,
Vuz n'amez gueres cel delit;

Asez le m'ad hum ditv sovent

Que des femmas n'aveg talent.
Vallez avez bien afeitiesz;

Engemble od eus vus deduiez.
(Lanval, vv, 227-282)

TS Wils grave Oii%iies W iip LUNUL Mauval SOpLLUY WAL UG DS &
lady and that even her servants are superior to the Queen. Guinevere
then falsely accuses him before the King .. isaving made improper advances,
Lanval is tried before his peers, In this predicamsnt thefairy appears,
dagzles the court, proves him innocent, and together they ride off to
Avalon. Lanval has suffered for his love and has regainad it.

Yonec is the tragic love-story of a mal-mariée, married against

her wish to an old lord, and her fairy lover,who appears to her in the

form of a bird. Marie's attitudea towards Provengal fin'amors are quite
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evident. n the misalliance of the woman to the old man she commenis:

Grant pechie fist qui 1i donna. (Yonec, v 28)15
*’ .

There is no love between ths wedded couple. The lover is attracted
by her desires as a realisation of her dreamss
Jeo vug ai lungement ame

E en mun quor mut desire;
imaues famme fore yug nfaimaed
Ne Jjame* - re ne amerai,
Mes ne poeie a vus venir

Ne fors de mun pais eissir,

3i vus ne me eussez requis, (Yonee, vv. 127-133)

He stretches out on the bed next to her, but he behaves properly:
Delez 1i s'est culchiez el 1lit;

Mes il ne wvout & 1li tucher
Ne de acoler ne de baiser.

(Yonec, vv. 166-168)

Not until after the lady has called the priest and the bird-knight
has teken communion will she engage in that activity from which will spring
forth a son named Yonec. The lover comes and goes. He asks her not to call
him too often, to keep mesure:

Mes tele mesure esgardez

Cue nia ne aedivm ananmhvas

(Yoneg, vv, 201-202)

Not only can she not heed this admonition, she also radiates her
happy state of mind, so that her old husband becomes suspicious and puts
up spikes around her window. The knight is mortally wounded, tells the
lady that a son will be born unto them who will avenge his death, He
returns to his ocastle and dies., Yonec, having grown up and having learned
of the identity of his real father while standing at his grave, avenges
his father's death by killing the old lord:

13’(&;10 line is found in Hoepffner's edition of the lays, not in
Ewert's, the edition otherwise used for this chapter.
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Sun parastre ad 1li chief tolu. (Yoneo, v. 542)
—————’ ¢

The lawfully wedded husband, the yieux jaloux, is the villain in
this lay. in accordance with the courtly code Marie condones this love
and describes it with sympathetic sensitivity. The lay endss

Cil que ceste aventure cirent
iune tens apyres ua iai en firand,

De la pite, de la dolur

Que ¢il suffrirent pur amur. (Yonec, V. 551=554)

In the lay Chaitivel a lady is courted by four knights and shows

good will towards alls

Ne volt les treis perdre pur l'un:
Bel semblant feseit a chescun. (Chaitivel, wv. 55-56)

The four meet in a tournament. Three are killed, the fourth is
badly wounded. The lady takes this situation as an occasion to compose
a lay dealing with a problem of courtly love casuistry:i Wwho is to be
pitied the most, the lady who has lost four suitors in one day or the
unfortunate crippied surviving knight? GShe wants to name the lay Quatvre
Dols (The Four Sorrows), reflecting upon her own loss. The wounded
knight, however, disputes this title, arguing that it should be Chaitivel
(The Wretched One, The Unfortunate One), because, though allowed to live,
he finds unfulfilled love more bitter than his comrades do the grave.

Marie de France evidently agrees with this position, for she names the
lay Chaitivel.

Del chevaler vus dirai veirs
Il 1 entent a sun poeir,

E la dame de l'autre part

E de parler e de regart.

Les nuiz, quant la dame luseit
I ses sires cuche esteit,
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Dejuste lul govent levot

% de sun mantel se afublot.

A la fenegtre ester vencit

Pur sun ami qu'el 1 saveit

e antretau vie demenoct,

Que le plus de la nuit velillot.
Delit aveient al veer,

Quant plus ne poeient aver, (Laostic, vv. 65-78)

This is the extent of their commnication. Her husband asks her
tastily why she is gettir nights and where she is going. She replies
that whoever fails to hear the nightingale {laostic) enjoys none of the
world's pleasure, Angrily the husband has the nightingale caught to ensure
everyone's nightly rest. Then, before his wife's eyes, he twiste the neck
of the bird, throws its body at her and leaves the room. The weeping woman
cursas all birde-catchers. 'Jith an explanatory note she sends the dead bird
to her platonic lover, who has a golden casket made for it and carries it
about with him forever in remembrance of his love.

Hoeptfnerw sees in this lay an illustration that culpable love
must be doomed. It seems, however, that Marie de France does not view this
platonic relationship as culpable, Hather she stresses the Joy of love
represented by the song o. the nightingale, a love that cannot be killed by
a third party but is treasured and endures,

In Chevrefoil Marie evokes the legend of the immortal lovers of
Cornwall, She describes only a short episode, an encounter of Tristan
with the Queen, Tristan leaves a marker on the road that she will recoge
nize. It is a hazeltree branch, and on it his name is written., Marie

presents the image of the hazel and the honeysuckle:

1)‘Hoopft‘nax', 9Ps gits, Pe 143,
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D'auls deus fu il tut autresi
Cume del chevrefoil esteit

K1 a la codre se perneit:
Quant 11 s'i est laciex o pris
E tut entur le fust s'est mis,
Ensemble poent bien durer

Mes ki puis les volt deaevrer,
Ii codres muert hastivent

E 11 chevrefoil ensement.

Dele ani, 8i est de nuss

Ne vus sang mei, ne mei sang vus., .. YN
\ChevIeioili, Vv, 00«70/

A short and happy meeting takes place, sympathetically described
by Marie.

The theme of Dous Amans is a rather common one: & young man, in
order to obtain the hand of a girl, has to carry her to the top of a moun-
tain, BHaving reached the top he dies from exhaustion. The girl dies with
him, There are no cther obstacles to overcome, only this feat of strength.
The girl is not married. The young man even is provided with a potion that
would increase miraculously his strength and endurance. In spite of the
girl's urging he is too vain to take the remedy. By the nowar of his love

alone he attempts to achieve the feat. He is guilty of démesure. As in

- wead M accaen o —— D
tha case af +he 1:'::' in Vomas 12w FawTmant wrws CVEMII OUAIOWS s SIasing

of this lay is thus brought about, as 3p1tzor15 puts it, by "la mort,
conséquence du trop d'amour".

In the lay le Fresne a woman wickedly comments upon the giving
birth to twins by her neighbor that twins can only be fathered by two men.
Soon the onus is on her when she does likewise. To cover her shame she

disposes of one of the two girls by abandoning it in an ash tree cutside

158p1tur, o it., p. 45,
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an abbey with only a ring and a silk cloth to indicate its ncble birth,

The child grows up to become a beautiful girl. A knight seeks her love

and takes her to his ocastle, Eventually the knight is encouraged to take

a wife of noble birth. He complies. The bride of his choice is lLe Fraisne's
twin sister. Le Fraisne, faithful and submiassive, prepares the nuptial

bed and places her silk cloth on it, The bride's mother recogniges iij

the identities are revealed dy the repentant mother. The next morning the
marriage is dissoclved by the archbishop. The knight can now marry le

Fresne, whose noble birth is now recognized.

Most noteworthy in this lay is the role of Le Freane as a loving
woman whose humility and devotion enable her to readily aubﬁit to & try=-
ing sacrifice. Chrétien paints such & woman in Enide. Love is redeemed
through trial and suffering.

Another story of separstion is found in Milun., The knight Milun
engenders a son, His mistress, not being married, secretly sends the
child to her faraway sister. Milun lszaves the country. When he returns
he finds her married. He sends her asz a gift a swan which carries letters
back and forth between them for twenty years. The son has grown up mean-
while, becomes a distinguished knight, meets his father, is challenged by
him and unhorses him. The father is surprised and inquires:

‘Amis', fet i1, 'a mei entent!
Pur amur Deu omnipotent,

Di mei cument ad nun tun pere!

Cum as tu nun? Ki est ta mere? (41 vv. 435-438)

The younger man answerss

Cil 11 respunt: ‘Jol vus dirai
De mun pere, tant cum jeo n'sai.
Jeo quid k'il est de Gales nes

E 8i est Milun apeles. (!!!!““ vv. h39.442)
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He continues to tell of his backgrocund. The recognition is a
happy one. When they return to Wales together they find that Milun's
mistreas is now a widow. Long separated, the three are now happily united,

Elidug is the last and longest of Marie's lays. It presents the
interesting situation of a-man between two women. Eliduc, a Breten knight,
has fallen into disgrace with his king and leaves his wife and lands to go
abroad where he serves another king with great distinction. The king's
daughter admires him and declares him her love. This behavior is not in
conformity with the courtly code, as Hoepffner oblorvoa.16 Eliduc does
not find the courage to reveal to the king's daughter that he is married
because he loves her and is probably afraid that he might lose her by
telling the truth, but his silence torments him, because he also wants to
remain loyal to his wife.

De sa fexme li remembra

E cum 11 11 asssura

Que bone fei 1l portereit

E loaument se cunlendreit. (Elidug, vv. 323-320)
17

Lagar ' comments: "Ce motif de la fidelitd conjugale est fort

rare Gans ia 1iTTeravure au XIle siécle,”

Kar a sa fenme aveit premis

Ainz qu'il turnast de sun pais,
Que il n*amereit si 11 nun,

Ore est sis quors en grant prisun
Sa leaute wvoleit garder,

Mss ne s'en peot nient oster

Qe il nen eimt la dameisels,

Guilliadun, que tant fu bele. (Elia wv. 463-470)

6g0eptner, 0ps Oite, P. 99

17Lunr, 0 it,, p. 187.
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Nevertheless, they carry on nicely, but without "foc.ishness",

as Marie ia sure to point outs
Mes n'ot entre sus nule folie,
Jolivete ne vileinie:
De douneer e de parler
E de lur beaus aveirs doner

Esteit tute la druerie

Par amur en lur oupalnlés (pqi4u0. yy, 575-580)

They have the bDlessing of the girl's father, the King, but Eliduc
is called back to the service of his former lord. Guilliadun, the young
girl, swoons, makes a scene. "If you don't take me along," she says,
"Y'11 kill myself." Eliduc promises to come back, which he does. He
carries her off across the sea. LA great stomm arises. The sailors
blame their predicament on the wrath of God. One of them reproaches
Eliduc for having another woman instead of his loyal spouse. To appease
the Lord the sailor proposes to throw the wench into the sea:

Femmeo leale espuse avez
E sur cele autre en menes
Cuntre Deu ¢ cuntre la lei,

Cuntre dreiture e cuntre fei.
Leamez la nus geter en mer,

A puvem mempawe SroETSN. (Eliduc, wv. Bay=0a0 )

The enraged Eliduc calls him a "fiz a putain” and throws him over-
board, but the damage is done: Guilliadun faints and is thouglt dead.
Eliduc is disconsolate. 'r!e has her carried to a chapel and laid on a bed
before the altar. He goes to see his wife, but he returns often., His
wife investigates. Upon seeing the beautiful and lifeless damsel she
understands., Cuilliadun is revived. The wife's understanding is bound-
less. The girl toilo her the whole story and comes to the not uncommon

conclusion:
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Mut est fole que humme creit. (.., 4.0 v, 1084)

The wife, nevertheless, is happy. She decides on the spot to
step aside and take the veil:
Que vive estes grant joie en aij
Ensemble od mei vus merrai
E a vostre mari vus rendrai,

Del twut le voil gquite clamer,
E 81 ferai mmn chef veler. . ...

(&iigue, vv. 109E=11i2)

So it happens., Eliduo and Guilliadun are married, and later
both retire to the religious life,
The solution of this conflict is rather artificial. Lau:az'18
writes: "Il faut bien le dire, en choisissant cette solution, la plus
facile, Marie a escamot® le problime que posait le conflit entre fin'
amors et amour conjugal.” The reason for this is that Marie has little
inclination for love casuistry per se. The problem situation in Eliduo
is an interesting one. It is timeless. The psychology, up to the tem-

pest scens, is realistically and sensitively analveed. It ia notaworthy

that Marie does not deem this love a culpable one. Only the sailors do.
e Hes & CUmpessiiiew GVWWMISs Oue 4B ANClIiNUd W ISWALG LU i0Ve,
even at the price of a contrived ending,

A study of the twelve lays allowe the reader to draw certain con-
clusions as to Marie's conception of love, her moral judgment, her conforme
ity to the ideas of amour eourtois that were fashionable at Marie's time,

It has been said that Marie was "le champion d'un amour sans régles."'>

® b1y, p. 169,

‘9J. Bédier, "les Lais de Marie de France", dee
(1891)0 P 8350
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Marie does indeed not observe the conventions of amour courtcis. There
are no long supplications to gain the favor of a lady and usually no
challenges and trials to become worthy of her. Love is spontansocus and
it is mutual., Women take an active role in initiating a relationship.
Their involvement is total. They suffer to an equal or even greater
degree. lLove is represented as a fatal power controlled with difficulty.
"Es isteine Welt passiven, zum Verzicht bereiten Menschentums und elegisch-
traumerischer Stimmmng, eine Welt ganz aus dem Blickwinkel einer Frau ge-
sehen. n0 Love is never culpable, Marie condones adultery in the case
of a mal-marigée., It is the insensitive and possessive husband who 1is
deemed guilty and who deserves .. better. The woman is the innocent
victim of a forced marrisge. J. Imlaz1 concludes: "La seule morale de
l'amour est l'harmonie des couples: les amours valent ce que valent les
étres qui les @prouvent." The morality of Marie's lays can be summed up
with this statement.

Mariec has little intersst in love casuistry. The human element,
the psychological factor, is dominant. Love, from the woman's point of
view is often tragic, fraught with sacrifices and remunciations, but if
it is constant and true it will prevail. Although there are very few
authorial comments in Marie's works, her compassion and insight and,

above all, her humanity free of artifice are well evident in her plots
and characters.

20p, Sohiirr, "Komposition und Symbolik in den Lays der Marie de

Franoe®, Zeitschrift fiir Romanische Philologie L (1930), p. S566.

217, Lods (ed.), Les Lais de Marie de Prance (C.F.M.A. 87; Paris:
Champion, 1959), p. XXVI.



PART II, CHRETIEN DE TROYES



A NOTE ON CHRETIEN DE TROYES AND THE LITERATURE OF HIS TIME

In Chrétien de Troyes French medieval literature finds ite first
great homma de lettres., He is an author wheo is conscious of his genius

[ P e, . . ] A P T
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“
by naming himself in the introductione to his Cligés and his Chevalier de
la Charrette.

Very few biographical data are available on Chrétien. It is gen-
erally accepted that he wrote during the period 11651190 and that he was
associated with the court of Champagne at Troyes. Most of the information
that we have of Chrétien ie based on comments and evidence gleaned from
his works.

His literary training inoluded a rather thorough knowledge of the
Ancients, especially Ovid. whom he translated. Several of his earlier

works that he mentions in his introduotions are lost. Chréetien was well
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will show. His main interest lies in the analysis and the portrayal of
love. The four romances treated in our study give a clear picture of
Chrétien's ideas on the subject.

In the Tristan legend the love theme is treated with a pathos
hitherto unknown in medieval literature. Love is shown as a powerful and
tragic psssion. In the lays of Marie de France love is also experienced
as a frequent source of suffering, but true love, purified and mellowed

109
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by the adversities of fate and circumstance, eventually overcomes all
obstacles and leads to a permanent bond, often at the price of a rather
contrived ending.

Such ia the treatment of the theme of love as Chrétien must have

found it in the best-known works of literature of his time,



CHAPTER I
EREC ET ENIDE

At the beginning of his first romance Chretien proposes to tell
"un conte d'aventure”, the story of Erec the son of lLac, a story which
those who earn a living by telling stories are accustomed to mutilate
and spoil in the presence of kings and counts. These stories, probably
of Celtic origin, are of little interest in an analysis of the senti-
mental content of Chretien's romsnce. The author is to be judged not
as a finder but as a user of the common stock of ideas. The sentimental
nature of the work, specifically the outlcck on love, depends largely
upon the fashion of the time and the author's own disposition,

Ereo et Enide is Chrétien's first romance. It is not yet as
clearly a courtly romance as his later works. Erec is not the perfect
courtly hero, and the conventions of amour courtois are not strictly
observed. Moreover,; the theme of this romance is not very obvious and
thus has given rise to varying interpretations by modern scholars.
According to some medievalists it is the exaltation of married love, a
novel one indeed in the courtly circles of the twelfth century when
Andreas Capellanus under the same patroness as Chrétien theorites:

"Amorsm non posse suas inter duos conjugales extendere vi,x-n."1 That

!indreas Capellanus, De Arte honeste amandi (ed. S. Battaglia,
Rome:Perella, 1947), p. 385,

1M1
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Chrétien does not subscribe to this rule is beyond argument. Gaston Par:m2

and Stefan Hofex"3 interpret the rcmance as an illustration of courtly ideol-
ogy, & conflict of the exigencies of service d'amour and chevaleriae.
Bouola“ sees a conflict between love and adventure and deemphasizes the
question of married love., In order to draw some concrete conclusions as

to the theme of Erec et IFnide, the "sens™ that Chrétien had intented for
his work, a dose reading of the text is in order, Chrétien's ideas of
amour courtois at the beginning of his literary development can thus be
traced,

King Arthur has assembled his splendid court at Caradigan. BHe
deacides to revive an ancient custom, the hunt of the White Stag. He who
would bring it down would have the right to kiss the prettiest lady at
court., Despite warnings that this might result in quarrels and jealous-
ies the King remains steadfaat. The next morning the hunt is in full
progress. The Queen also mounts her horse, accompanied by a lady in
waiting, but they stay in the rear, listening to horns and hounds i’ ft-
ing away in the distance, They are joined by a handsome young knight,
Erea, who belongs to the Round Table. He is not interssted in the hunt.
He has no lady in whose honor he might try to kill the White Stag. He
is lwnuriously dressed, but he carries no arms except his sword. The
group notices a strange party that is coming their way: a knight with &

noble lady, preceded by a dwarf carrying in his hand a knotted scourge.

“caston Paris, Journal des Savants, 1902.

J3tetan Hofer, Chrétien de Troyes (Gras-KolniBohlau, 1958),

hRoto R. Begzzola, Le Sens de 1'avanture et de 1'amour (Paris:la
Jeune Parque, 1947).
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The Queen sends her lady toward the knight to bid him to come to her,
But the dwarf pravents her, striking her in the face. The Queen then
sends Erec who is alsc struck by the insclent dwarf. Erec is insuffi-
ciently armed to immediately reply to this insult by challenging the
haughty knight who fails to intervena, Erec decides to follow the
unknown knight., The Queen persuades King Arthur, who had taken the
Stag, to postpone the ceremony of the Kias until the return of Erec.
Erec follows the knight and arrives in a town where much festivity is
going on, A combat would be taking place the next day, an old custom,
and the prize would be a fine sparrowhawk. Whoever wishes to gain the
hawk must have & mistress who is fair, prudent and courteous. And if
there be a knight 8o bold as to wish to defend the worth and the name
of the fairest in hie eyes, he will cause his mistress to step forward
and lift the hawk from the perch, if no one dares to intervene. This
Erec learns from an old vavasor who has bid him welcome and offered him
lodging in his house. He also learns that the knight he is pursuir. is
gonsidered to be 2 sure winner,

The vavasor has a daughter. FErec notices her beauty in spite of
her tattered attire. She is described in glowing detail. Her golden tresess
are imcomparably more beautiful than those of Iseut the Fair (wv, 424-425),
Her complexion, her forehead, her face, her eyes are mentioned. God never
formed better nose, mouth and eyes (vv. 435-436).

tue diroie de sa biauta?

Ce fu ele por verite
Qui fu fete por esgarder,
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u'an se poest an 1li mirer
Ausi com an un mireor. (vv. 437-4101)5
At the sight of the atrange knight she draws back a little and
blushes in her modesty. Then she takes care ofis horse and shows him
his lodging. After supper Erec asks the host why his beautiful daughter

is s0 poorly and unsuitably attired. He lesrns that he had fallen on

Lo e B e Do) b n ol T
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couldd woil have giVen ner VU Warsy & noviv, wuL Wb
he is waiting for yet some better opportunity, for she is his delight and
Joy. Erec asks the vavasor to give him ams and to give him his daughter
in whose behalf he will strive for the hawk. He reveals himself as the
son of a rich and powerful king and he promises that he would take her
with him to his country if he were victoriocus and make her a queen. The
vavasor gladly gives him the arms as well as the daughter:
Tenes, fet il, je la vos doing. (v. 678)
A8 is the custom of the time, the girl is not even asked, but she

is happy nevertheless, not for any apparent sentimentel reasons. but

por ce que preuz ert et cortois,
et bien savoit qu'il seroit roie

at ala maisme snonee

- ——

riche reine coronee, (vv. 687-690)
Although Erec is well aware of her beauty, there are no descrip-
tions of incipient passion, no trace of Amor's arrows, as would be expeoted
in a courtly romance. Yet, when the combat is under way and the combatants

are exhauated the weeping and praying girl is his ingpiration:

5 Quotations from the text are taken from the edition by Mario

Roques: Chrétien de Troyes et son oeuvre (Paris:Champion, 1952),
vol. III.
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Frec regarde vers a'amie,

qui molt dolcemant por luil prie

tot maintenant qu'il 1l'ot veue,

se 1i est sa foree creues

por s'amor et por sa bisute

a reprise molt grant fierts. (vv. 507-912)

love and beauty as an inspiration to valor are courtly traits,
The inspiration of the hero in the ghansons de ~este worg of a differant
fiawiie. Duby iesi the mudience (or the reader) forget what the fight ie
all about, namely vengeance for an insult, the author continues immedi.
ately:

Remanbre 1i de la reine,

qutil avoit dit an la gaudine

que i1 sa honte vangeroit

ou il ancore la creatroit, (vv. 913-916)

The knight, now identified as Yder, is defeated by Lrec. Even
Tristan, when he slew the fierce Mcrholt, caused no such rejoicing as
Erec caused here (vv. 12&1—12‘0‘4).6 He leaves with his fianaee to join
Arthur's Court. The more he looks at her the more she pleases him:

Quant plus l'esgarde et plus 1i plest. (v. 1467)

His gaze is desmcribed in graphic datails

Molt remire son chief le blont,

ses ialz riant et son cler front,

le nes et la face et la doche,

don grant doleors au cuer 1li toche.,

Tot remire jusqu'a la hanche,

le manton et la gorge blanche,

flans et costez et braz ot mains. (vv. 1471-1477)

6

Moshé Lasar, Amour courtois et fin'amors (Paris:Klincksieck,
1964), p. 207. Lazar denies that Chrétien takes positicn against the
Iristan in Erec et Fnids, but repeated depreciating references do ocour
in the text. See also Hofer's compariscns, op, ¢it., pp. 77-86.
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She looks him over likewise "as if they were in competition”

(Cf. v. 1481). They are a perfect match, states Chrétien, in courtesy,
beauty and gentleness; they are alike in quality, manner and customs,
One might conclude that they are well suited for a mariage de raison.
But then Chrétien does add that their sentiments, too, are much alike,
and that they "steal each other's hsart” (1i une a l'autre son cuer
anble; v, 1494). Her beauty is much admired at Arthur's Court. The
King bestows the kiss upon her apccording to the custom of the White Stag.
Erec states that he wants to marry her for her beauty and for her lineage.
Here ends the first part of the story.

Ici fenist 1i premiers vers. (v. 1796)

It muet be noted that up to this point Erec's acquisition of a
lady is more or less incidental. He has fulfilled his mission of vindi-
cating an insult. It is for this reason that he has done battle. The
girl, as yet unnamed, is a prizce that he has yet to earn for her own sake.

The second part of the story cpens with the marriage. A panoply
of knights dazsles the court. The bride's name is now made Mnowm: Enide,
She has lost her anonymity and has become a lady through her marrisge. She
i3 no longer merely thedaughter of a poor nobleman. She acquires her own
identity within society. Concerning the wedding night Chrétien again
strikes out at Isesult: No Brangien takes the place of Enide in the muptial
bed (vv. 2021-2023). Their passion is mutusl and so is their enjoyment,
rather freely described, with a minimum of disoretion. Lest there be any
doubt Chrétien reports:
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Encois qu'ele se relevast,
ot perdu le non de pucele;
au matin fu dame novele. (vv. 2052-2054)

Erec takes his new-made dame to his own country. His love for
her is deseribed in more glowing terms than before the wedding. His
attention is devoted to her entirely. He makes of her his mistress and
his sweethearts

A sa fame volt dosnoier,
sl an fist s'amie et sa drue. (vv. 243U4-2436)

He is no longer interested in tournaments. The other knighta
consider it a great pity and misfortune that Erec is so much taken by
love (de ce que trop l'amoit assezj v. 2441) and that he no longer wishes
to bear arms (quant armes porter ne voloit tex ber com il estre soloits:
vv. 2457-2458), His peers regret his recreantise:

Tant fu blasmez de totes genz,

de chevaliers et de sergenz,

qu'Bayds 1l'ci antre dire

que recreant aloit ses sire

d'armes et de chevalerie:

molt avoit changiee sa vie. (vv. 2459-2464)

Enide suffers greatly from these murmurs at court. She rightly con-
giders herself the cause of Ercc's inattention to his knightly duties. One
morning when they lie in bed, Ereo still (or again) asleep, she laments aud-
ibly the situation:

Lasse, fet ele, con mar fuil

de mon pais que ving ca querre?
Bien me doit ecsorbir la terre,
quant toz 1i miaudres chevaliers,
11 plus hardiz et 1i plus fiers,
qui onques fust ne cuens ne rois,
11 plus leax, 11 plus cortois,

a del tot an tot relanguie

par moli tote chevalerie,

Dons 1'ai ge honi tot por voirs
ne volsisse por nul avoir. (vv. 2492-2502)



118

Her exclamation "Con mar fus!" (v. 2503) is translated by Frappier7
with these wordss YAmi, quel dommage ce fut pour toi!" Erec is awakened
by her lamentations. He questions her. She is at first evasive, but
then she tells him of his reputation of a recreant, her guilt of being the
cause, and his need to right the situation:

Molt me poisey, quant 1l'an dit,

et por o2 m'en noise pncor pluns

qu'il m'an metent le blasme sus;

blasmee an sui, ce poise moi,

et dient tuit reison por coi,

car s8i vos al lacie et pris

que vos an perdez vostre pris,

ne ne querrez a el antandre,

Or vos an estuet consoil prandre,

que vos puissiez ce blasme estaindre

et vostre premier los ataindre. (vv. 2554-2564)
Ereo does not take issue with these grave accusationss

Dame, fet il, droit an eustes,
et cil qui m'an blasment on droit. (vv. 2572-2573)

He orders his wife vo put on her best dress, puts on a fine suit
of armor himself, orders two horses 1o be readied and prepares to leave
with no entourage save his wife. He declines all assistance from his
father. tha king. asking onlyv that. shonld ha diea and Fnide return wia
dowed, he take good care of her. He then leavess

Erec dan va, sa fame an moinne,
ne set ou, mes en avanture. (vv. 2762-2763)

The motivation for Erec's behavior has been the topic of much
scholarly discussion. The conclusions have been all but clear. The basic
causes of the conflict are generally agreed upon: Erec transgresses the
courtly code by not fullfilling his role as a knight. He is guilty of

recreantise. A perfect knight has no right to give up the life of chivalry

86 7Jea.n Frappier, Chratien de Troyes (ParissHatier-Boivin, 1957),
Pe .
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and adventure. Hig lady is to inspire him to deeds of prowess and courage.
Erecy, in being immune to such inspiratiom, is culpable. Inide likewise,
unable to generate this inspiration, i3 degraded in her social standing.
But is she guilty? There is nothing within her power to change the situa-
tion. He has too easily acquired her and thus considers her primarily his
amie rather than his dame, It is understandable then tihat she laments
ever having left her couniry (vv. 2492-2493). Yet, immediately after have
ing spoken the fateful worda she regrets them, blaming herself for exces-
sive pride, The pride of Erec is obviously hurt by her remarks. Enide
has spoken the truth, and Erec admits it (vv. 2572-2573). Meyer LubkeB
suggests that the station of woman in Erec is still the more subordinated
one of the ghansons de geste. Foerstez9 ecmphasizes the disappointment of
Erec who sees himself accused of recreantise by the woman whom he has ele-
vated to high social position and who now doubts his knighthood. Erec
apparently questions the sincerity of his wife's love. But, as E. S.
sheldon puts the question in his probing articles "Why does Chrétien's
Erec treat Enide s¢ ha.rahly?".w His ccnclusions are that Ersg wants to
test Enide's love and at the same time wants to prove 4o her that the
quality of his chivalry is unohanged. Indesd, as Lazar sffirms, ||

neither Ereo nor Enide is being punished, Iv is the aim of Chrétien to

8Moy¢r Liilbke, "Chestien von Troyes Erec und Enide", Zeitschrift fir

franzdsigche Sprache und Literature, XLIV 119175: 129-']'.'53.
Pwendelin Poerster, MMOWMMW;
shmtlichen Werken (HallesNiemeyer, 1914), Introduoction, p. XLII.

1OI:}. S. Sheldon,"why does Chrétien's Erec treat Enide so harahly?",

Romanic Review V (1914)s 155ff,

Wazar, op, cit., pe 203.
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exalt the @alities of Enide. He will hold her up to his courtly audi-
ence not as the highborn lady of the Provencal fashion but as a very
human and loving wife, not as the simple daughter of the simple vavasor,
who, by beauty and circumstance, has reached high social status, but as

a person of courage, intelligence and moral conviction. Chrétien intends
to show that with such a woman it is possible to engage not only in the
luxuries of the casti:z but also in the vicissitudes of aventure and of
life. If the proposition is an unusual one in the twelfth centur;, it
nevertheless supplies Chrétien with a very interesting maticre.

The structure iteelf of this romsnce is an unusual one. AS I-Iofer"2

puts its

Wahrend in allen anderen Romanen und Erzahlungen die aus dem Mine-
nedienst oder der Werbung um eine edle Frau resultierenden Abenteuer
vor dar Hochzeit des Paares stattfinden, muB Chrétien, der seinen
Helden noch einmal hinausflihrt, darauf bedacht sein, diese Ausfahrt,
dis doch Jotzt otwas versphtet erscheint, aus der hofischen Auffas-
sung vom Wesen der Liebe zu begrunden.

in other words, the "happy ending" is at the beginning of Erec et
Enide, and the author sets out to come to grips with the problems that
follow. This is out of the ordinary in medieval romances ( and in modern
ones).

Erec leaves with Enide in search of adventure. He does not explain
his motives. He forbids her to warm him of possible danger. He wants to
brave the challenges that may (and surely will) arise without any helps

Et gardez ne solez tant ose
que, se vos veez nule chose,
ne me dites ne ce ne quoij

tenez vos de parler a moi,
se ge ne vos aresne avant. (vv., 2765-2769)

1zﬂofm', op._git. p. 69.
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Erec¢ hag to be self-gufficient. IHe cannot accept any help from
the lady in whose company he has forgotien chevalerie, He has to fight
independently to restore his status as a knight and thue hers as his dame
before they can both regain ther place in courtly society. The advenw~
tures that follow are increasingly difficulk. Of littler importance in
themselves they are the agents, the steps of the hero to his perfection
as a knight.

Erec defsats in combat three robber knights, then five., Enide
breaks the silence each time to warn him of the approaching adversaries,
Zrec reprimands her severely. She suffers in silence. Ohe is leading
the eight horses gained in combat. When they have to spend the night in
the open, Erec tells her to sleep. He will keep wa.to:h.t5 Enide's hane
dling of the next day's challenge shows that she is not only devoted but
also capable of craft and imagination. When the count Gaolain, who has
invited them to enjoy his hospitality, casts his eyes desirously upon
Enide and threatens her that he would have her husband killed leat she
agcede to his wishes, she at first rejects his improper advances. The
comnt threatena force, accuses her of excesaive prides

Ne me deigneriez amer,

dame? fet ils trop estes fiere.

Par losange ne par proiere,

ne fereiez rien que je vuelle?

Bien est voirs que fame s'orguelle,

quant 1'an plus la prie e losanges

mes qui la honist et leidange,

eil la trueve meillor sovant. (vv. 3338=3345)

The sentiment expressed ia an extremely anti-courtly one and one

131:;tncG«mmverel:!.cmbyHm‘tznnnzmwmAm Erec orders inide to
keep watch, Chrétien's hero is less rude. It could therefore be said that
the French version is "courtlier", but the argument is not a strong one.
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that must have sounded very strange to the ears of an audience acquainted
with the lyrics of the troubadours.m Enide very quickly czlms the irate
suitor by convincing him that it would be wiser to have Erec overpowered
in the morning upon arising and stage her abduction, which would free her
from the suspicion of complicity. She feigns dissatisfaction with her life
with Erec and makes bold promises, reminiscent of troubadour erotic imagerys
Trop i menee ceate vie,
Je ntaim mie la conpaignie
mon seignor, Jja n'an quier mantir.
Je vos voldroie Jja santir
an un lit certes nu a nu. (vv. 3387-3390)
The next morning the count's hopes are dashed. The couple has
left before dawn.
Their next encounter is the valiant figure of Guivret le Petit,
As he charges down from his high tower on his great steed, crushing the
stones beneath his hoofs, gleaming spmrks flying in all directions (Cf.
vv. 3695-3700). Enide is again torn between the risks of remaining
silent and the risk of displeasing Erec for warning him. She speaks to
him. Erec's response is now much attenuated. iHe threatens her, but
mes n'a talant que mal 1li face,
qu'il aparcoit etconuist bien
qu'ele l'ainme sor tote rien,
et i1 1i tant que plus ne puet. (vv. 3752-3755)
This appears to be a turning point in their relationship. Erec

is now certain of her love, and he loves her “que plus ne puet". His

12J'Nox'man Susegkind, "Love and Laughter i the Roman Courtois.",

French Review XXXVII (1964), p. 654. sugskind comments on this passages
Perhaps the best proof that the Gallic spirit was never tamed by the courtly
discipline i3 the existence of such frankly anti-feminine lines as these,

inserted by Chrétien as a personal comment on the happenings in Erec et
Enide.
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nissien of proving himself as the wvaliant knight worthy of her is how=
ever not yet accomplished. Having overcome Guivret, geined nis lasting
friendship and having his wounds cared for at Arthur's Court, Erec finds
new adventure, He delivers a maiden's lover from the crgel treatment of
two barbarcus giant knights, an altogether unselfish feat. Like other
heroes of Chrétien he turns from battles fought in his own interest to the
regoue of some maide- 1n distress until, finally, he is liberated from his
own position of self-indulgence. This effort leaves him in sueh . exhause
ted state that he swoons and falls, as if lifeless, from his horse, Fnide
is disconscliate and wishes for Death t© come and take her, too. She judges
herself guilty of his death for having killed him by her speech. She blames
herself for all the mishap. Then she is ready to commit suicide, drawing
Erec's sword. But she is saved by a count who is attracted by her loud oute
cry. 7The count inquires as to her gituation, He asks whether she was the
knight's wife or his ladylove. The distinction is quite clear in twelfth
century courtly society. Har reply is the key astatement of the romances
L'un et l'autre, fe ele, sire. (v. 4651)

The count comforts her and informs her forthwith that he will take
her as his wife and make her a countess. Amor courtois plays no ridle in
this encounter. Cupid with his arrows i3 far removed from the scene, As
Foster Gwer15 conmentss

None of these love symptoms are shown by any of those who are

attreaoted by Enide's beauty. There is never a thought of love serve
ice. Never 1s any male afraid or even hesitant about expressing his
love or his desire. The males, with the exception of Eres, ars, in

fact, brutal, vWoman has not yet been put on a pedestal to be worshipe
ped and obeyad, even in a romance,.

;SFoater Guyer, Romance in the Making (New YorkiVanni, 1954),
Pe T4
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The count, named Oringlecde Limors, takes her to his castle, where
Erec's body is laid out in the great hall. The count has the marriage cere-
mony performed perforce. (car ele molt le refusa; v. 4733). He makes her
sit down, attempts to persuade her to consider the good fortune that has
befallen her and urges her to eat. As she remains adamant he strikes her
in the face. The barons present reproach him for this, but he replies:

Teisiez vos an tuit! fet li cuens;
la dame est moie et Je sui suens,
sl ferai de 1i mon pleisir. (vv. 4799-4801)

"La dame est moie." is the attitude of the jungle rather than of
courtoisie; "et Je sul suens" can at best be considered feeble 1lip service
to the latter. "Si ferai de 1i mon pleisir." attests to his primitive
crudeness. Would a Lancelot have spoken thus of Guenidvre? But the firat
stirrings of woman's liberation in literature manifest themselves when she
hurls her defiance at him. He sﬁikes her agains In the din and the com-
motion Erec recovers fram his swoon, draws his sword and without delay
beats the count's brains out. The knights, beiieving that it is the devil
who has made his way among them there, flee in penic:

Fuiez! Fuiez! Veez le mort! (v. 4840)

Erec finds his horse and with Enide on the horse with him he rides

through the open town gate. What follows is a teander scene of reconeilia-

tion:

Et Erec, qui su fame an porte,
1tacole et beise e reconfortes

antre ses braz contre son cuer
1l'estraint, et dits Ma dolce suer,
bien vos ai de tot essaiee.,

Or ne sciez plus esmaiee,

c¢'or vos aim plua qu'ainz mes ne fis,
et je resul certains et fis
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que vos m'amez parfitemant.
Or vol estre d'or en avant,
augi con j'eatoie devant,
tot a vostre comandemantj
et se vos rien m'avez mesdit,
Jje le vos pardoing tot et quit
del forfet et de la parole.
Adons la rebeise et acole, {vv. 4879-4896)
He calls her "ma dolce suer". He is now certain of her feslings
(v. 4882). His statememt:
Qr vol estrs d'or en avant,
ausi con j'estoie devant
tot a vostre comandemant. (vv. 4388-4890)
has been interpreted by Bezzola and Hofer as a concession to Proe
vengal theories. In the total context of their relationship, however,
such a submission of the willful Erec to his "douce amie™ would seem
rather unlikely. Rather, it appesrs, Erec relinquishes his stern master
role and desires at last 2 return to the more blissful status quo ante
(ausi con j'estoie devant; v. 4889), He forgives her for the "forfet"
and "la parcle", The "forfet" is her fault of having lent an ear to his

detractors, la "parole" her audacity of having spoken to him about it.

. 1
Mario roques comments:

La scéne est charmante de jeunesse et de tendresse. Elle apporte
ausgi wn trait de psychologie important. Erec pardonne a Enide " la
parole", dont le souvenir n'a pas cessé de 1la hanter jusque-la et
pour laquelle il voulu l'éprouver. Le gécret de son attitude @trange
et cruelle est 13, dans cette "parole", dont la tristesse paouvait
comporter le désenchantement d'un doute inavou@ sur une valeur Jj
que-l1a si certaine. '

The romance has not yet come to an end, as one might believe.

Gustave Cohen comments:s "Nous verrions volontiers finir iei le roman.ese

16Rc:quea, op. cit., Introduction, p. XIV,
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Le moyen age est un grand enfant qui demande toujours et puis a.p:r'és'."'.17
This is a superficial appreciation of Chretien's art. Chrétien's boast
of "moult bele conjointure" (v. 14) calls for a more accomplished denoue~
ment, a crowning finale, an ending that will reveal clearly tc the courtly
audience the M"sen" of the "estoire".
Erec and Enide are still "en aventure'. Guivret le Petit has

set out for Limors with many warriors to claim the corpse of Erec and to
free Enide., They meet in the darkmess of night and, not recognizing each
other, Guivret unhorses the still weakened Erec. Enide seizes Guivret's
horse's reins and scolds him for attacking a wounded and exhausted man.
She appeals to his generosity and pride, Guivret, impressed by her courw
age and loyally, commends her for it. Their identities are revealed,
Erec's wounds are carefully tended to by Guivrel's sisters in one of his
nearby casgtles. Soon he is strong and well, cured and recovered. Enide
is very happy. Her paleness disappears, and sl.: again radiates beauty.
All is well. The marital unior is restored in all regpects:

Ansanble jurent an un lit,

wL 1i ung i'Auwre acoie et Deisel

riens nule n'est qui tant loxr pleise.

Tant ont eu mal et ennui,

il por 1i et ele por lui,

c'or ant feite lor penitance,

Li uns ancontre l'autre tence

comant il 11 pulse pleisir:

del sorplus me doi bien teisir. (vve. 5200-5208)

As usual, Chrétien drops the bed curtain and semi-discreetly leaves

the rest to the imagination of the amdience. He concludes with psycholo=
gical insights

17Guatave Cohen, Chrétien de Troyes et son oeuvre (ParissBoivin,
1931)’ p. 151.
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Or ont lor dolor cbliee
et lor grant amor afermee,
que petit meslor an sovient. (5209=-5211)

The romance could end at this point. Conjugal harmony has been
restored. Yet, the situation is not the same as at the beginning. It is
not a return to recreantise., Erec has liberated himself from this condi-
tion, and he sets out to prove it in the Mabonagrain eplsode, the crowning
achievement of his quest for his proper role in life and society.

Despite dire warnings Erec penetrates into the mysterious, beauti-
ful and yet terrifying garden on King Evrains island, a place that is her-
metically sealed off by an invisible wall of air. Marvelous plants and
birds abound, but there is also a row of stakes topped with helmets and
skulls underneath. Only one stake is vacant. 4n ivory horn is hung on
it. Erec finds a lady seated on a silver ccuch. As he draws near her he
is challenged by her knight and defeats him in an arduous duel, Mabona-~
grain, the knight, then reveals the secret of lL.is condition: +the lady
had exacted from him the promise to stay with her in the garden and to
defend it against any intruder. Only defeat would free him. His rhetor=
ical question:

(ui veheroit neant s'amie? (v. 6008)

may well betray a sly reference of Chrétien to the exaggerations
of the service d'amour.18 Chivalry must be inspired. It cannot be exacted,
Mabonagrain finds relief in defeat. By defeating the captive knight Erec

overcomes the former likeness of himself} he too had lost contact with the

180¢., Alfred Adler, "Soversignty as the Principle of Unity in

Chrétien's Erec. PMLA 60 (1345): 917~36.
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world around him, and ne had led a life of useless inactivity. By freeing
Mabonagrain he has broken through to reality. Like Mabonagrain Erec is
free now to take his place in courtly society. This is symbolically empha-
sized when he blows the ivory horn. The sound attracts people from all di-
rections., Erec is in their midst., He hag established contact with the
world around him. The Joy over the rectified situation iz complete. Only
the damsel on the silver couch is saddened by the liberation of her lover,
Enide consoles her and finds out that they are cousins. Enide refers to
Erec, her husband, with great love and admiration:

Bele cosine, il m'espousa,

8i que mes peres blen le sot

et ma mere qui joie en ot.

Tuit le sorent et lie an furent
nostre parant, si com il durent;
liez an fu meismes 1i cuens,

car il est chevaliers si buens
qu'an ne porroit meillor trover;
ne n'est or pas a esprover.

de bonte ne de vaselage:

ne set 1l'an tel de son aage,

ne cuit que sas parauz soit nus,
I1 n'ainme molt, et je luil plus,
tant qu'amors ne puet estre graindre.
Onques ancor ne me soi faindre
QS 1Ua GwiSiy UG ge MY AULE

voir, mes gires est filz de roi,
et si me prist et povre et nuej;
par lui m'est tex enors creue
qu'ainz a nule desconseilliee
ne fu si granz apareilliee. (vv. 6242-6262)

She speaks of herse.f as hving been a poor and helplegs girl who
has come to honor through him. This is quite in contrast to the concept
of the dame who bestows modest favors upon a supine aspirant. She also
speaks freely of their mutual love.

Erec and Enide return to the Court of Arthur. Wwhen his father,

King Lac, dies, the couple is crowned in a great ceremony at Nantes. Their
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social rehabilitation is complete.

The basic theme of this first romance ¢f Chrétien is the confliet
of love and adventure., Erec, as the other heroes of Chrétien, is put to
the task of bringing these two essential chivalric virtues into proper
balance. What is new in French courtly literature is the reconciliation
of love and merriage in the face of Provengal influence represented in
the North by Andreas Capellanus (Amorem non posse suas inter duos cojugales
extendere vires) and in opposition to the spirit of the Tristan legend.
Chrétien poses the question whether love in marriage is possible and pro=-
ceeds to solve the confliet and answer the question in the affirmative.

Erec et Enide is not yet a courtly romance in the mammer of Chrétien%

later works. Some aspects of love and marriage are treated in the vein of

the chansons de geste, e.g., Erec's acquisition of Enide. The vavasor

gives away his daughter: Tenez, fet il, je la vos doing. (v. 678) Eree's
brusque behavior in many instances is uncourtly. Enide does not occupy
the pedestal of a courtl& lady. The description of love is not on a level
with thet of a courtly romance. There is no detailed analysis of 1i‘amour
naissant, of love as an affliction with its attendant flights of joy and
despc.ire In this respect the relationship between Cligés and Fénice will
be quite different. Absent is also the confidente, sounding board for the
courtly heroine's sentimen:.s.

Lrec et Fnide is on the other hand not devoid of courtly traits.
Erec's courage is ingpired by love. The setting of the romance is courtly.
A brilliant society_given to material luxury, games and festivities, where

feminine beauty is celebrated, is degcribed at length. The social role of
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the couple, not of the knight alone, within this society is of prime impore
tance and is amplified in the "Joie de la Cour" episode, Ti:e basic con-

flict in this romance is not, as in the chensons de geste, circumstancialj

it is psychological. As is stated by Mario Roques:19

L'intérdt du drame 4d'Erec est cependant surtout psychologique:
l'incertitude et l'inquiétude déchirante de chacun des amants-—
époux sur la pensée el sur l'amour de l'autre en sont la source et
€ NOUFFigsent 1es SplsoGes, ol c'est le retour 3 1'esvime ot a 1a
confiance réciprogues qui le ¢ldt dans un amour sans crainte et sans
mélange.,

In contraci.: . n to the prevailing literary mode Chrétien estab-

lishes his heroine as both fame and amie and thereby announces the courtly

ideology of his future romances.

19Roques, loc, cite



CHAPTER II
CLIGES

The sentimental content of Chrétien's second ‘romoo shows a much
greater concern of the author for psychological analysis and amour courtois
theory. Cligés appears to be an attempt of Ch. 2@tien to display his know=
ledge of the subject and, indeed, in the second part of the romance, to
launch a polemic against the Tristan, Cliges, according to Jean Frappier,
could have the heading: Pour en finir avec Tristan et Iseut., The manner
in which Chratien proceeds to meet this self-imposed challenge shows more
clearly than in any of his othef works his skill and his limitations.

The romance clearly consists of two parts. The first part tells
the story of Alexander and Soredamors and the second that of Cligés, their
son, and Fenice. Both are case hiastories of love ending in marriage, but
the situations and conditiona are quite different. Thus all the themes
of amour courtois can be brought into play.

The plot begins with an emperor, powerful in wealth and honor, who
rules over Greece and Conatantinople and who has two sons, Alexander, the
elder, and Alis. Alexander wants to gain kinghthood and glory at the court
of Arthur. Therefore he sets sail to England. He is accompanied by twelve

men, King Arthur takes a liking to the young Greek and invites him to go

'Jean Frappier, Le reton tien de s. Cliges
(Paris:Centre de Documentation Universitaire, 1951), p. 26.
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with him and the court to Britanny., <ueen Guenidvre is on the royal boat

and alsc Arthur's beautiful niece Soredamors of whom the poet tells ua:2

i dontaigneun&'b&%gigdaﬁmra :

Cnques n'avoit oi parler

D'ome qu'ele deignast amer,

Tant eust biaute, ne proesce,

No selgnorias, ns hautaescs,

£t ne por quant la dameisele

Estoit tant avenanz et bele

Que bien deust d'amors aprandre,

Se 11 pleust a ce antandre, (vv, 430:hA8)

As Marie de France had already illustrated in her lays, not to
love is to offend destiny and Amor. This is one of the tenets of . amour
gourtois., The offender will be punished for her pride and is made to
suffer:

Or la fera Amors dolante,

Et molt se cuids bien vangier

Del grant orguel et del dangier

Qu'ele 11 a toz Jjorz mena,

Bien a Amors droit assenes

El cuer 1'a de son dart ferue.

Sovant pailisv, sovant tressus,

Et maugre suen amer l'sstuet. (vv. 450-457)

Agcording to the troubadours love shows the symptoms of an iliness.
This idea, not brought out in Erec et Enide, is emphasized in Cligés and
desoribed in great detail., Soredamors has to love in spite of herself
(maugre suen, v. 457). She is astonished at her own passion and engages
in a long introspective monologue. Chrétien is no longer content with
listing symptoms, The analysis of her sentiments is minute and carried

out in scholastic fashion., She vacillatos betwean blaming her eyes and

Qnotauom are taken from the edition of A, Micha, Las Romans de

CurStien de Troyes, Cligds (Paris:Champion, 1957).
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her heart as the seat of her vexation and remains in a state of helpless
confusion:

Une ore aimme, et autre het,

Tant se dote qu'ele ne set

le quel 11 vaille mialz a prandre,

Vers amors se ouide desfandre,

Meo ne 1li a mestier desfanse. (vv. 517-521)

Chretien quite clearly is painting the picture of a young girl in
love, Alexander fares no better than Soredamors. The Queen becomes aware
of their condition:

la reine garde s'an prant,

Qi 1'un et 1l'autre voit sovant
Deacolorer et anpalir;

Ne set don ce puet avenir. (vv. 533=536)

They sigh and they grow pale. Amor's dart takes its effect. They
are plagued by sleeplessness, anguish and trembling. Chretien introduces
another point of Provengal doctrine: silent suffering is a necessary ocon-
dition for the aspiring lovers

Alivandras aimme ot dasirrs

Cell qui por s'amor sopire,

Mes 11 ne ast ne ne savra

Do 21 que maint mal sn avra

BV mainy eoui por 1i BOKIErT. (VV, H07=95(l1)

He does not dare to speak to her. Soredamors herself is no Belys-
sante, not one of the more resoluts dames of a ruder past, who took little
care to conceal their desire, Refined courtly breeding prevents it:

S'ele osast vers lui desreanier
Le droit que ele i cuide avoir,

Volantiers 1i feist savoir;
Mes ele n'ose ne ne doit. (vv. 576=579)

The theories of amour courtois are expounded in long observations
in the self-analyses of Soredamors and Alexander. love is caused by beauty.
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Chrétien uses the motive of Amor's darts that penetrate the eyes without
injuring them, but strike a wound to the heart. This motive is generally
ascribed to Ovid. The eye is the getie to the heart, It is also, in a
reversible sense, the mirror of the heart. The eye is tius quite innocent
in itaelf.3 In one of his long monologues Alexander explains:

De ce sal ge bien reison randre:

Li ialz n'a goin de rivn ailiandre,

Ne rien ne puet feire 8 nul fuer,

Mes c'est 1i mereors an cure,

Et par ce mireor trespasse,

81 qu'il ne blesce ne ne quasse, _
La san don 1li cuers est espria, (vv. 701-707)

The same motive is sxtensively used by the troubadours. Bernart
de Ventadour describss his falling in love:

Anc non aqui de me poder
ni no fui meus de l1l'or'en sai
que.m laiseet en sos olhz vezer
en un miralh que mout me plai.
miralhs, pus me wirei en te,
m'an mort 1i sospir de preon,
¢'aissi.m perdei com perdet se
1o hala Nareisua en la fon,
(Bernart de Ventadour YLIII, 17-24)

Northern amour courtois ideology has adopted this motive from Fro-
vengal doctrine: the suddenness of the inception of iove which bares man
of his willpower; the look into the eyes of the lady as a mystical experi-
ence; the mirror of the lady's eyes, which attraots him irresistibly and
in which he finds himself, for it is the mirror of her heart.

Chrétien is at variance with the troubadours, however, in his

position that the pangs of love should not be a permanent state. If they

3An excellent discussion of this motive is to be found ia the
work of Herbert Kolb, Der Begriff der Minne (Tibingen: Niemeyer, 1958),
PP. 18=38,




last too long they can be & nuisance:

Et cuident, por ce qu'il lor plest
Ce dont amors acroist et nest,
Qu'aidier lor doie, si lor nuist. (vv. 587-589)

This negative aspect is original with Chretien and contrary to
Provengal doctrine. It will logically lead to the key statement of Cligés:
Qui a le cuer, si eit le cors. (v. 3123)
Soredamors tries to remove the dart of Amor, yet she cannot but
feel a certain pleasure in spite of her anguish., Chrétien uses the meta-
phor of the warm bath which brings comfort and discomfort at the same time:

Amors 1i a chaufe untaing

Qui molt 1l'eschaufe et molt 11 nuist.

Or 1i eat bon, et or 1i nuist,

Or le vialt, et or le refuse. (vv. #64-467)

She calls Amor therefore a "felon" who plays tricks on her:

Je cudoie que il eust

En Amor rien qui boen ne fust,

Mes Jje 1'ai molt felon trove.

Nel set qui ne 1'a esprove,

Do quex Jjous Amors s'amtremet. (vv. G01-665)

The remedia amoris can only be achieved by the one who caused it,

i,e, eltner AMOr Or the lover, otherwise 1t is incurable, Soredamors is

aware of this:s

Je sant le mien mal si grevain,

Que Jja n'sn avrai garison

Par mecine, ne par poison,

Ne par herbe, ne par racine. (vv. 638-641)

Marie de France in her lay Quigemar states almost the same lines:

Ja mais n'aies tu medecine!
Ne par herbe ne par racine,
ne par mire ne par poisun

n'avras tu ja mes guarisun.

Quigemar, vv, 109-112)



136

Soredamors has given in to love. However, courtly conventions
will not allow her to disclose her feelings:
Dex, comant le porra savoir,
Des que Jje ne 1l'an ferai cert?
Ancor n'al ge gaires soffert,
Por coi tant demanter me doive.
J'atandrai tant qu'il s'apargoive,
Car ja ne 1i ferai savoir. (vv, 1004-1009)

AG Upls point of sentimental deveiopmenti the piot of the romance
progresses, The regent king Arthur had left in charge of England revolts
against him., Arthur has to return with a large army. Before the depart-
ure he knights Alexander and his twelve companions. Arthur arms them and
gives them horses, and the Queen presents Alexander with a shirt, a white
8ilk shirt with gold stitching into which & strand of Soredamor's hair
had been inserted, but neither Soredamor nor Alexander know it. Had
Alexander known it, he would have been lost in csaseless adorations

Mes 8'il zeust le soreplus,
Ancor 1'amast il assez plus,
Car an sachangs n'an preist 4
Tot le monde, qui 1i meist, (vv. 1183-1186)

Chrétien adopts this idolatry from Provengal doctrine. If the

lady's hair is a relig, the lady must be on a truly exalted level. Yet,

again Chrétien, the author, intervenes with his wry comment, not without

humors

Bien fet Amors d'un sage fol,
Quant cil fet joie d'un chevol. (vv. 1621-1622)

"Wendeun Forster's edition of Cligds (Halle:Niemeyer, 1901)

ccnains two additional lines (vv. 1195-1196)

Saintueire, si con je cuit,
Si 1%aorast et jor et nuit,
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Alexander follows Arthur to Englsnd and distinguishes himself
greetly in the subjugation of the rebels, capturing personally their
leader. These colorful exploits serve one important purpozse as regards
Alexander: they establish his fame as a valiant knight, and only after
that will he be able to obtain the hand of Soredamor. The initiative
of bringing them together is taeken by the Quesn. Her speech shows her
to bs a woman experienced in the art of amour courtois:

D'Amors andoctriner vos vusl,
Car bien voi qu'Amors vos afole:
Por ce vos vuel metre a escole. (vv, 2252-2254)

Her idea that love is to be "learned" is very significant. She
wants to "metre a escole” Alexander and Soredamors. jmour courtois is an
art to be learned, Fassion is to be controlled lest it "afole" those
involved, Marriase is tha logisal concluaion of love according to the
Queens

Par meriage et par enor

Vo8 antre aconpalgniez ansanvlej

Ensi porra, si com oi sanble,

Vostre amors longuemant durer. (wv. 2266-2270)

This i2 far from the conception of fin'amors of the troubadours.
These are the views of Chretien, the reasonable Champenois. The suffer-
ings of love have their purpose, he implies, but they must not be unneo-
essarily protracted. An honorable marriage will ensure a proper channele
ing of passion and will afford a lasting love bond, "Qui a le cuer, si
eit le cors,” Fénice will proclaim later. The Queen unites the willing

renle and volces the same ideas

ses Je ttabandon,
Alixandre, le cors t'amie;
Bien sai qu'au cuer ne faus tu mie. (vv, 2304-23%06)
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The exclusiveness of the marriage union is again underscored with

the Queen's words:

L'un de voa deus a l'autre doing.
Tien tu le tien, et tu la toe. (vv. 2308-2309)

Chretien repeats:

Cele & le suen, ot cil 1e sce,
Cil 11 tote, cele lui tot. (vv. 2310-2311)

The wedding is celebrated at Windsor. Chrétien makes only brief
mention of it. Arthur bestows upon Alexander a kingdom and gives him a
castle, but Alexander's greatest joy is that his lady love is Gueen of
the chessboard whereof he is King.

The story of Alexander and Soredamors is simple in it development.
The interest lies in its psychological aspects, notably the introspective
and analytical monologues of Soredamors. No such monologues appear in Erec
et Fnide. Enide's monologues deal with her fesslings of remorse and her
emotional reactions to various situations, but they are no eonscious attempt
at psychological self-analysis. The development of the plot is uncompli-
cated. Alexander falls in love with beautiful Soredamora., She falle in
love with him, He becomes worthy of her through his valor and marries her.
They are not tempted by mry situation § trois the controlled art of amour
gourtois will prevail over unrestrained passion, the proper moral stance
will overcome tragic fate., Chrétien challenges the moral assumptions of
the Tristan, Feénice, the heroine, manages to overcome the role that fate
appears to have reserved for her and, not unlike Phenix, her namesake,
riges above the conditions that were so unquestionably and tragically

final in the romance of Triastan, and she presumes to shape her own destiny
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within the bounds of society and under the banner of amour courtois. Im
order to assess the ocutcome of such a tour de force it will be necessary
to examine the devices that Chratien uses.

It is therefore in the second part of this romance that Chrétien
intends to display his virtuosity in dealing with a complicated situation
of love and fate. The name of the hero, Cligés, provides the title for
the whole work. Cligds is the son of Alexander and Soredamors and thus
the rightful future emperor of Greece, When his grandfather, the Emperor,
dies in Constantinople, the barons send a delegation to England to fetch
Alexander, The delegation suffers shiywreck and perishes, sxcept for one
treachercus follower of Alexander's younger brother Alis who returns to
Greece with the claim that the fatal disaster had occured on the return
voyage and that Alexander had perished with the rest. Alis then bocomes
the ruler gver Gresce, Alaxsnder hears of this and goes o Gresce with
Soredamors and Cligds. He arranges a compromise with his younger brother:
the latter may keep the crown on condition that he never marry in order to
assure Clizés of his succession, Soon after Alexander dies, cloeeiy fol-
lowed by Soredamors. Alis is advised by his courtiers to ignore the agree-
ment and to choose a wife, The girl they have in mind is the daughter of
the German Emperor, whom the emissaries find in Reneborc (Regensburg)
approves of the proposal. However, the girl is already engaged to the Duke
of Saxony. Therefore Alis deems it expedient to travel to GQermany with a
strong force., His nephew lligés, apparently an unpolitic fellow, accompanies
him, The two emperora meet in Cologne., Fénice makes her appearance and is

described in the most glowing terms, Her portrait is juxtaposed with that
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of the Greek prince. They both are paragons of beauty and courtly demeanor
{vv. 2717-2791). ‘They exchange glances and immediately fall in love:

Maes Clyges par amors conduit

Vers 11 ses ialz covertemant

Et ramaimne si sagemant

Que a l'aler ne an venir

Ne l'an puet an por fol tenir,

¥os deboneirasmant l'asgards,

Et de ce ne se prenent zarde

Que la pucele a drolt 1i change.

Par boene amor, non par losange,

Sez ialz 14 baille ot prant les cuens.
Molt 11 sanble cist changes buens,

Et miaudres 11 sanblast a estrse,

S'ele seust point de son estre;

N'an set plus mes que bel le voit,

£t a'ele rien amer devoit

Por biaute qu'an home veist,

N'est droiz qu'aillors son cuer meist.
Ses ials et son cuer i & mis,

Et ¢il 1i ra son cuer promis.

Promis? Qui done Qquitemant!

Cone? Ne l'a, par foi Je mauv,

Qie nus son cuer doner ne pust. (vv, 2760-2781)

She does not know Cligds and yet the sight of him produces these
changes. In contrast to Soredamors and many ancther heroine these changes
are not troubling her, she welcomes them. (Molt 1i sanble cist changes
bueni v. 2770).

Chrétien then engages in a lengthy, and to the modern reader some-
what pedantic, refutation of the metaphor of two hearts in one person. (vv,
2785-2786). 4ithin approximately forty lines he proposes to disprove the
logic of this metaphor. Lazar’ holds that Chrétien isstriking out in jeal-

ousy against a beautiful passage in Tristan (Thomas version). anpior6

SMoshé Lazar, ourtois et fin'amors 11tts du
XIle sidole (Paris:Klinckeieck, 1 s D» 221,

Sop, city, p. 73.
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suggests that Chretien is somewhat less than serious in his scholastic
dissection of a beautiful poetic image. Could it be that Chrétien is not
aware of the genuine psychological drama in the Tristan?

The narrative continues in swift progression. The Duke of Saxony,
to whom Fénice had already been promised in marriage, sends his nephew to
Cologne to fetch her. The nephew is challenged and defeated by Cligés in
a tournament. Cligés is admired by all. Fénice's feelings for Cligés are
intensified. In her predicament she turns to Theasala, her chambermaid,

a crafty old woman who offars to help her with her expertise in magic
potions, whatever the malady may be:

Thessala volt tainte et palie

Celi qu'Amors a en baillie,

8i 1's a2 consoil aresniees

"Dex, fet ele, estes vos fasniee,
Ma dolce damaisele chiere,

Qui si avez tainte la chiere?

¥Molt me mervoil que vos avez,

Dites le mol, qui le savez,

An quel leu cist max vos tient plus.
Car se garir vos an doit nus,

A moi vos an poez antandre,

Car bien vos aavral sante randre,
Je sal bien garir d'itropique,

81 sai garir de l'arcetique,

De quinancie et de cuerpous;

Tant sai d'orines et de pous

Que ja mar avroiz autre mire;

Et sai, se je 1l'osoie dire,
D'anchantemans et de charaies

Bien esprovees et veraies. (vv. 2970-2990)

Fénice tells her that her malady is of a different sort, that it
is sweet and oppressive at the same time and that, indeed, it is dear to

her and she does not want to be cured from it:
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De toz max est divers li miens,

Car se voir dire vos an vuel,

Molt m'sbelist, et si m'an duel,

Et delit an ma meseise,

Et se max puet estre gqui pleige,

Mes enmuir est ma volantez,

Et ma dolors est ma santesz,

Ne ne sai de coi Jje me plaigme,

Car rien ne sant don max me vaingne,
So de ma yolante ne vient,

Mes voloirs est max, se devient,
Mes tant al d'else an mon voloir
Que doloemant malade sui.

Tessala mestre, car me dites,

Cist max don n'est 11 ipoerites,

Qui dolz me sanble, et si m'angoisee?
Je ne sai comant jel conoisse,

Se ¢c'est anfermetexr ou non.

Yestre, car m'an dites le non,

Et la meniere, et la nature.

Mes sachiez bien que Jje nfail cure
De garir an nule meniere,

Car je ai molt la dolor chiere. (vv. 3030-3054)

Thesnala disgnoses quickly Pénice's 1llness:

Done amasz vyos, =i le wos pruls,

Car an doloor nul mal ne truis

S'en amor non tant seulemant,

Tuit autre mal comunemant

Sont tor Jjore felon et orribdle,

Mos amors et dolce et peisible. (vv. 3075-3080)

Fénice confides in Thessala:

Don Je sui iriee et dolante,
Por Ge qus ¢il qui m'atalante
Est nies celui que prendre doi. (vv. 3099-3101)

Her situation is not unlike that of Iseult, but she scorns such

an existence§ she will have no part of it. It is shameful and immoral:

Mialz voldroie estre desmanbree
e de nos deus fust remanbree

L'amors 4'Ysolt et de Tristan,

Don mainte folie dit an,

Et honte en est a reconter.

Ja ne m'i porroie acorder
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A la vie qu'lsolz mena.

Amors en 11 trop vilena,

Que ses cuers fu a un entiers,

Et ses cors fu a deus rentiers.
Fnsi tote sa vie usa

Nonques les deus ne refusa.

Ceste amors ne fu pas resnable,
Mes la moie iert toz jorz estable,
Car de mon cors et de mon cuer
Ntiert ja fot partie a mml fuer,

Ja mes gors n'iert voir garconiers,
N'il n'i avra deus parconiers,

i a le cuer, cil a le cors. (vv. 3105-3123)

The last line 1s a basic tenet of Chrétien's amour gourtois con-
ception. But how will he solve the problem? The realities of the situa=-
tion, as in Tristan, offer no solution. A deus ex machina will have to
be invoked. To soften possible doubtis as to the morality of such a scheme
Fenice refers to the broken promise of celibacy of Alis. She will rather
die than bear a child that would despoil Cligéds of his legitimate inhari-

A”,\K,

tance:

Meg Je n'al pas Tliges si vil

Cue mialz ne vuelle estre anterrse
Que Ja par moi perde danree

De 1'erior qui soe doit estre.

Ja de moi ne puilsse anfes nestre

Far cui il scit desneritvez. (Vv., Sl40=35153)

The wily Thessala concocts a magic potion that will make it pos~
sible for Fénice to live up to her intention of undivided virtue, Alis
will possess her only in his dreams in the wedding night and thereafter.
Chrétien seems to take pleasure in describing the duped husband's fan-
tasy:

Tenir la cuide, n'an tient mie,
Mes de neant est a grant eise,
Car neant tient, et neant beise,

Neant tient, a neant parole,
Reant voit, et neant acole,
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A neant tance, a neant luite.

Molt fu la poisons bien confite

Qui 8l le travaille et demainne.

De neant est an si grant painne,

Car por voir cuide, et si s'an prise,

Qu'il ait la forteresce prise,

Et devient lassez et recroit,

Einsi le cuids, einsi le croit. (vv. 3316-3328)

Tho repetdilicn of "neanil" riungs of the joy of witnessing the betrayal
of a wicked husband. "C’eat presque le ton des fabliaux,” coaments l.nur.7
His wickedness consists of broaking his vow of celibacy. The moral value of
this trick is nevertheless questionable, Fénice’s contempt for adultery,
in particular for that of Iseult, rings hollow in view of her easy way out.
A magic potion had been Tristan and Iseult's undoing. It represented un-
dying buman passion. Fénice's potion glibly avoids the conflict of the vie
a trois, the problem of the lovers of Cornwall. Only the extermal problems
of the situation will have to be overcome, questions of proper social de-
meanor and physical obstacles,

Cliges and Féuice have yet to disciose their feelings to each other.
During their retum to Greege Cliges further distinguishes himself in skire
misnes with the Saxons, who attempt to sbduct Fénice. He rescues her in
one such attempt. Their eyes speak eloquently, but their tongues are tieds

Et ne por quant des ialz ancuse
11 uns a 1'autre son panser,
S'il s'an seussent apansaer,

Des ial: parolent par esgart,
Mes des boches sont 8i coart
Que de 1'amor qui les justice
N'osent parler an mule guise,

Se cele comancier ne l'ose,
N'est mervoille, car sinple chose

Top, eit., p. 229,
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Doit estre pucele et coarde,

Mes il qu'atant, de col se tarde,
i por 1i est par toz hardiz,
S'est vers 1i seule aocoardiz?

Dex, ceste criemme don 11 vient,
C'une pucele seule tient,

Sinple et coarde, foidble et quoie?
A ce me sanble que Jje voie

les chiens foir devanit le lievre,
Bt la turtre chacier le biavre,
L'aignel le lou. 11 zolons l'aigle,
Et 8f fult 1i vilains sa maigle,
Dom il vit et dom il s'ahane,

Et si fuit 11 feucons por llane, (wv, 3786-2808)

After all, she dis his aunt. Chrétien, however, points to the
psychology of love and addresses himself directly to the audiences
Vos qui d'Amors vos feites sage,
Et les costumss et l'usage
De se cort maintenez a foi,
N'onques ne faussastes se loi,
Qe qu'il vos an doie cheoir,
Dites ae 1l'en puet nes veolr
Rien qui por Amor sbelisse,
Que 1'an n'an tresseille ou palimse, (vv, 3810-3825)

The attitude of Cligds is very much that of a troubadour toward
his doma. In his melancholoy he then decides to follow the advice of his
late father to go to the Court of Arthur and seek distinotion as a knight.
He takes leave of the Empress, Fénice, telling her, somewhat ambiguously,
that he is "all hers”:

Mes drois est qu'a vos congie praigne
Com a celi cul ge sui tosz (vv., 4282.4283)

Cligds goes away, sobbing and sighing secretly. (vv. 4284.4285),
Fénice is lost in thought., Her complexion pales., She, too, often weeps

and sighs (v. 4315). Her secret longing resembles an amor de lonh:
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Einsi travaille Amors Fenice,
Mes cist travauz l1li est delice,
w'ele ne puet estre lassee., (vv. 4527-4529)

She thinks of his farewsll, weighs his words, remsmbers his creste
fallen coutenance:;

Com il chanja, com il pali,

les lermes et 1la conienance

A toz Jorz <. .o semanbrance,

Com il vint devant 1i plorer,

Con ai'il la deust aorer,

Humbles, et sinples, a gemnolz., (vv. 4320-4325)

This attitude of Cliges is almoet idolatrous, foreign to Erec,
quite similar to a situation in Lancelot. Chrétien's romantic hero is
clearly evolving, & la mode, catering to the tastes of his patroness
Marie de Champagne and her court.

Cligds, having distinguished himself at Arthur's Court, returns
to Greece., There is Jjoy in Conatantinople. One day he has a talk with
Fénice, She mekes inquiries concerning his voyage, asks him whether he
has loved a lady in Britain, He speaks in metaphors: in Britain his
body was without a heart like bark without timber; his heart had been
left behind:

Ne Ja nus par mon essanplaire
N'aprendra vilenie a fairej

Car quant mes cuers an vos se mist,
Le cors vos dona et promist,

Si qutautres ja part n'l avra,
Amors por vos si me navra

Que Jja mes ne cuidail garir:

81 m'aver fet maint mal sofrir.

Se Jje vos aim, et vos m'amesz,

Ja n'en serois Tristans clamesz,

Ne je n'an serai ja Yseuz,

Car puis ne seroit l'amors preus,
Q'1l 1 avroit blasme ne vice. (vv. 5191-5203)
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Thus she again strikes out in a polemical manner at the romance
of Tristan. Her criticism seemes severe and selfrightecus. Chrétien
appears to be irritated or challenged by the Tristan, Frappier8 speaks
of an "agacement?

Chrétien, pour des raiscns probablement complexes ol devaient
entrer wne inquiétude de moraliate, la point de vua dhwm paycholosus,
et le léger agacement que pouvait lui causer le succds d'un confrdre,
a senti ie beeoin d'une repiique, non pas partieils, @pisodique ou
allusive, mais totale, et il a vers 1175-1176 composé Cligés qu'on
pourrait intituler: Pour en finir avec Tristan et Issut.

Fénice will have no part of a triangle affair, nor does she approve
of Cligds' suggestion to elope to Britain, for then they would be no better
than Tristan and Iseult, She ineists upon sooial respactability and resorts
to trickery to achieve her goal. She will pretend illness and feign death,
only to be secratly rescued from her specially made bier and tomb by Cliges.
Thessala again proves her usefulness with a magic brew that puts Fénice into
a trance. She appears quite dead, The tortures of three suspicious phy-
sicians from Salerno zre 4o ne avell, and they are abruptly ddsceaiinusd
when "more than a thousand" ocutraged towngwomen, wh¢ have been peeking
WIUUE Wi ReyLUl®, WWIOow oem out ol he wWindow. She 18 Dewaliled ana
carried to the tomb from whence Cligés will take her and live with her
in secret in a subterranean apartment under a tower ocutside of town.

Fénice has made a respectable sxit iiom the courtly scene.

Fénice has gone "underground”. She soon recovers from her nearly

fatal, but suococesaful, suspended animation and begins a new and fuiler

life of amorous bliss, which lasts for over & year:

8920 git-. P. :.6-
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Certes, de rien ne atavilla

Amors, quant il les mist ansanble;

Car a 1'un et a l'autre sanble,

Quant 11 uns l'autre acole et beiae,

Que de lor joie et de lor eise

Soit toz 1i mondes amandez;

Ne ja plus ne m'an demandez. (vv. 6251-6258)

They continue the idyllic affair in a pleasant garden surrounding

the tower until they are one day discovered by accident. The knight
Bertrand, recovering his stray sparrow hawk, find them in a compromising

position:
L'enpererriz trestote nue,
Avoec Cliges le chovalier,
Desox une ante, en un vergier. (vv. 6426-6428)

The couple flees to the Court of Arthur, where Cligés, somewhat
belatedly, gathers a great army against his uncle. Alis, however, now
fully informed of the deceit and of the chimerical nature of his comnubial
bliss, conveniently dies in raging madness. The scene is now clear for
Cligés and Penics to rule over their empire and live happily to the end
of their days. An isportant doctrine of Chrétien is again emphasized:
that amour gourtois is possible in marrisge, In lines reminiscent of
Ereg et Imids he writes:

De s'amie a feite sa dm,‘
Car 11 1'apele amie ot dame,
Et por ce ne pert ele mie

Qe il ne 1l'aint come s'amie,
Et ele luli tot autresi

Con l'en doit amer son ami.
Et chascun Jjor lor amors orut,

Onques c¢il de 1i ne mescrut,
Ne querela de nule chose. (vv, 6633-6641)

The treatment of amour ocourtois shows a marked development from
Chrétien's first romance, Ereg et Enide. Psychological problems are
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desoribed in much greater detail and are the main interest in this work,
It appears that Chretien attempts to display his virtuosity in sentimental
analysis. He describes various stages of loves its onset, its effeat on
the characters. Soredamors and Alexander, Fénice and Cliges engage in min-
ute self-analyses which lead to their conclusions that their strange stir-
rings mast be love., Chrétien is now well acquainted with the love psychology
of the Provencals., Love is caused by beauty. The éyes are the mirror of
the heart, They perceive and reveal feelings. Hearts can be exchanged,
The author discusses this phenomenon at length. According to Provenpgal
theory love is an illness and is diagnosed as such by its symptomss
sighs, trembling, pallor, lack of slesp, weeping. Chretien makes use of
all these symptoms. This illness is not without its pleasurable aspects.
Fanice prefers not to be healed from it, (wv, 3052-3054), Love is good;
it is elevating (v. 953). It leads to the panser of the troubadoura, the
near-mystical state of being lost in thought of the beloved during the
latter's absence. The troubadours' adulatory attitude towards women is
clearly expressed in the effect upon Alexander of Soredamor®s hair embroi-
dered in his garment and in the leave-taking of Cligés from the Empress.
This adulation is not carried as far as in the Charrette, It is, howsver,
quite different from the attitudes and customs in Ereg et Pnide, Alexander
and Cliges are far more delicate than Erec. They dare not speak of love,
much less ask for the lady's hand in marriage, until they have ascertained
the mutuslity of their feelings.

Chrétien is well versed in troubadour iyr:leiu. He employs all
of its devices, including that of the adulterous situation & trois.
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However, he is a realist, he prefers to bring his fin'amors tc a permanent
and tangible conclusion: marriage of the lovers. At this point it can no
longer properly be called fin'amors. Chrétien achieves this end quite
naturally and logically in the Alexander-Scoredamors relationship. Soredamors
is not a married lady, as troubadour custom would normally requirs, and the
problem of inaccessiblity does not exist. It does exist in Fénice-Cligas,
and Chrétien will leave it neither on the lyrical plane of the troubadours,
nor will he accept the fatalistic developmsnt of the Iristan, He creates
a strong charscter in Fénice, a woman who will shape her destiny and lib-
erate herself from the course of events., She combines love and will and
creates an ethic of amour courtois which requires that the power of love
be tamed and civilized lest it destroy those afflicted. Such an ethic
may well bebeyond social and religious laws, Fénice's treatment of her
lawful husband clearly violates these laws. She insists on being the
arbiter of her dut:l.ny._ This being impossible under the given eiroum-
stances, Chrétien has to resort to the supernatural on several ococasions.
He employs artifice against reality. Only by these means can Pénice pro-
claim her superiority over Iseult and can condemn the latter's partags.
Chrétien thus avoids the real human conflict, a conflict which in all its
fatality is far more real and human in the Tristan legend.

Nevertheless, Chrétien has composed a fine story in its own right.
Cligés and Pénice might appear to be more contrived literary characters
than Tristan and Iseult, but still the author has shown a high degree of
skill as a psychologist of love and as a user of contemporary fancies
on the subject. As in Erec et Fnide, he again celebratas the role of the
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femme-amie in an attempt to integrate the conceptions of amour gourtois
within the framework of a more moral and normal life. There lies Chrétien's

originality.



CHAPTER IIX

LE DE LA C D

In Erec et Fnide as well as in Cligés amour courtois finds its
logical conoclusion in marriage, Through chevalerie the knight becomes
worthy of his dame, who then becomes his amie as well as his fams, This
idea 13 not to be found in the lyric peetry of the troubadours. There,
as we have noted, woman is idolized and forever inaccessible, a sublime
conception of the minine, in contrast to which earthly love and the
practical aspects of merriage are quite a different matter. Amour courtois
in the early romances of Chretien is far more representative of the tastes
of the northern French nobility of which Cohen says:

Qi'on a'efforce, fort bien, qu'on s'impose mille épreuves, mais

tout Ae méme nour quim jour sovme lfthoune du benser et de ls hemsine,

wwagpve - e e -

aveo, de préférence, la sanction du prétre et la présence dea,tinoinn
qui consacrent la conquéte et la rendent publique et durablel

LieG" S CUNPUXuRuIlL 40 LBIUly Wiat OL A asplring CUULViy AUves,
and Enide is not the exalted lady who commands a submissive attitude.
Erec is quite independent and authoritative, In Cliges, in spite of the
troi~dour fashion of describing the symptoms and ~ffects of love, the
passions terminate in marriages. Femice intents to be united in marriage
with Cligds. The possibility of partage, as in the Tristan legend, is
repeatedly and resolutely rejected. Chrétien's position seems evident.

'Gustave Cohen, GyStien de Troyes et son ceuvre (ParisiBoivin,
19ﬁ)v p. 224,

152
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Chrétien's patroness, Marie de Champagne, was the daughter of
Alidnor of Aquiteine and, like her cultured and vivacious mother, Marie
must have been well acquainted with the Ifin'amors conception of the trou-
badours of her native region. In consideration of her background it seems
quite natural that she should suggest to her by now already famous court
poet Chrétien to compose a romance in the manner of her own liking.
Chrétien is quite explicit:

Matiere et san 1i done et livre
la contesse, et il s'antremet
de panser, gque gueres n'i met

fors sa painne et s'antancion. (vv. 26--29)2

Chretien tells us with this avis au lecteur that neither the sub-

Ject matter nor the interpretation are b.is.3 Compared with the author's
ideas on love and the relationship between the sexes as presented in his
other works, the "san" of the Charrette does indeed strike us as different.
It is thus Chréetien's task to contribute his "painne" and his "antancion".
The meaning of '"painne" is clear. '"Antancion", according to Wendelin

Forster in his Worterbuch has the meaning of "Zweck, Meinung, Absicht,

Qi vam it 4 Man smmra? mmmmemdon e d o lenb o - - -~ - .o ..
=== “aalT S Tow wlieg 40 POlLGYDs AT LUUKLAGDS ATLLY JLULGEE, & COmD1nNA~

5

tion of these terms.” Traditionally Chrétien scholarship has seen in

%fext quotations are taken from the edition of Mario Roques, les
Romang de Chrétien de Troves, III, Le Chevalier de la Charrette ("C.F.M.A.",
ParissChampion, 135;.

3Ci’. William Nitze, "'Sans et matiere' dans les oeuvres de Chretien
Troyes," Romania XLIV (1915-1917), p. 15.

y

Wendelin Férster, Worterbuch zu Kristian von es Samtlichen
Werken (lth ed.; TibingensNiemeyer, 196K4), p. 23

5Douglaa Kelly, Sens et ointure in the Chevalier de la Charrette
(Studies in French Literature II, The HazuaiMouton, 1966), p. 37.
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these lines a reservation of the author against the subject matter, a

reservatio mentalis or, as Hofer states, "eine versteckte 'Ve:r'v.xra.hrumg"6
and that therefore he left the completion of the work to Godefroi de

Lagny. However, one must not assume that Chrétien worked la mort dans

1'amés "Méme 8'il n'a pas exprimé ses idées personnelles", writes Frappier,

ol Even if Chrétien

"aucun drame n'a di se produire dans sa conscience.
could not give his own san to the Charrette, the comission of the task was
a challenge to his skill, a challenge that he accepted willingly.

In addition to Chretien's probable reservations as to san et matiére

there existed the difficulty of presenting in spic form what had until then
found expression only in the lyric poetry of the troubadours. Frappier

writes:s

Comment, sans trop heurter la délicatesse, faire passer d'un genre
3 1'autre, de la chanson au roman, la conception provengale de 1'amour
hors mariage ou plutdt contre le mariage? Ce qul gagnait 2 rester chez
les troubadours état d'dme, allusion, théme lyrique, devaﬁt Stre amplifie
et circonstancié selon les exigences d'un podme narratif.
The Charrette is indeed the twelfth century romance which is closest
to the fin'amors ideology of the troubadours,
Jueniévre, the Queen, is a married lady, inaccessible by the laws
of society and the Church and also by her aloof behavior. To overcome these

obstacles, nothing less is required of an asgpiring lover than his complete

6

Stefan Hofer, Chrétien de Troyes, Leben und Werk (Graz-Kolni
Bdhlaus, 1954), p. 137.

7Jean Frappier, Chrétien de Troyes (ParissHatier, 1957), p.
125,

sIbid., p. 126,
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submisgion, including the complete abdication cf his dignity as a knight.g
The cart episode, from which this romance has its name, is an excel-

lent illustration of this point. Lanceiot, in quest of his queen, who has
been abducted by the haughty knight Meleagant as a result of his victory
over Keu, the senechal, comes upon a cart driven by a dwarf. The dwarf
tells the knight that if he will c¢limb into the cart, he will find +the
Queen. The knight hesitates a moment, because in those times, says Chrétien,
carts, like the pillories of later days, were used to parade criminals
about town, and it was disgraceful to be found in one, A short struggle
takes place in the hero's heart, a struggle between love and reason:

Mes Relsons, qui d'Amors se part,

1i dit que del monter se gart,

8i lechastie et si l'anseigne

que rien ne face ne anpreigne

dom il ait honte ne reproche.

N'est par el cuer, mes an la boche,

Reisons qui ce dire 1i ose;

mes Amors eat el cuer anclose

qui 1i comande et semsmt

que tost an la charrete mont. (vv. 365-37L)

Reason [or common sense) is inconsistent with love (v. 365), but

A -1 Al mdade e -
Toaneelad i~ umdeor ths 2i2%2iss oF LOVEy Qaid IS MUWiUE WIS Casul

Amorsg le vialt et 11 11 saut,
que de la honte ne 1i chaut
puis qu'.mors le comande et vialt. (vv. 375-377)
Gauvain, another of the Queen's knights, is bid to do likewise
and refuses (vv. 388 f£f.). He is not in the service of love. He is in

full control of his mental faculties, which cannot be said of Lancelot.

911: would be leading us too far afield if we were to follow the
complicated and for our study often irrelevant course of the narrative in
detail., We will therefore focus on those passages and aspects of the
story that illustrate the theme of amour courtois.
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Lancelot is habitually immersed in contemplative thought of his beloved,
a condition that the troubadours call :he penser. He resembles a sommam-
bulist, Thus, when he beholds his ‘ueen the next morning from the tower
window of the Castle of the Flaming Lence, he leans out of the window in
a trance and would have fallen, had he not been held back by Gauvain. The
mysterious cortege with the captive Queen diseppears from view. The symptoms
of his disorder, his alienation from reality, are described in detail:

&t ses pansers est de tel guise

que lui meismes en oblie,

ne set g8'il est, ou s'il n'est mie,

ne ne li manbre de sonnon

ne set s8'il est armez ou non,

ne set ou va, ne set don vients

de rien nule ne 1li sovient

fors d'une seule, et por celi

a mis les autres en oblij;

a cele seule panse tant

qu'il n'ot, ne voit, ne rien n'antant. (vv. 714=724)

His state of mind is exemplified in his next adventure. Having
learned from a damsel on the road the name and whereabouts of the Queen's
abductor, Meleagant, son of King Baudemagu of Gorre, Lancelot and Gauvain
decide to split and penetrate into the hostile land by the only two ¢if-
ficult approaches: an underwater bridge, Gauvain's choice, and the sword
bridge, consisting of a sharp sword spamning dangerous waters. Lancelot,
in entranced pursuit of his destination, is deaf to the challenge of a
knight, defender of a ford, and is brought to consciousness only after being
unhorsed and thrown into the water. Once aroused he dispatches his chal-
lenger with ease.

Challenges to his fidelity, his comstancy of his love for the Queen,
show him to be the perfect fin'amant who can sleep next to a seductive chate-

laine without sleepin, with her. Chretien explains this chaste behaviori
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Lancelot's heart 1s elsewherec and is resally no longer hisg

Bel sanblant feire ne 1i puet.

Por cci? Car del cuer ne 11 muet,
qu'alllors a mis del tot s'antante,
mes ne pleist mie n'atalante

qu'an qu'est bel, et gent a chascun,
14 chevaliers n'a cuer que un

et eil n'est mie ancor a lui,

einz est comandez a autrui

gl cu'il ne puet aillors prester,
Tt 1 T3V i wa isu esier

Amorg, qul toz les cuers Justi: :.
Toz? mnel fet, fors cez qu'ele prise.
Et cil s'an redolt plus prisier

cui ele daigne Juatisier.

Amors le cuer celul prisoit

8l que sor toz le Justisoit

et 11 donoit si grant orguel

que de rien blesmer ne le vuel

8'il lait ce qu'Amors li desfant

et 1a ou ele vialt awtant, (vv, 1223.12h42)

Purely carnal adventures without sentimental involvement have no
place in courtly literature. Love is a cults it isidolatrous, All that
has veen touched by the beloved becomes an cbject of adoration. Lancelot
nearly swoons when he finds at a fountain (ueen Cuenisdvre's cemb with goms

of her blond hzair in it, The hair causes him great joy and he reveres it

23 8 anered lin and Aavandéa 44 Lo bl Lo

e w e wm Y wesA  Midel  WNOVUAL D

Ja mes oel d'cme ne verront

nule chose tant enorer,

qu'il les comance a aorer,

et blen cant folz ies toche

et a ses ialz, et . sa boche,

et a son front, e, a 3a facej

n'est jolie nule qu'il n‘an faces

molt 'san fet liez, molt s'an fet riche,

an son soing, pres del ouer, les fiche 10
entre sa chemisa et sa char., (vv. 1460-1469)

1O06hs Lazar, courtois et fin' s 1a littérature du
iIle sidcle (ParissKlincksieck, l%’is, Pe 2%, coamentat "é faut noter que
Chrétien ne falt pas suivre cetie description d'une remarque humoristique
sur 1la folie des amants (comme dans le Cligés), mails se contente de traiter

son sujet avec beaucoup de seriecax. Il ne faut pas oublier qu'il ne pouvait
se permattre de badiner avec un sujet ccamande par sa protectrice Marie."
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The author uses the word "aorer" (v. 1762). The spirit expressed

is that of religious fervor,
ter several more adventures, ihich are without gentimental interest,

Lancelot finally arrives at the Sword Bridge, & bridge consisting of & olished,
3lecaming sword, two lances in length, with either end fixed in the trunk of a
tree, The stream is ag flerce and terrible as it it were the devil's stream
(v. 30123 con si fust 1i fluns au deable). Lancelot croses it with great
pain and agony, cutting his hands, knees and feet. But even this suffering
is sweet to him, because

Amors qui le conduist et mainne,
si 1i estoit a sofrir ddz. (vv. 314%-3115)

From a tower on the other side King Bademagu admires the feat of
Lancelot as the boldest deed that ever entered the mind of man (v. 3192~3193)
and he suggests to his son Meleagant, who grimly stands beside him, to make
peace with him and deliver the Queen into his hands., Meleagant declines,

The next day, in presence of the court and the prisoners from the land of

Arthur, Meleagant and Arthur engage in a savage combat, in which Lancelot,

waakenad bv his wmmAda af tha n‘r\n1ﬁnanhv; armaana +A avnarwh A +ha W1 Ferided
- - S e = T LT == =
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of Meleagant. Queen Guenidévre is watching the fight at the window of a tower.
Lancelot does not know this. A damsel who is with the Queen asks her for

the name of the knight, The Queen replies that he is Lancelot du Lac. This
is the first time in the romance that Lancelot's name iz mentioned. He had
always been referred to as tha Knight of the Cart. It is by the Queen her-
self that his name is revealed:

Lanceloz de Lac a a non
1i chevaliers, mien esciant., (vv. 3660-3661)
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Not untii now that he has braved many challenges in quest of his
Queen, has he received a name - has he "made" for himself a name. And
from the lips of the damsel the magic word rings out over the courtyard,
and she beckons him to turn around to see who is watching him. Chrétic:
exploits skillfully the dramatic possibilities of the situation:

Lors saut avant et si l'apele,

51 haut gue toz 1i pusples 350%,

a nolt haute voiz: "Lancelot!

Trestorne toi et si eagarde

qui est qui de toi se prant garde." (vv. 3664-3668)
Lancelot turms around and beholds

la chose de trestot le mont

que plus desirroit a veoir

as loges de la tor seoir. (3672-3674)
He is so enraptured by the sight of his love that he cannot take his eyes
of
off her and wards off the blows of Meleagant behind his back. On the advice
of the damsel he forces Meleagant between him and the tower and thus, in
view of his lédy, the tide of the combat turms rapidly to his favor.
Meleagant's life is apared through the intercession of his father with
Gueniévre. The Queen expresses the wish that Lancelot stop fighting.
Lancelot desists at once, although Meleagant continues to attack him, for

Molt est qui aimme obeissanz

et molt fet tort et volentiers,

la ou il est amis antiers,

ce qu'a a'amie doie plaire. (wvv. 3798-3801)

The happy ending of the adventure appears to be near. But what a
surprise, when the vitorious Lancelot is brought before the Queen and she
receives him coolly:

Quant la reine voit le roi,

qul tient Lancelot par le doi,
8i c'est contre le rol dreciee
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et fet sanblant de correciece,

i s'anbruncha et ne dist mot.

"Dame, veez ci Lancelot,

fet 11 rois, qui vos vient veoir;

ce vos doit molt plaire et aseoir,

- Mol? S8ire, moi ne puet il plairej

de son veoir n'ai ge que faire. (vv. 3937-3946)

Bademagu reminds her of all the troubles and dangers that Lancelot
has faced for her. She answers that he has wasted his time:
Sire, voir, mal 1l'a enploiéj
Ja par moi ne sera noié
que je ne l'an sai point de gre. (vv. 3957-3959)
Lancelot, dumbfounded but far from indignant, is the perfect fin'

amants

Ez vos Lancelot trespanse,

se 1i respont molt belemant

a meniere de fin amants

"Dame, certes, ce poise moi,

ne Jje n'os demander por coi." (vv. 3960-3364)

The Queen leaves the room. Saddened Lancelot departs in search

of Gauvain. He is waylaid by the people of Meleagant, and the Queen is
told that he 1s dead. She repents her cruelty, speaks of him as "mes amis"
(v. 4198); she calls herself "fole" and "felenese", and she assumess:

Nus fors moi ne 1i a done
le mortel cop, mien esciant. (vv. 4208-4209)

Significantly, for the first time her exolamations of distress reveal
her true feelings., She would have loved to embrace him, and she is quite

explicits

Comant? Certes, tot nu a nu,
Por ce que plus an fusse a eise. (vv. 4228-4229)

The rumor of Lancelot's death is a clever device by the author to
bring Guenidvre's secret feelings to the surface. According to Provengal

doctrine a carnal fulfillment of Lancelot's love is not proper, yet the
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matiére of this romance requires it. Stefan Hofer elucidates the problem
succinctlys

Entspricht bis jetzt diese Haltung dem in der provenzalischen
Doktrin vorgezeichneten Benehmen der "domma', von der Lancelot hofft,
daB sie ihm gegeniiber "merci eust" (v. 4364), so verlangt der Roman
doch eine andere Ldsung, als es die in der Lyrik geltenden vorasus-
setzungen vorschreiben, nach denen eine Annaherung der Liebenden
nicht erfolgen darf. Chrétien macht den Umschwung in der seelischen
Haltung der unnahbaren Herrin d.a.durch glaubhaft, dab er Lancelot als

wu CRvIvE u.ea. L\U&MQJ-“ Ul: VJ.GU.\':L‘H. ].GDU. ° '

Her remorse prepares the reconciliation of the couple. Lancelot
at last learns of the reason for her attitude. He had transgressed the
code of amour courtois by hesitating a moment between reason and love
before mounting the ignominious carts

Comant? Don n'eustes vos honte

de la charrete, et si dotastes?

Molt a grant enviz i montastes

quant vos demorastes deus pas.

Por ce, voir, ne vos vos Jje pas

ne aresnier ne esgarder. (vv., U4U484-4489)

Bezzola formulates the situation thus:s "Lancelot n'a pas ete
capable du sacrifice de tout son &tre devant la grande aventure qu'était
pour lui l1'amour de la plus grande dame qui existait; la reine."12
Lancelot admits his guilt and receives the pardon of the Queen, Hs also
obtains permission for a rendez-vous at the window of her chamber. This
favor that the Provengal fin-amant normally only dreams about, requires
psychological delicacy, so as not to impair the elevated condition of the

lady, Thus she only indicates with her eyes the meeting places

Mioter, ops cite, p. 143.

A 12Reto Bezzola, Le Sens de l'Aventure et de 1'Amour (Paris: lLa
Jeune Parque, 1947), p. 3.
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Et la reine une fenestre
1i mostre, a l'uel, non mie au doi. (vv. 4506-4507)
Iron grill work will assure the proper distance:

Je seral anz, et vos defors
que ceanz ne porroiz venir. (vv. 4514-4515)

She indicates that she will be able to touch him only with her lips
or hand, but she would stay there until morning for love of him (vv. 4516-
4519). She rules out more intimate relations, for Keu, the wounded senechal,
sleeps in her rooms

Asanbler ne porriens nos,

qu'an ma chanbre, devant moi, gist

Kex, 11 senechax, qui lenguist

des plaies dom 1li est coverz. (vv. 4520-U4523)

However, the author makes clear that the situation will take its

inexorable and natural courses

Que molt estoient desirrant
11 de 11 et ele de lui. (vv. 4588-4589)

No iron bars can withstand a courtly lover. Their love is consum-
mated on an earthly plane, but with a perfect overtone of the troubadour
love religicn, which extends saintly veneration to the beloved objects

Si 1l'aore et se 1i ancline,

car an nul cors saint ne croit tant.

Et la reine 1li estant

ses bras ancontre, si l'anbrace,

enstrolt pres de son piz le lace

8l 1'a lez 1i an son lit tret,

et le plus bel sanblant 1i fet

que ele onques feire 1li puet,

que d'Amors et del ouer 1i muet. (vv. 4652-4660)

The superior position of the domma is maintained at all times,
Even upon leaving the site of his amorous exploits he pays his quasi-

religious, indeed sacrilegious, hommages
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Au departir a soploie
a la chanbre, et fet tot autel
con si fust devant un autel. (vv. 4716-4718)
The author further emphasizes the preeminence of the lady by
stating that this climax was unique and could not be repeateds

Del rasanbler n'est pas pris termes,
ce polse lui, mes ne puet estre. (vv. 5704=5705)

ATVer (uls infraciion of fn'’uwors theory ihe fwruher reiationsnip
between Lancelot and Guenidvre is again on the level of Provengal lyricism.
The Queen returns to her pedestal, and her every whim and wish is invio-
late to Lancelot. IHe again allows his knighthood to be ridiculed when the
Queen orders him to do his worst in a towrnament (v. 5645) and he complies
with her wish "mout volantiers” (v. 5655). Love, as in Provengal doctrine,
reigns supreme., It is an ennobling power.

Car, sanz faille, molt en amande
qui fet ce qu'Amors 1li comande. (vv. 4393-U4394)

Anything prompted by love is goods

Qu'an ne porroit dire de boche

riens qui de par Amors venist,

qui a reproche apartenist. (vv.4356-4358)
Love inflames the heart:s

!
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qui 11 a mis el cors la flame. (vv. 3748-3750)
Amor breaks open the wound that he has causeds

Amors molt sovant 1li escrieve
la plaie que feite 1i a. (vv. 1336-1337)

To suffer for love is sweets
Mes tot le rasoage et sainne

Amors qui le conduist et mainne,
si 1i estoit a sofrir dolz. (vv. 3113-3115)
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The remaining adventures of Lancelot and his final defeat of
Meleagant are of little relevance to ocur study.

It is apparent to the reader of this romance that amour courtois
and adventure are treated differently from Chrétien's works before and
after Le Chevalier de la Charrette. Whereas Chrétien usually modifies
amour courtols by putting the couple on a more equal footing than it is
customary with the troubadours, he describes in the Charrette the Pro-
vengal type of amour courtois with an exacting domma and a submissive
and worshipping lover. True, the bedroom episode is an infraction of
fin'amors, but it is well incorporated and the former position of lady and
worshipper is reastored. We find here for the first time in Chrétien de
Troyes' work the service d'amour of the troubadours. Gueniévre is neither
the amie nor the fame that Chrétien paints in his other romances; she is
the dame, because as Myrrha Borodine says, "elle ne vit pas de la tendres-
se qu'elle donne, mais de 1'hommage qu'elle rego:l.t'.."13

Adventures, as msual, form the steps towards the acceptance of the
knight by the courtly lady. They are proof of the knights valor. How=
ever, in the Charretts they are a tribute paid to the Queen rather than
a positive, constructive experience that the knight undergoes. Lancelot's
adventures are frequently humiliating, met in the service of love and over-
shadowed by it., Lancelot does not reassert his role as a knight, the prime
function of adventure. In the cart episode and at the tournament the op-
posite is the case. Amour courtois and adventure have to complement and

augment each other, and mesure has to be applied. Only then will there

L Borodine, La Femme dans 1'oeuvre de Chrétien de Troyes
(ParisiPicard, 1909), p. 191.
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be a perfeet knight and a perfect lady and a perfect happiness, The deli-
cate interrelationship of these elements is most lucidly exemplified in

Chrétien's next romance. Yvain ou le chevalier au lion.



CHAPTER IV

LE CHEVALIER AU LION

With Yvain ou Le Chevalier au Lion Chrétien de Troyes returns to

the problem that had occupied him in writing Erec et Enide: the conflict

between love and adventure in marriage. Yvain resembles Erec et Enide in

theme as well as in structure. Again the knight becomes guilty through
his recreantise, and again he hes to rehabilitate himself in his own eyes,

in the eyes of his amie et fame and also in the eyes of society. In this

case, however, the hero is recreant in the service of love. The problem
is again whether love or adventure should be the main occupation of the
knight. Comparing the structure of the two romances we distinguish clearl
a division into two parts in both romances of which the first part ("1li
premerains vers" in Erec et Enide) serves as an introduction leading up to
marriage and the ensuing confliet.

We are at the court of Arthur. Calogrenant relates to a small
gathering of ladies and fellow-knights the story of an adventure that had
occurred to him seven years ago and in which his role as a knight had not
been a glorious cne. He had been told by a "vilain" who was tending his
cattle in the woods of Broceliande of a magic fountain that anyone who
would take of the water in the basin and spill it on a stone beside it

would raise a storm of torrential rzins and gales and thunder. Calogrenant
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had unleashed these elements and had promptly been challenged by alnight
and had barely escaped with his life.

Yvain, another knight at the court of Arthur and a cousin of
Calogrenant, on hearing this story, decides to avenge the defeat of his
cousin, He secretly rides to the forest of Broceliande and has the same
adventure, But he defeats the defender of the fountain in a bitter come
bat, The mortally wounded knight flees, Yvain pursues him into his
castle, where he is caught between two portqullises. Unexpected help
appears in the person of Lunete, the chambermaid of the ch&telains, who
gives him a ring that renders him invisible to the people of Esclados
le roux, the dying knight, who are searching for him. Under the mantle
of the magic ring Yvain sees the grief-stricken and lamenting widow,

et deg plus deles dames 1
c'onques veiat riens terriene. (vv. 1146-1147)

Placed at a small window of the castle by Lunete, Yvain watches the fune-

ral procession., On this inapropriate occasion the darts of Amor strike
hims

Mes de son g¢ucre et de ses breaches
11 radocist novele amors

qui par sa terre a fet un cors;

8'a tote sa proie acoillie;

son cuer a o g0i s'anemie,

s'aimme la rien qui plus le het.
Bien a vangiee, et si nel set,

la dame la mort son seignor;
vangenee en a feite greignor,

que ele panre n'an seust,

8'Amors vangiee ne l'eust,

qui si dolcemant le requiert

que par les ialg el cuer le fiert; (vv. 1360-1372)

1'I'he quotations from the text are taken from the edition of Mario
Roques. Les Romans de Chrétien de Troyes, vol. 4 (Paris:Champion, 1964),
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True to fin'amors theory the darts of Amor penetrate "par les
ialz" and strike a wound to the heart "dom il ne sera ja mes sains"
(v. 1380). The more he looks the more he loves her and is enthralled by
her. Then he reasons with himself. He counts on the changing moods of
women:
D'or en droit ai ge dit que sages,
que fame a plus de cent corages.
Celui corage qu'ele a ore, 5
espoir, changera ele ancore; (vv. 1438-1442)
As a true courtly lover he justifies his love by sdjugating him-
self to its laws:
Qui Amor en gre ne requialt
des que ele an tor 1li l'atret
felenie et traison fety (vv. 1448-1450)
Then he muses at length on the lady's beauty, concluding
Don fust si grant biaute venue?
Ja la fist Dex, de sa main nue,
por Nature feire muser. (vv. 1501-1503)
dis imprisonmenyv now appsars sweat toc him, and he confides in
Lunete, the clever damsel. In a scene of very fine psychological analysis
and of a comic Quality approaching that OI Marivaux, Lunete suggests in
very subtle tcnes to her lady to cease mourning and to consider taking
another husband. She mentions the necessity of defending the fountain

and the :Lza.nd.3 Laudine, the widow, pretends not to want to hear of it,

but Lunete cunningly leads her lady through a process of rationalizing

ZGuatava Cohen. Chrétien de Troyes et son oeuvre, p. 312 belisves
this passage to be an indication of Chrétien's antifeminist attitude.

3In the Middle Ages the defense of the domain was & very real neces-
8ity. The law of the stronger prevailed.
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until the latter acquits the kilier of her husband and is willing to see
him, After all, the lady reasons, he had to kill her husband in order to
gave hig own 1life. This new idea is "smcldering™ in her mind:

Et par 11 meismes s'alume

ensi come 1li feus qui fums

tant que la flame 1 est mise,

que nus ne la soufle n'atiss. {vv. 1769-1772)

Her mind is soon made up. She is very eager to know of the knight

and shows interest in marrying him:

Mes dites moi, se vos savez,

del chevalier don vos m'avez

tenue a plet si longuemant

quiex hom est i1, et de quel gent,

Se 11 est tex qu'a moi ateigne,

mes que de par lui ne remaigne,

Je le ferai, ce vos otroi,

seignor de ma terre et de moi. (vv. 1801-1808)

The scene in which Lunete brings Yvain before Laudine £inds no
varallels in Erec et Fnide or Clizds., Yvain plays rather the role of the
submissive amoureux as we have found it in Lancelot. We concede that he
is in actual physical danger by delivering himself into the widow's hands,
but his surrender is more that of a lover than of a knight. When Lunete
announces to Yvain that her lady wants to imprison his heart as well as

his body (vv. 1925-1926) he answers in the fashion of an idolizing trou-
badour:

- Dare, fet il, la force vient

de mon cuer, qui a vos se tient;

an ce voloir m'a mes cuers mis.

- Et qui le cuer, biax dolz amis?

- Dame, mi oel. - Et les ialz, qui?

- La granz biautez qu'i a forfat?

- Dame, tant que amer me fet.

- Amer? Et cui? -~ Vos, dame chiere.

- Moi1? -« Voire voir. - An quel meniere®
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- An tel que graindre estre ne puet;

en tel que de vos ne se muet

mes cuers, n'onques aillors nel truis;

an tel qu'aillors pansser ne puis;

en tel que toz a vos m'otroi;

an tel gque plus vos aim que moij

en tel, s8'il vos plest, a delivre

que por vos vuel morir ou vivre. (vv. 2017-203%)

Thus they are qulekly reconciled. Yvain agrees to beccme the
defender of the fountain "vers toz homes". She presents him to her coune
cil of knights of whom Lunete had said (vv., 1632-1633)"...une chenberiere
ne valent tuit". On their advice and also because of "qu'Amors a felre
11 comande" (v. 2141) the -wedding is eele‘t)rat‘,ed.)4 With this state of
affairs the first part of the romance can bs said to have found its con-

clusion:

Mes or est mes sire Yvains aire,

et 1i morz est toz obliezs

cil qui 1l'ocist est mariez;

sa fame a; et ensanhble gisent;

et les genz ainment plus et prisent

le vif c'onques le mort ne firent., (vv. 2166-2171)

The "bele conjointure" is provided by the arrival of Arthur and
his knights at the fountain. Yvain fulfills his duty and rushes to defend
it. Be unhorses the first knight to brave him, the seneschal Keu, and then
reveals his identity and invites Arthur and his men to his castle. Several
days of festivities follow., When the guests are ready to depart, they beg
Yvain to come with them. It is Qauvain, the knight par excellence, who

speaks the decisive words that sway Yvain's inelination and determine the

course of the romance:

4The practical aspect of a prompt remarrisge is drastically demon-
strated in Girard de Viane, where the hercine says to Charlemagne: "A

quoi gert le deuil? Donnez-moi un autre mari, donnez-moi un mari bien
puissant."”
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~Comant! geroiz vos or de cax,

ce disoit mes sire Gauvains,

gqui por leur fames valent mains?

Honiz soit de sainte Marile

quil por anpirier se marie!

Amander doit de bele dame

qui 1'a a amie ou a fame,

que n'est puis droiz que ele l'aint

que ses los et ses pris remaint. (vv, 2486-24g4)

The problem is a familiar one, It is the question of the relation-
ship between chivalry and amour courtois, of the fumctions that these two
basic occupations of the kmight should fulfill in reapect to each other.
Again, as in Erec et Enide, the danger of being considered a recreant is
faced by the hero. When Gauvain bids Yvain

Ronpez le frain et le chevoistre,
s'irons tornoier moi et vos... (vv., 2502-2503)

Yvain hesitates no longer between love and adventure and asks leave of
his wife. He asks her for permission to escort the King and to attend at
tournaments, that no one may reproach his indolence. He wants to seek
adventure, he tells her, "por vostre enor ot por la moie" {v. 2554), ihus
emphagizing the elevating function of adventure for both lady and knight.
Iuib is Lrue even in marriage according To uaretlen, Lazar commentss
Le mariage, s'il couronne un amour sincére, ne peut cependant

pas 8tre consideré par les époux comme une fin en sol. Le chevalier

doit continuer & se montrer soucisux de sa renommée et améliorsr ses

vertus chevaleresques. Le mariage doit rendre meilleur, ennoblir,

Ce que lea troubadours réclament pour la fin'amors (1'amour en dehors
du mariage), Chrétien 1l'exige pour la vie conjugale.?

With the humility of a fin amant Yvain asks for a year's leave,

She grants it to him, warning him that her love would turn into hatred

SLazar, op, eit,, p. 2u8,
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if he overstayed the term. She also gives him a magic ring which would
preserve him from evils "Tant que de s'amie 1i sovaigne" (v. 2610), and
Yvain parts "en aventure'.
Parting is not easy. Chrétien uses the popular theory of the trans-
position of the heart: Yvain leaves his heart with Laudines
Li cuers a boene remenance
et 1li cors vit en esgperance
de retorner au cuer arriere; (vv. 3657-2659)

The year passes. Modern critics often cast Laudine as the haughty
domna, but the text shows her suffering in the absence of Yvain and counte
ing the days until his return:

Car qui ainme, il est en espans,

mes tote nuit conte et asome,

ntonques ne puet panre boen some,

les jorz qui vienent et qui vont. (vv. 2758-2761)

Gauvain and Yvain are the herces of many & tournament, and the
life of adventure so captivates Yvain that he forgets to keep his promise
to his wife. One day, after returning from a tournament, he remembers
suddenly that he has overstayed his leave, He is ashamed and he can barely
hold back his tears. At this moment a damsel rides into the camp and ex-
tends greetings of her lady Laudine to everyone present, except to Yvains

eeos» Yvain,
le mancongier, le tricheor,
le desleal, le guileor,
qu'il 1'a guilee et deceuej
bien a sa guile aparceue
qu'il se feisoit verais amerres,
s'estoit fos, souduianz et lerres; (vv. 2720-2726)
She takes his ring and tells him never to come back. Yvain is in

deep distress. He begins to hate himself, and in desperation he flees the
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asgembly of knights. Madness overcomes him:

Lors se 1i monte uns torbeillons
el chief, si grant que il forsane; (vv. 2806-2807)

Since Laudine has broken her relationship with him he sees the
futility of his adventures., They become devoid of meaning., Adventure
for adventure's sske is an unworthy occumation for a knight. It does
not compiement nis love nor does il bring about the mental growin pro-
cess that the adventure in the service of a lady brings. He is there-
fore no longer a part of society. Naked and ocut of his senses he wanders
in the wilderness. His transgression against courtoisie has thrust him
to the very bottom of the social scale. This condition of Yvain is the
beginning of his struggle to return to a meaningful place in society.

Jt is a woman who heals him from his madness, and immediately he
embarke upon a new course of adventurea. These are seen by some scholars
as a series of unrelated episodes that culminate in Yvain'a return to
Landina'a gond gracas, Others, howaever, gee in them a very carafully
conatructed series of episodes each of which adds something to Yvain's
CUGLat Ve, UlY SULLUULLIUSICY, aud Uis ISpulduiUlls 1LYy ale i & suclad,
charitable nature, and they are an attempt to regain the graces ¢f Laudine.,
In a forest he encounters a lion fighting with a snake. He kills the snake,
The lion becomes attached to Yvain like a good-natured dog. The episode

is obviously symbolical., Fierz~Monnier believes:

Den Kampf zwischen Ldwe und Schlange, den der Mensch Yvain zu
Gunsten des Lowen entscheidet, kénnte man als den Zusammenprall
zweier entgegengesetzter Miachte auffassen, Der Ldwe wiirde einen
naturhaft-feurigen und vital'minnlichen Instinkt, die Schlange aber
eine gefdhrliche dunkle und untergrindige Macht darstellen. Es
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kommt darauf an, daB die 6vite.1e Energie nicht von der untergrmindigen
Macht verschlungen wird,

A more obvious symbolism is the one pointed out by Myrrha Borodine:

Ce iion devient dans notre roman le symbole vivant de la fidelité
dans l'attachement. Aussi Yvain qui s'appelle lui-méme le Chevalier
au lion met en lumidre le caractére de son amour pour sa dame, Le
lion est donc Tour lui en méme temps un reproche, un exemple et un
encouragement. /

With the help of the lion Yvain has several adventures, all of a
charitable nature. He is on his way to become again a courtly knight.
"Los" and "pris" are important to him, He wants to see his "pris croistre"
(v. 2499). Society has to be a witness. Yvain knows it:

Que por neant prant sa bonte
qui vialt qu'eéb ne soit seue. (vv. 4274-4275)

It is significant that Yvain now becomes known as the "Chev:clier
au lion", This 18 his new name thal he is "creating"” for himself. It
6lgnals his new idenvity,

Yvain's final reconciliation is brought about by a ruse. Laudine
meets the Chevalier au lion without recognizing him., She has pity on him
because he tells her that he suffers from the wrath of his lady. The
comical vein of the romance is again evident in her answers

- Certes, fet ele, ce me poise,

ne tieng mie por tres cortoise
la dame qui mal cuer vos porte. (vv. 4687-4589)

6Antoinette Flerg-Monnier. Initiation und Wandlung (Berns

Francke, 1951), p. 57.

7Myrrha Borodine. La Femme dans 1'ceuvre de Chrétien de Troyes.
(ParissPicard, 1909), p. 224,
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Yvain leaves and goes to the court of Arthur where he 1s engaged
in a duel with Gauvain who does not recognize him either, The duel ends
in a draw, and the two friends find each other. Happiness and glory reign
at the court of Arthur,

But Yvain is still unhappy. The glories of adventuire do not
satisfy him now without the love of laudine, In a desperate effort he
goes to the fountain in the forest o Broceliande and raises a terrible
Btorm-a Lunete, who knows of Yvain, suggests to the lady to ask for the
help of the Chevalier au lion and to help him in return in regaining the
good graces of his lady. Laudine agrees. When she discovers the truth
she cannot break her promise. Her rancor and her hurt pride vent theme
selves in bitter accusations. Yvain assumes the role of the penitent
sinner;

et dit: Dame, misericorde

doit an de pecheor avoir.

Conpare ai mon nonsavoir

et je le voil bien conparer,

Folie me mist demorer,

8i m'an rant corpable et forfet,

et molt grant hardemant ai fet

quant devant vos osai venir;

mes s'or me volez retenir,

Ja mes ne vos forferai rien. (vv. 6770-6779)

Laudine speaks the redeeming wordss
- Certes, fet ele, je voel bien,
por ce que parjure seroie
se tot mon pooir n'en feisoie,

la pes feire antre vos et moij
8'il vos plest, Je la vos otroi. (vv. 6780-6784)

Thus Chrétien concludes his romance. To add anything further, he
remarks, would only be lies.

8MYrrha Borodine, ibid., p. 231 considers this action of Yvain
a "deus ex machina",
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This romance exemplifies most elearly of all of Chrétien's work
his theory concerning the question of how to reconcile love and adventure.
The true knight must not forsake one for the other., Yvain, in following
the advice of Gauvain, avoids the mistake of Erec. He does not become
recreant to society by spending all his time in his wife's bed instead
of going out into the world in quest of adventures helpful to mankind in
distress, But he commits an error as grievous as that committed by Erec.
He becomes a recreant to the love he feels for his wife - by forsaking
love for adventure. By his lack of mesure thege two basic features of
the kmight do not complement each other. Yvain is punished, but by his
subsequent behavior he reestablishes his reputation as a courtly knight
through a conscious effort to ralse his valor by various adventures of
chivaliy, alding the weak and the oppressed. This type of adventure is
different from the aimless jousting games he had enjoyed with Gauvain.
It raises him again to the level where he is worthy of amour courtois,

Laudine, unlike Enide or Soredamors, reminds us of Guenigvre by
her dominating role., Yvain's position is not unlike that of a lover in
troubadour poetry. But in this romance the "service d'amcur” is adapted
to Chrétien's taste. It is meaningful and it emphasizes the ennobling
function of chivalrous adventure within the framework of marriage, which
in this work is far more than the tribute paid by Lancelot to the Queen.
The two factors of love and adventure are finally brought into proper
equilibrium and contribute to the happiness of the married couple.

Therefore both love and adventure are constructive forces.



CONCLUSION

An analysis of the love theme in twelfth century French literature
shows c¢learly a greatl diversity, & diversity that cannot be lumpad together
and described with any pretense of accuracy with a single term, such as
"Courtly Love". It would also be inaccurate to state that the fin'amors
of the troubadours was adopted and imitated by the poets of the North with-
out stating at the same time that it was generally modified to a degree
where it lost ite salient characteristics, most notably the insccessibility
of the celebrated object of love with its attendant ethereal qualities.
This inaccessibility was overcome in the North by a process of maturation
and self-realization through chivalric virtues which elevated the aspirant
to a higher plane of consciocusness of himself and the world, and on this
plane he could expect to join courtly soclety and atialn its radiant center,
the courtly lady. This ethic of chivalry, of course, was limited to the
relatively educated leisure clasas, the nobility, but it was to have a
decisive impact in the centuries to come on all of western civilization.

The existence of amour courtois as a medieval concept has been cone-

1
tested by D. W. Robertson and others, ihe term was coined by Gaston Paris

1D. W. Robertson, Jr., A Preface to ChauceriStudies in Medieval

Perspectives (Princeton, 1962).
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in his article on "I.,ance'.Lot".2 But the detailed definition of Gaston
Paris, with its emphasis on a furtive and extremely submissive relation-
ship of the lover to a superior and even haughty lady, can be applied

accurately only to the Chevalier de la Charrette and not to Chrétien's

other romances. We canno’ at all speak of amour courtois in the Tristan

legend, where the amour passion lacks the quality of control that the
courtly lover has over his fate. The early romances lack the psycholo-
gical insights into the complexities of human sentiment that a Chreétien
de Troyes would come to grasp and express. Zach author, then as now,
impressed his own views on the subject, and variations aresevident even
within the work of a single au‘t.hor.3

The four romances of Chrétien that we have studied in chronological
order show a distinct development of the sentiment of love. ILove and
adventure are complementary forces in the work of Chrétien. Knighthood
mist constantly be reasserted. Rut it can never be a sterile occupation;
the knight has to dedicate his exploits to a worthy cause. In the chane
sons de geste this cauvse is God and Country; in the courtly romeance it
is the love of & lady. The ideal knight, according to Chrétien, is inspir-
ed by his lady's love and seeks glory in adventure, glory that will increase

his valor and that will also reflect on the one who loves and inspires him.

This is the basis of his amour courtois. It is evident that in such a

2Gaston Paris, "Lancelot," Romania 12 (1883): 518 ff.

31n contrast to the modern writer, who consciously seeks origin-
ality, the medieval author generaly likes to refer to some source or
soriptural authority for his story. He nevertheless leaves his imprint
in style and views.
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relationship between knight and lady both love and adventure are positive
values,

This concept does not conform ‘o the stark realities of twelfth
century soeial custcms. Yet it appealed to a taste of Eréciosité in an
aristocratic audience, who saw itgself idealized. Robert Guiette writes:u

Certes, l'amour courtois est un jeu. Il est plus ou moins

orthodoxe, plus ou roins hérétique., Mais il ne saurait correspondre
3 la rSalite d'une Spoque qui fut brutale, Il vise au contraire
4 affiner une socidtd qui semblait le désirer,

The characters of Chrétien's narrative move in a setting of fairy-
tale and magic, although we are often given precise descriptive data on
time and place. "Réalisme magique”, Anthime Fourrder calls it.” The
psychology of his characters, however, is very realistic. Laudine, alone,
could be the subject of an interesting psychological study. The lengthy
self-examinations of the protagonists, especially in Cligés, may seem
overdone to some modern readers, but medieval audiences may well have
Zound them delsctable. Chrdtisn's frequent and witty authorial intere
ventions and the sparkling elegance and light spirit in many of his pas-
sages, rarely vire the reader,

Chrétien also shows himself as a realist in his aim to reconcile
love and marriage. He disapproves of the ethereal inaceessibility of the
domna of troubadour poetry and does not accpet the contemporary principle
of incompatibility between love and marriage. He replaces the "domma"

with the ideal double role of fame et amie, He condemns illicit passion,

aRobort Guiette, "Sur quelques vers de Cli 33." Rowania 91
(1970), p. 175.

5Anth1mo Fourrier, Le Courant réaliste dans le gcourtois
en France au moyen 8ge (Paris:Nizet, 1960), p. 111,
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as in the Tristan, and celebrates married love as the guarantor of rap-
piness and harmony. It is significant that this idea of Chrétien was
not within the mainstream of twelfth century social consciousness, "Qui
a le coeur, si ait le corps", says Fénice in Cligés. This choice, accord-
ing to Chrétien, must be a matter of will, not of fave or fatality. The
inception of love is spontaneous, but if this amour is to be gourtois,
it must be controlled within the context of chivalric virtues. Thua
becomes "Amor fons et origo omnium bonorum". It must not be a passion
that the lovers do not want, nor must it remove them from society any
more than marriage should (as in Erec).

Various criticism have been leveled at the work of Chrétien.

Perhaps one of the most severe is the one by Jessie Weston in her study

of La.ncelot:6
Nor is Chrétien really successful in depicting lovers as lovers:
they are little more than lay figures; they talk at grsat lemgth, and
indulge in analysis of their feelings, expressed in the most graceful
and ingenious language; but one

'Iseut ma dru, Iseut ma vie,
En vous ma mort, en vous ma vie!'

is worth all Chretien ever wrote on the subject; the breath of the
God is not in it.

She further speaks of a lack of intensity of emotion and criticises the
crtificial setting at court, rather than the natural one of the woodlands.

Her c.aims are convineingly countered by Douglas Kelly in his excellent

6Jessie L. Weston, The Legend of Sir Lancelot du Lac (Londons
Nutt, 1901), p. S4.
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study of I.ancelot.7 Kelly points out that courtly conventions give mean-

ing and form to amour courtois:

It must be remembered that the Middle Ages believed in pageantry
and convention, in ceremony as the only suitable way to express emo-
tion; one held elaborate tournaments for enjoyment, one followed the
rules of courtliness to express love. The very constraining effect
of these conventions freely entered into gave to their emotions
sharpness, an intensiiy, and a depth that have been lost on thoszs who,
like Miss Weston. supnose that to be sincere emotion must come forth
unhindered by the trappings of conventions, no matter how old or
venerable those conventions may be. The conceive love only as a re-
lease from constraint rather than a cause of constraint, and there-
by expect the lovers to expend their emotions in less distinct and
more stormy outbursts of passion. This type of love is not char-
acteristic of the figures in the writings of Chretien de Troyes. The
courtly poets of Chrétien's time used intricate forms and and elevated
style to translate their emotions; in a similar spirit Chrétien has
Lancelot and Guenevere conform to the idealized patterns of courtly
behavior. For him, this was the only suitable way to express the
beauty and worth of their expeirience. From such a conception of love
and the lover's conduct there results a tension between convention
and emotion that gives meaning to the former and depth and durability
to the latter; the lover‘s passion is anchored in his heart by its
prolonged intensity and isrenderedmre beautiful by the care with
which it is borne and expressed.

W. W, Comfort in the preface to his translation of Chrétien's
work accusea the author of lack of proportion, vain repetitions, insuf-
finient motivation umarinome auhtlatian. and 1nd.1igqu:9 OCamfart. Anan
not go beyond a mere statement of these accusations, and one suspects
that they are merely his personal impreusions. Other readers may find
the subtleties not at all wearisome, nor the repetitions vain. As for
the indelicacies, a Chrétien would have been shocked, could he have read

the writings of his colleagues of some eight hundred years later.

7Douglas Kelly, Sens ard Conjointure in the Chevalier de la
Charrette (The Hague, Paris:Mouton, 1968).

8Ibido' ppo 2"‘0-2“‘10

9Chr§tien de Troyes, Arthurian Romances, translated and edited by
W. W. Comfort (London and New York:Dutton, 19175, reprinted 1958), p. V.
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The use of the miraculous in Chrétien's work must also be regarded
in the light of the predilections of his medieval audience. The modern
reader, accustomed to a well designed and re‘listic plot, does not care

to see the deus ex machina come to the rescue. This, however, should not

distract the modern reader from his appreciation of Chrétien, the psycho-
logist of love. In his romances Chrétien is able to present variations
of the ther . love. Even when the "san et matiére" are not his, he is

capable of virtuosity. 1In his Yvain his own ideas on amour courtois are

expressed in their full maturity. In the same work Chrétien's conception
of love is crystallized in these lines (6045-6046):

Amors qui n'est ni fausse ne fainte
Est precieuse chose et sainte,

The Ovidain views on the subject were too earthy for Chrétien,
troubadour fin'amors a vain dream. He was the first author in European
literature who could conceive of a shudder that was not madness, an em-
brace that was nov a dream, a marriage union that was not merely conven-
ience or an ending, buttalance and harmony within society and within
the self. ‘

The cynics would have it that all these romantic notions be ban=-
ned, never to return, along with King Arthur, to a distant Avelon. But
let us hope that this world will always be populated by some knights in

shining armor - and some ladies who wish it to be ao.
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