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AMOUR COURTOIS IN THE WORKS OF CHRETIEN 
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 
in medieval courtly literature, as it is frequently done.

The ideological basis of amour courtois is the 
fin’amors of the troubadours, who introducedthis 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 trouvères, 
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 Chretien de Troyes, 
the greatest writer of medieval French epics.

Chretien knew the works of his predecessors and 
contemporaries and was influenced by them. In his works 
he reacts to them, particularly to the Tristan. Chretien's 
own conception of the love theme evolves in his romances. 
It is essentially uncourtl.y in his first romance. Erec 
et Enide. Chretien shows himself a good student of 
troubadour fin'amors in Cligês, where he also strongly 
and explicitly reacts against the Tristan legend. In 
his Chevalier de la Charrette he holds back his own 
ideas on courtly conventionsand 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 Parisj term amour courtois 
is based. In Le Chevalier au Lion Chretien 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 Charrette, buF Chretien's own idea 
of amour courtois.



INTRODUCTION

"The trouble with Courtly Love is that it gives its lovers no rest, 

and the modem critical devotee is hardly less jealous of his favorite 

theory of its nature and source than was the troubadour."' With this pes­

simistic appraisal a modem scholar characterizes succinctly the efforts 
in a vast field of study. The difficully 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 avoid the pitfalls of either being pedantic in our discussion 

of a subject that allows no pedantry, or of giving way to flights of

fancy, for which them is no room in a work of a scholarly nature.
2After Gaston Paris had originated the term amour courtois 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 idiosyncrasies of individual authors.

 ̂Theodore Silverstein, "Andreas, Plato, and the Arabs, Remarks on 
Some Recent Accounts of Courtly Love," Modem Philology 47 (1949-50), 
p. 117.

p. 319.
2Gaston Paris, "Le Conte de la Charrette," Romania 12 (I883)*



Frequently the critics have been too vague in their distinctions between

courtoisie. amour courtois, and fin*amors, or they have made no distinc-
•5 4tion at all.''̂  For Denis de Rougemont amomr-nassion, cortezia and amour

5courtois are identical. According to Belperron^ courtoisie is a neces­
sary product of amour courtois. It must be stated, however, that these 

two conceptions are not interdependent.^ 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 "coxirtoisie ennuie Chrétien de

Troyes", who in his romances "doit se soumettre à la tyrannie de la mode
7et de sa protectrice." 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" Chretien, 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

^C£, e.g., Moshe Lazar, Amour Courtois et Fin*Amors dans la lit­
térature du Xlle siècle (ParisiKlincksleck, 1964), for a detailed dieous- 
slon of these terms.

4
Denis de Rougemont, L'Amour et 1*Occident (Paris:Pion, 1939)»

p. 61.
5P. Belperron, La Croisade c o n ^  les Albigeois et l*unlon du 

Languedoc à la France (ParisiPlon, 19^2), p. 53»

^Lazar, op. cit.. p. 21.
7
Belperron, op. cit.. p. 54.



a clearer light by making a distinction between the cortezia of the trou-
0

badcurs and the corteisie of the North.

The meaning of amour courtois is indeed not easily defined, and 
an indiscriminate use of the term may well lead to confusion. Jean 

Prappier comments :
Le sens du mot courtois eat complexes il est employe en effet 

tantôt avec une valeur large, par exemple lorsqu'il se rapporte d'une 
façon générale à la morale chevaleresque et aux élégances de la 
politesse mondaine, tantôt avec une valeur étroite, plus raffinée, 
plus "pure", lorsqu'il désigné un art d'aimer qui n'est pas acces­
sible au commun des mortels, cet embellissement du désir érotique 
et cette discipline de la passion qui constituent proprement l'amour 
courtois.9

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 applied to love, courtly has quite another meaning. It is the term 
that designates the species of the love of the troubadours.'*^

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

eval French literature, who la likely to agree with Moshe Lazar i#dio main­
tains that

...l'expression amour courtois est impropre pour qualifier 1 'idéo­
logie amoureuse qui s'épanouit au XII® siècle dans une grande

0
Cf. Lazar, o p .  cit.. p. 2 ^ , Cf. also the excellent article by 

Alexander Denomy, "Courtly Love and Courtliness," Speculum 28 (1955)t 
pp. 44-65.

^Jean Prappier, Le Roman Breton. Des Origines à Chretien de
Troyes. 2nd. éd., (Paris*Centre de documentation universitaire, 1951), 
p.
[•royea 
>. oè.

10,Denomy, art. cit.. p. 46.



diversité d'oeuvres littéraires, et est trop étroite pour pouvoir 
contenir à la fois l'amour exalté par les troubadours et l'amour 
prône par un Chrétien de Troyes ou par les trouvères. Si l'amour 
courtois est un art d'aimer, une certaine manière de vivre et de 
chanter l'expérience amoureuse, il n'est pas le même pour les poètes 
du midi, pour Marie de France ou pour Chrétien de Troyos. Et à plus 
forte raison n'est-il pas le même pour les poètes du XIII® siècle qui 
colorent les thèmes amoureux d'un vernis de religiosité et dont le 
point de départ est la morale chrétienne. Aussi, parler conne on l'a 
toujours fait, de l'Amour Courtois au Moyen Age, sans distinction de 
milieu ou d'époque, revient à qualifier d'un même nom des conceptions 
d'amour radicalement opposées les unes aux autres, tant par leur 
essence que par leur portée. La fin'amors des tzx>ubadours, l'amour 
conjugal courtois de Chrétien, l'amour passion (enrichi de certains 
éléments de la fin'amors) du Tristan et Iseut de Th<xnas et des contes 
poétiques de Marie de France, ce sont la autant de conceptions qui ne 
se laissent pas réduire à un dénominateur commun, a une seule et même 
formule.11

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, Chretien de Troyes. Even the casual student of Chretien's romances 
will recognize that the matter is differently treated in the Chevalier de 

la Charrette than it is in Cliges. A close study of the texts under care­

ful consideration of the ablest international scholarship may well reveal
smme interesting insights into Chrétien's treatment of the subject. A

12study of this nature has been made by Myrrhs Borodine, but many new 

aspects have appeared in the prodigious amour courtois and Chrétien studies 

of the past sixty years. A thorou^ and comprehensive re-evaluation of 

the amour courtois theme in Chretien's work seems warranted.

Chrétien wrote to suit the literary fashions and tf-'-es at the 

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

11
Lazar, op. cit.. p. 23.

^^Myrrha Lot-Borodine, La Feame et l'amour daiml'oeuvre de Chrétien 
de Troyes (ParistPicard, 1909).



Aliéner of Aquitaine and Louis VII, king of Prance, 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 

Chretien with the "matière" 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 primarily prouesse 

and chevalerie. as depicted in the chansons de geste. It was at the 

more refined courts of southern Prance vdiere love was first considered 

an ennobling force, a source of virtue, and it was there that it was 

consciously favored to religious and chivalric i d e a l s . 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 objective cause, for Christi­

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 chrétienté" or "por France douloe" does he go into 

battle, but he fights for himself and, as we might suspect, for the love 

of a lady. Courtly Love becomes his guiding value. A new jAiase 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

^^Cf. E. Wechssler, Das Kulturproblem des Minnesangs (Hal]@i 
Niemeyer, 1909)*



for literature and esthetics. The different outlook on life, the war­

like one of the IJorth 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, is 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, finds 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 Provençal 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 

lies not in their form nor in their subject matter, but in -ttie 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 vhich 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 cleric.

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

Faral writes :
Mais il semble que, vers II50, leur nombre, grâce à la prospérité 

des écoles, crût considérablement. En outre, il se peut que, à la 
même date, leur attitude dans les cours ait changé et qu'ils aient 
paru plus entichés de mondanité que leurs prédécesseurs. Le fait 
est qu'ils avaient reçu une education littéraire toute différente.
Non seulement en étudiant les poâtes anciens, ils s'étalent pris 
d'un goût nouveau pour 1'invention artistique... mais de plus, 
choisissant parmi ces poètes anciens, ils s'étalent attachés à



quelqueB-VIIÎ8 de ceux qui avaient obéi à l’inspiration la plus libre 
ou m@me la plus licencieuse: ils admiraient, louaient, et imitaient
Ovide.

We know that Chrétien is quite familiar with Ovide. He states so

in the opening lines of his Cliges:

Gil qui fist d'Erec et d’Enide,
Et lea coifflsendernanz d'Ovide 
Et l'art d'amors an romans mist.

(Cliges, w .  1-3)^^

It seems that he served his literary apprenticeship in trans­

lating the Latin author, a widespread practice at his time. The clerics 

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 spiritual and intel­

lectual acumen they endeavor to "gloser la lettre", to give their personal 

interpretation to this heritage.

Chretien's life at the court of Changpagne brings him in contact 

with the literary works and figures of his time. He must have known 

Andreas Capellanus, the codifier of the "̂ ype of amour courtois that 

occupied the fancy of the Champenois court. He knows the Tristan legend

and reacting against its morality, refers to it again and again. Prappier
17calls Chrétien' 8 interest in this legend an "obsession". He is also

l4Edmond Paral, Recherches sur les sources latines des contes et 
romans courtois du Moyen Aite (ParisiChamplon. 1913!). p. 194.

^^Chretien de Troyes, Cligée. ed. A. Micha, Classiques français 
du Moyen Age (Paris:Champion, 1957),

^^Cf. W.A. Nitse, "Sans et Matière dans les oeuvres de Chrétien 
de Troyes," Romania 44 (1915-I7 ), pp. 14-36.

17Jean Prappier, Chrétien de Troyes, l'homme et l'oeuvre (Paris: 
Hatier, 1957), P. 22.
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much intrigued by the "matière de Bretagne", a pool of Celtic legend 

material^® illustrated by Geoffroy of Monmouth in his Hiatoria regum 

Britannlae. which appeared in 1156, and makes it the vehicle of his 

romances.

Before attempting an analysis of Chretien'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 literauy and sentimental climate of the second 

half of the twelfth century in northern France, we can turn to Chretien 
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 Chretien's 

borowings we shall attempt to show also the author's own ideas of and 

attitudes toward this new concept of amour courtois.

18 ^Cf. Roger Shemau Loomis, Arthurian Traction and Chrétien de 
Troyes (New York:Columbia University Press, 19^9)*

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



PART I. THE DEVELOPMENT OP 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 Prance. Modem etiquette, the precedence of women, coxirteout 

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 disgrace. This was the fate of Medea, 

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

relatione can, at times, be as satisfying as the friendship between good
2men. 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

^C.S. Lewis, The Allegory of Love (Oxford:Clarendon, 1936), p. 4.
2Aristotle, Ethics. 1162A (as quoted by C.S. Lewis, o p .  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 southern Prance 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."̂  As the term inqplies, courtly love is not an affair of the masses.

Indeed, its first exponent, Guillaume de Poitiers (1071-II27), 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 categoriesx
4the "chansons bachiques" and the "chansons courtoises". "Rie drinking songs 

are quite in the vein that we would expect of Guillaume. In the best- 

known one the author compaMS his two mistresses to two horses which he 

is unable to "garder tous deux, car l'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 serious sentiment with Ihe basic characteristics 

of vdiat 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, duzdng 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

^The terms used by the troubadours themselves were "verai amors", 
"fin'amors", "bon'amors".

^Pierre Belperron, Joie d'Amour (ParisxPlon, 1948), p. 55*
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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 siècle, probablement non sans appui 
sur certaines formes nouvelles connues à Bag 'ad, et, d’après ce que 
nous disent les auteurs arabes l'art des les composer se répandit 
bientôt aussi dans l'Orient. Quoique nous ne les trouvions dans aucun 
manuscrit oriental de cette époque-la, nous pouvons admettre comme sûr 
que Guillaume put les entendre chanter en Syrie avec assez de fréquence 
pour SQ rsndro compta, d'après la mélcdla, do lour systoso do vcrsifi° 
cation et, en même temps, acquérir des idées plus raffinées sur l'amour.

This Arabie influence on the formation of "the Old Provençal lova 

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 i^e basis of dissimilarities. Further­

more, very few Romanists are also sufficiently qualified Arabists. The 

opinions of most scholars are thejrefore for the most part not based on 

first-hand comparative studies. However, Nykl's careful research strongly 

supports the Arabic theory, particularly in the case of Guillaume de 
Poitiers. Nykl concludes:

Si Guillaume de Poitiers emploie dans sea poésies des images qui 
coincident entièrement avec celles connues parmi les musulmans espagnols 
et dans aucun autre milieu européen de l'époque, on peut considérer 
non seulement comme très probable, mais comme absolument certain, que 
la connaissance de cette philosophie d'amour a dî pénétz^r en Aquitaine 
par la voie du monde musulman voisin. Il serait assez bizarre de 
supposer que cette philosophie eût pu se former des deux côtés des 
Pyrénées d'une manière tout à fait indépendante."

It has been fairly common practice among students of literature to 

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

^A.R. Nykl, "L'influence arabe-andalouse sur les troubadours”, 
Bulletin Hispanique 4l (1939)» P. 313»

^Ibid.. p. 314.
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Love. Yet, it is erroneous to define the love sentiment of the trouba­

dours and that found in a thirteenth century prose romance as one and the 

same. It is further inaccurate to draw on the theories of Andreas 

Capellanus in order to explain the work of a Bernard 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 critics 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 troubadours. 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 distinctions, 

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 Love lyric of the trouba­

dours is represented by Marcabru and Bemart Marti. The representatives 

of the second group are Jaufr€ Rudel and Bernard de Ventadour. Cercamon 

takes an intermediate position. Hie first group are called the realists, 

because they deplore in an often rude and coarse s^le 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, carnal and worldly

love of the idealists versus the conseirvative realistic school that 

condemned these new ideas. This theory of the two schools was conceived
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by Carl Appel^ and later developed by Hcepfftier,^ Jeanroy,^ and Riquer.

Thus, Jeanroy equates the "pure love" of Marcabru with divine love and

opposes it to the profane love of the courtly p o e t s . C a r l  Appel, in
12an article on Marcabru, claims to discern a strong distinction that the

latter makes between the two schools.

It is the merit of the eminent troubadour scholar Alexander Denomy

to have established that the troubadours, at least as far as their concep-
l4tion of love is concerned, can not be divided into two schools. With 

philological exactitude he analyzed the works of the prominent representa­

tives of both "schools", Guillaume IX, Marcabru, Cercamon, Bemart 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 existed among them (the 
troubadours) a constant tradition and conception of pure love, -

7Carl Appel, Bemart von Ventador. Seine lAeder. mit Einleit»wff 
und Glossar (HalletNiraeyer, 191$), p. XXIV, LXI, and LXVl.

8Ernest Baepffher, "Le troubadour Bemart Marti," Rgggn^
(1928), 10> 150.

q__Alfred Jeanroy, La foeaie lyrique des iroubadour» (rariaxoidier). 
vol. I, pp. I4-30.

^^Martin Riquer, La lirioa de loa trovadorea (Barcelona, 1948), 
vol. I, pp. XL-XLIII.

^^Jeanroy, o p .cit.. p. I7. "Vers la mSsM tpoque, Marcabru, i 
la fin d*une piece ou il exalte le pur aawur, c'eat à dire l'amour 
divin, a'ilive contre l'amour profane."

^^Carl Awel, "Zu Marcabru," Zeitachrift für ronaniache Philoloaie
43 (1923), p. 450.

^^Ibid.. p. 450.
l4Alexander Donoay, "Fin Amorai The Pure Love of the Troubadoura, 

ita Amorality and Poaaible Source," Medieval Studiea 7 (1945), pp. 139-
179.
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fin'amors. Par 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 touching and 
lying beside her nude body - in short, in all that provokes and fans 
desire. For it is desire that is the essence of 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 article^^ Denomy sums up the fundamental notion of 
Courtly Love:

What might be called the mechanics of Courtly Love consists in 
three fundamentals: the exalted position of the beloved, the surge
of the lover upward to the beloved, love as desire and yearning. '

Ihis theme is fixed in troubadour love lyrics. Creative possibil­

ities for the troubadour lay in the variations of tills theme. However,

the startling fact is that this troubadour conception of love is new,

vttuixe any sentiment of preceding ages. Love is an ennobling force.

Vaatin 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:

Ibid.. p. 142.

^^Alexander Denomy, ”An Inquiry into the Origins of Courtly Love,”
Medieval Studies 6 (1944), pp. 175-26O.

"̂̂ Ibid.. p. 185.
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Ovide says that love debases; the troubadours say that love ennobles.

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. Ihe lady's beauté d'âme, 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 contenqplation 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, .1 vostre core gens
e.lh vostre bel olh m'an conquis
e.l doutz esgartz e lo olar vis
e.l vostre bels ensenhamens
que, can be me.n pren esmansa
de beutat no.us trob sgansa:
la genser etz c'on pose'el mon chauzir, .g
0 no i vei clar dels olhs ab que.us remlr.

xnis love xransrorms xne lover. It gives a new personality.

It captivates him. It affects every fiber of his being. It is within the 

power of this love to render the villain courteous and to turn the evildoer 
to goodness:

^Willibald Schrotter, Ovide und die Troubadours (Halle :Niemeyer, 
1908), p. 48.

^^Carl Appel, op. cit.. I, w, 49-56.
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Amors non est peciatz}
Ans es vertutz que lo malvatz 
Pai bos, el'h bo'n melhor.
E met horn en via 
De bon far tota dia.

Indeed, so is the lover in the spell of his lady's charm that he

has lost all contirol for good or bad over his destiny:

Per lieys serai o fais o fis, 
o u plea U'mijmi,
o totz Vilas o totz cortes 
o trebalhos o de lezer 
Qu'en leys es tota la meroes 
Qpe.m pot sorcer o decazer.^**

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 oom bo senhor, 
cossi que del gazardo m'an.^^

The superior lady to vdiom the troubadour addresses himself is 

always a married lady, and in spite of the spiritual overtones of his 

imprecations, the joy and alleged elevation that he derives from his bliss­

ful state of servitude, a clearly sensual desire cannot be overlooked.

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

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

20Quilhem Montanhagol (ed. Goulet), p. 69. ("Love is not a sin; 
it is rather a virtue «diioh makes the wicked good and the good man better. 
And it puts man on the way of doing good daily.")

21Cercamon (ed. Jeanroy), I, w .  51-$4. ("Throu^ her I shall be 
false or sincere, loyal or treacherous, villainous or courtly, diligent or 
slothful. For all mercy rests with her; she can lift ms vp or debase me.")

22Carl Appel, o p .  cit.. p. 19I. ("Good lady, I ask nothing of you 
except that you take me as your servant, for I shall serve you as I would 
a good lord, however I may fare as regards reward.")
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olain»d, or a merely literary convention, or elmply unadulterated 
adultery, may depend on the Individual poet and also on the individual 
critic. Gustave Cohen seems little realistic when he considers the 
amorous relations of the troubadours "un gracieux passe-temps d'un poète 
et d'une dame" with the indulgent consent of the husband?^ Equally 
questionable is Idie opinion of Jacques Lafitte-Houssat, tdio writes;

Las homages qu'elle pouvait recevoir ne portaient aucunement 
ombrage au mari, qui en était lui-mème flatté et n'aurait pas songé 
i les empêcher. Au mari la personne et la fidélité matérielle, à 
l'amant 1*filme et la vie spizrltuelle. Bien mieux, une femme 
vertueuse non seulmaent pouvait mais devait presque avoir un mari 
et un amant. La seule faute grave, eût consisté fi avoir deux
amants.^

This may have been 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 contiaoted for purely utllitaxdLan purposes, 
the production of offspring, #ie consolidation of domains. The woMm 
acquires social standing at the aide of her husband. But love, the fin* 
amors of the troubadours, cannot exist between 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

^^Qustave Cohen, Chretien de Troyes. 2nd ed. (ParisiBoivin, 19^9),
p. 35.

24Jacques Lafitte-Houssat, Troubadoura et (F*risi
Presses Universitaires de Prance,
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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
<•», 4̂.* ..««4M  ̂M —« ««— —« M X. J ... - - — «
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Pin'amors. on the other hand, thrives on the tenuily 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 camal desires are only thinly disguised in Provencal 

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

Las! e viure que'm val, 
s'eu no vei a jomal 
mo fi joi natural 
en lelh, sotz fenestral 
cors blanc tot atretal 
com la neus a nadal, 
si c'amdul nominal 
mezuressem egal.25

^^Carl Appel, op. cit.. p. l6?, w .  33-^0. ("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 "üie lover is the physical enjoy­
ment of -tiie beloved and in this sense Courtly Love is not disinter­
ested. In truth, the language of the troubadours, even the most 
spiritual, at times does little to dissipate that general impres­
sion. 2°

This expression of desire for physical enjoyment of the beloved 

is, howsver, always tranafuaed with a r«tsp«ctful and noble fervor from 
vdtiich 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. Ihe troubadours make a distinction between fin*amors and fais* 

amora or amors oomnunaus. The former is aristocratic, spiritual and 

lasting] the latter ccmnon 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 earned by castigating false love and false lovers.
But Marcabru said harsh things only of women Wioee evil life and conduct 

merited it.

Vergoigna e no aai cor.^7
Mas de faus amlstat me clam 
Qu'snc PCS la eerps balaset lo ram 
No foron tant enganairiz^”

^^Alexander Denomy, "An Inquiry into the Origins of Courtly Love," 
Medieval Studies 6 (1944), p. 180.

27Marcabru, Poésies complètes du troubadour Marcabru. ed. J.M.L. 
Pe.leanne (Toulouse;Privât, 1909% p. 157. This and the following trans- 
Aationa of ï-îarcabra are by A. Denomy, art. cit.. "Shame has fled from 
amongst women and is not current here."

28Ibid.. p. 24. "But I lament over false love, for never have 
there been so many deceitful women since the sezpent drew donn the branch."
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Sysamsns aon domnaa trichans 
E sabon triohar e mentir.
Per que fan loa autrua enfans 
Ala maritz tener e noyrir;

Ja Dleus no'l sia perdonans 
Qui las vol onrar ni servir,
Estas putas ardens oremans
Pajors que iau ns'ua saubra dir.

But he also hails "fin’amors":

Aioel cui fxn* Amors causitz^
Viu lets, cortes e sapiens.*^
Ail fin'Amors, fens de bon tat.
Cas tot lo mon illuminât.

Marcabru frequently criticizes the notion of "amars", and be 
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 
critics go even further and identify "amors" with divine love, the love 
of God. ühe eoûnent German medievalist Carl Appel notes:

Hier 1st kein Zweifel mehr, was Pin'Amor bedeutet. Jetzt handelt 
es sieh nicht nur urn keusohe Liebe, im Oegensatz su sündiger Brunst.
Es handelt sich urn keine irdisohe Liebe mehr. Pln'Amor ist zum Himssl 
aufgestlegen. Es 1st die Liebe, die um Gott ist und mit ihm selber 
sins wird.32

29Ibid.. 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 idio wishes to honor and 
serve these passionate and impassioned whores vdK> are worse than I can tell 
you. "

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

^ Ibid.. p. 196. "Ah! Pure love, fount of goodness, through which 
the tdiole world is enlightened."

■52Carl Appel, ”Zu Marcabru," Zeitschrift für romanisohe Philologie
43 (1923)f p. 454.
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Scheludko ia the same opinion. 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.^^ 

Errante, more recently, has defined this theory.Yet, all these theses 

are in no way founded on the original texts. E. Gilson,^ Alexander Denomy^^ 

and MoshS Lazar^ 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

-'̂ Dimitri Scheludko, "Religiose Elements im weltlichen Liebeslied 
der Trobadors," Zeitschrift fur franzSslsohe Spraohe und Literatur 60 
(wv), p. >.

34''^Eduard Wechssler, Das Kulturproblem des Minneaangs (Halle; 
Niemeyer, 1909)* p. 2l6.

35G. Errante, Sulla lirioa romanza delle origini (New York:Vanni, 
1943), p. 377.

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

Alexander Denomy, Medieval Studies 6, pp. 188-193.
38Mo she Lazar, Amour courtois et fin* amors dans la littérature du 

Xlle siècle (Paris tKlinoksieck, I9A), pp. 8I-85.
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"59a time vhen the troubadour lyrics were already highly developed. 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 camal 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 attenqpts of more modem

critics to separate these aspects, to speak of the "idealistic" or

"courtly" elements and the "realistic" or caumal, accounts for much of 

the confusion surrounding troubadour 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 pôles: protestations
de respect et d’humilité d ’une part, attente du rendez-vous secret 
d’autre part. Et entre ces deux pôles il y a de la place pour toute 
une casuistique de la p a s s i o n .^0

Briffault comments on the camal 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 
vuèoet* dereudeub contre la grossièreté vulgaire n ‘en reste pas moins 
nettement et franchement charnel. Marcabru s'insurge, et il a la 
langue affilée, contre les hommes et les femmes dont la conduite 
dégrade l’amour et qui n ’ont cure des émotions élevées. Ce après 
quoi, il s’abrite auprès de sa "bon’amia", qui, elle, ne tombe pas 
dans ces grossièretés et mérite partant la dévotion honnête et raf- 
finêe d ’un "entendedor", et il la caresse tandis qu’il se déshabille.

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

^^Moahé Lazar, op. cit.. p. 85.
4lRobert Briffault, Les Troubadours et le sentiment romanesque 

(ParisjLes Editions du Chêne, 1945)» P» 109.
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Jaufrë 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 camal aspects, a

purely spiritual longing, an imaginary ideal. The lady of Rudel*s dreams
 ̂ 42has been variously identified: as Alienor of Aquitaine, the Blessed

43 44 43 46Virgin, Helen of Troy, a divine being, the Holy Land personified,

or simply "un inmagine: una vlsualizzazione intenslva, una somiglianza .,,
4?del suo stesso amore". 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 leu fuy assalhitz,
Totz temps n'aurai mon cor dolen,
Quar aissi.s n'aneron rizen,
Qu'enquer en sosplr e,n pantays,

Mcnaci, "Ancora di Jaufrë Rudel,” Rendiconti de la Roals 
Academia del Llnoei. serie V, 2 (1893), P» 927.

43Carl Appel, "Wiederum zu Jaufre Rudel," Archiv 107 (1901),
33Ô-339.

44Karl Vossler, Sitzungsberichte der Kaiserlichen Akademie der 
Wissensohaften, 1918, p. 133 ff.

^^A, Jeanroy (ed.) Les Chansons de Jaufre Rudel. 2nd ed. (Paris: 
Champion, 1924), pp. IV-VI,

460. Frank, "The Distant Love of Jaufrë Rudel," Modem Language 
Notes 57 (1942), 528-529.

4?'Mario Casella, "Poesia e Storia. II Jaufrë Rudel," Arohivio 
Storioo Italiano 96 (1938)» P* 60.

48Jaufrë Rudel, ed. cit.. I, 8-l4. The translation is by Moshe 
Lazar, op. cit.. p. 91. "Mieux m'eût valu dormir vêtu que dêvêtu sous la 
couverture, et je puis vous citer à tSmoin cette nuit ou je fus assailli. 
J'en aurai toujours le coeur dolent, car ils s'en furent ainsi riant, 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. Jaufre Rudel claims that he has unburdened himself of foolish 

sensuality;

Adoncs vuelh mos chans si auzitz,
Et apprendetz lo, chantador!
E sapchatz tug cominalmen 
Qw'ie’m tenc per rie e per manen 
Car so descargatz de fol fais.^^

Jaufre Rudel from now on yearns for the perfect woman, a woman he 

has never seen. This di^am fulfills him with joy and happiness, Denomy 

says of this love :

Jaufre 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 
possession.5®

The love of a lady that one has never seen is in reality nothing 

new in world literature. Olin Moore, in an interesting study, give numer­

ous examples of this t h e m e . I n  the Tristan legend King Marc falls in 

love with Iseut la Blonde, vdiom he has never seen. Lazar concludesi

Si oe th&me est diffusé et illustré par de nombreux poètes, il 
faut, pour être jusue envers jaurré Rudel, dire que chez lui ce 
thème est devenu central. 5^

ifOJaufri Rudel, op. cit.. p. 12. Translated by A. Denomy:
"Therefore do I wish that my song be heard; and learn it, you troubadours. 
Let all of you know generally that 1 consider myself wealthy and fortu­
nate because I am relieved of a foolish burden. "

^Alexander Denomy, op. cit.. p. l64.

^^O.H. Moore, "Jaufre Rudel and the Lady of Dreams," PMLA. 29 
(1914), 514-536.

^ ^ a h e  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 

renmins without its natural fulfillment. This 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 instinct. As lŷ rrha Lot-Borodine 

points out:

Chose étrange, en vérité! Cette glorification d'une passion 
adultère, partant immorale, a été pour la société chevaleresque un 
ferment de moralité; cette poésie, attachée au renouveau des amours 
naturelles, qui reprend à son compte mainte audace d'Ovide, maître 
de 1 'érotique, loin de déborder d'une franche sensualité païenne, 
respire de plus en plus la volupté chrétienne de la resignation ! 5^

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

the ends of lesser men's cravings. Ihls severe discipline that they

assume to impose upon themselves distinguishes them in their eyes from

the vulgar, the uncourtly. Leo Spitzer, however, seems to exaggerate the

unselfishness of the troubadours idien he claims their resignation to be 
54absolute. Woman is no longer man's prey, but the idealized object of

ixMo ôôpjirâi/j.v/uô. jjuve J.O ivj j.uijgax' a uxxnu ux'Jive lor possession, oux a 

bitter-sweet submission to this high ideal. The aim to rise above animal 

instincts, to recognize love as a superior and elevating value, is already 

discernible in the otherwise not so ascetic Guillaume IX. fielperron is 

hardly exaggerating when he remarks of him:

^^Ksrrrha Lot-Borodine, "Sur les origines et les fins du service 
d'amour," in: Mélanges offerts à Alfred Jeanroy (Paris, 1928), p. 225.

54Léo Spitzer, L'amour lointain de Jaufre Rudel et le sens de la 
poésie des troubadours (Chapel Hill:University of North Carolina Press,
1944), p. 1, 10, 12, 35.
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Alors que la satisfaction de l'instinct était une fin en soi, 
le désir du sentiment d'amour a pris le pas sur l'appétit sexuel.
Il ne s'agit pas de chasteté, mais Guillaume, à l'amour de la beaute 
ou à l'amour ̂ iquement sensuel a substitue l'amour de l'amour, la
joie d'amour.55

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

troubadour's praises of the lady are never entirely disinterested, as the 

critics in the nineteenth century had generally believed. Modem 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 caché, dominé
par 1'appétit de la c h a i r . D e n o m y  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.""̂ '
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. 

Meaura expresses a mode of conduct, a savoir-vivre. It requires a volun­

tary sutoission of man to the exigencies of his milieu, domination of his 

instincts, self-control and refinement. According to Marcabru:

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

■̂ M̂oahé Lazar, op. cit.. p. 1^6.

^ Alexander Denomy, "Pin'Amors* the Pure Love of the Troubadours, 
Its Amorality and Possible Source," Medieval Studies 7 (19^5)» 159-207.
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Ni tot cant ve cuid'amassar,
Del tot l*es ops a mesurar^
0 ja non sera trop cortes.5°

Guillaume IX had eilready formulated these exigencies of the courtly

lover, although without mentioning the word mezura:

Ohediensa deu portar 
a motas gens qui vol amar, 
e coven li que sapcha far, 
faigz avinens,
e que. 8 gart en cort de parlar
vilantunens.59

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 eslhetic value. It is a product of fin’amors.

not the cause of it, as he has often been claimed.^ He who wants to be

portais has to practice fin*amors:

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

58Marcabru, ed. cit.. XV, 1>-18. Lazar, op. cit.. p. 29, trans­
lates: Peut se vanter de courtoisie celui qui sait bien garder Mesure.
Mais qui veut écouter tout ce qui est, et croit amasser tout ce qu'il 
voit, la mesure lui est fort nécessaire, ou bien 11 ne sera jamais assez 
courtois.

^^Guillaume IX, ed. cit.. VII, ^1-^6. Lazar, op. cit.. p. 29, 
translates: Il doit être obéissant à bien des gens, celui qui veut
aimer, et il convient qu'il sache faire des actes avenants, et qu'il 
se garde parler â la cour vilainement.

60Cf., among others, H. Dupin, La Courtoisie au Moyen Age 
(Paris, 1931). P- 91 ff.

^^Bemart 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 
si parl’ab lieya un mot o dos 
que tots uitas non tom cortes.

A concept that recurs very frequently in the poetic imagery of 

the troubadour is .loi. All troubadours refer to it, especially Bemart 

de Ventadour, the most original of them, whose warmth and sincerity in the 

expression of feelings touches the reewier as most natural. Ihis joi 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.^^ 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
64to charily in the supernatural order." The texts of the troubadours 

do not warrant the mystical and metaphysical values that the critics 

attribute to them. To be sure, joi ia not mere "joyousness" or "happi­

ness". It does seem to have spiritual overtones. Belperron in his very 

readable book La Joie d*Amour explains joi as a

... sentiment nouveau, inconnu des Anciens et de la Chrétienté
du Moyen Age qui, au-delà de 1 'aboutissement sexuel, orée la

62Peire Rogier, VI, 4-6. Ed. Cari Appel, Pas Leben und die Lieder 
des Trobadors Peire Rogier (Berlin, 1082). "For no man ia so badly instruc­
ted that, if he speak a word or two with her, the completely base man will 
not turn courtly."

^̂ Casella, op. cit.. p. 29-30,
64Alexander Denomy, "Jois among the Early Troubadours, its Meaning 

and Possible Source," Medieval Studies I3 (1951), p. 217.
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joie d’aimer, cette exaltation sentimentale, qui sans être 
étrangère au désir, le transcende en le spiritualisant et 
élève son bénéficiaire qu dessus du c o m m u n .

The texts show us that joi may be caused by the inspiring beauly 

of nature, by the presence and contemplation of the beloved. The term is 
often used as the aenhal to designate her. She is joi and joi emanates 

from her. It is joi that justifies and sustains the troubadours* songs.

In jjie 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 
66since.

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. Physical desire is a main constituent of fin’
Bmn'na. T+. 4m no+. in r>nr»+.T«arfi/>+.i or» wi+>> i+.« nni T«i-hiial vnliioat T««+>io-r i t.

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. % e  courtly lover is set apart frcan the common man, the

^%elperron, op. cit.. p. 49.

The complicated and as yet unresolved questions as to the origins 
of "fin*amors" are not pertinent to onis study. The best authorities on 
the subject are: Kato Axhausen, Theorien uber den Ursprung der provenza- 
lisehen larrik (Marburg, 19)7), and Alexander Dezuny, "An Inquiry into the 
Origins of Courtly Love," Medieval Studies 6 (1944), 175-260.
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villain, by hia 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 Joi, a heightened awareness of esthetic and 
moral beauty.



CHAFl'ER II

THE TROUVÈRES

In the North of Prance the love lyrio 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 Prance propre possède alors sa première génération de trouvères. 
L'école provençalisanto, qui y exista peut-être dès II6O-65, se consti­
tue dès lors en masse dans le Nord et l'Est, puis l'Ouest du pays.
Elle est assez servilement attachée aux modèles occitans. En dépit de 
la diversité des inspirations (les thèmes satiriques et la croisade y 
ocoupent une place assez importants) et d'uns certaine fraîcheur tenant 
à une sorte de sentiment de découverte, elle adapte, sans guère créer 
autrement que sur le plan linguistique,,, C'est sur l'oeuvre des poètes 
de 1175-1210 que reposera tout le lyrisme courtois français 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 Prance. Marie had brought to this northern French

P̂. Zumthor, Histoire littéral^ de la France médiévale ( Paris t
Presses universitaires de France, 195^), p. 2ld.

^Ibid.. pp. 216-217.
31
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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 as Peire Vidal and Folquet de Marseille, were known at the 

courts of the northern regions.
The native poets of the North, the trouvères, were very few in 

number towards the end of the twelfth century. They are Conon de Be thune, 

Guiot de Provins, le Châtelain de Coucy and Gace Brûlé. 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 conclusions.^

Conon de Béthune follows closely in his themes the example of the 
troubadours, but he uses only very little of their terminology. His 
beloved is the most perfect creature. For her he would give up his place 
in paradiset

Bele doce Dame ohieM,
M'a si pris
Ke, si iere em Paradis
Si revenroie je arriéré.

He makes frequent use of the theme of the patiently waiting and 
disappointed worshipper, whose hopes are frustrated and who then transfers 
his loyaltyI

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

Les Chansons de Conon de Be thune, ed. A. Wallenskold (Paris; 
Champion, 1921), VII, I-5.
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Mais puis k'il est ensi 
K'ele a tort m'i desgalgne 
Je li reno son homaige 
Et si me part de li.*

Guiot de Provins is strongly influenced by the concept of fin*

amors and also is very familiar with Provençal terminology. He pushes

his idolatry of woman to the brink of heresy:

Jo I'ain tant et dssir 
For sa fine biaute.
Mielz voldroie a loisir 
Un baisier de son gre 
(Sel me voloit doner)
One tot lo remanant 
De la crestiente.^

He welcomes, in true troubadour fashion, the pains of love:

Car fine amor me sestont et avoie
De li servir, dont tant seux desirous _
Ke plaixans m'est cist mais et deli tous.

Ihe Châtelain 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 close indeed, and at times he uses the same phrase. 
Bernard writes of his love:

Ô wOx'o e aau«ix' w awn.
e fors*e poder i ai mes.®

and the Châtelain echoes:

Ains ai mis en li servir 
Cuer e cors, forche et pooir.

^Ibid.. VI, 29-32.

^Les Oeuvres de Guiot de Provins, ed. J. Orr (Manchester Univer­
sity Press), II, 22-28,

^Ibid.. IV, 19-21.
g
Bernard de Ventadour. ed. Carl Appel, p. I86, v. 3-6.
oDie Lieder des Castelllans von Coucy. ed. F. Path (Heidelberg,

1883), V .  2 1-22.
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He writes of complete submission to his lady whom he describes

in great detail, unlike the other trouveres. Among the trouvères 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 voiae outre merl^O

Gace Brulê stresses the melancholy aspect of the courtly lover's
fate. Defenselessly be 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 conquerra haute amie.^^

He boiTows a line from Tristan to ejqpress his passion:
12Qu'en ma dame est ma mort et ma vie.

He beseeches the lady for a reward, a "guerredon", possibly a

kisa:

Ains la ser sens repentir 
De fin cuer loial, entier.
Bien me devroit otriier 
De ma dame un dous baisier. ^

Hle tlrtumuùo show xiuu« uf Lue audacities of his southern confreres.

Even without expecting reward will he serve his lady:

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

°̂Ibid.. IX, 5-8.
11 ^Lea Chansons de Gace Brule, ed. G. Huet (Paris:Didot, 1902),

VII, 34-35.
^̂ Ibid.. VII, 54. 

l̂ Ibid.. XXXIV, 3-6. 

^^Ibid.. XXX, 1-2.
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If we aak ourselves now what differences there are, if any, 

between the contents of the love lyrics of üie troubadours and those of 

the trouvères, we can point, in spite of the apparent similarities, to 
various differences»

Above all, there is a difference in outlook and temperament.

‘i'he despair of the nbadours does not have tiae plaintive and me i-

oholic quality of tlia trouvères songs, 'ihe elating notion of joy, joie 

d'amour, finds only a very faint echo in the ethereal yet almost sober 

delit of tJie Northamers, Likewise, the trouvères dwell only bid.afly 

and in very general terms on the beauty of t!icir lady. There is little 

of the sensuous exhilaration of the troubadours, who describe* often in 

detail, the physical beauty of woman as the mainspring of fin'amors.

Ihus erotio imagery disappears almost completely in trouvère powtzy.

With the single exception of a line by the Chatelain de Coucy^^ there 

are no expressions of frankly sensual desire. The adulterous aspect of 
trouvere fine amour is carefully veiled. The losengler becomes a mere 

stock character without any apparent justification in reality. Lazar 

writes>

La fin*amors du Midi s*est dsslnoam&e en passant dans la Nord, 
s*est quelque peu igxlritualisee si l'on peut dire. Elle est devenue 
la fine amour, couple de mots ogunmti aux provençaux, mais qui n*a 
plus le même sens ni la mâsie portée.

^^acpra. p. 59.
Lazar, o p .  cit.. p, 26?.



CHAPTER III 

COURTLY IDEOLOGY OP THE NORTH

It is oonmonly accepted that the superior culture of the eouth- 

e m  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 a hith­

erto unknown luster. The social status of the noble lady was greatly 

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 conventions, 1Ae Provençal conception of Coui'tly Love, 
Courtoisie became the hallmark of the nobility (V.L. coiM̂ is, curtis. 

Classical Latin cohors, -ortis), a refined manner of courtly life.

Marc Bloch statesi
Le terme qui, depuis les environs de l'an 1100 sert couramment à 

^signer le faisceau de qualités nobles par excellence est charaoter- 
istiquej "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 à se dégager. L' 
isolement du chevalier dans sa "tour” ne l'eût point peimis. Il 
y fallait l'émulation et les échanges humains.^

And according to the more recent definition by Littré courtoisie 

is "civilité relevée d’élégance ou de générosité". But courtoisie in the

^Maro Bloch, La Société féodale. Les Classes et le gouvernement 
des honmes (Paris:Michel, 1940), p. 155.
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Middle Agee implies more than a code of manners, of polite social inter­

course. It includes an art d'aimer based on an inoreasijogly intricately 

and profoundly developed moral and psychological edifice. The Provençal 

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 m a Æ  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
2de classe”, writes M. Bloch. The mingling of social classes, of low­

born troubadours and the nobiliiy, is peculiar to the Midi. ”A cet égard", 

states Frappier, "mâme un Chretien de Troyes ne peut être mis en parallèle 

avec les troubadours."^

Courtly traits appear in the cullure of the northern aristocracy 

in the first half of the twelfth centuzy, 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 üie Norüi were quite different 

frcmi 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 chivalric virtues in the 

manner of Qeznanic culture. These chivalric virutes become the sine qua

^Ibid.. p. 38.

^Jean Frappier, "YUes sur les conceptions courtoises dans les 
littératures d'oc et d'oil au Ule siècle," Cahiera de Civilisation 
Médiévale II, 2 (1959), p. 138.



38

4non of northern courtoisie and thus of amour courtois. Knightly exploits 

and fin*amors are not associated in Provençal lyrics, not even by -üioae 

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 principal cliche from 

the romances of antiquity over Chretien 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 : a due to 

the differences between the respective genres. The romancers take great 

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

scholarship they note the symptoms of love, especially of its inception. 

This is a common 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 equilibrium. The 

role of the author is that of a detached observer, frequently Interjecting 

humorous or moralising remarks.

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

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

4
On the role of the cleric as a rival Frappier, art.cit.. p. 145, 

writes* II arrive dans la littérature du Nord que le chevalier rencontre 
un rival en la personne du clerc, c'est-à-dire de l'auteur. Mais cette 
rivalité, assez théorique d'ailleurs, ne se manifeste pas dans les romans. 
Elle se cantonne à peu prés dans les oeuvres en latin, les^débats" à 
demi plaisants du clerc et du chevalier ou un traité didactique comme le 
De arte hone^t» wendi d'jUidré le Chapelain.
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is made to reconcile love with marriage. For medieval nobility this is 

not nearly as self-understood as it might be to modem man; marriages 

were contracted primarily for political reasons, quite possibly without 

sentimental motivations. Moreover, medieval theological thinking consid­

ered procreation the sole 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 Peter Lombard.^

Ihe cruder culture of the feudality of the earlier Middle Ages 
had a less complicated notion of a knight's calling. Hilitaiy exploits 

had no apparent relationship with a man's romantic aspirations. (Con­

sider the etymology 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 events. 

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 e^qpected to be less inclined to 

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

^Cf. C.S. Lewis, The Allegory of Love. 2nd ed. (Oxford, 1938),
p. 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 smile or perhaps a kiss, the modesty would be sur­

prising because it does not quite fit into the social milieu. Such 

behavior is therefore only to be found in romances of Provençal 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 

beiig 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.

Ihe alliance of love and chivalry is the main characteristic 

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 mambers 

of the Church hierarchy. They often siag)ly 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 thenH 

selves to courts, vHxere their olergie. their learning and sophisti­
cation, was appreciated by a worldly lord and put to worldly use. 
Ferdinand Lot remarks:

Qua faut-il entendre par le terme "clerc"? S’imagine-t-on 
îÿâ’un pretre sSuuller ou un awine uu XIZ* âiâwlô avait lau loi­
sirs, la possibilité mSms, d'écrire une oonqposition profane dans 
sa cure ou sa cellule? Qui lui aurait fourni pour cette besogne, 
reputSe indigne d'un religieux, le parchemin? Les clercs en 
mesure de composer des poèmes profanes ont cessé d'ètre du
clergé...o

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 special place in 

their writings. This conception of love was based upon studious reflec-
7tion on the Ancients and an analytical spirit. Moral preoccupations 

play a considerable role in their depiction of love, and at times they 

cannot conceal a certain "preachiness". 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 Chretien de 

Troyes. This anti-feminism, however, is usually ea^reased tongue-in- 

cheek. It is the "spicy" ingredient in woman's makeup. The "sugar"

^Ferdinand Lot, Bomanla 70 (1948/49), 37>3?4.
7 It la well to heed here the statement of A. Pauphilet, Le Leas 

du Moyen Age (MeluniLibralrle d'Argenoes, 1930), p. 92: Toujours 1' 
Antiquité, certes, mais jamais la même.
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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 Thèbes 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 

humanism and courtoisie the Ovidian themes were exploited and scholasti­

cally interpreted, and the spirit of Ovid's writings on love was con­

sciously, and perhaps also unconsciously, transformed. The Latin author 

had provided in an almost frivolous manner 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 accoiqpliahed, 
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 vhich the love- 
stricken deliberate on their painful and helpless condition. They 

follow him in describing the synqptoms 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. Ibe personi­

fication of Amor and a host of metaphors are created and produce a 

love-religion not unlike Christianity, in which the lover takes -Qie 
place of the worshipper and the beloved the place of the Virgin Mary.

But it would go too far to condemn this practice as heresy, even in 

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

would rather follow all the sweet ladies and goodly gentlemen to hell 

than go without them to heaven. Ihe medieval French author of romances, 

as medieval society in general, considers religion so much a part of hie 

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 matière de Tristan. This legend 

material is of obscure Celtic origin and must have circulated in England 
and France at least as early as the first 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 adaptation 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 I'amador" for "Izeut la blonda". 

Raimbaud d*Orange refers to the love-drink and to the "serment ambigu". 

The vie 6 trois, the dichotomy of cuer and cors and the intensity of
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sentiment appealed to the troubadours. But, as Prappier writes:

II est clair notamment que Bernard de Ventadour et Raimbaud d' 
Orange n'aperçoivent pas la possibilité d'un conflit entre la con­
ception de l'amour fatal et cet élément de volonté et de libre 
arbitre que cherche à préserver la fine aoor. Seuls les romanciers 
courtois d'oïl ont pris conscience de la contradiction.

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

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

To Beroul, 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 
rewoiting in the troubadour fashion and the protagonists become exponents 

of fin'amors. In spite of the beauly of Thomas' version, the transfor­

mation of the fatality of love into a love religion, the author is not 
entirely successful in convincing the audience. The basic idea, the 

inherent ideology of the Tristan matter resists such an interpretation.

It is the merit of Chretien 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 à cet amour de mon plein gré,

Q
Prappier, art, cit.. p. 153,
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car jamais il ne me prit de force, sauf dans la mesure où je me suis 
fié à B»s yeux qui m'ont guidé vers le chemin dont je ne sortirai 
jamais et que toujours j'ai voulu suivre.°

It is clearly evident that the cultural conditions of the North 

of Prance created a courtly ideology of its own. Ihe conceptions of fin* 

amors had a certain Impact on this ideology. Ihey did not play, however, 

a determinating arole. 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'aaiors.

^Cf. Wendelin Fcerster, Kristi^ von Troyes. Worterbuoh zu aeinen 
samtlichen Werken (Halle:Niemeyer, igi4), p. 20o, vv. 20-3^.



CHAPTER IV

EARLY VERNACULAR LITERATURE

Love itself is surely not an invention of tbs troubadours, "une 
invention des troubadours oompllquee par dee vieillards."^ The Bible tells
us of tender love: Isaac "took. Rebekah, and she became his wife; and he

2loved her: and Isaac was comforted after his mother*s death." "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 Sons of
Solomon with its fine metaphors in its descriptions of physical beauty, 
imbued with the joys of love, speaks of more than mere concern with pro­
creation. Ancient literature gives us many examples of deep and tender 
affection. Andromaque and Alceete 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 literature are devoid of it, or 
nearly so, it is because the authors were unskilled in psychological analysis. 
They had not yet learned to turn the mirror of life inward on themselves.

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

^Jacques Chardonne, Lee Romanesques (ParistStock, 19)7)*
^Genesis mVtô?.
^Genesis IXIXi20.
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"Wke dawn of civilization in western Europe? There existed a primitive 
lyricism, the danses, which was quite popular and often somevâiat bawdy, 

as is documented by a number of texts dating from the sixth to the ninth 
centuzy, yùdch forbade ecclesiastics to participate in such divertissements 

or to tolerate them on the church premises. Unfortunately these rotruenxea. 
Berventois. estrabota. these dancing songs, are largely lost to posterity,

and only a few refrains are extant, A. Jeanroy has attempted to reconsti-
4tute these traces and to analyze their contents. The main theme seems 

to have been the monologue of an unmarried woman tdio joyfully si < aks of 

her belovedI

J'al trouve qui m'amera...
J'ai ami oolnte 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 fesdnine wile of circumventing these parental restrictions and 
to catch a glimpse or to exchange a word with the young man on her way to 
the fountain, at a pilgrimage, during a public gathering. The stratagms,
a a  I t  u m i a l l y  C f t t Z  r i t h  *±Z O f  -  w O S f ld a ù t ê

J'aiffl Mahelot, mais sa mère n'en set mot.
Sosmtisws the lover has to go away, and long plaintive monologues 

are the result. Generally marriage 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 consulted

4A, Jeanroy, Les Origines ̂  la poésie lyrique en France ou moyen 
âge. 2nd ed, (Paris(Champion, î90-'O.
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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 to 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 

Pranks. (Thus, in the "Vair Palefroi”, a fabliau of the thirteenth cen­

tury, the boast of a father: "Ma fille, je viens de la refuser à quelquun

qui m ’offrait 500 mesures de terre,").

Among the nobility woman is no more the master of her fate than 

in the lower classes. According to Luchaire

Le mariage féodal se présente partout avec le même caractère. 
L'héritière reçoit passivement, de son père ou de son suzerain, le 
chevalier ou le baron qu'on lui destine. On ne consulte ni sa volonté 
ni son coeur.^

In the case of widowhood the woman often barely has time to dry 

her tears. The overlord presses for a spee(|r remarriage and supplies the 

candidate of his choosing. "Un fief et une femme” are merely pawns in 

political manoauveiings.

In the vernacular literature the heroic epic is the dominating 

genre during xne nrsx naif of the twelfth centuzy. These long poems of 

historical and legendary subject matter tell with stark sinplicity, un- 

isgpeded 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

5A. Luchaire in: Ernest Lavisse, Histoire de Prance depuis les 
origines jusqu'à la révolution (ParisiHachette, 1901), p. 37^.
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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. And yet, these marriages of convenience have 

produced some interesting female roles in the early epics. Ihere is Aude 

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

great deeds. Roland fights for sweet Prance and Christianity. With 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 1*épopée ainsi que de la croisade, la femme 

est la grande sacrifiée," writes Gustave Cohen.^ There is the stronger 

character of Qulbouro, wife of Guillaume d*Orange. Her beauty is des­

cribed in a few general terms and there are some fine scenes of marital 

affection, but she is rather the faithful coan?anion of her husband, "sa 

pair" as the current expression goes, who shares in his perilous under­

takings, vho plays her role as guardian of the castle and of the marital 

honor. Her affections are reasonable, all too reasonable. The sublime 

tribulations of an Iseult she knows not, and her husband is no Triatmn.

She is a very Christian woman in a very Christian world. Glrart de 

Roussillon goes to Constantinople to fetch two marriagable princesses, 

one for himself and one for Charles, his king. Charles brutally declares 
that he would choose the more beautiful one. Glrart protests. The Pope 

decides for him and against his wish. Glrart receives Berthe. He marries 

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

^0. Cohen, Chrétien De Troyes et son oeuvre (ParisiRodsteln, 1938),
p. 32.
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princess in Amis et Anile, 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. Belysaant is not the only such resolute woman in the medieval epic. 

Her behavior is one "que plus de vingt jeunes filles emploient sans rougir
7en plus de vingt chansons de geste." The methods are not always so direct,

but many a pagan damsel forsakes, and even betrays, country and religion
o

and family for the man in ehiny armor. J.Bëdier draws up a long list of 

such women who ruthlessly take their fate into their own hands* Their 

actions become understandable, if not excusable, if one considers their 

alternative of complete submission to paternal or political authoMty.

Often the woman also requests of these authorities to be properly pro­

vided. Thus the widow of the due de Bourgogne asks Charlemagne: "A
quoi sert le deuil? Donnez-moi vite un mari puissant.

The Liale protagonist is a rather unromantic hero. Love to him 

is a weakness, a hindrance to his glorious exploits. Frequently he is 
indifferent to the subtler charms of womanhood. Coppin^^ relates a 
telling episode:

7
USon Gautier, Lea éponges françaises. Etudes sur les origines 

et l'histoire de la littSra-tore nationale. 2nd revised ed. fParis:Welter.
Ï575T:

8as quoted in J. Coppin, Amour et mariage dans la littérature 
française du Nord au moyen âge ( Paris : Librairie d ' Argences, 19^1), p. 20.

^Ibid.. p. 21.

^°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 ici.- Dieu, dit Girbert, 
quel cheval est Plori!" Il ne pense qu'â ce coursier gagné au siège 
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 à Plori."

Such are the men in literature, if not in life: incapable of

envisioning a sentimental world, very much occupied with the physical 

chàllôügeê àuu pleasufês ox cheir eaxnhly existence and the eternal life 

beyond. Woman is their bounty or they are indifferent towards her.

Could it be that the writers of this literatuz*e are simply not yet cap­

able of representing life's sentimental aspects in their ccmplex 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 OP 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 translated into the vernacular for 

the edification and delectation of a public iiiat is not capable of reading 

the original texts, but which nevertheless has had the privilege of an 

education in the monastery schools. TbdLs public consists of a privileged 
few, the offspring of the higher nobili^. 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 con­

dition in the land. The marriage of Alienor of Aquitaine to Louis VII in 
1137 opens the more somber northern courts to the brillant courtly culture 

of the Midi, in vdiich women play an active role as the patronesses of lit­

erary activl'ty. These developments conspire in bringing about a new courtly 

culture and a new courtly ideal, which recognizes man's ability of refine­

ment in many facets of life. Women thus are now 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 mait of a knight, but these 

values are now integrated into the new type of the courtly hero. As 
Pierre Le Gentil states;

Certes, la prouesse. depuis longtemps mise en garde contre le 
danger de la démesure, 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 raffinée. Elle ne prétend plus, surtout, se 
suffire à elle-même. Tout un cortège de qualités sociales et mon­
daines doit l'entourer. Il lui faut associer à toutes les délicatesses 
du désintéressement, à tous les scrupules de la loyauté, l'élégance 
du costume, le charme d'une exquise politesse, la distinction du 
geste, la prodigalité des bienfaits. H  lui faut davantage encore 
trouver dans l'amour son principe et sa récompense. Sans lui, elle 
serait vide de sens, incapable 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 love, 

the odyssey of a knight who is not so much concerned with France and Chris-
J  # —.4  ^  MM J  —M —S ̂  — — i f  m M  ^  ^  mm mm mm mm ^  mm mm m mm mm mm mm m mm̂m jt mm mm J m .

w b w * *  w y  M v  wma w w a a  A a a%» *  v  *% a ,w a w * . w  a w *  A  A *  % v a * ,  a  a f t  ohaava k X M O  j k t & V U *

tily as a worthy member of court society through a series of adventure, 

challenges, obstacles that he has to sunaount. 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 Hansurah, "nous reparlerons plus tard
2dans la chambre des dames." And Marc Bloch pertinently commentss

^Pierre Le Gentil, La Littérature française au Moyen Axe (Paris; 
Colin, 1963), pp. 81-82.

2as quoted by Marc Bloch, La Socié^ féodale, les classes et les 
gouvernements des hommes (PariszMichel, 1940), p. 37.
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Ce mot, dont on chercherait en vain l’équivalent dans les 
chansons de geste, mais qu'eût prononcer plus d'un héros de roman, 
dès le Xlle siècle, signale une société ou la mondanité a fait son 
apparition et, avec elle, l'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 descriptions of courtly activities and paraphernalia. The 

characters' fate is psychologically drawn. Auxhorial cossnentaries 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 Bay eux, 

whose close relationship with the court of the Plantagenets afforded him 

a good picture of worldly society. Wane is the translator of the Historia 

Regum Britanniae of Geoffroy of Monmoulh. Wace makes of it the Geste des 

Bretons, better known as the Roman de Brut. Wiich he finishes in 1155. 

Waee's version is far more than a historical trsatlse. Hs not only 

presents for later writers a treasure of motifs, plots and ideas, the 

uKBÛlqfw ûe ôreiagnei ho is especially concerned to give certain courtly 

traits to his work that were not developed in his Latin original. This 

is obvious in his portraits of wocjen, where he is more elaborate and also 

more eager to stress courtly virtues. The Latin original merely ssys of 

Quenisvre "quae ... totius insulae mulieres pulchritudine suberabat".
Wace describes:

^Ibid.. p. 37.
4Cf. E. Paral, La Légende arthurienne. Etudes et documents 

(ParisiChaapion, 1929)» vol. Ill, p. 273.
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Mult fut de grant afalternent 
Et de noble contentement;
Mult fu large et bele parliere. (w. 989O-92)

Similarly embellished is the portrait of Ingezne. Geoffroy

writes t "Ingema, ou Jus pulchritude mulieres omnes Britanniae suberabat".

Wace mentions her noble birth and the resulting virutes;

lAs lui fust Ygeme sa fenne 
11 n'ot si bele en tot le regne;
Cortoise estoit et bele et sage
Et moult estoit de halt parage, (w, 8799”8802)

The portrait of the courtly lady is particularly well presented 

in his description of Martia, the queen of England. The Historia statesi 

"Martia omnibus artibus erudita. Haec inter multa et inaudita, quae 
proprio Ingenio repererat, invenit legem quam Britones Martianam appel- 

laveront." Wace stresses her courtoisiex

Lettrée fu et sage dame,
De bon pris et de bone fame;
Son engin m:' at tot et sa cure
En savoir lettre et escriture:
%ilt sot d'art et s’estudla.
Une loi escrist et trova. (w. 3387-93)

As in the Provençal lyrics the noble qualities and the reputa­

tion of the lady inspire Hie love of the troubawlour, Wace describes the 

attraction of Uter to Ingeme, Geoffroy writes only: "Cumque inter alias

inspexisset earn rex, subito ancre ilius incaluit, ita ut, postpositis 

ceteris, to tarn intentionem suam circa earn verteret." Wace, however, 

states;

Brennes parloit oortoisement;
Si ert de grant afeitement,

^Ibid.
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Il sot de bois et de riviere,
Et déduit de mainte maniéré,
Gant core avolt et clor visage, (w. 2705-2709)

Gavain, the hero par excellence, who will go far in later litera­

ture, la characterised thus:

Frous fu et de mult grant mesure,
E'orgoil at da forfait n ’ot aura. (w. 10106=10107)

Wace l8 quite familiar with the Provençal conception of love and 

ita awakening. Ifinlike Ihe Latin original the version of Wace reveals a 

solid knowledge of the Provençal theory. Love is b o m  as an inexplicable 

and troublesome feeling, accompanied by sleeplessness and lack of appetite. 

The following passage of Wace is typical of the phraseology of later 

romances:
L'amor Ygeme m'a sopris
Et tot m'a vaincu at conquis.
He pula alar, ne puis venir.
Ne puis veillier, ns puis dormir,
He puis lever, ne puls oolohler.
Ne puis boire, ne puis mangier 
Que d'Ygeme ne me soviegne,
Mais ne sal comment je la tlegne.

Another important aspect that beocwes current in later romances
is the distinction that Wace makes between the wife and the "amie" of
the knight. Geoffroy writes: "Mulieres in edito murorum aspicients in
curiales amoris flammas more Joel irritant." Wace differentiatest

Los dames sor le mur montoient 
Qui les Jus agarder voloisnt.
Qui mal avoit en la place
Tost 11 monstre l'oeil et la face. (w. IO819-IO82I)

The point is again «ghasised in another passage. Of Arthur's 
return to Britain Geoffroy rmnazks merely* "Inoipiente vers in Britaa- 
niam rsvsrsua sat." Wace, however, deaoribes:
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Lee dames baieent lor marie... (v. 104)^)
Les amlee lor amis baieent
Et quant liue est, de plus s'aaieent. (w. 10440-10^1)

Whenever possible Waoe describes the pageantry and elegance of 

courtly life. He mentions the splendid attire, costly utensils at the 

table, the largesse of the ruler, brilliant ceremony and decorum.

The king is described as a warrior as well as a courtier. Baight-

hood 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 spirit of "joie de vivre" and 

the aspiration towards courtly ideals.

The translation of Wace is the first woit in which these courtly 

elements are clearly delineated. This fact has sometisws not been recog­

nized by medievalists. One can hardly agree with £. Hoepffneri "Non 

seulement la chanson de geste primitive, mais même Wace ignorent encore 

ces problèmes (de l'amour)."^ Vilmotte also underestimates Waoe in this
7respect. It is the merit of Stefan Hofer to have presented convincingly

g
these courtly aspects in Waee's work.

There is general agreement on the importance of a group of r«manoee

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

^Ernest Hoepffher, "La Chanson de geste et les debuts du roman 
courtois," in: Mélanges Jeanroy (Paris, 1928), pp. 169-170.

^Maurice Wilmotte, Origines du roman en France ( Paris :lîolvin, 
1942), p. 204.

o
Stefan Hofer, Chrétien de Troyes. Leben und Weik (Gras-Koln: 

Bhhlaus, 1954), pp. 15-21.
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classical sources. The oldest known romance of this Is the Roman 

d’Alexandre. Of all the heroes of Antiquity none is quite as successful 

as .Alexander 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 Alberio de 

Brianpon. He takes his cue from Latin writers, follows their hiatorioal 

accounts, but he endows ihe young hero with all the courtly trappings 

a la mode duidng twelfth century Prance. Only a fragment of this work 

is extant, and it describes Alexander's early years and his upbringing.

The Macedonian is raised 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 languages, law and music, h-s phys­
ical aspects are portrayed with such detail as is not found in the more 

general descriptions of the chanson de geste:

Clar ab lo vult, beyn figurad.
Saur lo cabeyl reoeroelad,
Plan lo collet et colored,
Ample lo peyz at aformad,
Lo bu subtil, non trop iescad,
Lo corps d’aval beyn enforced.
Lo poyn el braz avigu_ad.
Per lo talent et apensad. "

Of Alberio's version of the matière d’Alexandre only the first 

103 lines have survived. Later, towards the end of the twelfth century, 

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

as quoted in Robert Bossuat, Le Moyen Age (ParistGigord, 19]M),
p. 85.
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All versions of the Alexander, and significantly even tbs oldest 

one, show definite traits of the courtly epic. The young hero is not 

only valorous, but also sentimental and learned. The conquest of the 
sword is joined to that of the heart. The scenery is exotic, oriental. 

The mezveilleux. 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 Chretien's works are a 

group of three rouanoes of Antiquity, the "triade classique" of approxi­

mately the middle of the twelfth century. These are the Rom«w da Thebes, 

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 Thebes » which shows many oharaoteriaties of 

the chansons de geste, to the Roman de Troie, in which courtly motifs 

are most dominant.

The Roman de Thebes 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 makes unmistakably clear:

Or s'en volsent de tot meatier 
Se ne sont clerc o chevalier.
Car aussi pueent escouter 
Come 11 asnes al harper.

He then proceeds with the story of Kteoclee and Polynioes. He 
laces hie narratives with some inventions of his own, borrows from Ovid's

^̂ Le Roman de T h ^ s .  ed. Constsns, vol. I. pp. 1-2, w .  9-12.
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Metaaorphoges. and in longwlnded 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 wos»n demands courtly behavior. He stresses mesure;

Fiz, fet ele, mieuz vaut mesure
Quo jugoffisns no quo draitura. (w. 8411-8412)

The author paints the earliest portraits (descriptiones personae)

in the vernacular, and he bases them more on psychological traits than on

external data. He ventures into the psychology of love and shows a fair

knowledge of Provençal fin'amors. Love spurs the hero to great ejqjloits;
Par ceste enseigne mant m'amie.
Par li ai fait chevalerie, (w, 4571-4372)
U  fu mout proz et per s'amie
Fait mout souvent chevalerie, (w. 9083-9084)

Love is bom frcaa beauty (v, 3933)» Which in turn is created by 
"nature". The hero does battle with the aim of "chevalerie requerre"
(v. 9563) and also "asrcl" (v. 8489) 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 Th&bes 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 I'un des charmes du roman de Thebes; car il a cet autre 
intérêt d'être à la rencontre de deux courants littéraires, celui qui 
vient des chansons de geste et celui qui porte les romans, ce privilège 
ne se retrouvera plus, celui d'une oeuvre agreable, sans les fadeurs 
ou les prétentieuses surcharges qui sont l'éoueil du genre, préservée 
par ce qu'elle a conservé encore des façons sizg)le8 et viriles des 
chansons de geste.

 ̂̂ Raynaud de Laite ins Dictionnaire des Lettres françaises. Le Moyen 
jg. 1964), pp. 9 ^ S 9 . -------- ----
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A further step in the direction of the "roman courtois" is the 

Roman d*Eneas. Again the main interest of the anonymous writer is not 

80 much a faithful rendering of the original, Virgil's Aeneid. He writes 

a sentimental 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 i^eiological analysis of love in the latter

episode, idiioh 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 Tumus 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 I'^gjrenl" •= Dites Is mai.
Que est amors? Nel sai par fei.-
"Ge nel te puis noient dssorirs."
- Qu'en savrai donc, se ne l'ol dire?- 
"Tes cuera t'aprendra à amer."
-Se n'en orrai altrui parler?- 
"Tu nel savras ja par parole."
- Tôt tens en cuit donc estre fole.- 
"Alns en porras tost estre aprise."
- Comfalternent? se n'I sul mise?- 
"Comence, asez en sevras puis."
Ki me die qui est amors?- (w. 7898-7901)

The mother then tels her of the throes of love, as she had once 

felt them:

Qe te dirai de ses dolors.
De sa nature que g'en sai;
Bien me sovient que ge anal.
A peine en puet dire neient,
Ki n'a ame o ki n'en sent.
Se aveies une enferte,
Miels aavraies la vérité 
Des angoisses que sentireies 
Et des dolors que tu avreles;
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Ki t’en voldreit donc demander,
Nel savreies miels aconter,
Ki en seraies bien certaine,
One ge, q^l en sereie saine?
- Oil, miels le direie asez;
Est donc amors enfermetez?-
"Nenil, mais molt petit en fait,
une fiivre quartaine valt!" (w. 7902-7918)

Love is painful, a fever, Ita manifestations are raost unsettling,

Tue mütuér ùuutiuueS:
"Pire est amors qqe fievre aiguë 
N ’est pas retors quant l'en en sue.
D'asior estuet sovent suer 
Et refreidlr, frémir, trenbler 

sespirer et baaillier.
Et perdre tôt beivre et mangier 
Et degeter et tressaillir.
Muer color et aspalir,
Giendre, plaindre, pallr, penser 
Et senglotir, veillier, plorer:
Ce li estuet faire sovent 
Ki bien aime et ki s'en sent.
Tels est amors et sa nature.
Se tu i vuels meti*e ta cure 
Sovent t'estovra endurer 
Ce que tu m'oz ci aconter 
Et assz plus." (w. 7919-7955)

The gir]. understandably is not eager to get to know this condition

and says so. ine moxner repues xnax love is uniiae any other illness,

indeed that it is also "tant doles chose" (v. 7942). She urges her again

to love Tumus. Lavinia is fearfuli
"De quel?" - Del mal, de la dolor 
Ki tos tens vait sivant aaur.- 
"Et ja est ce tels soatume...
Se 11 a un pol de mal,
Li biens s'en siut tôt par Igal.
Ris et joie vient de plorer 
Et granz deporz vient de pasmer,
Baisier vlensnt de baaillier,
Embraoernenz vient de veillier.
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Granz leece vient de sospir,
Freache color vient de pâlir.
Encor s’en siut la granz dclpors 
Kl toat saine les mais d*amors.”

Now, after having been lectured on the joys as well as the sorrows

of love, the girl remains unenthuaed. Apparently she has little trust in

tho Ovidian figure of Amor who is pictured with arrow and a box of healing

ointment. The god of love can wound and also heal:

Li darz mostre qu’il puet navrer 
Et la boiste qu'il set saner.

And wound he does, the symptoms are unmistakeable:

Ele comence a tresauer,
A refreidlr et a trenbler,
Sovent se pasme et tressait,
Senglot, fremist, li ouers li fait,
Degete sei, sofle, baaille...
Crie et plore, gient et brait,
Ns sait encor ki cs li fait,
Ki son corage 11 remuet.
Bsssnte sei, quant parler puet:
”Lasse!” fait-ele, "que ai ge,
Ki m'a sozprise, que est-ce?
Or ainz esteie tote saine,
Or sul tote paamee et vaine.
Dedenz le cors une ardor sent,
Mais ne sai por ki si a'esprent.
Ke mon oorage me remue 
Et dont ge sul si esperdue,
Dont mes ouers sent dolors mortal,
Se ce n'en est li culverz mais 
Dont ma mere m'aconto$ 1er,
Dont el me volait enseignler 
Ne sai amors o corn a nom,
Mais ne me fait se tôt mal non.
Ge cuit, mien escient, jo aim... (w. 8073-8096)

Nhat has caused the sudden affliction? From the height of her

tower she has glanced Eneas and "amors I'a de son dart ferue”. She feels

herself to be grievously wounded and wonders about Amor*§ remedial ointment.
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She questions herself on the appropriateness of her sudden sentiment, hut 

she is certain on one point, namely that love can involve no more than two 
people j

Buene amors vait tant seulement 
D'un seul a altre senglement;
Puis qu'on i vuelt le tiers atraire
Puis n'i a giens amors que faire,.., (w. 8285-8288)

There rszains tue delic-ate matter of conanunicating her feelings 
to the unsuspecting Eneas. The direct approach of earlier epics is out 

of the question. She is in a timeless feminine predicaments

"mais ge criembroie 
M'en tenissiez por prinsaltiere,
Be VOS mandoe amor premiere." (w, 8566-8568)

Modesty as well as good sense demand a well considered appsroach.

She spends a restless night. Ihe next morning her condition becomes 
quite apparent to her mother, \Aio is pleased and advises her again to let 

Tumus know of her love. When she leams that Eneas is the one she indulges 

in decidedly uncourtly outbursts, accusing the hero of unnatural aaxaal 

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

Il n'aime pas poil de conin. (v, 8595)

But Lavinia is unconvinced. She claims defenselessness against
love:

- Quel deffense ai encontre amors?
N'i valt neient chastels ne tors.
Ne halz palis ne granz fosse;
Soz ciel n'a cele fermeté
Ki se puisse vers lui tenir... (w. 8655-8657)

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 Anile is not contemplated. She debates with herself:

- Quel moaage porras aveir?- 
"Qe ne quier nul altre que mei”.
- Iras i tu?- "Oil par fei",
- A grant honte t'iert atome.- 
"Oui ohalt? Se faz ma volenté,
Molt m'en iert poi que I'en die."
- Toi, ne dire tel vilenie.
Que ja femme de ton parage 
Enpreigne a faire tel viltage,
Ou*— hcz— cstrango Aille pArler 
For sei offrir no presenter.
Aten un poi, Ja t'avra il;
Tu sereiea toz tens plus vil,
Et il noalz t'en priserelt
Enz en son cuer, quant il t'avreit.-
"Que ferai donc?" (w. 8714-8729)

An Ingenious method is quickly found. She rolls a little letter

around an arrow speedily dispatched from the height 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:
Ifolt en sui plus et forz et fiers,
Itolt m'en comhatrai volentiers. (w. 9051-9052)

He also shows s<Mae surprising psyche logical insight. A little

aloofhess, he feels, can only help his position:

He deit pas tot son cuer mostrer 
A femme, ki la vuelt amer. (w. 90?9-908g )

The following morning Lavinia hopes to see her beloved from the

height of her tower. When he does not appear 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 entourage:

11 a asez garpons o sot,
Lo peor aime mialz de mois,
Fandue trove lor chemise;
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Maint an i a an son servise,
Lor braies sovant avalées
Issi deaervent lor soldées, (w. 9159-9164)

Norman Susskind commentât

The courtly pedestal la a flisuy structure. Great cracks appear 
when the woman on it turns out to be atade not of spun sugar but of 
flesh and blood, and under the weight of such realism as this it 
collapses.

One might add that this, after all, is one of the earlier romances.

As it turns out, Lavinia is wrong. Subse<iuently Rw##* defeats his rival
Tumus in single combat and he wins "la ville et la fille".

Tho Roman d’Enéas la a further step in the direction of the roman

courtois. The psychology of love finds a hither-to unknown elaboration.

Monologues, self-analysis, le débat intérieur, 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 writest

Cn ns volt point loi I'aaant priant aa rfaaaa suivant lea rSglaa da 
la pure doctzdne et celle-ci lui accordant ses faveurs, aprës qu'il a 
bien parlé. “*3

Nevertheless, the EnSaa stands monumentally 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 raumn »
avoc environs ds 1150:

Cette date de 1160, qu'on assigne a est peut-être la plus
sAmorable, à cet égard, de tout le roman franpais; avec elle naît et

^Norman Susskind, "Love and Laughter in the Rwaane Courtois," 
French Review ?7 (1964), 65I-657.

^^Robert Bossuat, Le Moyen Ase (ParisiEdltions mondiales, I962),
p. 50.
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14se lève l'aube d'un art nouveau,

The third and most brilliant star in the "triade classique" is 

the Roman de Troie, composed toward 1165 by one Benoit de Sainte-Maure, 

a very learned and somewhat pedantic cleric. In over 50»000 octosyllabic 

lines he retells the story of the Argonauts and of the siege of Troy. His 

source is not the Hiad oi Tiomer, but the accounts of two alleged witnesses 

of the Trojan war, the Crete Dlctys and the Phrygian Dares. He also utilizes 

various other nources. 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 spirit of the 

woit is therefor that of the "second renaissance", of individual and worldly 

gloiy, of courtly virtues, of noblesse, largesse, courtoisie, mesure. Ihe 

robility la referred to as the "chevalerie" (v. 2075), whose role it is to 

strive for honor and glory*

Peine et travail por pris aveir,
I tel vie devons aveir. (w. 4011»4012)

The noble ladles are described as "oorteise, bien aprise" (v. 1255}* 

Inie society moves in brilliant courtly surroundings, works ox au-t, rich 
utensils, fine clothing. The local color is of course that of twelfth cen­

tury courtly life. Scenes of courtly festivities abound (w. 1190 ff.,

3307» 22303 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 soomm le siège de Troie que le siège des dames dont 11

lAWilmotte, OP. cit.. p. 35*



68

eat l’o c c a s i o n . Each hero la involved in one or more affairs of the 

heart, each described in detail. There are the loves of Jaaon and Medea, 

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

Chretien was undoubtedly familiar with this material.

The woit lacks continuily. 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 

Medea*

La chiere tint auquas en bas,
Plus fine et fresche et coloree
Que la rose, quant ale est nee. (w. 1250-1252)

Helen is described similarly t

De trèstotes beautez la flor.
De totes dames mireor,
De totes autres la genpor,
De treatotes la aoveraine,
Ausi come color de graine
Est mout plus bele d’autre chose,
Et tot ausi come la rose 
Sormonte les flore en beautez,
Treatot ausi, e plus asez,
Somonta la beaute Baleine
Tote rien que nasqui humaine, (w. 5120-5130)

Briseida*8 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 lis ne neif eor branche;
Mais les sorcilliÊ li joignaient,
Que augues li mesavenaient.

Cohen, La Roman courais au XIIe aiàcle (Paris(Centre de 
Documentation IMversitaire, n.d. ), p. 56.
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This does not prevent her from seducing Troilus and then Dicmedes

in short order. Benoit does not fail to make a misogynie comment, not

uncommon in medieval romances: Woman is fickle:
A femme dure dueus patit,
A I'un uel plore, a l'autre rit,
Mout muent tost li lor corage.
Assez sat fola la plus sages 
Quant qu'ele a en set anzzame 
A ele en treis jorz oblie.
One nulo ne sot dual aveir, (w, l])44l-1^47 )

Chrétien, on occasion, will make similar oooments.

Briseida, captive of Diouiedes, detains the letter's advances, sAo

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 oclsossnt 
Ne se pueent pas si guarder 
D'els ne facent sovsnt 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. Dioasdes shows
all the symptoam. The author sympathizes with him and has some harsh words

on the nature of women:

Mout le conoist bien as sosplra 
Qu'a li est del tot ententis;
For CO I'en est treis tanz plus dure.
Toz jors a femme tel nature:
S'ele aperçait que vos I'ameiz 
Et que por li selez destreiz,
Sempres vos fera ses orguieuz.
Fol vos tomera puis ses ieuz 
Que n'i ait dangler ne fierte 
Hout avreiz ainz chier compare 
Le bien qu'ele vos deint faire.
C'est une chose mout contraire.
Amer co dont om n'est ames:
A merveille deit om tenir
Ccm 00 puet onques avenir, (w. 150)5-15050)
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Love engenders prowess in idie hero. But what a difference from

the prowess of the hero in the chanson da geste! It is no longer based

on collective virtues, but on love alone*

S'en vos n'aveie m'avendance
Jamais ne cult qu'escuz ne lance
Fust par mei portez ne saisiz. (w, 15159-15161)

Ihe power and the fully of this strange sentiment are asserted

by the author in the following lines;

Qui très bien est d'amor espris
Il n'a en sel sen ne reison. (w. 18^58-18^59)

This is the author's personal 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 psychological analyses and his celebration of glittering courtly set- 

tingsand customs he appears to endeavor to excel over his predecessor, 

the author of the Eneas. Indeed, Bossuat sees in Benoit de Sainte-Maure 

"le premier initiateur du roman d'amour", but this opinion can only be 

based on the degree of sophistication. Ihe groundwork was laid in the 

Roman d'Enëas.

With the romances of Antiquity the romance as such comes into 

being. The love theme acquires central importance. The role of w<«aan is 

thus enhanced commensurably. The hero's knightly virtues and actions are 

inspired 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, ihere a more realistic "happy ending" could indeed be achieved 

and idiere 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 description 

of luxurious apparel and utensils and festivities, influenced by the 

splendor of the Orient as witnessed by the crusaders. Iho cultural 

heritage of Antiquity, never quite absent in French literature, is 

introduced in the vernacular and adapted to contemporary tastes. The 
Christian element recedes in favor of le merveilleux oalan> which will 

find further development in the dreamlike world of the matiera de 

Bretagne. The most striking innovation is the discovery of man’s 

"inner world", the increasingly detailed and skillful attempt at psycho­

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



CHAPTER VI 

THE MATIÈRE DE TRISTAN

There are basically two extant versione of the Tristan legend,

the one by Beroul and the one by Thomas. Both texts are fragments dating

from the twelfth centuzy. The exact dates are unknown. Most scholars

believe the decade of II60 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 referenoo.^ Another reference is in Bemart de Ventadour's
2"Quant vey la lauseta mover" and "Tant ai mo cor pie de ioja". Chretien 

de Troyes, at the beginning of his Cliges. claims authorship "Del roi 

Marc et d'Iseut la blonde”. Some believe that Chrétien had written the 

original Tristan. Gertrude Sohoepperle traces the tale back to Celtic 
legend material.^ The question of origin will never be satisfacorlly 
resolved.

Ẑeitachrift fur franzosiaohe Ihilologie. XU, 219-227.

^J.L. Deis ter in Modem Philology. 19, 287-296.

^Tristan and leolt. A Study of the Soumes of the RtMaance 
(New York tSaiversity Press, 1913).

72
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To "üie two extant versions of Beroul are added the two "Polie 

Tristan” episodes. The "Polie Tristan" of the Berne version follows 

Beroul's Tristan, that of Oxford is dependent upon the work of Ihomas.

Ihe "version commune" of Beroul and the "version courtoise” of 

Thomas differ maAedly in their presentation of the nature of love.

Among the Tristan poems only they can give an accurate picture of the 

various ideological currents of the twelfth century. The Bédier recon­

struction, in spite of its merits, can not serve as a basis 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 concep­

tion of the social and sentimental aspects, that their divergence becomes 
clear.

In the "version commune" of Beroul the passion that ties the two 

lovers to each other appears to be clearly adulterous. 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 Provençal 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 carnal 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 entière à sa proie 
4attachée.” The passion tiiat dominâtes 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 li dit: Sire, par foi,
<°iu‘ele m'alme en Done foi,
Vos n*entendez pas la raison: ^
Qu'ele m'aime, c'est par la poison, (w. 1381-1364)^

Iseult speaks to the hermit of their sin:

Sire, por Deu omnipotent,
II ne m'aime pas, ne je lui,
Fors par un herbe dont je bui
Et il en but: ce fu pechiez. (w. I4l2-l4l5)

The ”vin herbé” is given as the reason for their behavior. Does

the author want to absolve the lovers of all responsibility and guilt, ̂
His treatment of the adulterous relationship, vdiioh occupies a central and

seemingly sympathetic position in the story, is curiously ambiguous.

Although the lovers ostensibly flaunt the feudal and religious beliefs of

their society» there seems to be pronounced effort on the part of the author
to accommodate the affair, if not be apologetic.

Beroul 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

^Phèdre. Act I, scene 3.

hj» toman de Tristan par Béroul (4th ed. rev. Muret, Paris:
Champion, 1947).

^Cf., Bettina Wind; "Eléments courtois dans Béroul et dans 
Thomas”, Romance Philology. XIV, (I960), p. 8 .
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ciroumstancial evidence only* A modem critic writes t

The poet plays upon the ambiguity of action, the difficulty of 
interpreting even lAat we see with our own eyes, to create an atmos­
phere of equivocation favorable to the young ooiQ>le.7

The potion has made us sympathetic with their predicament. The

attendants at the royal household, the barons and the dwarf, are unsynqpa-

thetic characters. We are thus quite satisfied with the artificial dialogue
between Tristan and Iseult, overheard by the King in the tree:

li rois pense que par folie,
Sire Tristan, vos aie ame;
Maie Dez plevis ma loiauté.
Qui sur mon cors me te flaele,
S'onques fors cil qui m'ot pucele
Out m'amie tie encor nul jor. (w. 20-23}
N'ai corage de druerie
Qui tort a nule vilanie. (w,

Tristan likewise pliqrs the game, even invoking the testimony of
God*

Dez! Porquoi est li rois si fol?
Ains S3 laroie par el col 
Pendre a un arbre qu'en ma vie 
0 vos preise druerie. (w. 127-130)

"ûruene " nas tne meaning of carnal love. In a subsequent dialogue

with the King Iseult complains of his suspicions*

Car tu penses que j'aim Tristrain
Par puterle et par anjen... (w. 407-4o8)

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

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

^Stephen C. Nichols, "Ethical Criticism and Medieval Literature" 
in Mediev^ Seouly Literature (ed. William Matthews, University of California 
Press, 1967)1 p. 69.
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for having allowed the incident to end in such a way;
Que 11 rois n ’a chose veue
Qui ne puise estr’en bien tenue, (w, 375-376)
("Which might be misinterpreted.")

Govemal thanks the Lord;

Quant conter I’ot, Deu en mercie
Que plus n*i out fait o s'aale. (w. 383-384)
("lhat he had gone no farther with his lady friend")

The appearance of social propriety is strictly maintained. Com­

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 veuz
El lit roi Marc gesir toz nus. (w. 593-594)

The dwarf Procin, that shadowy personification of gratuitous hatred

vho wants to trap the lovers, spreads flour between the beds of his suspects

and watches them from the outside:

Li nain defers est; a la lune 
Bien vit Joste erent ensenble
Li dui gasant. (w. 736-730)

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

wIlj.vu la JvâIuuo/ vT ô px'ùwôbès

Cuelli I'orent oil en haine
Por sa prooise, et la rolne (773-774)

Ihe dwarf being the only witness to so important a scene can hardly

be considered an unprejudiced observer. Indeed, as Rita LeJeune states,

"les touches de sang sur la farine ne constituent pas, à bien y réfléchir,

un véritable 'flagrant délit d'adultère* mais bien une présomption de
Q

flagrant délit." Ihe King's sentence thus appears all the more brutal

Rita Le jeune. Les Influences contemporaines dans lea roauuis 
français de Tristan au 12e siècle," Le Moyen Aae. IXVI (I960), p. 147,
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In view of the fact that it is based on circumstanoial evidence and that 

the Queen's cooperation in tiie assumed transgression is not at all deter­

mined. He turns into an irrational antagonist. 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

must again be viewed as an ambiguous mise en scène:

Tristan se couche et trait s'espee,
Entre les deux chars l'a posee.
Sa chemise out Yseut vestue.
Se ele fust icel jor nue,
Merveiles lor fust meechoiet^
£ Tristan ses braies ravoit.
La roine avoit en son doi
L'anel d'or des noces le roi. (I805-I812)

Ihe King is duped. He reacts like the typical cuckold of the
fabliaisc, worthy of ridicule and contempt t

Bien puis croire, si je ai sens.
Se il s'amasent felement,
Ja n ’i eussent veateaent,
Entre eus deus n'eust espee,
Autrement fust cest'asenblee. (2006-2010)

According to Béroul the magic potion was to keep its effect for 

three yearst
Li lovendrin, li vin herbes:
La mere Yeeut qui le bolli 
A trois ans d'amistie le fist. (2138-2140)

For three years this passion continues beyond control:
Tent eon dureront li troi an,
Out li vin si soupris Tristan 
Et la roine ensenble 0 lui.
Que chascun disoit; Las n'en sui. (2143-2146)

gThis 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 sprin­

kling of religious vocabulary;

Sire, Jesu soit graciez
want degerpir voiez pechiez i (226^2264)

Au riche roi celeatien 
Puison andui crier merci
Qu'il ait de nos, Tristran, ami! (2266-2288)

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 jor de sut vie.
Ge ne di pas, a vostre entente,
One de Tristan jor me repente
Que je ne l'alm de bone amor. (232>-2327)

She will go on loving him, and she has no rsgrsts. Tristan, like»

wise, is not aware of having sinned. When Ogrin admonishes him:

51 Xongusmenx I'avon menee,
Itel fu nostre destines. (2)01-2302)

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 conduct, such as the slaying of 

an enemy by ambush and surprise. When confronted by Mare with the condemning 

evidence of the flour episode he at-tempts 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 l'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 même que lui donne 
l'ermite Ogrin; Pour éviter la honte et couvrir le mal, il faut 
savoir mentir un peu. ®

Por honte oster et mal covrir
Doit on un poi par bel mentir. (2553-2354)

Se thus hardly 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. ISioy have neither the desire nor the inten­

tion to make a clean break. They will continue to see each other and to 

communicate secretly. Tristan continues to deceive his uncle and suzerain. 

He reaudns 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 forest;

Nos i geumes mainte nuit,
En nostre lit que nos fist faire... (2820-2021)

Lazar concludes;

Les amants ne peuvent échapper à leur condition. Et au fond
d'eux-mêmes lis ne assirent même pas y échapper. Les mensonges,
les ruses, les repentirs et les retours, ajoutent à leur aventura 
cette intensité dramatique, ce coté si authentiquement humain qui 
fait que la légende 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 la sympathetic. But did he not require a love potion to excuse

Pauphilet, Le Legs du Moyen Age (Melun;Librairie d'Argencea, 
1950), p. 126.

^^Moahe Lazar, Amour courtois et fin*amors dans la littérature
du Xlle siècle. (Paris;Klincksieok, 1964), p. 137.
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hvunan 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 "Polie Tristan" of the Berne manuscript has as its principal

source the poem of Beroul, as Ë. Hoepffher convincingly explains in the
12introduction to his edition.

Tristro, 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 him*

Tot por I'amor Yseut conquerre.
Mout li ert boen ce qu'il faisoit,
Nule rien ne li desplaisoit (139-1^1)

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 Beroul*

Li rois n'a pas coraige entier
Sempres est ci et ses^res la. (3^32-3^33)

^̂ a  Folle Tristan de Berne (2nd. ed. E. Hoepffher, ParisîBelles 
Lettres, 194g), 6-19.
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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 ’avroiaz fait grand confort.
Certes, o autrement sui mort. (227-231)

He uses the vocabulary of Provençal service d’amour;

Mais li boivrea del trosseroil
M'a si emblee et cuer et sans
One je nan ai autre porpans
Pore 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 cf love and vdiich will even­

tually find its re ....id, the guerredon:

L'an dit: Qui ainz servi Amor,
Tot lo guerredone en un jor
Selonc les ovres que vol
Est ce granz errors endroit mol. (474-477)

Iseult finally recognizes Tristan and la very eager to grant hlm 

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 ult jorz ($68)

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 loi ol,
Entre Tristan aoz la cortlne:
Entre ses braz tient la raine. (569-372)

^^Lazar, op. cit.. p. 159» commenta that these lines "auraient 
pu etre ëorlts par Bernard de Ventadour”.
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looult la after all not the unreachable lady of tlie troubadours* 
She la very human*

Of the same period, but generally considered to be of a slightly 

later date, la the "version courtoise" of the Tristan poem of Thomas 
d* Angleterre*

On ne saurai, imaginer, aveo les vSma personnagea et a p__ 
pxee les mânes épisodes xoaiaiaÉuwMüx, uwiub rônèu» ê*thwtlqüêw*üt 
plus différents que celui de Béroul et celui de Thomas*

Thus writes Pauphilet in his Le Lees du Moyen Age*

Thomas treats the material according to the conceptions of fin*

amoM* 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 oaqportaent, their telling glances, the
rumors at the Court, exiles them. They leave happily together* "Jamals

ils n»avaient été si Joyeux", writes Pauphilet, "Ce départ de fete fixe
le ton de tout

etl'épisode* Leur vie dans la forêt était, dit Berocd, * a p ^  , 
T h = : cils set purement dslicisucs; plusieurs trsits 

sont nettement idéalisés, ocome la grotte qui les accueille, et le 
Joli ruisseau, tout près, qui les abreuve*** Vblcntaireemnt le poète, 
au tableau pitoyaUe qu'on voit dans Béroul a substitué cette espèce 
de féerie amicale que la nature déploie autour des
amants*** Tristan et Iseut étaient des proscrits, en fait des
amoureux en voyage de noces panai les oiseaux, les fleurs et les par» 
fume.*5

They have no regrets* They feel none of the sobering effects of 
a idiilter losing its power* One wonders why they would went to give up

Pauphilet, OP. clt** p* 1)3*
^^aiqjhilet, loo, cit.
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their idyllic existence. But they follow the Invitation of the Ktng to 
return to the Court. The King, having discovered than in the forest asleep 

and in a non-compromising position, is touched by the apparent chastity 

and purity of his wife’s amorous relations with Tristan, They return in 
tiiur#!* Lazar writes:

Une fois de ’us donc, l’amour triomphe complètement de 1 
société et de la morale chrétienne. La morale da la fin’amars a 
raison de toutes les objections,^"

There is no psychological progression as there is in Beroul, no 

suffering and renunciation of any kind. They resume their former life at 

the Court, In order to provide the impetus to further action, to effect 

tlie separation of the eoiQ)!®# Thomas resorts to "la scene du Verger",

The lovers are surprised in a compromising situation, Tristan manages 

to flee. This separation is n»rely the result of an accident, "La 

catastrophe sort d’un hasard et non plus d’une nécessité", writes 
Pauphilet,

Les amants sont séparés pour toujours sans avoir pu jamais 
mesurer leur impuissance à vivre librement ensemble. Le roman 
perd ainsi son caractère le plus âpre, et les épisodes qui suivent,
QAA mia nWftan pcîîT rsTtnir, n'surent plus le
aâæ air de lutte désespérée contre l’imposaible.T*

On taking leave they exchange courtly phrases that are more
elegant than touching:

Ma dolce dame, je vos pri .q 
He me metes endbli, (31-32)

^^Lazar, op. cit,, p, I6I.
^^Pauphilet, OP, cit,, p, 1)4,
^̂ Les flfaswente <fa> Tristan de Thomas, (ed, B,H, Wind, Leident, 1950),
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Iseult: Nos ocre partir ore convient
Mais l’amor ne partira nient. (49-50)

Thomas is more interested than Béroul in minute analysis of thought 

and feeling than outward events, Ihis introspective quality of Thomas' 

manner is greatly elaborated in Tristan's reflections leading to his mar­

riage with Iseult aux Blanches Mains, He has feelings of doubt and jeal­

ousy. He suspects Iseult of sharing the joys of marriage with Marc. He 

feels that cuers et core should duly be his, a central theme in Chrétien 

de Troyes:

Pur vostre cors su jo em paine 
Li reis sa joie en vos malne:
Sun déduit 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 I'amur a maintenir
Dunt nul bien ne put avenir? (41-42)

This state of mind leads him to his marriage with the other Iseult. 

Can Iseult find happiness with Marc, love and marriage being mutually exclu­

sive according to fin*amorsv 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 position:

....assaier voldrai sa vie.
Jo vol eapuser la meaohine 
Pur saveir I'estre a la reine,
Se I'esapusaille e 1 'assembler 
Ms pureient li faire oblier. (172-176)

He marries Iseult aux Blanches Mains "pur le nun et pur la balte"

(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:
Yeolt en sa chambre suspire 
Pur Tristan que tant desire,
Ne puet en son ouer el penser
Fors co seulement: Tristan amer. (649-652)

Tristan, in a flight of sentimental fancy, has statues made of 
Iseult and her associates at Court. Instead 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 afraid 

of losing her:

Mbs por ce en est li Jolus
One de li perdre est pourus, (65-64)

Thomas has thus constructed a strange relationship of four persons,

all suffering from the situation:

Entre ces quatre ot estrange amor:
Tut en eurent painne e dolur 
E un e autre en tristur vit;
E nul d'ans nen i a déduit, (?1-74)

Mar-0 possesses his wife's body, not her heart. Iseult's heart is 

with Tristan, her body is Hare's. Tristan's heart is wiüi 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 mettrai avant.
Le jugement facent amant. (l48-l49)

A topic much discussed in couzdily 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 Jusqu’à l’absurde: ainsi Iseut, sur le navire que la
ramène vers Tristan, et que la tempête assaille, débat interminable­
ment cette question: tous deux ne peuvent que mourir ensemble, or
aile va être noyée, comment Tristan pourra-t-il l’être aussi?”*9

Tristan is suffering from a poisoned wound that only Iseult can 
heal. He has sent for her. His wife, who has discovered the true situa­

tion, deceives him into believing that the approaching ship is not carrying 

Iseult. In dark despair Tristan cries out to Qod as his witness:

Deus salt Ysolt e mei! (1?60)

Us dies. Ihe stage la set for Iseult to arrive and to die with 

him like a "vraie amante":

Pur mai avez perdu la vie,
E jo frai cum veraie amie:
Pus vus voil mûrir ensement.
Embrace le, si s’estent.
Baise la bûche e la face
E molt estreit a 11 l'enbrace,
Cors a cors, bûche a bûche estent,
Sun aspirit a itant rent,
E murt dejuste lui issi 
Por la dolur de sun ami.
Tristans murut pur sun deair,
Yaolt qu’a tans n ’i pout venir. (806-817)

Tristan and Iseult are portrayed as modela 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:

Tumas fine ci sun escrit:
A tuz amanz saluz i dit.
As panels e as amerus,
As emvlua, as desirus.
As enveisiez e as purvers,
A tuz cels ki orunt ces vers. (3125-3130)

19Pauphilet, op. cit.. p. I37.
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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. (3l4l-)l44)

Thomas' contribution to the Tristan legend is an idealization of 

the characters. Intensive psychological analysis and the presentation of 

R paRsion that is yihjact to a groator measure of deliberation and reflec­

tion than had been the case in the version of BSroul. 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:

...Iseut est devenue une de ces dames courtoises dont les poètes 
lyriques chantent la difficile conquête; princesse d l'adultère 
compliqué et de mélancolies savantes. A chaque aventure de leur vie, 
ils se plaignent et s'admirent d'être de si rares exemples de la 
tristesse d'aimer. Thcnaas a adapté au goût de son temps une légende 
dont les violences, les disparates et les reflets mythiques ne se 
comprenaient déjà plus. Les défauts, et aussi les mérites de son 
poème tiennent dans ce contraste de sa matière et de sa manière.^0

The Oxford version of the Polie Tristan poem contains the same 

motifs as the Berne version. The author's treatment of the material shows

greater esghasis on sentimental analysis and idealisation. As Hoepffner
21convincingly eiqplains in the introduction to his edition the poet models 

his version on the work of Thomas:

II ne saurait y avoir de doute sur les intentions du poète. Il 
a voulu baigner son récit dans une atmosphère de courtoisie comme 
l'avait déjè fait avant lui son modèle principal, Thomas d'Angleterre, 
pour le roman lui-mGme.

20Pauphilet, loc.cit.
21La Polie Tristan d'Oxford. (2nd. éd., E. Hoepffher, ParisiBelles 

Lettres, 19^3).
^^Ibid.. p. 7.
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In conclusion it can be maintained that neither Béroul nor Ihomas 

have given a true picture of anmur courtois. The story does not entirely 

lend itself to such a treatment. The love of Tristan 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, 
whereas in «mour comtois, even though its actual beginning 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, almost as a necessary part of education. ^2

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 démesure, 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 preoccupation 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 matière".

23C.B. West, Courtoisie in Anglo-Norman Literature (New York* 
Haskell, 1966), p. 30.



TliE LAIG OF MAxIE BE FE/i'CE

i'crlG de France is a contcrapcrar;/ of Chretien de Troyes, but vc 

know very little about her. The only information we possess is made up 

of scanty details r cntaincd in her works. lione of them though can give 

us a clue to her real identity, and the various attempts -‘•xi identify the 

authoress with historical figures bearing the same name are inconclusive 

and sometimes implausible. Arguments in favor of Marie de Champagne are 

net convincing. Apart from linguistic and historical obstacles, Marie 

de France was hardly the lady who would have supplied Chretien with the 

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

■'he most likely period of composition of the lays is he decade 

cf ' There is no indication that Marie was influenced by the
works of Chretien, whose romances are probably posterior to her lays. 

Marie de France is an innovator. Not only is she the first femme dc 

lettres in France, she also contrit;tod something new in form and sub­
ject matter to the literature of her time, the nouvelle en vers or lai, 

regularly accompanied by the epithet breton. Che was acquainted with 

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

1Cf. the convincing arguments in the introduction of Jean .'vychner, 
■08 Laie de Mario da France ("Les Classiques Prangais du Moyen lige"; Paris: 
Champion, 1966), p. 10.
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century of translating Latin works into the vernacular, a practice that 
had resulted in the popular "triade classique" and the Ovidiana of Chrétien, 

but it is possible that the taste of the courtly public was ready for some­

thing new. Marie explains in her prologue i

Pur oeo comenoai a penser 
De aukune bone estoire faire 
£ de latin en romauna traire; 
mais ù« dm xust guaireS ûv pris;
Itant s'en sunt altre entremis.
Des lais pensai k'oi aveie; N 
Ne dutai pas, bien le saveie,
Ke pur remembrance les firent 
Des aventures k'il olrent 
Cil ki primes les comencierent 
£ qui avant les enveierent.
Plusurs en ai oi conter 
Nés voil laisser ne oblier;
Rimes en ai e fait ditle,
Soventes fiez en ai veillle

(ed. Ewert, Prologue. 28-42)
In the lay Guigemar she refers again to her sources

Les contes ke jo sai verrais,
Dunt 11 Bretun unt fait les lais,
Vos eontersi asses brleAmsnt,

(Ewert, 19-21)
Ike origin of 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 to vocal as well as instrumental composi-

2tion. Iseult sings the lay of Guiron in the Thamas version. Waoe writes 
that the jongleurs at the court of Arthur performed lays of vielles, lays 
of rotes, harps, and flutes. Chretien de Troyes in Cligès^ speaks of two

2J. Arnold (ed.), Le Brut da Waoe ("Société des Anciens Textes 
Français"; vol. H, ParistDros, 193^-19^), w. 10548 ff

Â. Nicha (éd.). Les Roaans de Chrétien de Troyes* Cligès 
(C.F.M.A. 84; ParisiChaapion, 1965),
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combatants who "played lays on the helmets'* with their swords:

As espees notent un lai
Sor les hiaumes qui retantissent.

(w. 4024-4026)
4According to Ernest Hoepffher the Breton Jongleurs sang the song 

in the Breton tongue "... and a tale would be told in French for the bene­

fit of those vdio did not understand Breton, explaining the circumstances
5which were supposed to have inspired the song." This prose narrative, 

then, was extended to a literary composition in verse.

Ihe treatment of the love theme in the lays of Marie de France 
is neither that of the Provençal canso with its distant 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 Maria de France therefore affords an 

excellent insight into the sentimental tastes of her time.

The lays have variously been grouped under the general character­

istics ofTeerique", "réaliste", "romanesque", "lais fabliaux",^ These 
classifications are often highly ingenious. One suspects that Marie her­

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

aE. Hoepffher, "The Breton Lays", in Arthurian Literature In the 
Middle Ages. R.S, Loomis (ed.) (Oxford, 1955)» P. 11).

^Ibid.. p. 113.

^Cf. Foster Demon; "Marie de France: Psychologist of Courtly
Love", P.M.L.A. XLIV (1929)* PP. 968-96. Also: Leo Spitzer, "Marie do 
France, Dichterin von Problesmarchen", Zeitschrift fur Romanisehe fhilol- 
gia L (1930), p. 41 ff.
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the lays 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'amors la showing its influence in the forma­

tion of amour courtois in the northern courts.
Quigeaar is the first in the collection of lays, although it is 

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 ideology as well as amour-pasaion 

(Tristan) are discernible in this story.

Guigenar is a knight who is guilty of the imperfection of being 

oblivious to love. He goes hunting, wounds a hind and is himself hurt 

tdien 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 he will for her. 

Ouigemar, in neglecting his destiny by refusing to seek laJoie d* amour. 

has thus offended it and destiny takes its revenge. The hind speaks;
Oi, lasse Jo sui ociselP! 1r4 Mat«ea
tela sait la tue destinest 
ja mais n'aies tu médecins !
Me 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 i que cela te guarisse, 
ks suffers pur tue asaar 
si grant peine e si grant dolur 
qu'unkes fomms tant ne suffrir, 
e tu referas tant pur li, 
dunt tuit cil s'esmsrveillerunt, 
ki aismnt e ame avrunt, 
u ki puis amsnint après.

(Quig— ar. w. 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, our tel se, bele e sage”
(w. 211-212). Ihis lady is a mal-mariée, locked up by her husband, an 

old and jealous lord ("gelua 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:
Venue, la deuesse d'amur.
Pu tree bien mise en la peinture;
Les traiz mustre e la nature 
Cument hom deit amur tenir 
E leialment e bien servir.
Le livre Ovide, u il enseigne 
Cornent chasouns s'amur astreigne,
En un fu ardent le gettout,
£ tue icels esoumsnjout,
Kl ja mais oel livre lirreient 
Ne aun enseignement fereient.

(Qulgemar. w .  234-244) 

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

a true source of happiness. She has severe words for those "vllein courtels"

who brag about their easy exploits:
Amur est plaie dedenz cors,
£ si ne piert nient defors.
Ceo est un mal que lunges tient.
Pur ceo que de nature vient;
Plusurs le tienent a gabeis.
Si cune 11 vilein curteis.
Ri jolivent par tut le mund.
Puis se avantent de ceo que funt;
N'est pas amur, einz est folie 
S mauveiste e lecherie.

(Qulgemar. w. 483-492)
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Marie ttien elaborates on another point of love casuistry that was 

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

Hoepffher calls it.^ Guigemar, prompted by his passion, straightforwardly 

asks for the favors of the lady:
Jo vus requeor de druerie;
Esle, ne me eeoundlee mle!" 505-506)

To which a modem heroine might reply: "I am not that kind of a

girl." îhe lady says as much in a friendly manner:
Tut en riant 11 dit; 'Amis.
Cast cunseil sereit trop iiasuka,
De otrier vers ceste priera.
Jeo ne sui mis aoustumere. (cuigemar, w .  509-512)

Guigemar*8 answer is much more in tune with the more realistic

ideology of the North than with troubadour fin'amors. It is the fickle

woman, the professional (femme Jolive de meatier, v. 515) who plays hard

to get, but the lady with good intentions, having found the right man, will

be more accommodating i
Femme Jolive de meatier 
Se deit lunc tens faire preier 
Pur sei cherir, que cil ne quit 
Que ele ait use oel déduit:
Mes la dame de bon purpens.
Kl en sei eit valur ne sens,
S'ele treve hume a sa manere,
N. n> f.rat « r *  lui trop 515-5S2)

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

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

is not yet to be enjoyed:

^E, Hoepffher, Lee Lais de Marie de France (parisiHiset, 1966),
p. 87.
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Ensemble juent e parolent
£ sovent baisent e aoolenti
Bien lur covienge del stirplua
De coo que 11 .lire unt «> ua. 5J1-53*)

Fata will separate them after many happy months. Ihe Jealous old 

husband learns of the affair. Guigemar flees. Before taking leave they

endow aaoh other with signs of recognition. She ties a spécial knot into 
his shirttail. He puts a girdle "a sa cimr nue" U<at only ho will be able 

to unbuckle.
The magic ship has carried Guigemar back to Bretagne. Two years 

later the lady uacapes in the same fashion. The reunion, however, is not 

yet to take place, ühey suffer, he "mat et pensif" (v. 644), she "pensive 

et morne" (v. 718). The lady is sheltered by Merladus, 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 Merladuo*s 

tournaments. The recognition scene, one of happy surprise, is described 

in do tall and psychological finesse. The resistance of Meriaduo overcome 

in battle, the ending is a happy onei

À g iw il Ju l« • ‘ àîid.w ^  = :ln o ;
Ore ad trespasse sa peine, 881-882)

Marie's conception of the love theme is evident in various aspects 

in Guigemar. 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.

To lays, Bificlavret and Equltan, are discussed by Hoepffner
8under the heading "La fensue coupable." Hoepffner sees in these lays a 

condemnation of Provencal fin*amorss "L*amour ideal à la manière 'pro- 
venpale, semble-t-elle- vouloir dire, voilà où il mène." Biaclavret is 
the story of a Breton baron who reveals to his wife the secret of his
weekly absences. For three days each week he sheds his clothing and
becomes a werewulf roaming the forest. %e shocked wife

De pour fu tute vermeille;
Do 1*aventure se es frea.
En maint endreit se purpensa
Cum ele s'en puist partir;
Ne vololt me. le. lui gieir. (Bieelaifret. vv. 97-102)

A neighboring noble, who had long been in love with her, gladly
cornea to her aid. The reward is considerable;

M'amur e anin cure vus otrei,
ïctr. dru. f.te. d. meii (Bl.cU'^t. w. 115-116)

ai# euggeste the securing of the clothing of the werewulf, vdio 
now cannot become a man again and has to remain in the forest. After a 

year he ia hunted down by the king's party, begs for mercy and becomes 
deoDSstioated. One day, seeing the guilty knight, he bites him, and when 
his wife appears, he bites off her nose (Le neis li esracha del via.
V. 2^3)* They confess tiieir betrayal and he can becoas a man again.

^Ibid. p. 144-159.
^Ibid. p. 158.
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Lazar^*^ argues that the woman ia not punished for her illicit love, since 
Marie does not condemn extramarital relations. Rather she is punished for 

her tresù. n.

Equitan is similar in its theme. Equitan, the king of Nantes,

desires the wife of his Ic;al senechal. They are having an affair, and

they plot to eliminate the husband by having a very hot bath prepared for

him, in which he would hoi — iy dies
Sun bain si chaut e si buillant 
Su2 ciel n'en ad humme vivant 
Ne fust eecaudez e malmis,
Einz que dedenz se fUst assis*
Quant mort serat e eacaudez,
Vos huames e lea aoens mandez;
Si leu mustrez cumfeitement
Est mort ù  b i n  sudciniant. (Euultm. w .  253-260)

Ihe plan miscarries vdien the husband surprises the lovers play­

ing in his bed;
Sur le lit al seignur cuoherent 
E dedulstrent e enveiserent.

(Equitan* w ,  281-282)

Le rel e sa femme ad trovez
U il gisent entr'acolez. .. — ____xvv, /

The senechal shames the king, who, unclothed and confused, seeks

cover in one of the tubs, that with the scalding water* Then the senechal
11throws his wife in after her lover, and both die. Lazar again disputes 

Hoepffher's opinion that Marie condemns Provençal theories in this lay.

He quotes Marie's own conclusion of the lay;

^^M* Lazar, Anour Courtois et Fin'Amors (Paris tKllncksleck, 1964)
p. 194.

11Ibid.. p* 195.
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Ki bien vodreit reisun entendre, 
loi purrelt eneample prendre:
Tel purcace le mal d’autrui
ixmt le male revert sur lui. 307-310)

12Lazar writes :

Comment parler ici d'amour coupable châtié, de théories provençales 
condamnées, lorsque It texte lui-même affirme qu'il s'agit de l'illus­
tration d'une maxime: celui qui cherche à nuira à autrui, tout le mal
retombe sur lui. Si les amant» sont tjiéa. ce n'est, nés S ceuge rte leur 
amour, mais pour le qu'ils projetaient de ccxanietti'fi. Tout comme
dans le Biaclavret ce n'est pas l'amour qui est accusé, c'est le crime 
qu'est condamné.

Indeed, in both lays the woman is guilty of cruelty and crime and 

ia punished for it. That she ia punished for extraisarital relations per 

se does not follow. In these lays Marie does not condemn fln'amorat she 

condemns 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 overlooked by the King in the distribution of wealth.

He finds himself sad and destitute in a foreign land. At a stream in a

meadow he encounters a beautiful faliy who promptly offers him her love,

a behavior that is certainly not in keeping with courtly customsi
'Lanval, 'fait ele, ' beus amis,
Pur vus vienc jeo fors de ma terej 
De luinz vus sui venue quere.
Se vus estez pruz e curteis 
Enqperere ne quens ne reis 
N'ot unques tant joie ne bien;
K«- JO vu. .i» m.r tut. ri«. ^  110.116)

The feeling is immediately mutual. There are no minute descrip­

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

^^Ibld.
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have. Ihe lady la generous:

S'amour e aun ocra 11 otreie.
(Lanval. v, l̂ j})

He even finds hinaalf suddenly rich. She attaches only one condi­

tion to her favors; that he keep their love secret. Not unlike a Proven­

cal lady she declares:
A tua jura m'avriez perdue,
Se ceste amur esteit seue;
JasKss na me purriez vaelr
Me d. nnm eore seialne eveir. W-150)

Lanval, again at court, la approached by Quean Guinevere, who finds 

him equally irresistible and offers him her love. Lanval resists. The 

Queen is offended and accuses him of being a poor lover, indeed a homo­

sexual:
'Lanval', fet ele, 'bien le quit,
Vüz n'amez gueres oel délit;
Asez le m'ad hum dit sovent 
Que des femmes n'avez talent.
Valiez avez bien afeitiez,
Ensemble od eus vus deduiez.

(Lanval. w .  227-282)

. w  e * * . *  vw u x o  i i v i i w i '  jucuiveLX rv^X4.vU bUai> i lV  U M  #

lady and that even her servante are superior to the Queen. Guinevere 

then falsely accuses him before the Kii^ iiavlng made improper advances. 
Lanval is tried before his peers. In this predicament the fairy appears, 

dazzles the court, proves him innocent, and together they ride off to 

Avalon. Lanval has suffered for his love and has regained it.

Yonee 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'a attitudes towards Provencal fin* amors are quite
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evident. On tîie misalliance of ttie woman to the old man she comments :

Grant pechie fist qui li donna. y 28)^^

ihare is no love between the wedded couple. The lover is attracted
by her desires as a realisation of her dreams:

Jeo vus ai lungoment ame 
E en mun quor mut desire; 
îinquiRM fmmqe fors \",is n'dlzai 
Ne jame' ■ re ne amerai.
Mss no pooie a vus venir
Ne fora de mun paie eissir,
31 vu. ne K  eueeez requi.. 127-133)

Hs stretches out on the bed next to her, but he behaves properly:

Delez 11 s'est culohiez el lit;
Mes 11 ne vout a li tucher
Me de ecoler ne de baleer. iÊê-168)

Not until after the lady has called the priest and the bird-knlght

has taken communion will she engage in that activity from which will spring 

forth a son named Yonec. The lover ccoms and goes. He asks her not to call 

him too often, to keep mesure:

Mes tele mesure esgardez
C t l *  n i l B  n »  O B i i im  « « « « v m V iv .» * ----   (Yonec. w .  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 b o m  unto them who will avenge his death. He 

returns to his castle and dies. Yonec, having grown up and having learned 

of the Identity of his real father nAile standing at his grave, avenges 
his father's death by killing the old lord:

^^Thia line is found in Boepffhsr's edition of the lays, not in 
Ewert's, the edition otherwise used for this chapter.
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Sun parastre ad li chief tolu. (Yogoc, v. 5^2)

% 0 lawfully wedded husband, the vieux jaloux, ia the villain in

this lay. In aooordanoe with the courtly code Marie condones this love
and describes it with sympathetio sensitivity. Ihe lay ends:

Oil que ceste aventure cirent 
Lune tens après un lal en firent,
De la pite, de la dolur
Que cil suffrirent pur amur. y, 551-55^)

In the lay Chaitivel a lady is courted by four knl^ts and shows

good will towards all:
Ne volt les treie perdre pur I'un:
Bel semblant feseit a ohescun. ^v. 55-56)

The four meet in a tournament. Ihree are killed, the fourth ia 

badly wounded. The lady takes this situation as an occasion to compose 

a lay dealing with a problem of courtly love casuistry K Who is to be 

pitied the most, the lady who has lost four suitors in (me day or the 
unfortunate oriRpled surviving knight? She wants to name the lay Quatre 

Pols (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 hie comrades do the grave. 
Marie de France evidently agrees with this positicm, for she naiees the 

lay Chaitivel.

Del chevaler vus dirai veir;
II i entent a sun poeir,
E la dame de l'autre paid:
E de parler e de regart.
Lee nuis, quant la dame luseit 
E ses sires cuche esteit.
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Dejuste lui sovent lavot 
E de sun mantel se afublot.
A la fenestre ester venait 
Pur sun anâ qu’el i savait 
Que antret3U vie demenot,
Que le plus de la nuit veillot.
Délit avaient al veer,
Qumt plua ne poelent ever. ve. 65-78)

This is the extent of their ccssuunication. Her husband asks her

tastily Wiy she is gettir nights and where she is going. She replies

that vdiOQver 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 vdfe’s eyes, he twists the neck

of the bird, throws its body at her and leaves the roan. The weeping woman

curses all bird-catchers. With an eaqilanatory 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. 
l4Hoepffner sees in this lay an illustration that culpable love 

must be doomed. It seems, however, that Marie de Prance does not view this 

Platonic relationship as culpable. Rather she stresses the joy of love 

represented by the song 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 mazker on the road that she will recog­

nise. It is a hazel tree branch, and on it his name is written. Marie 

presents the image of the hazel and the honeysuckle t

Hoepffher, op. cit.. p. 14]).
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D'dula doua fu il tut autresi 
Cume del chevrefoil oateit 
Ki a la oodre ae pemeltt 
Quant il a'i eat laciez a pria 
E tut entur le fUat a'eat mia,
Ensemble poent bien durer 
Mes ki puis lea volt deaevrer,
Li codres aniart haativent 
E li chevrefoil enamownt.
5ele ami, ai eat de nuat
Ne vus sans mai, ne mai aanz v u s . ...iwievreioii. w ,  co-yo;

A short and happy meeting takes place, sympathetically described 

Marie.

The thema of Doua Aman» ia a rather common one: a young man, in

order to obtain the hand of a girl, has to carzy her to the top of a moun­
tain, Having reached the top he dies from exhaustion. The girl dies with 

him. There are no other 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 power of his love

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

the osse of the ledy in Ycnes Icvc prcTcils ovsr Thi

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

In the lay Le Presne a woman wickedly comments upon the giving 
birth to twins by her nei^bor that twins can only be fathered by two men. 

Soon the onus is on her when she does likewise. To cover her shams she 

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

^^Spitser, OP. cit.. p. 4$.
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an abbey with only a ring and a silk oloth to Indicate Its noble birth.
The child grows up to become a beautiful girl. A knight seeks her love 
and takes her to his castle. Eventually the knight is encouraged to take 
a wife of noble birth. He ooapliea. The bride of his choice is Le Fraisne'i 
twin sister. Le Praiane, faithful and aubmissive, prepares the nuptial 
bed and places her silk oloth on it. Ihe bride's mother recognizes it; 
the identities are revealed by the repentant mother. The next morning the 
marriage is dissolved by the archbishop. The knight can now marry Le 
Freane, whose noble birth is now recognized.

Most noteworthy in this lay is the role of Le Presne as a loving 
woman idu>ae humility and devotion enable her to readily submit to a try­
ing sacrifice. Chretien paints such a woman in Enide. Love is redeemed 
through trial and suffering.

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

'Amis', fet il, 'a mai entent!
Pur amur Oeu omnipotent.
Di mei eument ad nun tun pare I 
Cum as tu n\m? Ki est ta mere? (mim, w. 435-438)

The younger man answers*
Oil li respunts 'Jol vus dirai 
De mun pare, tant cum Jeo n'sai. 
Jeo quid k'il eat de Cales nez 
E .1 ..t Wlun .Ml.. fMlIm. VT.
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He continues to tell of his background. lh@ recognition is a 
happy one. When they return to Wales together they find that Milun* s 
mistress is now a widow. Long separated, the three are now happily united.

Eliduo is the last and longest of Marie's lays. It presents the
interesting situation of a man between two women. Eliduc, a Breton 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 observes. 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 femme li remeWbra 
E cum 11 li aaseura 
Que bone fei 11 portereit
E Isauasnt ss ctmtendrelt. (Eliduc. w. 523-526)

17Laser comments s "Ce motif de la fidelitS conjugale est fort
rare dene la lixxiraxure ctu ills siècle."

Kar a aa frame aveit prrads 
Ains qu'il tumast do sun pals.
Que 11 n'aamreit si li nun.
Ore est sis quors en grant prisun 
Sa leaute voleit garder.
Mss ne e'en peot nient oster 
Que il nen eiat la dameisele,
OuUU»mn. qw tut A> D.I.. W)J,70)

Ho.pffb.rt p. 99.
17'Laser, op. cit.. p. I87.
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NeverthelesB, they carry on nicely, but without "focliehneea",
as Marie is sure to point out:

Mes n'ot entre sus nule folie,
Jolivote ne vileiniei 
De douneer e de parler 
E de lur beaus aveira doner 
Esteit tute la druerie

«  iur oupatoi.. (Eliduo. w. 575-580)

Ihey have the blessing of the girl's father, the King, but Eliduo
is called baok to the service of h.ls former lord. Guilliadun, the young
girl, swoons, makes a scene. "If you don't take me along," she says,
"I'll kill myself." Eliduc promises to come baok, which he does. He
carries her off across the sea. A great storm arises. The sailors
blame their predicament on the wrath of God. Cane of them reproaches
Eliduo for having another woman Instead of his loyal spouse. To appease
the Lord the sailor proposes to throw the wench into the sea:

Fenae leale espuse avez 
E #ur cele autre en menez 
Cuntre Deu e ountre la lei,
Cuntre dreiture e ountre fei.
Leases la nos geter en mer,

" --------  f Eliduo. w ,  ojD-ow;

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. 
Eliduo is disomisolate. Be has her carried to a chapel and laid on a bed 
before the altar. He goes to see his wife, but he rebunns often. His 
wife investigates. Upon seeing the beautiful and lifeless damael she 
understands. Guilliadun is revived. The wife's understanding is bound­
less. % e  girl tells her the lAole story and comas to the not unoommnn 
conclusion:
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Mut e=t foie que b m »  or.it. ^ ^o84)

The wife, nevertheless, is happy. She decides on the spot to
step aside and take the veil:

One vive estes grant joie en ai;
Ensemble od mei vue merral
E a vostre mazi. vus rendrai.
Del tut le voil quite clamer,
E ai ferai mun chef veler. —   ----laxiouc. V7, iuÿo-iiid;

So it happens. Eliduo and Quilliadun are married, and later 
both retire to the religious life.

The solution of this conflict is rather artificial. Lasar^^ 
writest "II faut bien le dire, en choisissant cette solution, la plus 
facile, Marie a escamoté le problème 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 Eliduc 
is an interesting one. It is timeless. The pqrohology, up to the tem­
pest scene, is realistically and aenaitively asalyseds It is sotswerüîy 
that Marie does not deem this love a culpable one. Only the sailors do.

^  M  I I I ^  ^  ̂  S  — A. . ... A- A. A A  ® ^  . « . ____  — * ___ “  _ __s—  M M  » OVWJ.MMJIV. t3uo J.0 4juuxj,u«a w  JTsw&Ta urue xoys,
even at the price of a contrived ending.

A study of the twelve lays allows the reader to draw certain con­
clusions as to Marie's conception of love, her moral judgment, her oonfom- 
ity to the ideas of amour courtois that were fashionable at Marie's tlaw.
It has been said that Marie was "le champion d'un amour sans régies.

^̂ Ibid.. p. 189.
19J. Bidder. "Les Lais de Marie de France". Revue dee Deux Nnodes 

(1891), p. 835.
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Marie doea indeed not observe the conventions of amour courtois* Ihere 
are no long supplications to gain the favor of a lady and usually no 
challenges and trials to become worthy of her. Love is spontaneous 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. Love is represented as a fatal power controlled with difficulty. 
"Es istcdne Welt passiven, zum Verzioht bereiten Menschentums und elegisch-
traumerischer Stimmung, eine Welt gana aus dem Blickwinkel einer Frau ge-

20sehen.* Love is never culpable. Marie condones adultery in the oase 
of a mal-maidee. It is the insensitive and possessive husband who is
deemed guilty and who deserves n ̂ better. The woman is the innocent

21victim of a forced marriage. J. Lode concludes t "La seule morale de 
l'amour est l'harmonie des couples: les amours valent ce que valent les 
etres qui les éprouvent." The morality of Marie's lays can be summed up 
with this statement.

Marie has little Interest in love casuistry. The human element, 
the psychological factor, is dominant. Love, from ^e woman's point of 
view is often tragic, fraught with sacrifices and renunciations, but if 
it is constant and true it will prevail. Although there are very few 
authorial comments in Marie's wo As, her compassion and insight sod, 
above all, her humanity free of artifice are well evident in her plots 
and characters.

20P. Sclwrr, "Komposition und Syabolik in den Lays der Marie do 
Pranoe", Zeitsehrift fiir Romanlsohe Philologie L (1930), p. 566,

Lods (ed. ), Lee Lais da Marie dm Prance (C.P.M.A. Paris: 
Champion, 1959), p. XXVI.



PART II. CHRÉTIEN DE TROYES



A NOTE OH CHIffiTIEN IE TROYES AMD THE LITERATURE OP HIS TIME

In Chrétien de Troyes French medieval literature finds its first 
great homme de lettres. He is an author tdio is conscious of his genius 
àuû who tahwiB aStSrv to mdùâji tS iC m ü thô Âütuûrâuip wf uiô wwZ&S tû pOStSTity 

bf naming himself in the introductions to his Cllg&a and his Chevalier de 
la Charrette.

Very few biogr«#U.cal data are available on Chretien. It is gen­
erally aooepted that he wrote during the period II65-II90 and that he was 
associated with the court of Champagne at Troyes. Most of the information 
that we have of Chrétien is based on ocmanente and evidence gleaned from 
his wo As.

His literary training included a rather thorough knowledge of the 
Ancients, especially Ovid, thorn he translated. Several of his earlier 
works that he mentions in his introductions are lost. Chretien was well

tfiU show. His main interest lies in the analysis and the portrayal of 
love. The four rosmnees treated In our study give a clear picture of 
Chrétien*s ideas on the subject.

In the Tristan legend the love theam is treated with a pathos 
hitherto unknown in medieval literature. Love is shown as a powerful and 
tragic passion. In the lays of Marie de France love is also experienoed 
as a frequent source of suffering, but true love, purified and mellowed

109
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by the adversities of fate and oirovmstanoe, eventually overooaea all 
obstacles and leads to a permanent bond, often at the price of a rather 
contrived ending.

Such la the treatment of the theme of love as Chretien must have 
found it in the best-known works of literature of his time.



CHAPTER I 

EREC ET ENIDE

At the beginning of hie first romance Chrétien proposée to tell 
"un conte d'aventure", the story of Ereo the son of Lao, a story Wilch 
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 romance. 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 outlook on love, depends largely 
upon the fashion of the time and the author's own disposition.

Ereo et Enide is Chretien's first romance. It is not yet as 
clearly a courtly romance as his later works. Ereo is not the perfect 
courtly hero, and the conventions of amour courtois are not strictly 
observed. Moreover, the Ihesa of this roaaaoe is not very obvious and 
thus has given rise to varying interpretations by modem 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 Chretien theorises i 
"Amorem non posse suas inter duos conjugales extenders vires. That

^Andreas Capellanus, Ds Arte hcoeste amandi (ed. S. Battaglia, 
RomexPerella, 194?), p. 385.
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2Chrétien does not subscribe to this rule is beyond argument. Qastcm Parle 

and Stefan Hofer^ Interpret the romance as an Illustration of courtly ideol­
ogy, a conflict of the exigencies of service d'amour and chevalerie. 

Bezsola^ sees a conflict between love and adventure and deeaphasiaee the 

question of married love. In order to draw acsae concrete conclusions as 

to the theme of Ereo et Enide. the "sens" that Chrétien had intented for 
his work, a dose reading of the text is in order. Chretien'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. He 
decides 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 steadfast. The next morning the hunt is in full 

progress. The Queen also mounts her borse, accompanied by a lady in 

waiting, but they stay in the rear, listening to horns and hounds draft­

ing away in Ihe distance. They are joined by a handsome young knight,
Ereo, vbo belongs to the Round Table. He is not interested in the hunt.

He has no lady in Wiose hcmor he mia^t txy to kill the White Stag. He 

is luxuriously dressed, but he carries no arms except his sword. The 

grovQ) notices a strange party that is coming their way: a knight with a

noble lady, preceded by a dwarf carrying in his hand a knotted scourge.

2Gaston Paris, Journal dee Savants. 1902.
^Stefan Hbfer, Chretien de Troves (Oras-KolniB<Uilau, 1954),
4
Reto R. Beszola, Le Sens de l'aventure et de l'amour (ParisiLa

Jeune Parque, 1S^7)>
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The Queen sends her lady toward üio knight to bid him to oome to her.

But the dwarf prevents her, striking her in the face. The Queen then 
sends Ereo who is also struck by the Insolent dwarf. Ereo is insuffi­

ciently armed to imaediately reply to this Insult by challenging the 
haughty knight who fails to intervene, Ereo decides to follow the 

unknown knight. The Queen persuades King Arthur, who had taken the 
Stag, to postpone the ceremony of the Kiss until the return of Ereo.

Ereo 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 ap&rrovdundt. Whoever wishes to gain the 

batiâc must have a mistress vdio is fair, prudent and courteous. And if 
there be a knight so 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 haids from the pewh, if no one dares to intervene. This 

Ereo learns from an old vavasor who has bid him welcome and offered him 

lodging in bis house. He also learns that the knight he is pursuir is 

considered to be a sure winner.

The vavasor has a daughter, Erec notices her beauty in spite of 

her tattered attire. She is described in glowing detail. Her golden tree### 
are incomparably more beautiful than those of Iseut the Fair (w. 424-425). 

Her complexion, her forehead, her face, her eyes are mentioned. Qod never 
formed better nose, mouth and eyes (w. 435-436).

Que dirole de sa bleuté?
Ce fu ele por vérité
Qui fu fete por esgarder.
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ï^’an se poest an li mirer
Auai coa an un aiireor. (w. 437-441)^

At the sight of the strange knight she draws baok a little and

blushes in her modesty. Then she takes care of Ms horse and shows him

his lodging. After supper Erec asks the host why his beautiful daughter
is 30 poorly and unsuitably attired. He learns that he had fallen on

dcyc, that hs ssuld wsll hsvs givsn har to aarry a uowle, but tiiau

he ia waiting for yet some better opportunity, for she is his delight and

joy. Ereo asks the vavasor to give him aras and to give him his daughter

in whose behalf he will strive for the haidc. He reveals hiawelf as the

son of a rich and powerful king and he proodses that he would take her

with him to bis country if he were victorious and make her a queen. The

vavasor gladly gives him the arms as well as the daughter:

Tenez, fet il, je la vos doing, (v. 6?8)

As is the custom of the tisw, the girl is not even asked, but she

is happy nevertheless, not for any apparent sentimental reasons, but

por ce que preuz ert et cortois,
et bien savoit qu’il seroit rois
m +, *1 m ■Mk'i

riche reine coronee. (w. 687-690)

Although Erec ia well aware of her beauty, there are no descrlp- 
tlons of Incipient passion, no trace of Amor’s arrows, as would be expected

in a courtly romance. Yet, tdien the ocmibat is under way and the combatants

are exhausted the weeping and praying girl is his inspiration:

5Quotations 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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Erec regarde vers e'amle,
qui molt dolcement por lui prie
tôt maintenant qu'il l'ot veue,
se li est sa force creue}
por s'emor et por sa biaute
a reprise molt grant fierté, (w, 907-912)

Love and beauty as an inspiration to valor are courtly traita. 
% e  inspiration of the hero in the chansons de geste woro of & différent 
natüiê. Bub lest ihe audience (or the reader) forget lAat the fight is 

all about, namely vengeance for an insult, the author continues issssdi- 

ately:

Remanbre li de la reine,
qu'il avoit dit an la gaudine
que il aa honte vangeroit
ou il encore la orestroit. (w. 913*916)

The knight, now identified as Yder, is defeated by Erec. Even 

Tristan, when he slew the fierce Moiholt, caused no such rejoicing as 

Ereo caused here (w. 1241-1244).^ He leaves with his fiancee to join 
Arthur's Court. The more he looks at her the more she pleases him*

Quant plus I'esgarde et plus 11 plest. (v. 146?)
His gas# is described in graphic detail g

Molt remire son chief le blont, 
ses ials rians et son oler front, 
le nee et la face et la boche, 
don grans dolcors au ouer li toohe.
Tot remire juequ'a la hanche,
le menton et la gorge blanche,
flans et costes et bras et mains, (w. l471-l4?7)

6
Moaha Lasar, Amour courtois et fin'amors (ParissKllncksleok, 

1964), p. 207. Lasar denies that Chrétien takes position against the 
Tristan in greo but repeated depreciating references do occur
in the text. See also Hofer's comparisons, o p .  cit.. pp. 77*86.
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She looks him over likewise "as if they were in competition"
(Cf. V. l48l). They are a perfect match, states Chretien, 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 heart" (11 uns a l'autre son ouer 
anble; v. 1494). Her beauty ia much aAnired at Arthur's Court. The 
King bestows the kiss upon her according to the custom of the White Stag. 
Ereo states that he wants to marry her for her beauty and for her lineage. 
Here ends the first part of the story.

I d  fenlst 11 premiers vers. (v. 1796)
It must be noted that up to this point Ereo'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 prise that he has yet to earn for her own sake.

The second part of the story opens with the marriage. A panoply 
of knli^ta daseles the court. The bride's name ia now ssde known: Enide. 
She has lost her anwymi^ and has become a lady throui^ her marriage. She 
is no longer merely thedaughter of a poor nobleman. She acquires her own 
identity within society. Concerning the wedding night Chrétien again 
strikes out at Iseult* NO Brangien takes the place of Ehide in the nuptial 
bed (w. 2021-2023). Their passion is mutual and so is their enjoyamnt, 
rather freely described, with a minimum of dlsoretion. Lest there be any 
doubt Chrétien reports:
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Enools qu'ele ae relevaat, 
ot perdu le non de puoele; 
au matin fu dame novele* (w. 2052-2054)

Ereo takes his new-made dame to his own country. His love for 

her is described in more glowing terms than before the wedding. His
attention is devoted to her entirely. He makes of her his mistress and

his sweetheart;

A sa fame volt doanoier,
si an fist s'amie et sa drue. (w. 2454-2456)

He is no longer interested in tournaments. The other knights

consider it a great pity and misfortune that Ereo is so much taken by

love (de ce que trop l'amoit assez; v. 2441) and that he no longer wishes
to bear aims (quant axmes porter ne voloit tex ber com il estre soloitt

w .  2457-2458). His peers regret his reoreantisei

Tant fu blasmez de totes genz,
de chevaliers et de sergenz,
qu'Snydo I'oi antra dire
que recreant aloit ses sire
d*armes et de chevalerie*
molt avoit ohangiee sa vie. (w. 2459-2464)

Enide suffers greatly from these murmurs at court. She rightly con­

siders herself the cause of Erec'a inattention to his knightly duties. One 

morning when they lie in bed, Ereo still (or again) asleep, she laments aud^ 
ibly -Uie situation*

Lasse, fet ele, con mar full 
de mon pais que ving ca querre?
Bien me doit eesorbir la terre, 
quant tos li miaudres chevaliers, 
li plus hardie et li plus fiers, 
qui onques fust ne ouens ne rois,
11 plus leax, 11 plus oortois, 
a dsl tôt sn tôt relanquie 
par moi tote chevalerie.
Dons l'ai ge honi tôt por voir; 
ne volsisse por nul avoir, (w. 2492-2502)
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Her exclamation "Con mar fus!" (v. 2503) is translated by Prappier^ 

with these words: "Ami, 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 poise, quant I'an dit,
n a  vn# m vi o a  f o n o a r »  r > T i ic i

qu'il m'an metent le blasme sus; 
blasmee an sui, ce poise moi, 
et dient tuit reison por coi, 
car si vos ai lacie et pris 
que vos an perdez vostre pris, 
ne ne querrez a el antandre.
Or vos an estuet oonsoil prendre,
que vos puissiez ce blasme estaindre
et vostre prœnier los ataindre. (w. 2554-2564)

Ereo does not take issue with these grave accusations:
Dame, fet il, droit an eustes,
et cil qui m'an blasment on droit, (w. 2572-2573)

He orders his wife to put on her best dress, puts on a fine suit 

of eurmor himself, orders two horses to be readied and prepares to leave 

with no entourage save his wife. He declines all assistance from his
• f a t h f t T * .  t h e  k i n g .  a o W l n g  o n l y  t h a t ,  a h n n l r t  h «  r t i a  a n H i R n i H a  n a t n m  v r i -

dowed, he take good care of her. He then leaves:

Erec #an va, sa fame an moinne,
ne set ou, mes en avanture. (w. 2762-2763)

The motivation for Erec's behavior has been the topic of much

scholarly discussion. The conclusions have been all but clear. Ihe 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

recreantiae. A perfect knight has no right to give up the life of chivalry

7
p. 86.

Jean Prappier, Chrétien de Troyes (Paris:Hatier-Boivin, 1957),
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and adventure, ilia lady is to inspire him to deeds of prowess and courage, 

Erec, in being immune to such inspiration, is culpable, lioide likewise, 

unable to generate this inspiration, is 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 

Aitiit» rather than his dame. It is understandable then that she laments 

ever having left her country (w. 2492-2492). Yet, immediately after hav­

ing spoken the fateful words she regrets them, blaming herself for exces­
sive pride, Ohe pride of Erec is obviously hurt by her remarks, Enide

8has spoken the truth, and Ereo admits it (w, 2572-227))* Meyer lAibke 
suggests that the station of woman in Erec is still the more subordinated 

one of the chansons de geste. Poerster^ emphasises the disappointment of 

Ereo who sees himself accused of recreantise by the woman vdiom he has ele­

vated to high social position and who now doubts his kni^thood, Erec 
apparmtly questions the sincerity of his wife's love. But, as E. S, 

Sheldon puts the question in his probing article: "Why does Chrétien's

Erec treat Enide so harshly?". His conclusions are that Srsc wants to 
test Enide'a love and at the same time wants to prove to her that the 

quality of his chivalry is unchanged. Indeed, as Lazar affirms, 

neither Ereo nor Ehide is being punished, lu is the aim of Chrétien to

8Meyer Lubke, "Ckestien von Troyes ETeo und Baide", Zeitsohrift fur 
franzdsiache Spraohe und Literature, i H V  (1917) * 129-1ÜÜ,

^endelin Poerater, Kristian von Troves, Wdrterbuoh zu seinen 
sAmtllohen Werken (HalleiNlemeyer, 1914), Introduotlcn, p, XLC,

S, Sheldon,"%iy does Chretien's Ereo treat Enide so harshly?", 
Romania Ravliw V (I9l4)l 155ff.

^^Lazar, op. cit.. p. 202.
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exalt the <8Mlities of Enide. He iidll 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 castle but also in the vicissitudes of aventure and of 
life. If the proposition is an unusual one in the twelfth century, it 
nevertheless supplies Chrétien wilh a very interesting matxere.

12The structure Itself of this romance is an unusual one. As Hofer 

puts it*

Wàhrend in alien axideren Romanen und Erzàhlungen die aus dem Min- 
nedlenst oder der Werbung urn eine edle Frau resultierenden Abenteuer 
vor dar Hoohzeit des Paares stattfinden, muB Chrétien, der seinen 
Helden noch elnmal hinausfùhrt, darauf bedacht sein, diese Ausfahrt, 
die doch jatzt etwas varspâtet erseheint, aua der hofisohen Auffas- 
sung van Wesen der Idebe zu begrunden.

In other words, the "happy ending" is at the beginning of Ereo et 
Enide, and the author sets cut to come to grips with the problems that 

follow. This is out of the ordinary in medieval romances ( and in modem 
ones),

Erec leaves with Enide in search of adventure. He does not explain

his motives. He forbids her to warn him of possible danger. He wants to

brave the challenges that may (and surely will) arise without any help*
Et gardez ne soiez tant ose
que, se vos veez nu2.c chose,
ne me dites ne ce ne quoi;
tenez vos de parler a moi,
se ge ne vos aresne avant, (w. 2765-2769)

^^ofer, op. oit, p. 69.
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Erec has to be self~sufficient« He cannot accept any help from 

the lady in \4hoae company he has forgotten chevalerie. He has to fight 

independently to restore his status as a knight and thus hers as his dame 

before they can both regain ther place in courtly society. Die adven­

tures that foJbw are increasingly diffiotdA. Of littlcr importance in 

themselves they are the agents, the steps of the hero to his perfection 

as a knight.

Ereo defeats in combat three robber knights, then five. Enide 

breaks the silence each time to warn liim of the approaching adversaries. 

Erec reprimands her severely. She suffers in silence. She is leading 

the eight horses gained in combat. When they have to spend the night in 

the open, Ereo tells her to sleep. He will keep watch.Enide's han­

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 

Ehide and threatens her that he would have her husband killed lest she 

accede to his wishes, she at first rejects his is^roper advances. Ihs 

count threatens force, accuses her of excessive pridet

Me me daigneriez amer,
dame? fet ill trop estes flere.
Far losange ne par proiere, 
ne fereiez rien que je vuelle?
Bl«x est voire que fame s'orguelle,
quant l'an plus la prie e losange;
mes qui la honist et leidange,
cil la trueve meillor sovant. (w. 3538-33^5)

flhe sentiment e:q)reased io an extremely anti-oourtly one and one

13In the German version by Hartmanon von Aue Erec orders Bhide to 
keep watch, Gbritien'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. Enide very quiclaLy calms 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 imagery*

Trop ii menee ceste vie,
je n'aim mie la oonpaignie
mon seignor, ja n’an quier mantir.
Je vos voldroie ja santir
an un lit certes nu a nu, (w, 3^7-5390)

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 sparks flying in all directions (Cf.

w ,  3695-3700), Enide is again tom between the risks of remaining

silent and the risk of displeasing Ereo for warning him. She speaks to

him, Erec's response is now much attonuatcd. He threatens her, but

mes n'a talant que mal li face,
qu'il aparcoit etconuist bien
qu'ele I'ainme sor tote rien,
et il li tant que plus ne puet, (w, 3752-3755)

This appears to be a turning point in their relationship. Ereo 

is now certain of her love, and he loves her "que plus ne puet". His

l4Norman Susskind, "Love and Laughter in the Roman Courtois.",
French Review XIXVII (1964), p. 634, busskind comments on this passage* 
Perhaps the best proof that the Gallic spirit was never tamed by the courtly 
discipline is the existence of such frankly anti-feminine lines as these, 
inserted by Chrétien as a personal comment on the happenings in Ereo et 
Enide.
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mission of proving himsolf as tho valiant knight wortliy of her is how­
ever not yet accorapliahed. Having overcome Guivret, gained his lasting 
friendship and having his wounds cared for at Arthur's Court, Ereo finds 
new adventure. He delivers a maiden's lover from 12ie orael treatment of 
two barbarous giant hnigiits, an altogether unselfish feat. Like other 
heroes of Chrétien he turns from battles fought in liis own interest to the 
rescue of some maide in distress until, finally, he is liberated from his 
own position of self-indulgence* This effort leaves him in such l exhaus­

ted state that he swoons and falls, as if lifeless, from his horse. Bside 

is disconsolate and wishes for Death to 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 Wio is attracted by her loud out­

cry. The count inquires as to her situation. He asks idiether she was the 

kni^t's wife or his ladylove. The distinction is quite clear in twelfth 

century courtly society. Her reply is the key statement of the ranance:

L'un et l'autre, fe ele, sire, (v, 4631)
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 rèle in

this enoounter. Cupid with his arrows is far removed from the soene. As
15Foster Quyer ^ comments:

None of these love symptoms are shown by any of those \àxo are 
attracted by Enide's beauty. There is never a thought of love serv­
ice. Never is any male afraid or even hesitant about expressing his 
love or his desire. The males, with the exception of Ereo, are, in 
fact, brutal. Woman has not yet been put on a pedestal to be worship­
ped and obeyed, even in a romance.

 ̂Foster Guyer, Romance in the Making (New YozitiVanni, 19^), 
p. 74.
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The count, named Oringlede Limors, takes her to his castle, where 
Erec'a 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 tuitI fet li cuens;
la dame est mole et Je sui suens,
si ferai de li mon pleisir, (w, 4799-4801)

"La dame est moie," is the attitude of the jungle rather than of 
courtoisie: "et je sui suens" can at best be considered feeble lip service 
to the latter, "Si ferai de li mon pleisir," attests to his primitive 
crudeness. Would a Lancelot have spoken thus of Guenièvre? But the first 
stirrings of woman's liberation in literature manifest themselves when she 
hurls her defiance at him. He strikes her again. In the din and the com­
motion Erec recovers from his swoon, draws his sword and without delay 
beats the count's brains out. The knights, believing that it is the devil 
who has made his way among then there, flee in panic:

Puiez! Puiez! 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 tender scene of reooneilia- 
tion:

Et Erec, qui su fame an porte,
I'aoole et beise e reconfoz*te} 
antre ses braz contre son cuer 
I'estralnt, et dit: Ma dolce suer, 
bien vos ai de tôt essaiee.
Or ne soiez plus esmaiee,
c'or vos aim plua qu'ainz mes ne fis,
et Je resui certains et fis
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que vos ci*amez parfitemant.
Or vol estre d’or en avant, 
ausi con j'estoie devant, 
tôt a vostre comandemanti 
et se vos rien m'avez mesdit, 
je le vos pardoing tôt et quit 
del forfet et de la parole.
Adons la rebeise et acole. (w. 4879-4896)

Ko aalls hcr "aa doles suer”. He is now certain of her feelings
(v. 4802). His statement:

Or vol estre d'or en avant,
ausi con j'estoie devant
tot a vostre cosaandemant. (vv. 4888-4890)

has been interpreted by Bezzola and Hofer as a concession to Pro­
vençal 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 appears, Erec relinquishes his stem master 
role and desires at last a return to the more blissful status quo ante 
(ausi con j'estoie devant) v. 4889). He forgives her for the "forfet" 
and "la parole". The "forfet" is her fault of having lent an ear to hia
detractors, la "parole" her audacity of having spoken to him about it.

16marxo noques conmen'cst
La scène est charmante de jeunesse et de tendresse. Elle apporte 

aussi un trait de psychologie inqportant. Erec pardonne à Enide " la 
parole", dont le souvenir n'a pas cessé de la hanter jusque-là et 
pour laquelle il voulu l'éprouver. Le secret de son attitude étrange 
et cruelle est là, dans cette "parole", dont la tristesse pouvait 
comporter le désenchantement d'un doute inavoué sur une valeur jus­
que-là si certaine.

The romance has not yet come to an end, as one might believe. 
Gustave Cohen conments: "Nous verrions volontiers finir ici le roman....

^^Roques, op. cit.. Introduction, p. XIV.
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K 17Le moyen âge est un grand enfant qui demande toujours et puis après?".
This is a superficial appreciation of Chretien’s art, Chretien's boast 
of "moult bele con jointure" (v. l4) calls for a more accomplished denoue­
ment, a crowning finale, an ending that will reveal clearly to the courtly 
audience the "sen" of the "estoire",

Erec and Enide are still "en aventure". Guivret le Petit has 
set out for Limors with many warriors to claim ttie corpse of Erec and to 
free Enide, They meet in the darkness of nigiit and, not recognizing each 
other, Guivret unhorses tlie still weakened Erec. Enide seizes Guivret*s 
horse *3 reins and scolds him for attacking a wounded and exhausted man.
She appeals to his generosity and pride, Guivret, impressed by her cour­
age and loyalty, commends her for it. Their identities are revealed, 
Erec's wounds are carefully tended to by Guivret*a sisters in one of bis 
nearby castles. Soon he is strong and well, cured and recovered, Enide 
is very happy. Her paleness disappears, and si.j again radiates beauty.
All is well, Tüie marital union is restored in all respectsî

Jlnsanble jurent an un lit,
oil 11 uuB l'autre aoole eu oeisat
riens nule n'est qui tant lor pleise.
Tant ont eu mal et ennui, 
il por li et ele por lui, 
c*or ont feite 1er penitance, 
li uns encontre l’autre tance 
cornant il 11 puise pleisir:
del sorplua me doi bien teisir. (w. 5200-5008)

As usual. Chrétien drops the bed curtain and semi-diécz*eetly leaves 
the rest to the Imagination of the sudience. He concludes with psycholo­
gical insight:

17'Gustave Cohen, Chretien de Troyes et son oeuvre (ParissBoivin, 
195L)» p. 15L.
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Or ont 1er dolor obliee 
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 Î abonagrain episode, the crowning 
achievement of his quest for his proper role in life and society.

Despite dire warnings Erec penetrates into the laysterious, beauti­
ful and yet terrifying garden on King Evraink 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. An ivory horn is hung on 
it. Erec finds a lady seated on a silver couch. As he draws near her he 
is challenged by her knight and defeats him in an arduous duel, Mabona- 
grain, the kni.ght, then reveals the secret of his 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 iiim. His rhetor­
ical question:

(̂jui veheroit neant a'amie? (v. 6OO8)
may well betray a sly reference of Chrétien to the exaggerations 

of the service d'amour.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

^^Cf,, Alfred Adler, "Sovereignty as the Principle of Iftiity in 
Chretien's Erec, PMLA 60 (1945): 917-56,
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world around him, and ne had led a life of useless inactivity. By freeing 
Î-Iabonagrain he has broken through to reali.ty. Like Mabonagrain Erec is 
free now to take his place in courtly society. Ihls is symbolically empha­
sized when he blows the ivory hom. The sound attracts people from all di­
rections, Erec is in their midst. He has established contact vxith the 
world around him. The joy over the rectified situation is 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, 
si que mes peres bien le sot 
et ma mere qui joie en ot.
Tuit le sorent et lie an furent 
nostre parant, si corn il durent; 
liez an fu meismes 11 cuens, 
car il est chevaliers si buens 
qu'an ne porroit meillor trover; 
ne n'est or pas a esprover. 
de bonté ne de vaselaget 
ne set l'an tel de son aage,
ne suit que ses parauz soit nus»
Il n'ainme molt, et je lui plus, 
tant qu'amors ne puet estre graindre.
Onques ancor ne me soi faindre
3̂  ̂_ a, J . aM aa „ a *  ̂ *A vu. CUUG., , uo je IIV UUX I
voir, mes sires est filz de roi,
et si me prist et povre et nue;
par lui m'est tex enora creue
qu'ainz a nule desconseilliee
ne fu si granz apareilliee. (w, 6242-6262)

She speaks of herself as hving been a poor and helpless 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. When his falser.

King Lao, 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 of Chrétien is the conflict 

of love and adventure. Erec, as the other heroes of Chretien, is put to 
the task of bringing these two essential chivalric virtues into proper 
balance. IVhat is new in French courtly literature is the reconciliation 
of love and marriage in the face of Provençal influence represented in 
the North by Andreas Capellanus (Amorem non posse suas inter duos cojugalea 
extenders 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 conflict and ansiver the question in the affirmative.

Erec et Enide is not yet a courtly romance in the manner of Chrétien̂  
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. 6?8) Erec'a 
brusque behavior in many instances is uncourtly. Snide does not occupy 
the pedestal of a courtly lady. The description of love is not on a level 
with that of a courtly romance. There is no detailed analysis of 1'amour 
naissant, of love as an affliction with its attendant flights of joy and 
despair. In this respect the relationship between Cligès and Penice will 
be quite different. Absent is also the confidente, sounding board for the 
courtly heroine's sentiments.

Erec et Enide is on the other hand not devoid of courtly traits. 
Erec's courage is inspired 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 described at length. The social role of
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the couple, not of the knight alone, within this society is of prime impor­

tance and is amplified in tiie "Joie de la Cour" episode. The basic con­

flict in this romance is not, as in tiie chansons de geste, ciroumstancial;
19it is psychological. As is stated by i-iai’io Roques;

L'intérêt du drame d'Lrec est cependant surtout psychologique; 
l'incertitude et 1'inquiétude déchirante de chacun des amants- 
épou-L sur la pensée et sur l'amour de l'autre en sont la source et 
êu nour-x'isâênt les épisodes, et u-est le retour s l’estime et a la 
confiance réciproques qui le clôt dans un amour sans crainte et sans 
mélange.

in contrat L' : '. n  to the prevailing literary mode Chretien estab­

lishes his heroine as both fame and amie and thereby announces the courtly 
Ideology of his future romances.

19Roques, loo, cib.



CHAPTER II 

CLIOÊS

The sentisMutal content of Chretien's second romance shows a much 
greater concern of the author for psychological analysis and amour courtois 
theory. Cligès appears to be an atteiqpt of Ch etien to display his know­
ledge of the subject and, indeed, in the second part of the romance, to 
launch a polemic against the Tristan. Cligès. according to Jean Prappier, 
could have the heading: Pour en finir avec Tristan et Iseut. The manner
in which Chrétien proceeds to meet this self-imposed challenge shows more 
clearly than in any of his other works his skill and his limitations.

The rosanoe clearly consists of two parts. The first part tells 
the story of Alexander and Soredamors and the second that of Cligès, their 
son, and Fénioe. Both are ease histories of love ending in marriage, but 
the situations and conditions are quite different. Thus all the theses 
of amour courtois can be brought into play.

The plot begins with an emperor, powerful in wealth and honor, who 
rules over Greece and Constantinople and vdio has two sons, Alexander, the 
elder, and Alis. Alexander wants to gain kinghthcod and glory at the court 
of Arthur. Therefore he sets sail to England, He is aocospanied by twelve 
men* King Arthur takes a liking to the young Greek and invites him to go

^Jean Prappier, Le roman breton. Chretien de Troves. Cligès 
(ParisiCentre de Documentation Universitaire, 1951), p. 2o.
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with him and the court to Britanny. Queen Quenievre is on the royal boat 

and also Arthur's beautiful niece Soredamors of whom the poet tells uss^

Qui destaigneusè * t&^f%^3^%ôrs :
Onques n'avoit oi parler 
D'orne qu'ele deignast amer,
Tant eust biaute, ne proesoe,
Ns ssignoria, na hautasoa.
Et ne por quant la damelsele 
Estoit tant avenans et bele 
Que bien deust d'amors aprandre,
Se li pleust a ce antandre. (w. 439=#8)

As Marie de France had already illustrated in her lays, not to 
love is to offend destiny and Aa»r. This is m e  of the tenets of amour 
courtois. The offender will be punished for her pride and is made to 
suffer:

Or la fern Asnrs dolante,
Et molt @e ouide M e n  vangler 
Del grant orguel et del dsngier 
Qu'ele li a tos jor# mens.
Bien a Amors droit asssnet 
El ouer I'a de son dart ferue.
Scvant palist, sovsat tressue.
Et maugre suen aaer I'eatuet. (w. 450-4)7)

According to the troubadours love shows the synptms of an illness. 
This idea, not brought out in Erec at Rnirt». is emphasised in and
described in great detail. Soredamors has to love in spite of herself 
(maugre suen, v. 4)7). She is astonished at her own passion and engages 
in a long introspective monologue. ChrStien is no longer content with 
listing symptoms. The analysis of her sentiments is minute and carried 
out in scholastic fashion. She vacillatfas between blaming her eyes and

2Quotations are taken from the edition of A. Micha. Lea Romans de 
Chretien de Tmvam. (ParissChampion, 19)7).
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bar heart as the seat of her vexation and remalne in a state of helpless 
confusion!

Une ore almnc, et autre het.
Tant ae dote qu’ele ne set 
Le quel 11 vaille mialz a prendre.
Vers ssK>rs se ouide desfandra.
Mes ne li a meetier deaf anse. (w. 517-521)

Chretien quite clearly is painting the picture of a young girl in
love. Alexander fares no better than Soredamors. % e  Queen becomes aware
of their condition i

La reine garde a'an prant,
Qui l'un et l'autre volt sovant
Deacolorer et anpalirj
Ne set don ce puet avenir, (w, 555-556)

They oUfii and they grow pale. Amor's dart takes its effect. They
are plagued tqr sleeplessness, anguish and trembling* Chretien introduces
another point of Provençal doctrines silent suffering is a neoessazy oon-
ditism for the aspiring lovers

Allxandres aiasss et desirre 
Celi qui por s'aaor sopire,
Mss 11 ne set ne ne savra
Do si que maint mal en avra
ZL nHÛni> oaui por xi aozxert. (w, yS'ht>fi)

He does not dare to speak to her. Soredamors herself is no Belys-
sante, not one of the more resolute dames of a ruder past, idso took little
care to eonoeal their desire. Refined courtly breeding prevents its

S'ele osast vers lui desresnier 
Le droit que ele i cuide avoir.
Volontiers 11 feist savoir;
Mss ele n'ose ne ne doit. (w. 576-579)

The theories of sssour courtois are expounded in long observations 
in the self-as&alyses of Soredsmors and Alexander. Love is caused by beauty.
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Chrétien uses the motive of Amor's darts ttiat penetrate the eyes without 

Injuring them, but strike a wound to the heart. Ihla motive is generally 

ascribed to Ovid. The eye is the gaia to the heart. It is also, in a

reversible sense, the mirror of the heart. The eye is -t'us quite innocent
■3in itself. In one of hie long monologues Alexander explains:

De ce sal ge bien reison rendre1 
L I ia lâ  i l"à , à o l i i  ù«r x'-ioa a iiC à iid i'e ,
Me rien na puet feire a nul fuer,
Mes c'est li mereors an cure,
Et par ce mireor trespasse, 
si qu'il ne blesce ne ne quasse,
Le san don li ouere est espria. (w. 701-707)

The eame motive is extensively used by the troubadours. Bemart

de Ventadour describes his falling in love:

Anc non aqui de me poder 
ni no fui meus de I'or'en sal 
que.m laiseet en sos olhz vezer 
en un miralh que nout me plai. 
miralhs, pus me mirei en te, 
m'an mort li sospir de preon, 
o'aissi.m perdei com perdet se 
lo bels Narcisus en la fon.

(Bemart de Ventadour XLIII, 17-24)

Morthem amour courtois ideology has adopted this motive from Pro­
vençal doctrine: the suddennese of the inception of love 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 attracts him irresistibly and 

in which he finds himself, for it is the mirror of her heart.

Chretien 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 in the 
work of Herbert Kolb, Der Begrlff dar Mlnne (Tübingen: Nlemeyer, 1958),
pp. 18-38.



1)5

last too long they can be a nuisance:
Et cuident, por ce qu'il lor pleat 
Ce dont amors acroist et neat,
Qu'aidier lor dole, si lor nulst. (w. 587-589)

Ibis negative aspect ie original with Chrétien and contrary to
Provençal doctrine. It will logically lead to the key statement of Cligea;

Qui a le cuer, si eit le core, (v, )12))
Soredamors tries to remove the dart of Amor, yet she cannot but

feel a certain pleasure in spite of her anguish. Chretien uses the meta-
Idior of the warm bath idiich brings comfort and discomfort at the same time:

Amors li a ohaufe untaing
Qui molt I'esehaufe et molt li nuist.
Or li est bon, et or li nuist.
Or le visit, et or le refUse. (w. 464-46? )

She calls Amor therefore a "felon" %dio plays tricks on her*
Je cudoie que il eust 
En Amor rien qui boen ne fust,
Mes je l'ai molt felon trove.
Nel set qui ne l'a esprove,
Ds qu@% Jaus Amors s'antroast. (w. 661-665)

The remsdia amoris can only be achieved by the one who caused it, 
I.e. ezxner amor or xne zover, otnerwise it is incurable, soredamora la 
aware of this*

Je sant le mien mal si grevaln.
Que ja n'an avrai gariaon 
Par nsolne, ne par poison.
Ne par herbe, ne par racine, (w. 6)8-641)

Marie de Prance in her lay Quigemar states alisoet the asms lines*
Ja mais n'aies tu msdecine!
Ne par herbe ne par racine, 
ne par mire ne par poisun 
n'avras tu ja mes guarisun.

Ouigemsr. w. 109-112)
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Soredamors has given in to love. However, courtly conventions

will not allow her to disclose her feelings:

Dex, cornant le porra savoir.
Des que je ne l’an ferai cert?
Ancor n'ai ge gaires soffert,
Por coi tant demanter ma doive.
J’atandral tant qu'il s'aperçoive.
Car ja ne li ferai savoir, (w, 1004-1009)

Ât iÙLS point of sentimental development the plot of the romance 

progresses. Ihe 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 wi-tii a shirt, a white 
silk shirt with gold stitching into vdiich a strand of Soredaaor's hair 

had been inserted, but neither Soredamor nor Alexander know it. Had 

Alexander known it, he would have been lost in ceaseless adoration:

Mas s'il seust le soreplus,
Ancor I'amast il asses plus.
Car an eschasge n'an preist ^
Tot le monde, qui 11 meist. (w. II83-II86)

ChMtien adopts this idolatry from Provençal doctrine. If the 

lady's hair is a relic, the lady must be on a truly exalted level. Yet, 

again Chrétien, % e  author. Intervenes with his wry comment, not without 
humor:

Bien fet Amors d'un sage fol,
Quant oil fet joie d'un ohevol. (w. 1621-1622)

\fendelin Pôrster'e edition of Cligès (HalleiNiemeyer, 1901) 
ccn ains two additional lines (w. II95-II96)

Saintueire, si con je cuit.
Si I'aorast et jor et nuit.
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Alexander follows Arthur to England and distinguishes himself

greatly in the subjugation of the rebels, capturing personally their

leader. These colorful exploits serve one important purpose 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 taken by the Queen. Her speech shows her

to be a woman experienced in the art of amour courtois:

D* Amors endoctriner vos vuel.
Car bien voi qu*Amors vos afole:
Por ce VOS vuel metre a escole. (w. 2252-2254)

Her idea that love is to be "learned" is very significant. She 
wants to "metre a escole” Alexander and Soredamors. eourt^im is an

art to be learned. Passion is to be controlled lest it "afole" those

involved. îferriags i§ ^ e  logical conclusion of love according to the 
Queen»

Par mariage et par enor
70S antra aoonpal#laz ansanblei
Ensi porra, si com oi sanblc,
Vostre asÊors longuement durer, (w. 2266-2270)

This le far from the conception of fin'emors of the troubadours. 
These are the views of Chretien, the reasonable Champenois. The suffer­

ings of love have their purpose, he ia^lies, but they must not be unnso- 
essarily protraoted. An honorable marriage will ensure a proper channel­

ing of passion and will afford a lasting love bond. "Qui a le cuer, si 

eit le cors," Fénioe will proclaim later. The Queen unites the willing 

rrnple and voices the same idea:

... Je t'abandon,
Allxandre, le oors t'amie;
Bien sai qu'au ouer ne fans tu aie. (w. 2304-2506)
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The exclusiveness of the marriage union is again underscored with 

the Queen's wordst

L'un de vos deua a l'autre doing.
Tien tu le tien, et tu la tce. (w. 2308-2309)

Chrétien repeats:

Cela a le suen, et cil la sos.
Cil 11 tote, oele lui tôt. (w. 2)10-2311)

The wedding la 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 Queen of 
the chessboard whereof he la King.

The story of Alexander and Soredamors is siiq>le 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 Enide. Enide's monologues deal with her feelings of remorse and her 

emotional reactions to various situations, but they are no conscious attempt 

at psychological self-analysis. The development of the plot is uncompli­
cated. Alexander falls in love with beautiful Soredamora. She falls in 

love with him. He becomes worthy of her through his valor and marries her. 
They are not tempted by anr situation â trois the controlled art of amour 

courtois will prevail over unrestrained passion, the proper moral stance 

will overcome tragic fate. Chrétien challenges the moral assumptions of 
the Tristan. FSnice, the heroine, smnagee to overcome the role that fate 

appears to have reserved for her and, not unlike Fhenix, her namesake, 
rises above the conditions that were so unquestionably and tragically 

final in the romance of Tristan, and she presumes to shape her own destiny
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within the bounds of society and under the banner of amour courtois. In 

order to assess the outcome of such a tour de force it will be necessary 
to examine the devices that Chrétien uses*

It is therefore in the second part of this romance that Chretien 

intends to display his virtuosity in dealing with a complicated situation 

of love and fate. The name of the hero* Cligès, provides the title for 

the whole woxk, Cligès is the son of Alexander and Soredamors and thus 

the rightful future emperor of Greece, %hen his grandfather, the Emperor, 

dies in Constantinople, the barons send a delegation to England to fetch 

Alexander* The delegation suffers shlprreck and perishes, except for one 

treacherous follower of Alexander's younger brother Alia vdio returns to 

Greece with the claim that the fatal disaster had occured on the return 

voyage and that Alexander had perished with tho rest. Alls than becomes 

the ruler over Greece. Alexander hears of this and goes to Greece with 

Soredamors and Cligès* He arranges a compromise with his younger brother: 

the latter may keep the crown on condition that he never marry in order to 

assure Cligès of his succession. Soon after Alexander dies, closely 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 Bnperor, wh<xa the emissaries find in Heneboro (Regensburg) 
approves of the proposal. However, the girl is already engaged to the Duke 

of Saxony* Therefore Alis deems it expedient to travel to Germany with a 

strong force. His nephew Cligès, apparently an unpolitie fellow, accompanies 
him* The two eatperors meet in Cologne* Penice makes her appearance and is 

described in the most glowing tenus. Her portrait is Juxtaposed with that
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of the Greek prince. They both are paragons of beauty and courtly demeanor

(w. 2717-2791). They exchange glances and immediately fall In love:

Mbs Clyges par amors conduit 
Vers 11 sea ialz covertemant 
Et ramainne ai sagement 
Que a I'aler ne an venir 
Ne l*an puet an por fol tenir,
Mss dabonalrsosnt I’asgards,
Et de ce ne ae prenant garde 
Que la pueele a droit 11 change.
Par boene amor, non par losange,
Scs ials 11 balUo ot prant les suons.
Molt 11 sanble clst changes buens.
Et miaudres 11 sanblost a estre,
S'ele seust point de son estre;
N'an set plus mes que bel le volt,
Et s'ele rien amer devoit 
Por biaute qu'an home veist,
N'est droiz qu'aillors son cuer meist.
Ses ials et son cuer i a mis,
Et cil li ra son cuer promis.
Promis? Qui done qultemantl 
Done? Ne l'a, par foi Je mant.
Que nus son cuer doner ne puet, (w, 276O-278I)

She does not know Cligès and yet the sight of him produces these 

changes. In contrast to Soredamors and many another heroine these changes 

are not troubling her, she welcomes them. (Molt 11 sanble olst changes 
buen; v. 2770).

Chretien then engages In a lengthy, and to the modem reader some­

what pedantic, refutation of the metaphor of two hearts in one person, (w. 

2785-2786). //Ithin approximately forty lines he proposes to disprove the 

logic of this metaphor. Lazar^ holds that Chretien is striking out In Jeal­

ousy against a beautiful passage in Tristan (Thomas version). Prappier^

^ s h e  Lasar, Amour courtois et fin'amors dans la littérature du 
Xlle stfele (ParisiKlincksieck, 19^), P. 221.

Op. cit.t p. 7).
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auggests that Chrétien is somewhat less than serious in his scholastio 
dissection of a beautiful poetic image. Could it be that Chretien is not 

aware of the genuine psychological drama in the Tristan?

The narrative continues in swift progression. The Duke of Saxony,

to whom Fénioe had already been promised in marriage, sends his nephew to

Cologne to fetch her. The nephew is challenged and defeated by Cligès in

a tournament. Cligès is admired by all. Fénlce's feelings for Cligès are
intensified. In her predicament she turns to Thessala, her chambermaid,

a crafty old woman i&o offers to help her with her expertise in magic

potions, whatever the malady may be:

Thessala volt taints et palie 
Cell qu'Amors a en balllie.
Si l*a a consoil aresnieet 
"Dex, fet ele, estes vos fesniee,
!& dolce daaeisele chlore.
Qui si avez taints la ehiere?
Molt a» ærvoil que vos avez.
Dites le moi, qui le savez.
An quel leu oist max vos tient plus.
Car se garir vos an doit nus,
A moi vos an poez antandre.
Car bien vos aavrmi santé rendre.
Je sai bien garir d'itropique.
Si sai garir de l'aroetiqus.
De quinameie et de ouerpoua;
Tant sai d'orlnes et de pous 
Que ja mar avroiz autre mire;
Et sai, se je l'oeoie dire,
D* enchanteeian» et de oharaies
Bien espxovees et veraies. (w. 2970-2990)

Fénioe telle her that her malady is of a different sort, that it 

is sweet and oppressive at the same tlom and that, indeed, it is dear to 

her and she does not want to be cured from it:
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De tos max est divers 11 miens,
Car se voir dire vos an vusl,
Molt a'abelist, et si m'an duel,
Et me délit an ma meseise.
Et se max puet estre qui plelse.
Mes enuiz est ma volantes,
Et ma dolors est ma santés.
Ne ne sai de ooi je me plaigne,
Car rien ne sent don max me vaingne,
Se de ma volante ne vient.
Mes voloirs est max, se devient.
Mas tant ai d'aise an mon voloir 
One doloemant malade sui.
Tesoala B»st3*e, car me dites,
Cist max don n'est il ipccrltes,
Qui dois me sanble, et si m'angoisse?
Je ne sai cornant jel oonoisse.
Se c'est enferme tes ou non. 
ysstre, car m'an dites le non.
Et la manière, et la nature.
Mes saohies bien que je n'ai cure 
De garir an nuls manière.
Car je ai molt la ddlor ohiere. (w. 3030-35054)

'Thessala diagnoses quickly Panics's illness s

Donc earns vos, si le vos pruis,
Car an doloor nul mal ne truie 
S'en amor non tant seulemant.
Tiiit autre mal onsamemant 
Sont tos jors felon et orrlble.
Mes amors et doles et pelslble. (w. 3075-3000)

Pënioe confides in ïbessala*
Don je sui irise et dolente,
Por ce que cil qui m'atalante
Est nies celui que prendre doi. (w. 3099-3101)

Ber situation le not unlike that of Iseult, but she scorns such
an exlstenoel she will have no part of it. It is shameful and immorali

Mialz voldroie estre desawmbree 
Que de nos deus fust rmaanbree 
L'amors d'Ysolt et de Tristan,
Don mainte folie dit an,
Et honte en est a raconter.
Ja ne m'i porroie aoorder
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Amors en 11 trop vilena,
One ses cvters fu a un entiers.
Et ses cors fu a deus rentiers.
Ensl to te sa vie usa 
Nonques les deus ne refusa.
Geste amors ne fu pas resnable.
Mes la mole iert tes Jors eatable,
Car de mon cors et de mon cuer 
N'iert. ja fet partie a nul fusr.
Ja mes cors n'iert voir garconiera, 
fi’il n'i avra deus parconlers.
'Qui a le cuer, cil a le cors. (w. 3105-3123)

l’île last line is a basic tenet of Chretien's amour courtois 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 doubts as to the morality of such a scheme 

Penioe refers to the broken promise of celibacy of Alls. She will rather 
die than bear a child that would despoil Clig&s of his legitimate Inheri- 
tancei

Mbs je n'ai pas Gliges si vil 
Que mialz ne vuslle entre antsrrsc 
Que Ja par moi perde danree 
De l'enor qui soe doit estre.
Ja de moi ne puisse anfes nestre
Peu- uui il soit desnerixes. (w, j>AW-31p3)

"Oie wily Thessala concocts a magic potion that will make it pos­
sible for Mnice to live up to her intention of undivided virtue. Alls 
will posseaa her only in his dreams in the wedding night and thereafter. 
Chrétien seena to take pleasure in describing the duped husband's fan­
tasy*

Tenir la oulde, n'an tient ale,
Mas de néant est a grant else,
Car meant tient, et meant beise.
Meant tient, a meant parole,
Meant voit, et néant acole.
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A néant tance, a néant luite.
Molt fu la poisons bien confite 
Q^i si le travaille et demainne.
De néant est an si grant painne,
Car por voir euide, et si s*an prise,
Qu'il ait la forterosoe prise.
Et devient lassez et recroit,
Einsi le cuide, ainsi le croit, (w. 3)l6-)^28)

Tbo repetition of "néant" rings of the joy of wiimeeeing the betrayal 
of a wicked husband. "C'est presque le ton dee fabliaux," coanenta Lasar.^ 
His wickedness consists of brooking his vow of celibacy. The moral value of 
this trick is nevertheless questionable. F6nioe°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'a undoing. It represented un­
dying human passion. PSnioe's potion glibly avoids the conflict of the vie 
a trois, the problem of the lovers of Cornwall. Only the external problems 
of the situation will have to be overcome, questions of proper social de­
meanor and physical obstacles.

Cllgès and Fenice have yet to disclose their feelings to each other.
Airing their return to Greece Cllg&s fbrther distinguishes himself in skir-
mienes witn the saxons, attaspt to abduct Finico. He rescues her in
one such attempt. Iheir eyes speak eloquently, but their tongues are tied*

Et ne per quant dee ialz aneuse 
Id uns a l'autre e<m panser,
S'il s'an seussent apanser.
Des ials parolent par esgart,
Mbs des boches sont ai coart 
Que de l'amor qui les justice 
N'osent parler an nuls guise.
Se cela eomanoier ne l'ose.
N'est mervoille, car sinple chose

^On. cit.. p. 229.
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Doit Gstre pucole et coarde.
Mes il qu'atamt, de ooi se tarde,
QmI por li est par toz bardiz,
S«est vers li seule aooardiz?
Dex, ceste criemne don 11 vient,
C*une paoele seule tient,
Sinple et coarde, foible et quoie?
A ce œ  sanble que je voie
Les chiens foir devant le lievre.
Et la turtre chacler le bievre,
L ’aignel le Ion, l' colons l’aigle,
Et si fuit 11 vilains sa maigle,
Dom il vit et dom il s'ahane,
Et si fuit 11 faucons por l'ane. (w, 5786=3808)

After all, she is his aunt. Chrétien, however, points to the

psychology of love and addressee himself directly to the audience 1

Vos qui d*Amors vos feites sage.
Et les costumes et l'usage 
De sa cort maintenez a foi,
N ’onques ne faussastes sa loi.
Que qu’il vos an dole cheoir,
Dites se l’en puet nés veoir 
Rien qui por Amor abellsse.
Que l’en n'an tressaille ou palisse, (w, 3819=5825)

The attitude of Cligâs is very much that of a troubadour toward

his domna. In his melancholoy he then decides to follow the advice of his

late father to go to the Court of Arthur and seek distlnotion as a knifdit.

He takes leave of the Empress, Fénioe, telling her, sosMndiat ambiguously,

that he is "all hers"*

Mss drois est qu'a vos oongie praigne
Com a cell oui ge sui toz (w, 4202-4283)

Cligès goes away, sobbing and sighing secretly, (w. 4264-4285)• 
FSnice is lost in thought. Her complexion pales. She, too, often weeps 

and sighs (v. 4315). Her secret longing resembles an amor de lonhi
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Ëinai travaille Mxtrs Penlce,
Mes cist travauz 11 est delloe,
Qw’ele ne puet estre lessee, (w, 4527-4529)

She thinks of his farewell, weighs his words, roDsabers his crest­

fallen contenance:

Com il chanja, com il pall.
Les le%%as et la contenance 
A toz jorz remanbrance,
Cwn il vint devant li plorer,
Con si*11 la deust aorer.
Humbles, et slnples, a genolz. (w. 4520-4525)

This attitude of Cligès is almost Idolatrous, foreign to Ereo, 
quite similar to a situation in Lancelot. Chretien's roaumtic hero is 
clearly evolving, à la mode, catering to the tastes of his patroness 
Marie de Chaapagne and her court.

Cligès, having distinguished himself at Arthur's Court, returns 
to Greece. There is joy in Constantinople. One day he has a talk with 
Fenice. She makes inquiries concerning his voyage, asks him whether he 
has loved a lady in Britain. He speaks in mexasmorsi 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 faire;
Car quant mes cuers an vos se mist,
Le cors vos dona et promist.
Si qu'autres Ja part n'i avra.
Amors por vos si me navra 
Que ja mes ne cuidai garir:
Si m'aves fet maint mal aofrir.
Se je vos aim, et vos m'amez,
Ja n'en serois Trlstanz clamez,
Ne je n'an serai ja Yseuz,
Car puis ne seroit l'amors preuz.
Qu'il 1 avroit blasms ne vice, (w. 5191-5203)
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Ihua ahe again strikes out in a polemical manner at the romanoe 

of Tristan. Her criticiem seems severe and selfrightaous. Chrétien 
appears to be irritated or challenged by the Tristan. Frappier^ speaks 
of an "agacement?

Chrétien, pour dee raisons probablement ooisplexes où devaient 
entrer une inquiétude de moraliste, le point de vje d'un psychologue, 
et le léger agacement que pouvait lui causer le succès d'un confrère, 
a senti le besoin d'une répliqué, non pas partielle, éplsodlque ou 
allusive, mais totale, et il a vers 1175-117& coag)océ Cligès qu'on 
pourrait intituler: Pour en finir avec Tristan et Iseut.

Fënice will have no part of a triangle affair, nor dosa she approve 

of Cligès* suggestion to elope to Britain, for then they would be no better 

than Tristan and Iseult. She Insists upon social respectability and resorts 

to trickery to achieve her goal. She will pretend Illness and feign death, 

only to be secretly rescued from her specially made bier and tomb by Cligès. 

Ihessala again proves her usefulness with a magic brew that puts Fénioe into 

a trance. 3ie appears quite dead. The torturus of three suspicious phy­
sicians from Salerno are to no avail, and they arc abn^tly discontinued 
when "more than a thousand" outraged townswomen, who have been peeking 

wuvugii Uiw Àwyuulw, üirow them out ox the window, ahe is bewailed and 
carried to the toadi fzx)m whence Cligès will take her and live with her 

in secret in a subterranean apartment under a tower outside of town.

Fénioe has made a respectable exit liom the courtly scene.

Penioe has gone "underground". She soon recovers fr<M her nearly 

fatal, but successful, suspended animation and begins a new and fuller 

life of amorous bliss, which lasts for over a year*

g
Op. cit.. p. 26.
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Certem, de rien ne «'avilie 
^ r s ,  quant il les Bdet ansanble;
Car a l'un et a l'autre sanble,
Qtwnt li uns l'autre aoole et beiae,
Qae de lor joie et de lor eise 
Soit toc li mondes amendes;
Ne ja plus ne m'an demandes, (w. 6251-6238}

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 hatdc, find them in a owqpromising 
position;

L'enpererrls trestote nue,
Avoeo Cliges le chevalier,
Deaos une ante, «a un vergier. (w. 6426-6428)

The couple flees to the Court of Arthur, where Cligia, somewhat
belatedly, gathers a great amy against his uncle. Alls, however, now
fully informed of the deceit and of the ohimerioal nature of his connubial
bliss, conveniently dies in raging madness. The scene is now clear for
Cligès and Panics to rule over their empire and live haqwlly to the end
of their days. An iagwrtaat doctrine of Chrétien is again emphasised;
that amour courtois is possible in anrriage. D; lines reminiscent of
Ereo et Eaide he writes;

De s'andLe a faite sa dame,
Car il I'apele amie et dame.
Et por ce ne pert ele mie 
Que il ne l'aint coam s'amie,
Et ele lui tôt autresi 
Can l'en doit aamr son ami.
Et ohasoun jor lor msore orut,
Onques cil de li ne mesorut,
Ne querela de nuls chose, (w. 6633-6641)

The treatamnt of amour courtois shows a masked developsant from 
Chretien's first rcmmnoe, Erse et Enide. Psychological problems are
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desorlbsd in much greater detail and are the main interest in this work.
It appears that Chretim attempts to display his virtuosity in sentimental 
analysis. Ee describes various stages of loves its onset, its effect on 
the characters. Soredamors and Alexander, Fénioe and Cliges engage in min­
ute self-analyses Which lead to their oonolusions that their strange stir­
rings must be love. Chrétien is now well aoqpainted with the love psychology 
of the Provencals. Love is caused by beauty. The eyes are the mirror of 
the heart. They perceive and reveal feelings. Hearts can be exchanged.
The author discusses this phenomenon at length. Aocoxrding to Frovocçal 
theory love is an illness and is diagnosed as such by its ^fmptooss 
si(ghs, trembling, pallor, lack of sleep, weeping. Chretien makes use of 
all these symptoms. This illness is not without its pleasurable aspects. 
Pénice prefers not to be healed from it* (w« 3052-3S054). Love la good; 
it is elevating (v. 953)» It leads to -Qie nanser of lâîs troubadours, # s  

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 Soradaanr*s hair embroi­
dered in his garment and in the leave-taking of Cligès from the Empress.
This adulation is not carried as far as in the Charrette. It is, however, 
quite different from the attibjdes and customs in Ereo et Enide. 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 mutuality of their feelings.

Chretien is well versed in troubadour lyricism. He employs all 
of its devices, including that of the adulterous situation à trois.



150

However, he is a realist, he prefers to bring his ftn'amora to & permanent 
and tangible ocncluoioni 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-Soredamors relationship. Soredamors 
is not a married lady, as troubadour custom would normally require, and the 
problem of inaocesaiblity does not exist. It does exist in Fénioe-Cligàs, 
and Chrétien will leave it neither on the lyrical plane of the troubadours, 
nor will he accept the fatalistic development of the Tristan. He creates 
a strong character in Fenice, 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 lAioh requires that the power of love 
be tamed and civilised lest it destroy those afflicted. Such an ethic 
may well be beyond social and religious laws. F&nice'a treatment of her 
lawful husband clearly violates these laws. She insists on being the 
arbiter of her destiny. This being impossible under the given oirousH 
8tances, Chrétien has to resort to the supernatural on several occasions.
He employs artifice against reality. Only by these means can Fdnioe pro­
claim her superiority over Iseult and can condemn the letter's gartsge. 
Oirétien 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 rli^t. 
Cligès and Finies mi^t appear to be more contrived literary ehsracters 
than Tristan and Iseult, but still the author has shown a hl|^ degree of 
Skill as a psychologist of love and as a user of contemporary fancies 
on the subject. As in Erec et he again celebrates the role of the
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femme-amie In an attempt to integrate the conceptions of amour courtois 

within the franewoxic of a more moi%l and normal life. There lies Chretien* a 

originality.



CHAPTER III 

IÆ qggVAT.TE  ̂PE lA CHARRETTE

In Erec *t Enide as well as in Cllgèa amour courtola finda Its 
logical oonoluaion in marriage* Through chevalerie the knight heocaea 
worthy of hia dame* who then beeomea hia amie aa well aa hia fame, Thia 
idea is not to be found in the lyric poetry of the troubadours* There, 
aa we have noted, woman is idolized and forever inacoeaaible, a sublime 
oonoepticn of thetndnlne, in contrast to vdiioh earthly love and the 
praotioal aspects of marriage are quite a different matter* Amour courtois 
in the early romanoea of Chrétien is far more representative of the tastes 
of the northern French nobility of which Cohen say a*

W e n  s'efforce, fort bien, qu'on s'iiqpose mille épreuves, mais
tout de awB© pour qu'un Jour sonne l'heure du berger et de la bergère, 
avec, de préférence, la sanction du prêtre et la présence des témoins 
qui consacrent la conquête et la rendent publique et durable!

EÂnaw*ô ûwïu^ï'-Uwnxv l a  Iw&rûljf w.ux\t v£ « il n a p lr l i ig  u iru i'v ly  lu v t» - ,

and Enido Is not the exalted lady who commands a submissive attitude*
Erec is quite independent and authoritative* m Cligès» in apite of the 
trvL "dour fashion of describing the symptoms and 'effects of love, the 
passions terminate in marriages* Fénioe intents to be united in marriage 
with Cligès* % e  possibility of partage, aa in the Tristan legend, la 
repeatedly and resolutely rejected* Chretien's position seems evident*

Q̂ttstave Cohen, Chrétien de TWares et eon oeuvre (ParisiBoivln,
1931), p. 22k,

152
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Chrétien’3 patroness, I4arie de Champagne, was the daughter of 

Alienor of Aquitaine and, like her cultured and vivacious mother, Marie 

must have been well acquainted v/ith the fin’amors conception of the trou­
badours of her native region. In consideration of her background it seems 

quite natural that ahe should suggest to her by now already famous court 

poet Chretien to compose a romance in the manner of her ovn liking.

Chretien is quite explicit:

Matiere et san li done et livre 
la contease, et il s’antremet 
de panser, que guerea n’i met ^
fors sa painne et s'antancion. (w. 26-29)

Chrétien tells us with this avis au lecteur that neither the sub­

ject matter nor the interpretation are his.^ Compared with the auldior’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 Chretien’s task to contribute his ’’painne" and his "antancion". 
The meaning of "painne" is clear, "Antancion", according to ¥endolin 

Forster in his Wdrterbuch has the meaning of "Zweck, Meinung, Absicht,

Sinn". The real meaning in aa Dwuglao Kelly eutiea, a combina­

tion of these terms.^ Traditionally Chretien scholarship has seen in

2gkxt quotationb are taken from the edition of Mario Roques, Les 
Ranans de Chrétien de Troyes. Ill, Le Chevalier de la Charrette ("C.P.M.A.", 
Paxdst Champion, 19̂ 5),

Ĉf. William Nitze, '"Sans et matière* dans les oeuvres de Chretien 
Troyes." Remania XLIV (1915-1917), P. 15.

4Wendelin Forster, WSrterbuch ^  lûrLstian von Troyes S&mtllohen 
Werken (4th ed. ; TubingentMiemeyer, I9A), p, 2).

^bouglas Kelly, Sens et ConJointure In the Chevüier de la Charrette 
(Studies in French Literature II, The Hagu^iMouton, 196é), p. yi»
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these lines a reservation of the author against the subject matter, a 

reseivatio mentalis or, as Hofer states, "eine versteckte Verwahrung”^ 

and that therefore he left the completion of the work to Gcdefroi de 

Lagny, However, one must not assume that Chretien worked la mort dans 

l’amêi "Même s'il n'a pas exprimé ses idées personnelles", writes Frappier, 

"aucun drame n'a dû se produire dans aa conscience." Even if Chrétien 
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 matière 

there existed the difficulty of presenting in epic form what had until then 
found expression only in the lyric poetry of the troubadours. Prappier 

writes;

Comment, sans trop heurter la délicatesse, faire passer d'un genre 
à l'autre, de la chanson au roman, la conception provençale de l'amour 
hors mariage ou plutôt contre le mariage? Ce qui gagnait à rester chez 
les troubadours état d'âme, allusion, thème lyrique, devait être amplifié 
et circonstancié selon les exigences d'un poème narratif.®

The Charrette is indeed the twelfth century romance which is closest 

to the fin'amors ideology of the troubadours.

uuenievre, the Queen, is a married lady, inaccessible by the laws 

of society and the Churoh and also by her aloof behavior. To overcome these 

obstacles, nothing less is required of an aspiring lover than his ocaq>lete

^Stefan Hofer, Chretien de Troyes. Leben und Werk (Oraz-Eolni 
Bohlaus, 1954), p. 157.

125.
8,

7Jean Prappier, Chrétien de Troyes (Paris iHatier, 1957)» p.

Ibid.. p. 126.
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gsubmission, including the complete abdication cf his dignity as a knight.

The cart episode, from which this romance has its name, is an excel­

lent illustration of this point. Lancelot, in quest of his queen, who has 

been abducted by the haughty knight Meleagant aa a result of his victory 

over Keu, the senechal, comes upon a cart driven by a dwarf. The dvrarf 
tells the knight that if he will climb into the cart, he will find the 

Queen, The knight hesitates a moment, because in those times, says Chretien, 
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 Kelsons, qui d*Amors se part, 
li dit que del monter se gart, 
si lechastie et si l'anseigne 
que itLen ne face ne anpreigne
dom il ait honte ne reproche.
N'est par el cuer, mes an la boche,
Reisona qui ce dire li ose; 
mes Amors est el cuer anclose 
qui li comande et semant
que toat an la oharrete mont, (v/, 565-274)

Reason (or conanon sense) is inconsistent with love (v, 565)» but
Lancelot io under the dlctntos of lovô, «id he uiuuiiLa wia «ai-w»

Amors la vialt et il li saut, 
que de la honte ne li chaut
puis qu'.iMDrs le comande et vialt, (w, 575-277)

Qauvain, another of the Queen's knights, is bid to do likewise 

and refuses (w, 5§8 ff, ), He is not in the service of love. He is in 

full control of his mental faculties, which cannot be said of Lancelot,

9It 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 ûhe penser. He resembles a somnam­

bulist, Thus, vihen he beholds his Cueen the next morning from the tower 

window of the Castle of the Flaming Lance, 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 disappears from view. The symptoms 

of his disorder, his alienation from reality, are described in detail:

Et ses pansera est de tel guise 
que lui meismes en oblie, 
ne set s'il est, ou s'il n'est mie, 
ne ne li manbre de sonnon 
ne set s'il est armez ou non, 
ne set ou va, ne set don vient; 
de rien nule ne li sovient 
fora d'une seule, et por celi 
a mis les autres en obli; 
a cele seule panse tant
qu'il n'ot, ne voit, ne rien n'antant. (w, 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 dif­

ficult approaches: an underwater bridge, Gauvain's choice, and the sword 

bridge, consisting of a sliarp sword spanning 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 constancy of his love for the Queen, 

show him to be the perfect fin'amant who can sleep next to a seductive chate­

laine without sleeping with her. Chretien explains thia chaste behavior:
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Lancelot’s heart is elsewhere and is really no longer hiss

Eel sanblant feire ne li puet,
Por ooi? Car del <mer ne 11 muet, 
qu’aillora a mis del tot s’antante, 
mea ne plelat mle n'atalante 
qu’an qu'est bel, et gent a chascun.
Li chevaliers n'a ouer que un 
et cil n'est mie ancor a lui, 
einz eat oomandez a autrui 
si qu’il ne puet ailiers prester.
Tôt le fat «ü uü l«u «alur 
Amors, qui toz les cuers justit,
Toz? nel fet, fora ces qu’ele prise.
Et cil s'an redoit plus prisier 
cui ele daigne juatlaler.
Amors le cuer celui prisait
si que sor toz. le Justisolt
et li donoit ai grant orguel
que de rien blaanaer ne le vuel
s’il lait ce qu’Amors 11 dcsfant
et la ou ele vialt autant, (w, 1225-1242)

Purely carnal adventures without sentimental involvenent have no
place in courtly literature» Love is a cult; it laldolatroua. All that
has been touched by the beloved becomes an object of adoration» Lancelot
nearly swoons when he finds at a fountain Cueen Ouenlèvre’s cosb with scss
of her blond hair in it. The hair causes him great joy and he reveres it
as a ftaatvxi wpUm and dopooito it in his hosqcii

Ja mes oel d’ome ne verront
nule chose tant enorer,
qu’il les ccrnnce a aorer,
et bien cant foiz les toohe
et a ses ialz, et u. aa boche,
et a son front, at a aa face}
n’eat joie nule qu’il n’an faoet
molt 'aan fet liez, molt s’an fet riche,
an son soing, pres del ouer, lea fiche
entre aa chemisa et sa char» (w. l460-l4é9)

10.MoshS Lazar, Amour courtoia et fln’amoM dans la littérature du 
Xlle si&ole (PariatKlinokaleok, igw), p. 2^, commenta* "EL faut noter w e  
Chrétien ne fait pas suivre cette description d’une remarque humoristique 
sur la folie des amants (ccane dans le diaès). mais se contente de traiter 
son sujet avec beaucoup de sérieux» 11 ne faut pas oublier qu'il ne pouvait 
se pennettre de badiner avec un sujet commandé par sa protec^oe Marie.”
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The author uses the word "aorer” (v. I-" 62). The spird.t expressed 

is that of religious fervor.

After several more adventures, uiiich are without sentimental interest,

Lancelot finally arrives at the Sword Bridge, a bridge consisting of a olished,

gleaming sword, tifo lances in length, with either end fixed in the trunk of a

tree. The stream is as fierce and terrible as if it were the devil’s stream

(v. 5012; con si fust 11 fluns au deable), Lancelot croses it with great

pain and agony, cutting liis hands, knees and feet. But even tliis suffering

is sweet to him, because

Amors qui le oonduist et mainne, 
si li estoit a sofrir ddz. (w.

Prom 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, 5192-5L95) 

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 vhioh Lancelot,

of Meleagant. Queen Quenievre is watching the fight at the window of a tower. 

Lancelot does not know this. A damsel iidxo is with the Queen asks her for 

the name of the knight, ihe Queen replies that he is Lancelot du Lac. Thia 

is the first time in the z*omanoe that Lancelot’s name is mentioned. He had 
always been referred to aa the Knight of the Cart. It is by the Queen hei> 
self that his name is revealed:

Lanceloz de Lac a a non
li chevaliers, mien esciant. (w. 566O-366I)
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Not until 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 tlie lips of the damsel the magic word rings out over tlie courtyard, 

and she beckons him to turn around to see who is watching him. Chretien 

exploits skillfully 'iiie dramatic possibilities of the situationi 
Lors saut avant et si I'apele,
au, njuiuu jljl

a molt haute voiz; "Lancelot!
Trestome toi et si esgarde
qui est qui de toi se prant garde." (w, 3^^“5668)

Lancelot turns 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 lady, the tide of the combat turns rapidly to his favor.

Meleagant* s life is spared through the intercession of his father with

Guenievre. The Queen expresses the wish that Lancelot stop fitting.

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, (w. 3798-3801)

The happy ending of the adventure appears to be near. But that a
surprise, when the victorious Lancelot is brought before the Queen and she

receives him coolly:
Quant la reine voit le roi, 
qui tient Lancelot par le doi, 
si c'est contre le roi dreciee



160

et fet sanblant de correciee, 
si 8'anbruncha et ne dist mot.
"DameI veez ci Lancelot,
fet li rois, qui vos vient veoir;
ce vos doit molt plaire et seoir.
- Moi? Sire, moi ne puet il plaire;
de son veoir n’ai ge que faire, (w. 3937-39^)

Bademagu reminds her of all the troubles and dangers -üiat Lancelot 
has faced for her. She answers that he has wasted his time*

Sire, voir, mal l’a enploiè;
ja par moi ne sera noié
que je ne l’an sai point de gre. (w. 3957-3959)

Lancelot, dumbfounded but far from indignant, is the perfect fin*
amant*

Ez vos Lancelot trespanse, 
se li respont molt belemant 
a meniere de fin amant*
"Dame, certes, ce poise moi,
ne je n’os demander por coi." (w. 3960-3964)

ïhe Queen leaves the room. Saddened Lancelot departs in search
of Qauvain. He is waylaid by the people of Meleagant, and the Queen is
told that he is dead. She repents her cruelty, speaks of him as "mes amis"
(v. 4198); she calls herself "foie" and "felenese", and she assumes*

Nus fors moi ne li a done
le mortel cop, mien esciant. (w. 4200-4209)

Significantly, for the first time her exclamations of distress reveal 
her true feelings. She would have loved to embrace him, and she is quite 
explicit*

Coxnant? Certes, tot nu a nu,
Por ce que plus an fusse a eise. (w. 4220-4229)

The rumor of Lancelot's death is a clever device by the author to 
bring Quenievre’s secret feelings to the surface. According to Provmagal 
doctrine a carnal fulfillment of Lancelot's love is not proper, yet the
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matière of this romance requires it, Stefan Hofer elucidates the problem 
succinctly1

Entspricht bis jetzt diese Haltung dem in der provenzalisohen 
Doktrln vorgezeichneten Benehmen der "donna”, von der Lancelot hofft, 
daB aie ibm gegenuber "merci eust” (v. 4)64), so verlangt der Reman 
doch eine andere LÔsung, als es die in der Lyrik geltenden vorasus- 
setzungen vorschreiben, nach denen eine ibmaherung der Liebenden 
nicht erfolgen darf. Chretien macht den Tkoachwung in der seelischen 
Haltung der unnahbaren Herrin daduroh glaubhaft, dab er Lancelot ale 
tot von uor Konigin betranoHi l^t. ̂ ̂

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 cart*

Cornant? Don n'eus tes vos honte 
de la oharrete, et si dotastes?
Molt a grant enviz i montastes 
quant vos demorastes deus pas.
Por ce, voir, ne vos vos je pas 
ne aresnier ne esgarder. (w. 4484-4489)

Bezzola fozmulates the situation thus* "Lancelot n'a pas été
capable du sacrifice de tout son être devant la grande aventure qu'était

12pour lui l'amour de la plus grande dams qtii existait, la reine."
Lancelot admits his guilt and receives the pardon of the Queen. He also 
obtains permission for a rendez-vous at the window of her chamber. This 
favor that the Provençal fin-amant nonnally 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 place*

11Hofer, OP. cit.. p. l4).
^^eto Bezzola, ^  Sens de l'Aventure et de l'Amour (Paris* La 

Jeune Parque, 194?), p. 4).
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Et la reine uns fenestre
li mostre, a l’uel, non mie au doi. (w. 4506-4507)

Iron grill work will assure the proper distance *
Je serai anz, et vos defers
que oeanz ne porroiz venir, (w, 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 (w. 4516-
4519). She rules out more intimate relations, for Keu, the wounded senechal,
sleeps in her room*

Asanbler ne porriens nos,
qu'an ma chanbre, devant moi, gist
Hex, li seneohax, qui lenguist
des plaies dom li est coverz. (w, 4520-4523)

However, the author makes clear that the situation will take its
inexorable and natural course*

Que molt estoient desirrant
il de li et ele de lui. (w. 4588-4589)

No iron bars can withstand a cotnrtly lover. Their love is consum­
mated on an earthly plane, but with a perfect overtone of the troubadour 
love religion, which extends saintly veneration to the beloved object:

Si I'aore et se li encline,
oar an nul cors saint ne croit tant.
Et la reine li estant
ses bras encontre, si l'anbrace,
estroit près de son piz le lace
si l'a lez li an son lit tret,
et le plus bel sanblant li fet
que ele onques feire li puet,
que d'ibnors et del ouer li muet. (w. 4652-4660)

The superior position of the domna is maintained at all times.
Even upon leaving the site of his amorous exploits he pays his quasi- 
religious, indeed sacrilegious, hommage*
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Au départir a soploie
a la chaiibre, et fet tôt autel
con si fust devant un autel, (w. 4716-4718)

The author further emphasizes the preeminence of Ihe lady by

stating that this climax was unique and could not be repeatedi
Del rasanbler n’est pas pris termes,
ce poise lui, mes ne puet estre, (w, 5704-5705)

AT ter thi» imrttc tioxi vf Hii* amors üieoiy the further relationship 

between Lancelot and Gueniàvre is again on the level of Provençal lyricism. 

The Queen returns to her pedestal, and her every vdiim and wish is invio­

late to Lancelot. He again allows his knighthood to be ridiculed vdxen the 

Queen orders him to do his worst in a tournament (v. 5^45) and he complies 
with her wish "mout volontiers” (v. 5655)* Love, as in Provençal doctrine, 

reigns stg)reme. It is an ennobling power.

Car, sanz faille, molt en amande
qui fet ce qu’Amors li comande. (w. 4393-4594)

Anything prompted by love is goodt

Qu'an ne porroit dire de boche 
riens qui de par Amors venist,
qui a reproche apartenlst. (w. 4356-4358)

Love inflames the heart t

qui li a mis el cors la flame, (w. 3748-5750)
Amor breaks open the wound that he has caused t

Amors molt sovant li escrieve
la plaie que faite li a. (w. 1336-1337)

To suffer for love is sweet*

Mes tot le rasoage et sainne
Amors qui le oonduist et mainne,
si li estoit a sofrir dolz. (w. 3113-3115)
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The remaining adventures of Lancelot and his final defeat of 
Meleagant are of little relevance to our study.

It is apparent to the reader of this romance that amour courtois 

and adventure are treated differently from Chretien’s works before and 

after Le Chevalier de la Charrette. Whereas Chrétien usually modifies 

amour courtois by putting the couple on a more equal footing than it is 

customary with the troubadours, he describes in the Charrette the Pro­

vençal iTpe of amour courtola with an exacting domna and a submissive 

and worshiM)lng lover. True, the bedroom episode is an infraction of 
fin’amors, but it is well incorporated and the farmer position of lady and 

worshipper is restored. We find here for the first time in Chrétien de 

Troyes’ woit die service d’amour of the troubadours. Guenievre 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 l’hommage qu’elle reçoit.

Adventures, as xosual, form the steps towards the acceptance of the 
knight by idie courtly lady. They are proof of the knights valor. How­

ever, in the Charrette they are a tzdbute paid to the Qieen 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 Maasert his role as a knight, the prime 

function of adventure. In the cart episode and at the tournament the op­

posite is the ease. Amour courtois and adventure have to complement and 

augment each other, and mesure has to be applied. Only then will there

■̂̂ Ĥyrrha Borodine, La Femme dans 1*oeuvre de Chretien de Troves 
(ParisiPioard, 1909)» p. 191.
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be a perfect knight and a perfect lady and a perfect happiness* The deli­

cate interrelationship of these elements is most lucidly exemplified in 

Chretien’s next romance. Yvain ou le chevalier au lion.



CHAPTER IV 

LE CHEVALIER AU LION

With Yvain ou Le Chevalier au Lion Chretien 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 has 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 clearly 

a division into two parts in both romances of which the first part ("11 

premerains vers" in Erec et Enide) serves as an introduction leading up to 
marriage and the ensuing conflict.

We are at the court of Arthur. Calogrenant relates to a small 

gathering of ladies and fellow-kni^ts the story of an adventure that had 

occurred to him seven years ago and in >dxich his role as a knight had not 
been a glorious one. He had been told by a "vilain" tdu> was tending his 

cattle in the woods of Broceliande of a magic fountain that anyone tdio 

would take of the water in the basin and spill it on a stone beside it 

would raise a storm of torrential rains and gales and thunder. Calogrenant
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had unleashed these elements and had pronptly been challenged by aknlght 
and bad barely escaped witdi 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* c o m ­

bat. The mortally wounded knight flees. Yvain pursues him into his 

castle, where he is caught between two portcullises. Unexpected help 

appears in the person of Lune te, the chambermaid of the chatelaim, vho 

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,

...une des plus beles dames
c’onques veiat riens terriens, (w. 1146-114?)

Placed at a small window of the castle by Lune te, Yvain watches the fune­

ral procession. On this inapropriate occasion the darts of Amor strike 
him:

Mas de son gucre et de ses breaches 
li radocist novels amors 
qui par sa terre a fet un cors; 
s'a tote sa proie acoillie; 
son cuer a o soi 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, 
s'Amors vangiee ne I'eust, 
qui si dolcemant le requiert
que par les ials el cuer le fiert; (w. 136O-I372)

^The quotations from the text are taken from the edition of Mario 
Roques. Les Romans de Chrétien de Troyes, vol. 4 (ParistChaopion, 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 si ge dit que sages, 
que fame a plus oe cent corages.
Celui corage qu'ele a ore, ^
espoir, changera ele ancore; (w. l4]8-l442)

As a true courtly lover he justifies his love by sdjjugating him­

self to its laws:
Qui Amor en gre ne requialt
des que ele an tor li l*atret
felenie et traison fet; (w. l448-l450)

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 Mature faire muser, (w. 150I-I503)

His imprisonment now appears sweet to him, and ha confides in 

Lunete, the clever damsel. In a scene of very fine psychological analysis 

and of a comic quality approaching that or murivaux, lunete suggests in 

very subtle tones to her lady to cease mourning and to consider taking

another husband. She mentions the necessity of defending the fountain

and the land.^ Laudine, the widow, pretends not to want to hear of it, 

but Lunete cunningly leads her lady through a process of rationalizing

2Gustave Cohen. Chrétien de Troyes et son oeuvre, p. ^12 believes 
this passage to be an indication of Chretien's antifeminist attitude.

^In the Middle Ages the defense of the domain was a vezy real neces­
sity. Hie law of the stronger prevailed.
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until the latter acquits the killer of her husband and is willing to see

him. After all, the lady reasons, he had to kill her husband in order to

save his own life. This new Idea is "smoldering" in her mind:

Et par li meismes a'alume
ensi come li feus qui fume
tant que la flame a& est mise,
que nus no la souflo n'atisa. (w. 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 il, et de quel gent.
Se il est tez qu'a moi ateigne, 
mes que de par lui ne remaigne, 
je le ferai, ce vos otroi,
seignor de ma terre et de moi. (w. I80I-I808)

The scene in tAich Lunete brings Yvain before Laudine finds no

parallels in Erec et Enlde or Cligês» Yvain plays rather the role of the

submissive amoureux as we have found it in Lancelot. We concede tiiat 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 (w. 1925-1926) he answers in the fashion of an idolizing trou­
badour:

- Dame, fet il, la force vient
de non cuer, qui a vos se tient;
an oe 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 forfet?
- Dame, tant que amer me fet.
- Amer? Et oui? - Vos, dame chiere.
- Moi? - Voire voir. - An quel maniéré^
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- An tel que gralndre estre ne puet;
en tel que de vos ne se muet
mes cuers, n'onques ailiers nel truisj
an tel qu'alllors pansser ne puis;
en tel que toz a vos m*otroi;
an tel que plus vos aim que moi;
en tel, s'il vos plest, a délivré
que por vos vuel morir ou vivre, (w. 2017-2024)

Thus they ara quickly reconciled. Yvain agrees to become the 

defender of the fountain "vers toz homes". She presents him to her coun­

cil of knights of whom lunete had said (w. 1632-1623)"»**uïi® chanbsriere 
ne valent tuit". On their advice and also because of "qu'Amors a feire 

li comande" (v. 2l4l) the wedding is celebrated.^ With this state of 
affairs the first part of the romance can be said to have found its con­

clusion:

Mes or est mes sire Yvains sire,
st li morz est toz obliez;
oil qui I'ocist est mariez;
sa fame a, et ensanble gisent;
et les genz ainment plus et prisent
le vif c'onques le mort ne firent, (w. 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 Gauvain, the knight par excellence, who 

speaks the decisive words that sway Yvain*s inclination and determine the 

course of the romance:

4The practical aspect of a prompt remarriage is drastically demon­
strated in Girard de Viane. vdiere the heroine says to Charlemagne: "A
quoi sert le deuil? Donnez-moi un autre mari, donnez-moi un mari bien 
puissant."
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-Cornant! aeroiz vos or de cax, 
ce disoit mes aire Gauvains, 
qui por leur fames valent mains?
Honiz soit de sainte Marie 
qui por anpirier se marie!
Âmander doit de bele dame
qui l'a a amie ou a fame,
que n'est puis droiz que ele l'aint
que ses los et ses pris remaint, (w, 2486-2494)

The problem is a familiar one. It is the question of llie relation­

ship between chivalry and amour courtois, of the functions that these two 

basic occupations of the knight should fulfill in respect 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 tomoier moi et vos... (w. 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 ©nor at por la mois" (v. 2554), thus

enghaaizing the elevating function of adventure for both lady and knight.

Iliia iis bi-uu even in marriage according xo vnrexien. nazar comments ;

Le mariage, s'il couronne un amour sincère, ne peut cependant 
pas être considéré par les époux comme une fin en soi. Le chevalier 
doit continuer à se montrer soucieux de sa renommés et améliorer ses 
vertus chevaleresques. Le mariage doit rendre meilleur, ennoblir.
Ce que les troubadours réclament pour la fin'asiors (l'amour en dehors 
du mariage). Chrétien l'exige pour la vie c o n ju g a le .5

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 tuzn into hatred

^Lasar, op. cit.. p. 248.
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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 li sovaigne" (v. 2610), and 
Yvain parts "en aventure".

Parting is not easy, Chretien uses the popular theory of the trans­
position of the heart: Yvain leaves his heart with Laudine:

Li cuers a boene remenance
et li cors vit en esperance
de retomer au cuer arriéré; (w. 3657-2659)

The year passes. Modem critics often cast Laudine as the haughty 
domna. but the text shows her suffering in the absence of Yvain and count­
ing the days until his return:

Car qui ainme, il est en espans,
mes tote nuit conte et asome,
n'onques ne puet panre boen some,
les jorz qui vienent et qui vont, (w, 2758-276I)

Gauvain and Yvain are the heroes of many a 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 Yvain:

.,, Yvain, 
le mancongier, le tricheor, 
le desleal, le guileor, 
qu'il I'a guilee et deceue; 
bien a sa guile aparceue 
qu'il se feisoit verais amerres, 
s'estoit fos, souduianz et lerres; (w, 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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assembly of knights. Madness overcomes him;
Lors se li monte uns torbeillons
el chief, si grant que il forsane; (w, 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 sake is an unworthy occupation for a knight. It does 
not conç)lement his love nor does it bring about the mental growth pro­
cess that the adventure in the service of a lady brings. He is there­
fore no longer a part of society. Naked and out 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.

It is a woman who heals him from his madness, and imaediately he 
embarks upon a new course of adventures. These are seen by some scholars 
as a series of unrelated episodes that culminate in Yvain*a return to 
L-audine's good graces. Others, however, see in them a very carefully 
constructed series of episodes each of which adds something to Yvain*s
uIxoj. au UsX'9 lilo oolxuuuxluuuue, euxu uxo x^puLo vxuxx# xxxoy oxu vJT a Buuloxy

charitable nature, and they are an attempt to regain the graces of 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. Ihe episode 
is obviously symbolical. Pierz-Monnier believes;

Den Kampf zwisohen Lowe und Schlange, den der Menaoh Yvain zu 
Guns ten des Lowen entscheidet, konnte man als den Zusanaenprall 
zweier entgegengesetzter Mich te auffassen. Der LSwe wiirde einen 
naturhaft-feurigen und vital ' mSnnliohen Instinkt, die Schlange aber 
eine gefahrliche dunkle und untergrundige Macht darstellen. Es
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konmt darauf an, daB die-vitale Energie nicht von der vintergründigen 
Macht verschlungen wird,

A more obvious symbolism is the one pointed out by %rrha Borodine:
Ce lion de-'d.ent dans notre roman le symbole vivant de la fidélité 

dans l’attachement. Aussi Yvain qui s’appelle lui-meme le Chevalier 
au lion met en lumière le caractère de son amour pour sa dame. Le 
lion est donc peur lui en même temps un reproche, un exemple et un 
encouragement. 7

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 croistra"
(v, 2499)« Society has to be a witness, Yvain knows it:

Que por neant prant sa bonté
qui vialt qu’da ne soit seue, (w, 4274-4275)

It is significant that Yvain now becomes known as the "Chevrlier 
au lion". This is his new name that he is "creating" for himself. It 
signals his new identity,

Yvain’B 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 ha suffers from the wrath of his lady. The

comical vein of the romance is again evident in her answer:
- Certes, fet ele, ce me poise,
ne tieng mie por tres oortoiae
la dame qui mal cuer vos porte, (w, 4687-4589)

^Antoinette Pierz-Monnier, Initiation und WAndtimg (Bern:
Franche, 1951). P. 57.

7Myrrha Borodine, ^  Femme dans l'oeuvre de Chrétien de Troves, 
(Paris:Picard, 1909), p, 224.
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Yvain leaves and goes to the court of Arthur where he is 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 adventure do not 
satisfy him now without the love of Laudine. In a desperate effort he 
goes to the fountain in the forest of Broceliande and raises a terrible

Q
storm. 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. lAian she discovers the truth 
she cannot break her promise. Her rancor and her hurt pride vent them­
selves in bitter accusations. Yvain assumes the role of the penitent 
sinner,

et dits Dame, miséricorde 
doit an de pecheor avoir.
Conpare ai mon nonsavoir 
et je le voil bien conpsurer.
Folie me mist demorer,
si m'an rant corpable et forfet,
et molt grant hardemant ai fet
quant devant vos osai venir;
mes 3'or ma volez retenir,
ja mes ne vos forferai rien. (v’/„ 6770-6779)

Laudine speaks the redeeming words:

- Certes, fet ele. Je voel bien,
por ce que parjure seroie
se tôt mon pooir n’en feisoie,
la pas feire antre vos et moi;
s'il vos plest, je la vos otroi. (w, 6780-6784)

Thus Chrétien concludes his romance. To add anything farther, he 
rwmazks, would only be lies.

rrrha Borodine, ibid.. p. 2^1 considers this action of Yvain 
a "deue ex machina".
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Ihl8 romance exengpllfles most clearly of all of Chrétien'a 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 these two basic features of 

the knight do not cimnplement each other. Yvain is punished, but by his 

subsequent behavior he reestablishes his reputation as a courtly knight 

through a conscious effort to raise his valor by various adventures of 

chi vail y , aiding the weak and the oppressed. Ihls type of adventure is 

different from the aimless jousting games he had enjoyed with Gauvain.

It raises him again to the level lAere he is worthy of amour courtois.

Laudine, unlike Enide or Soredamors, reminds us of Guenievre by 

her dcnainating role. Yvain's position is not unlike that of a lover in 

troubadour poetry. But in this romance the "service d*amour" is adapted 

to Chretien's taste. It is meaningful and it emphasizes the ennobling 

function of chivalrous adventure within the framewozk 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 ootqple. 

Therefore both love and adventure are constructive forces.



CONCLUSION

An analysis of the love theme in twelfth century French literature 

shows clearly a great diversity, a diversity that cannot be luopad 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 flg'mmnrs 
of the troubadours was adopted and imitated by the poets of the North with­

out stating at the same time that it was generally modfied to a degree 

where it lost its salient characteristics, most notably the inaccessibility 

of the celebrated object of love wilh its attendant ethereal qualities.

IMs inaccessibility was overcome in the North by a process of maturation 
and self-realization through chlvalric virtues which elevated the aspirant 

to a higher plane of consciousness of himself and the world, and on this 

plane he could expect to Join courtly society and attain its radiant center, 
the courtly lady. Ihis ethic of chivalry, of course, was limited to the 

relatively educated leisure class, the nobility, but it was to have a 

decisive impact in the centuries to come on all of western civilization.
Ihe existence of amour courtois as a medieval concept has been con­

tested by D. W. Robertson and others, jhe tezm was coined by Gaston Paris

D̂. W. Robertson, Jr., A Preface to Chaucer»Studies in Medieval 
Perspectives (Princeton, I962).
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2in his article on "Lancelot". 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 cannot at all speak of amour courtois in the Tristan 

legend, tdiere 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 Chretien 

de Troyes would come to grasp and express. Each author, then as now, 

impressed his own views on the subject, and variations are evident even 

within the work of a single author,^

The four romances of Chretien that we have studied in chronological 

order show a distinct development of the sentiment of love. Love and 

adventure are complementary forces in the work of Chz*étien. Knighthood 
must constantly be reasserted. But it can never be a sterile occupation; 

the knight has to dedicate his exploits to a worthy cause. In the chan­

sons de geste this cause is God and Country; in the courtly romance it 

is the love of a lady. The ideal knight, according to Chretien, 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

^Gaston Paris, "Lancelot," Romania 12 (I883): 518 ff.

^Jn contrast to the modem writer, who consciously seeks origin­
ality, the medieval author generaHy likes to refer to some source or 
scriptural 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 to the stark realities of twelfth 

century social customs. Yet it appealed to a taste of préciosité in an
4aristocratic audience, who saw itself idealized. Robert Guiette writess

Certes, l'amour courtois est un Jeu. 11 est plus ou moins 
orthodoxe, plus ou moins hérétique. Mais il ne saurait correspondre 
à la réalité d'une époque qui fut brutale. Il vise au contraire 
à affiner une société qui sezAlait le désirer.

The characters of Chretien'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 Fourrier 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 Cligèe. may seem 

overdone to some modem readers, but medieval audiences may well have 

found them delectable. Chrétien's frequent and witl^ authorial inter­

ventions and the sparkling elegance and light spirit in many of his pas­

sages, rarely tire the reader.

Chretien also shows himself as a realist in his aim to reconcile 
love and marriage. He disapproves of the ethereal inaceessibilliy of the 

domna of troubadour poetry and does not aocpet the contemporary principle 

of incompatibility between love and marriage. He replaces the "domna" 
with the ideal double role of fame et amie. He condemns illicit passion,

^Robert Guiette, "Sur quelques vers de Cligès." Romania 91 
(1970), p. 175.

^Anthime Fburrier, Le Courant réaliste dans le roman courtois 
an France au moyen âge (ParisxNizet, 19&)), p. 111.
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as in the Tristan, and celebrates married love as the guarantor of hap­

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 Pénice in Cligès. This choice, accord­

ing to Chrétien, must be a matter of will, not of fate or fatality. The 

inception of love is spontaneous, but if this amour is to be courtois. 

it must be controlled within the context of chlvalric virtues. Thus 

becomes "Mor 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 Lancelot:^

Nor is Chi4tien really successful in depicting lovers as lovers* 
they are little more than lay figures; they talk at great length, and 
indulge in analysis of their feelings, expressed in the most graceful 
and ingenious language; but one

'Iseut ma dite, Iseut ma vie.
En vous ma mort, en vous ma vie!'

is worth all Chrétien ever wrote on the subject; the breath of the 
Qod is not in it.

She further speaks of a lack of intensity of emotion and criticises the 

artificial setting at court, rather than the natural one of the woodlands. 
Her oxaims are convincingly countered by Douglas Kelly in his excellent

^Jessie L. Weston, The Legend of Sir Lancelot du Lac (London* 
Nutt, 1901), p. 54.
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7study of Lancelot. ' Kelly points out that courtly conventions give mean­

ing and form to amour courtoisi
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 intensity, and a depth that have been lost on those who, 
like Miss Weston, suppose 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 
siyle 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 experience. Prom such a conception of loye 
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 isrenderedoore beautiful by the care with 
which it is borne and expressed.8

W. W. Comfort in the preface to his translation of Chrétien*s 

work accuses the author of lack of proportion, vain repetitions, inauf-
Q

mn-hl nn . UM nr'l anm« N iih-hl a+.-I mb . anrt r ^ n a n

not go beyond a mere statement of these accusations, and one suspects 

that they are merely his personal impressions. Other readers may find 

the subtleties not at all wearisome, nor the repetitions vain. As for 
the indelicacies, a Chretien would have been shocked, could he have read 

the writings of his colleagues of some eight hundred years later.

7Douglas Kelly, Sens and ConJointuu-e in the Chevalier de la 
Charrette (The Hague, ParistMouW, 19^^.

^Ibid.. pp. 240-241.

^Chrétien de Troyes, Arthurian Romances, translated and edited by 
W. W. Comfort (London and New YoïkîIXxtton, 19l4, reprinted 1958), p. V.
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The use of the miraculous in Chretien’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 realistic plot, does not care 

to see the deus ex machina come to the rescue. This, however, should not 

distract the modem 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 matière" are not his, he is

capable of virtuosity. In his Yvain his own ideas on amour courtois are

expressed in their full maturity. In the same work Chretien's conception 

of love is crystallized in these lines (6o45-6o46):
Amors qui n'est ni fausse ne fainte 
Est precieuse chose et sainte.

Ihe Ovidain views on the subject were too earthy for Chretien, 
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 not a dream, a marriage union tixat was not merely conven­

ience or an ending, but balance and harmony within society and within 
the self.

The cynics would have it that all these romauitio notions be ban­

ned, never to return, along with King Arthur, to a distant Avalon, 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 so.
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