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CRBSTRACT

In the field of médieval studies, the phraSe'"allegoricai
ihterpretation” has generatéd continuous scholarly altercation. The
debate is centred around the Quesfion of the degree to which patristic

exegesis should be applied to medieval literature, a question thorny

-

with attached problems like the relationships between allegory and
symbél, allegory and convention, and allegory and personificatioﬁ.
Unfortunately, the dialectic of critical discussion has rade allegony‘
synonymous with a style of in%erpretation which ié rooted in the writings
oT the Church Fathers and‘é?plies doctrine systematicaliy to pieces of
literature. Another dee of entrance to medieval allegory has gone
rather un?oticed: interpretation based on thé literal sequence of

events in allegorical narrative, in the stéry itself, This thesis

offers a reading of three works important in the allegorical tradi-

tion of the Mid&le Ages.. It then examines.the usefulness of its alle-
gorical m thdd of reading in appreciating the work of Geoffiey Chﬁucer,

" Chdpter I studies fraditioﬁai}énd modern definitions of allegory
and conclfides with a definition to be used in the thesis. Chapter II
‘develops the idea that actions of allegorical images within the

narrative Yprocess are the best indicators of an allegory!s meaning,

igscussion of the Psychomachia by Prudentius,

and tests the concept in

the de Planctu Naturae.by Alain de Lille and the Roman de la Rose by

tuillaume de lorris and jean de Meun. chapter III traces chaucer's
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debt to the allégorical tradition and uses the allegorical method to

explore his Eook of the Duchess. Chapter IV demonstrates that rather

M
than abandening allegory in his artistic maturity, Chaucer developed

.it’ even‘further as a narrative form thar Me had done in earlier works
L ' .

- 4

and used it in what is generally considered to be his most "'realistic™ _

and least allegorical work--The Canterbur» Tales.
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CHAPTER I
ALLEGORY: THE DERINITIONS AND THE DEBATE

"Deux erreurs: 1° prendre tout litteralement;

20 prendre tout spirituellement" ! '

- ' —;?aécal

In a study of the medieval trzdi‘ion of allegory and its
influence on Chaucer, a necessafy first step is tb clarify the
term "allegory." Today the word seems to serve a variety of critical
Ses, sometimes meaning a partictlar genre, sometimes a struclural
principle, sometimes a trcpe, and sormetimés a method of interpreta-
tion. © Tt appeare that a considerable disjunction ias occurred in tihe

meaning of the word cince "allegory" was bLorn from 2 uniorn of the

Greck allos (other) and agoreuein (spszk openly, spéak in the cesem-

bly or market), and came to mean specch with hiddcen meaning, or inver-

. 1 S ' .
sion of sense. Such a confusion--or perhaps profusicn--of thought

surrounds allegory now that it causec some discomfort as a critical
term. Louis Miclieice atiempts tc igrore it and substitutes "varable
because, he says allegory ".i,is -a’ wérd to which nany pecnle today

b ) IS5

are allergic and if one uses it too wicdely one has no word left for
X 2
the category of allegory proper.™
Bl e

)

In the face of such difficulties, it is prudent to begin with

a brief history of allegory as a literary rphenomecron, John FMaciucen
N v

MNay

_traces allegory back to origins ir Jreci: zytha, rarratives or the

doings of gods and men which came to te ured ac explanations of



. . . !
various facets of human experience. In Hesiod's Vorks and Thys

'(Bth century B.C.). “cme of the legends are peopled by characters

whose names state their functions in the story (for instance, Prome-
theus geans forethought) ard whe thus initiate the tradition of person-
ifications acting within a narrative [rame. By the ¥t century B.C., ‘
the tendéncy»to read the myths as reflections of physical or ethical .
principles was well established. For example, the rape of_Proserpi;a
by Pluto was inierpreted as a referencé to the yearly regeneration

'

of the éarth's fruitfulness and to the cycla of human death and
birth.B' The Romans adopguikmth the Greek tales and the Gink device
of double meaning in literary creation and interpretation, defiging
such doubleress by the word allegoria in Roman rhetorical thecory.
Cicero, in ris Cretor, descrives allegory as "a continuous stream

of metaphors;“h iirntillian indicates that "allegoriam facit continus

metaphora"5 arnd understands its function as a precentation of either

"one thing in words and arother in meaping or else something abso-
o

-

Iutely opposed to the meaning of the words (aut aliud verbis aliud

sensu ostendit zut etiam interim contrerium).”

christian scholars of the Middle Ages accepted the Roman defin-

itions of allegory as literary trope,7 but added a new dimension to

tke term, a dimonsion they found in St. Paul's usage in Galatians 4,

22-26:

For it is written thit Abraebam had two sons, one by

a slzve and one by a free woman., But the sonof the

slave w258 torn according to the flesh, the ser of the
free womzrn llrough promise, liow this is an allegory:
thece women are two covermnts, (ne is f{rom lount

in Arvebing she covresponds to the present Jeru-
iz in €levery with her children. Duy

Sinai
salem, Jor she
the Jerasaulen ohove is free, and she is our mother.

It



Since the Bible was held to be true history as well as divine revel-

ation, the attribution of allegory to its wriﬁings gave the term a

resonance it had not possessed in the rhetorlcal 'formulae: not only

-4

was the underlying meaning of the words oeen'as:frue, but the words

\/

themselves were true, and were not ofélyall%erary invention. The
”’lvjl' . it 'vl:
gﬁﬁ an his tOTlP&l truth as

literal level of B1b11cal
well as a life ofﬁhldﬂen meanrgg.prh 8 SeHSO of allegory in Scripturc
\‘ \1\‘

grew into avmethod of 3gpllca1 Jnﬁqﬁﬁzetatlon that encouraged the

p..:lz

discovery of many\dlfiereﬁt meannng within one group of words, a

method which appears to have gtarted with the carly Church Fathers,

received use throughout the Dark Ages and found clear exposition in-

1l
the Summa Theologica of 3t. Thomas Aquinas. In this exegetical

tradition, ihe Venerable Bede, writing near the begiiming of the
’ ’ g g £

5th century A.D., pointed out how both the facts (rople, n’uceo,
things end events) and the words (figurative expressiocms) of the

¥ikle axre ailegorical, «nd noted thati their allegorical signiffcance

&

can, refer to history, to Christ's llew law, to the cenduct of 1life

or to the final end of all being in heavcn.9 By the 12th csniury,
\‘ .

.

St, Thomas wvas able to Formulate established practice in the following

ve

wWay:

The author of LV;J Scripture is God, ir whos¢ power
it is to simmify Mis n'JVLng. not by words only

(a5 mon can do) but by things themselves. 8o, whereas
in every other science things are signified by words,

- 1his science hus the proveriy that the ilngs vigniiied
bw words hove themoelves aleo a signification, There-
fore that first egignification whereny words ohoud

vo the {irst cense, tie hicborics _

t sismification whereby things cirmificd
selves olse a Bignifjcuu1o j: ca]led
13

thivgs Lelones
or titeral, W
b.\; vords bave
ihe gpiritund scrce, which is bascd on the

s

and yresupposcs ib.  Fox @5 the Apostle suys (nn;.H



the 01d law is a figure of the New Igw and Dionysus
says: 'The New law itself is a figure of future
glory.' Agzin, in the Hew law, whatever our Head

has done is a type of what we ought to do. ™Therefore,
so .far as the things of the 0ld law signify the things
of the New Law, there is the allegorical sense: 8o
far as the tlhings done in Christ, or so far as the
things which signify Christ, are types of what we
ought to do, there is the moral sense. But so far as
they signify what relates to eternal glory, there is ‘
the anavoglcal sense. 10

Although é%holaré disagree oﬁ the extent to which the four-fold
method of interpretation was applied in its fulness to texts,ll it is
apparenégboth from the collections of medieval sermons that have
survived and testimonies in literature sﬁch as Chaucer's "Parson'g
Tale" that the habit of allegorizing Biblical texts in somé mannef was
well-established among the clergy and learned\peoplc_of late medgeval

society.. Thic habit often extended past the Scriptures to physical

phenomena, as D. W. Robertson mentions in A Preface to Chaucer:

As the Middle Ages progrcssegﬁ the idea developed
that if things in the Bible are significant, other
things are significant also, so that creation itself
-is an allegoric.l book revealing beneath the literal
or visible surfaces of objects 'the invisible thlngg
of God!' (Rom. 1. 20).1% : .

[

Thus, not only were Moses and Abraham types of Christ; so were the
lion and pelican,13 the harp and the bow.lL+ Similarly, pagan poets
came - be r-udied for their "Egyptian gold and silver," for material
which could be interpreted in Christian ferms. Cicero, Statius, Virgil.
and especially Ovid were prized for the lessons. which could be adduced
fromvthem throush allegorica- interprptution.

As the exegetes wore gevelopiné their allegorichlly"rcéonant

readings of Scripturc, and £till occasicnally repeating COrigen's



, arguments against the allegorles of the pagan poets as nothlnv‘but i
fables,15 a secular strain of allegory with roots 'in both the practice "
of the pagan poets and the teaching of the Church was grow1ng. " Follow-
ing the method of late Roman authors- such as Statius, who Personified
abstract concepts and used them as characters-in narfative, Prudentiué

4

composed near the beginming of the Sth century the Psychomachia in

which the vices and: virtues of the human soul are personlfled as
combatants in a v1olent wvar for possess1on of man.W”In splte of some
logical 1nqon31stency in the talg, 1t was an 1nf1uentia1 work through-
out' the Middle Ages, leading the way for development of more sophis-

ticated personifications in narratives." In the early 6th century,

Boethius composed his De Consolatione Philosophiae in which Philosophy

appears as a visionary lady who holds a conversation with the impri-
1

soned author., DNot only the sentence of this freatise was beloved by
, —— _
ten centuries of readers after its composition; the style of treating

an image of a concept with the came realisﬁ, in the same‘narfative

; depth, és an image of a particular existence--in this case; Boethius--
was imitated by later writers of medieval allegory. By the 12th and
13th centuries,‘;llegorical debates and dream visions were settled

conventions in secular poetry. At ‘the beginning of the 14th century,
. N . \
\

Dante was describing his poetic technique as allegéry--either "allegory

of the poets" as in his Conviyio, or (if the Epistle to Can Grande is
. . {

authentic) fouf-fold, sacred ﬁllegoryAas in the -Divine Comedy.

Chaucer himself, altﬁough the degree to which hi§ work is allegory
seems a matter of critical dispute, éhowed himself aware of both the
theological and secular sireams of allegory by freqﬁently using common-~
'place allegoriqal tefms like "sentence" and "fuyt and‘chaf ' oand

[
Ve
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tirning to such allegories as the Roman de la Rose for mqterial.
It is evident that the Middle Ages had a 'variet’yo-f practices,
all of which were termed "allegory." Robert Hollander, ln his study

of Iante, attempts to- sort out the dlfferent klnds of allegory by
distinguishing: ' B . ' \ -‘

...four major medieval theories of allegory which them-
selves reflect one another in complex and often puz- '
zling wa¥ys. Insofar as they, may, be .disentangled one
from another,- these four theories may be described’

as follows: 1) the personlflcatlon allegory of a

few Chrlstlan poets, especially Prudentius ‘and -
Martianus’ Capella, which in turn is essentially

similar in technique to 2) the medieval allegorical
interpretation of Virgil and OVld., These two. theories,

A

,/ﬂf\\ ) the first "creative," the second critical,. are together

‘gifferent in nature from 3) what the grammarians an
‘rhetoricians called allegoria, thus signifying the
writer's command of his tropes, his.rhetorical :
'embelllohment.... (and) 4) the four- fold exegesis -
of Secripture.: ' ‘ ) _ o

It must also be noted that the scrlptural exegetes called all three
lezels of meaning beneath the llteral "allegorlcal" even wknle they

, S

assigned the term "allegorlcal leyel" to the 31ngle ‘sense relerrlng to

~ typology, or Christ's fulfiiment of.the 014 Testahent. S

~of meanings for the word allegory, they: do not illustrate he irue ‘

=

Although Holl%pder's dlylslons 1llustlote the medleval varlety o

o

-

‘differentiation of allcgorlcal patterns 1n +he petlod. Jean Peplﬁ “

takes issue with Hollander for this reasan:

’ ‘ ! : . ’ N R
I1 n'est certainement pas illégitime de fractionuer

ainsi le vaste champ de 1'allégoricamediévale, en,

ce sens qu'aucune de ces conceptions ne colnc1de avec

les autres. IHais ‘stagit-il bien dec guatre dens hes .

sans rapport entre elles, et non-ras de yarﬂé ’
int€ricures awx deux grandes divisions derafee9v
‘ci-dessus? On peut en douteri... Bn sorte que,
compte teru des multiples SPGC“T:qulvPS dorrt il
est loisible de le subd1v1ber, le vipitable clﬂ\abe\ﬂ

a;‘-'

h . y . ‘ S0

5 M . wA l!"-/. )



A reconnaitre d'abord dans la notion traditionnelle
de ltallégorie demeure, confoPmément aux dictionnaires,
la, dualité de 1l'expresdion ét de 1'interpretation.l?

o

QK C. S. Lewis, in The Allesory of love, draws a similar kind of dividing

line when he defends his lack of attention,to the multiple senses of
o

Scripture by stating:

. I am concerned much more to explain a taste thun to
record the steps by which it found its gratification;
and...my subject is secular and creative allegory,
not religious and exegetical allegory.

But such a firm separation of kingé becomes increasingly difficult in
P
studying the literature of the late Middle Ages, when secular allegories

like Piers Plowman and Pearl appear to have muph éf a tropologibal
torle about them, when Dante co%es near to borrowing the method of 1
Scriptufal exegesis for his vision of Beatrice and beatitude, and when
Chaucer ends a tale of a cock and a hen with an admonition (quoted

from St. Paul) that all is written for doctrine. On the other side of

- the allegory, so to speak, a number of Dante critics have followed

the guide to interpretation offered in the Epistle to Can Graﬁde and

subjected the Divine Comedy to rigorous four-rold exegesis, D. W.

Robertgpn, Bernard Huppé and followers aver that Chaucer intended his
V. ;hto‘Bé read for doctrine primarily and delight secondarily; they
atfempt <o demonstrété an a}leged basic Croucerian concern with dif-
i>r nti ting caritas from cupiditas.,

To neglect either the seﬁ?ggz;ylrjsolas of any literary work,

medieval or otherwise, produces an incomplete aprreciation of the
work; one cannot help but feel dissatisfied with theories which pro-

mise’ to be means of organizing aw appreciatiocn of allegerical practice
p- T .



.in medievul writers but which then proceed to séparate'the sacred and
secular allegorical kinds, fixing pieces of literature to a static

fn;gs of critical constructs. ?he literature seems to evade such rigi-
dity; Dante and Chaucer, for two superior examples, use all the versions

of allegorical figure known to their times, mixing styles with conscious

art in a fluid fusion resistant to any criticism based in solely sacred

or golely secular practice,

4 Besides coming to terms w;th the numerous shades of ‘meaning
attached to allegory in the Middle Ages, a study of this sdrt must also
ackrowledge shades of definitigns brought forward in modern timeg, for
commentary and scholarship in a generation that is steeped in Freud
and Jung can then look on allegoqg in ways different from earlylwriters.
Modern definitions of allegory are made in the context of the Romantic
antipathy for the term.” Samuel Taylor Coleridge gfgenh%astigated it

(pefhéps more in reaction to 18th-century persontfications than to

medieval allegories, since he is an admirer of such practitioners of

' allégory as Dante, Spenser and Chaucer). Says Coleridge:

The mere entymological meaning of the word, allegory,--
to talk of one thing and thereby convey another, -~

is too wide. The true sense is this,--the employment
of one set of agents and images to convey in disguise
a-moral meaning, With a likeness to the imagination,
but with a difference to the understanding,--those
.agents and images being so combined-as to form a -
homogeneous whole, This distirguishes it from
metaphor, which is part of an allegery.... Narrative .
allegory is distinguished from mythology as reality
from symbol; it is, in short, the proper intcrmedium
betwecen person and'personifiéatioh.19

>



He discusses his sense of the différence between allegory and symbol:

Now an allegory is but a translation of abstract notions

into a picture language, which is itself nothing but

an apstraction from objects of the senses;.ﬁhe principal
* being more yorthlcss even than its phantom proxy, both

alike unsubstantial, and the former shapeless to boot.

On the other hand a symbol...is characterized by a

tra  lucence of the special in the general; above all

by tne translucence of the etermal through and in the

temporal. It always partakes of the reality which it

renders intelligibles...

An echo of this judgement can be heard in C. S. Lewis' argument that
allegory is the opposite of symbolism. Says Lewis:

The difference between the two can hardly be exagger-

ated. The allegorist leaves the given--his own passions--

to talk of that which is confessedly less real, vhich

;s a figtiop. The symbo%}st leaves the given to find

that which is more real.
This assertion is questionable. Are the allegorist!s own passions-the
starting point for his creation? "Passions" were more often considered
as the seeds of deception than the roots of ﬁruth in the Middle.Ages,
if the oft-repeated teachings of the Church on the subject had any. i
influence. 'Furtherﬁore,'ﬁho would confess the fictién of an allegory
Fo be less real than an individual's passions, when the subject of
medieval allegory was often the pursuit of. true reality through the
"action of conccpts in the mind? Lewis betrayé?his pqst—Romantic
preferences for rcalistic mimesis as opposed 5; idealistic styles in
literature, for\individualfccntred writing as opposed to more general
visions of humgn exper;ence, wvhen he_assumes the writer's "own passions"
are the only possibie sdurces of "real" literary creation., Ldwis
" concludes: "éymﬁolism is a mode of thought, but allegory is a mode of

expression."z“ His later diccussions imply that the characteristic



element of allegory is the personified abstraction. Lewis!' division
between allegory and symbol has been adopted by other critics, including

Barbara Seward. She distinguishes allegory and symbol in this manner:

A simile presents an explicit comparisdn between one
thing or concept and another, a metaphor presents a

like comparison implicitly, an image substitutes iden-
tification for comparison, and an allegorical device

is most commonly employed as the vehicle of a single
abstract idea. Various as they are, all four resemble
each other and differ from the symbol in exﬁressing
little more than simple, definite correspondences between
two analogous conceptions. ' \
...when...an allegorical object is given meanings too
indefinite, complex or mysterious to be‘adequateiy
expressed in any other way, the object can 1egitimately
be termed a symbol.24 k

. . \\
The distinction between allegory and symbol has met opposition\grom
A\

other contemporary critics. Robertson, among others, rejects such a

diéhotomy appiied to medieval allegory which is based, as he seesvit,

in the exegetical practices of the Church. He interprets the anti-alle-

gory, pro-symbol school as.assuming @h%t things are symbqls while
actions are‘allegories, thén attacks sﬁch a view; maintaining thaf
symbol and allegory are not separable in this way. The definition of
allegory he offers follows closely that of (uintillian and Isidore of
Seville: ' "Allegory is simply the device of saying one thing to mean
anothgr, and its.ulterior meaning may rest on thingé or on~actioﬁs, or
on both togefher.”25

. Among scholars adopﬁing an aﬁproach conflary to or modifying

S~
that of Lewis is Bertrand Bronson. He takes up the earlier commentator

on two main points:

10
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In the seunse in which the Platonist can maintain that
the ideal is more real than the phenomenal world, it
is legitimate for the serious allegorist to claim that
through his ideglized figures he is seeking to depict
essential realities, precisely that ideal world in which |
both (he ard the symbolist) are most interested. If,
moreover, we consent to the proposition that symbolism is
a mode of thought, allecory a mode of expression, it
has to be pointed out that a mode of thought is not oper-
ative in art until it has found utterance in a valid
mode of artistic expression, Thus, it is clear that
symbolism and allegory are not proper opposites, . The
true opposite of allegory iz naturalism, these two modes
being at either extreme of the scale of representative
expression,?

Northrop ¥Frye, in his monumentally synthetic Anatomy of Criticism, faces

the same issue.  Genuine allegory; he says, "is a structural element
in literatﬁre; it has to be there, and Qannbt be added by critical int-
erpretation alone.ﬁ27 However, any thematic interpretation of a piece

of literature treats ihe literature as:

...2 potential alleg&?y of events and ideas. The

. relation of such cormentary to poetry itself is the.

“source of the contrast which was developed by several -
critics of the Romantic period betwéen 'symbolism' and -
tallegory,' symbolism here being used in the serse of ‘
theratically significant imagery. The contrast is
between a 'concrete! approacH to symbols which begins
with irages of actual things and works outward to ideas
and propositions, and an 'abstract' approach which

- begins with the idea and then tries to find a concrete
image to represent it, This distinction is valid enough
in itself, but it has deposited a large terminal moraine
of confusion in modern criticism, largely because the
tern allegory is very loosely employed for a variety of
literary phenomena.

We have actual allegory when a poet explicitly indi-
cates the relaticnship of his images to examples and
precepts, and so‘tries to indicate how s commentary
or: him should'prdceed. A writer is being allegorical

\ . wherever it is clear he-is saying 'by this I alco

mean trat.' If this seems to be done continuouvsly, we

may say, cautiously, that what he is writing 'is' an

', allegorys. . Dut even continuous allegory is stilli o
structure of imzres, not of disguised ideas, and commen-
tary hes to procced with it exactly as it does with all
other literuture, trying to sece what procgpts and exumples
are sugsested by the imagery as a_whole.2 '
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while some moderm critics have wrestled with distinctions among
figures of speech, allegories and symbols, others have produced an
approach to allegory based on psychological principles., Paul Piehler,

exemplifies this school in his study of "vigionary" allegories:

Medieval allegory itself frequently depicts a psycho- =
logical process by which the spiritual forces are '
identified in the form of personifications, analysed in

~ dialogue, and then either accepted or. rejected for
absorption into the personal psychic entity of thase
who participate in the spiritual processes the alfégory
embodies, In this respect, as in many others, medieval
allegory refines and intellectualizes _spiritual processes

s embodied in ancient myth and ritual.
P .

N

: ‘ ¥
~ Edwin Honig, whose Dark Conceit: the Making of Allegory attempts to

expénd the meaning of allegory to include the work of such writers of

\\‘\\ recent times as Je1v1lle, ﬂawthorne ani Ka*ka, sees a s1m11ar personal

psychological value in allegory for the reader:

In the cluttered playground of fantasy an arena of

the absolute is disclosed where relationships between
agents, agent and action, and action and purpose may

be subtilized in ways that few other fictional artifices
permit, Transcending customary qualifications, the
introduction of the artifice immediately declares that
moral identities--dream impulsions dominated by conscious
experience--have a life of their own. TFor the attentive
reader, this declaration translateo itself into the
exclamation, !'This could be me ¢+ or 'This is mel!

It is what one senses at, the beginning of The

Divine Comedy....

v

Psychological interpretations can prove just as limiting as inter-
pretations ex cathedra or interpretations based on & secular code of
courtly love. Freud and Jung have provided critics with dangerously

4.
w8

tempting se of systems for interpreting mertal phenoména, and their

psychological larguage applled to medieval art can produce barrcnness

\

in some casecs. For example, Angus Fletcher in Allerorv: the. ThOA"‘

12
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of a Symbolic llode, approacheé allegory as g form of rftual and is con-

o . L :
strained to declare its imdgery "daemonig' and to see tni figures in a

story as psychological emanations’ of "the coﬁﬁeptual herq":
- » \

...the heroes geem to create ‘the worlds about them.
they are like those people in real life who 'project!',
ascribing flctltlous personalities to those whom they
meet and live with.. By analyzing the projectionsfy we
determiine what is going-on in the mind of the hlghly
imaginative projector., By the same token, if the’
reader wants a sketch of Redcrosse in Spenser, he lists
the series of adventures and tests undergone by
Redcrosse, not so much for the pleasure of seeing how
Redcrosse reacts in each case, as to see, literally,
what %spects of the hero have been displayed by the
poet. '

But surely one}s'sense of Redcrqsse's‘character comes exactly from
"the pleasure of seeing how Redcrosse %eécts." By reducing art to
psychic phenomenon, one can lose ‘some degree of the delight it is meart
to inspire. Spénser, after all, is writing a story, not a ps ychologl-

cal treatise.

From a brief survey of the history of aliegory,ait becomes evi-

dent that the debate over the nature of allegory owes part of its exis~ .

tence to an inherited complex of multiple meanings put in the term by
early writers. It would also appear that the allergy to allegory

| 'percei§ed by Louis MacNeice may be cauued by the difficulty of
recénciiing today(s‘aesthetic attitudés, in which‘artistic images
éhould be concrete and mimetic of sensory experience, with the claim

reality of medieval allegoricael images plainly based on intellectual

ex

alle:  -al, and vice versa, is -an important one for students of Chaucer.

© Chauce. s ”ter praisec for his “realism, " owever, it will be sug-

[ _,

gested Looov in ke thesis thet his narratlve_art owes at least as

~~ce. The question of in what manner mimetic images can be also -

13
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mich to the allegorical tradition as to the more mimetic traditions such
as fabliau, It will be suggested that allegorical images can be inter-

. esting, even nfully-rounded" characters in narrative.

Some defenders of allegory meet objections to claims for realism

in its images with basic questions:

Such personified agents are of course intended to
represent ‘ideas, not real people; they could not, like
the characters in a young author's first novel, be traced
to their particular 'origimals.! This point can be
easily misunderstood--allegorical images are real enough,
however ideal their referents may be, however tunlike
ourselves' they may appear. They have what might be
called an 'adequate representational power!'.... What
constitutes reality? TIs it accuracy of representation?
Then what constitutes accuracy? Or representation?

Fletcher directs these questions at critics who identify allegory only
with personification and who feel its ulterior meaning precludes truc

-artistry, a position Robert Hollander takés when he say~:

B

Now, as then, those who work from idea to rep_eseEtation P
necessarily deal with a more limited form of exprtssion.

Tn order to create, an allegorist must have thought
- through what he is going to greate. What he imitates has

no primary life of its,own.3 '

W. T. H. Jackson betrays a similar bias in his guide to medieval

literature:

Formal allegory-~-that is, a long work, usually in
poetry, whose characters are personifications of .
gbstiract qualities--flourished during the thirteenth
and fourteenth centuries. Although such works

contained passages of great poetical merit, the aim

of their authors was undoubtedly didactic and the alle-
gory was felt to be the most effective ﬁnd also the most

¢ accurate method of imparting ideaSs s



Because Boethius holds his conversation not with a philosophizing

hunan being, but with Philosophy herself; because Alain de Lille

gives us his thoughts on sensual love not from his own mouth but from

the "mouth" of lature; because the lover in the Roman de la Rose

pursues not a woman but a rosebud, these stories are felt to be contrived
and didactic rather than true to life. When outright personifications ,
are employed as actors in narrative, they are disparaged for didacticism
more often than other allegorical images with some semblance of imita-
tion of sensible existence (like Dante's Beatrice) who can at least

cﬂ!!m by virtue of their mimetic qualities some nprimary life" of their
own. In this vein, Erich Auerbach refuses to admit mimetic images are
allegorical, saving "allegory" to apply to personifications, and giving
mimetic images the title of "figura":

ooeea figural schema permits both its poies-—the figure

and its fulfilment--to retain the characteristics of

concrete historical reality, in contradistinction to

what obtaips with symbolic or allegorical personifi-

cations, so that figure and fulfilment--although tke

one 'signifies' the other--have a sigrnificance wnich

is not incompatible with their being real. An- event

taken as a figure preserves its literal and historical
meaning. It remains an event, does not become a mere

Sign. ...

~4

Auerbachis division is a persuasive one, especially since it =seems to
echo the Venerable Bede's distinction between allegory of fact and
‘allegory of word; however, to deny a mimetic function to allegorical

figures by saying that no mimetic figure may be allegbrical is to nar-

AY

row allegory too far. It necessitates saying that Boethius is not

r

4
allegorical although Lady Thilosophy is; that the Lover is not alle-

gorical alihough the Rose isj; that Alain is not allegorical although

©



Nature is. The constant Jwttaposition of mimetié’féatures with idea-
lized features in medieval allegory makes Auerbach's distinction a
difficult one to use without splitting apart these works and killing
them for the sake of their kernels of realism--an act at least as pain-
ful as killing them for their kermels of doctrine. One is drawn to
conclude with Charles Muscatine that the literature of the Middle Ages
"requires our understanding that the experience of the idealizing ima-
gination is no less varied than that of realistic observation, and no
less true."36 As Scholes and Kellogg have said in The Nature of
Narrative, for medieval audiences

«..the Psychomachia, the de Nuptiis Philelogiae et Mercurii,
and the Anticlaudianus were confrontations with reality, not
reality as it might be dimly perceived through the

confusion of sensory experience, but reality as it had

been clarified by the reason and refined by philosophical
tradition. The modern reader must strain his historical
imagination to understand that the essential action of’
primitive allegories is almost purely itellectual and

that the patterned movement of ideas can be both beauti-

ful and exciting without bearing any relationship
to the empirical data of sensory experience whatsoever.37

" It is helpful %t this point té look at a philosophical deirute fought
in the Middle Ages over the question of the existeﬁce of atciract.
concepts. Boethius ﬂimself, in his commentary on the Isagoge 6f
Porphyry, takes notg of the issue: whether genera and species are
subsistent entities or consist in concepts alone. He distihguishes
two ways in which ideas may be'formed so that their content is not
found in extrameﬁtal objects as it is in the ideas. The first way,
comporition, joins together things mnature does not suffer to be

. N )
joined together"; for example, adding the idea of man to the idea of



horse to produce a centaur; compositions, says Boethius, produce, false
ideas, - However, true ideas are produced by aﬁstraction, by a consid-
eration of likenesses in objects. Thus, the concepts of geometric line,
of genera and of species, are all true in that although'ghey do not
exist outside of the idea, objecfive reality has in it the likenesses
which produce the idea.38

The problem of universals produced a debate stretching from the
9th to the 13th century between realists who held that concepts existed
outside as well as inside the mind, and nominalists who held that there
are no universals or generai conc;pts, but énly particular existences.
The debate is put to uneasy rest by Abelard and Si..Thomgg Aquinas,
Abelard returns to the Boethian sélution, arguing that universal con-~
cepts are formed by abstraction in the mina aﬁd thag through these
concepts we conceive what is in the object, although we do not conceive
it as it is in the object. Taking the idea pf humanity as éﬁ example
of a unive%sal concept, hé éxplains that by means of abstraction human
nature is set free from all individuality and is considered in such a
way that if bears no special relation to any pafticular individual but
can be predicated of all individuai men.>? Finally, St. Thomas statesz
that although it is incorrect to think of a form as actually existing ~
ag an abstraction, the form does exist in that from which i%_was
abstracted., Hewever, distinguishing essence from existence, he acknow-
.1edges that the mind can contémplate essences in a state of abstraction
from their-existeﬁce in particular olajec‘cs.l+O |

To bring the philosophical debate neare;_to the 1iterdry issue.

of realism in personification imagery, one can quote Eartholomew Anglicuc:



Form maketh matter known. Ilatter iéjcause that we ,

see things that are made, and so nothing is more common

and general than matter. And natheless nothing is

more unknown than is matter; for matter is never seen

without form, nor form may not be seen in deed, but

joined to matter. ,
Just as form and matter must unite to make God's creation apprehendable
by man, so they must unite in a poet's creation for the same reason.
A]though universal poncepts can be contemplated in the abstract, to be

communicated artistically they must be joined to matter if they are to

be seen "in deed." Thus Nature in de Planctu Iaturae must be given

brightly'shining hair and smiling eyes to be "realized" .in the artist's

creation--"matter is causé that we see things that are made." Concepts

in allegory are, it is true, more essential than existential., Allegorical

images are often not mimetic of existences, but of essences. So, in
order to make those images communicable to, and perceivﬁble by, a
reader, an artist invests them with some material eléments——body and
voice, for instance--and sets them moving in a narrﬁpive fréme. The
conqept‘may not have a parficulaf 5ody'}n the sense that each human
being has, but-it is'definitely embodied according to the necessity of
art, It may not be particulérized to %he point of veing a ' man
charactér; it‘is nonetheless formally true, actively and essentially
alive, |

To justify further allegorical imagery, ircluding personifica-
”tioﬁs, as lively and true ari (though not necessarily naturalistically
mimetic), it is necessary to go ore step beyond philosophy into tre

T

psycheclogy of such imagery. = low does the artist form an image of a

concept? llow are essences describable? A. D. uttall admi@s, in

18



Two Concepts of Allegory, that concepts are logical but not sensible,

N / -
wvhile images are imaginings linked to the Sense worldj however, since
both writers and ré&ders of allegory are interes%pd in how ideas exist,
\ - B

. . . . /
with the life of ideas, he says a thing emerges from a poet's balance
\ ‘

of idea and perception which he calls "the instéhtiiily— ';Qed unifzr—

sal." lle notes that ‘many concepts call up a vague wision of qualities

in one's mlnd' one can ''see' yellow or red or green w1thout necessarlly'

I
imagining a yellow or red f\ green objects, ' Slmllarly, theildea of

pride is somehow proud, and the idea of anger is somehow angry, he
argues., TWis seeing of the umseeable, although illogical and inde-

fersible against philosophical arguments, is a common mental activity;

p

T have argued that this entity(the instantially-viewed

" Universal) can enjoy & logically spurious existence as
long as confusion of concept and image prevails....
Grant me this confusion and I can provide in the 'non-
specified image! something which can be thought of as
gereral and at the sane time cnvisaged as a mysterious
individual; dn Plato or in allegory, I'ride itsgelfl is
proud....'l‘Lé '

Nuttall maintains:

e .
He concludes that allegory is 'mot so much the decoration of thougnt as
its vehicle...."D | - S : / ‘
ﬁOnce an aliégorical wriicr has an image, an idea that/"lobks
like" something dimly segsible, why does he not makghitdmorg part&cular

and, as the raturalist Qrite;s do, locate the ideahin an image with
the ch;racteristics of an individual human being? ‘Why does Boethius
call the lady in his“cell fhiiosophy when herould have crcated a

charactér as rumn as himself and let that chgracter speak the woyds

-
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of wisdom? Why do allegorists sometimes choose to use personifications
rather than personages as characters in their action? Bertrand Bronson
" offers some reasons: e ‘ <
The bestowingApf a self—explanafory label is a'devicé “
of great efficiency and economy. It obviates the
inconvenient necessity of an initial reading to .
discover significance. It anticipates and prevents
dotibt of intentions. It-makes for a clarity of
statement more precise than-can be achieved by unde-
nominated symbols., It advances upon and occupies the
~ positions of an argumentative or expositional statement
or serles of propositions with a suddemnness never-.
pproached’ by naturalistic methods, &and clinches these
with the force of logic.
Although these arguments.would not find favour with a writen interested
primarily in human emotions——Lewis'"passions"-—théy are undoubtedly
appealing to.a man with a p01nt to prove as well as a story toutell.
And such men are Prudentlus, Boethius, Alaln de Lllle, and the authors
+® )
of the Roman de la Rose. L , : .. T
waever, not all allegorlcal images are personlflcat*pns.. Ehere
are still those 1mages, 11ke Beatrlce in Dante.and Duenna in the Roman,
who embody concepts whlle bodying forth partlcular ex1stences. Their.
N .
mimetic aspeé%sndo not deny thém an allegorlcal function, as Auerbach
-would have us believe. There may'be differences in the quality of Sty

imagery involved; but both mimetic and non—mimetiq;émages;participate'

" as actors in allegory. As the next chapter,will‘attempt to show, it

ié the aétions of an£image which c1arify its meaning;anO‘matter if it
has-tbe‘pame of~£“concept or the name of a character within the narrafivé.
It is in the marrative action that both personifications and mimetic
imagéé can»ﬁe said, in spite of their frame of the allegory's ulterior

meaning, to have "a life of theirldwn."
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Too often the action of an allegory, the narratlve progre351on

of it, is halted in 1ts tracks by the type of ana1y31s that attempts
vertical, static explanatlons of "1evels" of meanlng, the very word,
vels, is a metaphor for vertlcalness, for archltectural bullding-
///ijock reading. A~preferable metaphor would‘be "sequences" of meaning,‘
so that the idea of progression, the idea of action,pcan shape the
'dnterpretation of the allegory‘under‘study.l Medieval allegory bene- .
fits when given the safhe kind of listening that shonld ‘be given to . %

early polyphony in which different melodies, each dependent on the

]
‘other for completion of the work's total beauty, move forward in indi-

vidual patterns of progression. Medieval musical harmony involves

not the spaces between the melody lines in-a ballade or wondel, but

'
A

the patterns of on-going action and response among them; Medleval alle- '
gorical harmony involves not the spaces between image and meaning but

\
thelr mysterious congunctlons in a narrative process that 1ets one see )

1deas alive, As E., Talbot Donaldson has remarked:

\.

In allegory .the equatlon is not Qgrely a equals b, the
. literal statement reanalyzed equals the suggested‘
- - °  meaning, but #% 15 something more like a plus b equals
.G the literal statement plus the meanlng it suggests
yield an uwltimate meaning that is an inextricable wnion

of both,* | 7 o

\ . |
Having surveyed briefly a few historical and critical aspects of
alleéory and noted the importance of narrative gorm_to the medieval : -
~genre, the thesis offers the following as an operative definition of
allegory. Although it does not encompass all the possible‘meanings of
the word, it works well with the llterature to be examined here:
‘allegorv, n. Narratdve description of a subject undcr guise of another T~

suggestively similar. *5 !



CHAPTER II

THE ACTIVE I GE

A good allegory, says Edwin Honig, "beguiles the reader with
a‘continuous interplay between'subject and sense in the storytelling,
and the narrative, the story itsolf, means everything."l In the case
of medieval allegories, such an emphasis on ;the story itself" is a
healthy counterbalance to the many critical approaches which view
allegory as prigarily didactic and concentrate on tracing philosophical
systems under its.fictive surches.

The didactic approach is summarized by D. W. Robertson, who
carefully notes St. Paul's warning that the letter kills, but thre
spirit gives life to Biblical trdpe. Taking;the warning to apply also
to secular allegory, he searches for the spi%it beyond the literal

story and says of the Roman de la Hose:

Just as a cathedral is not 'organized space' provided
as an area for men to act as free agents, out an
organization of lines in space constructed ic empha-
size certain ideas arnd to facilitate certain syudbo-
lic actions, in the same way the organization of

the Roman is not a framework for literzlly conceived
action, but 2 vehicle for the developnment of Zideas.
The story.is of value to the poem only as it permits
exemplification, not as a thing in itself....

The significance of the actions descrited is driven
home by. the’iconographic descriptions, without vhich
the poem would be reduced to a simple statement of

a very commonplace idez. .

* This treatment of allegory begs a question:"if allegory exists only '

" as a vehicle for the development of ideas, and if tk< story has no

value in itself, why -is allegory written at all? If Robertson's
K
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opiriion is to ge acceﬁted, writers interested only in the development
of ideas would seem to be better advised to spend their.time as phil-
osophers handling the stralghtforward fabrlc of ideas rather tban\as
poets fiddling with the lace of exempllflcatlon. The fact that alle-
gories are written as they are, as artfully composed stories rather
than philosophical treatises, argues mofe strongly for the importance
of narrative than critical judgements can argﬁe against it. Without .
the story, the poem would be worse than "reduced to a simple statemen?
of a very commonplace’idea;" it would be non-existent.

All the possiblé significances of fhe poem depgnd for realiza-
tion on what Dante called thél"beautiful lie" of the narrative.3 In
allegory, meaning is bound up inextricably with the aétion of the tale.
Mean1rg cannot be torn from the story wikhout leaving its life wehind,
no matter how philosophically r respectable the meaning may appear when
stated baldly:as & principle. As Honig says, "Although the idea.may'be
eAtrlcated from -the work and evalhated, its existence as a recipe for
action or a pious hopb hJs little. to do w1th the exlstentlal role it
plays in the a'legorlcal work. "4_ Discovering an apt simile. he adds
nPhe intangible quality is not separable fromlthe obJect but suffuses -
it as motion in a str‘eam....‘ﬁ"5 Alleg01lca1 thougnht and & 11egorlca1
imagc are 1ﬂtér ~used by the narrative in which they act; they get their

being as art through their doing in the’story. To reiterate St. Thomas,

essences can be contemplated in abstraction but they carrot exist except

vithin individual existences. It is this shared life of ide% and image

a

that ensures .allegory is more than a set of soulless similitucdes. AS
&

Rosemonde Tuve cays:

/
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Allegoria does not use metaphor; it is one. By
definition a continued metaphor, allegoria exhibits the
normal relation of concretion teo abstraction found

in metaphor, in the shape of a series of particulars
with further meanings. Fach such concretion or sen-
suous detail is by virtue of its>initial base already .
a metaphor. '

An examination of the normal relation of idea and image in alle-
gory demonstrateés how allegory is not extended simile or personification
but rather extended metaphor. It is true that sometimes an allegorical
figure can be "like" its‘referent; the Rose is like a lady in some of -
her attributes such as youth and beauty. It is also true that one does
ndt attempt to say the Rose is the lady; rather, the tendency is to
say that the Rose represents or is an image of the lady. Questioning
what is meant, however, by this kind of representaticn .leads to the
* conclusion that the figure and figured are alike in their‘actions more
than in their éttributes. The Rose is like the lady not so much in her
being as in her doing, not so much in her qualities as in her ?ctions
" of attracting the lover, not so much in her existence as in her essence.
Ellen Leyburn expresses the distinction in this way:

The prbliferation of-personified»abstractions in
medieval works is probably responsible for the grad-
ual linking of personification with the definition

of allegory. This has been one of the most confus-
ing developments in the usage of the word, for there
i$ nothing inherently allegorical about personifica-
tion.... Allegory begins only when the quality is set
in motion. .Abstractions cannot act except metaphor-
ieally; thus in the medieval wars of the vices and
virtues, it is the battles which are allegorical.

. The “inactive capitalized abstractions of much 18th-
century poetry are not allegorical at all. ’



Thus “there is no better'guide to the full meaning of an alle-

gory than the prOCess of its narrative. Attempting to formulate an

allegory by tracing equatlons between images and 1deas 1s not as effec—“

.tlve because such equatlons are static and allegorical images do not
work statically; if they did, every.aspect of the'image-would have to
find a correlation in its ideal referent; the lady would have to'havé
petals, or fhe rose hair. By placing his image in abtion in a narra-
tive process, the allegorist frees himself from the constraints a sym—
bolist experiences wnep creatlng images. The symbolist must'ensure
that his correspondencessare a}l fitting; he cannot, to use a Coleridg-
ean example, describe his eunséfs as "lobster-red® because the common;
quality of redness is not éhouéﬁ of a shariﬁg to unite the lobster .
with the sun in satisfactorj métaphor. However, the allegorist can
present a human being falling'in 1oye with a citizen of the plant king-
dom because the momentum of the poem's action'has an appeal; throﬁgh
both the implied boy-meets-girl process'and~the presented man-meets-
flower‘prbceés, &hiéh oveicomes a reader's hesitancy over arny realis-
tic impossibility in the man-flower fiction.. The ideas.aﬁd images in
allegory have a symbiotic réiationship;,UunrealisticJ images manage to(w

'live‘becauseﬂthey are recognizably related td'a thoﬁght-process, wvhich
rings true wﬁeﬁ apprbached through the action of the images. The reader
accepts the images actiné because he can see the idea behind them beco-

‘ming clarified in their narrative activity.

‘.So, in concentrating on narrétive action, one-is brought to an
awareness of.an allegory's péti;rn of meqning’inlthe sane way oﬁe-is
brought to an awarcness of a polyphonic piece of gedieval music. By

-

reading the action as a story of ideas as well as a story.of-charapters,

25
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one sees the allegory; by listening to all the melodles moving at once,

rather than by ana1y21ng the chords, one hears thé musgic. Allegory is

\

polysemous ponly when it is read on the move. Rd\amonde Tuve describes
: ‘ ? |
such reading: o |

i

...instead of personality giving the abstractions

life, the figure often works the other way around;

the excitement comes when we "conceive' the idea,

the person suddenly then becoming charged with mean-
ings of very great depth and extension.... The cur-
ious inner revolution experienced, as gestalt replaced

estalt, came from moving out of the area of imitated
"1iteral life into~an area where universals rather than-
particulars seem to be met, into an grea where ideas
themselves confront one or interact.

Given such a reading, ah allegory can have as acting images wifhin it

" any variety of personlfled abstractlons, human characters or mythic
flgures. The degree of their "reaglism" becomes only a questlon of style

_ because they are being brought to life through actlon rather than through
mimetic detail and ngturallstlc depiction. To take Aristotle out of_

context, "As far as poetic effect is concerned, a convincing impossi-

bility is preferable to an unconvinecing possibility."9 Bvil Tonguebiﬁ

the Roman is ﬁreferable to some '"well-rounded character" named Merv or

Rodney. Similarly, as Angus Fletcher notes:

There is no important difference between a: very real,
human, semi-abstraction (Moloch, RBelial or the like)

" and a. very unreal, mon-human abstraction (a -Gluttony,e
a Fever, or the llke), since as long as they take
part in total forms that are ritualized or symmctrlcally
ordered, the ritual form of the whole will determwnev
the final effect of each agent 10

The deglee of physical belng belonging to an allegollcal image

is therefore not a proper 1ndlcatqr of an allegory's art. One should

Y

rather examine the action of the narrative to see if it is always ch-r
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patible and resonant with both the fictional life of the images and the
) \

" ideal life of the broadened meaninge. Thus, allegory demands that the
reader suspend his distinctions between the realistic perceptual realm
and the unrealistic conceptual realm. If our post-Romantic age -can pass

by these distinctions when a poet says,."Shébwalks in beaﬁty, like the -

J

night,"11 it should not be much more difficﬁltiéb*handle them when a

poet. says, "Her name was Beauty.;./And she possessed the finest quali-

ties...."12

To demonstrate how action is the key to meaning in much medie-
val allegory, one can begin by studying some examples of iconography
and typology. At first glance, stasis and stylization weuld seem to  _

be the charzcteristics of the art in stained glass of great cathedrals.

When the artists depict vgrious scenes in the windows, seldom do they

‘

communicate the straining of muscles and the natural flow of a garment

around a moving body. However, the v1ewer soon becomes aware that the

-

‘images often have their significances only in their actlons. A good

example of such signifiecation, useful beczuse 1t 1s not only clear but'

r_,_w__ S

conventional in conception, can be found in a window from the Gothic"

cathedral at Le lMans (pictured in Emile Mile's The Gothic I_r'nage)."13
‘The central medallion of the window shows Christ crucified. In the
upper left corner of the window; a pelican is seen strikingvher breast

J ‘and draw1ra blood with her beak so that it flows ovef her nestlings.

s

~i‘_;t§H€§¥eval sc1ent1f10 lore had it that pelicans qulckened thelr off-.
_spring in this manner. ) Moses is deplcted striking a rock and draw1nﬂ

forth water. Viewed alone, the act10n° of these two images have no

deﬁth and little meaning beyond their appearances. Juxtgposed‘with the

©
~

. . §
crucifixion, the images still have litfle meanirg if viewed statically.



.for they are singularly lacking in any romantic symbolic resemblances
appealing to the emotions. Read in action, their meaning becomes cléar.
Both Christ and the belican are offering-their blood to bring life to
their kind; both Christ and‘Mdges pour water, the fdrst from his lance-

pierced side, the second from the rbck, the first to slake the spiri-

-

tual thirst of men, the second to slake the physical thirst of the Jews

wandering in the desert.
hY

To give a further instance of how the action of images gives them

their meaning, the Good Samaritan window in the Cathedral of Sens (also
. |

A

pictured in Mile) can bé cited.lu The window is tall and narrow, topped

by an imagé of the temple of Jerusalem, with three pieces of diamond- -
shaped glass flaced down its axis deﬁicting the story of the Good Sama-
ritan. Each side of each diamond has a Biplical image resting by it.
The'firstvdiamond, which shows the traveller set ﬁpon by robbers, is
surrounded by medallions showing the creation, the temptation, the
judgement.énd the expulsion from Eden of Adam ard Evé. Reading the
‘action, one sees that Just as the traveller is despoiled of his goods,
so Adam and'Eve are despoiled of their grace by'siiik The second dia-
mond shows.the unfortunate travéller lying beaten in the road and |
feceivingvno succour fiom a priest and Levite passing him; it 1is
surroundeq by scenes;from the 01d Testament--Moses raising the brazen
serpentvbn a ﬁeém, pleading befofe the hard-hearted Pharoah, throwing‘ ‘
down the gﬁlden idolvand fiﬁally receiving the law of God ffgm the
burning'bush: Read actively, the faiiure of the priest and Levite to -
rescue the'tfaveller reflects the failure of the 01d Law to briﬁg
spiritual trével;ers inﬁo'thé salvation of‘tﬂé‘New law, the ﬂeavenly

Jerusalem, The'final joyous diamond paints the traveller welcomed

28



o
g

into the inn in the company of the Samaritan; it is surrounded by
scenes of Christ's condemnation, scourging, crucifixion and resur-
rection., The Samaritan and Christ both bring travellers to harbour,

reads the window, its conclusion a reflection of the Jerusalem in its

crown. .
Interpreting on the basis of action can als§ be a help to the
enjoyment of medievgl manuscript'illumination. Robértson's Preface to
Chaucer, valuable for its clear reproductions and its‘enlighteniﬁg
discussions of medieval iconography, provides in illustrations 93, 94
and 95 some material for an‘example.15 These pages from a 1l4th century
psalter and horae tell of thé seduction of ‘1mar‘b& Amnon. The
maﬁuscript'illuminations depiét the action f * plot; however, the
'anciliary images are interesting for their ac ive \uﬁment on the basic
illustrations. In fig. 93, while the illustrati-n wi:ﬁ%n the major
initial shows Thamar bringing a bowl bf food to Amnca wro is bed-ridden
wifh feigned sickness,'figures painted around the initi.1 “epict a
\gaudily—dressed, peacock-plumed person offering a bowl of food to a
‘monster; read acfive}y, tﬁe images are the feeding of two different
appetites. While Thamar.feeds Ammon's 1egitimaté, natural appetite,
Amnon's splrltual prlde and egotlsm is feeding hls'monstrous lust as he
.

plots to rape Thamar, In fig. 94, where Amnon is seen throwing Thamar
onto:the bed, éhe artist paints himself beside the initial as a flgure
turning his' head in éhame While.at the base of the page a vicioﬁs hybrid
animéi with a man's face on both top and bottom of fhe body is seen
“cavorting. Here, the actlon of the artlst -image is a counterpoint rather

than a parallel to that of the 1n1flal his turning away in shame is an

opposite of Amnon's turning toward vice, and ‘the opposition adds depth.

A1
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to both actions. Finally, the cavorting of the monster comments on the
cavorting of Amnon, since both transgressla law--the monster, the law\\
of nature; and Amnon, the law of fit morality: Fig. 95 shows Amnon,
with mouth open in_shouting rejection, sending Thamar from his chamber.
In the upper left éorner, an ass bloqg a trumpet; the shéred action of
the 1mages is a common braying. Siﬁilarly, a figure with a még}s bbdy
and a lion's head, its mouth open in a roar, shares Amnon's act of ahgér
and seems to remark that the lion of anger has now overcome his head.' |
Robertson frequently notes that small animals”;r creatureé half-beast,
half—man; arelfamiliar apparitions in illuminations of texts on vice.
A man with éféoat's foot and tail, for instance, can appedr as an image
of lechery. Such lively little beings partake of the allegorical,
active kind of similitude; the illuminator is not saying that a lecher
is a goat, nor that lechery makes a human being look like a goat, but
rather that lechers act llke goats. |

Anp;clchlng the allegory of Ucr.lpture by way of actlon can dis-
close the sense beneath a parable when the parable may be resistant

to more congenial- emotional interpretations. Such parables as the

Good Shepherd and the Prodigal Son are much—beloved because they ‘of fer

affectlve 1mages oﬂ_God to the beholder; there is a romantic, emotlonal‘

appeal to Christ as a loving shepherd and the Father seen as a forgiving
parent. But other parables, approached in a sentimentalvvein, are
nothing but puzzling and troublesome, while they yield a happy meaning
once analyzed accordlng to their narrative. Ior instance, the Gospel

of Luke gives this parable of the unJust steward which, 1vteleot1nglj

inmediately follows the two affective parables mentioned above:

a

encugh,
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There was a rich man who had a steward, and charges

were brought to him that this man was wasting his

goods. And he called to him and said to him, 'What

is this that I hear about you? Turn in the account of

your stewardship, for you can no longer be steward.'

And the steward said to himself, 'What shall I do

since my master is taking the stewardship away from me?

I am not strong enough to dig, and I am ashamed to beg. -
I have decided what to do, so that people may receive

me into their houses, when I am put out of the steward-
ship.' So summoning his master's debtors one by one,

he said to the first, 'How much do you owe my master?! N
He said, 'A hundred measures of o0il.' And he said to

him, 'Take your bill, and sit down quickly and write

fifty.' .... The master commended the dishonest steward

for his prudence; for the sons of this world are wiser

in their own generation tlian the sons of light.16

Here, there is no afrective comparison, no equation, between
the master and God the Father, between the steward and the man seeking
heaven. How can the master be offered as an admirable and exemplary
figure when he commends the steward wﬁo is dishonest? How can the

- steward te exemplary when he has feathered his nest at the expense of

his master? The answer can be found fﬁ;the allegorical direction Christ

t b

gives when he says the sons of '"this world"baré wiser than the "song of
light.n This‘comment provides two contexts in which to read one action:- .
in the context of this world,'the prudence of the steward is in his
looking to the future and storing favour_ where he wants to be. shel-
tered eventually; in the context of "the light" or the eternai world,
men should act like the steward and»look to their spiritual fuiures,
taking care to prepare a welcome for themselves among the houses of
heaven., In %he same Qay,-the action 6f Abrahdn is %he actidn of God
Qhen St. Paﬁl says his casting cut of the élave's son is an allegory
of the fate of the 0ld Iaw. Only the context sﬁifts, from sécular

<

disinheritance to spiritual disinheritance; the action of choosing the
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nfruit ¢ th. promise" reﬁéins consistent with both the narrative story
;nd the inpiied idea-event. That the Middle Ages ;ead allegory in this
way can be seen in the sermons, the bestiaries and the scriétural
glosses of the ﬁeribd. The affective qualities of allegorical images

did not intrude on the primary indicator of their meaning, which was ;}\

g

their narrative action.

Reading narrative action can be the key not only to allegorical
icondgraphy and scripfural allegory, but also to medieval secular
allegories. Some critics object to seeing important action in these R

allegories, arguing that it takes characters to have narrative action

4

while these allegories have none, Angus Fletcher states this concern: ..

"~

while it may have been convenient to “label these =~ - . -
_abstractions tagents, ! it was recogrized that they
were not theoretically free enough and rich enough
' in 'character' to te equated with the azents in a
//// normal mimetic represegfgtion of action.La' )
. ~ N

/ . .
/ (
“ Allegorical action may not be "mormal mimetic representation,”

but its effectiveness does not suffer for that. The lack of natur- N

alism emhances rather than diminishes the importance of narrative line

s

in the works about to be studied: the Psychomachia by Prudentius, the

o o . .
Complaint of Nature by Alain de Lille, nd the Roman de la Kose by

’

Guillaume de Lorris and Jean de lMeun. As

narles luscatine has ncted:

Less fully articulated symbols--, type characters' 1o the
modern reader--find their meanifgfulness through
enmeshment in patterns of relationships, in conse-
quential actions, in themes which are themselves
articulnted fully enough to figure forth signifi-

__cant human concerns.

.

mwo other defenders of the importance of narrative to allegory are
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Scholes and Kellogg who argue from a viewpoint Bgsed on the form of

narrative:

As characters move in a narrative plot their meanings
change, just as the meanings of words change in differ-
ent grammatical situations and in different contexts...

Allegorical narrative is a mode of thought and a mode of
story-telling, and there is inevitably a healthy tension
between these two modes.. One of the main qualities which
differentiates narrative from other, !'purer' modes of thought
is the inevitable interplay among the various attributes
of & rarrative work. The esthetic exigencies driving -
the author toward the provision of a satisfying shape

_ for his tale will operate so as to modify and possibly
enrich its intellectual content.... the esthetic and
representational qualities of narrative serve to subject:
ideas to a kind of tempering they cannot be subjected

_to in a merely discursive or philosophical mode of though

ad

£.21

Two‘dspects of action in allegory can be gleaned from thesé:;oﬁmentSf
(1) the interaction of images with eachwofher'in the story, and (2)
their jnter_action-with the idea pattern behind the allegory and with
the narrative pattern framing their motion. Both these aspects of
action'are important qualities of any allegory's art, and gotp'can

be used as points of examination for particular works.

In the first allegory to be COhsidered{?éhe psychomachia of
of Prudentius, the narrative frame is that of military battle. Jack-
son calls this seminal work‘¢ﬁAthe early Middle Ages the first known

fullflength work in which the action is "cafr;ed(on by per;oﬁified

'

abstractions who behgved as human beings."22 Robert Hollander has a

word of praise for thé-work:

Since Christian life was to be understood as having.

one of its climactic moments in conversion, Pruden- \
$ius had perfedted a literary treatment that allowed '
such a momentous event (which is, after all, internal)

to be displayed externally v...Prudentius! peculiar

'
v

o ' g
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contribution was to make the war in She mind

‘\\\\\; or soul a fit subject for poetry...2

Robertson, on the other hand, argues against any identification of the

‘battle of vices and virtues with the internal action in an individual's
' , ' . oL

mind: Y

The Psychomachia of Prudentius'may be thought of. as i

o

typifying a pattern of individual experience in which
the virtues triumph over the vices so that a condition
of beatitude results, But the virtués amd vices involved
are not the personal virtues ahd v;cez—gziu;iar to
any given individual; they retain their gen®ralized
forms and serve ag exemplary types with reference to
w which actual individual manifestations may be judged.
Thelr struggle, whether it is viewed as a struggle
among personifications having a sort of 1ndependent
ideal existence or as a struggle within an individual

is Hardly dramatic (1n the sense of strong motions ol

, of the soul manifesting themselves in will or actlon)...

4
°

The "goul" in'which fhe Psychomachia OCcurs is an individual soul 4n

the sense that 1ts process is essentlally prlvate' when a man is-deal- -

T

ing with his con5c1ence, be is alone. On the other hand, the poem
manages, by talking of "the Soul; to 1mp1y simultaneously all souls

and each soul as _a..scene for 1ts actlon-—an achievement- of being both

general and particular at once which, as has been noted abOVe, is a

dlsolngulshlng characterlstlc of gllegorical 1magery. ' &- .

o
’

Studylng the action of Prudentlus' images proves frultful.

When one asks yhat hgppeﬂs in Psychomachla, the strengths and weak— %x

“nesses of the Wwork come to view. One interest;ng feature is allegof

rical action in the Preface, gllegorical action involving Biblicaln
images rather than personlflcaﬁlons as in the maup body of the Poem{"
The Preface emp10ys some Bibilical hlstory on the tropologlcal level

by rehear51ng an action of an.01d Testament character, Abraham, which

(S

N
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later is seen to .. the action of the Soul in the main story:
£

g

35
Abraham, &>

trying to free his imprisoned kinsman, Lot, wages bloody war against

the host holding Lot in thrall fre s Lot, and then receives food from

the priest, Melchlsedech. A triad of angels visits hlm, and his w1fe

a

conceives in her old age through a miracle. Prudentius concludes'oj;/

Preface by making his allegory explicit:

This picture has been drawn beforehand to be a model
for our life.to trace out again with true measure,
showing that we must watch in the armour of faithful
hearts, and that every part of our body which is 'in
‘captivity and enslaved to foul desire gust be sct

. free by gathering our forces.... Then Christ himself,
who is the true priest, born of a Father. unutterable
and one, bringing food-for the blessed victors, will

- entetr the humble abode of the pure heart and give it
the privilege of entertaining the Trinity...

.....

'/

preachlng. ovar51mp111les and reduces *be allegorlcal art which should

-be based on actions 6f its images rather than ow ‘stated equlvalences

of images and concepts. As Rosemonde Tuve has remarked, "Good allegory

never tells-in so many'words.”26 With admirable organizatioh but’ lamen-

table thrift, Prudentius uses the statement of moral 1eéson in the

b3

Preiijgﬂas a blueprint for the main action of. his work. Thus a
beg néfthe poem proper having already met the plot twice in the

once in the images-of Abraham, Lot and cohorts, and once in the

ized resumé. This fixing of the idea-pattern detracts from-the

reader
Preface~-
moral-

alle-

gorical action's power of definition,and discovery, tending to reduce o

the story to the leval. of a prophetic picture.

Stlll. the art of this poem contains some interesting features

“Aits peroonlchatlon of ideas and occasional extension'of ima
. |

ses

.
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complex action produces important literary progery.

The opening of the poem introduces the me taphor éf battle to the
struggle of the soul to exbel‘sin,}extends the metaphor, then moves
into narrative at a clearly delineated point--the moment the virtues

receive personification. In other words, the moment when the elements

. | '
of '~ metaphor turn into active images is. the moment when the story

really begins. Ehezshift is' also marked by a sudden exparision of
a¢ . ) L .
visual effect:

. o »

For, O kind leader (christ), Thou hast not exposed.
the followers of Christ to the ravages of the Sins
without the help of great Virtues or devoid of strength...
The way of victory is before our eyes if we may mark
at close quarters the very features of the Virtues, and
the monsters that close with them in deadly struggle.

Faith first takes the field..., her rougn dress
disordered, her shoulders bare...”’

But Prudentius does not sustain his na:%ative to the close of the poem.
.,

as the time when Christ "orders all the jewels of the virtues in a pure

setting, and where sin formerly reigned builds the golden courts of his
temple, creating for the soul, out of the trial of its conduct, orna-
ments for rieh wisdom...{"28 The effect of this metaphor is to set
]
all the vivid story of hattle for naught as sword-wielding vVirtues
are transformed into inactive, decorative gems. orudentius! artistic
weakness is his lack of respect for the ‘story itself."

The basic problem is found once again when one examines the
interaction of his images with themselves, with the idea pattern and
with the narrative frame. AS characters supposedly locked in dezdly

S e .
" struggle, the inmages are rather uninteresting, generally speaking,

o
»

He retreats once more into variegated metaphor, speaking of the victory .

36
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* because their struggles are frequently concluded as soon as they begin.
Faith takes the field and, only eighteen lines of latin verse later,

has conguered. The actual battle is described:

Lo, first Worship-of-the-Old-Gods ventures to match

her strength against Faith's challenge and strike at

her. 3But she, rising higher, smites her foe's head

down, with its®fillet-decked brows, lays in the dust

that mouth that was sated with the ©lood of beasts,

.and tramples the eyes underfoot, squeezing them out

“in death.
Similaf "battles" are interspersed thfoughoutbthe Virtues! train of
victorious self-praises; altheugh the gore and battle garments are often
described with much detail, there is an embarrassing dack of real
struggle. Exceptions to this lack are notable. Pride's speech is vivid
because it offers aclive opposition by the Vice to the Virtues. There
is an understandable floﬁ to Pride's actions hecause she is reacting.
to the lowliness of her or rgitiong because her deeds .are believable,
motivated by her role in the narrative rather than by meanings imposed
from outside, she is a vitalized image._ Similarly, Greed is an inter-

esting character rather than a static image because she is allowed to

act with some degree of individﬁality'énd coherence: "y

1Tis szid that Greedq her fbbe arranged to make a
capgcious fold in fhont, crooked her hand and seized
on every th1n5 of pws that gluttorous Indulgence
eft behind, geping with mou _w1de open on the pretty
- baubles as °Ve picked up the broken bits of gold that
had fallen amid the heaps of sand. MNor is she conteént
"to fill ber roomy pockets, but delights to stuff her
base gain in none¥-bags and cram swollen purses tc
bursting with her pelf, kceping them in hiding behind
her left land urder cover of her rove on the left side,
for her quick rignt rand is tusy scraping plunder and
plies nails hard &3 brass in gathering the booty.



In the actions of these two images, the Psychomachia nears story-

telling finesse.

At the same time, it is actions sgch_és these which plce
strain on the'narrative frame and.the idea pattemn, neither of which
ié designed to ac;ommodate more thén shallow, one—dimensional-iméges.
For much of the poem, the images only recite the idea—pattern,‘embody-
ing it but weakly in their deedq.. When fhey furn from recitative to
the @armonic motion of interaction Qith eéch ofher, they seem to become
too lively for Pfudentius.to handle., Because he allows active iicence
to indulgence»and Greéd, they manage to:sway the Virtues momentarily
so that the Viptues theméelves are in need of virtue. Prudentius!'
predilection for one-to-one correspondences cannot admit such interes-
ting figural complications for too lblﬁg-, and -he swmarily kills off the
‘vices to get.rid of the problem. It becomes apparent that rather thén‘
finding sjmbiosis in shared action, the images and ideaé in Prudentius!
work tend to oppresé each otherg Because the idcaé are too fixed.to per-
mit a narrative process of growth and change, the plot is also fixed
then_devaluéd at the clese of the poemf‘:Prﬁdéntius seldom lets image
ac%ivity‘oocur, preferring to deal with emﬁlems rather thin charactefs.
.When he does reach‘into.thé potential of the allegoricai‘fofm by .

occasionally letting his images actualize themselves through their

doings, his work finds its narrative nature and its best moments.

The Psychdmachia dates from the late 4th or early 5th century.

Between it and. the D2 Planctu Naturae (The Complaint of Natﬁre) of Alain

de Lille, which R. Bossuat estimates saw the'lightAof day betwgen 1179
and 1182,31 stretches & steadily maturing allegorical tradition num-

'bering among its landmirks the Consolation of Philosophy by Boethius.




By the time of Alain, allegorical imagéry had also matured from the
determinedly shallow ¥irtues and Vices of Prudentius. One finds the

Complaint distinguished by greater attention to thefaction of the story

39

and more 1avish_rhetorical embellishment to the figures and the discourse.-

.The‘Comélaint'is more self-conéciouély poetical and 1ifera;y, opéning
¢ ;
with classicél>allusions and a series of puns on the rules of language,
'
then taking shapé in alternating Qerse and prosevdivisions. Where
Prudentius was w?iting at~the'beéipning of a tradition, Alain was wri-
<ting in its flowering. M. Bossuaf describes his‘work as a uniting of

earlier elements in that tradition:

...1'0euvre authentique d'Alain de Lille apparaft
comne le fruit précieux d'une vaste culiure religieuse,
philosdphique et littéraire. Ltauteur, dont l'ori-
ginalité ntest pas niable, se révdle moins comme

un consiructeur de doctrine que comme un hagbile
adapteur de la pensée dtautrui, moins comme un phil-
osophe que comme un érudit, surtout comme un poete-
abreuvé aux sources antiques et capable.d'utiliser
ses souvenirs livresques pour en vEtir ses idées
parfois confuses et parer d'un éclat brillant

les trouvailles de son imagination.

)

whose poetic habits and very language he borrows in his Gwn. production.?
- ’ e .

The bde1aint bears some.similarities to the Psxchomachia},excepting
the narrator,'lts 1mage° have the names of abstractlons as in

S

Prudentlus and Boethlug, the images tenhd to rec1te phli%ibphlcal posi-
tions. The omglalnt also- bears dlff@rences from the earller work:
Alain engages in no ‘lenzthy opening metaphor, and no explanatory dis-

closure beforehand of ‘the zction mars his narrative; he pays more

attention to hls story, beélnnlng it 1mmed1ate1J, and dellghts in giv-

" ing his images some freedom of action. His narrative line evolyes

M. Raynaud de Lage.notes Alain's indebtedness to Prudentius and Boethius .



- with a degree of interesting consistency.

The poem opens with a verse complaint by the author about his
sorrow at seeing men tﬁrn from nétural to'qpnatural activities, a com-
plaint that discusses sodomy as a synecdoche for vice. It is foilowed
by the first prosa which places the complaint in nairative time by
turning it into an-extended quotation from one of thé Characters’in the .
narrative--Alain himself. -ﬁ; says, "While I with sorrowful lament was
repéatiqg_these eleéieg over and over again, a woman glided down from
the innerApalace of the impassable heavené..."je Th; vomén's surpas—A
sing beauty, although tegr—sfained, is described with ;hétoriéal fiourish
and the narrative becomes entangled in the folds of her garments as Alain
détails, e glories of cfeation covering her from head to toe. Althdﬁgﬁ
this lengthy digression halts the narrative's forward motion, it does
not sﬁspend allegorical'éqtién, for the olothing:of.ﬁature is itselfl.
active, itself allegorical, Reading its-éction, one sees. that as thé

image, Nature, clothes herself with garments decorated by picﬁures of:

\
\

creation, so the idea of ratare (which is behind the image, Nature) -
comes tb’man beneath the garment of the visible.World. |
There is a return to ﬁhe framing story linevaé Alé&n falls in a

© swoon befofe’thélbeauty-of Nature, and Nature revives him with‘a chaste
kiss. Thgre folloWs a_dialogue in which Alain asks Nature why she is
lsorrowful,'and'Nature‘outlines how_mankiﬁd has transgressed her laws

by pervertinq'the puxrpose of sexuality and by"turning‘toward other
vices.as well, Nafufe emérges as -the handmaiden of God created to keep
the processes of creation moving, to regenerate the species that would
die off if no young were.born, to teach all beings to love gccording to

ratiopal order rather ithan accdording to lust. - At-the hand o£ the roet,

_‘. i ' ' \
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she becomes ‘the mediatrix between body and spirit, the governess of the

moral realm. Through her dialogﬂe with Alain, an idea of the right

order of the world begins to shine forth. As M. de Lage has remarked:
.s.c'est justement 1l'originalité d'Alain de Lille .

dtavoir associé en Nature ces deux fonctions,
puisqu'elle est 2 ses yeux la régle de la vie mggale

41

en méme temps que la source dé(la vie physique. ' .

Prosa VII‘marks the end of Nature'!'s discourses to Alain and the entry
of Hymen, Chastity, Tem?erance, Genefosity and Humility;‘all of .wvhom

are sorrowful and seeking Nature's consolatibn'for the way mankind has
: . [ . .

abused and ignored them. Nature decides to send Hymen to fetch her

" priest, Genius, so that excommunication may be pronounced against those

who transgress her laws. Genius arrives, assisted bykTruﬁh,:and utters .
an anthema.agéinst thevpractitionérsrof vice. Alain-watches,theffire_
of the tapers held by the Virtues grow dim, and he falls into sleep as
the tapers are extinguished.

-~

The way the images work together here is vivid and complex. They

' move, express feelings, and are influenced by each other. Signifibanfly,

one of the characters is Alain himself, who achieves at the end of the
narrative a‘calm mind most different from the sad state He knew at the
opening. His meeting of the other images is on his own level of realism

so that the'fealify'of the author as a person transfers to his image

°

3

and fgom i£ to the 6ther images sharing the narrative stage wizh him.
. ' N

<sm of the author-image thereby contributes to the convincing -

. quality of all the imagesf éctivities, Furthermore, the images behave

:

in hnaturalﬂ ways; fature's kiss is an understandable response to Alain's

'swoon, and the teacher-pupil dialogue the two haveAis leavened by her
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occasional displeasure with him Qhen he asks silly questiohs. Alain is
not just an ear'into which philosophy is poured; he ié a character in
active discussion with another character, his naivete approaching that of
Geoffrey in conversation with e Eaglejin Chaucer's Hous of Fame. The
other images respon to eéCh other, as well, and the complexity of their
actions serves to illuminate the idea-pattern behind the allegory. This
finély handled narrative acfion can be seen in Nature's lecturé to Gen-
erosity. TIn it, emotional power is transferred to fhe idea behind the
"’Eiaﬁangeg making the idea more ;triking andvpowerful. Nature cbmplains
against those who are brought ﬁp to.be magnanim&us but who turn to

wasting the gifts of Naturé/ Het complaint hurts Generosity.

Now when Generosity saw this censure aimed at her
foster-child, she did not dare to adorn his faults with
the cloak of a defense, but, with low bending of her
humbled head, sought the rellef of tears. But Nature,
‘who considered what the bowing of the head and the flow
of tears stood for, spoke to Generosity gracious words,
saying: '0 virgin,...he who abuses the- gift8 of Nature -
in the waste of ungoverned prodigality...falsely pro-
fess(es) the honourableness of Generosity.... T am .
wearied with surprise.ghy; at a condemnation of him who
tries more destructlvely than the others to ruin us,
thou art not able to check the flood of tears.t!

‘Then Generosity, drylng and removing the river of
tears from her countenance,... said: '...although —_—
he (who sells his nature to ruin) believes that he o
is serving among my train, and although men who are
lured by the flashy appearance of Prodlgﬂllty smell
the footsteps of Generosity there, yet they are
anathematized from our favour and friendship to long .
banishment. . But, inasmuch as it is ours to sym-
pathize and condole with warped and straying error,
I canngz be unmoved at the fatal sin of his 1rrat10nal

will.
This interaction of the images is engrossing on its fictional leYél;
fead allegorically, the action also bodies forth a relationship among

ideas, for just as the image of Prodigality angers the image of Nature

-
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énd calls forfh pity from the image of Generoéity, so the idea of waste
is ihimical to the pregervation of nature‘and those who unwittingly
waste body and spirit déservé natural justice as well as pity. This
is the méssage of Alain-—but.to state the theme behind the action
is to weaken itj; it becomes apparent even more in good allegory than
in weak allegary that images alone, or ideas alone, cannot be exp:egsed
as movingly when_separated as when joined in an action. Not only does
the vitality of images communicate the ideas of alleéory more powerfully,
)it strengthens the aesthetic appeal of éhe narrative frame and makes
the tqfal/work of art an actiVé.unity. |
Alain's poem,also showg how, when images are personified abstrac-
tions, their actions create their beifig. The name of a personifibgtion
suéh as Generosity or Nature ﬁay iraﬁsparéntly connote a sequence gf
ulterior meaningvbehind the narrativé. prevei, personifications are
seldom as transbarent in action as they appear to b; when‘identified_
standiné still; Within the wofk 6f art, their fictional acéions afe
aS'"trué;'as their.ideal being; actuaily, their fict: » - = énd ideal
life are one and-fhe same in an allegory. Tﬂ%s, a goou uilégory can
act like a set of mirrors, réfiécting'itself,;ithin itself into infin-
ity; a reader, for example, delightedly discovers in Boethius.theilady~
‘likeness of Bhilosophy, then the philosophy of her 1ady1ikeness,.then

the ladylike philosophy of Philosophy, and so on. This continual

indirection and inversion of sense becomes richer as the tradition of
J % .

allegory develops and the images or figures come closer.and closer to
the appearance of indepéndentnéeéion within the narrative frame.
This near-indepéndence of images is found often in the pages

of the last narrative allegory to be considered in this chapter, the



‘Roman de la'Rose by Guillaume de Lorris and Jean de Meun. Begun by

Guillaume about 123? and concluded about 1277 by Jean, its images

E

fulfill the promise of the allegorlcal form and point the way toward

increasingly mimetic, meaningful narrative such as that practised by

LN
.

Chaucer. : ST

. _ . _ -
It is useful at this point to cite an observation by Erich

- Auerbach:

It appears to me that the first elevated s l\\of the

European Middle Ages arose at the moment when the single
° event is filled with life. That is why this style is

so rich in individual scenes of great effectiveness,

scenes in which the gestures and speeches of a brief

occurrence come out in sharp relief., The characters,

facing one another at close quarters, without much

room for movement, nevertheless stand ther$ as indi-

viduals clearly set off from one another.

KA
3

Although Auenbach makes this statement in comnection with later med{epal
romance, it is also appropriate to the-evolvlng liveliness in the nar-
rative allegories. Certainly in the Roman conﬁrontations of characters,
gestures and epeeches seem more consistently vivified bhan in_earlier
examples of the genre. This vivification is partly due to the way

the two authors handle the interaction of.their images, and partly due
to their views of narrative. FEach has his own style and each is effec-
vﬁive.

Guillaume, as did Alain de Lille, intfoduces the narrator as an
image in the story, directiné thls human image into relationships with
other images which bear the names of concepts. Once,more,“the right of
otner images to act like human beings is'strengfhened b& #irtue,of

their sharing the stage with the narrator. Also,lcuillaume,often intro-

duces an image and describes its person long before he names it, letting

Iyl



the physical vision of the image beéome estéblished befare its emblem-

i . ]
atic aspect. This technique is evident in his description of the Gar-
den of Mirth, where the gate keeper appears before the reader first and-
foremost as a fair young woman believably engaged in opening the gar-
den door for the Dreamer; only>after she is "seen," well-clothed aéi
_coiffured, and the Dreamer has given a brief character sketch -of her.
to .the reader, is she announced as.'Idleness'"--and she does the announ-
cing herself, speaking npleasantly and without disdain," Guillaume's
image-characters seldom stand still; he dislikes stating evérything
about them, prefering to let his meaning be revealed through the actions
of the images. Guillaume's highly developed art of imagery can also
be7sgen in his choice‘of a rose to body forth the central idea of
femininity in his poém. He iavisheg the standard lyric attrib;tes of
broad forehead, rbsy complexion, grey eyes and shining hair on %he
-ladies in Mirth}s garden; to present the Lover's beloved he must there-~
fore surpass the standard accolades already awarded. This he achieves
by declining to pr?sent the image éé a woman at all, choosing‘instead
to let pe{fect fldral beauty_imply, through the allegorical relation of

‘ 1

image to idea, thet the beloved's human Beauty-is also perfect. An
analogy between two éets Qf'meaning-patterns is at work in the one
rose: the lover, in loving the Rose, loves an image of perfecfion as

~

.well as an image of a lady, while the Rose figure delicately and
‘obliquely insinuates that both ideals are indescribable. r‘The allégoricai
activity.of the Rose is her very existence as foéus of idgality”in the
poem.

The actions in which Guillaume's images cngege, while they are

conventioral actions, are still engagirg because they are presented

45



with partiéular clarity and liveliness. The Dreamer laces his sleeves

on the.run; the images'in the garden dance and'sing; the God of Love

stalks {he Dreamerfwith stealth. The action has another source of

appeal in its relation to the idea of the story: the Dreamer and his

Rose share tﬁeir movement with therallegorical idea-frame, ever-appea-
. ;

ling, of the boy-meets-girl story. Guillaume brings a wide stage to

the action usually played in the private theatre of the heart. But in

spite of the vitality of his images, they do not step outside the garden

wall. They do not turn to question the conventional love ideas moving

’

46

behind them. Quite the contrary; they are there, as the Dreamer declares,

to explain the mysteries of love as old authors did, only better:

~

Por la graine gui fut sermee ’
Fu cele fontaine clamee N
la Fontaine d'Amors par droit,
Don plusor ont en raint endroit
Parlé en romanz e en livre; :
Mais Jamals n'orroiz miauz descrive
La verité de la matere
Quant j'av i espons le mlstere.38
v
(By reason/of the seed sown there-
about
This fountain has been called the
Well® of Love,
Of which full many an author Yells
in books
° S - 0f old romance, but never will you
' " hear
Better explained the truth about ~
. - the place
o ‘ Than when % have. exposed its mys-
tery.) .

]

Jean de Meun, on the other hana, tests this idea of love. In
N i \ “ a ©

his hands,,the'concept of love shifts and changes, chameleon-like,

3

as each image nmakes its own  comment about the subject. Because Jean's

images are either personifications or representatives, like the Duenna,

kA

E
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of particular kinds of experience, each is conveniently pa}ﬁisgnvin his
viewpoint. Their debates and dialoéues'whichthgkg up the action of

the latter part pf the nggg create a kaleideséépic impression of,meanQ
-ings in flux. 'Reagon accuses the Lovef of blindness to true love and
slavery to inferior 1bve; Friend supports the love maligned by Reasoh,
then instructs the Lover in the use 6f falsehood to win his beloved;
the God of Love chastises the Lover for even listening to Reason; the
Duenna says love is for gain so that one's old age is secure; Nature
says love is fo% propagation of the species and-urges the Barons of
Love Snward; Genius warns/them that Love's garden is false compared %o
thethéavenly Shepherd}s Park; the Barons chargé‘forward under the holy
banner of natural procreation more in cdntemplation.of i%; means than
its purpose, and finally the Lover declares he finds bliss in the
plucking of the rosebud. But nowhere can be found an image‘of conplete,

NN
perfect love; even the bliss of the Lover is ambiguous, for he admits

%

it has no Reason in it. To come to an idea of love in the Roman, “6ne
must fead all thé images as acting parts in a dramatically evolving def-
inition. Miss Tuvé nqtes that "Jean's favorite function for a}1egorica1
figures“ is the creation of varied views of a theme Qﬁ "the dialectic

dramatically presented by his acting and speaklng 'abstract! gersonae."go

- Sk iiscusses the Roman as a comic work with its message in what it omlts.

It might be claimed...that Jean fully intended as one of -
-his points the one great and shocking omission from his
book: any character who loves anyone.... The world of
the Roman is quite loveless, lacking markedly its mul-
tltudlnous common forms of disinterested affection,
klndness, generosity, kept faith, good will. Self-
love and self-interest are anatomized time and aga&f.
There is no attempt whatsoever to portray caritas.

L5
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One might argue that Reason's/discussi0n of trde friendship offers a
form of carltas, ‘but 1t must also be admltted that frlendshlp alone
could not answer all the needs of the Lover. . T | ) 4

To demonstrate the value of action-based réé?&nggwith a full

| explication of the Roman deﬁis Rose would be too Ienéthy a task for

this thesrs: The complexfty of the Roman keeps :xtending_itseif, for .
;ts images are active not only as characters in the:nsrretive and as
manifestations of concepts;.therr actions tend to becohe allegoricdal .

within themselves, within the dialectic of interchange.mentioned'by

Miss Tuve. Many images prov1de actlon—echoes to the moving of thelr
fellow-images. Jean uses action in thls way to comment ohllquely on

figures in the sectlon by Guillaume. Perhaps-a brief study of one of '

v e 4

these patterns of actlon echo w111 1ndlcdte h0w helpful the "stqry
*

'1tself" is in interpreting -the, Roman: The repeated action of loving an

image is a fruitful echo to choose. - S . a s

A key moment in Guillaume's section occurs when the Dreamer
looks into the Mirror of Narcissus which. causes -any man to love wimt

he sees within. In the Greek myth, Narcissusﬁsaw‘onl} his cwn face,. °
: . .

.

and died of unrequlted Iove for that 1mage.b The action of the Dreamer

-

in 1ook1ng into the fountain is Narc1ssus' dctlon, however, the Dreamer

sees the bounty of the world, "Cent mile choses .qui parolent " where

s i

Narcissus saw only his -own features. The: two’ clear stones in the’
fountain, which together reflect the world (including the Dreamer's

face) when 1it with the sun, suggest the action of the eyes of a

Y \:
beloved person whlcn yeflect a transfigured:world when 1it, w1th love
& .

~

(and which al°o glve a lover a view of hlmself) . T. S, Lew1s“equates
Sr3 2
the stonoston with a 1a&y'° eyes, dut thrs does v1olence to the .

’
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allegorical action of reflection which is éhared by many things other

* than the lady's eyes--the Lover's eyes among thﬁ@. The strength of

the allegory 1igsoin its'power 6 convey many thoughts with one action.

Freﬁerick Gol&in points out further échoes of the image-love action.

b

?Hé places the Narcissus myth as told by the Dreamer in the Roman into

¢

a context of the myth as a commonplace in eourtly love lyrics. There
Narcissus' pain is ihterpreted as his punishment for loving himself

when he should have loved another being like Echo who was capable of

being responsive, Goldin notes how the. Dreamer, too; sees. his own

Q
a1

<. reflection:

‘this action of image-lcvg often in his secti

...and thus finds himself squarely in the footsteps of
Narcisus (sic), whose death in isolatiow and despair

the Dreamer knows so well. It is the genesis of objegct-
love that is represented in this episode; the story .
of Narcisus has shown the Drecumer how to save himself.
He is able to turn his love’ upon aﬁgther person, ideally
beautiful, alive and unattainable.

K
: ~ ¢
t

~r

To add more possible meaning to the fWellrof Love action, it is interes-
ting to note that the "story itself" says the Dreamer selects an imaée
as most desirable of the thousands in the fountain., He first desires

the image'df roges before the actuai Rose; it is his act of desiring

what he sees in the image that ena%les the God of Love to shoot the

gelden arrows which deprive a man of ;eason: " Jean de Meun picks up

on. . At one point, Nature

A .

expounds the properties of mirrors and glasses in what appears at first

glance to be an unjustified digression in her confession -to Genius. She

¢ _
1lists the many ways in which mirrors can deceive men, allowing there

isn't a man on earth so fine of eye who is incapable of being deceived

& : ' . . Lly .
and remaining utterly convinced of the tru}h of his deceptiou. Genius

1;9



offé%s another action-parallel to the Lover's experience at the Well of

© Love:

he descrlbes another founnaln in. the Shepherd's Park where who-

ever looks in sees all the things contalned within the park and recog-i

r

_nizes each for what it is:

E puis que la se sont veu,
Jamais ne seront decel

- De nule chose qui puisse estre
Tant i devienent sage maistre.h5

( .«sHe who has seen

Himself reflected there at once becomes

S0 wise a master that he nevermore

Can be deceived by aught that may occur. )45

This well enhanceg a man's reason; the Well of Love deprives him of it,
. , o _

showing only "fables" and vain imaginings. Then the Barons storm the

Tower of Shane, and Jean tells the reader that’What they . most Waht to

win is a sanctuary in the centre of the tower whlch contains a "maiden

[V

form"--another image. Here Jean interjects a 1ong dlgres31onfun Pye-

malion's love of an image, and, to ensure the allegorical point of

that myth is driven home, he Has Pygmalion mention his own likeness

to Narcissus: they both love unattainable 1mages. The inference is

1nescapable that Pygmallon's actions are also the actlons of the Lover.

What saves Pygmallon from the fate of Narcissus is his promise to Venus

<

that he will start loving real women’ ‘instead of only art's 1mages if

she will turn his favcrite image into aﬁwoman. He receives his heart's

desire.

Jean then whisks the reader back to the Barons assaulting the

Tower of Shame and shows the Lover winning the shrine and~consummating

his love with'the maiden image. This is an intr - ting point about

the cdncluSion of the Roman: the Lover first marcs Jove to an image,

>
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and then to a real woman. The description of the conquest of the image

\\ «..__'_‘."

is described by coy puns about genitalia and is devoid of any fulfllment
beyond the storming of the door; image-love, for Pygmadrun, Narcissus
‘and the Lover, is empty of response and full of only itself., But by
using the image as a direction to the being it reflects, Pygmalion and
the lover find happiness. The love of the Rose, of tﬁe image;source,
of the being Narcissus>never sought, whom the Lover aﬁd Pygmalion
move away from images to find; proves as fruitful as Nature and Genius
could have wished. Thus, a tracing of only one action in the allegor-
ical figuring of the Romaon de la Rose can thfow some light on meaning
;ifhin its narrative. | |

For Jean de lMeun, the narrative life of his poem is importanﬁ.f
He is never caught degrading his active images as Prudentius does by
reducing them into nothing but static elements Qf metaphor, Oﬁe par-
ticular passage points up %he contrast ﬁetween the ﬁechniques.of Jean
and Prudentius, a passage which indicé%es how close Jean came to grant-
ing obgectjvc life to his flgu*es. he has the Cod of Love take time
to explaln to the asoembled Barons how well Gu111aume is serving.in
lpvefs cause, and predichts Guillaume's oéglnnlng of the Roman, his
untimely death, and the taking up of the ta.lbe by Jean Clopinel of Meun.

Then comes a statement by the God whicli shows scrupulous adherence to

complex relations of time within and without the poem:

..
Puis voudra si la chose espondre
Que riens ne s'i pourra repondre.
Se cist conseil metre 1 pelissent,.
Tantost conseillié mi'en elissent:
Maig par cetuli ne peut or estre,
Ne par celui qui est a naistre, oL
~Car il n'est mie ci.presenz.'T T e
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Then he'll the allegory so expound
That nothing shall remain unmenifest.
If these two (Guillaume and Jean) coud give me their advice,
They'd do so promptly; but the one cannot
The other is not here, he's not yet born. 8

The God of Love goes on to hobe for Jean's sefe birth, so that the

importsnt book may be completed. He concludes:

...Jamals c11 qui les orront
Des douz maus d'amer ne morront, : Ty
Pour qu'il le creient seulement; ‘
Car tant en lira proprement

- Que trestuit cil qui ont a vivre
Devraient apeler ce livre
Le Mirouer aus Amoureus,... ?

. (Then those who hear (Jean's words) will

never -die of love

And its sweet woes , for they!'ll believe
in him;

And, rightly read, his book shall have such
worth

That all men living 8hou1d give it the name

Mirror for Lovers 4

’

.in this passage, an 1mage has the temerlty to turn its eyes to the author
who‘creates it and the ideaeframe of the‘allegery which gives it 11fe,-
then to comment at length upon the poem as a poem. In S0 deing, the God
.of Love demonstrates Jean's supreme confidence in the strength of his”
narrative fiction. Prudenﬁlus would mever have trusted his images w1th ‘
such a delicate task; which, handled wrongly, tears the very fabric of
the art. Because his images have sﬁeh:active independence .as charé%—
ters in the nerretive, Jean cgit use their liberty as he does in the above
passage 4o leave readers aware thal the whole‘beok is'aQWell of que in
What, then, arz we to rake of the 1mages in it? This

its own right.

Mirror reflects its.own reflectior s .iis Well deepens. the more one

looks into it.
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Uean'is the summit of the tradition of active allegoricallimagery
that greﬁ.f:qm,PrudentiusP miiitérist Virtues and Vices into a genrehthat,"
at its best, offered not.stasis but growth and'development to charécters
and ideas within it. The God of Love's speech demonstrates how medieval
'allegory; th:ough the action of "unreal" chéracters.rather than through
anything ap?roaching a natuialistic technique, can qomeuas close as
any mimetic wérk to‘a conjunction of fictional with existential reality.

In the museum of medievalvallegory, fhe images in the exhibits
gradually give up standing still, declaretthemselves to be interesting,
alive characters, and fiﬁally grasyp the.hofizon of the picture ffame
to c¢limb out and join the crowd in théxgallery.' The thesis will look -

now at how Chaucer treats these escapeés of ailegdry.

!
x



 CEAPTER III
S © TRADITIONAL ALLEGCRY AND CHAUCER

Chaucer has an'ability, nearly six centuries old and still’
effective, to escape from those who seek to explain him, Continually'v
dodging fn'unexpécfed directions,he refuses to be "formulated, spraw-
ling on a pin," dnd leaves critics hoisted on their own ﬁoiﬁts. As

W. P. Ker has re;;?ked of interpreting Chaucer:

.

No task is more dangeroué for a critic who has his own
private device for the solution of all problems. The
probleMS in Chaucer are continually’ ‘altering, and the

\ ground-is one that calls for all varieties of skill if

' it is to be tracked out and surveyed in all its changes
of level,l _ S _ -

Therefore, although an qllcgorlcal approach is being suggested
Tor the wrltlngu of thls cra’ty man of cistoms, the approach is not

e

: ddVOC&ted as an exc1u31ve syctsm of 7nterpretat10n, rather, it is -

rut forward as a way of reading supplementing'the other aids to
1nterpretatlon which can be gleaned from the- rlch~Scholur°h1p alvays
actlve around Chaucer. Aloo, 1t sometimes may %erve the dux111arJ
purpose of providing a balance in whlch to weigh variogs critical
,views.

Grounded in the zititude to me@ieval allegory ado?te&>in the
previous two‘chapters, the approéch can be called el legorlcg*," but
it is not the allegorical de oach cf Robertson. happé Miller arnd

. . .
others who interpret on the codified baSJS,Qf iconography. Some
’ ,préctitionerh of iconographic allegorical reading base their inter-
pretalions of Chaucer. on m:dieval cocirine, fin&inﬂ in the patristic
disvinction Leiween'eufthly and Leavenly iove a key to Chaucer's

L8

sh



general poetic intentyron, OLhOlu, likeg Mlller, are rot 50 otrlctly
doctrinal although they wtlll refer to patterns of meaning out31de

the poetry for their illumination of ,Chaucer:

”

Inherited from late classical antiquity, the allegorical
habit, particularly as it contributed to methods employed
for the interpretation of Scrlpture, was fostered in

the médieval schools, where the development of a

complex but highly coherent library of "authority"

. provided what hecame its characteristic "language."
Allegorical imagery--that is, language carrying corres-
pondences: and associations codified or standardized
within this tradition--may be managed in a variety of
ways. Trus allegorical expressieon in YWhe Canterbury -
maleo need not be excluswvely dogmatic or doctrinal,

“as has sometimes been held.?

In both the striotl§.doctrinal and the more general iconographic

“styles of allégorical inte;pretation there are major difficulfies.
first,.there is a danger of over-standardization of imagery by the
intérpreter in -his process of‘measuring‘poetic images ogainst a for~
mulated code of meanings. Robertson seems to step into»such.danger
when he reads the wife of Bath's words oo the need for‘boﬁh gold and
woooen vesséls in a house as an echo of the second Epistlé of Paul to

‘Timothy His gloss on Timothy says wooden véésels represent.the
'Cnurch's useless members, and he proceeds to carry the. correopondence
to the Wife of Bath mPhe wife's referencs ‘: vessels thus- puts her |

“firmly among the evil who are in the Church but not‘of if."3- Atva

wave of the code, lively Alison is subsumed within her larger tropo-
logical mature--a dirty kitchen cfock.

Another difficulty arises in the tradition_itself, Qhefe tho‘

correspondences- and associations of imagery are actually not as stan-

dardized as they need to be to constitute Miller's consistent

55
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language. Robertson notes that many medieval images have*'"good and

N

bad associatidns, depending on their u§e in context. In practice,
the icogographic allegorist must select from many more than two.
possible meanings, for he mayuﬁé doﬁtending with firne ambiguity in
the poetry (ambiguity eagily destroyed, as is the Wife, by reduction
to formulae) and also with a.éomplex‘of different usagés of one image
by authorities. In such cases, the éuthority of the poem must be
discovered and given precedence over the authority of thgq Fathers and
earlier poetic tradition. |
This is not to deny that &h@ucér uses allegory and often’

employs conventional images, nor to'argue-against seeing Chaucer within
his traditions. What the dlfflcultles of 1conovraph1c readlng do
1ndlcate is that 1conograph1c assoc1at10ns of images . cannot be applied
to Chaucer until the most fruitful method of their appllcatlon has
been determlned.' To decide whlch of an 1mage's associations are mostl
relevant and which should bé 1eft in abeyance when reading any parts
of Chaucer, one can follow St. Thomas' advice on interpretation:

...2ll the allegorical senses are founded on one-«

the literal--from which alone can any argument"be'

drawn.... The parabolical sense is contained in the

literal, for by words things are signified properly

and flguratlvely. Nor is the figure itself, but

that which -is figured, the literal sense. When

Scripture speaks' of God's arm, the literal sense

is not that God has such a member, but only what

is . 51gn1f1ed by thls member, namely, operative
vpower.

In other words, a conventional allegorical language of imagery is not

‘e

the first place to go in search of an image's-meaning._ The primary

indicator of meaning is the narrative, the story itself. Any
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allegorical intorpretétioﬁs of Chaucer should spring nore from inside
than outside his work. )

Accordingly, it is usefui to assumq‘thatuin Chaucer, as in
the conventional allegories studied in Chapter II, one key to the
meaning qf his narrative is the action of imaéés and figures within
it. ,fhis.approach avoids de?ending on a sinéular meaning in interpre-
ting an image‘be;ause‘narrative motion is_dynamic and deveIOpmental,
eﬁcouraging multiple associations of ﬁeaning around a figure, ra%her
thap static and grammaficél, based in the fixe@ meaniﬁg of a "standar-
dized" language of aSsociatién. Rather than moving toyard codifi-
cation;'the alleg&rical tfadition caused the evolﬁtion‘of ever more
‘.activevimages; images which hadta life>of their own in tﬁé flexibility
‘and ambiguity of their actions within the stozxz‘ Their vitalit& was
of a sort unrelated to Auerbach's questions of nredlism” and "mimesis,"
for it could be possessed equally by human imagesvand“imagésvéflconcépﬁé.

, . _

A static system of cbrrespondences may help fo interpret Prudentius,
but it proves inadeguate to the challengé of Jean de Mewn's irages;
matched against them, any languagé of associations becomes treacherous
and equivocal because the images do hot sfand still but shift with
the flux of.theunarrative. In the same wa;, iconography alone is
inédequéte fér full interpretapion of Chéuéer because his images are
even more active ‘within the narrative dialectic than those of the B
authors qf'thé ngggvgg la Rose ,. 4As Scholes and Kellogg have notéd,
| when constifuent'figures "pove in a narrative plot their meaningsg :

change, just as’ the meénings_of words change in different grammatical

situations and in different contexts."5 Thus Januarie's garden may

bear resemblances to the hortus conclusus of the fin'amor traditionm,

il
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4

“"but its meaning is more of a modulatlon or perversion of the trqdltlonal
sense attached to the imagc. And this modulated meaning can be dis-
covered only through the actual events of the narrative, .

Respected critics hold widely‘divergent opinions “regarding the

vitality of Chaucer's images and figures. Prof. Robertson's gtand--
A
v .

that\ﬁn.Chaucer the activity of literary figures on the story level

1s entlrely secondary to their ulterlor, 1conographlcally ngnlflcant
meanlngs-—pzohlblts any emphasis on images as actlve in themselves.

lle says that although the characters in Chaucer °

...have an undeniable verisimilitude, consistent
with the increasing interest in verisimilitude in
the visual arts, -they are in no. sense "realistic.”
The function of verisimilitude is, first of all, to
‘attract attention, and, ultimately, to show the
valldlty of the underlyanv abstractions as they
manifest themselves in the life of the times,

He rejects thevddea that Chaucer's images are totally conceived

beings,»arguing that '"the word characterization is;;.somewhat mis-
leading, gince the aim is not tb délineafe characfe£ in a psycholo-
“gical seﬁse»buf to Eali attention to abstractions whiph may manifest
themselves in human thought aﬁd action.m

- Other oritics praise Chaucer's human imagGSQ—his ”charac%ers”——“
for being true—to-life, radical degartures from the allegoricai
4tradition; G. L. Kittredge finds the characters to be so realistic

: ] .
that H% locks for psychological mofivations behind theixufctions;

N

RN

H. R. Patch wonders with wﬁich of the pilgrims Chaucer would nave
ioét‘enjoyed paséing the time ofday; J. L., Lowes and many others

refer to The Canterbury Tales as a "human comedy'"; John Matthews Manly,

in Some New Light- on Chaucer, pbints to once-living individuals of
_\ A .
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Chaucer's time as the models of the pilgrimz. Iinked with’ such

asgunmptions of Croucer's realism, one often finds mention of allegory

o

as sor- ‘hwnb he left behind him, R. W. V, Blliott maintains that by

the time Chaucer wrote Troilus and Criseyde

...he had discovered...the superfluousness of alle-

gory and the limited appeal of its abstractions and
artificialities as well as, by corollary, an interest

in people. and tho importance of personal observation //
o people.

Similérly, Nevill Coghill makes a. judgement on the extent of Chaucer's:

allegory:

f-ologues to The Legend of Good Women are the

is allegorical writing, as they are his fare-
gxd to allegory. They are also his first attempt
oW shapbk of poem, the shape that was to grow

| The Canterbury Tales.? : N

“ S

.

And s 10 Rg%irson, editor of the standard ecition of Chaucer's works,
v . .

allows:

In a sense Chaucer wus unfortunate in the models ]
wvhich the prevalllng fashions of his youth forced &
upon him. For allegoryv was really foreign to his /. '
genius, and he had to work slowly out of it to find

the more natural expression of his later years. His

greatest and most'reprfsentative work was undoubtedly

in the realistic vein. ’

It is £rue that'Chaucef.dges'not appear allegorical. HiS’images often
have the solidity of daily life aboutwﬁhem and do not lend'themselveé
to a£straction as easily»as thg usual iﬁages of Love, Nature and
Virtue moviné in traditional allegories.

A But the abandonment of personifications for '"real people" may

not be an abandonment of allegory; on the contrary, it may be a —ethod
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of heightening allegorical effect. Ag defined earlier in the thesis,

LY
\ i

allegory is "narrqtive'descriptioﬁ of a subjec£ under guige of dnother
suggestively similar,.” nChgucer's kind of imagery, although it is

often intensely "imitative"'of.actual physical éxistenge and there-

fore différent from;much imagery in the older allegories, may not be
necessarily a rejection of allegory itself, but ohly another kind of ‘ :
guise behind which an allegorical sense can hide.

The M%ddle Ages rcad the Bible as true history and figurative
allegory at the same time;\therqfore; Chaucerd;éd apﬁodel to hand
for linking verisimilitudé with allegory: the Bible itself would
have~taught him that the presence of ulterior me;ﬁing in a narrative
in no way prohibits realism in the- story, miﬁesis in the art; rather,
allegory'bénef%ts from the aesthetip impact of such a mimesis. The

.ﬁore convincing the literal sequence appears to be, the more true and

‘o \

important seems any_allegorical sequence within it.

| On the othef hand, it is important to‘remémber Chaucer's’images
never were 'real péoble.” While persons may have existed who inspired
bhaucer to verbal pértraiture, the verbal portraits aré-always liter-
ary figures, creatures'ofvthe poef’s création; who have no life away
from his shaping hand any more:(and perhaps les$) than Faith and
.Gregd had lifeAaway from tﬁe puppét stg&ngs of Prﬁdentius. Chéﬁcer'
could néver havé hgd a drihk with’;he Clerk or'listéned to the Wife's
gﬁssip becausa tbéy have no real exisfenoe outside his poéfry,_ Person-
ifications and ntrue-to-life" characters are équally'unfeal_in that
both are ;rt, not fleshj; it i§_oniy'on ?he level of imaginatiyé exisf
“ %enceithat they make claims to reality, albeit to=different kindé of~

reality, and attempt to convince the reader of their rights to

<~u
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narritivo life. Thus it can bé\seen thatshaucer's use of human

belngs lather than personified concepts for images is a shlft in style

of imagery without being nccessarlly 2 turning away from polysemous’

Y ©

narrative. His imagps are given more géope.for action than_they had
in the allegorical tradition, all the s.l‘cppe open to living, breathing
.humanify——but they are not living, breatﬂipg humanity, only images of
iti Therefore, they are not limited to.g}gﬁifying only particularized
bits of Body, blood and feeling; rath;;;'they ;fé\gs free as any other
kindiof'image to participate in as many meanings ég:théir creator.caﬂ'

give tbem, Ch@ucer_does not abandon allegory; he only lets fall into

disuse some‘of the less fruitful images'availableltoﬁhim’and creates

new, more productive figures to give wi@ér_horizoné'to his art., His

i@ages become characéérs and assuﬁe natures imaginativély po;sessgd

of free will; oncé this happens; the source and scope'of.theirlaétions

heédme much @eepér'than-thelsource and scoﬁe of abtions'available to

single—dimens;onal personifiéatioﬁs. Chaucer cbuid have observed this

aeSthetid'pbenomenon in‘itsvinfancy when he vas a §tudent of the f%eﬁch

allegories, especially of the BQEEE de la Eggg'which Patch believes

was his favqurite readingrlk- o ' |

Tt is also nétéworthy that maﬁy of Chadcer's.imﬁges are 5 long -

_ way from being as ﬁrue;fo—life as the celebrated pilgrims to Cénterbuxy,
o : - o

Morton Bloomfield points-to'the different degrees of mimetic realism

to be found within Chaucer's wbrké, arguing that in The Canterbury Tales

most of the much-praised realism occurs in the frame and links between.

° .L

tales as "authentlcatlng reallsm" lendlng eredibility to the poem, the .

=5

tales themselves include a w1de variety of relatlvely unreallsth 1mages

-populating fantastic stories from romange to moral exemplum. Even

T
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within the~frdmc and links, signs of the old atyle are detected by

Robertson:

*

v

Influences of the Roman de la Bpse, 'of more recent
French poetry, and of bante, Boltaccio, and Petrarch
. are obvious in his work; and, -although he gave the
S "materials he borrowed a distinctively BEnglish flevor,
\ there is no ground for the agsumption” that he created .-

- cbdracterlstlc of the art and literature.of: the’ perrod,

John Speirs¥also observes Chaucer'Sidebm to'ellegonygx\;

Allegory and personlflcdthn prov1ded Chaucer's

&

observation with an initial guldlng method and his

Judgement ‘with an initial scale of values which his
observation gradially clarified and which clarified

&

his .observation. Uhderneath Chaucer's presentation .
‘ of the human comedy remain the mediaeval allegorical :
A and moral patterns. The poems gain in profundity and .
variety from the mutua&yenrlchment of these multlplex

layers of. meanlrc,..ﬁ

t .
-

¢

&

Charles PMSCatlne, finally, points out the partlcalar 1nfluence on

S
Bt

Cﬁgucer of Jean de Meun: "The French poet for the first time clearly o

\5"\

v

OuiilnES the conflguratlon of styles that Chaucer was to flnd most

congenlal.,u.

This conflguratlon-—the Juxtaposltlon of realism and

[y

creations does not make them conventional ellegories. Nor ‘are they

consistently allegorical in a didactic sense, in’a sense of exiSting'

to demonstrate a point first and'fofemost

N

aﬁucer's wrltlng bears

llttle resemblance to that of Prudentlus, in which the significance

of images is so epparent and flxed as to be: o%érbearlng. Chaucer is’

B 1 s

¢

an artist, not & preacher, and his concern ;s 1n unltlng beauty with -

Jh

a radically new set. of styllstlc conventions that wals 3 &

-ceﬁrtly convention in.a meaningful’relationship'to'each other--implies

. a broadness of spifit characteristic of both poe‘ts."15 . B
s . Yet all the influence of gdlegorical tradition-in Chaucer's |
- ,_\,/, < - ‘ ) . o

hY
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- . X - e A) v/‘ . ' +
wvudom--un"attnndgng to the whole effect of his crontion 1uther than in .

plecing anterior sentence within a solely vehicular selus, llis obvious
Senrence ! N e
delight dn "literal sl and marrative desigm apcompanies his ott-

stated desire to "beth fructuous" and modulutes literary conventions

- s

that are manpercd and didactic in other hands into thelmost gentle

;p& sdbtle.of'allogorical tenors., This subtlety can be seen in the

way he seldom 1dentifies his images ué anyﬁhiﬁg but their literal selves
uhere he may #rllow OCCASlOﬁJlly his narratlve persona to draw a Tesson , _"4
from thé events of the tale. If amd when he has_gllegoricai intentionsg, K
ne pfovidcs féw‘bvért warnings of them? Rather, én the old spirit of

. Je .
”oﬁher—spe@king" he gives covert directions toward heaning such as
, . ‘

4 -~ - >, .. M * B .
those used by Jeun de Meun in hlS action-echoes, Often both English

15 Prench poets préfer to let one action- pa ttern be sharod in whole

cr part by dlfferent 1magcs untiy o complex of meanings evolves fron

L

the 1mp11ci¥ oompavl sons.  LBeryl Rowlana perceiva;‘t techtiique at 4
- ‘ : e .
work in Chaucer: y

.. .
.
. .

' At times his imogery has a hyper-relevance which
creates pitterng. The method is ntiphonal the
figares s-t up aseries of, resp poeg, related by ST
contrast or sirilarity, vhich afe crucial to Lhe\poetlc

g meaning of the whole, The imagery may seem ‘simple
o ~ but it demands a kind of lntgllectual response'
which is not simple at all. .

It &g not enou th to read Chaucer for the delightful characters in

\q,.
his work altnouvh +he charaCuers are an important part of his art.

Along with emotional response, it is helpful fo practise a more "formal &

i}

allegorioal response, an awareness of nafrative'patterns of active -

.4[,'

b

imagery. Cbaucer sometimes iets thesp patte ns speuk for themselved%

trustlng his images to bring his meanlngs forth free from authorial

ﬂ .
- peg

., - 1

oL /“‘e}”,”
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intrucions. At other times, he will draw a moral bui refrain from

Luck=trncking over ite development in his narrctive, letting the

o

render ke hin own gloss, go to speak., This method of allegory

iz deccribed by Wolfgung Clemen

. P » . b

By puttbtine different elements topether without comment
u (] . She b
simply by senquence or jﬁxtapouifj>n of his episodes
or syrbois, Lo can convey asdelinite way of, Lnfprpre—
tation, a train of pO‘"lblllfleu, a line of choicéy
The reader is always lef'l to draw his own conclusion.
The 'significance! however liés in the realm of
inagivative, poetic logic, in the 'logic of imhgin-
ation' rather than on the plane of mere logical
deduction.t? .
. - 3
¢ . -

¢i~mn1%falle yorital method can be traced in many of Chaucer's works, both .

e 3 en Lr“”n1q nnture. In liu@ﬁkith Frye's advice--that one it be
e MLy
. POV ' J .‘f

iéwumlcu about what one calls allegory--only those works are celected’

u&

- . . : ' :
0 ‘here which hzve in them a direct claim to meanings heyond, the literal,
‘a ..‘ SR - ) - » '. //'. ) ) ‘
ither throu*h such conventicnel signs of allegery us a dreamn~-vision

frame or thnouﬂh tpe vervcwords oq a na“rdto" demandins al$ggorlgu1
Y

interpretitioh"fﬁf what he has pu& forth. This chapter will.s%udy'one

work, The 3ob} of the Duchess, iﬁ~which ties to -allegorical tradition

. /
are aprarent and in\which the imagery is not as . realistic in a natur-

// » - ’ : N §

alistic sense as it iﬁn be 1n othe“ parts of the Chaucer canon. The

*s

9
chapter folicw1n will study allegorlcal attion- pdtterns in ‘three
" - i /
X ¢t ae CanterPury Tales: the Qirst, the Clerk's, has a more abstract
¢ while the last pair, the Prologies and Tales of the

narrative surfacey whil
Wife of Zath gnd the'?&rdoner, are generally acknbwledged to contain
1mage“y as repres;qtaflonal as any to be found in the wr’tlngs of Chaucer.

i, The Bool- of thp Duchevb has Ocen chosen -over the other are@m-v151onc

.

gpcause, besides being Chaucer's_earliest extant compésitionvof major

f
. .
~




importance, it clea:ly shows ﬁis reliance on, -and debt 1o, the»allego—
rical tradition for.his method of deveioping meanings through narrative
- action. The tales were selected for différént reasons: "The Clerk's
Tale," although often interpreted éllégorically, is generally allegd—
rized statically; its figures are made to ”stdnd for! concepts. The - R
-analys1s in this thesis will attempt to read the figures as they "move |
liken thlng” besives themselves, emphasizing the develﬂpmﬁht of* the
tale's alle ~+in meanings throuvh action and Juxtéﬁo!%iion in the N
>» narratlve rathul than through 1conography The 1&9%?&&0 tales have
been plcked because they are seldom v4ewed as hav1ng allegorlcal
structures; they lend themselves to a demonstratlon of how even n;meﬁgb e ey
- figures and dramatic narrabive can have typlcal allegorlbal Qualltggyh ;

T

2 !
Other works, such as the Prologues to Tne Legend oi Good WOmen, "The

‘Tale of Mellbee" and "The Man of Law's Tale" may hdve responded easily-
3 3
to the kind of allegorlcal readlng being developed hea;, but exp%}— !

caﬁgbns of them would .not point out so effectlvely the extent to whlch

: g
allegorlcal method permeates the narrative art of, Chaucgr. _9
H B2
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- dramatic ten51on, it appears to be disorganized, with long'opening

" seriousness" of purpoée beyond the Dreamer's eight-word exclamation of

66

The Book 9£ the Duchess

A tradition about The Book of the Duchess savs it was occasioned

by the death by plague in 1}8) of Blanche, young wite of John of Gaunt.
oapported by allusions in the poem to the names of the npble couple

and by Chaucer's mention in The Legend of Good Women of his poem
4 . :

called The Deeth of Blaunche the Duchesse, this tradition establishes

I
¢

the book as one.of Chaucer's earliest, probably written.in late 1389
L4

or 1390. It has been shown to be derivative in many of its-parts, With
i ‘ . = .
large sections borrowed almost without 'alteration.from Qvid and from

French allegories; the maln antecedents arc tre ceable in the FParadys

d'Amours of Froissart and in many of the works of Cuillaume de Hachaut,‘
. . s 3 s .

most notably the Jurement dou Roy de MNavarre, JuQement dou Roy de

; . - R N is
techaingne, and Remcde' de la Vortune. These uorlowlnga leave some”
L2 INENe ee _

-«

7 - -

' - B . “ . N v
reacers witn a ieellng the poem was written plQLémEdl BéI‘tI‘:.nO‘. ﬁl‘OF{»Ot’l,

»

before coming to the book's aefence, noteo the ﬁ*évaleaue of a "grltlcal

b 9

vl

_1mpatlence".w1th it: "Critics have found the poem %QQIOLS,~dISCOH~ SRR
- y SR e

'its conclusion, .;.deficient both in humor and in self-fulfilment. nld ‘

It is true that‘The Book of thiépankeos d1Sp1avs little unity

in the sense of balanced nlot dewelopre%a‘b Rather lacxlng in over=all .
digiessions delaying by hundreds of lines the central eleg;ac.spéeches
of the Bla¢k Knight,. It seems to conclude without achieving any "high
pity for the bereaved Knight; the poet has fulfilled his resolve to

put his dream into rhyme without admitting clearly his reasons for. ﬂg; 2

a



doing =o.

Buf his theme is not missing; it is only hidden within the
allegorical'pettern’fofmed by the actions of his imaées. Read with

an emphasis on the role of imagery within the narrative structure,

The Book of the Duchess emergES as a unified system of:-meanings, and

its digressions become coherent elements of a whole 5llevorical
sequence. The poem has much of the art which oonccals art the eosence

of good allegory} beneath its disjointed, dream-llke surface the actions

[}

R
of "its images dlsclose repeating patterns of comferting ”yply swete.”

Constance Hieatt has suggested that the disjointedn%és is a
: g,
deliberate artistic effect intended to eﬁphasize the dream nétdre of
the central eleg§%§§shﬁﬁ%e. Fof‘one thing, She'aréues; FPe standard
form of:e literary dream vision "...took the pressure off the poet.

He could not be held personally respoﬁs;ble for the contents of @ dream,
something quite beyond his conscious control..).."20 ThiS’effect'of‘the
dream-vision convention probably'would.have attracted-Ch@ucer; he:was
faced with eulogizing the lady of:his patron and had to find a way
‘of‘appearing both lﬁtimate wigh, and respecffull& dis%ant from, hie
subjects By placing his allegorical praise of Blanche within the
dream-frame and lettlng it be a speech of the Knlggp who allegorlcally
images her husband, Chaucer Succeeded w1th dellcacy in hlS task.

Hieatt elso notes a tendency for theVmedieval‘dream-vision to make use
.of bleﬁding, fusion and double-meaning, effects "highly characteristic
of most medieval allegory and.symboliem."21 She.concludes that the
dreem—vision form;was ideally suited-fo‘be a vehicle@bf allegory;l

Alain de Lllle .and Gulllaume de Lorrls had demonstrated this sultablllty

%quse Chaucer followed w1th his dream—v131on, he acknowledges his debt

67
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. to his older masters by beginning his dream in a room lit by sunshine

streaming through prismatic windows depicting scenes from Guillaume's
Roman de la Rose and byblater emphasizing the healing power of Alain's:
beloved Nature. They had #novn him how the dream-vision could be made
to carry many meanings in its story-telling. -He turned the conven- ‘Qu*
‘tion's accommodation of echoing action and mirroring of identities to
N - - . - S
the service of his own allegorical intention.
~ Chaucer hides hi§ admission that he is writing ellegory behind
a seemingly’fﬁ;bcent remark from his apparently guileless narrator:
) | " . ) _ .
" - Me mette so ynly swete a sweven, - - - ' . :
So wonderful, that never yit -
Y trowe no man had the wyt
To konne wel my sweven redes
No, not Joseph, withoute drede,
0f Bgipte, he that redde so

The. kynges metynge Pharao,
- No more than Xoude the lest of us;
. le nat skarsly Macrobeus,... o -
' v (8D, 276-284 ) © . , ERNDI

\

. Behind this naive tone is Chaucer's sophisticated indication that his
"sweven" requires interpretation. Also masked here is a compliment to
_the patron who commlss1 ed the elegy the famed interpretive skills

of MaCTObluS and Joseph.ﬁould not unlock the hldden meaning of this

A
'-ﬁ*.

poem, says Chaucer; but Tohn of Gaunt would succeed where the greatest

?

‘intenbreters failed--since - he had known his own’ "Whlte”, he would be

~

able to enter effortlessly into the imner sweetness of the dream, . . L

The dream-vision convention is not the only traditional allego-
4 ' ‘ v .
rical frame in The Bodk of the Duchess. As Michael Means has poimted

dut,the literary practice of offering consolation was a_genfﬁ%pf the

age with recognizable roots in tﬁe De Consolatione, a genre marked by

prad
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. . , b .4‘ .
- tioner of the Black inight who often acts the part of tutor himself.
. N

- ‘ . 6 9

a‘ccrfain'proce;s:;‘In an esscentially philosophical or eschatological
dialogue (or series of d}alogucs) with one or more allégdrical instruc-
tors, the narrator is feconciled to his miéfortune, shown how to a%tain
hiyg go;l, or enlightened and consoled in a similar way.“z‘ Chaucer'é
dialogue between the Dreamer and the Black Knight may be more cpliOquial
than the fine discoursé of Dame Philosobhy with Boetﬂius, but its form
retains vestiges of the philosophical disputation in the Dreamer's
de%ands for exact analysis of the éase.- It is dlsd an interesting
modulation on the traditional process: the Dreamer,.far from being an

austere and wise instructor like Philosophy, is a humble, naive ques-

Yet the Dreamer does succeed in reconciling the Knight to Fortune's -

- theft of the lady.‘:erthermore, in an ailegorical way the poet'!s own

dream acts like a philosophical instructor; it shows Chqucer the inner’

sweetness of things and, i an action-echo. of itself, reconciles the
poet to life and puts an end to hig melancholy by inspiring a poen.

& .
sryse "of conventions froggestablished allegorical styles
Gu LR A At -

Iy

Chaucer'.
4 : £
has been well®

Y . Ve b

documented and s easily recognized in The Book of the

9

Duchess. But a more important‘aspect of his allegorical achievement

in the poem is the original way he weaves the-conventions.togéther to
create[é story of his own. Even though the portrait of White is fuil
of standard description, the speech. of the inmight mostly borrowed

from French sources, and the narrative placed in a conventionally

4idealized‘woodland; what Chaucer makes happen in his poem is a seriess

of events”born in his own imagination. His images are’ traditional,
but his narrative structure is not--so tb?;;it is in his narrative

structure ‘that one can lock for the allegorical meanings which were
' ' ' : . S



the first
o

sorrowful

live witho

i

movers of his art. - . /

!

I

Chaucer begins his'poem’by presenfing an image of himself--a

man made-sleepless by melancholy, wondering how long he can

ut rest. So careless is he ef whether he lives or dies that

his survival is "agaynes kynde"; physically and Spiritually paralyzed

by grief,

he is dying:

Al ie ylyche good to me--

Joye or sorowe, wherso hyt be--

More fores

early line

3 Phantasms

For 1 have felynge in nothyng,

But, as yt were, a mased thyng, .
Alway a poynt to falle a-doun;

For sorwful ymagynacioun

- Ys alway hooly in my mynde;

(8D, 9-15)

hadowings of the poem's cdncern with death creep 1nto fhe

S

...drede I have for to dye. .
Defaute of slep and hevynesse

Hath sleyn my spirit of quyknesse...
(BD," 24-26)

are splnnlng through the Poet's head so that he does not know

"what is best to doo." The cause of this melancholy is lert deliber-

ately vague, the poet declares that it is unc&gar even to himself,

although he guesses it is a sickness he has "suffred this eight yeer™

with his healing never in sight. %Chaucer adds ambigudusly:

~ .

For there is phisicien but oon
That may me hele; but that is don.
Passe we over untill eft;
That w11 not be not nede be left; o
(BD, 39 42) v

 This passage has attracted the attention of‘severel scholars. One

s
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school of thdught holds the eight years' sickness tnﬁbefan autobiogra-
phlcdl mention of some ‘pers sonal love-longing of Chﬁpccr, with the
obJocL of his devotlon——the one phy31c11n—-varlouuly identified as
Prlnceug Joan of Kent Blanche, bone unknown woman, or his wife,
_Phjllipa. Ijuppe and Robertson suggest the malady is a reference to

the eight years' pazalyolo of Acneas told in the Acts of the Apoutlea

(Acts 9. 32-35. )y a malady cured by St. Peter's preaching on the healing

power of Christ; they point out that Aeneas' nalady_was "elabora#ely ;6
glessed” in the Middle Ages as humanity's delight in eanthly things
which is cured only- by Christ the Ph,yéioian.23 Arguing from a diffef—
ent authority, R. S. Loomis finds the“eight years'! sickness to be

vjust one more of the poeb's obligations to his French models,' and

i

conv1nc1ngly quotes a passage from the Iurcment dou Roy de Behaingne

’ N
i whlch Machaut spe01flcally.mentlons "seven or elg.‘éggars" as the
. . : — Sa
duration of his central character's dedication to Boune jmour., Chaucer

uses part of the same passage for aFSpeech gf the Knight about his long

loyalty in Love. - Says Loomis: '"Here, then, Cha =»r might have gbt his

notion of eight years as a specific time for the sexvice ot love."

,Althbugh Loomis secems to have the more immediafely-logical explanation
for the specifie~mention of eight years' sickhness, the poési%ility of

| additional allegorlcal senses should not be dlscounted. Aeneas!

N

- para1y81s was cured by Peter bringing h1m the v151on of the resurrected

" Christ; this actlon pdttern of para1y51s and curlng 1s%ﬁseﬁul to recall

©

when the Black ¥night, too, appears paralvzed by grlef.
The'Doet, resigned to another sleepless nlghu, reaches for a
: T~
TN
book of romances wrltten when mmen loved the lawe of kinde" and

discovers in it the story of Seys and Alcyone. Taking about 160 Tines

=
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“To'recite the (vidian tale, he outlines it only to the point where

'\ . . . . ¢‘
drovned Seys appears before his troubled widow in a lMorpheus-ivispired
| . . s

'visioﬁ; informs her gently but firmly of his death and begs her to

forget her sorrow; Alcyone, heedless of his consolation, dies of her
grief. Chaucer's Poet overlooks fhe obvious appiioability of thgvtale
to his own stubbora peraisterce in grief and turns ingtead to th
éeoohdary eveot of the tale--the gods of sleep responding to phe pleoS~
of the sleepless. The Poet makes the whimsical offer of a featﬂqr-bed

to Morpheus or Juno if only they can bring hrm, as they did for Alcyone,

some rest f{rom grief; hisigame becars fruit and he soon is nodding on

“his book. Here'thé’narrative preliminarieslﬁg the dream end. It is

nrW

"apparent from their length and complexity that Chaucer attached some

importance to them,

The dream is a sudden sirecam of sunchine, a bukst of life-renewal,

3 : ’ .
ag the Dreamer "awskes." A3 G. R. Crampton puts it, "There is an
. . ’

. ‘ o
upthrust of mood, a release from the drained, colorless, vaguely anxious

atmosphere pervading the poem'sﬁ0pening..l"25 After rising in a room
. v

windowed with stained glass palntlngs of the old romances (the 1aw of
. U . / |
Mature governs the room as it governed the tales in 'the Dreamer'" book)

. f
the Dreamer Jjoins in a royal hunt for a hart, but the hart Lvudes the
pursuers. He next meets a frlendly young whelp which acts 1ov1ngly
toward hlm ?rd gambols into the forest the Dreaner follows but luses
the_pup. ‘5£ese two 1n01dents seem casual enough occurences untll they
are juxtapose Zth the'elegiac purpose'of the total poem; in their own_

bmall way they are a’ double reflectlon of the poem's central concern--

the purgult of one wno will aot return. The Dreamer's actlons {p

pursulng hart arﬁ&kwund.mlrror the Ynlght's grlev1ng pursuit of the love



N . '
of dcud White, bu@ the Dreghieti@Ninlike the Knight, knows when 0 cease

muting. BWnd‘ly‘bq :

R z

accepts‘thcir loss,'ablé to turn his attention to the bezuty of.things

.t \ . A
hve escaped {romghim, and the Dreamer

about him--an action pfophetic of the comnsolation to be discovered
later by the Black knight. In a greenvglade}bcdight with flowers,

the Dreamer finds time to meditate on the earth's renewdl of‘itselfi

[

Hyt had forgete the povertee
That wynter, thorgh hys colde morwes, -

Jlad mad hyt suffre, and his sorwes,

All was forgeten, and that was sene. o
‘For 'al the woode was waxen grenej
Swetnesse of dew had mad hyt waxe.

. (BD, 110-415)2°

Thz passage reca71s the wise advice of Ser tofstubbo:n Alcyone
"Awake ! let be yqur sorwful lyf!"‘ The Dreamer seemS'tp hav Lorvotten

his;griéf' the earth has forgoﬁten the death of winfer. Will the Black -

o do the same? In

.nlght and his allegorlcal referecnt, John, be abl-
,ﬁEe glade, made happy by flowers,‘blrds and beazy
.has passed from a mental state completely contrary to Nature (his mel—

ancholy was “agaynes kynde") 1nto an awareness that the world is teeming

. -
¢

w1th life over whlch Nature 1s relgnlng.vA He seems to have abandoned
his old expeotatlons of 1mm1nent death in the joy of discovering how '

;all,things are Béing re{ewed.

KEs

Lt

surrounéings, sits ‘a ¥night dressed in blaqk.comp051ng,a woeful lay.

[

Hit was gret wonder that Nature
Myght suffre any creature

To have such sorwe, and be not. ded.
‘- (BD, u467- 469)

So sorrowful is he that - . A S , ' .

7

In the centre of the glade, stranpely at odds Wluh his résurgent .
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This repetition of a description applied to the Poet in the opening

a

lines is more than a casual effect; it is an indication of an allego-y

rical relationship between the Dreamer and the Knight. Later the Knight

“himself echoes the Poet's pre-dream bewilderment:

s

"For al my wille, my lust holly
Ys turned; but yet, what to doone?" %
(BD, 688-689)

~ 4 ' . h "

By so cleafly giving to botll figures the common action of-'bearing deep

'sorrow, Chaucer opens the way for other action-correspondences between

them, Just as the Dreamer's cufiosity is aroused by the morose young

% . | .
nobleman, so the reader's interest is awakened by.the action-echo hint

of hldden meanings to come in the reveallnp nf the Black Knightts
fstory. The Knight has the potentlal .0 provide a key to the cause of

the Poetts o0ld melancholy, whlle t:o "oet's £ ilef Vegins to appear as

an anticipation, an allegorlcal type, of" that of the Knlght.\,

¥

The Knlght murmurs his complaint;

"I have of sogbe S0 gret won
That joye gete I never non,
Now that I see my lady bryght,

Which T have‘loveﬁ with al my myght, ; o
‘ ‘Is fro me ded and ys agoon.,." -
s’ | . (8D, 7&479)

ca —~ ’ - L ‘ JA

The cause of hls grlef, unllke the Poet's, is 1mmed1ately made clear

for the reader he is stlll feellng the w1nter—b11ght of his loved

“one's deaths althcugh spring has 00me to the rest of’the world,
The usual interpretation of the Black Knight is that he repre<

. sents John of Gaunt. Recently,_hOWever,'some critics have argued that

he is more than a‘portrdit of the mourning patron;: Huppe and Robert

s

L Th



'correspondence to Geoffrey Chaucer and John of Gaunt; Chaucer says “the

maintain that he is definitely not John of Gaunt, citing age and appear-,
) /

ance discrepancies between the image and the man, and ar{;u-3 yiat the

3

Inight is in fact the alter ego of the Dreamer;27 %frtrand Bronqpn

concurs to an extent:

, By g, wonderful leap of psychological‘insight, and in
° strict accord with truth rediscovered in our own
century, his private grief has been renounced by the
Dreamer, to reappear externalized and projected upon
the figure of the grlevigy knig..... The Knight is the
Dreamer's surrogate;... . .

This dilemma of the Black Knight "bei: " either John or a dream-.
surrogate can be reoolved by readlng allegorlcally the Dreamer and

3

the Black ¥night are prlmarlly that—-dreamer and knlght, as the llteral

Q
level presents them; the sﬁory gg theirs,  first of all. - Secondly, thelr
shared action of grieving and their shared search for peace creates.an

allegorical reflection of identities so that, in a sense, when Knight

and Dreamer converse, each one is "talking to himself."” Alcyone, too,

3

is a grieviﬁgbbeing who participates in the allegorical archetype of

L ‘ ) , ,
the‘love;lorn sorrower which beging to emerge within:.the narrative pat-

fern Al@o, the 1mages of Dreamer and Knlght 1ndlcate plalnly thelr .

I3

2

|

dream is hlS, and there are puns on the name of John and his tltles

"when the Knight departs at the end of the dream. "All these identities

LY

- and meanings existéwithin the images, mutually supportive rather than

_contradictofy, because of Chaucer's allegorical method: the wéy the

L

images behave, their story, is also. the story of’ their aliegorical

identities. Thus, ‘the fact John of Gaupt was twentj—nlne at the t;me
(}. .
of Blanche's death, while the Dreamer converses with a twenty-four-
\
year-old barely bearded. you¢h, does not ru&e out 1dent1f1catlon w1th

- B - . .

75"
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John; it oféy emphasizeés tfle individual being of tlo Lnave of the ;} g
Black KnJghL wvhose appearance is made cmphntlcully hlu own, Tho 1110» P
A 3 vola b
Porlull congruence vetween John and the Knight is 1ound not in appcar-
ances but in actions. Read in this contexi, the Dream@r's frlendly
words to.the might resound with meaning when they are interpreted
simultaoneously as Chuucerdspeaking to his lord, with the hart a
figufe for Blanche: 3 - )
BAANC . E o / &’
. " | : o
: .
"Slr " quod I, "this game is- doon. , . -
L. holde that this hert be gzoonj - L .
Thes e huntes komne hym nowher see." * . .
(BD, 539~ 541) IR ‘ -
) B . . . . e ‘ n I
&Y ‘ . ) . T -
The Dreamer determines to relieVe tHe Ybight's'sorrow and, _
» - v{j
pretendlng ot to have heard the song of the 1:u:Iy's deat“, he invites =~ <
7
the stranger to unburden his heart: = R : / ‘
" . ' .
But certes, sire, yif<that yee o
w01ae ought discure me_youre woo,
I wolde, as wys God helpe-me s00, . R
‘Amende hyt, yif or I kan or may. 'ﬁ:’ S ,
Ye niowe preve hyt be adsay; o . ' S
For, by my troutne, to make yow hool} . - . R -
R . v -

o “ I wol do al my "power hool."
: . (BD, 548 554) -

. ) . . R
, -

P . . o &, - L . ) ; PN o . . ,
y _ _ N ‘ ,_ ) - ]
These words are a common enough speech of a frlend to a troubled man, ‘QE? v

¥

but here tlhtey have an allegorlcal 1mportance ﬁ€YOnd thelr 1mmed1ate , ' o
] context- they hark back to Chaucer" ordsﬂébbut the p0351b111ty of v.:‘- ' a
Ql' his own cure (there was but-one physI01an wh& could cure him, and that el f‘a
; phy31clan : ,geemed far away whén the Poej feil asleep) The Knight i ,?3'
x .‘,(4 - o .

=

= demoﬂstrates the same "1ncurablem Symptoms which affected the Doét‘ 1‘ N

at t beglnnlng of the- poem—-but now the Poet Dreamer is olfernﬁg‘ C:f

o

himself as a phy81c1an able to amend the dlseage, 1ndlcatlng'tnat the



H n A
'paralyzed it is a heavenly hcaler (Chrlot) nhrratlvely here, for the .‘«_i
% T
grlef—strlcken Lnlght it is a frlend an echo of Friend in the Roman ' ”ﬂ”-"
K v .

Q-

But he eventually beglls to speak of the loss. of his ladj——metaphorl—

longs for.death ,The Dreamer ref/.ztr: ~S“W1th him, arguingbthq

thus felgnlng 1gnorance\of the allegorlca

"‘bame, he sucgeeds in maklng thevknight begf

:'whose beau%ﬁégﬁaf body and splrlt were so perfect as to have been ’_:;vxe

001ned by Nature erself.g The Ynlght becomes ennrOSsed in the descrlp—-

funtll he exclalms

’cally at flrst, as the Zoss of a ”fers“ in chess to<the traltorous

ca | | | | o | .. . o

oo
= -

1t S

" mysterpious "one phJ0101an” 1u an - allogoly 11ch in %‘"OCJ& tlonse Traal-f

s #

tlonally;'for the love- 1orn the physician 1s an earthly lovo—healegﬂd

o e

'(a mereiful lady . or faithful loverﬁ“ sollpturally, for the splrltually ’g%?3‘

u['/

de la Rdse; allegorLCAlly and most broadly, for the allegedly paralyzed

T
o

Poet the phyglclan may'be his 1nsp1rat10n and art (the dream and pOem
49

¢ .
it engenders) whlch .bnee created, ~accomplishes all the*aiher heafﬁth'
&

L]

w1th1n 1tse1f ' o o £ . o ) “;
. o o C ol .

’

S Buu the Knight- is, bllnd to the heallng powcrs of the Poet"”h

‘0

warns his v151tor‘$hat the remedles oﬁipelther poetry nor sc1ence are

o

capablc of curlng his absolute pain: "For y am sorwe, and sorwe is y." .
2

\

\y‘b
goddes TDortune, a loss whlch has ce‘”ed hlm S0 much sufferlng that he

? ' ' K :
gzlef is unnatural 1f caused only ..  ..e loss of a chess-plece'

' ‘hvz "Jw

1th behind the.'chess't -

i, .
»G face ﬁls loss more ;_" B

F T " . P

ddrectly. The Knlght admlts he hés 1ost not a cness~p1ece but a 1ady

L

\C;

r

tlon of the§200d f%;r Whlte, dWell ng haﬁplly:fn hls memorles of her"

-

"' 2

Vi

u - - N ! . " ) ) ; ! ! . ’ o B .
... for be hyt never so derk, . 4 P .

Me, thynketh I se hir ever moo." -
: (BD 912~913) -

l.. 9

0.,
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1 ké‘/‘;lcyono, e is vegimingeg to see o V.i{:?ﬁ‘of his d/[:-pru'ted love.
) ¥ . ’
¢ o . / .
In \19 ‘wwﬁ hew a5 not on~fl.y the fairest also thelbest of ladies,
. . ' A
(‘Olnpdlln”‘ her to Lenclope J.'ﬂd Lucrecc,, classical ,r"cms _OK womanly vir-
. . K e /\‘ ' ,LP’ -
tue (an also goo_d Wives, olmlfICdntly for tho blorru.ph.l (,J.l dllogory)
The Inu‘ht rnmcmbnra how tue very thought of her would drive Joal‘ow"’n
B ‘J% - .
from his heart and how he never lct his mlnd dwol] on @I“/thln{f but
her, .« The Drm_mcL cludes him gently, reminding the Lnlght iha# he
. > “'.‘ )
h,LQ, in mct now let ..;OI‘lOW ‘overcome him ap,d drive the ady from hls L
Q . ‘.; ® W ! B . Q_: R
‘,‘_"-": thouunt : A T -7
"llow, by ny trouthe, sir!" ciuod’ I, . C e
"o thymketh ye Have such a chaunce: ™ . /. ‘ R
Ag shrjfie wythoute repﬁent&unce " /(:' - oo T e
: o (BD, 1112 1114) f .
E ‘ ‘ : II " "'f”b‘* e
R . co . / K
o R . . <.
But the J.I”loht 'IllS’.l"l"“(’I‘o ,Lmds and p,n i 1y vows ha w111 nevcr rébent v
ooy I . . . e e
Jlo‘.rlng the 1&<ny Ls/r‘lte.\ "4, . > '
“. /1,&,‘ , ' _‘... N
Then, at t"’e Dzehﬁﬂe‘c{é ; > history &T\.‘theiif?’
jﬁ’ } 5 . - . : w o ” et K i "'\ C
B 1ove, ?fe tell ,the tale of nls @0%*}}&?&1), Brlgh‘cenlng, he remerbers -
. ' "’ - ‘»'J' ( '.a .\bL } . ‘_
. Lllugfli‘s't atterqpt t the compo‘mmo(n of 10V Uongs. ’ ; Q’,.
K 2 X S
- . ] . 'Q “- : : ‘ J ﬁJ ¢,¢ @ P ' -.. - : i \
L S "Arid,m lo" ﬁhls was the alth Lerste,—- o L
& I notgwhey hyt; were the wez‘?‘s 4 A Co
'Lord fn,y‘t; make‘Lh mym herte 1yght. . B
 Whan I th'e onvthat swete yyghte - o T~ <
s ° ., 7. . That Isf.,s fely on to see; .. _ R R
Y ) .~ And frissre’ 3y Gﬁd hit mychte sb bee : : .
i ; o - That, o%e‘ Ydfe holde me for hir knyght, ' L
; : C Iu lad P ¥RAt. is so falr and bryght v )
; : e é pibg 1179-1180) AP
This l;opafizl lyric marks an i\r?lportaﬁtvs‘tep in Chaucer's design of 7
consolation, for it.stands in allggor‘.&:al contrast to the woeful
*.. tuneless rhyme _the\"Knightkwd.g,, enditing when the Dreamer £ir®t came R
. I . oo N v' L. - . _ 'v | “‘ 4' _ ; - ;l -« \ S [
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upon him, Ulowly the &remner has ‘brought the Knight into a‘ghappier; ﬂ ‘
K N - )
‘more natural staté of mind, B

s ? ~ The Eni. f"‘lt cént:mueo his story, recalling that althoufrh the
D) ~‘ \ . :,f'
s lacu tku*uod down his first request for mercy, he coctinued to "s}'er've

B

_'“ 7hbr fai Lh[‘ully unt“ll she saw he meant no. harm. .o

S, E S L i . ) ' Sl \
. . . L . . o o P N
N 5 N N ~

"S0 vl»m my lrldy mew al- this,’ . _ ' oL,

Hy lady yaf me 'al hooly * . Co S A

The noblo yli‘te of hir mercy,

“ ‘ Savymie hir worship, by al WEYCS =~ Q
~ % . Dredlesz, I meng noon .other Weyes. \/\\
: Avd therwith she yaf me a TYNG5 60!
S , (BD, 1268- 1:&3)

) u N . " / )
. ' . ‘ . :
o . . . . .

& > - : ‘.
QUCSthTLJ h&‘v been r'used as to whet,hcr or not the Ifnlmt is ta.lkm%

% t N 4.' ‘,',
ary

+
* r
& hd

v 9
@fwcddmn 1‘1ng Eor k) love -ring, and whether or not, thlb passage . |
L...

- b v

: melles that tre

I_&cceuedéuthe r_nlghc o'nly as a opn ri uual lover :
"‘," [N PR N

S rather than a pclr‘ BaC | QU(‘S‘tLOh about“ghe~ rature. of the ”*llg’lt-'s

f~ul 111@(1 love ao noL aris e from a. lack of cl& by . 1n@‘we poem 80 much

la o L R . L,
6_.*‘%‘:’_ ‘ao from dellberwm q&}l&gorlwl amblgulty ‘.fhlch 1like tne l’oet's "smkm‘, ] ¢,
YT nagse, " muot accommodate msnirrweaﬁhngg. . in tne context of Jo'm' love . 1.
T > : : & IR G
°.  for Q‘flanche, the fulfllment is ma.%l;@.l- in the context of the Bla’c.c‘,t .
oy ’ﬁlgh&'s love for Whlte, the fulfllment is unrelttedy;o the 1*ssue of . Y

) i v N 5 .',\‘ ‘ '{:.
, marrlag%, W‘.Lth love the sure element and‘qits legal c&ﬁgﬂgtanoe&,‘undc- ta

scrlbed' in the hlddon '-ont&xt of alle&,orlca} 1dent1 ty -ref‘lectlon .

{2 g. lmlght ard all they stand for, f‘ulfllment

i -
E

¢ii'.ﬂun1t1n& ‘the 1mages of Po

"'i?fpr t’ne grlev:mg Poet _LS his contlnued service of the lad,y 1nclud<:kw;g/w”

el .
\,,ﬁ‘-‘w,mt,\ LR

h1s eleglac eulogy of her. The rlng 1sg. pledge of tru’ch, whether a A R
- weddlng r:mg or a s,)rmbol of other relatignshlps‘,‘ and it '_sealsmperfect
' S AV . . s ‘ e -0 - -t

: ~. S _ .

-happiness: - S

. : Y
4 ) . . ' .:. * .A :
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-8a8 the Dreamer crept up earller in the flade.‘.LnOWUng hlS tlme to be

| ) g

"Al i ugs oon, w1tnoute were. L.t

e And thasywe lyved ful many a yeres
So we[ I kar nat telle how."

(BD, 1295-1297)

-~

4

The 'nlght has iorguLLen his great &rief'in HﬁeJOJ o}a;ememberlng

R
,urto; the goodness of her is with him still so that, caught up in his)

VJuJOn of hcr he Forget to long for death .and unconggiously begins

3

. . ) e ) . . ! ‘.~'. h- T~ ’ '
turnlng his language\toward life-giving figures:. o .
4 X B .\"-, , - s .

NEAR RS : . R d
. ©"Bub if myaMge was ywaxe ' ’ g
Clad, that is nd"nede to axe! S 2

| heTpe me uod i vas as blyve
Pey ed, as fro deth ) lyve,..."
(8D, 1275-1278)

~

fConsolation has crept up on the ?night witPOut his realizing it, just

P2
w,

.rlvht the Tneamer now asks a questlon that sw1ftld brlnao the‘"nlght

[
D o

face to face “again w1th hlS grlef "Slr " quod I, ”where 1s she %ﬂﬁﬁw
Y W TR .
(BD, 1298) Atvtheee WOID().S;Q &e I’nlght "wa.x & ded@ otoon." But

e - ’ !

‘at last he admlts franli, wrthout recoulse to Ihetorlc, the fabt he

LI
had brlcfly forgotten , "(be ys ded'" PEre is tue moment of truth in’

_Qg Book of the Duchess: w1il the nnlght, llke his allegorlcal fore-

Voo

AEREVINR AN
shadow, Alcvone, fall to’ death under the burden of rull reallzbtlon '
‘ya

'eof how much and how flnaIIJ heg%as 1ost>‘10r§w111 he, . llke his other

5

80

. v

v

t

allecorlcal foreshadow, the ‘Poet, flnd 1nstead the releﬁ%e af accep- .

tanpe and resty moving out of mournlng toward 11fe aéaln? The Imight,

Y ga. uu“vrcngthened by his v1s1on, accepts. the fact of WHite's deaths



w
A"‘-..

s , -(BD, 1311-1315) T

And with that word ryght anoon
They ¢ane to strake forth; al was doon,
for that tyme, the hert-huntyng..
Vith whut me thoghte that this kyng
Cun hOHWdrdGo for to ryde...

The Knight's heart has been scarched by the Dreamer and has healed

itselt in the act of renewing love's sweetness; he turns homeward,

becoming again a meuwber of society, a huntsman of life rather than
! : . .

- death, his action at the close of the dream echoing the Dredgser's join-

L

ing of the hnt at'the‘beginning, At this point the allegorlcal\‘x ©
resonances unite: the Fnight's act of re- enuellng the flow .of llfe,
of finding Joymln h1u lady's memory then moving beyond hor death and
out of his paln, becomes Gkaucer's hopeful visk . for John of Gaunt
Alle orlcdﬁly, "that word" has mdny Genses.‘ it 1s, m@ﬁt.

'S./n
obVIOule, "routhe," ‘the message of the Poet in his elegy; it 4s also

_the "Wbrd”,of,Ovid's romance from which cane Aloyonc ard her. initkation

t
»

: i%multaneously the wnolgL?éobxg__fhe Duchess as & verh

of‘thevpoem"s mirro ing.of grief; the "word" is the narrative creatidﬁ
' ? “ < . .
of” Chauoer wm}uxhyﬁlch the ”word” is the ¥night's unburdenlné of hlm—

self in &'lk wﬁ;we ﬁ?.‘red,mer, in a lltemary ae*lse, the'wor‘

and the stmicture of that COmpOolthF, allegorlcal ampllflcatlon or

intérpretatlo.. In lettlng "that'ﬁord" act as the healer awa;ted in the

o, -

81

o - ¢ . o S .
poem,~Chauoer'shostf§e depth .of his,self—awareness ag a writer of words,

-
~

?a physician’of language? His- con301ousness of z@e llterary nature of

hlS own allegory 1s also seen in the way - he saspends his boox between .
- " ' -

' two others-—0¥§d w1th hlS //pratlve,materlal and tle Bible with its~

model of” allegory His pdem is dag}ng 1# its very rellaLce -on rhetorlc

1

v

“a
DN

I

and authorlty; these elements of.convention, rathe: than stul lfylﬁil‘ /

\ 1 .
v o S N v
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Y )
\ .
the book, encourage and strengthen Chaucer's young originality. .
R o
. . : A

FPurther, the vision of White is a vision of Blanche, and “her (
praise comes from a' Imight who allegorically reflects her husband.
These allegorical participarions of “the patron in the action of the

poem are the intended therapy,'the'source of consolation, given by’

[

Chaucer to John--the conversatlon w1th the. Dreamer "hunts" the "herte'-

¥

-

ol John as much as it does tha% of the hnlght Beyond this consolatlon

of the odtfa;,~however, is another consolatlon hldden “in the. seconﬁ Ty %
e P
. . @3 .

:allegorioal action-pattern in the book: Chaucer's“coﬁtinual mirroring :

[ AR
of his own condition in that of the Lnlg%?.- In his sympathy, Eméhcer,

too, ‘has suffered grlef and been 1n need\onheallng because of Blaﬁbhe's

.death Chaucer, too, finds the v1s1ons of the dream 1nwald1y9swe%& and

resolutely puts hlS gééef'behlnd hlm when he awakéns from the “51ght"

= -

>of%dﬂu¢e . ﬁe llke Gaunt, is healed by an 1mage of Blanche. Here is

b’ & [ ).'

" the flnal allegorlcal sequence of the "phys1c1an" both Gaunt an&

Ch uper are healed by Chaucer's grt whlch "be processes Ol tyme,"
) <&

& - &y
rn 1nto poetry‘the nea*dunbearable reallty of Blanche's

deeth so that it becomew affproachable amd understandable part of o

ﬂlfe's great pattern. As. Dorothy Dverett has remarked

o T

...Chaucer's reorganization of this poem oould, T
-... - think, be,regarded as a special application of

Ceoffroi db Vinsauf's first means of amplification TP

. intespretatio, of whigh he writes, 'let the .same
‘tnlno be covered in many forms be various and yet .
_the same! (maltiplice forma d1s51ma1etur idem; varius

sis et %amen idem'). =a

e
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'Caunt, Chaucer, Alcyone, the loet-Dreamer, the Black Frnight-- |
. - ) B s

they all move in and out 'of each other's being through the transﬁgé
’ Sk

‘ B . . . . . . i C . ,U'“""';-
mihg power of allegorical narrative action and find in each other -

- v

" the ‘rellecthions of true rest from pain.



i N P

QMTMIV

. BT - TR R &4 T .
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«

A

* ‘ '.':' e
The Pook C the Duchess mdkb ts allogoriﬁul'ﬂature obvious,
w

.
N v

. RV
As a franed dres gbylflon,hlt exemnpli®ies B gonre vhose tuaﬂltlon are

) i ) i o . . » I .‘ .
linkea inewtricably to allegory. ' Its narrator 1n103ﬂ£§h13 aundience
. . .- ,’ . - N P

dhxﬁﬂj’thaﬁ the dream has innep meaning, and transparent puns iden-
. 1

tify human beings allegorized in the images of thic book., RPut these
. , ‘

’ ‘ s :
characteristics which male the early poem so recognizably nllegorical

- _ : R PR o
disappear as.Chaucer matures igihls crafy.. He moves out of the

dream-vision to begin testing a variety of literary shapes from [able

to fabliau. At the same time, his habitual gulhorial wose becomes that

' e o . ey s ;)
of the Jov1al Euu slightly dim-wisted rarrator discernible in a@él—w;
71, I : . ! - . ) . ‘
escence in Thh k of the Duchess and in middle-agze in The Canter-
- bury Tales. One of. this narrator's aistinguishing ﬂharuftbrl tice

is modesty; in introduding.tbe‘demonstrably complex and ariiul

v

2

B »

Canterbury 93%1ection, he humbly-warns his audience; "Ny vig?is short,
; . A .

S, o e

o

N % \"l ) : . - - - »
,“ﬁagstonde." (4, Th6) Retreatlnv in suthw e behznd his,

., Chaucer often takes his’ 1ntentwons luto hldng

7ith hLm, Qolaom dgaLn after the olegy for Blarche ]S ‘he s0 1ngenuous

Ny ’ N !" .

about wrﬂt_he is;about in his poems. These’twd devélopments of’ﬁﬁs h

.,

‘later aru—~preLererce for Lormy less tradlulonally allcborlcal and

-7 ] R

del*ocratp masking of c*eat’ve meuhod—-nave led scme critics to belleve

Chaucer outgrew allegoryigggng withwallegoriCal conventions, Neﬁill

A}

Coghill says as mueh .’




~ .
Eve ift of trad@ition and genius that he had
already showvm, except two, achieved their perfection
of clarity and fullness in the tales and tellers of
The Canterbury Tales. The two exceptions are his gifts
in allegory and tragedy; the dream-vision was at last
abandoned, the sustained and intimate.pathos of Troilus
and Criseyde never again reached. ...t . L

But the dream-vision is Qot a necessary vehicle for allegory; any
narrative supports allegory as 10ﬁg as it suggests a sequence of meaning

similar to but Eeyond the 1literal progression‘df,the/étory. Allegory °

is a cumulative effect of the way aéents'and imezes in a ﬁarfative

¥

work together and reflecﬂqgach other, as shown in the readlngs glven f

above of three early medle al allegories and The Book of .the Duchess.,

+

If Chaucer abandoned anythlng, it was the lyrlc, as he Uecame ever.

* I \
more absorbed in developlng the potentlal of narratlve.*g%he Canter-
. © o
bury Tales constitute his great experlment in this dlrection in which

[

- ¢

he planned;’apparenily,'to use as?many story ﬁypes as were available

. té\g}m‘within an é@er—all narrative frame.

ey

Intereoted 1n mastiylng narratlve in all 1ts klnds, Chaucer

could not have ignored the allegorlcal wapabllaty ‘of the form,

[

vespecially not after his early expioraggon of that Capability iﬁi\

; ) , : -
‘ The %Pok'g£ thelﬂuches'sf His‘taies are.fasciAating enough,aa tales-- )
%ut'the posaibility deser&es inVestigation that thej may mean mofé
/

than their 11tera1 senses, if only because the comblex structure of
the Can%erbury story is ao sug estive of allegorical Juxtap051tlon
and reflection of actlcn aaengllmagea, Paul Rug.” s sees such -

. . : .

4

patterning as the ébverning‘principle of thef"great mlddle” of the ////«*”“

e » \, L

Taleg: . " . . . . . ' :

+C



1

) ...given the varicty of persons speaking and tre

*  varicty of the literary types ubtercd, the pattern
of contrast and quarrel, of debate and discussiong
prevents in advance the ascendance of one view over
ghother within the great middle and assures that the
whole truth, whatever it may be, can arise only out
of. thﬂ juxtaposition of the various views with each

ther.?
:;,\o er ‘ %

;.'x‘g‘“' ) . «&

The »allety of llterary tiﬁﬁgylncludeo some tales derlveu dlrectly

from illegorical sources afid others in which allegorical action is
\

‘present'in notably realistic, "true—to—life” stories. Robert ililler

_can be emblemgy

suggests that these types'éhould be differentiated as "either
' formally! or ®informally! allegorical." e explains: "I do not’

sugvest ﬁhis as an official distinction, only that some of The Cant-

erbury Tales make deliberéte, tradifionalvuSe of the conven&jgns,.
and that others usé allegorical materials in less'formal ways." 3

This chapter considers alle" rical patterns in three of the

tales. The firet~~"The Clerk'ﬁ ale"-—flus tkemviormullr allngorlcdl"

’éategory. Ito origins aregln the traiitibnal allﬁﬁories whose;images

vco tions of concepts rather than inwardly

v
< BN

. E@fr “two pweces——”The wife of Eath's

or personi

e

Prologue and T‘; . nd““The Pardoner's Prologue and Tale"——could

-

be nalled ”1nforma11y allevorlcal i In the fﬂrst of theoe, Cra acqr

begins to explore the unltlnv.of allegorlqal_concept w1th character‘

') in his 1mage ‘0f Dame Allson, produ01ng a style of allegozy more

»sophlgtlcated than that of the Clerk but not yet as deep as thgﬁ

éllegorlcal creation; but his’ allegorlcal ach eVement ig made _

of” the Pardoner. W1th théﬁﬁafaoﬁbﬁ§ he reaches~#he apex‘ﬁf hi’s’
A

2

p0531ble only through a flnal union of ﬁblysemous narratlve w1th~“

P
realisml_ In.the Pardoner, Chaucer creates:"true-toflife" 11egory.

k]

R
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w
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B

o

" The Clefk's Tale L.
')

The story told by Chaucer's (Clerk has provoked a varletJ of

1nterpretat10ns, some of ‘them ¥o con’llctlng that one wonders how the

4
Same story could engender themqail
a "splrltual vision,

est level of medieval llterary 1nterprctut10n,

:aul kuggiers reads the tale as

g tervda..s."4 For hlm, the Clerk's wordu have a ”grave serenltJ," and

he inclu&gg them among the anagomlcally 1ntended tales whose

...odor of sanctity, their insistence that this life is -
ineluctably implicated with another, their opposition

of personal purity to worldly accommoda'tions of the
flesh offers us, as the prose Tfarson's Tale cawiot do,
the apex of wish-fulfillment ' romantic statement in the

Canterbuly Tales.5

ot
Y
v o

the 11m1ts of whlch can be approached on the hlgh—

the level de31gnated as

' Donaid Reiman, another re°pecter of the ta]e, claims Jt "emergcs as one. -

of tne most subtle and skiilfuin-

s B

Yet for Jorm Speirq
vable tale el &authltrand Bronson aroueu

almost invqluntarily, to renderzit_unaccéptable not oniy to us but-

poésibly»even 1o thseli.

3

_With the tale arvises nalzly from its

. of humanity; and Griselda's Iai

‘monstrous. ‘y

Ly

wis not originated by Chaucer;_hi’

PR i

. :»Tw"w ot . - .:w‘- P ' N

N \g’ﬁﬁ; F
Chaucer'éﬁﬁieeds...td mike HAE ,ggny Jﬁigme sitﬁatione;

but He:ddes not push Xalterﬁ 5 2
* styllaed grief %
nelther agonizing wor insipidi . In this ‘waYy, when the
folk ‘tale hus passed under three pairs of skilful
’hands, it has'bVeen transformed as successiully as it

‘could be; its monsters remavn zarew .but no longer
Q . Tt ’

‘ . e

PR}

:
L 2
e . ©

»

—bﬂégznlf when Grnselda is seen not

ToB.

”Cﬂaucer has...procebded,

¥

L4

as a salnt but_es an idolater.6 James S]edd defends the tale's_humanity:

"It is, of coarue, a groteuquc and qulte unbtelie- .

Hforld naLure,f The Grlse]da sfoxy

-

a2

One-beglhu to wonder 1f crltlcai Q“fflculty

%li the thlzd poet'e udn& Nanuio‘cd

~ ~

87 ..,



Before
it
" Severs

S R .
by Sledd, the first two belonging to: ccio and Pet

Boccacio, the story belonged to the ora’ tradition; J.

hgs traced its antecedents to a "special class of folK tales thch
?

have been denomlnated the Patience Group of the Cupld and Psyche S ) 4

genre "10 He suggests'Chaucer had both Petrarch and an inter—

t
1

medlary Prench translatlon at hand durlng comp081t10n of "the tale,

notlng that Chaucer follows the two sources carefully 1n wordlng,

narrative‘structure and allegorically moralized conclusion. The ri/ 5 ?
7Y o v ‘ k . .-
originality of Chaucer's treatment is not so:much in any al%ering N
o , ) L : N U
in his expanding of the sourceSﬂthrough‘interpolationsﬁof‘vivifying ,

- . K P
detail’in the narrative. Severs concludes:
s . ‘ VO ; - ' . ‘ . N ;
A . . : v
‘His 6wn ehief cont¥ibution seems to have been a
heightening and intensification,of 'the contrasts -
which it offered: a crueler seyrgeant, a more,

s

“unfeeling marquis, a e submissive (though mot - A e
less real) Grfseldis;mgiéator splendor in’ the -+ - - : - : \
‘equipage of thq.hobles, s#arker realism in the .- -~ A °
hut-of Janicolas: - So fhe éssential qualities, : B
’ of charactexr’ and oettrﬂg we1e helghtened .sorthey ., %
) were broaght into more vivid contrast'»and so the
e successive situations’ developed into & more effec- .
. tive, morewarre°t1ng plot 11’*” . &;A§ - Pt = T
r .- . SOV
N 2 L

-In other words, Chaucer took a plece of llterature Wchh was alreaoj

n(' o

'a moral allegory 1n both h1Q orlglnalﬂ and trled to chardcterlée tne (p

1mageo more v1v1dly in the- ndrratlve at the same tJme as he kept its

N

'allegorlcal ﬂESlgn . Before StudY1n€ the artistic sucoecs or falluxe ;// *"

g ‘.P

of hlS hardllug of Grloclda @nd Walter, 1£ is helpful to dellne more

fully the allegollcal pat‘arn in "The Clerk&e Tale.”

i . : -

- The ClQ}K glosses hlS‘OWﬁ talc as he conclude rt: P

“\ \\_ N



‘1tu pattern of” contlastlnv steadfaotneso to 1ncon°tancy R »l'

" por, sith a womman wa3 30 pacient
Unto a mortal pan, wel moore us oghte
Receyven al in gree that God us sent; - s
or preet ckile. is, he preeve that he wroghte._“ ™~
But he ne tempteth no mun that he boghte, -
As seith Seint Jame, if ye his pistel rede
He preveth folk al day; it is no drede,...
. , (h, 1149~ 1155)

Cad e

A.consultation.égAJames"epistle as recommended by the Clerk .

oy , .
LR o -
Y : : . »

'3

produces more ﬁhan an amplification on God's manner of testing his

{

creatures. It also prov1des a key to the allegory of the tale in

mee

B . po c {
Count it all joy, my brethren, when you meet various

trials, for you know that the testing of your faith : //;—_/’/),//

v produces teddfaotneso. And let steadfastness have
its fpjdm effect, that you may be pprfrct and complete,w

lackinglFien nothing .... he who doubts is like a -yave, B Ty

'of the.Sea that is driven and tossed.by the wind. .

s for Lhat-peroon rmst not suppose that a double-mitided

flan, wnstable in @11 his wayq, wild recelve anﬂthlng

) .“;rom uhe Lord. , _ ' L
“~.' ‘n- N . < - . S "' ! .

- S 5 ey

o0t . . . .. c .
. . ) . . |

When éxamined.in the 1ight~bf the epistle, the %ale.shbws.this, )

@

-

-4

Juxtap051taon of steadfaotness and 1nconstanej thrown 1nbo hmgh

rellef by the actlons of two 1mages bﬁrlselda and w&lter. As much

1Y

asxGrlselda is contigually patlent and steadfast, walter is. flckle
'A‘. \(- P
and Prone to act one way ‘while thlnklng another way, hlS actlons

%

. ave thoce of “a double—mlnded man,°unotab1e in hlo ways "

J(/geems tocﬁmply a concomltant 1dentif1catlon dﬁ,Walter w1€h thel

' D1v1ne Master. AS~Bertrard Bronson.obJects, ...all the effort to‘

f‘ . A‘nﬂmber of crltlcs have balkcd & "Wne Clerk's 1a1e" because
. . \ *

in comparlng Grlselda to. the v1r%uous s0 tested b{@pod, it also

turn the etory 1nto a. rellglous parable Spllta on the rock of walter's -
\ : _} .
too too SOlld flesh '12 It 1s true that Jalter's aemloqs in. testlng

B ey ; : \
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‘,J | ’ ~ s ) 90, .

Caiseclda reflect the action of God in fEsfing men's souls, but this

- Father when he only ac%s likée Him gometlmes. The prlmary belng of

RO g

O e e e

@ ‘ | o %

ooultesy and dlucretlon,_he is shown to lack’ the mone splnztudl v11tues//@ feoe

4 . - 0
. 4 \ . o
- . . o . i . . v w \
remains reflection and not identification. The imge oi walhgr .
. ¢ . - . - -
reflects many more"mcaning‘Athan.one qualltj ‘found often in allego—
rical images. 11 is inkvrrect. to say 1e1ter "stands ‘for" Cod the

walter 1s in the naafdtpvc whcre, ;s the Clerk emphas;eee at his ]
.cpnclﬁelqn; he is pub "o, mortal man”'gﬁ%%ty of a ﬁoptel fault: T
excessive wilfulness. : S .; “

e ﬁalter;sjmdet frequent elle%orieal reference is as ap'image‘ef ’
Fortune rapher thah-ded;, like_Fertune;‘he is ipéohsfénﬁlin hievaepioés_
-and eubject;ﬁo ch?nge in hie‘dispositioe. .IntfoduCed:as the ell—pOWJ
erful zpler of Saluces; hie powei is'immediately assoeieteaibv thep

N

,Clerk w1th the mutable strength Q£~Npefgoddess rather than jhe 4

unchai%ydg otrongbh of God e 2% B
‘,_‘. ) , - o - - L ‘.'.

3 gy . s . o ',
S - s , : L E,

.And,obei;ént; a& redy to his hond, = .- /. *
S

Were alle his 11§co, bothe . lasse. atid, moore..
- Thus in ‘delit heﬁlyveth; and hath doon yeore, !~ : .
Bllove&\ana drad"fhurgn favour of Hort.une..“ | o v
e (m, _@6 ?O g SN g&d
° . : ' . O .

"Although waltef&possesses the'bourtly v1“tues of fa;rness, youth.ﬂ bﬁ T 9;;én

. . A

o
R, . . 4

of‘prudence and pat;enpe: ‘~:v'[ y SERTAN
e . R LT

: o T blame hym thus, that he cons_idei'ed noght

1 In tyme comynge what ynyght rbityde, s

= ' :But on -his lust present wag al his thoght, %)

~'As for to”hauke and, hdnte n eveq;’syde. i 4

Wel ny alie othefeécures lgat ke. sly@e;.,..-,w Co

,. CE s D L

[

L. ‘, "y . . . -
& . :,“,A, o - N v - ;o

[N
o - o Ly o en T ] P ,
o . ~
lne early alluslon #b rorthe appears to e nouhang more——han deco-v o P
. R s T
ratlve conventlon untll it is read in. Juytapogltlon to the I
— o . . A S f . s [
o o L N R
. - T R PR . &
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-

description of valler in the lines immediately following., Like Fortune,

he is powerful, fickle, und wipredictable. Just as Fortune gives no

'wa1m1ﬂ* of ‘ner mavements, Walier refuses to disclose his intentions

tomwmm.

in contrast to Waliter, whose inclinations govern his soul,
risclda is described as rich in virtue rather than in fortune, a
person whose soul governs her ﬁ‘clinations. She lives in natural

f
poverty, chastity and obedienée, serving her aged father "with

Ad ;

everich obeisaunce and diligence" just as she is later to serve '
[}

Walter, The riches of thetHarquis proceed from the mutable goddess,

but the riches of Griselﬁa's "ripe and sad corage" proceed from d

~

different source: "But hye Cod somtyme senden kan/ His grace lnto

 a litel oxes stalle;..." (E, 206~ 207) This explanatory remark of

T R

the narrator conveys a narratively allegorical allusion to the

sinless woman--the Virgin Mary: Just as God sent his grace to lary,
so he can send it to Grigelda. It is narratively agtive in that its
allegorical character foreshadows Griselda"words to the sergeant

when later her child is ¥ern away:

And thus she seyde in hire benigne voys,
nFareweel my child} T shal thee nevere seg. :
- But sith I thee have marked with the croys ¢
Cf thilke Fader--blessed moote he be!l-- S
That for us .deyde upon a. croys of trec ‘
Thy soule, litel child, I hym bitake, ' s
For +hls nyght shzaltow dyen for my sake.,"
(E, 5544- 560)

The rar. .tive which develops Walter and Griselda ds separate, -~ .
contrasting images of inconstancy and steadfastness also serves to
. oy

bring them together. The plot is set in motion when the people of

saluces ask Walter to marryend continue the ruling line of the



-

: : ‘ ‘ 92
county; without an heir, all is uncertainty in”the iand, ‘they remind
valter that he is a mortal man bound to die:A:x;duy and beg him to
.prévent the civil war tat would ré;ult from‘a breax iﬁxfho foyal
lineage. In essence, thcir request is for s£oadfastnebs in the’
governance of thc county. 4 ' \\

InconubarL himself, Walter otlll demands dbsolute cons tancy .

-

and adherence to his will from other “Wdie.. beings, While agrcelng

" tQ his SUbJOth' requout that he w1 and-prod.ze an helr, he makes

»

tbnm swear to worshlp hlg wife, wh- >ver she .y be, and to rest
contg?t with his ch01ce of mate no matter whau ogcurs. The ﬁeop}e

of Saluces swear the oath of total obediénce to walter's nchoys, "

and in doing so engage in an action allcgorlcally prophetlc of Grl-
selda's weddrng oath; the méaning of Griselda's promlse to surrender

~

al} her yill to'the W?rquis jﬁ}kuoadenéd by itg foreshadowing ip
the feudil obedience of the populace, ' | - \\ o
Walter'notices Griselda one da§ while he is hunting aﬁd;
JCommendynge in his‘hertc hir wom;anheAe,; determines £6 make her .
his bride.. Pfépariﬂg.nuptial garmen?s and jewels for her in secret,
he waits ‘until the appointed weddihg day then deséends upon her
cottage W}ub hi% puzzled retlnue. Grlselda's father hears Walter
ask to mar%y his daughter and promise to keep her "u§fo hlr }yves
ende." But vhile ostensibly -asking perm1031on of the A&d man,
Valter reminds Janicula ¢f his feudal bondage--"Thou lovest me, I.
woot it wéllcerteyn,/'And art my feithful lige man ybcre.;..” (Q,

309~ 315) Janlcula must assent; he is governed ly"Walter's whlms

as much as Walter is, and his words echo the serv1le oath sworn

\

éarlier by the populace:



/

.. ."Lord," quod he, "y willynge
1s as ye wole, ne ayeynet yourc likynge
1 wol no thyng, ye be my lord SO dcercs; .
Right as yow 1ust,‘governeth'ﬁhis mateere."
‘ (1, ’3]9‘32?).

Walter also makes a pretence of acking permission from Criselda, ¥ut

Y .
,'she is bound in obediencé to both him and her fatker, and so has less

free choice in the matter than Janicula. Valter's wedding proposal

[y

"ascsumes her consent:

nerisilde," he seyde, "yc shal wel understonde
1t liketh to youre fadér and to me
That I yow wedde, and eck it may so stonde,
And I suppose, ye wol that it so be."

(B, 34hk-347)
e demd%ds, Qhen;she coﬁsents tolbe his bride, that she swear néver
to oppose in deed(or tﬁougﬁt anytding he s@ould happen to desire.
'Griselda,.blessed'by Goa, is now blessed for‘a'time by Forti 2.
walter orde;é that\she be stripped of her rags,énﬁ nthis mayde bright
of hewe/ Eio féot‘to heed they clothed han al newe." The-populace,
iufluencedjby her ''richesse" aﬁd nobility of bearing in thebpalace,
do not recognize her for the same peasaﬁtlgirl who lived in Janicula's
‘ . .

cottaée and believe her to be changed.v But Criselda,"although her
clothes are new, 1s not_chanéed inwardly by the- shifts in Fortune:
nevere virtuous was’sﬁg." |

At %his poiﬁt, one recalls more wordé.from ét.'ﬁames of’rele-
vance to the Clerk's allegorical.plan: "Do not be deceivéd, my
beloved-bfethren. Every good endowment and every pérfeqf gift is
from above, coming doﬁn from the Fathersof lights with whomrthere is
no variation or shadow due to change.‘(James l;.lé-l?.)' The narra-

-

tive design of the tale contrasts two kxinds ‘of gifts: the gifts of

. .



pblfcct1on (an virtues) which GrLsclda possesses in h01 heart by
the grace of Godj; and the glfto of Fortune (eapthl{yweal th and power)

which have been given to Walter. The acilon of God @nd the action

of Portune’ale further Juxiapooed in thelr effect on the flgure of
: Griselda for “whom the virtues show "no variation. or shadow" while
good fortunc arrivés wnd deparis with treacherous sudderncss. Ohe
of the‘allegorical ﬁoints of the t&le rests in Griselda's act of
'r"ecognizin‘r ecach glft for what it 1s and attachlng her soul not to

her new- found riches but to\her moral humility. Yet Grlselda 1s more

camplex again when emphasis is put on her actlons and her relatlon—

- -

sﬁips‘with other images in the tale, Although=she appears to be a

>simp1e emblem of bsnstancy in her possession of* perfect virtué:Aéhe
does morevthan staﬁdufor patience or steadfastness; she makes pOSSdble
a play of emblém against narrative design whén she pa¥mies walfe;.’"
Iébnographically, Valter and Griselda'"are"linconstancy and stead- i
fastness--two absolutely opposed cqpcepts. Yet theAnarratiﬁetacti9n

of the: story brlngs them into a unity just as complete as their

3
. . -

erblematic opposition: & , A L _

...of hem two _
Ther nas but o wyl; for, as Valter leste,
The same lust was hire plesance also.

(E, 715-717), = .
| , E
Tg;fi§?,an\analogue.for ?his schizophrenic allegérical‘structure,.
one e;n recall ?rudéhtiﬁs who t:eated‘a unified thing——the\action
of conscience in a man--as a proceéé of interaction among opposing

forces--a battle of vices and v1rtues. The allegorical significance

of the marriage of walter and Griselda 1s 1ndlcated inits effect on .

9k
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-

the people of Saluces. When the "o wyl'" of the couple moves virtuoﬁsly

and peaccfully, the county is.at peace:

Nat ‘oonly this Grigildis thurgh hir wit
Koude al the feet of wyfly hoomlinesse, S
But eek, whan that the cas required it, '
The commune profit koude she redresse.
’ Ther nas discord, rancour; ne hevynesse
’ In al that lanmd, that she ne koude apese,
And wicely bryrge hem alle in reste and ese.

(E, 428- 434)

~

‘sept was, as men wende,/"

"

grace in the i:z}: "..;she from heven

Peple to save d every wrong  t'amend

0 Saluces‘through the influence

PN

But¢ na sooner has grace come
of Griselda, than VWalter with his fafllible Rhiman will succumbs to
gemptation. . After tbe birth of Gri elda's .first daughter, he "in
‘ﬁﬁ\$~ﬁis berte 1onge}h'so/ To tempte h.R wyf" away from her vow/of
t'he puts on a false face of

-absolute submiss%on to hié’will»

. . X N v
_ sternness, he lies to Griselda: éhe people, he'says, do not wish

’ N

to be ruled over bg;the child Qf a peasant woman, Fsten51bly to
P .

the .county, he takes the daughte{ away to what

i

" maintain peace in

Griselda belleves is death. _The Marquls expects ch@nge in' her

.

-

behaviour toward hlm, but there‘is none: "But-natbeless she

neither weep ne syked, / Conformynge hire to that the ma2rkys lyked."
~\

(E, 545- 546) In obedience to her oath, she unltes her will with his

will so capableﬁbf unpredictably blesslng and persecutlng. .Gr136296%//~

an image of obedlence, is bound by her very obedience to an

image of Forture through an allegorlcal 1rory, the same irony whlch
\
makes her obedlence 1nto a form of rebelllon~ walter, wgth hlS .sins

of falsehood and parental 1rrespon51b111ty, comes face to ‘face W1th

v

)
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/[-/ﬁ he sends her off: - : R . o *ﬁ

\

Griselda and her ulnlouo ness. In rejecting the terptation he has

~ offered her, GrluGId& standu before him as Patience stood before the

'
VlceS of Prudentlus——perfoctly virtuous, absolutely obedlent. Thus,

the tale of the Clerk becomes through narrative action even more
allegorlcally suggestlve of a psychomachla.
Six years pass, Gr1selda~has a second Chlld, and the pattern is
reﬁeatedx. . ’ . .
.Whan 1t was two yeer old, and fro the brest
Departéd of his norice, on a day -
This markys caughte yet another lest

To tempte his “wyf yet ofter, ifvhe may. . )
0] ynedeless was she tempted in assayl!

(g, 617-621)
The boy is taken as his sister Was s and the people who once swore
the same oath of absolute obedience as Grlselda, begin to IUTTY
against their Marquis. But Grlselda remains steadfast to her vow;

gee

the defection of the populace is a reverse-lmage of Grlselda's

consTRpr.

wWalter's finai temptation of Griselda is another allegorical |
;eversing-mirror~ he shows himself as incdnstant.in his mantiage
vow—-to keep her untll her 11Qe's end--as she has been constant to
hers. Obtalnlng falslfled papal dispensation, . he sends Griselda
back to her father's cottage poorer than when she 1eft and. announces
his intention to wed a young glrl of more noble blood. Strlpplng _

her of tha»r;ch clothes he gave her on her weddlng day, he allows

her only a shift to cover her body, and plously 1ectures her as

o
vy

o

-a\'

fes
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"o man may- alwey han progpe itee
With evene herte [ redo'yow/t'cndure
The strook of Lortane or of aventure."

(B, 8107812)

’

JQlot even'this masked hypocrisy--the uneven heart admonishing the true
one--can draw Griselda -to anger; Her response is the response of

another allegorical image of patience and steadfastness, the Biblical
/ : -, . )
Y 3

Job, when he was tested by Cod:

"Haked out of my fadres hous," quod she, B
1] cam, and naked moot I turne agayn. . , ’
Al youre plesance wol I folwen fayn,..."

(E,m B?l~873)

!
1

The people follow after her, weeping and cursing Fortune; Criselda,

in contrast,[speaks no-word against Walter or her lot, content to
[ '

%ﬁ%e asain with her father in unchanged ility. When the new bride
: : ; ,

Asrrives, tne people, "ay undiscreet aha chaungynge as a fase," Jubi-
lantly welcome her :sd praise Walter's Judgemsst; Criselda,
steadfast as ever, only prays ‘for God's blegssing on Walter and the
girl, and asks the lMarquis to be/truer to his new wife tnan ‘he has
been toﬁtheloldf Then Walter. plays the ;ole of Foftune once more.
Having raised Griselda to worldly heights and thrown her down, he
raises hef again by an;ouncing that the bride and héf brother are
in fact Griselda's long-lost children. He énds his testing of her
and takes'her back as his wife, and once ggain she is stripﬁed of
rude array, " clothed "al newel" The changing of outward éppearance,.
an act w1th allegorlcal implications throughout the tale, is here'
brought.tooé conclusion. Griselda's outer bearlng has changed with
the rise and fall of Fortune, her clothing an image of worldly

- -
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matability., Waltery too, has changed his outer appearance iy ' .mec,
. . 4 .
often wearing a nask of sterhness-when he felt pity iy his heart,

or putting on the array of a bridegroom when he had ne intention ~(

of‘beihg‘onc. The—ﬁale'ends with Grigelda  finally "honourcd as hire » N

oghte" and Walter at last leaving his maisks and deceptions behind

3

to speak the truth. about himself and Griselda. Ile has "pul on the

-

. . - .
lew Man" of grace mentioned in’ St. Paul, brought to steadfastness

himself by the power of virtue acting through his wife. The tale's

‘conclugion in enduring marital bliss becomes, allegorically, the

: \ . . .
. . .
outcome in salvation of a psychomachia between constancy and. change

which has been moving behind the actions of images throughout the

stoxry. .

The Clerk, aware that his tale may appear to be offering

(riselda on a mordl level as a model of wifely cbedience, emphasizes

that this is not his allcgorical sentence:
e

This storie is seyd, nat for that wyves sholde
Folwen Grisilde as in humylitee,
For it were inportable, though they wolde;
But for that every wight, in his degree, .
Sholde be constant in aaveroltee

- As was Grisildej...
(E, 1142 1146) : , e

As é? ana%{sis of the *tale's image—ébtion.has indicated, the simple

'allegoricaf\connections of Griselda to steadfastneés and Walier )
t¢ inconstancy are maintained thr&ﬁghout the narrétive éevelopment.
iiﬁtredge urges readers to accept the tale es a "plain énd straight-

forward piece of edification™.in which a moral lesson is developed

to a great length:



! - .
AN b '

[t igy Lheny ablurd to_ccnsure a fourteenth-

centiry Clerk for telling (or Chgucer for making

hin tell) a story which exeqplifibd in tnis hyper-
bolical wiy the virtue of forti?ﬁdc under aftliction.’
Yhether Griseld: could have put an end to her woes, or
oucht to have proo anfend 10 then, by refusing to |
obeyv her husband's commands is parum ad rem. We

are to look at her trials as inevitable, and to pity
her accordingly, and wonder at her endurance, If

we refuse to accept the tale in this spirdit,...we
miss the pathos becauce we are‘avidly intent on
diccussing an cifiical question that has no status in
this particular court, however per %neht it may

be in the general forum of morals.

¥

Yet, even ignoring deeper ethical questions, one must-acknowledge '

Fhe imperfect qpigfty of this tale as ar?. The probléps with it

arise ‘iot from t rather simple allegory, but from Chaucer's attempts
it partially humanizing Griselda and Valter. Grisefda, in Cnaucer's
version, shows-more motherliness than in earlier versions;'she \
begs the sergeant who takes away héﬁ childrén at least to pfovide
thei; bodies with deccnt burial, she holds her children to her breast

 _before giving tﬁem up, anﬂf%he'éwoons with jof when they ére returned
to ner.i% while she .is a relatively quiet figure in the source
stories, Chaucer gives her 1ifé through difect diéégarse, so that
at momentsysuch as her departure from the palace she seems a deeply
realized characfé%. Walteé, too,'ié nade more'vivid when Chaucer

tells his inner thoughts.and shows him hiding his pity beneath

a false sternnésse.

In this tale, the realization of allegorical' images as charac-

y 2

ters works against rather (#han in favour of a more satisfying aesthe-
tic effect, The story as origiﬁally structured was designed only
to carry a simple allegorical pattern to conclusionin a moralj

Chaucer tries to make it a better story but is hindered by the

g
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oricingl structure which did not aspire to the sophislication of
vividly human, coherent characters as images. . The images in the
‘sources were only figpures--images more of concep§'tnan character,

wnmotivated in themselves.® The old story made little'pretence of
.

VﬁrlulmllLLudC, letting the Justlfagatlon for narrat&ve action come

1,' .

from the al 1cgorLca1 sense r’mthm than fromj e llteml process . 4

of the narrative 1tueli——thc 1ﬁ£cpplay9>- ’ﬂ ges. Chaucer, in-

touch1ng up the 1maves to m@ke them;pntﬁ more ﬁim tally moving

_L(‘ w_\‘ . w\ 7\ \\P;:{i
01eat10ns, has made them moxe persondiike@\but less cohcrent more
R LN ‘
than shillow allegor tlons of a theme, ut still less than under-

l

standubly motivated human beings._ It becomes apparent that, even
for Chaucer,n}ife-likeness éaﬁnot be impcsed on images in an ;llegory,
any mofé than a syétem of méaningé can be so impoééd, without‘hafming
the artistic unity of tp; piece of 1itergture. To be successful, |
gllegorical design and alleg&fical imagery must originate and grow

#

together iﬂ a single act of poetic creation.

&l
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The Witfe of Path's Prdlosuecand Tale

The Wife of Bath is both belovbd.and maligned‘by critics
of' Chaucer. !any have interpreted her as‘an example of perfid}ous’/
woranhood, citing as proof all the "typicﬁlly'feminine" faults she
displays in her autobiographical pfologue. .queft M. Jordan describes

bosoself-proclaimed enjoyment of the marital bed as "the kind of N R
y .
tcandid self-revelation which so erdears the Wife to us, but at the

 same time it is the germ of her womunish disease (as St. Jerome would
£ . / . ) ’
" diagnose it), the disease of concupiscence."' He believes her to be

"every bit as abahdoned to carnality as St. Jerome might have expec-

ted,"15 ‘and reads her speech as "cumilative darmation of the lady by

A

her own tongue.”l6 Howard Patch admires the Wife but éttribgtes
] basic flaws to her: "She has the pr%nt of‘Saint Venus's seal wiﬁhogt
the beauty of the goddess; she is‘the‘éternal.feminine but not that
“which leads upward to the ceIEstial., In Gther wor@s, she is cheer |
energy without any of the more poetic or spiritﬁal qualities' ¥hich _ - ‘

might attenuate i%a"17 When-G. L. Kittrédge reads the Prologue and
" Tale, he sees:

O

...the lust of %he flesh and the pride of life in

the person of a woman who flouted chastity and ‘exulted
that she had 'had her world as in her time.!' ior

was this all. The woman was an heresiarch, or at ;
best a schismatic., She set up, and aimed to establish,
© new and dangerous.sect, whose p{énciple was that

~he w-7e should rule the huébin@. .

D. Ww. Rdbertson judges her to be "firmly among the evil who are -

a

in the Church but not of it," and reads hgr iconographically: "She -

does her best to subvert the traditional hierarchy of husband over

- ~ \ . ;
3



wife as it reflects the hierarchy of Chyist over the Church and

parallels the hierarchy of the spirit over the flesh, or the -

"~ 'newness ol the splrlt' over the toldness of the lettor. 20

These views g} the Wife of Bath‘ consistent to a degree with

s

each other, are .inconsistent with the spirit of the Wlfe's Tale;
Dame Alison, il spite of the earth-bound mentality ascribed to her

by critice on the strength of her Prologue, manages to recite a
' : ‘ v

well-composed yomance containing much spiritual wisdom: -its section -
on the nature of true nobility is unsurpassed in high moral sentence

and beatitude of expression by anythlng from "holler" pilgrims during

-

the entire Canterbuxry excursion. In the face of apparently co—exls~_-

a

tent sinful and saintly themes in the wife's Prologue and_Tale, a

3 v

reassessment of the nature of Alison 1s in order. And a reassessment

must start at the beglnnlng-—ln the narratlve of the Prologue.

.

al drift; the Wife proves to be one of the most interrupted speakers

" in The Canterbury Tales, w1th no ‘fewer than four. characters intruding

1nto her preamble to offer thelr comments on it, unually in a sllghtly

\

disparaglng waye. The glve and take among the pilgrims not only

contributes an authentlcatlng naturallsm to the Wife as/a//a’ractef?«
7/ : -

-

it also emphasizes, perhaps more than fn-any other contribution:
except that of the Pardoner, the presence of an audience to whlch
the speaker is playlng.. Thg wife's words’ are loeated not 1n zgggug~
but within Harry Bailly's gggg-df story-telling, a game whose main
ppurpose is to entertain the pllgrlms on their way. Bailly, in the

'““General Prologue, asked tne company for "tales of best sentence and
L

moost solaas," (4, 798) and the Wife wittily attempts to satisfy

The Prologue is distinctive for its colloquial, conversation-
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both-requirencents: beneath what she says "in pleye" is an allegorical
I . ' . ' T \‘4:

design indicating a more serious sentence than is found in the jovial,

literal sequence of her contriﬂhtion;

.
One aspect of the Ulfe's co“trlbutlon is its Jocularlty.

~

She opens'with an allusion to a subject of arcane,, abstract

’

\'philosophyh—the debated relative merits of experience and.authority-—'-
then proceeds to brlng the abstract dOhl to the level of her

actual experlence (a neat allegorlcal irony she effeots many,tlmes

3

in her Prologue): - ,

"Fxperlence, though noon auctorltee
Were in this world,; is right ynogh for me A
To speke of wo that is in mariages;. . S

\\‘ Thonked be God that is éterne op lyve,

Voo Housbondes at chirche gore I have ‘had fyve,—-
: (D, 1 6) .

\

-

”he experlence—authorlty debate is her keynote, but hav1ng proclalmed

: :the groundang of her views 1n experlenoe, she flrst rattles out a ¢

» : 1

humorous defénce of marriage based on authorlty;. She incIudes some‘of

S : . . ol S
the very texts used .to praise ‘virginity, texts_whlph she‘twlsts

cleverly"to support her dialectical.position in favour of'mafriage's‘

dutles and dellghts. Allson's allegorlcal transp051ng of authoxlty

‘and experience oontlnée as her Prologue develops. She osten31bly

\ w 4

describes from experlence her life w1th her,husbands, but once. more

“

authorlty hides under the experlentlal voice: peeches to the’’

.

aged husbands are amalgamated and 1n some cases dlrectly transplanted

from remarks of the Duenna, Jalousre and Nauure in the Roman de la

.

Rose; her love of fine clothlng, her g0331p1ng, her wanderlng and her B

[N

proverblal statements are often dramatlzed borrow1ngs from, St.

<

103
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Jcrome, Walter Map and other anti-feminist writqis well-known to

the Mlddle Ages. Chaucer!s art is in hlS ability to make duthorltatlve

o r

matevlal appcar to be the pro uct of the Wife's 1nd101dual experience.

’

As John L. Lowes notes:\bhaucer strikes the deLicate bélanceT>

A ' - . :
between the character, in the technical, Theophrastian
sense o the word, and the individual--a balance which
preserves at once the typical qualitiea of the one and
" the human 1dlosyncra01es of.xhe other., #

o
IS
’ . -

”The Wwife of Bath is an example of an i}legorical:figgra bothvtypiggl
and individual. She harks back to tHe traditional allegdriqalhper;
sonification in-the way she macts out" the concept of Woman as some

. men of .the Mlddle Ages wrote of her, in other words, she derives her
‘ w0 . “ .
nature from the authorlty, the-allegorically implieg concept, behind 4

" her image. Yet the Wife is also’pre—epinently herself, vivid and

lively and brilliant in red hdse, an individual if ever one existed

”
~

in literature; and it is her detailed, realistic récitation of her
"experience,' ironically authority—born though it is, which gives -
rthis 1iterary"image a life of>her owrl. To this aéComplishment,“Chaucer
._ addé a further §Op£istication: he has his image pointjtp the alle-
gorical dualism of her‘pwq nature. Alison, though constantly
treziing t..2 au@horify—experience épnstruct as a tensién, an
:opbc;itioﬁ, manifests it as a creative fusion in her véry way qf
moving ~nck and forth between the tworconcepts;" The wife is a.mo?e
self-aware figure than critics credit hér with being. Once she is
read as the active creator in her sélf;?ortraitvrathe? than an
image ignorantly spouting revealing, self—damning 6pinioﬁs, an

aesthetic (and éllegorical) harmony, an artistic unity, emerges

104
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from the Prologue—Tule.unit.

Granting the imagé\of Alison some self—coﬁsoiousness, one
finds her 1e g problematic. Such aareading lets the Wife dwell
bapplly on the uubgect og the conjugal debt and its "s ely instruments,"
w1tbout her apparent absorptlon in the physical side of marriage
convieting her of "the disease of concupiscence.'" Her outlagcs\E
sta{omqnts are too outrageous to b; taken seriously, especially in
light‘of the sensitivity and morality in her taie. Critics Qho
fdll iﬁtq morai-indignation over.thé Wife's perfo;mance forget it is,
literally, ékperforﬁahce rather than a confession, an% as such
is intended not to offend?butAto amuse, It is self—caricature‘rather
than‘self—charaéterization. In this. vein, the Wife's_"lechery"
becomes much less culpable. One notes that although she hoasts ‘
of her "quoniap"'and wishes she could be»"refreséhedﬁ half S0 many
times as King Solomon was with all h?s.wives, she alsq takes care .
later in her Prologue to say\she is not a fornicator; although
she made her fourth husband jealéus by her public flirtations,
she was never physically untrue to him. Furthermore, although
her famous horoscope mdkes her Venus! servant so thau she "koude
not withdrawe/ (Her) Chambre of Venus from a good felawe," (D, 617 618)
she relates. this Venerian confession to ﬂér wedding with the clerk,
Jankyn, rather'than to out-of-wedlock adventurés, -Unlike'fhe

[

Semaritan woman, she had all her husbands "at chirche .dpre." Tt

, becomes clear that her self-proclaimed lustiness has been des-

cribgd rather hyperbolically for the sake of entertainihg the

company, The Wife herself pdints this out:



nBut that 1 praye to al this compaignye,
Tf that 1 upeke after my fantasye,
As taketh not agrief of that I seye;

I'or myn entcnfe is nat but for to pleye."
(Dr 189- 192)

£y

The Wife's éonfr: ctory self—portrait seemé to shift ground with
the whim of:her Qit, indicating that she is amplifying the tyrannical
agpects of ﬁer wifehood more in game'thaﬁ earnest.

similarly, the cr;%ﬁcs who see the Wife as an arch-shrew
crédely manipulating what 1¥%t1e she knows of Scripture to justify
wedded lechery seem to take hér parodies of "arguments from authority"
more seriously than the - pilgrims hear th%? or the Wife intends
thep. For parodies ﬁhey are: the Wife takes commonplace exampl?s
and citations that could be found in any pulpit-word on marxriage,
and skilfully '1ntroduces them into a "sermon" the likes of whlch
would never be heard in church. Her humour is appreciated by that
noble eccle51astlc, the Pardoner, who enters into the splrlt of her

e

game when he 1nterrupts her in the middle of one of her nlﬂh—flown
dlstortlons of- Scripture; she has 1ncorrectly cited the Gospel of'
Mark in her recitation of the miracle of the barlej—loaves and
fishes, and the Pardonér cléqerly names the correct efangelist
(the‘only one who specifieé barley bread ) in an oath: "Now; dame, "
. quod he, "by God and by seint Johnl/ Ye been a noble prechopr in
this cés." (D, 164-165) .Then, like the Wife, he talks about himself
for the sake of a Joke pateﬁtly unfit to marry by nature and by
calling, he clalms he was about to wed but has changed his mlnd v

1
'

on hearing the wife's description of women's rights to tyrannlze

. their husbands' bodies.
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Yot the Wife's deliberate abuse of Scripture rests in something
more complex. than her humoor,.and not at all in any moral ignorance.
of which she is sometimes sccused. Her one slip in citing Mark&fof

the barley-loaves proves on examination to be an understandable and
| ‘ G

slight error, indicative more of her Biblical learning than of ignor-
ance. While all four Evangelists have some version of the loaves-and-
1lshes miracle, her two prior major 7‘eferences—--’co a man leaving

parents for a wife, and to Chrlst's call of the rich man ¢o perfeotlon--

occur together in Mark. 10 only and in no other gospel. The wife, N

- \
therefore, is not quoting bits of text at random; that she héd Mark

N\
\

on her mind proves she knew the sources for her quotation, She "makes .

' \

v \ \
no slips with St. Paul, quoting extensively from 1 Corinthians. 7.

\

especially the following verses:
‘ ? e

The husband should give to his wife her conJugal
rights, and likewise the wife to her husband. For
the wife does not rule over her own body, but the
usband does; likewise t¥e husband does not. rule
over his own body, but the wife does. ) N
To the unmarried and the widows I say that it is
well for them to remain sirgle as;I do. But if they
cannot exercise self-control, they should marry. For
it 1s better to marry than to be aflame with passion.

(1 cor. 7. 3-9)

4.

Many crltlcs point out how deliberately the Wife omits Paults wor%?

“on wifely submission, while including his preachlng on a husband's

. Q A}

duties, in order to support her argument for woman's mastery 1n
marriage. . The Wife's‘omlssioﬁs cannot.be denied, but are‘the&
necessarily sinful and hereeiarchioal in intent? It is useful to
recall that the Pauline text, a part*cularly popular one for preachers,

‘would have been familiar to-Her listerners only in its totallty The

Wwife knows as well-as\epyone that her "arguménts" will evoke the
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iull text wwth its whole meaning much sooner than uhej'Wlll convince

.

.any of hev listencrs of scriptural sanctification for Wen-pecking.

The pilgrims would have recognized immediately, steeped as the dge was

D~ ., ! N
in textual exegesis, the Wifals conscigusly slanted preserttation of
- S . ’ i - . - ' a - )
the "authorized" version of structure in marriage. Robertson.and

others see her omissions as schismatic. and heretical, an allegofical’
) RN X : . i “A ‘
_reflection of the inversion of proper goVernment in a soul overthrown

A o

.22
by sin. It is p0851b1e, however, to attrlbute more con501ouuness
4

of inten%ion to the Wife's use of Scripture and see her as hldlng

some sentence behind it. She could hardly be unaware that her

partial citation will necessarily elicit in her audience a remembrance

of the full text; but for the sake of /her self-caricature, she pretends
. <
to be ignorant of Paul's moralitas, so that the mutual marital love he.

speaks of effectively counterpoints, without overtly intruding on,

»

her humourous acting-out of the anti-feminists' worst fears about
: 4

“womanhood. ~ In other words, Chaucer lets the wife make herself intg

an allegorlcal flgure she dellberately presentQ herself as the

g

embodlment of characterletlcs tradltlonélly associated with the type

Of the medieval shrew. At the same time, the exaggeratlng in her
self—porfpait hidesva more earnest purpose than her one-sided sophistxy t
about woman's mastery; while seeming to—eall for mastery, her

1earned aliusions are allegdfically working against her sehse,

implying a different meaning. The wife}s nilitant single—mindednéss
on'the question off which merriage partner should be dominant must

. ~
be read in its indicated Juxtap051t10n to the complete text of

\

St.. Paul where, in contrast to her literal argument for female domlnlon,

the argument of the spirit is seen tp be dominance by neither party,
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but rather mutual governance. . Man and wife, says‘Paul, should surrender

<

~.

dominion to cach other. . ‘ o : ) o
L v 7 3
, The presence.of Paul's message--mutual governance through ~
love--seems to stand small chance of fecpgnitionrfrom the wifé. But .'.5-
, . . ‘ S .

it is, there in her talk, hidden under her "game,". It surfaces-in

~her description of hér fifth marriage; she entéred this ﬁnion, she

t

-

says, only for love of Jankyn tie -Clerk and ndtrfor Tove of riches.f

-The'story of,théir elationsh;p unites all the allegérical dimensions
of the Frologue withinione dramatic piece of narrative action: -Jahkyn

.

‘delights-in needling his "experienced" wife with barbs from his

| "aﬁthprity"‘by reading aldudﬁfo her the anti-feminisf'desérfpﬁfégé-
of shrewishness.kdeécripﬁi;;é yhich Alison comibaliy embodied‘in’hér'*
‘anecdotes of ear%zeg marriages), - But once she has'marfiéa.for»iové,
she rejects any kinship Qith'the HWikked wi#es{"“findiné them so S -

hateful that in a fit of anger she rips three leaves'from the book

‘and strikes r hﬁsband]on'the‘cﬁeekf He in ﬁurﬂ.knocks her to "«
the floor. heg,’seizéd Qith repenfancé; he'prp;ises to let hef> ' —
do as she wishes with hérsgif and the egﬁate,iaﬁd burnthhé.anti; |
feminist bdok. - Here theré_is no theofzfical quthbrity exemplifiéd; ¥
the bat%le over the boék produces'the one piééé Qf_ﬁisdom that the
Wife derives solely from expgrieﬁce: ;But_éfte'iéste, with muchel .
care and ﬁo,/ welfille acorded by-us,sélven two." (D, 811-812)

- From the rough-and-tumble realisﬁ of the Prblogue's conclusion -

| emerges‘the peace of Si. Paul's mutuality——"us.selven two." And o

[

the Wife uses the "maisterye" she obtains in the contest of the sexes

only as.a tool to create a better.marriage: .
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[N 3

"After that day we hadden nefer'deﬁaati'
. God helpe me 5o, I was to hym as kyude

As any wyl from Denmark unto Ynde, .Y . \
And also trewe, and so -was he to ‘me.Vy
(D, 822-825)

Charles Muscatine comments on theﬁéllegoiicai chords of the Prologue's

28

‘narrative conclu ion:

7

{

In the context of the Proldgge'ﬁ doctrinal material,
we behold not only a mavnlflcently natural creature

" in domestic 5quabb1e, she is also the embodiment of
experience ripping out the pages of the book of autho-
rity, and of militant feminism fetchlng traditional
masculine domination a healthy blow on 'the cheek,
The symbolism of her position could not have been
made secure without the naturalistic gtyle whereby
Chaucer creates and then protects it.%3 |

Aiison's mastery gives her the wisdom to forego using it'for
aomination——a qonclusion’taught her py experience aﬁd not by éuthoriﬁx;
Ironically,uin telling hér P;ologué,‘what she has learned froa '

- experience is set down as authorify. Alison, the image Qf experience,
is also the image of the other sidé of the debate. Beaten for a
book, she becoﬁes one. ' S,

The Wife!é Tale at first appeérs ﬁo be a fairy story completely
‘removed from the 4autobiographica1 Prologue, or relateé_to‘it only
as an exercise'in wish-fulfilment by therLupposedly love-starved and
aging Wife. Given an allegorical reading, however, it.emerges not
50 mucﬁ aé a working out of the:.Wife's character‘as a fhetoricél
and allegoric;l ékpansion of-the matter introduced at the Prolégue's
concl.~ ~m: the issue df free will and governance’in'ﬁafriagé.

2 the narrative action: a Knight found guil%y of raping

TO sum..

. a maiden- .mposing his will on an unwilling woman--is sentenced to



die but is saved by the intercession of Gueen® Guinovere. ‘he Kiné
"yaf hym to the queene, al ot hirv wille/ To chese wlicither she
wolde hym save-or'spi}le," (D, 897-898) 'The Queen‘gives him a -~
year in which to discover what thing women most desire, and the
Knight wanders frqitlessly through the land unable to learh the answer,
On the last day of his allotted year, he meets an ugly 0ld woman
vho  first makes him promise éo grant her a wish, then tells him the '
secret——women:&dst,desire mastery over their husbands end their lovers.,
This reply wins the Knight hig life iﬂ‘%he Queents court, but it
loses him hie freedom, for the old woman aeménds,that he marry her.
Cnce abed, when he eomplains he will not %oye her becaude she is
old, ugly, poor and low-born, the old dame speaks to him of the
nature of true nobility; which comes ffom Jesus Christ, and proﬁes
that whet he sees as faults in her are feally, in'aﬁ allegorical
'sense~of extension; wifely virtues. Then she offers him a choice:
to.have her ugly and faithful, ef heautiful and untrue. In a
| oo

quandary, the Knight humbly asks the dame to do as she wills. He
is rewarded by fhe dame's magical transformation of herself into
both a beautiful and.trﬁe young Qoman. |

TAlthough thelnarfative seems but ola romance, the Tale has \

v

allegorical echoes of the Prologue in its action. Some of the

faults of women cited in the Prologue--love of rich clothes, Love
of flattery, love of wandering about--reappear in the Tale as
answers to what women most desire; but theee things are rejected

as shallow attributes not touching woman's deepest wish at all.

Apother relationship occurs in the interplay of authority and experience

once more. The truth of authority--the 0ld Woman's wordQ-is'not
: , .
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cnougﬂ for.phe Knight; he muet be taught his lesson through experience,
as. Qell. Like. Jankyn, hé learns throughrmarriage fhat wolian must

bea given freedom to do as she pleases, must be released from'theb
power of man's over-ridirlg will, before she is free to love truly

and without constragint, The dilemma placed before the .Knight is

: an o}d débate Fooched on by the Wife in her Prologue: whetker it

is better to have an unlovely bot true wife, or a beautifui wife
assailed on every side by suitors to whom she will eventuall& give in.

' The debate is a classic anti~feminist constroct demonstrating that

. woman in essence is nothing but pain for man. Here, in the Wife's

-

Tale, the one-iime oppressor of women is asked to choose between

two sides of a question that images in its bvasic assumptions the

.

_whole anti-feminist position. The Knight retreats before the cormn-
) T .

arum, and leaves a decision relating to the hag's soul as well as
. | —

-

to his happiness finally up to the will of the woman. 1In doing
S0y he reflects Jankym 's action with the Wife. Like Jankym, the
Knl sht finds marital bllb% his reuard the hag and the wife reflect

each other in thelr use of. "ma;sterye"

N

And she obeyed hym in everythyng
That myghte doon hym plesance or likyng.
And thus tney lyve unto hir lyves ende

In parfit Joye;...
' (D, 125571258).

The Tale thus‘shoos itself to be moro.thaq.an outgrowth of the

Wife's cﬁaraoter; it is a'working'oot'iﬁ oarrative of both the'literal,

:"woman;power" pogition tle Wlfevappears to espouse in her Prologue

.and. the allégorlcally 1mp11ed Pauline p051t10n of mutual governance in

a

marital love.‘ ‘The Prologue and Tale bocome allegorles of each



| ' . .
other through their shared.marrative actions. In an allegorical
’ N .

reading, authority and experiéence are also illuminated as more than

more than themes in the Prologue and Tzle. They

allusions and even as
. )

become structural principlesy the concepts which inform and activate

v

the being of the Wife and her doing within the narrative.

113
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The lardoner's TIrologus and Tale

The Yardoner is one of Chaucer's most complex and original

Admages. lle may owe a filial debt to False—Seeming of' the Roman de la
Rose, the double-tongued creatﬁre enlisted by the God of Love in

fhe war against the tOWef of‘Chastity, in that False-Seeming provides‘
an analogue and séurce for much of the Pardoner's shameless boasting:
of his own powers of deception. But in the developing tradition _of

allegorical art, the Pardoner is as far ahead of False-Seeming a (3

False-Seemiﬁg is ahead of Pride and Avarice in the Psychomachia./*v'

Jean de Meun took-the concept of déceit, clothed it in monk's robes
“and gave it a voicge in thch t0 describe itself as Jean wished it
described; False-Seeming explaiAs'himself with intellectus® detach-
ment, almost unaware of and uncaring toward his audience. The
Pardoner, on the other hand, bregs about his sins thgafrically,\yith an
eye on his listeners; whére_False—Seeming recites his sins simply
to convéy'the information and characterize himself, the Pardoner
is evéry moment playing to thevgallery, manipulating thé effects
of his speech onthisllisteners. Like the Wife, he uses a gamey
- earnestness in his gelf-portrait.
‘ While many pfithe:other Canterbury tale~tellers are relatively
vague voices with little characterization outéide“df what they receive‘
in the "Gtneral Prologue," the Pardoner stands as a fully-realized
character whose actions as a narrator seem to have an understandable
origin withinAhis nature. He is‘a more developed image thén_other
Chau;érian creatures. Griselda, for insfance, has but a single

source of being in the concept she embodies; because she is a



115
shallower imuge not cfeated with the reach of character necessary to
imply free will, her narrative activity is dependent for"mﬁtion on
more than her own 1itera1 being; that is, she actg, but a reader
must look beyond the image to the allegorical sense to discover the L
wﬂore cause of her actions.‘ The Wife of Bath iz neither so characteriess
an image as Griselda nor so sélf-motivﬁted an® image ag the_Par@oner.

Her actions are born not so much in hér psychokogical make—ﬁp as

in her allegérical comgosition, her inner sﬁspenﬁion bet@eén authority .
and‘experience. Her 1ifé.is in her making "the book" of allegory int?
her individualized cxperience. Her allegorical im;ort is mgée'to the
fore than her_bsyche. The Pardoner, however, is anothé;;Eiﬁd of .
imige, an image Chaucer approached in the Wife But did not wholly
develop. | . '

The Pardoner represents a. radical ihift in‘gliegorical imagery;
with him, mctivation enters‘éﬁd becomes immanent iﬁ the image, and
Chaucer succeeds in bridgingvthe gaﬁ between allegory and Tealism,

So realistic is the Pardoner-that many critics have attémpted to
analyze the ﬁsyéholoéica} impetug‘behind his actions. A deb

has arisen abéut_what the Pardoner is thinkiﬁg when he inwites

Barry Bailly to purchase his Qares at the Tale}s endiﬁg.‘ kittrédgé ’
suggests that the Pardoner, carried away by his own preaching;
momentarily utters a sincere wish for Chriét's pardon on the pilgrims.
ana is then confused by hiS'own‘s;ncerity: "The ;eaction comes
instantl& and is to the exfreme of.reckless jesting."24 é.“G.

| S.ed:gewick imagines that a hush i‘alls;. over the pilgrims at the |

end of fhe sexrmon and the Pardoner, seeing the-power of 'his own

. : 2
preaching, rudely stretches it too far by jibing at the Host. 5
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Iquxg"placgdlgi; true t@le in the frame of his own falsit}, the ’ J//}
'ardoner retumnsuto the ironies he so clearly developed in-his

Prologue, There is one remaining allegorical pattern in nced of
conclugion--the ideﬁtification of the pilgrims With.the ignorant

listeners who usually form the audience for Hié‘preachinv To finish
/

with this irony, the Pardoner first reminds| the pilgrims that they

have not heard a "real"s Sermon, but only a de;;ﬁii:at17£;of a oermon-

"...And lo, SlTEo, thus I preche. :
And Jhesu Crist, that is oure soules leche,
So graunte yow his pardon to receyve,
For that is best: \F wol yow nat deceyve." .
(c, 915~ 918)

These lines, %hich appear to be a discléimér of the Pardoner®s earlier
1 :
implied comparison between ignorant folk and pilgrims, are actually the

ettlng up of the allegorical “trap’ 1n whlch they flnd themselves
.caugh+ hls.OLIerlng of ﬁhe adm1tted1y°spurlous rellcs to'the pll—
grimé as efficaciousJijects worth their mopey. The lineg are fhe
1 Pardéner's "game," his fulfilment of the Host's command to be both
entertaining and moral in.telling a tale. It is not just‘thé
exemplum, not just the sermon—tale, but the whole narratlve self-
revelatlon, beglnnlng Prologue and concludlng sales- éltch which
the Pardd/er offers to the company as a diverting thlng.: ™ hlS

2

spiritual prlde,fhe can thlnk ¢’ nothing so entertalnlng as himself,
.To make clear How all the morality has bee; but game within the,fiame
- of the‘gélgi, the'Eardoner ties up his contribution by handing it~
jokingly to the arbiter of the étory cqmpefition—iHarry Bailly.

116



. « ) | " 11?
(&n Speirs sces a serious sales ati empt "Presum.mC hlo tale- “to have { ¢

awnkcned in thc company the full terrors of desth and damnat;on,

’

) .

the Tardoner loses no time in produclng hls bulls and rellcs and

! offerlng them as a kind of 1nsurance pollcy against acc1dents on the

jomey...-"26 ‘ o . | ) '.: 144

Yet the existence of psychological impetus in thé’Pardoner
does not.preclude an equally important allegorical impétus, n '_ Lo
iconographic associations alone, the Pardoner has been revealed as

a richly allegorical image: A. L., Kellogg has‘noted-how the actions

~

res }tself so that sin itself punishes sin;27 Clarence

or the Pardoner follow St. Augustine's description of how a sinful
soul torzzi

Miller and Roberta Bosse .trace allegorical echoe§ of .the Mass in
-4
the Tale;28 Robert Miller descrlbes the Scrlptnral reflec*lons of .

the Pardoner's phy51cal and splrltual eunuchry. 29 >
Y

Vhat will be attempted here is a reading of the internal alle-

gorical action in Prologue and Tale, according to the indications
(24

of meanlng given by the narrative structures. Such.a readlng daes
not dlsclose the whole meanlng?of the Pardoner, but 'it- does‘gffer

some clarlflcatlon of what happens in the Pardoner's preaching of = -

\

"som moral thyng."
)

It is gbparent from the "Introduction to the Pardoner's Tala" o

that the narrator begins his speech in a-sarcastic tone: ' _ o

But right anon thise gentils gonne to Crye,
"llay, lat hym telle us of no ribaudyel:
Telle us som moral thyng, that we may leere
Som wit, and thanne wol we gladly heere."
"I graunte, ywis," quod he, "but I moot thynke
- Upon som honest thyng while that I drynke."
(¢, 323-328)
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His "moral thyng" origihates in tavern ale, an ironic source for
a»prologue and tale yhich prove to be both moral and immoral at onces
' ,A dcscribtion and imitation of the Pardoner's usual holy sermoning
"in chirches," the Prologue also exposes the unholy area of the

Pardoner's greed. Puzthermore, it is an allegorical antlclpatlon

. W ot
~of the exemplum which also begins in a tavern, a tavern 8epicted as

full’of sin. The allegorical reletionehip between the taverﬁ in

which the tale is told--the tavern "oﬁfsideﬂ the Tale--and the tavern

.
£

of the sermon "inside'" tMe Tale is heightened by the Pardoner's des;

cription of the fictional inn and its habitues:

They daunce and pleyen at dees' bothe day and nyght
And ‘eten also and drynken over hir myght,

Thurgh -which they dogn the devel:sacrifise
Withimme that develes temple, in cursed wise,

By superfluytee abhomynable.

{c, L67- 471)
The Pardoner, by his nerrative action, also turns the tavern of
the piigrims into an aﬁbiguous sort of temple. It bedomes the localeJ
of a Serﬁon; yet in it, the holy words are shown to carry forward
hthe unholy deed’of extortion in the Prologue, while the unholy deed
of the three ridters carrles forward the good word of a call to

,penitence in his Tale. The Prologue becomes a stzxuctural allegory

of the Tale, and the Tale a reflex of the Prologue. ILiterary foims

themselves begin acting like allegorical images in the Pardoner's .
A : :

‘creation, '

The Pardoner has but one theme for his memorized sermon--

Radix malorum -est cqpiditae—-which he introduces at the very outset

‘as medieval preachi;E?rhetoric demanded. But rather than immediately

N
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. begimning the body of his sermon, he has a space of time in which to

3

vend his relics. He tells the company how he is wont to bring out

A

before trusting peasants his "longe cristal stones,/ Ycrgmmed ful

of cloutes and of bones," (C, 347-348) and recite their miraculous

qualities--they cure worms, and other animal diseases, increase
the fertility of cattie herds and rid men of jealousy. This review

vof his sales pitch appears to be a digfession until the Fardoner

o

sﬁddenly relates his practice to his theme:

"By this gaude have I wonne, yeer by yeer,
" An’ hundred mark sith I was pardoner,
For myn entente is nat but for to wynne; ,
f/ﬁnd nothyng for correccioun of synne." . ) .
(C, 389-40k)

-

o

He makes his purposes perfectly clear:
"But shortly myn entente I wol devyse:
I preche of no thyng but for coveityse. _
Thexfore my theme-is yet, and evere way, - ' .
radix-malorum est Cupiditas, '
- Thus kan 1 preche agayn that,samehbice
Which that I use, and that is avarice.
(c, 423-428).
' : : ¢

Thé Pardoner boasts of.being, as it were, an allegory of himself, He
brags of taking money fqu poor widowsvand starving'childrén on behal}V
of their salvation and his avarice.‘ With the money he makes from
urging folk away from sin, he sa&s, he sins hims  .f--living lecherously,
eating and drinking gluttonously anrd enjoying a "joly wenche in every
toun.'" In this narrative Prologue of seif—expoéure, not only does

the Pardoner introduce himself as a thorough pra@tit;oner of the

‘very vices against which he preaches; he also insinuates an allegorieal

likeness of situation between the "lewed people" enthralled by his
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empty preaching, people for whom he has nothing but scorn, and

the M"gentils" of the pilgrimage who, like the ignorant folk, expect

120

a moral matter from the immoral Pardoner; at the close of the Prologué,

he has brought the pilgrims into a situation which identifies them
with the usual éilly victims of the Pardoner: the pilgrims, he says,

are abtout to be prodded by thé very sermon he.uses to sell his relics:

nZut herkneth, lordynges, in conclusioun;
vour likymg is that I shal telle a tale, |
ilow have "I dronke a draughte of corny ale,
Ry God, I hope I shal yow telle a thyng
That shal by reson been at youre likyng.
Tor thoush myself be a ful vicious man,
A moral tale yet I yow telle kan, .
Which I am wont to preoghe for to wymne.
ilow hoold youre pees)  my tale I wol bigynmne,"
(C, bsk-462)
As he promises, the tale prové3~toﬂbe a morally moving thing in
spite of the viéipusness of its narrator. It is also an allegorical
amplification of the vices mentioned by the Fardoner in his Pr.logue.
It opens in a Flanders tavern in which young people‘ga?ﬁle, riot,
fornicate and make gluttons of themselves, a place ripe with sins
for the Pardoner to pluék outkand devélop according to the metheod
of the traditional medieval sermon. Many of the faults against
which he inveighs are shared, significantly, by .the revellers and
the pilgrims.alike-;oath-swearing, indulgence in fine food and
drink, lechery and love of money make one think immediately of the
. Miller, the Host, the Sumoner, the Friar and the Physician, The
" . Pardoner next focuses on three rioters Who, drunk on wine; see
one of their former companions being carried in funeral procession

past the tavern to his grave. Angered at this intimation of their

. own ﬁortality, they form a pact to kill the "privee theef.men'
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. %

clepeth .Deeth." Going out in search of,ﬂDeeth,"\j@ey encounter an

0ld man shrouded in a cloak who says he wishes for the very Death
the rioters" propose to klll weary of llfe, he‘;ants only to dle

and be buried, yet in obedience to God's will he endures his old

age. The old man has been variously interpreted as Deéth of Elde,

a figure of the 01d Law and the 01d Adaﬁ, and, as W. J. B. Oﬁen

reads him, just an old man.30 Read allegorlcally, he has many asso-~
-ciations: he is Death in that he sen&s the rloters to their doom

by pointi%g out the trée‘where-Death lives; he is Old Age personified
in his symbolic 'rglatibnship with Mother EartJ,whom he continually
begs for édmittance, a figure of what would become{bf the young men

if théy succeed in winning everlésting physicalklife from theirﬂ
advefsary;'he is also a human being whose'actionskmake him a reverse-
imége of the rioters, for his humility stands égainst their'pride,
his respect for.Ho}y Writ stands against_their’oaths. Finally, his
welcoming of physical deatk . and spiritualvlife is the reverse of
the-ridters; in action: the rioters_-deéire to slay physical death,
win eternal bodily life and ignore the life of the spirit."The

0ld Man has met spiritﬁal death under the tree and is walking away
from it; he has conquered; the three youthsiwant to meet and welcome
the kind of death the 0ld Man disdains. This distinction is not
apparéﬁt fo the rioters, 'however, and they refuse to let the stranger
go until he has diie;@ed thénﬁ&o death. 'Truthfully, he points out: .
“the '"croked wey" to a gfg;e whgre.stands a tree with death at ifs_foot-—

an'allégo ical echo of the tree in the Eden Garden with the snake

-~

at its pase.
/" Discovering a hoard of golden florins undér the tree, the
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three young men forget that the money must, allegorically, "be

death. . Blinded by their ownncupiditas which is reflected in the
brightness;of tbe/?lorins, they plan to hide the wealth at nightfall,
:becoming themselveé'"privee @hecfs" in their encounter witﬁ Death in
his golden disguiée.- The youngest Tuns to town for bread and wine--

a perverted echo qf the Spi;itual éustenance_of the Mass-fand-prepares
kébisgned wine for his two fellows so that he might have the gold all
to himsglf. The two rioters guarding the gold plot to kill the
youngest and split their. loot only two ways inséead,of tﬁree. Both
plots_succeed'iﬁ an allegorical mirroring of the sin of murder;
- all three rioters lie dead beneath the tree atlthe close qf the -
‘Pardoner's exemplum.' For thém,‘%t becomes the tree of knowledke

with its roots in their sin of avarice. , e

With the end of his exemplum,‘the Pardoner recalls hia

listen=rs to th81* ironic 31tuat10n - the admirably moral tale has
' - =

come from the mouth of a self-confessed sinner who intends to stay
- firmly in the path of the sin he has Just dpplcted as death—deallng.
Allegorically, his sermon acts like the 014 Man for the Pardorier;
like the rioters, he refuses to_hear'what wisdom there is in the
old message., Warning his listeners to "ware yok from the symne
of avarice," he simultaneously revels in it himself:

Myn hooly pardoun may yow alle warice,

50 that ye offre nobles or sterlynges,

Or elles silver broches, spoones, rynges.

"Boweth youre heed under this hooly bulle?

Cometh up, ye wyves, offreth of youre.wollel
(c, 906- 910)
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"I rede that oure Hoost heere shal bigynne,
. For he is moost envoluped in synne.
Com forth, sire Hoost, and offre first anon,
Ard thou shalt kisse the relikes everychon,
Ye, for a grotel Unookele anon thy purs."
S (C," 941-9ks5)

But the admiration he prpudly expects for his creafion is not
forthcoming, so allegorically interwoyen is the gbod and evil,
fhe sentence and faleehood, of what the Pardoner has put before
the company. Bailly, especially, cannot disentangle the various
éirections of meaning given b& the Fardoner and, unable td.match
the Pardoner's sudden shaft.of w1t at hlm, descends to below-the-
belt insudt. The other pilgrims can do nothing but laugh self-defen-{|’
sively ;n-the face of the Pardoner's overwhélming morel ambiguity. . e
They ride enitleaving unpraisea the compiexities of his allegory.

Like the Roman de la Rose, the Pardonerts Prelegue and Tale’
gfow through their'own.story—telling into alieéorical images of
fhemselves. Not_only are there reflections of wider meaning between
images in the sermon; there are reflections of the Pardoner in nhe
rioters, reflections of the pllgrlms in the Pardoner's common dupes,
reflectlons of iconographic associations within the exempIum and,
in a larger dimension, réflectlons of good in the Pardorer'!s evil,
and evil in his good.- Structurally, the Prologue end male set .up
an -allegorical reeonance between them. One is led at last to the
| largest 1eve1 of“theme and form, where allegbry is the trope
permlttlng meanlrgfufnlnterplaj between the moralltas of tne Pardoner's
"word"——the necessary ba51s of allegory—-and the evil,of his narratlvely-
developed character. The gylght and depth of human ex1stence stand

juxtaposed in Chaucer's most reallstlc and most allegorlcal creatlon
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conclusion;
Allegory was a method of 11terary creation which ChJuccr found
well-developed by his forbears. But he was not content with establlshed

traditions of allegory; even in The Book of the Duchess, perhaps the

most derivative of his early allegories, he was experimenting with

i )
reflections between images, juxtapositions'of_actions, echoes of

-

narratlve functlon and’ other actlon-based indicators of mcanlng trace-

L

able in ﬁhe works of his masters in the genre. Chaucer began testlng

hoﬁ much'farther allegorical technique could be taken, moving it c ’
beyond the achievement of even the Roman de la Rose. Gradually,

his images~became less the usﬁal-allegorica%wpersoﬁifications and

mofe tﬁe characters whose modsls he saw on fhe London stfeété——images
which grew to have the appearénce of free will and opeﬁed'up much more

potential for complex action in his narratives., In their new depth,

these images gave him effects not.readily available to earlier allegor-

¢ -

ists:’ he could bring comedy and tragedy simultaneoﬁsly into a poem,

as he did ih Troilus and Criseyde; evoke a complex solution 'to human

broblems whiﬁe seeming to discuss only one side of the argument, as he
did in the Prologue and Talé of Dame Alison; develop a narrative struc-~
~éﬁ§; with self-mifrdring sequences of ironic meaning, as he did in the
Prologue and Tale of the Pardonér;-tell & .series Dof ribald stories

then include them in a larger narrative frame of spiritual pilgrimage,

as he did in The Canterbury Tales, Far from being a habit of his lit- ..,

| erary adolescence abandoned in favour of "realism,", allegory matured
with Chaucer's art and flex1b1y adapted to the shlft from the conven-

tlonally beautlful White to thy ra cous Alison, from the one-31ded

~

Griselda to\the prlsmatlc Pardoner. By developlng allegorlcally actlve

1mages 1nto characters, Qhaucer.made allegory come "on lyve."
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