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IuTRODUCTION

The papers which follow were read at a colloyuium held
in Glasgow in September 19Y75. Thig was organised with the aim
of bringing together scholars wno are particularly interested
in the medieval animal epic, animiil literature, imagery and
symbolism; in the bestiary, in fables; aﬂd in that closely
related genre, the fabliau, the non-courtly, satirical short
story. It was hoped that a new international soclety of
scholars would grow out of this colloquium, and that hope now
seems ulmost certain of being real;zed, for another colloguium
centred ou the medieval Beasgt Bpic is planned for October 1977
in Amsterdam, and is being organized by the committue elected
in Glasgow,

The printed text of the bapers which tollow is, for the
most part, identical with that which was read at Glasgow,
though a few ¢laborations, footnotes and bivliographies,
omitted when delivered orally are now provided for the first

,l
time. In three cases, however, ounly summariss appear here:

&

(Anme Ladd - "Palking about censure...", John MacQueen -
"The seast Bpic in Scotland", and my own "Wew Light on the
story of ¢he fox's execution ana funeral.", at the Colloguium,

Axne Ladd had time to give her paper on tihe classification of
the fabliaux only in summary form, as did w.u. Hassall hais
paper on Oatord Ullversity bestiaries; the full text is given
here,

The order in which the Papers are presented uere dirTfers
from that in which they were read, us will be seen by comparing

the tuble of coutents with the programme prusented oi pages
132-134. All the papers on the deast Epic huave been placed
first (pages 1-49). It nad bcen iy intention to place the two
bapers on animal imagery next, and the four on fabliaux last,




__(iv).

but Michael sath's paper has been accidentally placed vefore
Nico van den Boogaard's, so disturving that order which is
otherwise intact. wNorman sBlake's summarizing discussion was
held before W.O0, Hassall's and Michael sath's papers were read,
so it refers ouly to the seuut Lpic and #abliau papers.

Authors did not have the opportunity to checi the
gtencilled typescript of their pepers, so readers must blame
me, wot them, for any typin, crrors or misreadings of manu~-

scripts. I crave the indulgence of both autnor and reader for

uany such faults; but time pressed - the last two manuscripts
reached me only in August, and the work of preparing these
proceedings has had to be done within the normal round of
Departmental activity. Seventy-five copies have veen made of
this first edition. This is copy number Ve

2
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Kenneth Varty,
Christmas 1976.
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'LUDITUR ILLUSOR' : THE CARTOON WOKLD OF THE YSENGRIMUS
J1ll Mann

The Ysgengrimus is one of thu most cifficult texts of the
Latin middle ages. Thiz is not ouly due to i%ts length and the
intricacy of its language, but also to the reader's difficulty
in defining either its subject-matter or the author's stand-
point in relation to it, We might take it to be a jeu d'esprit,
a piece of frivolous entertaiument, were 1t not full of
ilmages of macabre Savagery, mutilation and death., Its fluent
Latinity and coufident use of rhetoric might su,zeat that 14
is a demonstration of clerical learning, were it not alsgo
packed Full of proverbs and popular turns of apeech., Its
frequent references to monks, and intimate acquaintance with
monastic life, might suggest that its author was a member of
a religious order, were it not that the vast majority of these
references are violant attacka on monastic laginess and greed,
Perhaps the greatest paradox ls that the importance of the
poem was seen by Hans Robert Jauss®™ to 1lie in the fact that it
is the first epleally developed presentation of the enmity
between the fox and the wolf - and yet the wolf finally meets
his death, not through a plan of Heynard's, but at the handa,
or rather the jaws, of the mighty sow Salaura - ag if Roland,
instead of suffering an ¢ple betrayal by Ganelon, were o be
murdered by a wicked aunt.

Jauss's book claimed to girk a new departure in studies
of medieval animal poems by focusaing on the nature of the
texta themselves, rather than ou fhe question of their origin.
If, in what follows, I too concentrate ou the nature of the

fext itself, this is as much a matter of prudence as of
principle, since my kunowledge of other medieval beast poetry
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is not ansarly as comprehensive as that of Jaussj .
is some principle involved, since the difficulties of the

But thcre

Ysengrimus, being difficulties of structure and tone, can
only be resolved by means of an intensive scrutiny of the .
poem ltself, and external information cannot even be place
in relation ito the poem before this scrutiny has been made.

An excellent exeample of this, which will also act as a
convenient introduction to the spec%fic features of the poem
that I wish to discuss, is Wivard's® use of the story of )

St. Pharaildis - or rather, his non-use of the story of St. .
Pharaildis. Pharaildls was one of the patron sailnts of Gh:é 5
and LErngt Voigt, iu the introduction to his monumental edition
of the Ygepgrimuas, sees Nivard's refersnce to her as svidence
fbr his close connection with the town, and the mo?e 59 ot
‘insofern ihr nicht, wie allen {brigen Heiligen, eine flichtige
Brwdhnung zu Theil wird, vielmehnr in einer formvollendsten,
warmempfumdenen ¥legie von 24 Versen (II 71-?4) eine :
Ehrenrettung bereitet, ein Denkmal gesetzt wird' (p.xelv).

In fact, at the end of his introduction, Voigt conjectures
that Nivard may have been a canon and teacher at the'church
of St. Pharaildis, since the only MS that gives us h%s nam; -
a late one - also refers to him as 'magister' (pp.cxix-cxx).

Lot us lock at the text to see how it aquares with

. . . e B
Voigt's remarks. Ysengrimus is trapped by his tail in froze

ice, and an old peasant woman 1s about to finish hinm off
' She calls on a long list of saints to help her -

i e.
e Osanna, and

most of them non-existent ones such as iixcelsis,  an
Alleluia. By way of climax.to this list, we find the 'virgin
Pharalldis' and are given the following history of her.

amosus erat felixque fulsset Ha?odes
‘ Hagrgle, sed infelix ha§c quoyue leslg amor,
Hec virgo thalamos Baptls?e golius ardens
Vouerat hoc dempto nullius ssse udiri,
Offensus genltor comperto prqlls amo?e
Insontem sanctum decap+tgu1t_afpox, Y
Pogtulat afferri uirgo sibi tristis, et a
Regiug in disco timpora itrunca gllenizcertis
Mollibus allatum stringens caput illa la ¢
Perfundit lacrimis osculaque addere auefflat
Oscula captantem caput auﬁugl@ atqga resu ’
Illa per impluuium turbine flantis abiv.
Ex illo nimium memor i;a'Iohannls eandem
Per vacuum celi flabilis urget iter,
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Mortuus infestat miseram nec vivus amarat,
on tamen hano penltus fata perisse sinunt:
Lenit honor luetum, minult reverentig penam,
Pars hominum meste tertia servit here,
wMercubus et corilis a noctig parte gecunda
Usque nigri ad galli carmina prima sedet;
Nune ¢a nomen habet P araiildis, Herodias ante,
Saltria nec subiens nec subeunda pari,
(II 73-94)

Herod was renowned for thisg daughter - and would have been
blessed in her, but that she too came to grief through ocursed
love. This girl, Jearning for the bed of the Buptist alone,
had vowed to he no man's if nhe were denied to her. Her cruel
father, angered by the discovery of hig daughter's love,
decapitated the iluoccent salnt. The grief-stricken girl anked
%o have his severed head brought to her; the king's servant
brings L1t, on a dish, and when 1% was brought, she elasps it
in her soft arms, sprinkles it with trars, and is sager %o
implant kisses on 1t. As she pants for its kigses, the head
backs away, and hisses ot her, and through the skylight, in
the eddy of breath, she disappears. S5ince then, John'sg
unforgetiul, hissing anger drives her on an empty Journey
through the heavens; he didn't love the wrotched woman when

he was alive, and he plagues her when he's dead, Yet the fates
don't lst her perish completely; houour softens her grief,

and reverence lesgeng her punishment. A third portion of men
serve this melancholy lady, and from the second part of the
night until the first cries of the blaclk cock, she perches on
oaks and hazgel-trees, Now her name ig Pharaildis, whereas
before it wasg Hurodias,3a dancer neither preceded nor followedh
by anyone to squal her. |

d

What are we to make of this extraordinary story? Itg
origin is partly of course the biblical story of Herodias4
(althoueh actions properly belonging to her daughter are here
attributed to her), with the addition of medieval traditions
about Herodiag! nightly excursions, and lordship over a third
of mankind.5 Yet even if we accept that the figure of Herodias
presented here is a creation of medieval legend rather than
biblical history, the narrative 8till raisas intriguing
questions. Where does Nivard derive the notion that Herodias
was in love with John? Why does he include the strange piéture
of the blowing‘haad?6 And most important of all, what is the
8Xxplanaion for the equation of Herodias and Pharaildis?

Voigt's commentary refers us to Jacob Grimm's Dcutsche
Mythologie for an explanation, but if we follow up his
reference, we find that the only evidencu there given for a
medieval link betwoen Herodias and Pharaildis is the
Isengrimus itself.7 The connection may have been formed on
the bagis of the similarity between the fame Pharaildis and
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the name 'Verelde' (a Dutch form of 'Frau Hilde') - sinoe
'Hildx' is‘a names found in lists of valkyries, the Milky

Way was iu the Netherlands called 'Vroneldenstrauvt! (or 'Fran
Hilde's street'), and the activities of a valkyrie would be
similar %o those of the witch~like Herodias.a If this is
indeed how the connectvion was formed, we may ncte that it
rests ou the same kind of linguistic confusion that we have

in the creation of the saints Osauna, Bxcelsis, etc. But
there is no external evidence that anyone madse this comnection
except Nlvard. St. Pharaildis was in fact a perfectly
regpectable eighth-century virgin, whose greatest indiscretion
wag %o absent herself frow home svery night iu order to pray
at a monastery, for which she was beaten every day by her
frugstrated husband, who not winaturally thought she was
bestowing elsewhere the favours she denied to him.9 Far from
providing her with 'an apologue and a memorial', Nivard has
roisted on to her an identification with one of the moat
scandalcug figures of the New Testament, and given her an
after-life as a witch - a strange way to show reverence for
one's local saint,

It is not part of my argument to deny that the author of
the Ysengrimus had anything to do with the church of St.
Pharaildis {(one is as likely to lampoon one's household gods
ag to offer incense to them), but rather to emphasise that
eritical judgement must precede attempta to localise *he poem.
If we are to give Pharaildis a role in determining the origins
of the Isergrimus, we must do so in the tfull consciousness that
she is as guspect a character as the other members of the
peasant woman's list (as van Mierlo long ago claimed )lO’ and
that the slaboration of her pgeudo-nistory is determined,
not by the external situation in which the author finds himself,
but by the dominant images and motifs of his poem.

For we must ask; why does the pseudo~history take this
particular form? Why inolude the detail of the blowing head?
or the imaginative addition of Herodias being blown into the
air? When we put %the question in this way, we realise
immediately that the story links itself with a whole series
ot similar motifs elsewhere in the poem ~ motifs which one
might somewhat flippantly call the decapltation/hissing/

blown head ocomplex.

For example: in Book IV, we are %old how the wolf tries
to gate-nrash the company of eight other animals, inpluding
Reynard, who ure travelling toguther on pilgrimage., They
offur him something to sat, and then affect to discover that
they have nothing suitable except a storeorf wolf-heads.
Needless to say, there is only one wolf's-~head, stolen from
the gable of a house (where it had been nailed up to fend off
evil spirits), which Reynard keeps on rejecting as not zood
enough, and which is then talkun back by Joseph the sheep to
the supposed larder in the next room, and ‘iasguised as
another one. HReynard finally asks Joseph.to bring a head
which Gerard the gooss had accidentally ripped off a wolf
asleep 1ln some grass which he waspucking his way through it;
Gerard was so excited by this, says Joseph, thet he blew off
its ears and its hair, and puffed it all the way home. The
wolf's blood runs cold at thig:

Lfune primum patuit fortunam nolle iocari,
aut umquam similem pertulit ante metum,

"Wuis me', inguit, 'Setonog lupicidas traxit ad istos?
Heu michi, quo fardit fune ligata dies?

Wuld cornuta acien! Gurardus st iste refertur -
Porro parum infaustos est iugulasse lupos,

“uin - efflasse pilos auresque rotasseque flando
Huc ecaput! hoc sensu sogpite ferre gueam?’

Anger ad hee: 'hoe ergo novum, Ysengrime, recensesg?

_Won michi res equidem contigit ista semel,

51 uellew, capita octo lupis maioribus illo
bftflarem atque ipsi, domne heremita, tib4i!

Mene fuisee putos materno semper in ovo?!
Bt dabat ingentem gutture flante sonwa.

Audito ter clamat 'atat! lupus atque rupente
Sensibus amisgsis in sua terya cadit,

bfflatumque diu caput amisisse putavit
Atque illud Geticas transiluisse nives.

(IV 315-32)

Then for the first time it waa obvious that Fortune wasn't
playing games; never vefore had he experienced so much fear.
'What devil' he says 'brought me to these lupicides? Oh,
mlsery, is the day ftied by rope, that it drags so slowly?

Why this horned army? Tuferring to sheep, ygout, etc.7 This
Gerard - for whom it'é‘not snough to have murdered Uhfortunate
wolves - lg said to have blown off his hair and his ears and
fo have rolled his head here! Can I endure this without losing
my senses?' The goose replied: 'Do you reckon this is something
uew, Tsengrimus? Truly, this has happened more than once to
me, If I wanted, I could blow eight heads from wolves

bigger bhan him - and yours too, sir hermit! Do you think I
haven't come out of my mother's egg yet?' and he emitted an
enormous noise from his hissing throat. When he heara 1t, the
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wolf eries '&aghl' three times, and, losing his senses, falls
on his back; for a long time ha thought hig head had been

blown off and he had lost it, and that it bhad pounaad away
over the Romanian snows.

The .second episode where this complex of motifs occurs
takes places during Ysengrimus' brief stay in the monastery
of Blandigny. The night office is belng sung, and Ysengrimus
is gignalled to take hig part. Hot understanding what he is
to do, Ysengrimus asks what is meant, and immedietely he is
higsed at to keep quiet, since he is breaking the rule of
gilence. The wolf takes the hissing as a signal for dinner-
time, and declares his rellef at its aryival, at some length.
This evokes a positive storm of hisses:

Fratris ad hane vocem £it perturbatio grandls,
Undigue tunc naso flatur et ore simul,

flatibus innumeris edes procul icta reflabat,
Ut uolucrum noctis milia terna sibi;

Tune, quo more molens accitur, guius in aurem
Bdita non ueniunt uverba tonante mola,

Sibila dante choro procul usque resibilat echo,
Atria quam muro cireueunte patent,

Stridula sic urgente notho canneta gueruntur;
Tam metuit uulpis prodier arte lupus,

Estimat in templo Gerardos flare trecentos
Atgque efflata suo claustra mouenda loco,

Seque pati stando tot flatus posse perhorret,
Flante uno pridem se ceclidisse muemor.

#latibus attacts suvitis obivre lucerne,
Fit pauor, ot guidam celitus acta putant,

e deum rapitur, clanga 1lico bombilat ingens,
Et maior tonitrus altera more moli%j...

Tune spnrsim fratres pur candelabra, par alta
Scamna ruunt, libros, uasa crutesque rotant,

(hst state rudes septem latuere tapetls,
I'reg aulea guatur, scriniague octo Tegunt)

Fost aram sub secamna ruunt, suv pulpita fusi,
Hic birrum labiis imprimit, ille manum,

Viscera {issuro non imperut ille cachinno,
fepgue cachinnanfur gquingue guaterque HnoVem.

(Vv 839~-56, B6l-68)

At this gpeech from the brother there is a huge commotion,

and there's hissing from nose and meuth togather on all sides.

The room, penetrated to its corners by countless hisses,

save them back ugain, like fthree thousand night-virda ¢alling
To each other. Then - in the same way that one shouta to a
miller whose sar isn't reached by the words attered, because
af the thundering mill - as the crowd gives out its hissing,
the zcho hissed Lack again, as far as the buildings wxtend
within their smcireling wall, just as the higasing reeds
whistle as the wihd shakes them. wNow the wolfl is afraid that
he has been betrayed by the Fox's stratagem; he tninks that
three hundred Gerards are hissing away 1ln the chureh, and
that the cloigters are to be blown from the apot - and he

7

deapairs of veing able fto endure so many hisses and remain

on his fest, when he remembers that he previously succumbed
to o single one. The lamps, assailed vy the sudden gusts,
went out; terror ensuss, and some think that it is an act

of heaven. The great 'Tv deum! bell is seized, and instantly
booms out, and the ofher, even bigger oue sets off as well,
just like thunder... Then the monks rush here and thers,
through the candelabra and the high benches, aud set holy
vesaels and croases rolling (while seven, young ln yuaers,
hide behind the tapestries, twelve take refuge under the
carpeus,_an@ eight in the chests), They rush undexr ths
benches behind the altar, they scatter under the pulplit. One
presses his rove to his mouth, another his hand, a third
fails to control the laughter that threatens to gplit his
belly, mnd fifty-one of them burst out laughing.

At the end of this episode, Ysengrimus is beaten with a
gerivs of bizarre oujects that the monks snatch up as

makeshift weapons, and these objects include a horse's head
(v 970).

What is the significance of this set of motifs? One
would hardly wish to suggest that it lies in the author's
desp-geated Freudian fear that his own head will be blown
off (an intellectunl's version of fears of impotency?).

They are motifs which olvicusly have much in common with the
kind of grotesque fantasy characterlstic of folk- and falry-
tales: 'I'1l huff and I'll puff and I'll blow your house
in'.12 This is not to return to the olaim made by an older
generation of scholars that such tales constitute the
origin of poems like the Ysengrimus; the tales collscted by
modern folklorists may well be the progeny rather than the

parents of medieval beast-upie, as Lucien Foulet pointed
1%

13 I mention

out in connection with the Woman de Renard.
folk-tales, rather, Ly an attenpt to characterise some
agpecta of thu world in which the Yseuprimus tekes place -
and it Lls a characterisation which for us could perhapa be
as well effected by o compurison with the animal cartoon.
If 1 then use bhe anachronistic concept of the cartoeon in a
discussivn of the Ysengrimus, it is Lecauss it is less wasy
to confuse o stylistic duseraption with a claim for
historical descent than it 1s iu the case of the folk-tale.
My primary aim in doing so is to emphasise sharply certain
features which strike one as extraordinary in a twelfth-
century Latin beast-epic, and to discuss the poetic role

of two of them iu particular.
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The first of these striking features is the extraordinary
role and nature of the body in the poem. The hissing/
dacapitation theme raises doubts both about the substantiality,
the fixity, of the body (since it can be puffed away), and
at the game time gives it a sort 6£ autonomy (since a decapi-
tated heal can exact vengsance). The autonomy of the body
in the poem is very striking, particularly in connection
with Ysengrimus (we have, in contrast, very little physical
description of Reynard). The aspect of the wolf's body of
which we are particularly conscious is his jaws; they are so
frequently mentioned that they seem to have a geparate
existence, They are a gaping doorway, which Reynard is urged
to enter while it stands open, as if Ysengrimus had no
control over its openeing, and as 1f it wasn't opening and
closing all the time Ysengrimus is talking (I 83-4). When
the wolf clashes his Jaws together, they resound like one
weaver's comb banging against another (VI 8), or like a sheet
of metal beaten on an anvil (I 80); Reynard jokingly inter-
prets the noise as thut of tree~felling (VI 10ff.). The teeth
ingide cut through bones like a lknife through butter (II 394);
they are described as pick-axes (I 81), or as scythes which
the wolf would do better to give away to peasants for mowing
fields (Il 405-6). They are 30 huge that when Reynard tosses
Ysengrimus a plate with eight pies on it, and Ysengrimus
swallows the lot, plate and all, in ome gulp, without
realising what he's done, Reynard ironically advises him to
poke his tongue round in the gpaces bLetwuen his teeth, since
ne will probably £ind the pies buried in a molur cavity.

The exaggeretion, the grotesquerie, in these descriptions,
the way that Ysengrimus' tweth are constantly cowpared with
objects far too large for a normal mouth, throws on to his
jaws an emphasis that seems to sndow them with a semi-
autonomous existence, The episode with the severed wolf's-
head also emphasises this gemi-autonomy, since the head that
causes Ysengrimus such fear is distinguished by having jits
jaws propped open with a stick:

Laxat et impacto distentam pungile buccam,
Horrifico rictu labra reducta patent.
(IV 311-12)

HeZ—Joseph the sheeg7 stretches its yawning cheeks by

9
thrusting in a stick; its drawn-back lips i
horpible baring of téeth. ESSEEE] F38 B
It is as if Ysengrimus is confronted by himself; the

horrificus rictus which terrifies others is turned back on
its ownsr.

The grotesque autonomy given to the body here is also
visible in its re-vivificatory powers, In the ordinary
world of reality, flaying an animal meahs its death;

in the Ysengrimug, the wolf is shorn of his skin in

Book IiI, goes away and grows a new one - rather ag, in a

cartoon world, the cat who is the villain may be squashed
flat by a steam roller at one moment and completely restored
to three dimensious at the next. Another 'ecartoon' feature
of the body is the pretence that swallowing is a process
implying neither mastication nor digestion - that is, that
things can bLe swallowed whole. This 'cartoon' feature can
of course also occur in a context as regpectable as the Bible,
in the story of Jonah and the whale - a story of which the
wolf makes use when inviting the fox to stey into his
stomach (I 35). But it is its grotesque and farcical
aspect which is normally exploited in the poem; for example,
in qungrimus' gecond attempt on the sheep Joseph, the sheep
begs the wolf to brace himself against a post, and open wide

his jaws, so thet the sheep can charge inside and be swallowed
at one go:

51 me dumbaxat totum cousumerw pogses!....

Rumor ubique_rururt. quam gis Bernardus hiandi,
wune pareoit, utrun toris hiare bone.

Iateger iugenti furar iu tua uisecura gultu,
~ouccellam talem furs tibi nulla dedit,

Nlllformidu nisi in stomachos discurrere plures,
Hisecere si nosti, deprucor hisce semel!

81 Lene laxaris buccam michi, funditus intro,
Hoe %ibi consilium proderit atque michi,

Tune non sollicitabor, ubi superantia condam
Cancellosque uteri quosque replebo tuil'

(VI 79, 89-98)

If only you can zat me wholel.., kumour uviiywhsre relatug
?hat you're a very Bernard for gaping jaws - How it will
be ecleuar whether you know how %o open wide. With one mighty

;eap E'1L be carried wiole into your antrails; good luck

has noever brought you such a mouthful before. I fear nothing
So much as ending up iu lots of different stomachs; if you
know how to open wide, I beg you %o open up this oncel If
you streteh your cheeka apart properly for me, I['l1 g0 right
in. This plun will benefit both you and me - I won's be
worried about where I'll be made into left-overs, and your
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stomach will be filled to ita very limite!

Wo are dealing here, of coursu, with a constantly recurring
featuro of popular story - which for us has become ochildren's
story, Pinocchig or Pster and the Wolf. The bodily ability
to revive and renew itself is also a feature of childish and
popular belief, as the Isengrimus itself makes clear at the
moment when the old peasant woman is threatening the wolf
with &ne axe,

Porro cohesurum nodo uiuace cadauer
Ccgitat et prisco posse uigore frui;
Utque puer ruptum prudens intermeat anguem,
Ne coeant partes atque animentur item,
Sic reducem uitam coituris demers truncis
Trine intercursu prouida uersat anus.
(II 53-8)

But she thinks the corpse will join together in a living knot,
and be able to enjoy its former vigour, And so, as a clever
child stands in between the halves of a split snake in case
the parts might join together and come to life again, 3o this
far-sighted granny thinks to hold off the returning life

from the limbe by stepping in between them three times.

It is for this reason, one must suppose, that Ysengrimus can
only be allowed to die by being eaten alive by a whole herd
of pigs - instead of the traunsition from a live body to a
dead body, death can only be represented by the transition

from a body to nv body at all.

What this analysis leads to is the consciousness of yet
another paradox of the Igengrimus; we can understand why
Nivardus should wish to utilise the fantasy of the body's
powers of renewal for the cyclical repetition of the fox's
encounters with the wolf - but why should he then wish to
destroy this cyclical repetition by making the body subject
to progressive mutilation and death? A fantasy world orf bodily
autonomy and bodily integrity appears to give way to a real
world, where the body is subject to disintegration and
absorption into something other than itself.

The substitutiun of a macabre world of reality for a
fantasy world of survival would fit Jauss's view of the poem's
gloomy conception of Fortune as a goddess in whom malice far
outweighs beneficence, Yet the peculiar tone and character
of the Yseugrimus is created by its combination of the

macabre and the farcical; if the comedy is black, it ig
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LeVerthelees somedy. 4nd for a large part of the poem, the
second 'cartoon' aspect which I wish to discuss ensures our
sense of the suspension of reality in favour of fantasy. This
is the theme of luditur illusor, or the raptor raptus (both
phrases are taken from the poem; I 69 and VI 539-40)., The
normal relationships of predator and viotim are here completely
inverted; instead of dog biting man, man bites dog. In the
course of the poem's action, the sheop batters the wolf to
pulp, and the cock makes a complete fool of the fox.

Such an inversion of natual power-relationships is not, of _
course, unique to the fgengrimus; in Henryson's Taill of the
Wolf and the Wedder, for example, we have the shewp who dons
a dog's skin and chases the wolf - but the skin falls off
in the chase, the wolf looks back, and reality re-asserts
itself. 1In Henryson, powsr-rvlationships are ultimately
irreversible; wolf will always eat sheep. The Ysengrimus,
in contrast, develops to epic proportions the 'vartoon’
structure in which the bird or the mouse will always outwit
the cat. (In fact, the inversion of the cat-and-mouse motif
1s provided in the simile trom which +the phrase Juditur
illusor is taken.( This principle, with only one clear
exception, to which I shall return in a moment, determines all
of the struggles for power in the Ysengrimus, but its
determining role has never, to my knowledge, been noticed.lS
Reynard's outwitting by the cock, for example, has been explained
either by reference to the epic analogy of Aeneas' one down.t‘all16
(though the epic 'hero' is more properly Ysengrimus in this
poem), or as illustrative of Nivard's desire to show tue need
to prefer material utility to abstract values ( in this case,
the pride of noble birth)l7 ~ though this explanation does nct
show why Reynard, rather than any of the other animals, thould
be saddled with the failure that demonstrates this principle,

And although Wivard presents the failure to cling to material
rewards as the content of Reynard's wrong decision, as
constituting and establishing its foclishness -

Deposuit gallum pro nobilitate tuenda,
Fastus et utilitas non simul esse ferunt.
(Vv 7-8)
He put down the cock to defend his high birth; pride and
profit are uneasy bedfellows.
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- he pregents as the cause of this decision nothing cother than
the arbitrary powers of chance: you can't win them all.
Insipiens gquandoque rapit sap;entis, itemque
Preuentus sapiens insipientis opus, ‘
Vix aliguis semper sapien?e;, ot omnia uuslusg
Juamlibet insipiens insipienter agit;
Reinardus per multa gagax cessault in uno,

Utile dum laxe dente reliquit onus...
vV 1-6) )

clever man, and in the
;;ﬁgttgj? 3 ggg%egegiﬁfmih:ﬁeozg:iggegf gcts the par% of a fool.
Hardly anyone acts shrewdly all the time, and no-one, aven if
he's a fool, does everything foolishly. Reynard, 'acute in so
many matters, lapsed in one, when with slackened jaw he let go
of his profitable burden...
To the list of examples of inverted victim-predator relation-
ships can be added the episodes of stork and horse, and horse
and wolf., The stork and horse episode seems to be a variant
of the story of the words of the cock (or fox) to the horse in
the stable: 'Let's ‘take care, brother, lest we step on each
other.'18 In the usual versions of the story, however, there is
either no response from the horse - the cock's suggestion that
both are equally dangerous to each other being obviously
ridiculous - or else fne horse points out its ridiculousness. In
the Ysengrimus, however, the stork, by clappiug its wings loudly
in the waters of the marsh where both animals are standing,
succeeds in terrifying the horse, who gallops off on to dry land.
He is there met by the skinless wolf, who decides that his
appearance is nicely timed to provide a subatitute for the loat
hide., But just as the inversion of normal power-relationships
meant that the stork triumphed over the horse, so they also
mean that the horse will triumph over the wolf, and all that
Ysengrimus gains from the encounter is a horse-shoe implanted
firmly in his forehead. The wolf, the predator par excellence,
Decomes in this poem the most victimised of all victims. It is
because the eplsodes of the poem are structured on the principle
of viectim-predator relationships, rather than, say, the contrast
between Ysengrimus' blind greed and Reynard's more calculating
gelfighness, or between strength and cunuing, that we find
episodes where one appears without the other (fox and cock, wolf
in monastery, wolf and horse, wolf and sow), or where neither
of them appears at all (stork and horse).

The one apparent exception to this prinociple is actually a
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confirmation of it; that is, the bacon~sharing episode at the
vegliuing of the poem, Reynard is in Ysengrimus'® power, and
only escapes by offering to procure for him a gide of bacon
carried by a passing peasant. Reynard tricks the peasant into
dropping the bacon, 1t is carried off by the wolf and entirely
consumed by him before Reynard arrives at the agreed rendezvous.
Although this episode is the first to be related in the poem,
1% is chronologically in the middle of the whole action

covered by the narrative; the Ysengrimus copies or parodies
epic procedure by plunging in medias reg, and including a later
recapltulation of antecedent events., Jauss comments with
Justice that Nivard chooses to begin with the bacon-sharing
episode because it constitutes Ysengrimus' single success,

the high point from which the reat of the action forms a long
decline until the moment of his death. But the author also
chooses to begin with this episode because it is the only one
that presents us with the fox and the wolf in their 'normal!
relationship of victim and predator - the normal relationship
which everywhere else in the poem gives way to abnormality.
Whereas in Henryson, the fantasy situation of sheep~chasing-
wolf breaks down in favour of the realities of wolf-eating-
sheep, in the Ysengrimus, the realities of normal power !
relationships are consistently and thoroughly inverted. This
is not to say that the realities of power relationships are
negated; they repose mainly in the person of the one powerful
animal who is never tricked, the lion. He, however, is
exempted from the rules of this upside-down world by being
almost entirely passive in the poem; since he never initiates
any predatory action, he is never victimised. The fantasy
element of the Ygsengrimus does not consist in a claim that
the realities of power and brute force do no% exist, but in
the fact that they temporarily work in reverse direction.

g
o

If. we grasp the upside-down nature of the predator-victim
relationship in the Ysengrimus, we shall be better equipped
not only to understand the structure of individual episodes,
but also, for example, to approach the ending of the poem, the
apparently unconnected lament by the sow Salaura on the present
state of the world. She describes a world whose lnverslon
heralds its end - winter becomes summer, summer winter,
floods turn land to sea and gea to land, and so on. This
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ingratiat i ith ¢ i —-pilgrims:
series of general disasters nulminatea in +he suprems 18 ate himself with the company of animal-pilgrims
I -
d Crusade, undertaken under the patron Sum lupus aspectu, meng est mansuetior agno
disaster of the Secon ' . X Th Voce lupum testér, sed probitate nego.,. '
age of Pope Bugenius III, who was a Cisterclan monk. us (IV 153-4)
Salaura twice utters the cory 5 I am a wolf iu appearance, but my spirit is gentler than a
Regna duc monachus aubruit unus iners. (VII 468 and 672) %ﬁ?biieBiotggeegtggzzge°gym%yvgigiug'am & wolf, but I give
onk has overthrown two kingdoms. )
S VERREL, o " itg This is, of course, a pretence, but if it cannot be said that
At the very moment when one 1nverzed‘worldl:9:zn;5 P—— foengrimus is a sheep, he is at least a wolf who is mercilessly
climax with the murder of the murdering wolf- ! beaten and gored every time he encounters one of these
reflected to us the image of another inverted world which is supposedly :entle aniials.
the creation of a monk-wolf. Yet the ravages of this wolf y .
are not 'normal' predatory behaviour, since the normel role So far «s I know, attention has never been properly
i . ith focussed on the fact that the central episode of the poen,
of pope or priest is that of a shepherd - the image wi LT £y ) ] - :
which Reynard ironically defends the pope's greed for monay. e aying o Bengrimus so that uils skin can be uged as g
fiir i ] ] , h covering for the sick lion, is fundamentally linked with this
The pope, he claims, is only concerned for hig flock, who )
: £ it lmage of the cleric who ig wolfish in his greed. The besgt
are otherwise to be damned for the terrible sin of coi
) way for us to approach the scene is thruugh 1itg obverse, the
cutting: ‘ . e 'straight' use of the topos of the predator-cleric, which
Scit bonue. hoc pastor stolidasque in deuia labi actually occurs later in the poem. Reynard, having let go
Bt per opaca trahi compita meret oues, )
Saluificare animas omnes uult papa fidelis..; ) of the cock Sprotinus, indulges in lengthy curses on his .
_ (Vil 355"7 ‘ _ teeth - why didn't they hold on to what they had? Why should e
herd knows this/ that Satan tortures coin- , . ’ L
Eﬁztgg;% :ggpgrieves that hié-stupid sheep wander astray and &e have put his ?wn honour D?fore profit? After all, money i
up darkened paths., The faithful pope wants to save asvery is the new nobility. There is no shame but poverty. The pops
soul.,.

is of courss a supreme sxponent. of this principle, but he 1sg
surpassed by yet another scclesiastic of monasgtic origins,
Angelm, bishop of Tournai. (Chent - agsuming that to be the !
poet's home - was in the diocese of Tournai.)

- 8c the pope amasses all the coins to himself, to prevent
the people from splitting in two the image of the cross '’
imprinted on them. Once the relationship between the wolf-
monk Ysengrimus and the monk-wolf Bugenlus has bLeen grasped,

Tornacum Homam studio uirtutis in isto
it is swasy to see why Reynard ends his mock-defence ~ and the Transilit, Anselmo presule fausta polis;

poem - with the 'wish that his Uncle Ysengrimus were still Inﬁgg;gft“igggkgﬁgﬁtﬁ uziiﬁiitpggzgrcapris
' alive to defend the pope from the accusations made against O utinam foret ille mois ex dentibus unus!
him by Salaura (VII 705-8) Mordendi legem fratribus ille daret;
im by Salaux =S).

L Seclesias ueluti leo septa famelicus ambit,
i

. . Nil linquens nisi quod non reperire ualet
Greedy clerics are quite frequently pres?nted . Dona, queat nequeat, qui iusso parcius oIfurt,

| predatory wolves in twelfth century Latin satire. What makes . Strictus obeditu mystica sacra tacet.
| Lo that Nivard Wuot gerit hic dentes, quasi tot predonitus horrens
| the Ysengrimug so herd to cope with at first is th Vellera nequaquam rapta rucresse sinit, ’
' assumes this metaphor as a bagis for his poem, and then Pr;unfa& ft fﬁp@rﬂte_sitpifaﬂt, {Lura repgitis -

=t ) . image with - rohh dolor! inuentis tollere plura nequi H

inverts it. The wolf in sheep's clothing is an image ) Huno non posse modum rapiendi uertere plangit,

which we are all familiar from the Bible. But the Ysengrimus Hoc solum prede certus inesse nefag.

gives us, as it were, a sheep in wolf's clothing - which is ) ) (V 109-2¢4)

r less what Ysengrimus pretends to be when trying to In the pursuit of thig virtue, Rome is outstripped by Tournai -
more o

a city blessed with bishop Anselm. The shepherd of Tournai
|
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cuts off the fleeces from sheep and goats allke down to'the
living flesh. If only he were one of my teethl He'd give

his brothers a lesson in biting. . He prowls around the
churches as a hungry lion does the sheepfold, leaving nothing
unless what he can't find. Whoever offers him less than he

is told to (whether it's within his power or not), is compelled
on nhis obedisence to leave off reciting the holy mysteries.
It'g as 1f he bristles with as many robbers as he hag testh,-
nor does he allow the shorn fleece %o grow again; he gets
there first, and would take, if he could, more than he finds -
alas! that he can't take more than he finds! He is sorry that
he can't alter the limit to teking, and is sure that this is
the only thing wrong with plunder.

The similarities between this passage, and the description of

Ysengrimus being skinned alive, are not coincildental, Besides

the idea of a fleecing which goes down to the living flesh,

the idea of 'taking more than one finds' recurs in the court-

episode, where Reynard hurls himself %o his Mnecs as the bear

is about to begin the fleying, begging him with affected sobs,
Amplius invento ne rapuisse feras!

Non plus ille quidem, quam repperit, abstulit usquam.,
(IIT 932-3) =

Don't take more than you find! He himself never took more

than he found.

Moreover, when Bruno has completsed nis task, he is con-
gratulated by all as an acolyte who knows how t¢ help a

bishop unrobe - except by the sheep, who objects (since there
is 8%till a piece of skin hanging between Ysengrimus' ears)
that Bruno hasn't taken off the mitre; he knew the wolf was a
monk, but he doesn't see why the king should make him a blshop
as well - why should wolves have all the luck? The metaphor

of the cleric who flseces his 'sheep is stood on its head to
beoome the literal flaying of the wolﬁ, at the sheep's
ingtigation (for it is the sheep and géat who are attacked

at court by Ysengrimus and then persuade the king to send for
Reynard) - a literal flaying which is then described,
Twirplivricallly, Im temmr af thée umobnng of @ ddaiop. e
iuvergion of the propuz sbade of afftrirs, waiclh is wueapgul..tud
lu the fmy;e of “shapherd-turned-wolf, is itself ituverted in
the fuatusy 'cartoon'! world where the wolf's wigctima wreale
Yemyeanee ol hiw. It is this, I think, tHot gives impetus to
tie progreaesive mutilution and fiuald death of Ymengedmus, despitu
the cartoon warld of eyclical and sternnl {rickery tn which

it im swhl; it 13 o famtnsy deatouction of the destrmoyers,
which kwueps a tovhold iu the cartoon world, duspite
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its savagery, becauss of its outrageous improbability.

NOTES

1. Studien zur Mittelalterlichen Tierdichtung (‘Liibingen 1969)
Chapter 2.C.

2. The only evidence for the author's name is a fourteenth-~
cendury florilegium which offers excerpts from the poem
under the title 'magister Nivardus de Ysengrino et HReinardo'
(Ysengrimus, ed, L. Voigt, Hallo a.S, 1884; repr. Hildesheim
and Wew York 1974, p.xi). The poem itself was dated c¢.1148
by Voigt (ibid. p.cxx), and 1149 by J. van Mierlo (Het
Vroeyste Dierenepos in de Letterkunde der Nederlanden,
Antwerp etc, 1943, p.ll8).

3. All quotations of the poem are taken from Voigt's edition.
.The translations are my own. I have a complete translation
of the poem which I hope will be published shortly.

In $roasloting ‘per impluuium' (1.84) as 'through the
skylight', I have given a rendering based on the assumpt-
ion that impluuium has its normal meaning: 'a skylight,

the opening in the roof of the atrium through which the ?

smoke issued, 80 called because it admitted the rain'. (the

definition of Lewis and Short's Latin Dictionary).

Grimm's suggestion that the word here has the sense of

'rain-gtorm', found in only one other medieval source, is,

as Voigt says in his uote, untenable,

4, Matt.14:3-11; Mark 6:17-28,

5. The major early testimonies for these beliefa about
Herodias are to be found in the writings of Rather of
Verona (c.890-974) and Burchard of Worms (965-1025).
They are gquoted, along with other references, in Jacob
Grimm's Deutache Mythologis (4th edn., 3 vols., Berlin
1875-8; translated as Teutonic Mythology by J.S. Stally-
bruass, 4 vols., New York 1966, originally published
1883-8) I 235 ff., Stallyorass I 283 ff.. According
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to van Mierlo (Het Vroegste Disrenepos p.92 n.l), there

are further references to bte found in J.H. Bormans, Notas
in Reinardum vulpem ex e¢ditione ¥.I. Mone, Ghent 1836,

but I have not been able to see this book. S:ze also

H. Béchtold-Stiubli, Handwdrterbuch des deutschen
Aberglaubens vol.VII (Berlin and Leipzig 1935-6),

8.Vvv. Herodias and Pharaildis. .

rarallels for this aspect of the story are =xtremely hard
to find. Grimm includes a reference to Aelflric's homily
on the Decollation of St., John the Baptist: 'Sume
gedwolmenn cwaedon Dpaet baet heafod sceolde ablawan dases
cyninges wif Herodiaden, de he fere acweald waes, swa baet
heo ferde mid windum geond ealle woruld; ac hi dwelodon
mid baere segene, fordan de hen lcofode hire 1if od ende
asfter Iohannes slege.' (The Homilics ¢l the Anglo-

Saxon Church; The First Part containing the Ssrmones
Catholici or Homiliegs of Aelfric, ed. 8. Thorpe, vol. I,
London 1844, p.486; cited Grimm Deutsche ugthngggég4 I p.236,
Stallybrass I p.284). The story is also: recorded in the
Legenda Aurean of Jacobus de Voragine (I am grateful to

Dr. L. Peeters for this reference): 'Quidam enim dicunt,
quod Herodias in exsilium damnata non est nec ibi defuncta,
sed cum caput Johannis in manibus teneret et eidem

gaudens plurimum insultaret, divino nutu caput ipsum in

s jus faciem insufflavit et illa protinus exspiravit. Hoc
quidem vulgariter dicunt, sed quia superius dictum est,

quod in exsilio cum Herode miserabiliter consumpta fuerit,
gsancti tradunt in chronicis et sic tenendum videtur.'

(ed. T. Graesse, 2nd edn., Leipzig 1850, cap.cxxv p.573;
trans. F.S. Ellis, 7 vols., London 1900, V p,75): The
Legenda Aurea is, however, thirteeuth century, and thus a
full century later than the Ysengrimus. The refusal to
name a source in both Aelfric and Jacobus seems to indicate
that the story was a popular one and circulated orally;

at any rate, I have besn unable to locate a source for
either. Far eaw’ r to document is the traaition that
Herodias' daughter met her end by falling through the

ice on a frozen lake; see Acta Sanctorum Jun.24th, p.697;
'The Letvter of Herod to Pilate', The Apocryphal lew
Testament ed. M.R. James (Oxford 1924, corr. and repr. 1953)
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PP.xlv=xlvii, The Legenda Aurea reocords this tradition
also, alongside that of the blowing head. fous of these
gources however represelts sither Herodias or ner daughter
as being in love with John.

The same is true of the authoritis cited by Fichtold-StZubli
§.v. Pharaildis, which provide some evidence fen legends
about Herodias, and similarities between her role and that
of the German demoness liolda or Hulle; but 4 not give any
further testimony at all for a cennection husweaen Herodias
and Pharaildis.

See Grimm, Dautséne DwuholoqieJ 1 p.236, tallybrass I p.284.
tiot all scholars have accepted Grimm's explanation of
'"Pharaildis' as a Latinisation »f 'Waralde'; see, for
sxample, W, Uolther, Handbuch der germonischen Mytholoszie
(Leipzig 1895) p.496n., and 5.4, Meyww, Germn che
Mythologie (Buerlin 1891) p.273. Morw ruecently, L, Peeteres
has tried %o sbow certain other points of conneection
betwean the Norse Tigure Hildr, who conatantly revivad

the dead bodies of the warriors of her father Hogni and
her lover Hedinn so that they could continue their battle
until the end of time, and the Christian saint FPharaildis,
who is reputed to have resuscitated a dead goose ('Kudrun
und die Legendendichtung', Leuvense #ijdragen 50, 1961,
59-85. I am very grateful to Dr. Pesters for sending me

& copy of this articls.) Peeters further claims that there
are polnts of similarity between Pharaildis! refusal to
congummate her marriage, and the Norse motif of the
rejection of a brideyroom, preserved ag a story about
Kudrun iu the Middle Hign German Kudrun, but originally
perhaps a story about the Horse Hildr, Dr. Peatera'
article is mainly concerned to elucidate the German poem,
which does not comcern us directly, but in so far as his
argument touches on the possible connectiona betwesn
Pharaildis and a Norse Hildr or Hilde, we may note the
following: 1) The rejection of a bridegroom is hot a
motif relating to Hildr in any Norse fGext. The rejection
of a bridegroom proyosed by her father, in favour of one
she hersell prefers (but uot in favour of virginity) is
told of the bride of Helgi Hundingbani, Sigmundarson; she
is a valkyrie, is ecalled Sigrun, and ls a daughter of
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Hogni (not an uncommon name), whan Helgi has killed her
father, he says 'You have been a Hildr to us, Sigrun.';

this is an allusion tc the Hildwe--ledinn setory, but 1t

does not make the two htales identical. (Helgakvida
Hundingsbena II, str.2Y, ed. G. Neckel, Edda. Die TLieder

deg Codex Hegius, 4th edn., rev. H, Kuhn, Leilelberg 1962,
p.155). 2) 0f Hildr, we can only say that fa) it is a
valkyrie-name (i.e., feund in lists of valkywies), and

means ‘war', and (L) tnat in Snorri Sturlusin's account
(c.1220), Hildr daughter of Hognli is carried off by Hedinn
and pursued by her father, She acts as a [alse mediator -
ag if she cared for neither - and, as mentioned above,
revives the slain every uilght zo that %he battle between
them never ends. She seems hers a #rmbol of a ialrst for
war. (Skaldskaparmial, fdda Snozra S*uvlusona. od. F, Jonsson,
Copenhagen 1931, pp.l53-5). In Saxc Grammaticua (c,1200),
Hilda is said to have longed so ardently for “er husband
(Hedinn) that she conjured up the dead to renew the war

sach day (lhe first wine Books of the Danish Hiatory of

Saxo Gremmaticus, trans. 0. Elton, vondon 1894, V 160).

3) No pa;;icular gtress can be placed on the name for th?
battle, Hjadninga é1, Hjadnings vedr ('storm, olizzard of
the Hjadningar) as a posaible link with the storm of breath
in which Herodias is Llown away, since 'storm' and its
variants are commonly used in kennings for batile and no
gpecific atmospheric implication attaches to the expreasion.
(I am very grateful to Ursula Dronke for advice and help

or. the Norse material.)

dcta Sanctorum Jan.4th.

Hlet Vroexgsts Dierenevos p.41l n.2: 'Dat deze "folkloristische"
sage bij het volk zelf verspreid was, geloof ik niet. Ik
meen dat het fantazie is van den dichter zelf. 'Cf.p.91,
where van Mierlo suggests that Wivard's reason for inventing
the story of Pharaildis' love for John the Baptiat was that
the two parish churches of Ghent were dedicated to these

saints.

I prefer to translats according %o Voigt's interpretation
of '"Te deum' a8 the bell's name, inscribed upon it, sather
than to tollow Schénfelder's rendering: 'Men sang eilig
das Te deum.’', which he explains as follows: !'Der Hymnus

12,

13.

14,

15.
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Ie deum laudamus h&tte erst auf die zwSlfste Lesung folgen
sollen, Da aber die Tampen erli:schen waren, m.sste man
die letzten Lesungen :zusfallen lensen und sor so0fort das

Te deum, das man auswsnlig konnte und durch Iauzten der

Glocken begleitets.! {isengrimus, Das £l ;. Iierepos
aus dem_Lateinischen veedeutsent, Al Schénf{. l:r, Minster
and Cologne 1955),

Stith Thowpson, Motif-Tudex of iolk Likor 2 (6 vols.,
Copenhagen 1955-8) 2 8L; A, Aarne, The Tvoc: f the

Folktale, trans. and enlarged by Stith Tho~pson (2nd revn.

Helsinki 1961) 124, fLerue-Thompson 125, Trhe #Wolf Flees

from the Woli-Head' is «.iso of intereut in couuoction with

the inecident in Book IV; see below o:. IV 311-17

See the chapter on 'Le Roman ¢z Reno:w et le
et 1s

discussing similar stories as orobabil- (or im:i:

sources for the Homan de Henaxrd; while agreein Tully

with what he says there, I would add that the Fact wha

the motifs in animal stories can feed into folk-lore chows

that they c¢reate a particular kind of comic and grotugsque 4

reality congenial to both narrative worlds. In anawer to }{

the possible objectiun thut this is 'reading in' to the '

Isengrimus a quality which its features only later acquired

in other coutexts, I would point out that the Tsengrimus

itself appeals to the world of popular belief; see, for

example, the passage on Aldrada (II 53-8) quoted below.

The meaning of this phrase is not quite clear. If taken

in Le Roman de Menhard (Parig 158) I~

as a reference to St. Bernard's greed, it gives rise to a
puzzling contradiction with V 126, which seems to compliment
the saint's exemplary poverty. Voigt explains the
contradiction as due to a change of heart in Nivard after
learning of the failure of the Second Crusade

(introduction p.cxvii). Van Mierlo thinks the phrase

may refer %o Bernard's powers of oratory, rather than his
greed (Het Vrosgste Dierenepos p.49).

It is perhaps very glancingly hinted at by van Mierlo in
his discussion of the cock-and-fox episode: 'Wanser
Reinaert zijn list bij kleineren beproeft, zooals in de
8pisode met den haun Sprotinus, dan zijn wij er niet
bedroefd om, dat ook hij eens het onderspit delft., Want
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hij is op zijne wijze ecen roover, zooals Isenfrim, maar
in't klein.' (Heb Vrowiste Dicnerspos p.70). Tt this
suggestion is not develnped, and moreover forms part of a

general discussion of whe opposition between woif and fox
ag exemplifying streanr*h ve. cuaning.

See Voigt's introducti~~ p.lx.

See F.P. Krapp, 'Materialistischer Uti;itar "wu38 1n der
Maske der Satire: Maszister Nivarda "Yseng i
Mittellag$einisches Jahrbuch 10 (1975) 80.
Ses th; analogues listad in Voigt's intrcduc

. "dpe P90,
sion pl.lxxxil,

THE WORLD UPSIDE DOWN IN ¥YAN DEN VOS REYNAERDE

by Peter King

The fox-hunt, until fairly recently dominated by
philologists in the Netherlands, has now been Joined by a
number of international literary scholars, There have,
perhaps inevitably, been protests against their clumsy
intrusion into a field requiring patient and detailed obser-
vation, and while their wider perspective hag offered an
open terrain as an alternative to the overgrown thicket,
they still leave unresolved such fundamental questions as
Reyhaert's function in the tale and the satirical intention '
behind it. Moreover a new concept ~ die verkehrte Welt -
has been introduced to add to the complexity,

R
o R

The comparatist H. R, Jauss, first referred to the
verkehrte Welt in hig discussion of the 'comédie cléricale!
of the 17th Branche of the Homan de Renart, Four years later,
Klaus Lazarowicz made it the title of his béok on Reinhart
and German satire. @, H, Arendt's doctoral dissertation
describes the moral deviations in Nobel's kingdom in terms
of the verkerhte Welt, and even Frani Lulofs, however critical
he may be of Arendt's synchronic approach, concedes that the
world upside down 13 one aspect of the soclal satirs in
Van den Vos Reynaerde, Finally, and most recently, T, Hagtingius
refers to the world upside down in his article on a new
approach to the Reynaert, where he writes: 'He does the very
things the chieftain of a clan may not do, nor ever would
do, and in doing so gives a clearly defined impression of the
world upside down,!' Hagtingius, however, is not referring
to Nobel or Reinaert here, but to Coyote in a Winnebago
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legend of North America. And however far removed this may
sesm from medieval Flanders, i1t takes me right to the heart
of my problem - the problem, that is, of the meaning of 'the
world upside down' applied to Van den Vos Reynaerde. For
whatever else can be said about the animals there, they act
in character as animals., The lion remains the lord of the
quadrupeds, however arbitrary and acquisitive a lord he may
be. The fox is consistently foxy, and hence hypocritical and
deceitful,

The whole concept of an upside-down world, the popular
art-forms of which I shall collectively call mundus inversus,
arises out of the experience of paradox in life. This exper=-
ience is essentially dualisgtic, for it registers an ir-
reconcilable contrast between what is experienced and what '
is expected., Since there is no. more basic paradox in human
experience than that of 1life and death itself, it is not
gurprising that in primitive religions, qince death is the
antithesis of life, the dead were portrayed as living in'an
inverted world in whigh the spirits glept by day and walked
on their heads, where boats sailed upside down, and words
carried contrary meanings. DMNoreover, there ils ovidence that
from very early times the. concept of antithesis was a
derivative of synthesis, so that the Egyptian symbol EEEE 2
and the astrological Venus-symbol ? denote a horizontal
barrier between the unitary idea of a primordial existence
and the empirical awarcness of duality., This seems to be
confirmed by the 'waika'! myths of the Winnebago Indians in
which the Coyote was the lord .of creation and the 'worak'
legends in which a creator figure has ousted the Coyote, who
became the creator's implacable adversary, though in. some
‘worak! retaining vestiges of hils earlier, beneficial, demiurgic
features:; Nearer home, the Lucifer myth gives, after all,

a similar explenation for the dualism of good and evil, life
and death, in a world-no-longer-paradise, And the anti-God
is given animal guise.

But why should animals flgure so prominently in these
primitive myths? Raffaele Pettazzoni plausibly suggeste that
in the earliest, hunting, epochs, men were keenly aware of
the importance of animals to their survival and &af the
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hierarchy amung the wild heasts. So they recited tales
recognizing the particular power of certain animala in order

to ensurs success in the hunt. When hunting evolved to farming,
some of these beasts became the shepherd's greatest enemies,

and the development of the earlier myth took account of this,
This may or may not have any bearing on the problem of the
co-existence of the lion, wolf, bear and fox in the beast

eplc, but that the hopes, fears and paradoxes in life have

long been associated with animals is clear from Egyptian

tales and drawings of 5000 or more years ago,

The most famous instance of the mundus inversus in
Egyptian art is the war between the cats and mice, similar
in 1ts theme to the Greek Balracho-myomachie, Among the
many illustrations showing animals acting like humansg, there
is a swallow climbing a ladder into a tree occupied by a
hippopotamus, the fox acting as a shepherd to sheep and goata
and (of possible interest in connection with the 'cloester-bier!
reference in Reynaert) the fox acting as wetnurse to a sow
helping a hippopotamus to brew beer, Whether or not we can
assume Egyptian influence (as Pliny did of a later motif and
Bruneeu does in his Ganyméde et l'aigle), it is at least
poseibly more than a coincidence that Archilocos expregsed
his shock at seeing a total eclipse in 648 BC, in terms of
an animal mundus inversus, 'Forf he wrote,‘if Zeus could put
out the sun, then anything was possible, so that one day
four-legged beasts might exchange pasture with the dolphins,
This was taken up by Vlrgll in his adynata or imposeibilia,
in one of which a shepherd bewails his love-sickness in the

words: 'Now may the wolf of his own volition run from the

sheeps'! The Carolingian poets Walafried and Theodulf, so
Curtius tells us, follow the tradition, 50, presumably, did
Chrétien de Troyes, whose Cligés laments his misfortune in
a whole series of adxgata

Les chiens folr devant la lidvre
Et la tortre chacier le bidvre
Et le lion chace 1li cers

51 vont les choses a envers,

Thus all things topsy-turvy run, 4nd this kind of hyperbole




wag, of course, to take Buropean love-poetry by storm in the
Petrarchistio imagery of the Renaissance. But we are con=-
cerned with an earlier situation where confusion was a hall-
mark of society rather than of the star-struck individual,
Typical of this age of social make-believe and mockery are
the Carmina Burana, including the famous 'Florebat. olim
gtudium' with its satirical mundus inversus'

Implumes aves volitant,
brunelli chordas incitant,
boves in aula saltitant,
stivae praecones militant,

Unfeathered fledglings leave the nest,
0ld mules strum their lutes with gzest,
In Senate House the oxen prank,

And peasants all have general's rank,

The popularity of this kind of absurdity ig attested in the
rich variety of English medieval ornament collected by ‘
Francis Bond and.Kenneth Varty, where foxee are ridden by’
rabbits or cocks, and where ducks chase the fox and a goose
hangs him, A well-known, early example of this theme is the
1lth-century emblem in the San Marco at Venice, where two
cocks are shown caprying a fox on a pole, Brueghel the
Elder's 'Flemish proverbs' illustrates the absurdities of
the Verkserde Wereld that were also handed down through
generations in the French fatrasie, the Italien bugia, the
Spanish aleluya and the English nursery rhyme, And Brueghel's
contemporary, Hans Sachs, has two Schwénken with the titles,
‘Die hasen fangen und praten den Jjeger!' and 'Der verkerhrte
Pawer' in which the cart 1s put before the horse in end;ess
variations, Indeed, tho humorous appeal ¢f this kind of tale
has lost none of its appeal to this day, witness the story:
of the rabblt who, after killing the fox, takes his head in
a bag to Mrs Fox, 'en he tell 'er dat he done fetch her some
nice beef w'at 'er ole man sont 'er, but she ain't gotter
look at 1t twel she go ter.eat it,' The similarities
between this tale of Brer Rabbit and the Cuwaert episode in
Van den Vos Reynaerde are obvoius., Yet it is, of course, an
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almogt perfect inversion of Willem's aoccount, If Willem's
tale represents +the verkehrte Welt, what of the world
presented in Joel Chandler Harris's folk-tales of the Southern
States? In these tales the mundus really is inversus, with
the rabbit riding the fox like a charger, and killing the

bear by luring him into a tree full of honey and bees,

Here we are back to the war between the cats and mice where
the mouse pharaoh'is the victor,

On this piecemeal evidence of the mundus inversus in

various traditions we are confronted with a number of importanf

questlons. What are we to make of the striking similarities
between some of the animal tales in Egyptian, Greco-Roman
and American-Indian lore? Can we gpeak of an Egyptian, or

at any rate an Oriental origin for this genre, and if so,
does the European beast eplec belong to it? The beast epilc
and the Egyptian tradition had at least this in common, that
they both expressed dissatisfaction with prevailing political
or gsocial conditions by representing humans acting out of
character in animal guises. And Jean Capart's comparison

of the contest between the Egyptian gods Horus and Seth, with
the contest between Isengrin and Renart certainly indicates
some direct connection, And, finally, how does the satire

in Van den Vos Reymaerde relate to the mundus inversus where
animals act out of character?

In the beast epic itself, Fortune's wheel is certainly
often turned to the author's gatirical advantage, particularly
in Isengrimug, but Willem's satirical intention at any rate
seems to find expression in the fox's infallible ability,
while acting true to type (or at least showing those traits
popularly attributed to him) to exploit the weaknesses, in
the form of familiar human féilings, in other animals,

Arendt rightly refers to the satire of a soclety prome to
'rencliner & sa nature'!, but thisg of itself cannot justify

his use of the term verhekrte Welt, Thig world may be morally
berverse, but it ig certainly not inverse, that 1s, totally
out of character morally or physiologically, I say 'totally!
out of character, because Peasants who act like knights, the
priest's woman who takes an altar candle while the priest
himself takeg a distaff, the king who aéts wnconstitutionally,
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or the confessor who asks for obescene detalls cannot be

said to be acting entirely in character either. But in

a world where animals have human characteristics we are
already in the realm of meke-believe., Moreover, the very
choice of a species to represent humen values implies a
normative gudgement. The lion is regal, so we expect kingly
qualities in him. The hen is small and ineffectual end we
expect pettinegs in her, and so on., The author's purpose in
drawing on the Reynard tradition is ostensibly (I say
ostensibly...) to parody human types representing the soclal
order, much as the vagantes adopted the guise of th9se types
in the society whom they were parodying.

In Willem's ruthless exposure of every kind of sham and
hypocrisy, in the structure and in the behaviour of society,
in the law, in the church, in social convention and custom,
even In literature itself, there 1s reason to doubt anything

and everything in the tale, even the author's apparent intentions.

For this reason, I am hesitant to accept Dr ILulof's reading

of Willem's intention. 'Reynaert,! he wrilites, 'appeals to the
genge of solidarity in the group, by which the group can
survive in hazardous times', and he refers again to this in
his recent book (which he was kind enough to lend me in page
proof); HNu gaet reynaerde al huten spele,stating that he

would emphasize the grouping of society in the tale since this
accounts for both Reinaert's behaviour as head of the clan

and for the structure of the tale itsgelf. I am convinced

of the significance of clan relationships, to which too

little attention is normally paid. But quite apart from

some doubt about whether Reynaert was the clan chieftain, there
is too much evidence of parody even towards this sgocial

phenomenon to derive much comfort from it. There is, after
all, room for considerable doubt about Grimbeert's motives
for leaving the court before the antlicipated execution. And
if clan relationships really did represent the underpinning
of social order and gecurity, how on earth could Isengrijn
be mistaken about his membership of Reynaert's clan? We
have a modern,anthropomorphic parallel to the beast epic in
Kipling's Jungle Books. Kipling's animals, it is true, do
not conform as Willem's do, to what was then known about
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animal hehaviour, but his didactio intention 1s quite clear

in the absence of any trace of satire, that men must fend

for themselves 1n a dangerous world, by bold hunting in packs
under disciplined leadership. In a later, less jingoistig

age, an equally transparent social ethic was conveyed in a
middle-class idyll, also undisturbed by any satire, in Graham's
The Wind in The Willows.

Bui there's no such almost-allegorical clarity of purpose
in Van den Vos Reynaerde. To avert (somewhat freely) to
Luloffs comment on clan leadership and solidarity: 'As a
Provisional I should derive small confort from the knowledge
that in pegotiations to end internment, my leader, Reggie
O'Fox, had named his own second-in—bommnnd as n drunken
regiclde! ' Whoever heard or read this tale, wherever and
whenever he heard it, heard a story with one indisputable
protagonist named in the title, who is the very embodiment of
deception, Buitenrust-Hettema's comment, 'the poet is often
Reinaert himself; the latter's ideals are his own' implies
that the author, too, is out to deceive us. A pointless
exercise, surely, if the author intends to sucoeed, But
there is plenty of evidence that Willem was, as 1t were, hand-
in-glove with Reinaert, applying his own craft and cunning
to fashion a double-bottomed structure which would itself
exemplify the inconstancy of life and the shifting perspectives
between appearance and reallty., Hellinga has referred to the
fleeting allusions which constantly alert us to the double-
entendres in the tale, and Lulofs has subsequently stressed

the significance of magic and demonic forces at play under
the surface,

The very notion of the world upside down may indeed
itself have been associated with witcheraft, I have no
evidence of this in the Middle Ages, aince I am no medievalist,
tut I do not think I should cloak my ignorance by paseing
this matter,over[ It started with the theory of the Antipodes,
first mooted by the Greeks and subsequently rejected by the
Church Fathers. Isidore of Seville condemned it on the
grounds that creation could not tolerate men standing on their
heads as they would have to if one set were standing upright in
a two dimensional world,. Augustine was no less scornful in
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Le Civitate Dei and at a much later date Sir Thomas Rrowne
wrote: 'Let the Divine be upward; and the Region of the Beast
below. Otherwise it is but to live invertly and with the

Head unto the Heel of thy Antipodes.' And in the sixteen
thirties Richard Brome wrote two plays, The Antipodes and

The Tancashire Witches in which the witches cast a gpell

which upturns all the parent-child and mastér—servant
relationships in the household. 8o in England the contrariness
of the Antipodes conveyed more than moral judgement (in Brome's
second play the protagonist goes mad through roading too many
travel books and for a cure has to witness a play-within-
a=-play with the title 'The World Upside-down'). It also
conveyed the entirely irrational and even witcheraft.

To return, however, to Van den Vos Reyvnaerde. Here, I
believe, there can be no serious doubt about an undercurrent
of harmful magic forces, and I would only relate it to what
we have already considered in the iconographical tradition
of the mundus inversus. Consider, for instance, the ancient
motif in mosaics and on tombstones, depicting the stork (the
goul) overpowering the fox' (the. devil), or the San Marco
illustration of the cocks carrying off the fox. Hatto's
symposium Eos shows how universal was the magical or symbolio
attribute of the cock as harbinger of the light, and hence
of safety and of virtue, and hils adversary, the fox, as the

stealthy representative of darkness and evil, There is,
after all, good reason to put weathercocks as guardians on
our buildings. 3But to argue ffom this, as John Flinn does,
that the fox is, therefore, the embodiment of evil is to
remove the satirical polarity in Van den Vos Reynaerde.
For how can 'la source de tout le mal' provide this comedy
of srrors at the expense of his adversaries?

The uncertainty about the fox's rlle and hence about the
gatirlcal intentions in the story is, I believe, duc to the
deliberate ambiguity in 1t, We are not, as 1t were, allowed
an 'either - or' cholice, but are forced to accept 'both - and!,
just because this confronts us with the paradox inherent in
the mundus inversus of what R. Alewyn calls naturalismus
over against realismus. I can best illustrate this by
reference to two passages from Isaiah. ' In the first the
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prophet is describing the disarray following God's judgement
of a wicked world:

Behold, the Tord will lay waste the earth and make it
desolate, and he will turn it upside down and scatter
its inhabitants, And it shall be, as with the
people, so with the priest:; as with 'the slave, so
with the master; as with the maid, so with her
mistress; as with the buyer, so with the seller; as
with the lender, so with the borrower; as with the
creditor, so with the debtor!
(24;1,2)
In the second, Isaiah gives his famous vision of paradise:

'The wolf shall dwell with the lamb, and the leopard
shall lie down with the kid, and the lion and fatling
together, and a little child shall lead them,.. and the
lion shall eat straw like the ox.,. (11;6,7)
There can surely be little doubt that the more educated
Christians among Willem's audience will have found Ngbel's
kingdom not unlike the upside-down world of Isaiah's first
description., And although, as we have seen, the beast epic
does not follow the zoological inversion used in the second
passage - Isailah's vision of the coming of the virtuous
king - this ideal contrast to the real situation is also
suggested in some of the Reinaerd episodes, as Arendt has

shown in support of his quotation from another chapter of
Isaiah:

Until the spirit be poured upon us from on high, and
the wilderness be a fruitful field, and the fruitful
fleld be counted for a forest. Then judgement shall
dwell in the wilderness, and righteousness remain

in the fruitful field, (32;15,16)
H ’

Moreover, Isaiah's vision of a world of reconciliation among

the beasts denotes according to the Catholic commentary, a
return to the peace of Eden - the Messianic kingdom is a kingdom
of peace and the new covenant is a covenant of peace, and
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whatever may be said about Firapeel's final intervention,
Willem's own signature is attached to the end of MS A which
ends with a reconciliation and 'pays van allen dingen,'

The fox himself, like the poor in spirit, does, after
all, inherit the earth from the rich and powerful, He may
have learned magic arts (liste) from his father, but he is
also the arch-adversary of the wolf (who is not only the
scriptural devil among the flock and enemy of the good
ghepherd, but alpo the Werewolf), and of the bear (also a
man-bear) and the animal of witchecraft, the cat, all,
according to Grimbecert's account (fabricated by Reynaert)
laying their regiclde plot at a witoch's sabbath, 4And - as
if this confusion of opposites were not already perplexing
snough, I recall my earlier question: what then was Reinaert's
relative doing there as a fellow-conspirator? If this
multiple imagery seems far too sophisticated, not to mention
contradictory, for a medieval audience, we must constantly
remind ourselves that thelr world was itself in the melting
of superstition and belief, of establishment and anti-
establishment, And they had no cause to forget this, seeking
their entertainment as they did in the topical parody and
masquerades of the Goliards, vagantes and carnivals, But
we must also avold exaggerating the possible significance
of secondary motifs. We need not assume anything more than
the most obvious comedy and suspense in the tale. It is,
after all, a feature of much comedy, particularly comedy in
animal stories, that it appeals to children and adults alike,
Not without reason, John Locke in deploring the lack of children's
literature in the early 18th century, referred tc AEsop and
Reynard as :the only exceptions. This has, of course; been
amply remedied in recent times, dbut it is still noteworthy
that many of these books, like Alice and, very recently
Richard Adams's Watership Down, appeal, just becauwse of their
multivalencs, as much to adults as to children ~ or even
more SO,

In conclusion then - The original intention of the

mundus inversus trope was to express paradox, So the terms
die verkehrte Welt, le monde & l'envers,.il mondo alla riversa,

'the topsy-turvy world'! should, I submit, be reserved for the

D

33

incongruous or absurd that is approprilate to the paradoxical
dimension in life, expressing the antithesis physically or
morally implied in the concepts of Gelgamesh, the land of
Cockayne, Hell or Paradise. Measured in these terms, Van den
Vos Reynaerde is realistic, parodying (as parody must) the
real situation in recognizable, though not necessarily
predictable, terms of what is real. 1In its development, the
concept of mundus inversus could be applied in satire or
hyperbole to a wide range of experiences, including most
certainly the turn of Fortune's wheel. But the catastrophic
misfortunes in some of the Reynaert eplsodes and the absurdly
uncharacterigtic behaviour in others are incidental, They
only become crucial inasmuch as they contribute to a general
theme, and in that case, they belong to both worlds of black
magic and enlightened goodness., Even 50, these are hidden
worlds only hinted at spasmodically and inconsistently, So,
though both worlds can be described in terms of a mundus in-
versus (as Isaiah does), Willem does not so describe them,

At. most he alludes to thom in his deliberately ambiguous

poem. So, once again - we cannot speak of a world upside down
in the Reynaert without considerable qualification, What
even a random and cursory glance beyond Hulst and Kriekeputte
may have shown, is that superstitions and religions, which
die very hard, can leave a residue over vast areas and periods,
so that it may not be merely wild speculation that Reynaert

is the cousin of Coyote and the Buropean guise of Horus, Why,
when all is said and done, should we entirely dismiss the
etymological origin of his name - Regin-hart - the doughty
council, of the gods?
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TALKING ABOUT ACTION:
SELF-CENSURE IN THE ROMAN DE RENART

Anne Ladd

This paper is part of a study on standards of language
in non-courtly literature of the twelfth and thirteenth \;
centuries. That standards do exist as background to these
genxes is supported by examples of self-censurs; that is,
cases whers there is in the text itself an indication that
the author is forestalling blame f£rom his public. The
various branches of the Roman de Renart illustrate three
kinds of self-censure. These usually appear.in a sequence of
affirmation and denial, or c¢ondemnation and approval.

The first kind of censure is the author/narrator's
reproval of Renart, which is part of the opening lines in
eight branches, However, it is really the author who is
responsible for all misdeeds and offensive woxds in his text.
The entire branch that follows any of these introductions is
a refutation of the initial condemnation.

A second category of censure is reproval of Renart's
words and deeds by other characters. This 1ls still a form
of self-censure, as the same person wrote both question-
able words or scenes, and their contradiction.

This paper studies the most interesting case of other
characters! reactions, Pierre de Saint—cldud's Branches II
and Va (Roques IIIa, VII, VIIa, VIIb), relating the tricks
played by Renart on various animals ending with the rape of
Hersent the sha-wolf, and the attempts of the animals at
court to deal verbally with these deeds. A majoxr theme of
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this portion of the Roman is the uses of language. .Renart’s
manipulation of words is one of his outstanding character-
istics. He uses trickery with words to entrap all of fhe,
animals except perhaps Hersent. But when the author présént§
the court of Noble the lion, Renart's dynamic use of 1angﬁage
to produce desired actions contrasts with the useless pro=-
liferation of words by the animals at court. An analysis of
the language of the characters as each tries to talk about the
brute fact of the attack on Hersent indicates the absence in
this court of any standards of conduct or of language., Besides
the author's uninhibited account of the rape episode, there
are six others. The vocabulary shifts between the crudest
terxms and poetic phrases, with little distinction with
relation to social class or sex of the speaker, except that
gome characters, such as King Noble,: choose not to.use the
cruder language.

The proportion of lines spent in discussion of Renart's
acts makes clear the failure of one kind of language. The
plot of Pierre de Saint-Cloud's work consists of’attempts'to
make words function as action in a world of tooth and claw.
In these attempts Renart, who uses lies or words that create
imaginary actions, is successful. The court, trying to get a
grasp on truth or past reality with words, fails. The failure
of the court to put a name to Renart's offenses, or rathaer,
to his actions, which are not offenses unless named so,. forms
a circle that the courtiers never escape. Thelr naiveté or:
lack of discrimination is not shared by the author. The
question of standards of propriety merely reinforces the
inability of social language to handle the raw material of
life as lived by the individual.

There are many other cases of censure by characters in
these poems. However, the author's agreement in the blame is
questlonable. The most commonly censured act is adultery,

and the usual mouthpiece of reproval is Ysengrin, Harsent's
husband, who cannot be impartial. Another character who con-
demns Renart but turns out not to be sure of his opinion is
Bernart the ass, the court chaplain in "The Death and

Funeral of Renart." King Noble tends to condemn the deeds

of which Renart is accused, but prefers to believe that the
fox has not really committed them.
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A thixd xind of reproval is self-accusation by the main
charac;e:.' In oné type, Renart staﬁes all the wrongs of which
he is-acéuéed but denies having done such terrible things, so
that in censuring the acts he is, for the auéiencg, condemning:
himself, ' ) B

The morer usual case: of self-censure, however, takes the
classic: form of a confession, which ls introduced into at )
least five branches. The -confession,is a.list of what Renart
himself considers to have done wrong. It also provides a
delightful opportunity to affirm through negation, as the fox..
lingera.with.loving detail on his past misdeeds. In addition,.
some of the confeasions throw in a few sins that have not been
committed in any of the previous branches, as, though Renart is
making-an- on~-the-spot improvisation in a burst of enthusiasm. ,

In' general, 'it ls actione and not words that’'are reproved:
in the Roman de Renart. The court scene composed by. Pierrae'de:
Saint-Cloud and the confrontation of Renart and. Ysengrin.in
"Le Duel Judicialre" provide the only. discussions of language.
Affirmation and denial. of. blame ara offered in many. branches,
but it ia the censure that is overruled by the: right of. the . .
stronger. or smarter.  Two opposite opipipng are presented,.. , .
followed by the discomfiture of- the character who hold; tha
unfavorable- opinion, or by.the escape of .Renart, from punish-
ment,: or. by his relapse.after a.confession., Certainly,
however, by the presentation of the censure, the author allows
that some pecple will f£ind Renart's actions distasteful and.
have standards by which he would ba condemned, even if these.
standards cannot be allowed to surxvive in.the.Roman.. o e
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(Summary of the paper)
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PIERRE DE SAINT CLOUD AND THE BESTIARY
Anthony Leodge

As I begin this paper I feel my position to be curiously
similar to that of Renart in Branch I when he lures Brun the
Bear with promises of large quantities of honey, only to
trap his head in an empty log, bringing him to mischief at
the hands of the peasants, I hope not to trap your heads
into an empty log, but I must confess that my title 'Pierre
de 8%t Cloud and the Bestiary' promises more good things than
I shall be producing, In my talk, I will not attempt a
detalled and systematic analysis of the influence of the
Bestlary on the work of Plerre de St Cloud., All I will
attempt to do will be to highlight one point in Pierre de
St Cloud's poem where I think the Bestiary may have pléyed
a part in the vernacular author's creative process, his
adaptation of the fable of the Fox and the Crow. My remarks
contain material sufficient for a footnote rather than for
a full-blown article on the subject,

Plerre de St Cloud is the author of the earliest branch
of the French Roman de Renart which 1s referred to (after
Martin's edition) as II-Va. Iittle is known of him apart
from the fact that this branch is conventionally attributed
to him, and that he wrote 1t some time in the 1170's., His
identity, the date and fundamental unity of his work form a

major part of L. Foulet's magistral study on the Roman de Renart

published in 1914,

Branch II-Va contains six episodes of varying length:
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Episode Analogues
1. Chantecler Romulus, Isengrimus
2., Renart and the Tomtit Romulus, Isengrimus
3., Renart and Tibert
4, Renart and Tiécelin Romulus
Romulus, Isengrimus

5. Rape of Hersent.
6. Trial of Renart

Of these six episodes, two are original vernacular creations
- Pibert, and the Trial - and the other four are reworkings
of fable material, three through the intermediary of the
Isengrimus, The episode I wish to highlight here is the one
which does not have an analogue in the Isengrimus - Renart
and Tidcelin, the Fox and the Crow.

Renart and Tiécelin

A good deal of work has already been done on the genesis
and structure of this episode in Pierre de St Cloud. Scholars
are generally agreed to see it as an amplification of the Fox
and the Crow fable found in the Romulus of Nilant, TFoulet
attempted to see an additional influence on Pierre de St
Cloud's version coming from Marie de France's ds Corvo et
Vulpe, However, this hypothesis was effectively countered
by R. C. Johnston in MLR, 57 (1962), 231-5.

The PRomulus text

De corvo, qul casium de fenestra fertur rapuisse
et altam ascendisse arborem,

Testatur subsequens fabula, quod multi in fine
peenitent que falsis adulationibus facile assentiunt.

Quodam jem dudum tempore Corvus casium de fenestra
rapuisse fertur; cum gquo altam conscendit arborem.
Cumgue illum disponeret comedere Corvus, subdola Vulpes
ad radices arboris, haec vidit, stetit, cogitansque in
gsemetipso quo modo fraudulenter cassum a Oorvo eriperet,
ita dixisse fertur: 0 Corve, gquis tibi similis? et
pennarum tuarum nitor magnus est, et sl tam prasclaram
vocem haberes, nulla alia avis praecelleret te, At
ille, dum placere Vulpi vellet et vocem claram se habere
jactanter demonstrars cuperet, aperto rostro clamars
nltius parans, sui oblitus cnsel, casesum perdidit, quem
cadentem desuper celeriter Vulpes dolesa avidis dentibus
rapuit, Tunc Corvus ingemiscens, stupore nimic deceptus,
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falsis adulationibus oredidiess se
d.on: radidise peonitet. Sed postquam
homo perdiderit quicquid amat, quid poenitentia 1111 pgoficit?

(ed..L. Hervieux, II, 521-2)

Let us briefly compare the structures of the two narratives,

Romulus Renart (ed. Roques)
- Scene-getting

(11. 5551-65)

I Theft of the cheese Theft of the cheese

(11.5566-92)

II Situation at the tree Situation at the tree
(11. 5593-5614)

IIT Fox's flattery ITII-IV Renart's threefold

] flattery, Tidcelin's singin
-V Crow sings and loses and the ioss of the eheege =
cheese, (11. 5615-45)

Regart's attempt to catch
Tiécelin
(11 5646-84)

V Fox eats cheese

VI Crow's gurprise and Tiécelin's regrets
regrets (11. 5685-92)

Renart eats cheese
(11.5693-5705)

Pierre de St Cloud's reworking of the fable involves
very considerable modification of the original, He not only
expanded the baé% banes of the fable narrative, but also
drastically remodelled certain incidents and inserted an
entirely new incident of his own, Pierre de St Cloud's
expansion of the bare bones of the fable narrative follows
the standard pattern of amplification:

(1) He introduces a 15~line section at the beginning
transforming the featureless landscape of the fable into the
lush green countryside of Northern France.

(11) By the occaslonal use of feudal terminology he
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transposes tha talo from the timeless plane of moral symbols
to medieval Europe.

(4i1) Indulging his love of rhetoric, he expands the
fable's terse reported speeches into lengthy and lively
dialogues.

(iv) By adroit highlighting of significant details he
fills out the stark cardboard figures of the fable into flesh
and blood characters.

Pierre de St Cloud algc takes liberties with the
narrative of his source and drastically remodels one
particular incident - the flattery sequence. Tiécelin,
instead of carrying the cheese in his beak, is made to bring
1t to the tree in his claws. This allows the author to
indulge his love of dialogue, for it frees the crow to hurl
abuse at the old woman from whom he stole the cheese, aad
it gives the author the possibility of a long drawn-out
temptation of Tidcelin by the great deceiver, Renart, In
an intentional parallel with the earlier Chantecler episode,
Renart takes time to anaesthetise Tiécelin's watchfulness
by his flattery. He three times persuades the grow to
sing, each time on a higher note, Only on the third and
highest note does Tidcelin strain so hard that he relinquishes
his grasp on the cheese, This partiality for threefold events
is almost a hall-mark of Pierre de St Cloud's style - it
recurs several times in the four earlier sections of Branch
II-Va, giving a remarkable sense of symetry and stylistic
unity.

Plerre de St Oloud's expansion of the bare bones of the
narrative and his remodelling of the flattery sequence have
both reoeived thelr fair share of scholarly attention in
the past. ILess attention has been given, however, to Plerre
de St Cloud's addition of an entirely new ineident after the
flattery sequence and Tiécelin's loss of the cheese, This
incident hag no parallel in the Latin fable, yet it ococupies
more than a quarter of the French wversion - 40 out of the 150
lines. 1Instead of gobbling up the cheese as soon as he finds
1t between his feet, Renart bides his time and esmbarks upon
an attempt to capture the Crow as well, (11.5646-84) To do
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this, he nemembors the injury he suetained in the preceding
'eteeplechaso incident! with Tibert the cat; he grossly
exaggerates 1ts gravity, and suddenly feigns total physical
incapacity: He protests to the watching crow that his injury
is so serious that the smell of the cheese under his nosev

threatened his very life., Would Tidcelin please come and
remove 1t:

"This cheese 9tinks and smells so strong
that 1t will soon kill me off,

This causes me great distress,

for cheese is not good for wounds.

Ahl Tiécelin, please come down from

your tree and deliver me from this evil,"

(11.5659-64)
The Crow i1s dececived by Renart's feigned incapacity and
descends from the tree to recover his cheese, He barely
escapes with his life, for Renart swipes at him, misses,
but pulls out four of the Crow's tail feathers, before
Tiécelin manages to flutter out of reach,

Why did Pierre de St Cloud introduce this new incident

into his story? There are good thematic and structural
reasons for it, '

1) A thematic reason for its introduction lies in the
fact that it gives us another example of the arch-traitor
and hypocritein action. Indeed, the raison d'&trs of the

whole Homan de Renart is to give Renart a stage for performing
Successive acts of treachery,

2) Plerre de St Cloud also had structural reasons for
bringing in this incident: the attack on Tiécelin is the third
and final example in Plerre de St Cloud of Renart attacking
a bird, Previously he had attacked Chantecler and the Tomtit,
The parallelism is clear. We have already alluded to the
importance of tripartite structures in Pierre de St Cloud,
Moreover, the injury invoked here by Renart acts as a link
with the preceding Tibert episode. In this way, the author
tightens the bonds within his compilation,

Plerre de St Cloud then had sound thematic and structural
reasons for including this new incident. But was this extra
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epimode entirely his own invention? The silence of the
critics on this point implies that they think it was, I

am not sure that this is so. It seems possible to me that
Pierre learnt of this theme in the Bestiary. In the Bestiary,
the significant property of the Fox is to try to catch birds
by pretending to be dead.

The Bestiary text

Vulpis dicitur quasi volupis. Est enim volublills pedibus
et nunquam recto itinere suis tortuosis anfractibus currit.
Est et fraudulentum animal et ingeniosum., Cum esurit

et non invenit guod manducet, involuit se in rubsa

terra ut appareat quasi cruentata et proicit se in terram,
retinetque flatum suum ita ut penitus non spiret, Aves
vera, videntes eam non flantem et quasi cruentatam,
linguamque eius foris ersctam, putant sam esse morbtuam

et descendunt sessum super eam, Illa autem sic rapit

eas et devorat.

Istius eiusdemque figuram Diabolus possidetececceesss

(Cambridge University Library, 6)
11.4,.2

The Fox is recorded as rolling in red scil and then lying
8till on the ground counterfeiting death, Birds descend to
feed on the 'corpse! and are attacked when they come within
range. Quite obviously, the parallelism between the Bestiary
description and Pierre de St Cloud 1s far from total -~ Renart
does not roll in red soil and does not in fact felgn death,
He feigns incapacity and imminent death if the cheese is nog
removed, However, the parallelism is sufficiently close, in
my view, for us to be able to say that Pierre de St Cloud
may have had the Bestilary fox in mind when composing this
extra eplsode.

Bvidence that medieval pecople exposed to Pierre de St
‘Cloud's story themselves linked the theme with the Bestiary
i3 provided by pictorial evidence from one of the Renart mss

it
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It seems clear to me that the 11luminator of BN 1580,
while 1llustrating the text in hand, may also have had another
plctorial image in his wind - that of the Bestiary Fox
sprawled out on his back in an attempt to capture birds, It
may be that the illuminator of BN 1580 was being quite
ideosyncratics To disprove this, one would have to check
other illuminations relating to this episode in other MSS.

However, what I think one can say is that, at least, one medieval

person exposed to Plerre de St Cloud's story seems to have

seen a parallelism with the Bestiary., In my view, this was

not fortuitous, and probably typifies the general medieval
regponse to the spisode. The Bestiary, while being particularly
pépular in England, was well known in XNorthern France, as the
vernacular translationg of Philippe de Thaun and Guillaume

le Clerc testify.

¥hat conclusions can be drawn from this little exercise
in source-hunting? These forty-odd lines in the Tidcelin
eplsode - if you accept with me their inspiration by the
Bestiary ~ are in fact the closest Pierre de St Cloud comes
to tapping Bestiary material directly. There is nothing in
the portrayal of the other protagonigts in his poem - the
Lion, the Wolf and the Bear - which can be said to have been
directly influenced by the Bestiary, as distinct from the
gensral animal fable tradition, I think the same could be
said of the writers of later branches of the Roman de Renart,
The only exception which comes to mind is Branch VII - Renart's
Confession - where Renart's confessor is a bird (Hubert the
Kits) whom Renart gobbles up after pretending to be dead, i.e,
The Bestiary motif 1s used again, this time in much purexr
form than in Pierre de St Cloud. But for this one thems then,
the animal descriptions in the Bestiary have not been a
gource of direct borrowings in the Romap de Renart, Even so,
the fact that this incident in the Renart and Tidcelin ebisode
may have been inspired by the Bestiary seems to me to be not
without significance for us modern critics, It serves to
remind us of the proximity which existed in medieval eyas
between the Physiologus =~ Bestiary tradition and the Roman

de Renart, It reminds us that ifiwe are to make the best
sense of the animal stories in our text we must view their

actlons not with the oyea of tho mndern zoologist or
paychologist, but through an optie similar to that of the
Bestiary. This latter approach is not too hard in the early
part of Plerre de St Cloud's poem, but it becomes harder the
more the poet emancipates himself from the fable sources

and enters his own created world of feudal adventure,

Modern readers of the Roman de Renart - particularly

French readers - usually come to the text after exposure

to French animal poets like La Fontaine, Conditioned by

this experience, their appreciation of the Roman de Renart
comen to depend entirely on issuea such as realism in the
author's evocation of nature, vividneass of dialogue,
pasychological realism in the characters. I would not elaim

that these critical ecriteria are entirely oisplaeced, but

I would claim that they do not help the modern reader to
reach the central core of the medieval French beast epic.
The Roman de Renart - @specially II=-Va - I is not Naturpoesie
ag the nineteenth-century Germans conceived of it, It is
not fundamentally an exploration of the psyche of a chronically
deceitful individual, The characterisation of Renart is
fundamentally a parody, a deflation of the lofty ideals and
aspirations of chivalry - an inversion of the moral ideals
of courage, loyalty and religion, The -Bestiary's interest
in the natural world was directed primarily at the capacity
of the Beasts to symbolise moral and gpiritual values,
would argue that priority must bLe given to the mor

T
al symbolism
of the animals, especially Renart, in the Roman de Renart too.,
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NEW LIGHI Ow THE STORY OF THE FOX'S
BABECUTION AWD FUNERAL (Lsa HOHT o1 PHOCKSSION
RENART - Martin, Branch AVII) IN MEDIEVAL ENGLAND

Kenneth Varty

Summary :

In 1974, during the course of fthe cleaning and conservation
of some paintirgs on thn buck of the north range of choir-
stalls in Gloucester Cathedral, Mr. Clive iHouse and hisg
aggistant Miss Ann Ballantyne detected, beneath some ilndifferent
ornamental paintings dating from the henaissance, a series of
earlier paintings in which the fox was prominent. They
proceeded to uncover the earlier work to find a series of
eight or nine episodes which relate a c.1l375 story of Reynard
the Fox (see the illustrations following p.47). These
episodes are contained 1n two wooden panels each measuring
approximately 56 x 59 cms. Lach panel 1s, like an enlarged

‘miniature, divided into two registers, an upper and a lower,

and each register into two - occasionally three - ascenes.

* ¥ X K K OF ¥ K ¥

Scene 1. (PFig.l) Left, upper register. A fox kills
a goose.

Scene 2. (Fig.l) Centre, upper register. The upright
fox (Reynard?) is taken prisoner by an upright hare (Couard?)
and, - scarcely distinguishable - an upright goat carrying a
tall cross (the head of the animal and the horizontal part
of the croass are missing, but they both reappear, in the same
colours, in Soene 5). Behind the goat is an upright boar

{Baucent?) carryihg a rod.

Scene 3, ' (Fig.l) Kkight, upper register. The bound
fox is being led peforv a seated, robed wolf-abbot (Ysengrin®).
Pacing the wolf is a cock (Chantecler?) and a hen (Pinte?).

Scene 4, (Fig.2) Left, upper regilster, Three pairs
of ycked geese pull a bound, upside-down, horizoutal fox to
his execution. »irds begin to mob the fox from the trees
under which the processilon passes.

Scene 5. (Fig.2) Right, upper register, The fox is
sxecuted by the goat (using his cross to help dispatch the
fox); the hare and ‘a goose.

Scene 6. (Fig.l) Left, lower register. A horse or |
ass (Ferrunt? Bernard?) and a stag (Brichemer?) sing rfrom '
an open book in which notes of mugic are clearly visible.

Scene 7. (Pig.l) Centre and right, lower register. A 4
number of dog-like and ape-like animals appear to be play- v
ing or arguing.

Scene 8. (Fig,2) Left, lower register. 'The fon,
forepaws bound, is lirted on (or off) his bier. To the left,
a mitred wolf (%) reads from a book; an upright hare; to the

right, a boar rings a handbell, and a gpotted dog (Courtois?)
looks.on.

|
Scene 9. (Fig.z) Right, lower register. A crowued ‘
lion (MNoble?) with a lioness at his side (f'iere?) git ot ‘
table, and are served by a bear (Brun?), a ram (Belin?)

(or a goat), and an ape (Cointeriaus?).

LR B B A ‘

These scenes seem to be a version of the Mort et
Procession branch of the ioman de Kenapt into which the folk-
lore, popular, world-upside-down imagery of the fox/gooasc
motif has bevn woven., That the sceuss are related to the ‘
deagt Lpic is surely proved by the presence of the ocrowned ‘
lion and his queen the lioness; and strongly suggested by o !
presence of the boar, goat, hare, agock, hen, wolf, horse or
ass, stag, dog, bear, ram aud ape or monkey. That they arz
related to the Mort et Procession Henart is strongly suggested
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by scenes six, seven aund eight. In the French story, after
Bernard the Ass has pronounced a funeral oration and led
prayers, Brichemer the Stay and Ferrant the Horse read from
the New Testament. 4And, in the course of the Service for
the Dead, Bernard the Ass reads a lesson, while the response
is sung by Brichemer the Stag. The seventh scene, the least
wall preserved and most difficult to interpret, may have
something to do with the riotous feast the animals have as
Renart's supposed corpse is left on its bier. During this
feast the animals play a foot or paw-banging game - each
animal in turn stretches out a foot/paw/hoof/claw and his
challenger tries to knook him over by striking the outstretched
limb as hard as he can, This may be the game oue gees
deplcted in scene sevarn.

LR B B B EE B B

These paintings have to be seen in the context of other
fox-funeral and fox-hanging peintings, drawings and sculptures
of which there is a relatively large number in England: e.g.
the one, ¢.1300, in the Walters art Gallery MS 102 (prouukly
made at Peterborough); at York, c.1310, in stained glass;
in the Smithfield Decretals (Brit. Mus. MS Roy. 10. E. iv),
c.1340; the one that was part of a mural, c.l450, at Ludgvan
Church; that is part of a mural, ¢.1450, in Cothay i nor;
and on a misericord, ¢.1520, in Beverley Minster. (The York,
Ludgvan and Cothay evidence is as yet unpublished; glides
were shown to members of the Colloquium), There is, of course,
complementary iconographigal evidence from the Continent,

e.g. from Oviedo, Ravenne, Verona, Venice, Murano, Paris
(B.¥. ma. fr, 12583), Strasbourg, Marienhafe etc., moest of
which has been deseribed and commented on in "The Death and
Resurrection of Heynard iun Medieval Literaturs and art",
Nottingham Mediaeval Studies, Vol. X, 1966, pp.70-93, though
the Oviedo and Paris evidence has yet to be published.
(Members of the Colloguium were shown a slide of the B.u.
miniature).
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THE BEAST EPIC IN SCOTLAND

John MaoQueen

Summary :
(1) John Barbour, Bruce, £IX, 650;683, "How the Fox playt
with the Fischer". ¢.1375. (STS. edit., II, pp.163-165),
(2) The Talis of the Fyve sestes (fragment). Asloan Manuscript
(1515), ££.229-235b, (STS. edit., II, pp.l27-140).
(3) Robert Henryson (c.l1420-1490):~

(a) "The Taill of the Wolf that gat the Nekhering throw
the wrinkis of the Foxe that begylit the Cadgear",
(cf. Roman de Renart, XIV, Martins edition).
(b) "The Taill of the Fosw, that begyllt the Wolf, in
the schadow of the Mone", (cf. Caxton's Reynard the Foxﬁ
1481). .
{c) The Tod
(1) "The Taill of Schir Chantecluir and the Poxa'.
(cf. Chaucer, Nun's Privat's Tule)

(ii) "The Taill ‘.ow this foirsaid Tod maid his
Confessioun to Freir Wolf Waitskaith." (%?ecf.
Caxton's Reynard).

(1i1) "fhe Taill of the Sone and air of the
foirsald Foxe, callit Father wer: Alswa the
Parliament of fourfuttit Beistis, haldin be
the Lyoun". (?cf. Caxton's Reynard)




OXFORD UNIVERSITY BESTIARIES
AND THEIR PUBLICATION AS COLOUR TRANSPARENCIES

W.0. Hassall

For those who study the beginning of Genesis the creation
of the birds, beasts and fishes provides scope for enlargement.
The study of the animal creation is a great subject expanding
into modern zoology. The Middle Ages contented itself with
a compendium., This followed an antique work called ths
Physiclogus. It contained statements which were believed to be
true, though some were in fact not, while yet other statements
contain germs of half-understood but forgotten truths. The

reader of the Bestiary, like the reader of the Bible, accepted
what he read, but he was interested in inner meanings and morals
which could be drawn from the statements. In this he and his
generation differed from ours. Thus it was belleved that the
bear cubs were born amorphous and that the mothex licked them
into shape. 1t was hard to check the facts, but the moral was
clear. The story is told in Ovid's Metamorphosis XV, 379-381:

'Nec catulus partu quem reddidit ursa recenti,

Sed male viva caro est: lambendomater in artus

Fingit et in formam, quantam capit ipsa reducit.'
Caxton translates this 'whan the bere hath fawned the fawne
semath but a gobet of flesshe not a lyve, but after it had forme
by the lyckyng of ye moder', Thus it was accepted as fact that
the mother bear had amorphous cubs which shellicked into shape
with her tongue.

M.R. James divided Bestiaries into "families" according
to their arrangement and amount of additional matter incor-

porated.
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The first family is the most primitive in arrangement and
content. This family includes the Ashmole Bestiary with ita
129 illustrations. It did not include Barnacle Geese which are
derived froem Giraldus Cambrensis' book on Ireland. The nest-
ing places of these birds have only recently been discovered in
the Arctic. Medieval people believed that they grew out of
barnacles which they resemble somewhat in shape, and Irish
priests argued that they might sat them in Lent as they ought
to count as fish. Pope Innocent III disagreed in 1215 and
"Aeneas Silvius doubted the tale. This rare thema occurs in
MS. Bodley 764, a "second family" manuscript containing 140
illustrations executed between 1230 and 1240, This adds the
detail of the Cat's Larder which is like the bird cages which
accur in some Romances of the Rose. MS. St. John's College 61,
also of the second family, has only 94 pictures. Pictures from
M5, Bodley 764 have been reproduced in several strips. That
on English Rural Life contains particularly fine glimpsea of
daily life, including a woman milking a cow and a peasant
chewing a sausage as he drives his mule with grist to a care-
fully drawn mill. Some of the illuminations show an eye for
naturaliesm. Gold, highly polished and ineised, shows that
these three manuscripts were produced regardless of expensa.

It is rather startling to find that some of the very
beautiful pictures in Ms. Bodley 764 have never been reproduced.
If a complete record be made available, would it be mre con-
venient for it to be on microfiche rather than £ilm? If a0,
it should probably reproduce the complete manuscript even though
this means including unillustrated pages. Probably it ashould
reproduce complete openinga.

The other Oxford Bestiaries are all later in date. ALl
are illustrated; but as gold is not used in any of them, they

are not strictly speaking "illuminated" in the narrow sense of
the word.

M3, Bodley 602 has 73 pictures executed about 1225-50 in
what has been called the style of the school of Matthew Paris.
Matthew Paris was a monk of St. Albans who was well informed
on affairs of state. He sometimes went abroad on government
business and King Henry IIT and other great men used to stay at
St. Albans on the great north road from London. Matthew Paris
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knew Henry III personally, though he did not always: approve

of him, and on one occasion the king was anxious that he should
get a good view for making the illustrations of contemporary
avents with which he illustrated, with his owr hand, his own
excellent historical writings. He is one of the only two
thirteenth~century artists working in England whose work can

be identified. Fourteen transparencies have been made from this
manuscript. The one reproduced (B, 152) shows an ape pursued
by hunters. The fugitive must abandon his favourite child which
he holds in his axms in order to flee more quickly; but he
cannot rid himself of his less-loved child which has had to ride
pig~a-back, and so cannot be dislodged.

Ms., ﬁouce 167 formed part of the magnificent collection of
Francis Douce, an official of the British Museum who bought
personally many illustrated manuscripts which its Trustees
refused to purchase. Under the circumstances he left them to
Oxford University. MS. Douce 167 contains twelve tattered
pages from a Bestiary of the third quarter of the thirteenth
century. It has 35 pictures of which only the fox, the unicqrn
and the whale have been. reproduced. Our reproduction (from
slide B. 156) is a crude representation of the story of the
hunters capturing a unicorn. The way to capture unicorns was
to seat a virgin outside a wood in which a unicorn lived. The
unicorn would come and lay its head on the virgin's lap and
could readily be captured. One hopes that zealous seekers for
unicorns who believed they knew where they were to be found .
were not disappointed by the performance of too many young
ladies whom they had believed to be suitable bait. The
delicately tapering horn of the narwhal was believed to have
been derived from a unicorn -~ and early observexs of the
rhinoceros were horrified to find that the real naturesof real
one~-horned creatures were so much less elegant than they
expected,

Both these two manuscripts?gg the "first family", as of
course is MS. Douce 151, which is a copy from the Ashmole
Bestiary made about 1300. It contains 129 pictures. The
specimen shown (roll 217.6.4) shows a huntsman escaping from a
tigress (whom he has robbed of its cubs) by throwing down a
mirror, The moment of delay thus caused enables him to escape.
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I recently saw in a twentieth-century book on animals for
children a story which associated tigers with mirrors ~ the
writer alleged that they were used to trap tigers in China,

M.R. James's third "family" differs from the others in
that domestic animals are separated from and precede wild ones.
In it the ox comes first instead of the customary lion. The
only one of the four examples known to him.which is in Oxford
is in MS. Douce 88 (item 2). This contains 67 pictures set in
small panels, They are of the early fourteenth century.
Fifteen of these have been reproduced on roll 217.1. The plate
shows the disgusting rearguard action of a beast called a
Bonnacen (217.1.9). The bonnacon is described in the Baestiary
as an Asiatic creature with a head like a bull's and a mane
like a horse's and horns so cuxved that they do not pierce
anyone who collides with them., His rear is more effective for
defence, for if he runs away he acts like a jet engine and
the contents of his belly cover three acres and burn down trees.
Aristotle 1in his Histo of Animals, IX, 32, calls it the
Bonassus and says that its range is four fathoms and that the
excrement is caustic enough to burn the hair of dogs. He adds
that it is only caustic if the animal is frightened. Many
animals do act in this way when escaping, and fear can in fact
alter the chemical composition of human sweat.

By the fourteenth century,-Psalters and Romances intended
for the wealthy engaged the skill of the best illuminators and ¢
care was no longer lavished on Bestiaries, MS. Bodley 533, a
manuscript of the second "family", has indeed 101 illustrations
but they are humble affairs.

M.S, Bodley' is of interest as being one of the few manu-
scripts of. which the provenance has been revealed by the
exhaustive studies of N.R. Ker in Medieval Libraries of Great
Britain, 2nd ed., 1964. It comes from Holy Trinity Priory,
York.. Only fourteen of its pictures have been reproduced on
roll 217.5 for comparative purposes.

For completeness, mention should be made of four other
Oxford manuscripts which are somewhat akin to the Latin
Bestiaries already discussed, MS. e Mus. 136 is a compendium
from Hugh de Foliet‘s De bestiis. Ik contains 53 thirteenth-

century Netherlandish drawings of which only ten have been put




on colour f£ilm. The animals are the usual Bestiary creatures,
beginning with the ox, not the lion. They are preceded by

two pages of monstrous humans, and Adam naming: a group of
animals. The drawings are lightly coloured in green, red and
brown. Two French translations of the Bestiary are in Oxford.
One is at Merton College and is thirteenth century. The text

is that of Philip de Thaon, and none of its fifteen illustrations
have been reproduced. The reference to this Little-known manu-~
script ia complicated by the fact that in Coxe'!s catalogue of
Oxford college manuscripts it is MS. 249, in Powicke's catalogue
of Merton manuscripts it is described on p. 561, and its actual
shelfmark is B.1l.7. The second French translation is in a
composite manuscript containing various waks and now called

MS. Bodley 912. This volume includes Guillaume le Clere's
Bestiaire. It 18 of the early fourteenth century. Though the
language is French the pictures are made in England. There are
43 of them, and none has been reproduced.

Richard de Fournivall's Bestiaire d'Amour forms part of
another composite volume, MS. Douce 308 (fol. 864-106v). ..
Instead of drawing Christian morals from natural.history, this
work compares lovers to various kinds of animal, There are
some 68 small miniatures, with gold, rose or blue grounds, .
inset in the text. On the first page (fol . 86d) there is,
as so often at the beginning of the Gospels and other works, an
tauthor portrait' and a scene of the book being presented to
a patron. The verso has a text with three miniatures which’
are strangely relevant to any congideration of a visual approach.
They illustrate a long discussibn of the virtues of words and
pictures for education and striking the memory. A seated
figure is shown looking at knights in armour as if’' they were
present, though in fact he is only reading about them. A
bestlary in roll form is shown being given to a recipient: it
will enable him to recall to memory in words and pictures aven:
when the narrator has himself gone elsewhere. Thers are some
68 pictures, most of which are available for study on roll, 180G,
but this roll omits the whale and the fox.

Just as the Caladrius looks at an invalid who will recover
and looks away if he will die, so the author dies of despair
if his loved one turns away - in the Beatiary proper the
Ccaladrius 18 like Our Lord who turns towards the Chriatiansg .
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and away from the Jews. The sirens (drawn as mermaids) signify
that a woman is to blame if she draws a man on with éweet words
and then betrays him, and a man is guilty if he believes her.
The corresponding picture of the sirens in MS, Bodley 764 is
especlally worthy of reproduction as an example of early
caricatura. Ulysses has a delightfully silly smile as he dotes
on the dangerous accents of temptation.

The asp is regularly shown pressing one ear to the ground
and blocking up the other with its tapering tail so as not to
heax the blandishments of the snake-charmer. This illustrates
the words of the Vunlgate Psalm LVII, though it does not give
the reference: .

Furor illis secundum similitudinem i i
. serpentis sicut
aspidis surde et obturantis aures suas quae non

exaudiet vocem incantium, et venefici i
o ' efici incantantis

The Authorised Version translates this into English as

Psalm LVIII verses 4-5: whare the wicked "are like the deaf
adder that stoppeth up her ear; which will not hearken to.
the voice of the charmers, charming never so wisely". Thus
Furnival says he should have acﬁed 80 as not to be lured by
love. The Bestiarist compares the asp to men of the world who
press an ear to earthly desires but do not hear the voice of
Heaven. Only men are as bad as asps for inattention and
wilful blindness. Furnival interprets the tiger gazing into
a mirror as himself caught by the first sight of his beloved
and, on the same page, explains that just as the unicorn, the
most cruel of beasts, when he smells a virgin, kneels humbly

before her, so he, the proudeet of men, .15 humbled before his
love.

The Bestiarist relataes that a replete panther sleeps for
three days and.then belches with a sweet samell., This attracts
all the other beasts except the Dragon which flees in terror.
The beautiful creature is like Christ rising from the tomb and
routing Satan., This religious meaning is made plain by repre-~
senting the Dragon on that part of the page which heralds call
the 'sinigter base', at the bottom, at what would be below the
left hand of Christ of He were portrayed instead of the
panther, i.s. what the observer would consider the bottom right
hand corner. For Furnival the sweet scent leads him to follow
his love. For a student of English surnames it might be




tempting to recall that the English surname Panter or Panther
has been assoclated with the making of bread just as Butler
is associated with bottles - for the smell of new bread might
well attract a crowd to the:pantry door of a castle.

The lion was believed to obliterate with its tail its
tracks over the mountain to deceive its foes just aa Christ
came secretly into the Virgin's wdmb to deceive the Devil who
otherwise might have refrained from tempting him. For
Furnival man is like the lion and if he does anything wrong
he should make sure that he is not found ocut. : '

The lion is habitually represented bringing to life lts
three new-born cubs by roaring at them or breathing into
their faces. Thus the Father raised Christ from the grave on
the third day, and thus Furnival begs his love to recall him
to life. The Pelican sheds its tlood to revive her young -
which is why Dante calls Christ Ngstro Pelicano, and why the
Pelican in her Piety is the emblem of Corpus Christi. Thus
Furnival will revive i1f only his beloved will open her side
and pour out her sweet heart and goodwill on him, The
hedgehog carries grapes or crab-apples on its spines. Pliny
related this, and an Irishman tried to persuade T.H. White
that he knew it to occur. In 1966 a photograph of a hedgehog

performing this action was printed in Animal Magic introduced
by J, Morris and K. Shackleton, ed. Douglas Thomas. Furniyal

observes that some people are quite unapproachable from
whatever angle you try. Furnival interprets the story of the
hunted monkey as'signifying that the poet{s lady will some day
lose her favourite while the man she does not love will con=-
tinue to cling to her. Sailors mistake a whale (or Aspidodelona
or Aspidochelone) for an island and it destroys them like

those who anchor themselves on the devil. Thus, according to:
Furnival, all is not always what it seems and there are those
who gay. they will die of love though that is completely:untrue.
They are as deceitful as the fox which lies on its back to
attract silly birds to their destruction. The illustrations
are here taken from earlier. and more magnificant Bestiaries
rather than from the less impressive ona:in the Bestiaire

d'Amour.

In his book on Reynard the Fox, published by Leicester
University Press in 1967, Professor Kenneth Varty has reproduced

several animal pictures from MS. Ashmola 1504. This manuscript
is often called a Herbal and Bestiary but strictly speaking no
part of it is a Bestiary. It contains no text, but only the
names of the plants or animals illuetrated. Plants and animals
are kept separate and are meant to follow an alphabetical
order, The manuscript (and a rather better organized twin
executed by the same hand) appears to have been a sort of
pattern-book intended for students and tolprovide models fox
such arts as embroidery, The twin manuscript was at Helmingham
Hall and is now in the U.S.A. The captions are in English,

but the artist's style would otherwise sugyest that he was from
the Low Countries, or had worked there - like Caxton the first
English printer. The whole manuscript has been reproduced on
roll 156B. Each of its 93 frames reproduces a complete page,
Plants come first, and animals run alphabetically from Asp and
Ape on fol. 50, frame 55, to Rats and Toads on fol. 4lv,

frame 78. These include such regular denizens of the Bestiary
as the Beaver or Castor castrating itself to deny the use of
its valuable glands to itas pursuer, a cat with a mouse stand-
ing on its eyg, a fox eating a bird, an elephant with a

castle on its back, unicorns, ibex, crocodiles, peacock and
ostrich, and the panther in its many coloured coat. Then
follow various coats of arms.

Early Bestiary illustrators had never seen real elephants,
unlike Matthew Paris who made a careful drawing of a specimen
given to King Henry III of England. Thelr efforts accordingly
are not at all naturalistic. The Elephant and Castle became
an inn sign of which one example is commemorated in a focal
point for the traffic of south London. Ingenious but false
etymologists periodically account for it as a corruption of
the words 'Infanta of Castile' in allusion to Henry VIII's first
wife Catherine of Aragon. But twelfth~century booklovers were
familiar with the picture of. an elephant carrying an armoured
howdah manned by knights and sometimes being heroically
resisted by light infantry. One of the earliest English
representations of coats of arms occurs in such a pictire.

The exaggerated number of the crew reached a high point in

the Book of Maccabees, VI, 37, where we hear of 'Elephants with
wooden towera each containing 32 valiant men who fought from
above and an Indian to drive the beast'. Fighting elephants




were used as early aa the fourth century B.C. and both Indian
and African ones are shown iln ancient art. Those of Pyrrhus
had towers which made them too tall to enter the gate of

Argos, and the howdahs may have been his own innovation. After
Caesar captured 64 fully equipped from the Pompeians at Thapsus
in 46 B.C., they disappear for thqae centuries. The Elephant
in the Greek and Roman World is a recent study by H.H. Scullaxd.
The Bestiarist's account of the love-life oftheelephant finds
confirmation in I.D. Douglas, Among the Elephants. Both books
are very recent,
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Appendix

" Details of Oxford University Bestiaries on Colour Film Roll

As early as 1959 a commercial firm'(th?n cii;eg gic:o
Methods, now called Educational Productions) publishe
coloureé microfilms of the famous Ashmole Bestiaxy (MS. Ashmole
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1511, 70 frames of the illustrated pages) and of MS. St. John's
College Miford 61 (every opening). Thereafter the Bodleian
Library began to publish itself, and has published strips
supplementary to thesa. .

Though useful for study some lecturers wanted to have
transparencies with detailed close-up shots of particular
miniatures, for comparison with the Ashmole Bestiary. This led to
the production of roll 167 G (30 frames, selected by Mark Landburgh
and roll 217.1-7 showing some of the more popular creatures, such
as the panther, unicorn, hyena, bonnacon, manticora, fox, wolf,
the faithful dogs of Garamantes and the Pelican).

The earliest Bestiary in the Bodleian (MS. Laud. Misc. 247)
was produced in England, about 1125. It contains fine line
drawings. Though these are uncoloured they are all reproduced
on roll 190 K (38 frames). :

The Ashmole Bestiaxy of about 1200 is perhaps by the same
artist as Aberdeen University Library no. 21725. There is an
unpretentious fourteenth-century copy in MS. Douce 151 - roll
217.6 which reproduces 17 of its 29 separate pictures. It and
M5, Douce 167 (with 35 pictures on twelve tattered brown pages)
are exceptional amongst Bodleian Bestiaries in not being
photographed on stock black and white microfilm.

BESTIARY LIST

Roll 126 Bestiary Illumination I. Selected illustrations
from 3 MSS. English, 12-13th centuries.
18 frames.

" 136 A Bestiary II. English 13th century. MS. Bodley
764. 36 frames.
" 156 B Herbal and Bestiary: a child's primer. English,

early 1l6th century. MS. Ashmole 1504.
93 frames.

" 167 G Bestiary. A selection. English, <. 1200.
MS. Ashmole 1511. 29 frames.
" 175 B English Rural Life., From 26 MSS. (Companion to

Bodleian Library Picture Book ¥o. 14). 51 frames.
A good selection of animals on this filmstrip.

" 175 L Parrots. Selected from 20 English and Continental
MSS. 20 frames.
" 180 G Bestiaire d'Amour, by Richard de Fournivall. Metz,

1st half 14th century. MS. Douce 308. 54 frames,

* 186 H(2) Animal and Plant illustrations from MS. Ashmole
1462. A miscellany composed of 18 tracts in
Latin of scientific subjects. BEnglish, 13th
century. 31 frames.

" 187 G Conrad Gesner, Historiae Animalium: selection
from a printed Bestiary. Zurich, 1551.

16 frames.

" 187 J Creatures from MS. Ashmole, 1525., a Gallican
choir Psalter from St. Augustine's Canterbury,
early 13th century. 36 frames. -

" 190 K Bestiary. English, c. 1120-30. MS. Laud. Misc.
247, 40 frames. ’
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Roll 207 B Hunting, illustrations from four 15th and léth
| century M55. French and Italian. 10 frames.
* ® 211 D Dogs from the Romance of Alexander, detaila.
Flemish, 1338~44. MS. Bodley 264. 14 frames.
" 217.1 Bestiary. English, l4th century. MS. Douce .88 _
(Paxt 1). 15 frames.
" 217.2 Bestiary. English, 13th century. MS. Douce 88
(Part 6). 1l frames. - -
" 217.3  Bestiary. English, c. 1200. MS. Ashmole 1511. .
10 frames. ) :
" 217.4 Bestiary. Netherlands, 13th century. MS. e. L'EDITION COMPLETE DES FABLIAUX
Mus. 136, 13 framea. } [
" 217.5 Bestiary. English, 14th century. MS. Bodley 533..
12 frames. :
" 217.6 Bestiary. ?France, l4th century. MS. Douce 151. Nico Van Den Boogaard
14 frames. :
: "217.7 Bestiary. English, c. 1300. (Related to MsS.
[ Ashmole 1511). MS. Univeraity College 120.

g s Le lecteur du Miller's Tale ou du Reeve's Tale de
3 " 242.1 Animals -from MS. Bodley 130. Herbal and Book Chaucer est renvoyé par Robinson & 1l'édition de Montaiglon
L' dicd £ Animals of Sextus Placitus.
i i gggTzsh? ?:teriTth century. 26 frames. et Raynaud et de méme dans le Companion to Chaucer Studies
. * 247.6 Cats. English, from 10 MSS. 1l2th - 15th cents. édité par B. Rowland, Brewer nous dit; "The medieval French
N 247.7 égtgfamgg;tinental. From 16 MSS. 12th - 17th fabliaux were first edited and studied in the eighteenth i
. . century; llecti b .o b
" 248.5 g:z::ure;7i£r:mg:tena on Job. Byzantine, early e s sgusl ROERT £9 0 MEEh, anwiiie] EifEndEnd i
86. collection o ontalglon an aynaud was publishe =-90",
: 16th century. Selected from MS, Laud. Gr. llecti f Montaigl d R d blished 1872-90"

13 frames. De la méme fagom le lecteur des Boerden hollandais est

renvoyé 4 Montaiglon-Raynaud, tout & falt comme celul qui '!

s'intéresse au Décamerone de Boccace et 4 ses prédédesseurs, ‘

aux Versschwanken en allemand, Et surtout, pour le spéclaliste

de la littérature médidvale francaise cette édition presque

centandire reste llunique source pour la plus grande partie #

. ' des fabliaux, Certes, nous possédons de bonnes &ditions

' récentes de quelques fabliaux isolds, Je pense aux fabliaux

de Gautier le Leu (éd. Livingston), de Rutebeuf (Paral et |

Bastin), les fabliaux de Barat et Haimet, de St Pierre et ‘

" ' le Jongleur et quelques autres, Dans une perspective |

e didactique 1l faut louer le choix de Johnston et Owen. Mais ;
' la plus grande partie, plus de cent textes, n'est pratiquement |

accessible qu'd travers 1tédition de Montaiglpn et Raynaud,

Or, sans vouloir déprécler de quelque fagon que ce soit le

travail de ces deux savants (et surtout de Raynaud), compte |

tenu de 1ltépoque ol 1ls travaillaient, i1 faut dire que pour |

la recherche moderne leur édition est insuffipante.

On constate d'abord que le choix des textes nta pas &+&




fait selon des critdres uniformes: la définition du fabliau
aot plus restreinte & partir du troisiéme volume, Enguite,
il faut dire que:

(a) un des codices les plus importants, Berlin, Hamilton
257, qui comprend trente textes, a §t& utilisé &
partir de 1ltavant~dernier volume; dtautres manuscrits
et dtautres fabliaux ont été découverts apréds la
publication,

(b) la présentation typographique du texte (absence de
numérotation dans la marge, d'apparat critique et
de commentaire) rend cette édition d'un manlement
difficile, .

(¢) les indications pour ltinterprétation (le glossaire
et les notes explicatives) de ces textes qui, du point
de vue de la langue, sont souvent extrémement difficiles,
sont absolument insuffisantes,

(4) 1les travaux de Rychner, les contributions récentes les
plus importantes modernes 4 1l!'étude des textes des
fabliaux, ont montré que le fabliau vit surtout A
travers des variantes et des variations. Lt!édition
Montaiglon - Raynaud. ne permet pas de volr comment un

) fabliau a vécu au Moyen-Age,

(e} 1la confrontation des translittérations d'une bonne
eingentaine de textes que nous avons entreprises, avec
les transcriptions de Montalglon-Raynaud montrent
que la précision souhaitée quant A la fidélité aux
mss, laisse beaucoup & désirer. '

Toutes ces raisons nous ont amené i étudier sérieusement
la nécessité de préparer une édition moderne du corpus des
fabliaux. Depuls le début 1972 mes collégues le professeur
Geschiere de lt'Université Libre d'Amsterdam, le professeur
Noomen de ltUniversité de Groningue et moi-méme (de ltUniversité
d'amsterdam), nous nous sommes réunis régulidrement, deux
ou trols fois par mois, pour étudier tous les aspects du
probldme, Nous avons bient8t constaté que c'était une

entreprisc de longue halvine, et puisquril staglt dtenviron
150 textos dans prds de quarante (39) mss différents, 11

serait indispensable que nous formions un groupe de personnes,
qui, avec nous, préparent 1l'édition, Nous avons la chance
@tavolr parmi les assistants et les chargés de cours de nos
universités des personnes non seulement enthousiastes mais
encore trds compétentes: Mlle Spoor, M, Dees, M. Sol et M.
Kooyman de l'Université Libre, Mme Dickhout, Mme de Kok,

Ms Verhulsdonck et M. van Eeden de l'Universitd d'Ams%erdam,

M. Exmer et M, Gosman de l!'Université de Groningue, Mais

la compétence et ltenthousiasme seules ne suffisent pas pour
qu'on pulsse faire un travail scientifique; il faut aussi

du temps. HNous avons calculd que chaque université ne

pouvalt contribuer que 700 heures annuelles A ltentreprise,

ce qul ne suffit pas, si lton songe & un total de 90.000

heures qu'il faut pour mener & bon terme ltentreprige,

Nous avons réjeté tout de suite 1r1idée de faire exécuter

la plus grande partle du travall par nos étudiants; ce serait

prendre de trop grands risques, Il fallait avoir de Jjeunes

chercheurs qui ayant fini leurs études avec les meilleurs

résultats, puissent travailler pendant quelques ans uniquement

aux ﬁabliaux. L'0rganisation Néerlandaise pour le Développemenﬁg

de la Recherche Scientifique ZWO nous a accordé des subventions;

qui nous assurent pour 5 4 6 ans de la présence de 3 colla-

borateurs dans les trois universités, avec une possiblilté

de prolongement aprés cette période et cela dans des conditions

qui nous permettent d'attirer les meilleurs (Mme MecGillavry, ./

M, van Os et M. Rus). Nous prévoyons avoir publié le corpus

des fabliaux dans 8 ans; le promier volume paralitra probablement

en 1978, Nous avons déjd des contacts avec des éditeurs

intéressdés,

Mais les difficultés d'une telle entreprise sont faciles
a4 prévoir: une vingtaine de personnes y collaborent et elles
s'dtend sur 10 ans, Comment, dans ces conditions, assurer
et le niveau et l'homogénéité de 1l'édition, < Ia solution
réside, d'aprds nous, dans une structuration trds forte et
trés explicite d'ume part, dans un systéme de contrfle
trds poussé de ltautre, C'est pourquol nous avons établi
un certaln nombre de rdgles qui visent 4 assurer le caractére
dthomogénéité de ltédition tout en sauvegardant la libertd
individuelle du chercheur. (C'est pourquol nous avons adopté




grosso modo le systdme de contrdle suivant: le travail pour
Ingition d'un seul fabliau est divisé en plusieurs phases
et chaque fois qu'un collaborateur termine une partie du
travail, il doit la falre contrdler par quelqu'un dtune
autre université. Finalement, tout travail doit encore
&§tre contrélé par la direction,

goume je viens de le dire, l'entreprise doit &tre
fortement structurde, et il est indispensable qutune série
de décisions soit prise avant que le travall proprement dit
ne commence. Certaines dtentre elles ont une portée purement
organisatrice, mais il y en a qui ont un Faractére nettement
scientifique et je parlerai de celles-ci., Vous comprenes
que dans ce domaine il y a une part d'hésitation, puisque
nos décisions sont basées sur des hypothéses concernant
des utilisateurs éventuels, Clest pourquol nous sommes
heureux de présenter notrs projet ici. Vos remarques
critiques nous permettront sans doute de nous corriger sur
des polnts intéressants.,

Le premier probléme est celui de la définition du fabliau
puisqutelle doit 8tre 4 la base du corpus lui-m8me. Je ne
veux pas approfondir le sujet devant vous dtautant plus gque
le professeur Noomen a expoad ses idées sur le probléme
au Congrds de ILinguistique et de Philologie Romene de Naples
en 1974, et que M. Spencer vous entretiendra du méme sujet

tout & l'heure, Je ne mentionne que quelgues conséquences
pour la congtitution du corpus si nous comparons notre liste
avec celle de Nykrog., Nous excluons certains récits de la
version frangaise de la Disciplina Clericalis, .des Fahles

de Marie de France et quelques autres textes, puisqutils
ne se présentent pns de fagon indépendante, mails comme

partie intégrante dfun ensemble plus grand, Nous avons

inclu d'autre part un certain nombre de textes qui avaient

ét§ signalés par Bédier comme des fabliaux, mais que Hykrog
avait retranchd de la liste. Ie professeur Noomen iei présent
veut bien, si vous voulez, préciser ses idées sur le probléme,
Te toute fagon, la conséquence de cette définition du

fabliau est que nous avons dressé une liste des fabliaux

que nous voulons éditer. Mais pour permettre'aux chercheurs

futurs de manier une définition différente, noug ajoutons

A notre édition un volume de textes qui depuis cent ans
jouent un role important dans les essails de cerner la notion
de fabliau, Je nomme le_Chevalier Tort, le Songe d'Enfer
et le TLal d'Esprevior. Deux autres éléments dolvent encore
&tre étudids pour connaitre les contours du corpus & &tudier,

Il y a d'abord le probléme matériel de la connaissance
des mss qui nous ont transmis les textes, ILes indications
de Bédier, Nykrog, Legry-Rosier et Rychner nous semblent
insuffisantes, Un dépouillement des sources manuscrites
et lmprimées montre qu'il y a bien des choses 2 ajouter,
Nous avons constaté, par exemple, que 14 oY Nykrog ne donne
que deux fabliaux pour le recueil de Chantilly, il en renferme
en réalité six, Mlle Ladd, qui vouz parlera aussi des
fabliaux, en était arrivée A la méme conclusion, Encore
trds récemment Jodoque omet ce manuscrit dans la liste de
codices renfermant cing fabliaux ou plus, Un de nos soucis
constants est colul de savoir si quelque part des fabliaux
inconnus se cachent : nous dépouillons systématiquement
catalogues de bibliothdques et fichiers dans l'espoir
d'en trouver, Nous visitons des bibliothdques étrangdres
pour consulter les wmanusorits eux-mémes et pour &tudier
les catalogues et les fichiers., Nous sommes partout bien
accueilll et je me fais plaisir de mentionner ici la
gentillesse de notre collégue L, Thorpe de lt!Universitd de
Nottingham qui m'a reeu de fagon fort sympathique quand
j'ai consulté le céldbre manuscrit de Wollaton Hall,

Nous avons congu ltordre de notre publication de telle fagon
que des inclusions éventuelles sont toujours possibles.

L'autre probléme est formé par le caractire propre du
fabliau tel que nous le connaissons i travers ses déformations,
ges variantes, ses variations, OO0 faut-il parler de deux
fabliaux différents et ol avons-nous affaire 3 deux témoins
quelque peu différents du méme fabliau? oOn volt, et Rychner
1'a amplement illustré, que toutes sortes de rapports
s'établissent ot que tous les degrés imaginables de rapproche-
ments se présentent, La solution que nous adoptons est




principalement la suivante: si deux copies manuscrites ont

des vers communs, nous les considérons comme un méme fabliau,
Quelques casg~limites demandent un traltement spécial: la Male
Honte, ls Chevalier gqui fist parler., De manidre générale
cependant on peut rendre compte de cette fagon de particularités
tellas que: présence simultande dans le méme codex, noms
dtauteurs différents ou anonymat, différence de titres

etc, Mais notre objectif principal étant de fournir au
lecteur toute Ltinformation nécessaire, nous avons cherché
encore d'autres moyeng pour permettre au lecteur de’ volir
comment un fabliau a véou au XIIIme siécle, Ia formule 3
traditionnelle de Montaiglon et de Raynaud nous semble
inadéquate. Ils cholsissent un texte de base qu'ils

éditent avec un nombre important de corrections et 1lls
rejettent un nombre encore plus grand de variantes dans un
apparat critique en fin de volume.

Nous aussi, nous éditons un texte critique: un des mse
quil nous semble 8tre le meilleur représentant avec le moins
de retouches possibles. Nous y introduisons une ponctuation
moderne, mals nous remplagons l'apparat critique négatis
par une, édition complédte de tous les mes sous forme synoptigue
ol nous conservons au maximum les formes qu'ont revétues
les fabliaux dans les mss, (les Reynardisants parmi vous
connaltront sans aucun doute ltédition Van de Vos Reynaarde
par mon colldgue Hellinga), Cette double fagon d'éditer
présente un avantage énorme compar$ aux procédds traditionnels,
et surtout 11 nous est pussible de rendre service 4 un
trés grand nombre de lecteurs de discipline différente: on
disposera avec le premier texte dtun bon témoin présenté
gous une forme bien lisible, méme pour le lecteur non-
spécialisé en anclen frangais., ILe texte doit guffire, s'il
veut prendre connaissance du fabliau sous sa forme la plus
réprésentative, Eventuellement, si les différences entre
les versions d'un méme fabliau sont importantes, nous éditons
ainsi plusieurs textes de base. Mais le spécialiste des
transformations des' contes, le linguigte trouvera toute
1lrinformation nécessaire dans 1l'édition synoptigue, Cela
veut dire aussi que nous avons &tabli deux types de régles

pour la présentation des textes, des régles uniformes' pour
la manidre dont il faut les présenter.

Les solutions, adoptées sont le résultat d'un compronis,
Nous ne pouvions pas aller jusqu'aux limites extrémes
pour &tre utiles & toutes les personnes intéresgsdes aux
fabliaux: dans ce cas 1l aurait fallu d'une part une série
de bons films ou de pidces de théAtre sur les fabliaux, et
4 ltautre extrémité de bons fac-similés de tous les mas.
Nous n'allons pas aussi loin. Notre édition ne pourra pas
servir aux paléographes; d'ailleurs ils ne se contenteront
pas d'un fac-similé, [lais nous nous efforgons d'atteindre
un trés haut degré de £1délité aux mss dans la partie dlte
"synoptique" de notre travail: la résolution des abréviations
se fera de manidre systématique - un systéme souple qui
s'adapte & chaque fabliau - ¢t se fera répdrer par ltemplol
d'italiques; le systéme de ponctuation, d'utilisation de
lettres capitales et de lettrines, de disposition sur la
page du moyen-4ge se retrouvera dans notre dédition, Pour
le probléme de la scriptura continua nous avons adopté le
gystéme suivant: lorsque la séparation des mots dans le
ms est la méme que celle qui est en usage aujourd'hul nous
utiliserons un blanc dans l'impression,: L'écart le plus
fréquent est celui ol l!'éecriture ancienne ne gépare pas des
mots 13 ol nous le ferions. Dans ce cas nous utilisons
entre deux lettres la moitié d'un blanc normal, Cela B
permet d'une part une lecture courante, d'autre part ce systime
a l'avantage qu'il est possible de retrouver la maniére
dont le copiste avait éerit por ce que. Si ltinverse se
prodult, et que le copiste sépare des lettres qui ne forment
qu'un seul mot - cas beaucoup plus rare - nous signalons
notre &mendation par l'emploi dtun astérisque, Nous ne
corrigeons dans ces textes synoptiques que les fautes
évidentes, nous mentionnons les lacunes, les corrections qui
sont faites dans le ms méne, Malgrd ces détails nous
gommnes encore loin du ms, puisque nous voulons aussi que le
texte se lise je dirais comme un roman, disons plut8t
comme un fabliau, Nous renongons donc d tout ce qui
pourrait dérouter le lecteur; si nous conservons ltemploi




nédiéval de i et J, u et v, nous ne distinguons pas par
exemple entre les dsux types de s ou d r. Il ne faut pas
oublier que 1l'idée de ces textes synoptiques est née du
désir de donner d'une part un texte facilement lisible qui
se rapproche le plus du ms, et do les substituer dfautre
part aux variantes en bas de page ou en fin de volume,

Si nous voulons offrir la méme information que celle
contenue dans ces variantes - et méme plus = nous devons
placer les textes les uns 3 c8t§ des autres pour permettre
une comparaison des vers identigues, Nous avons dfi définir
ce que c'est que "des vers identiques": des vers qui ont
ou bien la méme rime ou bien un méme "mot fort" et dont la
fonction sémantico-narrative, ct'est-3d-dlre le sens global
du vers et de son entourage (le vers précédent ot le vers
gsuivant) est la méme, Nous avons 40 déterminer des rdgles
pour la disposition typographique des vers non-identiques,
et un systdme de renvois pour les cas de déplacement. Nous
ajoutons &' ces textes synoptiques un minimum de notes qui
rendent compte des particularités du ms, o

Dans l'autre partie de 1ltédition, celle'que.j'ai appelée
"texte critique!", nous allons beaucoup plus loin dans notre
commentalre et nouws nous efforgons de rapprocher le  fabliau
autant que possible de l'usager de notre édition, Ta-
pouctuation, ltemploi des:capitales, la forme des mots se
rapproche le plus possible de ltusage du frangais moderne,
Cependant nous avons aussi d tenir compte dfune tradition
philologique qui s'est formfe pendant les cent dernidres
années: nous utilisons l'accent aigu, mais nous n'employons
pas ltaccent grave, MNous avons simplifié la rdgle compliguée
pour ltemploi du tréma tel qu'il figure dans le Rapport
pour la SATF dans la Romania, Nous corrigeons le ns 1la
ol cela peut alder le lecteur moderne globalement dans quatre

cas:

(a) quand il y a des lacunes ou des passages
1llisibles

(b) quand le nombre de syllabes cst inférieur
ou supérieur A huit (on pourrait faire:
une exception peut-&tre pour les textes

anglo-normands )
(¢) quand la rime falt défaut ou est incorrecte,

(d) quand un mot, expression ou vassage eat altéré
de manidre A &tre incompréhensible ou peu
comprdéhensible, ;

Nous ajoutons 3 ce texte critique un relevé de tous
les lieux od nous avons corrigé, des notes et éclaircissements,
et dans le cas ol la tradition manuscrite nous donne plus
d'un témoin, nous expliquons le cholx du ms qui sert de
base 3 Ll'édition critique. Dans ce but nous présentons,
si possible, un stemma codicum raisonné ou nous alléguons -
les autres raigsons qul nous ont fait pencher en fﬁveur de
tel ou tel ms, Nous refaisons cette opérafion pour chﬁdue
fabliau, car nous refusons d'accepter des généralités du.
genre: le me A (Paris BN fr. 837) présente le plus grand nombre
de fabliaux, il donne trds souvent une legon acceptablé,
volre trés bomne, done nous ll'acceptons partout ol 1l se

présente, (Cela ne seralt pas faire un travail scientifique
sérieux, -

Il est cependant un autre point ol le codex est pris
comme principe organisateur, Je parle de l'ordre de la
publication. Nous avons beaucoup discuté de ltordre pbssible
et nous avons rejeté les possib;lités alternatives suivantes:

(1) g;gggiinées auteurs, pulsque 1l'anonymat

(2) d'apris les sujets ou les thimes, T1 T a
14 deux possibilités: grouper les mémes thénes;
dans ce cas nous prévoyons des discussions
sang fin sur la définition des thiémes et
l'appartenance de tel ou tel fabliau & un groupe
plutdt qu'd un autre. Drailleurs nous ne voulons
pag présantqr un nouveau Bédier ou Nykrog,
maig le matériel sur lequel des études littdraires
peuvent se baser., O0On peut aussi essayer de
grouper chugue fois le plus grand nombre de
thémes différents, ce que j'appelle 'un beau
désordre’, (Qlest le systdme, si j'tose dire,
de Montaiglon-Raynaud, Cela n'aide gudre le
chercheur A se retrouver facllement dans les
140 textes.

(3) dt'aprés l'ordre alphabétigue qui résulte du
titre ou de ltincipit, Comme ces critdres




peuvent varier dans les mss d'un_m@me fabliau
nous aveons rejeté cette possibilité.

La meilleure solution nous semble 8tre de publier les
fablliaux d'aprds les mss ol ils se trouvent et dans l'ordre
donné par le mg., Noua commengons par tous les fabliaux du
ms qul en donne le plus grend nombre (A) et nous passons
ensulte aux autres mes dans l'ordre déerolssant du nombre
de fabliaux qu'il donne,

Deux remarques sont 4 faire que j'illustrerai avec un
exemple, L2 Valet aux douze femmes se trouve dans les mss
Ay Cy By I, GC'est le no, 28 de la liste des fabliaux du
ms, A, et il portcra donc le no, 28 dans notre publication.
Clest & cette place, et non parmi les fabliaux de C, E ou
I, que nous publierons le texte critique et tous les 4
textes synoptiques. Mals le choix du texte critique est
déterminé par des critdres indépendants, et nous insérons
done, dans le volume consacré & cette partie du ms 4, le
texte critique d'aprés I. Ie lecteur qui désire trouver 2
cette place la version du ms A, la trouvera parnl les textes
synoptiques et placde & gauche des trois autres. J'ai
parlé surtout de 1l'établissement du texte, mais le travall
philologigue le plus important et le plus intéressant, et
qui détermine la valeur d'une publication est le commentaire,
Une partie du commentaire se trouve dans la facgon dont on
corrige le texte et le pourvoit d'une ponctuation. Dans

les notes nous discutons:

(a) 1les probldmes en rapport avec l!'établissement
du texte;

(b) des mots at passages dont ltinterprétation
soulaéve des difficultés;

(¢) des questions de caractére historique, culturel,
linguistique ou littéraire, bref de caornctére
extra-fextuel qui peuvent contribuer A une
meilleure compréhension en profondeur du texte.

Mais nous croyons que le meilleur commentalre

suivi, et qui rend le plus grand service, as8% .
unie traductlon en franc¢ais moderne et nous voudriohs
Lrajouter 4 notre édition.

on peut se demander si dans ces conditions un glossaire

sera nécessaire, et surtout quel type de glossaire il faut
préférer. ILa réponse dépend des conclusions sur la catégorie
d'usage auxquels nous nous adressons. Trés globalement,

on peut penser aux catégories suivantes;

(1) Les étudiants, Dans ce cas le glossaire ne
doit pas 8tre trop restreint,

(2) .Les philologues spdcialistes de l'ancien frangais,
Un gliossaire restreint suffira qui résout des
problémes spécifiques, enregistre des slgnifications
remarquables et rares, ‘

(3) Ies personnes qui s'intéressent 4 la science
de la littérature en général, ILe glossaire
sera encorc plus étendu que pour. les Studiants,

(4) TLes spéeialistes de la poédtique médidvale., En
ce gui concerne les interprétations le glogsaire .
tiendrait le milieu entre ceux des catégories i
1l et 2, Il faudrait encore ajouter autant i
d'information que possible sur la composition
totale du voeabulaire,

(5) Les linguistes qui s'occupent de ltancien frangais
ou de l'histoire de la langue, Un inventaire
exhaustif sera tout indiqué. ) ‘

La traductlion peut contenter an grande partle les catégories
1l et 3, Pour les catégories 4 et 5 on pourrait envisager

un projet spéeial, un lexique complet, Mais cette entreprise
énorme ne pourrait pas &tre intégrée 4 1'édition des fabliaux,
Nous pensons plut8t & un glossaire par volume qui s'adresserait
en particulier 3 la catégorie 2, c'est-d-dire 3 vous, Ctest
pourquol je vous soumets 1l'idée suivante. Grosso modo nous
pourrona inclure chaque mot (et chaque occurrence de ce mot)
qui comporte moins de 3 citatione dans le sens en question
dang les dictionnaires Tobler-Lammatsch et/ou Godefroy,
Cependant nous constituons en ce moment un fichier ol

figurent tous les mots qu'on ne trouverait pas - ou dans

un sens différent - dans le Petit Larousse. GOola nous
permettra de changer la forme du glossaire si nous renongons,
pour des raisons pratiques ou autres, 4 la publication
simultanée de la traduction en frangais moderne,

J'al déja parlé d'un projet annexe qui serait possible
dans un avenir encore assez éloigné; le lexique complet.




i D'autres Studes se dessinent déjd an marge de notre travail:
| des études sur la tradition manuscrite et le probléme de ) |
' la filiation, soit des fabliaux en particulier séit de :
| caractdre théorique, sur les habitudes d'un copiste d'un i
ot des manuscrits de fabliaux (M, Verhulsdonck), Studes ‘

sur tel ou tel auteur de fabliaux, Nous comptons profiter
4] de ces études pour notre Introduction générale, mais nous
i essayons de ne pas trop nous éloigner du but que nous nous
proposons: L'édition de tous les fabliaux frangais du moyen=
4ge, Vous comprenez que, une fois lancé, je pourrais
encore beaucoup parler de cette entreprise qui est portée
par l'enthousiasme de tant de personnes, Je ne le feral

THE ICONOGRAPHY OF THE COLIARED DEER

Michael Bath

pas maintenant, car ce quil vaut pour les fabliaux, selon The motif of the white hart, commonly shown with collar
{:: 1tauteur anonyme de la Crote, vaut certainement pour le and poegsibly chain attached, will be most familiar to us as :
Ul genre littéraire de la conférence: an inn sign. There is no mystery about the. origin of the .

gign; it comes, as so many of our inn signs do, from the heraldilc '

armoury where it 1s famous as the badge of King Richard II. '

My main purpose in this paper i1s to trace the motlf to 1ts }
%, gource in the curious medieval legend of Caesar's deer, and
! to discuss its significance in the light of the wider icono-

j graphy of the deer in the middle agos. The legend that !

|

f LI FARLEL CORT ET PETIT
ff ANUIENT MAINS QUE LI TROP LONC.

Casgar put a collar on a deer which lived to a miraculous
age is derived from Greek legends relating to the Homeric
founders of angient-cities. I shall be attempting to make
a case for seeing the medieval significance of the legend by
in the context of a renovatio imperium romonorum, I want to :
begin by looking at three English examples of the legend.,

A few miles from Sherborne in Dorset 1s a village with
the curious name King's Stag; It lies in the Blackmore Vale,
which in medieval times was a royal decr forest. Hardy
refers to the Vale in Tess of the D'Urbervilles,

| The Vale was lnown 'in former times as the forest i
| . of White Hart, from a curious legend of King

: Henry III's reign, in which the killing by a 1
certain Thomas de la Lynd of a beautiful white _
hart which the king had run down and spared, !
was made the occasion of a heavy fine.

L This anecdote was first rec?rded by Camden, and has been
0 repeated by local higtorians ever sinee, Outside the

original village inn there used to hang a sign, the earliest




reference to which dates from 1829, displaying a white hart
with a gold collar. On the reverse were the following
verses,

When Julius Caesar landed here

I was then a little deer; .

When Julius Caesar reigncd klng

Round my neck he put this ring

Whoever shall me overtake

Spare my life for Caesar's sake.
In these verses a local anecdote which probably has some
historical basis, since a fine known as white hart silver
was paid into the exchequer by certain Dorset cstates as
late as the mid-19th century, has become associatcd with a
very ancient legend.

That the verses themselves are older than the date
1829 would suggest is confirmed by my next example. In 1661,
the naturalist, John Ray, visited Yorkshire on one of his
Itineraries, On 3rd August he wnpg ncar Leeds,
1lled Rodwell
Then we rode through a bushet or common, cal
Hake, two miles from Lveds, where (according to the

vulgar tradition) was once fognd a stag, with a r%ng
of %rass about its neck, bearing this inscription:

'"When Jullus Caesar here was king,

About my neck he put this ring:

Whosoever doth me take

Let me go for Caesar's sake.'
Ray tells us no more about the origin of these verses, nor.
does he identify his source further, I find it rather curious
that two such close variants of the same verses should be
found so widely diffused. My next example deepens the
mystery. 1In a book written c.1445 called De Militari Officio,
Nicholas Upton speaks of a stag killed in Windsor forest.
Upton was sometime preccntor of Salisbury Cathedral, where
he is remembered for his unsuccessful mission %o Rome to
obtain the canonisation of Osmund, its founcer. His book
on the science of arms contains a section on animals uscd
Ag armorial devices, in which he seems more interested in
zoology than iccnography, After paraphrasing Fliny and
Isidore on deer, hc goes on to supply a picce of information

of his own. It is about the only piece of original information

in the book.

I have often heard about a stag which was killed
in Windsor forest at the stone called Besauntaston
near Bagshot, which stag had n golden collar, on
which was written,

Julius Cesar quant jeo fu petis
Ceste coler sur mon col ad mys,

Upton does not pause to consider how Caesar came to write in
01d French, indeed with an engaging ingenuousness he translates
the motto into Latin for the benefit of his learned readers,

If we in turn translate we get gomething very close to the
Dorset and Yorkshire variants, "When I was a little deuvr/
Caesar put this collar here",

There will only be time on this occasion to summarise
the classical sources very briefly, Three of thesc are
known to me, the earliest of which relate to the legendary
Homeric founders of Greck cities. Already in thesc versions
it 1s possible to see the legend as a pledge of imperial or
national continuity, Pausanias, for instance, tells of a
deer captured in Arcadia with an inscribed collar put
there "when Agapenor was at Troy", Agapenor'was the leader
of the Arcadians in Homer, The deer was recaptured by a
descendant of the leader of the Arcadians in a celebrated
victory over their Spartan invaders. Péusanias says that
this shows that deer live longer even than elephants, Another
collared deer 1s to be found in a work popularly attributed
to Aristotle, ontitled De Mirabilibus Auscultationibus, "The
Wonders of Hear-say", This records that a deer was racaptured
in Apulia in Italy with an inscribed collar, dedicated to
Artemié, which had been placed there Ly Diomedes. After his
Homeric exploits, which included stealing the Palladium,
traditlion had it that Diomedes sniled westwards to Italy
where he founded colonies and became the legendary foe of
Aeneas, He was strongly associatcd with Greek patriotism
in the struggle against Roman domination of the peninsula.
Finally, Pliny records in his Natural History that Alexander

the Great put collars on several deer which were recaptured
one hundred years after his death. ‘Pliny uses this story

as evidence that deer live to a great age. Pliny's example
was familiar to several of the medieval commentators on our
legend, and indeed as late as the seventeenth-century, writers




will be found affirming that deer live to a great age, and
citing Alexander's deer as evidence,

The essential medieval form of the legend may be illustrated
by a version given by carly annalists of the deer seen by
Charles VI in the forest of Senlis. A deer was captbured
wearing a collar bearing the inscription Cacsar hoc mihi
donavit., Thereafter, Charles adopted the winged deer as his
badge. Robert Gaguin, repeating the legend some hundrod
years later, commented that we should not infer from this that
the collar was put there by Julius, but rather by some other
emperor 'guandoquidem a primo 1llo Cesare quemvis imperatorem
cesarez apellari usus atque autoritas obtinuit'; which comes
close to recognising the legend as a symbol of imperial descent,
Indeed it sevems probable that the logend has everythiag to
do with kings, and nothing to do with stags, In the middle
ages, although this meaning is seldom spelled out by commentators,
the collared deer appears to have become a symbol of the Roman
empire, it is Caesar's deer, a pledge of the survival of the
imperial ideal., As Robert Folz has shown, whatever the
fragmentation of actual history, the ideal of uvmpire is
unbroken, the Palladium must be handed on, the penates
jealously protected. The deer is sacred to Caesar, it must
not be killed, or %to quote the motto which was most commonly
found on its collor 'Noli me tangere, Caesaris enim sum',

My next example shows exactly how the deer might be
collared by a later emperor, who in Gaguin's words, had borrowed
the title and the autherity af the firet cacsars, for the
version recorded in an inscription on the walls of Lilbeck
Cathedral attributes the deer to Charlemagne, who is suppesed
to have put a collar on the neck of a stag which he had
captured in the woods of Holstein. Four hundred years later
it was captured Ly Henry the Lion. Henry, no less than
Diomedes or Alexander,was a founder of citics, and uniter
of empires. At one stage his possessions stretched from the
North Sea to the Adriatic. Of course, Charlemagne's legitimate
successor was not Henry, but the Emperor, Frederick Barbarossa,
but it is not difficult to see why, particularly in a town
such as LUbeck, which owed a great deal to Jenry's patronage,
it should be Henry himself who is identified with Charlemagne.
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Prederick's own imperial pretensions are well known, indeed
one of the reasons why Henry was left to rulec in Gormany

was that Frederick loft his country in order to receive the
imperial crown in Rome. As Robert Folsz shows, the period saw
a strong revival of imperinl ideology, It is no accident
that the earliest versions of this legend should go back to
Troy, for Troy represents the genesis of all subsequent
Buropean imperial myths, The Franks had traced their own
imperial lineage back to Troy as early as the 12th century,

However, this ILUbeck version also shows the syncretic .
tendency of medieval symbols, since according to the inscription,
the deer seen by Hemry the Lion not only wore a collar, but
also bore a crucifix between its horns, The animal picks up
with this detail a quite separate and more familiar iconographic
tradition which has received more study, Its most familiar
source will be the legend of St Eustace, first recorded in
the 8th century, and a popular subject with illustrators.,

The iconography of the cruciferous stag has beenkfecently
surveyed by Marcelle Thidbaux, however, it is not commonly
remarked how this vislon was commonly linked to the foundation
of abbeys. In the Lilbeck version, the vision leads Henry to
found the cathedral on the spot, indeed the purpose of the
insoription 1s to account for the cathedral's foundation.

It was similarly a doer which showed the Duke of Anségise where
to found the Abbey of Fécamp., One of the prime functions of

deer in medieval legend is as angelol or messengers,

It may be worth commenting on the Christian iconography
of the stag at this point as it features in the Bestlaries.
In classical zoology the stag wasthought to rejuvenate ltself
by cating a serpent, and then hurrying to drink water to
neutralise the venom, The bestiaries picked up the 1ldea
and quoted the psalm text (Quemadmodum desiderat Cerviusess )
or further allegorised thec details in a variety of ways,

It 1s tempting to make a connection between the classical

idea of the stag rejuvenating itself - commonly it was

thought the stag could live for 50 years before 1t ate the
serpent, when it would thereby secure another 50 year spén -
with the othor common idea that the stag is oxtremely long
lived. 4nd indeed this idea would surely support the prapriety




of making the stag into a symbol of imperial renovatio., It
has to be said, however, that none of the medieval coumentators
to my knowledge makes explicit this equation.

-

The Christian iconography is picked up by St Frangois
de Sales. Speaking of the natural inclination of the human
heart to love God, St Frangols says that this love links us
to God, just as the inscribed collars bind deer to those
great princes who have capturcd them and set them at liberty.
St Frangois re¢fers to several deer, presumably because he was
aware of several versions of the legend, and indeed one
might attribute Pliny's carlior plural to the samec cause.
It is clear that he understands the decr as a symbol of the
human soul, though his paradoxical point about frecdom and
linprisonment seems to be creative and original,

Petrarch's well-known sonnet 'Una candida cerva...!,
although it inspircd imitations which belong more clearly to
the scecular and Ovidian tradition of the love-chase, itself
has strong affinities with the religious tradition. For
instance, the hind (it has suffered a change of sex - in
earlier examples the sex, where specified, is male) appears
to Petrhprch in a symbolic vision, The inscription on its
collar dedicates it to Caesar:

Nessun me tocchi,..oee
Libera farmi al mio Cesare parve.

The paradoxical freedom resembles 5% Frangoils. Most of
Petrarch's early editors confidently, identify Caesar as God,
though some believe Caesar is the lady's husband., Frequently,
they spell out the allusion to Caesar's deer, citing Pliny,
and in one case refering to the deer of Charles VI, The

motto is invariably given as 'Nolli me tayere, Caesaris enim
sum", or a close variant, indeed one editor states that this
féormula had become proverbial, a suggestion that is confirmed,
gince the family of Pompei used two harts for the supporters
on their coat of arms, collared with the letters N.M.T. for
'Nemo me tangere'! - presumably the motto was so familiar that
the letters nceded no spelling out, DPresumably also the
inflection would be something translatable as 'Wha daur meddle
wit met, )

In Wyatt's imitation of Petrarch, the inflection is
rather 'Noli me tangere - keep your hands off', Wyatt's
deer may be Anne Boleyn, with whom he 1s rumoured to have
had an affair, in which case his Caesar is Henry VIII.
With Wyatt we are more clearly in the amorous and Ovidian
tradition, Petrarch's symbolic vision is turned into a
futile and cynically observed love-chase - though one of
Petrarch's editor's had already used the phrase !'L'amorosa
cacchiat, Petrarch's unique vision becomes in Wyatt a
general condition, from which there is no escape, morcover,
it is the lover who is the prisoner, tied to the pursuit of
the deer by his own alliteration: 'fainting I follow', the
deer is free and fickle:

Noli me tangere, for Caosar's i ame
And wild for to hold, though I seme tame,

Wyatt's poem conforms to one of the recurrent narrative
patterns of the hunting metaphor in literature (distinguished
by Marcelle Thiébaux) where the hunter becomes the victim.

I want to return finally and briefly to Richard II's badge, #
According to a late MS, Richard borrowed the device from
his mother, the Fair Maid of Kent, whose badge was, however,
a white hind. The badge was first brought into prominence
at a tournament in Smithfield in 1390, and was widely
distributed among his followers, Charles VI adopted the
winged stag as his badge about the same time, and it is
possible that Richard knew of its legendary significance,
even hefore he married Charles's daughter, Isabella, in 1396,
It would be tempting to connect the badge with Richard's
little known imperial pretensions, since from about 1394
onwards, Richard sought election as Holy Romen Emperor, A
statue of him wearing the triple crown as Emperor designate
can still be seen in York Minster,

In conclusion, it has to be admitted that the avidence
for an imperial interpretation of this symbol is only
circumstantial, None of those who refer to it in the middle
ages explicitly interprets it as. a symbol of rcnovatio,
Usually, their minds are on othér things; the life of stags,
the love of God, or the marital status of Laura., The iconography




of the deer, however, is complex, and I would argue that in

the fragmentary versions which have come down to us, the probable

imperial significance has been overlaid by traditions of
allegorising or intcrpretating the decr symbol which were
manifestly more strongly established, and are hence more
familiar to modern animal iconologists,
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GENERIC CHARACTERISTICS OF THE FABLIAUX: A CRITIQUE OF NYKROG

Richard Spencer

The aim of this paper is to evaluate Professor Nykrog's
contribution to fabliaux studies and to draw conclusions as to
possible lines of future research.

Our starting point must inevitably be Bédier, if only to
set the record®straight. For, as K. points out, B., for so
long after 1893 the undisputed authority' in the field, has
often been misrepresented by over-simplification. Like most
scholars of his era he is obsessed by origins rather than by
structures, though not unaware of the synchronic alternative.
In his work B. first attacks the 'orientalists' '(i.e. Gaston
Paris) for their exclusive interest in more or less remote
sources. The second part, which concerns us here, studies the
fabliaux as products of medieval French society and develops
two main arguments: (i) that the fabliaux are definable as
‘contes A rire en vera', often not markedly amusing, more
typically bawdy, rarely if ever satirical, but contemptuous
of women; and (ii) that ‘originairement l'guvre des bourgeois'
they flourish within a whole complex of 'bourgeoia® literature
in the XIII and XIV centuries, particularly in.the towns of
W.E. France.

But B. doesn't stop there: as his use of ‘originairement'’
suggests, the link with the bourgeoisie is not seen by him as
permanently exclusive. What he calls 'l'esprit des fabliaux'
appears early in the epics of the XII century as 'un &lément
comique, plaisant, vilain', and the same influence is at work
in even the most aristocratic genres. As B. puts it, there

is 'confusion des publics' and:also 'promiscuité des genres'.




In other words, just as the 'noble' genres circulate among the
bourgeois (Jean Bodel writes a version of the ZJaisnes) so
courtly circles appreciate the fabliaux. I should add that
this erudite and perceptive study remains indispensable despite
its deference to late XIX century prejudices.

W.'s stated intention is to present the fabliaux as a
'genre courtois', inseparable from the courtly milieux. Using
much the same evidence as B., he suggests that lais, romana and
fabliaux are addressed to the same audiences, the fabliaux
being a kind of distorting mirror carxicaturing the more sublime
genres. In his conclusions i’. goes so far as to say that 'la
littérature narrative profane en ancien frangais se présente
A nous comme un Janus a deux visages, sans pour cela cesser
d'8tre un tout indivisible'. Hence the twe theses seem to have
considerable common ground since neither pracludes the idea of
a national literature in which the influence of the feudal
classes remains paramount, and which includes the fabliaux.

The two differ about origins but not about possible develop-
ments over the period of 150 years involved. W.'s Essai sur
les origines suggests that the most probable ancestor of the
fabliaux is the Fables of Marie de France; B..speaks more
vaguely of 'l'asprit des fabliaux' but can point to solid
evidence concerning the earliest writers of such works.

B, 's other main contention about contes 3 rire is not
questioned by N. HLis work is arranged in two sections, both-
designed to controvert not so much the real thesia advanced
by B. as the vulgarised notion of the fabliaux as 'bourgeois
literature'. The first part discusses aspects suggestive of
a courtly audience, the second argues the courtly nature of
apparently anti-courtly traits. A preliminary historical survey
of fabllaux studies constitutes an invaluable research inastru-
ment for whizh N. deserves high praise.

The thesis proper begins with evidence drawn from the
texts and lMSS that these poems were widely circulated and
recited before courtly as well as bourgeols audiences:

confusion des publics, promigcuité des genres. A statistical
analysis of themes then seeks to show that the difference

between fabliaux and other tourtly' genres is basically one of
style. The one is the ‘caricature grotescue'! of the other.

o - B
This use of themes, according to sociological techniques,
seems to have questionable application to literature, for the
reader never knows where theme ends and conte beging. Thematic
analysis is too often a substitute for analysis of the poems
themselves, and one moderately complex conte can give rise to

" a number of themes, which then assume equal significance: in

their respective categories. Thua the Vilain Mire or the

Segretain moine are classified for certain purposes as 'erotic!
stories even though their erotic content is minimal.

Most of N.'s argument rests on a minority of the total
harvest of themes, those ha calls 'érotiques’, though it
should be noted that a fair proportion of this group are only
peripherally 'erotic'. Some forty themes considered non
erotic are treated with scant caremony - in much the ;;;e
fashion as B. deals with his fabellae ignobilium: within the
'erotic' group, the main discussion concentrates eventually
upon a minority of themes involving either the trio of husband
and lovers, or two protagonists (husband~wife / two lovers 7
seducer and prey, etc). There is an obvious similarity between
this type of theme and those found in courtly literature, as
is evident in a poem like the Vair Palefroi, or more precisely
perhaps in the Lai de 1'Ombre. & useful point arising from
this analysis is that the fabliau tends to highlight, within
the trio, the husband and wife, whereas the courtly tale puts
the loVers to the fore. But the claim that the fabliaux are
therefore to be seen as the 'caricaturs burlesque' of the
courtly genre seems far-fetched, even when confined to 'erotic!
'triangular' themes. .

¥.'o study of parody has rightly been praised by some
critics for its originality, Ample evidence is produced to
show parody not merely of courtly romances but also of epic
and moralistic poems. Yet it must be said that the extent of
the phenomenon is exaggerated by loose use of the term parody
to include mere quotations as well as structured types of
burlesque. Besides, parody and burlesque are two-sided
phenomena. The parody of a Breton lai for instance is not
necessarily appreciated only by aristocrats.

There is again concentration on ‘triangular' themes when
the author examines the conflicts of male characters in the




hope of discovering from their outcome the prejudices and
attitudes of the typical audience. He assumes that even if
these stories attract socially mixed audiences, the tastes of
the 'courtois' will predominate. The 'courtois'! are also
assumed to have common attitudes. Once again one is aware of
the weaknesses of the method used: often the data are so meagre
as to be statistically insignificant, and the processa obsacures
the true nature of the tales ultimately involved, some of which
are primarily about feats of cuckoldry in which the woman's
role is predominant. Aan obvious example is Aubefée, which
provides one of the two themes involving bourgeois lovers,

despite the fact that all the action depends on the entremetteuse’

herself, and is mainly concerned with her ingenuity in proving
the innocence of the wife. The statistics, after awkward
exceptions have been eoradicated, are nevertheless taken to show
an essentially tripartite social picture, which, the author
maintains, corresponds to aristocratic concepts, though it seems
also to reflect the traditional notion of the three estates,
and to be imposed hera by the need for vraisemblance. N. further
claims that this analysis reveals deep respect for the naobles,
centempt for the vilains, and ambivalence towards the
bourgeoisie. The least satisfactory part of the discussion
concerns the clergy, whose relationship to courtly cirxcles

is, incidentally, never clarified. Their presence in the
fabliaux and particularly in the ‘erotic'! types which interest
N., is not investigated. The author's approach and his find-
ings mark no advance on B.'s. There is the same descriptive,
'synthetic' method which arbitrarily collates traits torn from
context to form a compesite and necessarily dubious picture.

A survey of the ranks of the clerxgy which makes no distinction
between friars and monks, leads to the conclusion that bishops,
who rarely figure in the fabliaux, are less popular than the
ordinary run of clergy. One presumes that this conclusion is
based exclusively on the 'thimes A triangle'. ‘

In the second part N. deserves credit for his positive
appreciation, supported by analysis of specific texts and
appraisal of known authors, of the literary art of the fabliaux.
By contrast, the chapter on 'Love and Marriage! is abstract in
its arguments and somewhat devious in its approach. If
Guillaume au faucon is to be regarded as a fabliau how can one

justify the decision to exclude it and others of the same type
from discussion? W§. is intent first on Presenting a crude
antithesis between the coarsely physical love of the fabliaux
and the sublime variety found in courtly poems and perhaps also
in aristocratic practice. But this antithesis is later atten-
uated on the one hand by the suggestion that courtly mores are
not so sublime as to exclude sex, and on the other by the
arbitrary inclusion of clerka (i.e. students) and bourgeois
lovers in the courtly category. In this way tales like

Les Tresses or the Borgoise d'Orléans are placed implicitly in
the 'courtly' bracket, even though they concern cuckoldry and
not 'service d'amour'. The so~called ‘fabliaux grossiera' ars
?y the same token limited to those dealing with ‘les amours
inavouables et grossiers des prltres, ete.', which we are
assured gave pleasure to the aristocracy. Unfortunately il.
identifies only Ewo poems as being in this category: Le Fol
Vilain and La Sorisete. Yet he concludes that 'L'amour grossier
des fabliaux, c'est l'amour dea autres tel que ge le représente
le beau monde courtois' - a conclusion both unwarranted and
ingenicus. As for the treatment. of marriage, it remains marely
descriptive, with the emphasis on its grotesque (i.e. non
curtly) character. The marital harmony found in Constant du
Hamel or in Brunain is ignored.

Similarly N.'s discussion of the treatment of women in
the fabliaux, with its disproporticnate reliance on theorists
like Andreas Capellanus and the abatract nature of its arguments,
never measures up to the problems involved. It is significant
that he should deal separately with love, marriage and male and
female characters instead of analysing texts where they are
all involved. There is no challenge to B.'s view that the
fabliaux express 'une sorte de coldre contre les femmes ...
8tres inférieurs ... malfaisants', despite the fact that it
involves imposing a pon—literary criterion on a literary genre,
and also conflicts with the notion of conte & rire. Ii. Chooses
rather to prove that mysogyny and courtly adoration are two
sides of the coin of aristocratic society - a point B. readily
endorses.,

Finally, the question of obscenity - B, found this
embarrassing. In his view the obscene fabliaux are 'un dexnier
cercle secret, oll nous ne pénétrerons pas'. They are




'1'aboutissant extréme ... de l'esprit gaulois' - a sort of
regrettabls phenomenon, explicable in terms of human nature.

Such tales are found in ‘'les bas=fonds de toutes les littératures'.
Yet, as far as the fabliaux are concerned B. links obscenity

to no specific type of audience, and merely (325-6) ramarks that
the obscene poems were not the least well-received. N. seems

to have misunderstood B.'s point, for he takes 'bas~fonds' to
refer to the lower classes. On the other hand his examination
of the stylistic uses of obscenity marks a definite step foxward.
He argues that the frank and almost violent introduction of
obscene terms represents something no more generally tolerated
in XIII century society than today, being especially distasteful
to women. At the same time obscenity corresponded to a long
literary tradition already visible in medieval Latin verse.

Contrary to widespread belief, the term 'genre courtois
burlesque' (228) is applied by Ii. only to a restricted group
of fabliaux: the central core of what he calls the 'erotic’
themes. It is upon these types that, as we have seen, his
thesis rests, and one can surely accept that in this group
there is indeed a considerable element of 'burlesque' in the
gense of a parody of the more solemn courtly genrea. A&n
excellent example is Du chovalier gui fit les cons parler, one
of the most frequently copied poems, about a knight down on his
luck, accompanied by his hard-headed squire, who comes upon
fairies bathing in a forest pool. When the squire steals their
clothes, the courteocus knight returns them, and is rewarded
with three gifts. He is given wealth, like Lanvals and powers
partly indicated by the title. In his subsequent adventures
the powers are demonstrated, as in a grotesgue wager with a
countess, whose rapid discomfiture greatly diverts the court
and the count himself. This is a tale full of &rthurian
allusions, in which all the bienséances, both real and literary,
are overturned, including the merveilleux. It is a direct
parody of 'courtoisie', without a vilain in sight, unless it
be the squire. But whether it could appeal only to 2
courtly audlence is a matter of conjectura.

This category of 'burlesque courtois'’ would presumably
include those fabliaux Professor Reid has called 'courtois',
such as Guillaume au faucon and Le Chevalier gui recouvra, which

also clearly allude to more orthodox sentimental poems.

w
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As for the rest of the poems,' N.'s conclusions are not
without vagueness. What is the Xxelationship of the 'non-erotic!
fabliaux, and what one might call the !pseudo-erotict ones, to
the’ 'beau monde'? We are never' directly: informed, but N.  seems
to be tacitly including them in his scheme when he- speaks. (235)
of the fabliaux as 'le monde idéal.de ‘tout ce. qui est contraira
& 1'élégance: seigneuriale: c'est le milieu de la courtoisie du
vilain, de la négation de l'idéal, de tout ce quiiest:”a toute
rien: contrere"'. This is an attractive generalisation bu£ one
still too narrow to accommodate all the fabliaux. . Can we for
instance fit into this pattern a poem-like Le vilain qui conguist
paradis par plait? The vilain hero is so underprivileged that
at his death no angel or devil seeks his soul. But not only is
he a good Christian according to :the teachings of the :.Church,
he is also resourceful and endowed with courtly qualities of
eloquence ‘and persistence; thanks: to which he wins. his.case ;-
against:apostles who see Heaven as ,the home. of the courtois.
Thus, privilege is overcome by a vilain.who: is not really
vilain, and-indeed the poet plays on:the word; raising by
implication'the question of its true meaning. Thus in the
make-believe of' the fabliau the world is' tumed upside down,
but surely not in the sense suggested.by N. The poem is not
without ‘ambigulty, but in at least one of ita agpects it surely
belongs: to a literature of .compensation in:which dreams come
true as in the Land of Cockayne. - It is this ‘aspect which
accounts in Le Vilain Mire for the fairy-tale 'quality mentibned
by N.: essentially:the crude and horny-handed vilain. triumphs
in the world of 'courtoisia'!. & gimilar analysis, could be made
of poems' like Dou poire mercier, La Male Honte, le Vilain au
buffet and Connebert, as well as Baillet:. What.is meant by-
'la courtoisie du vilain'? What is.a-'vilain'?, Is.he simply
a man of the countryside, a peasant? But is the-gap batween
'vilain' and’ 'bourgecis’ as wide as N.'s arguments. suggest?.. .
The 'bouchier' of Abbeville is described as 'vilains', but.the
husbands. of the:Prestre crucifié and of the Prestre teint as.
‘bouxgeocist. . . - - R ) Lot o B :';n }

Whgt doeg_‘genre courtois' mean' as’ applied to tlie f£abliaux?
Towards the end of the first section N. tells us that these
poems (no doubt only the erotic ones!) 'dépeignent’les meurs’

érotiques des non eburtois telles que se les figurent' les’ courtois'.




This seems to have two'iﬁplications: first, that the ]non
courtois’ are in fact priests, since bourgecis and clerkly
lovers are classed as honorary courtois and in vilain house-
holds it is priests who hold the torch of Venus. But are all
priests even at the parish level regarded as non-courtods?
They are certainly not so regarded by the vilains themselves,
aa the Vilain Mire demonstrates, and those we find in Aloul
and Baillet have a taste for courtly dalliance. lost priestly
lovers have two essential features in common with the 'courtois’
proper: they have time on their hands and they are privilégids
who live on dues. Moreover it is worth asking why the ‘sexual
conflict so rarely opposes vilain to vilain, and whether such’
struggles in the fabliaux are to be understood exclusively at
the sexual level. Secondly there is the implication that the
fabliaux, if not written by courtois, are somehow produced for
them and represent their views. How can this be squared with
what we know of Jean Bodel, whom.N. himself sees as the
probable inventor of the genre? On all the evidence Bodel is
a man of the town, who worked in Arras as-a functionary of some
kind, at least for part of his career. He was probably
associated with patrons from the nobility as well as from the
bourgeoisia, but his status seems to have been that of an
intermediate element. It is this social ambiguity which we.
find reflected in his carefully composed fabliaux. In Brunain,
Le Vilain de Bailleul and Des deus chevaus he is obviously
sympathetic to the vilains when they confront clerics' whose

worldliness i3 obviously not approved. But what' could

develop into violent antil-clericalism is suppressed and
ambiguous conclusions leave the issue open. Bodel knows the
vilains without despising them. He also knows .the Church and
he fears its power. But Bodel and his work do not £it into
the picture of the fabliau as a courtly genre. Nor do
Rutebeuf and Gautier lé Leu., Beaumanoix and Henri d'Andeli

are of suitable social origin, but the fabliaux ascribed: to
them hardly support N.'s case, for Le lai d'Aristote, though
'courtois! in tone, is not a burlesque, while De Fole Larquece
is only marginally a fabliau according to N. (17-18), with its
marked moralistic tone. It had moreover an anti-courtois
slant. There might be support for N. from the way Jean de Condé
angles: the story of Du Clerc gui fu repus derriere 1'escrin

for while the bourgeoilse, gay, amorous and clearly much in
demand, is a familiar figure, the husband 1s shown as a mere
poltroon in face of his two rivals, and in the same writer's
Deg Braies au prestre we are also told of the ridicule incurred
by the husband wearing the priest's. breeches. But both these
are examples of 'thdmes &rotiquas triangulaires', always open
to comparlson with courtly 'tales. ;

! ' . o . -
From my own observations and from the reactiona of

reviewers a number of points emerge whlch have a- oosslble bear-
ing on fabliau studies. One is the gggé&g@ of the fabliaux,

or more precisely what Dr.C.C. Willlams sees as a combination
of humdrum setting and objective patterns on the one hand, and,
on the other, farcical plots and elemental motlfs. "Dr.- Pearcy
makes a similar point.  Linked with this problem is' the '
realisation that many fabliaux ara not purely humorous but

have also some moral content, which may or may not ba expressed
as a formal moral ending. B. was of course aware of this, but
could not retain the point in his main:argument.. It-has more
recently been taken up by both Togeby and ‘Jodogne. The latter
even embodies it in his suggested definition of the genre:as
‘un conte en vers, ol, sur un ton trivial, sont narrds une ou
plusieurs anecdotes plaisantes ou exemplaires, l'un et 1'autre
ou l'un ou l'autre'. Livingaton .finds:a:similar contradiction
in Gautier le Leu. It is a pity that N. pursues neither aspect.
The conte 3 rire formula is ill-puited to the fabliaux whose
homour is rarely, even 1f we allow for the. effect of skilled
public performance, such as to provoke laughter. It is often

in Dr. Williams! phrase-'straight-faced and drily sarcastic'.
in the fabliaux, i1f by 'satire! is meant a apec;flc form of
literature which directly attacks a person or a group. B.'s
naxrow definition of the term is well-designed to support his
general formula of contes 2 rire, yet he comes close to
admitting that. there is anti-clerical satire in the fabliaux.
In this connexion some critics have spoken of 'stock characters®
who are traditionally the object of irony or jest, but'without
explaining the origins of .these characters, or apparently
taking into account the ample evidence of. concern expressed

as much by Church leaders as by political satirists and ~
moralists over the condition of the clexgy. liost fabliaux




tell a story, and any social conment they make is indirect,
unless it appears in an introduction or coancluaion, but the
subjects they treat and the way they deal with tham are often
highly significant. A nod is often in such circumstances as
good a3 a wink. Rutebeuf's tone in Le Testament de l'&ne is
urbane, but the whole poem is a trenchant.condemnatilon of the
worldliness of both bishop and pgiest. If the ona is an
avaricious 'vilain', the other because of his 'courtoisie' is
also a money-grubber. The apparently simple tale of the
Pevoire qui mangea les mflres has much moras point.viewed against
the background of discontent with the clergy. This priest is
a businessman whose wordly attachmenta are spelled out: his

mesnie, his prestresse, his horse and his commercial activities
all interfere with his minimal duties. It is greed that
compounds his venial fall from grace, and no doubt his effete
inability to escape single-handed from the brambles is also
symbolical of his worldly interests.

Poems of this sort are close in: spirit if not always
in form to the exemplum tradition and this in turn is connected
with the rise of the universities and the Goliaxds. Edmond
Faral and others, including recently Professoxr Beyer, have :
linked the fabliaux with a Latin tradition, B. makes mention
of the Goliards, and both he and . point to simllarities
between the attitudes to sex expressed by the fabliaux and
those found in Jean de Meung. But this broad philosophical
dimension still remains to be fitted to the fabliaux as a genre.

Some shortcomings in the work of W. which he shares with
B. notably the synthetic approach I have noted more than once,
are the result of the very nature of their entexprise. How
can one adequately define and classify as a'single genxe what
is an admittedly heterogeneous collection of poams scattered
in time over 150 years and in space over a large area of France
and England? It may be that discussion of the genre is still
premature. bMore study of individual poems could be the key
to advance oﬁ the general front. Nevertheless this collection
of tales is a coat of many colours loosely woven: there are
fabliaux which seem like Bérengier to be concernad with
defending old feudal values, while many others attack privilege.
Others seem completely devoid of social or moral conment ,

91
simply written for their fantastic, farcical value as
adventures which overturn reality and suspend convention as
well as disbelief. The results of any investigation at the
generic level should perhaps be taken with a large grain of
salt. Each poem is an artistic whole and must in the last
analysis be studied as such.




CLASSIFICATION OF THE FABLIAUX BY PLOT STRUCTURE

Anne Ladd

Classification of the fabliaux by plot structure and out-
come offers the advantages of simplicity and comprehensiveneas,
and helps define the nature of the genre. As an example of
another advantage of this approach, utility, a short study of
the role of women in the fabliau is appended to this paper.

This analysis usas only those fabliaux that are listed
by Nykrog, who defines the fabliau as a laugh-provoking tale
in verse from medieval French literatuire, short, ar at least
recounting one incident only with its immediate consequancea.l
The conclusion, howaever, suggests a change of emphasis in
Nykrog's definition affecting six stories in his list.

In the study of plot elements, the debt of the first part
of the paper to Vladimir Propp's method in Morphology of the
Folktale® will be evident. It is assumed that what is cone
stant and similar in all tales is the abstracted plot.
Fabliau plots are reduced to simple schemas showing the
various possible actions of characters as functions performed
by these characters or agents of the plot. A function, which
is the basic elament of plot structure, is defined by Propp
as the action of the character seen from the point of view of
its contribution to the elaboration of the narrative.
Simplifying Propp, I concentrate on denouement alone since
there are so few incidents in the fabliau. Everything in the
story is subordinated to a resolution that must be swift and
funny.

Psychology, along with any other character attributes,
is subordinated to the needa of the dencuement. The fabliau
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contains always the same rudiment of psychological mwotivation,
integratad into the naturse of the genrc. In'a fablian, tha
basic motivuting sssumption is. that ona ‘individual .can affirm

s1hia or her worth an a human being oniy Ly struggle, and most

oftan. only at the. expense.of another: thus, the name of-the
game ;is to prove onesslf stronger or ' umarter than ene'sg,. -

~-fellows.. The functiona ox actions in tha plot.all have thia..

purpose. The function in a fabliau, then, is one that aims
for a final relation of supe:;orninfahlor, and thae puvchology
required for this ending is tha nead to dlstingulah onaazlf,
This simple motivation dietingulsnes the fabl;au p]otzfrom ":
many other plots ‘based on conflict between two peopla, for
‘examplé, thoseé where the hero is ruwarded for v1rtuu.5'

The major diatinctlon lzes beLwaen functions thaL are’ '
transitive or require a second charadtur as objact, and'’
functions that end. in the victory or defeat. of onwiparson. ,
without comparison to anyone,else. . There is a large group of
fabliaux (30 at least) in which a single character manages tq
get himself or herself into trouble - ("Le Provest a l'aumuche!)

or suffars from an impersonal forca .("Le prestrs et.le Mouten').

Even whera there is no conscious struggle, there is victory
or defeat at the end for the protagonist. No initial paycho-
logical motivation is needed for the : se~ond .group . (which is
_rare), but it -is the difference in plot outcome that determines
the classification:

CATEGORY I a) A defeats himaelf oxr heraelf . -
b) a overcomss ‘circumstange v

\ a

There is in these cases an action ending in-a stable state of
superiority or inferiority to the world. - The audience laughs
at the character in the.first. sub-group,  from a Sohsa of |
superiority, and with the .character ia the gecond group.-In .
"Les Deux Angloys et l'anel®, .the French-audience is amused
at the Englishmen who cannot pronounce the difference betwean
anel,_"baby donkey”, and ggnel, “lamb" In "Le Vllaln du.
Farbu", we admire our superiority over ‘the bumplkin who docs
not know that iron is hot when’it 'sizzles but that pudding can
be hot’ even-when it doesn't.' The-4tupidity of all’ charnctérs

in "Les Deus Vilains" or "Le Sot Chévalier resules in the'

final misunderstanding, with no effort on any character’s part




to ovarcome another. Our sense of. iavulnerability-to tiz
incompetent devil salts "Le Pet au Vilain",

If vice is tho chief feature of the one chqracter; it is
punished only if it is too stupid to sucveed, as in "Le Provost
a l'aumuche”, or because of chance reverses, in "Le Preéstrd et
le Mouton", or in "Brunain, la vache au prestre", where thae-:
priest's aermon quoting the Bible for personal gain ceausas him

Lo g

to lose his own property.

In rarer cases, a character flnds himsalf up agalnst '
circumstance and overcomes it, such as the characters in ng,

Segretain”, who in turn find a dead bod[ on thelr handa.

All other fabliaux have a sm2ll number of agents or chage
acters in a simple plot that can be outlined thus:

CATEGORY II A overcomes B

This function of proving superiority to someone clse is so
general that it often provides the 8dle motivation of a tale.
The clerk of "La Pucele qui abevra le-polain", when he hears
of the girl who will not tolerate the word "foutra", perks up
and swears thut he will prove forthwith whether he hns any
"guile" in him. For him the challenge lies primazily ia &
battle of wits. In "Sire Hain et Dame-lniguse" ‘tha han;eé*&d
husband realizes that only be defeating his wile in siagle '
combat can he prove that he wears the pants “a’the house.

Once this structure is establishec, the cgencs of the
plot can be multiplied: & and B outde C, D, -and F in "Gombart
et les deus clers", where the clerks deceive the miller, his
wife and daughter.

Propp'se development of classificaiions proceedel by
separating plots with mutually exclusive ‘clesments. In the
shorter fabliau, a more obvious distinction ccumas.from the
degree of complication of the plot. L'more extended plot,
however, is still only a development of Category IX:
CATEGORY III A  triea to overcoma B, whoe overcomes'.é

1t is necaessary to present this schema, and that of. the Jo
following category, as inalterable  -chronological sequences,
because of the psychological motivation if for ac other reason.
In these cases, revenge is the most common stimulus for B's
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need to reaffirm his or her human value. The courtisan of the
"Lay d'Aristote" resolves to prove that even the philosopher
is susceptible to the foibles of love because Aristotle has
first trled to break up her own romance with the young
Alexander. The heroine of "Berangiler au lonc cul' wants to
punish her husband for his boasting belittlement of her own
family. One of the most common plots involves a husband and
wife who take the money offered by the wife's suitors, and on
top of the bargain shame or kill the would-be adulterers, in,
for example, "Constant du Hamel", "Estormi", and "Les Quatre
Prestres". In "L'Enfant qui fu remis au soleil", a husband
punishes his wife and her illegitimate child years after ita
birth.

One of the most frequent cases of the psychological need
for revenge is that of the ill-treated wife. In "Aloul",
only because of the husband's jealousy and restrictions on har
does the wife swear to deceive him at the first possible’
moment.

A final variation on this extended plot merely adds q
third agent to perform the second funection:

CATEGORY IV - A overcomes B, and is overcome by C

In "Frere Denise", a mendicant monk tricks an innocent gizxl:
into following him around the country, until she is
recognized by a nobleman's wife, who makes him rehabilitatg
the girl with a substantial dowry. In. "La Dame escoillée'},

a husband is dominated by his wife untiltheir son-in-law:
teaches her a lesson, This plot variation is not very:
common, probably- because it allows a less poetic justice than
letting the first:wvictim take his or her own revenge. It%
also requires more than one episode.

Finally, there are a few plots that can only fit into
these categories as combinations. Most numerous are the
variants of "Le Segretain",; which combine Category III (the
husband kills the monk who tried to seduce his wife) with
Category I (a series of individuals overcome the circumstance
of being saddled with evidence of murder). "Les Trois Dames
qui troverent l'anel" presents three variations-of Category II.
"Dame Joenne" begins with several instances of the disputatious

-




woman receiving her just punishment (Categories II and III)
but ends with her reaffirming her opinion even when her tongue
is cut out (Category I). "Le Fol Vilain" combines several
gtories to show the character's stupidity, some from Category I
and some from Category II. But these combined narratives
start to break out of the genre as defined by Wykrog, a tale
limited to a single incident. Tha method of classification
proposed in this paper does not in itself answer the question,
how many episodes or functions can a tale use and remain a
fabliau? To accept "Le Fol Vilain" while excluding Trubert
requires either a lengthy definition or the ability to makae
arbitrary cut-~offs. Here I accept Nykrog's delimitation of
the fabliau.

This classification by structure is comprehensive; it
accommodates all of Nykrog's fabliaux except four, to which I
shall return. It is also simple; the 156 romaining tales fall
easily intc four categories without repetition, except for
the eight mixed plots, of which four are variants of tho same
story.

Once the structural similarity of the fabliau plots is
astablished, saecondary distinctions can be made. Two such
distinctions invite further analysis: subcategories of
functions and subcategories of agents.

In classing means of overcoming, or variants of the
function of establishing superiority, one can enumerata:
obtains horse (money, justice, sexual favors) from (Categories
II, III, IV); makes look ridiculous, makes believe an !
absurdity, substitutes lover for (Categories II, IIl): gets
revenge on (by beating, mutilating, cuckolding, killing,
selling the jillegitimate child of) (Categories III, IV). The
functions in Category I can be divided inte those favorable
and unfavorable to their agent: showo ignorance of heat (sex,
language); gives in to brute forceg or: shows exceptional
intelligence (dexterity, knowledge, physical stamina ...).
The enumeration can be carried further, and it.would be an
interesting study to look for mutually exclusive or obli-
gatorily linked pairs. Here, however, an.outstanding dis-
tinction, non-structural but applicable to every category,
is that between force and wit as the means of overcoming.

‘The use of wit to triumph is characteristic of moat
fabliaux. The endings of only nineteen fabliaux .are decided
by the law of the astronger. In other tales, aven where ther
denouement is an act of force ("Constant du Hamel", "La .
Gageure"), it is first an act of deception that puts the victim
in the power of the winner. In addition, tales such as "La .
Prestre et les deux ribaus” insist on the; value of learning
trickery. Haisel, author of one version of. "Les- Trois Dames
qui troverent l'anel", says that the prize. for deceit goes to
the lady who used noither drunkenness nor force, but pure wi'ql
to outdo her husband ("Cil fu li mieus afoubertez/ Qu'ivrescq
et force, ce savez/ Englgnerent les autres deus"), These
fabliaux aim for the ideal oxpressed in this line of "Le Vilain
qui conquist paradis par plait": ‘"Mielz valt engiens que ne
fait force". Ruse is better than force. For this group of
fabliaux the plot schema "A overcomas B“ can be modified.

SUBGROUP IIa A outwits B . ‘ s
Categories I, III, and IV invite similar subgroups.,

The ¢bject of tha deception 1s for A to prove himself ox
herself more intelligent than. B,.and: sometimes incidentally to
obtain power over or possessions from'B. Thus "Les Trois
Dames qul troverent l'anel" strive to outdo each other‘in. ..
deceiving their husbands: one is absent from home for a week'
and persuades her neighbors that it is her angry husband who
has lost all concept of time, so much so that they‘tié him: up
as a raving madman. The second persuades her husband, witH
the aid of alcohol, that God has called him to be a'monk; the
third tricks her spouse into givihd her in marriage to her:
lover. One of them will win the ring; but this is secondary :
to the satisfaction of hav;ng proved cna's superiority ovar ¢
one's mate. : . e

The outwitting can take the form of persuasion,-us when
the .young hero of "Guillaume au faucon" finally wins the love

of his lady by persaverance. k .
- i
There are many other ways of grouping the fabliaux with

various useful ends, as long as the essential description of
the fabliau by functions is kept in mind., The distinction of
fabliau groups by whether the plot:is based on actions or




words, however, is especially risky, as a combination of the
two is often used (for example, "La Saineresse" shows a woman
cuckolding her husband by a combination of disguise and lies).
A classification by motifs cr themes, such as dreams or mis-
takes about cadavers, can be most useful to the ‘folklorist or
student of sources. Primary classification by motifs, however,
may obscure the fact that one means of deception has been sub-
stituted for another in a fabliau variation, while the plot
structure itself is unchanged. Division by motifs can also

be repetitive, as one tale may have a cluster of motifs, same
consisting of actions and some consisting of subjects or

agents.

I second interesting subcdivision is that based on agente
of the plot, or their attributes. Nykrog used it to show that
the minor clergy as a social class is always victim in the i
fabliau.3 The second part of this paper uses the analysis by
agent to study roles of women versus thoase of men.

such a classification by plot outcome suggests a change
of emphasis in Nykrog's definition of the . fabliau. While the
traditional definition of conte 3 rire handles most fabliaux,
gome stories fit more easily into a definition widened tc put
the emphasis on wit as well as laughter. Sometimes thae
audience is encouraged less to laugh oucr loud than to savar
the poetic rightness of a character's fall {"La Veuve", "Le
Prestre pelé", the wife of "Celui qui bota la pierre”). This
is also a more comfortable definition for fabliaux such as
"Fole Larguesce", where laughter may not be a nccessary
reaction, but where the public should be pleased by the £fit~
ness of the resolution. It is not, however, enough to say,
with Omer Jodogne, that the fabliau may be cither “plaisant
ou exemplaire". The element of humor causad by triumph or.
defeat must be present. Jodogne's more recent definition of
the fabliau as a verse tale where, in a trivial tone, are
narrated one or several amusing and/or exemplary adventures,
adds the important consideration of tone, but remains vague
because it gives too little attention to the kind of adven-
ture hairated.4' The narrator's tone, a question of point of
view, may make us consider as inferior even the victor of a
contest that is thus trivialized.

The question of tone indicates that this structural
description of the fabliau does not pretend to provide a com-
plete definition. Any definition should in addition include
amusement as the tale's purpose, the structure of inferior/.
superior or of victory or defeat that is established by the
plot's outcome, the genre's brevity, and the frequent use.of
trickery to bring about the denouement.

Such a change of amphasis allows the reintroduction of
two tales disallowed by Nykrog because they are also moral
talea: "La Housee partie" (i mistreats B his father, until c,
the grandson, finds a means to reform him) and "La Pleine
Bourse de Sens" (A wrongs his wife B until wise man C helps
her prove har superiority). These two astories.fit the schéma
of classification outlined earlier, which suggests that thgqy
should be accommodated by the definition as.well.

This classification of the fabliaux by plot does make
questionable the inclusion of "Les Trois Chanoinesses de
Couloigne” and "Le Roi d'Angleterre &t . le jongleur d'Ely",
since there is no victory by one party over another. In =
fact, there 1s no moment in these two tales where one can say
there is a resolution: there has never been a problem or con-—
flict to resolve. There is no reason for either of these:
tales to stop at the moment that it does. They are "dits",
The action that would result in a stable inferior/superiorl
relation never comas,

There are two other fabliaux in which there is no
victory or defegt, only a humorous account of origins. "Laa
Putains et les lecheors" shows the Creator entrusting caré‘
oﬁ prostitutes to the clergy - who treat tham very well
indeed. "Du Con qui fu fait a la basche" shows the Devil .
creating woman's organs and her tongue. The stories are
short, and provoke laughter by showing the inferiority of
woman or of the clergy, but they do not have any of the other
characteristics of the fabliau.

The following study of the image of women in the
fabliau is presented as an example of the utility of this




ciasaification by plot outcéme. Men and women as agents can
have exactly the same functions: concealing gluttony in “"Lesa
Perdrix" and "L'Oue au chapelain'; displaying ignorance of
language in "Les Deux Angloys" and "La Vielle qui oint la
palme": taking revenge in "Le Vilain Mire" and "La Plantez".
However, some statistics on the attributes of winner and
loser as distributed between the sexes give a new perspective
on the fabliau's antifeminism.

0f the one hundred and fifty-six fabliaux in the
appendix, eighty-~four are based on conflict between men and
women. From these, thirty-eight leave no doubt about the
superiority in wits of the woman. Twenty-nine tales show the
man as superior, usually in wit, occasionally by sheer brawq,
The remaining seventeen show the woman and man as equal
winners and losers, or a woman and a man who outwit another
man; or a man who outwits a woman and a man,

wWhet kind of antifeminism is it that, in over fifty per

cent of male-female conflicts, shows the woman winning? 4
structural. study cannot answer such a question. It only makes
the question evident. nAn answer to this question about
attributes is suggested by a study of lessons or "morals”" in
the fabliaux. Forty-one fabliaux have lessons concerning
women. - In nine of these the superior wit of woman is pro=
claimed:

Par cest fablel prover vous vuell,

que cil fet folie et orgueil

qui fame engignier s'entremet:

quar qui fet a fame .i. mal tret,

elle en fot .X. OY XV. OU .XX.,
says the author of "Les Deux Changeors"; "By this tale I
want to prove to you that he is guilty of folly and pride who
sets out to deceive woman; for whoever does to woman one ill
turn, she returns ten or fifteen or twenty". It 1ls true that
the insistence on superior intelligence is not meant to be
flattering. "Woman is made to deceive," says the author of-
"Les Perdriz", "This woman was indeed a devil," days the
author of "La Dame qui se venija du chevalier." Tha three
women who overcome circumstances ("Celle qui servoit", "Dame
Joenne", the wife of "Le Pré tondu") do so by stubboimness or
physical stamina rather than intelligence, but while
unaympathetic they are inhumanly awesome.
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Often enough, however, the. tale's lesson, whether stated:
or implied, merely demands equal respect for a human partner.
in life's rough game. If anything, the woman is favored : .
because the authors of such tales of pranks can assume that
audience sympathy will go to the weaker character. Many
lessons from fabliaux based on mala—female cgonflict suggest
that men should obaserve the goldan rule..nnd usually they.
show complete undarat:ndlng of the merely human motives of
the woman in the case. Even in "La Veuve"; where the heroine
is punished for making an unwise marrlage, the poem ends with
an admonition tohusbands to be kinder. In "Estormi" -he
would-be seducers of a good wife deserve thelr death, 3ince,
says the author, they should not have expected any virtuous
woman to be swayed by offers of money. In "Le Meunier :
D'Arleux", where a girl outwita the miller and his a.j;rentice
who try to seduce her, the lesson is more general:. no one:
should try to' deceive or-betray:aﬁother. . In "Le Vilain Mire"
the oid man decides that the only way to:insurc his wife's
fidelity~is to beat her as he leaves the house. each morning
and then: beg her parden when he returnorat n;ght. There is
no lesson stated by the author, but. snon the wifa ‘asks [
herself, "Was my husband ever beaten? No, he does not knaw
what blowd' are, If he. did,’ he: would not:give me so many for -
all the world," and.it is her success. iu putting him in’ hay
situation that leads to his further ‘advontures as the’ kingls
unwilling physician. In such 'tales we see the woman's .
motives, particularly her reaction to the Lnjustlces of hqr

4

mate, in a purely human light. ' R e

hntifemlnism, when it appears. in. the: fabliaux, approaches
devil-worship in the intellectual powers it 'attributes to the
average housewife. One example is the wife who gobbles up
the partridges before dinner and tonvinces her husband that
the priest took them, then avoids a possible explanation
between the two men by persuading the priest that her husband
is following him with a knife to punish him for suspected
adultery; or the wife of so many fabliaux who convinces her
husband that he is dreaming or even dead when he sees her with
a lover. Thils antifeminist stance, in tha rare cases where
it appears, is sometimes malicious or fearful, seldom meroly
contemptuous. In general, a strong feminine role is favored




by the genre, which requires actors wheo enter naturally into
an adversary relationship, but have the ability to hold their
own in the ensuing struggle.

In the above discussion, it is legicimate to make
generalizations about women in the fabliaux, because the

genre does not often recognize individuals, and must subordinate

all agents to plot outcome. It is the outcome of plots,
however, that makes clear the equal chance given to women in
the fabliaux, and their remarkable ability to make use of it.,
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APPENDIX

Clagsification of Fabliau Plots
(mixed plots are classified %y ending)

CNTEGORY Ia A defeats himself or herself

1. Inferior Men:

Les Deux Angloys;vtes Trois Bogus;:‘Brunain, la
vacha au prestre; Le Sot Chevalier:,LesIChevaliers,

les clera et les vilains; Le Couvoiteus et l'Envieus:

Le Moigne:vLa Male Honte, I & II: Le, Prestre ot lg
mbutonr'Le Prestre palé; Le Prestre qui dist la
passion; Le Prestre qui menga mores, I & II: Le
Provost a l'aumuche; Le Vallet qui d'aise a malaise
ge met; Le Fol Vilain2: Le Vilain Asnier; Le Vilain
de Farbu; Le Vilain qui n'iert pas de son hostel%

'

2. Inferior Women:

Les Braies le Priestre; Celui qui. bota:rla pierre

I & II; Les Trois Dames de Paris; L'Home qui avoit
feme tencheresse; Les Trois Meschines; La Nonneta

I & II: La Veuve: La Vielle qui oint la. palme; Leaz
Deux Vilains R EE '

HE—

3. Other cases:

Les Trois Orements; Le Pet au vilain; Les Sohais:
Les Quatre Souhais Saint Martin; Le sohait desvez

CATEGORY Ib A overcomes circumstances s
1. A is a man:

Le Prestre.qu‘on'porte3: Le Segretain I, II, III,
IV3: Le Vvilain Mire2

2, A is a woman:

Dama Joenne57 Le 'Pré Tondu; Une Seule Fame qui

servoit




CATEGORY II A_overcomes B

I

B

Two agents

l. A Man overcomes a woman:

Celle qui se fist foutre; La Dama qui aveine
demandoit; La Dame qui fist entendant; La Dame
qui fit trois tors; La Damoiselle qui n'ot
parler; La Damoisele qui ne pooit cfr;
L'Esquiriel; La Femme ki fist pendre; Le Fevre
de Creil; Fole Larguesce; La Grue; Guillaume
au fauccon: Le Heron:; Le Pescheor de Pont seur
Saine; Porcelet: Le Pucele qui abevra le
polain; La Pucele qui voloit voler; Sire Hain
et Dame l\nigusa

2. A Woman overcomes a man: .

Les Braies au Cordelier; Le Chevalier a la robe
vermeille; Le Clerc qui fu rgpus; Gauteron et
Marion; L'Espee; L'Espervier; La Femme qui
~harma; La Feme gui cunquie son baron: Le

Pligon; La Sorisete des ostopes; La Vielle Truande;
Le-Vallet aus douze fames; Le Velous; Le Vilain

de Bailluel ; Le Vilain qui od.sa feme; Le Vilain
qui vit un autre: La Contrarieuse

Eand some incidents from Le Fol Vilain and Le
vilain qui n'iert pas de son hostel sirae)

3. HMen and women are equal winners or losers:
Le Presatre et la Dame; Le Prestre qui abevets
4., Other cases:

Brifaut; Le Foteor; Le Povre liercier:; L'Oue au
chapelain; Le Testament de l'asne

Multiple Agents

l. A Man outdoes a woman OX women:
Boivin de Provins; Le Chevalier qui recovra
2. & Woman or women overcome men:

Les Trois Dames qui troverent l'anel I & II:

Les Perdriz
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3. Men and women are equal winners or losers:

Nuberde: Gombert et las deux clers; Le Maignien
qui foti la dame; Le Prestre qui ot mere: La
Viellls ot la lisette

4. Other casas:

L'Anel; Les Trois Avugles: Les Trois Dames qui
troverent un vit I & II; Estula; Le Jugement
des cons; Saint Piere et le jougleur; Le Vilain
qui conquist paradis; .W.

CATEGORY III A tries to overcome B, who overcomes A

A Two agents only

l. 1N Man gets revenge on'a womans

Le Povre Clexrc: La Couille Noire; L'enfant qui
fu remis: Le Sentier batu

2, M Woman gets revenge on a man:

Aristote; Berangics au iong cul I & IT; Le
Borgoise d'Orliony; Les Deux Changeoxs: Le
Chevalier qui fist sa fame confaesse: La Crote:
La Dame qui fist batre son mari; La Dame qui

8e venja; La Damoiselo qui sonjoit; La Piere au
puis; Le Prestre et Alison; La Saineresse; Les
Tresces (Also the first part of Le Vilain
Mire and Les Trois Bogus)

3. A Man and a woman overcome a man:
L'Evesque qui benef; La Prastre teint

4, Other casas
Charlot le Juif:; Les Deux Chevaus; La Plantez:
Le Prestra crucefild; Le Prestre et le leu: Le
Prestre et les deux ribaus; Le Prestre qui fu

mis au lardier; Le Proudome qui rescolt: Le
Vescie a prestre; Le Vilain au buffet




B Multiple igents

l. A Man or men outdo a woman or women:

Le Chevalier qui fist les cons parler I & II;
Connebert; La Gageure

2. Woman outwit men:
Le Meunier d'arleoux
3. Men and women are equal winners and losers:

Le Bouchier d'fibewville: Le Chevalier a la
corbeille; Un chivalier et sa dame; Constant du
Hamel ; Eatormi37 Le Meunier et les deux clers:
Le Prestre st le chevalier; Les Quatre Prestres

4, Other cases:

Barat et Haimet (really a draw)

CATEGORY IV i overcomes B but is outdone by C

l. C is a man:
La Dame escoillec
2. C is a woman:

AloulB: Le Cuvier; Frere Denise; (La Pleine
Bourse de Sens)6

3. All parties are of the same sex:

(La Housse partie)s;

UNCLASSIFIED
Le Jugement {too fragmentary); Le Roi d'lingleterre
et le jongleur d'Ely (a tenson or jeu-parti): Les
Trois Chanoinesses (a dit): Le Con qui fu fait
2 la beasche; Les Putalns et les lecheors

Notes to the Appendix
1 The lesson places the tale in Category III, with the
woman being avenged.

2 Some of the anecdotes fit Category III, with the woman
outdoing her mate.
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8 The first part of the plot falls into Category III, with
men and women on both the winning and losing sides.

4 The first anecdotes use schemas from Category II, with
the man winning.

5 In the first part of the plot, a man outwits the woman or
she fails through her own stupidity,

6 These tales are not in Nykrog's list of fabliaux.
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“1 did shout for help, but
the fide of bottle suddenly chainged
in my favor, thank you,”

L Lult
W Tssay




SEX AND VIOLEWCE I 'CHi MARBW
David Blamires

Following the studies of Hanns Fischer the term Mire is
now generally applied to the medieval genre of independent
short tale in rhyming couplets thet deals with fictitious
secular events aud has exclusively or predominantly human 1
protagonists; its length varies from about 150 to 2,000 lines.
On Fischer's count there are 212 such poemu iis German, plus
seven minor fragments, coverinyg tne period rrom the heginnin%
of the thirteenth to the begiuuing of the sixteenth century.

A further 44 poems constitute borderlile cases.3 Broadly
speeking these 212 Méren can be grouped iu three categories:
the comic, the exemplary, anéd the courtly or sentimental., The
distinctions vetween them are not always eusily determiiad,

A Mire that is comic iu its plot may, for example, be regarded
as an gxemplum by reagou of the moral adauced i1u its closing
linesg.

From the point of viuw of theme the largest single category
is concerned with deceptions in sexual relationships. A :few
tell tales of erotic nelvety, both wale and female, and geyeral
deal with the engileering of a sexual encounter between a man
and a woman in which wmarriage is wot involved. Complications
may arise through the need to outwit parents 1.. some instances.
The great majority of Miren, however, centre oi the theme of
adultery. There are four basic approaches. The first and by
far the most common is seen from the viewpoint of the married
woman, and its enjoyment consists 1a the audacity of the
ruces empioyed to bamboozle the husband. The second is sesen
from the husband's viewpoint, with the empauwis on the capture
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and punighment of the wife's lover., The third is concerned
with attempted adultery, with husband and wife pitting their
wits against a would-be adulterer. The fourth focussss once
more on the fooling of the husband, vut this time from the
viewpoint of the man who wishes to tuke advantage of the
foolish husband's wife, the latter being simply the means
whereby the husband is dealt a slap iit the face. The butt
of the comedy is always the stupid husband or the importunata
lover. In the rare event of the wife suffering punishment,
the element of Schwank gives way, in that point of the story
at least, to moral injunction.

There are 51 Miren wherc actual or iutended marital
deception takes place and escapes punishment within the
framework of the story.4 Frequently the poem will end with
the comment thot no man is clever enough to be bveyond the
reaches of a woman's cuming. Thus, in Dis zurtckgelassene
Hoge (The fargotten breeches) Heinrich Kaufringer refers tp
the topos that since Samsowu, Solomol, David and Aristotle
were all waylaild by women, how can any other man expeat to
have a different experience? 1In a different vein, the poem
Minnedurst (Love—thirst) ends with the plea that God should
confound those wno act wickedly. as against these 51 Mirewu,
there are 1, iu which some dugree of puulshment is meted out
to the offending party or parites, usually the apprehended
lover.5 It is iuterestiug to compare the social status of
the adulterous men in the two types of gtory. Iu those
Miren where the wife succeeds iu duping her husband, the
partners are well distributed over the social range. Sixtesn
are knights or noblemen; twelve are gimply lovers with no
gocial category noted; scleven are students or young men;
sleven are priests, monks or friars; while the reat, eight
in number, are servants or members of the lowest class. Where
the adulterer or wou;d-be adulterer is caught and punished,
the proportions are quite differsut. Turee are knights (all in
one tale, Der Herr mit den vier frauen (The lord with the four

wiveg); one is not categorized; twelve are clerics; one is a

peasant, and one 1s a blind man (the fumblings of the uvlind ars
a frequent :source of merriment in medisval literature). There
is also the dwarf in Schondoch's Die K&nigin voi frankreich
(The queen of france), who is killed on the ralse suspicion




of having committed adultery. Incidentally, in only one of
these Hiren is the adulterer stated %o ve a married man (Hans
Folz's Die wigdervergeliung/The retribution/, The chief
animus of the stories is aguiust the clergy, on whom some
horrific punisiments are inflicted.

Underlyii, all the Mdren is the belief that the proper
relationship between a husbaud and wife' consists ia the

hugband's dominance and coutrol and the wife's submissive
obedience. If the wife fails to couform to this pattern, the
husband wmust exzert force to make her do so. Tue cxtent to
wiiich this is necessary will depend on the relative
recalcitrance of the woman iu guestion, In Die guziihmtu
Widerspenstice /The tamed recaleitront wife7 the husband

‘compels an awkward wife to learn to gallop like a horse,

after which treatment she 'became virtuous and loved her
husband lovingly, as he also did her' (203-5), The wife,
significantly, nas to conform to the man's rvlationship with
his dog: 'he was faithful and obedient to me at all times,' the
husband declares, 'you ought to be obedient in the same way'
(71-3). Similarly, in Sibote's frauensrziehung /" The training
of » wife 7 : the husband cows Lis wife on the way to their
oridal home by showing extrewme seveority to his hawk, hound and
horse, all of which he sumuwarily kills because of some alleged
infringement of obedience to nim. The bride's mother, from
whom she inherits hner nasty disposition, upvrailds her for her
docility to her husbaud, but she is also quiockly dealt with

by her son-in-law. He tells her that her wvil spirit comes
from two 'anger steaks' (zormbraten) in her thighs, the first
of which he procceds to remove by inflicting a deep wound on
her and apparvntly extrocting a sheep's kiduey. The mother
escapes the secoud operation through promising immediate
obedience to her husband, Iu another story, Die bdse Adelheid

[ Hicked Adelhiedd 7, the wife cannot be controlled, but has to

be got rid of. Ade¢lheid crosses her husband in everythine,
so he decides one day to guet his own back by telling her to
do the opposite of what he really wants her to do. When she
disobeys nis instruction not to walk too near the river, she
falls in and 1s drowned. Her husband assumes that because
she is go contrary in spirit, her body will have floated
upstream, and of course she is thus never found. The ausvand
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returns happily home. Several of tiac Stricker's Mircn deal
with the proper relationsnip belween man and wite, but only
one - Die singemausrtu Frau /" The imaured wire 7 - is

concerned with straightforwnrd disobudience., Here the
problem is solved by the husdund huaving the wife immured.
wventually she comes to her senscs and through coufession to
a priest convinces her husband of her change of spirit. On
release from her prison she vecomes a wodel of wifely
ovedience to all other shrewish women, wio then follow lier
example.

In all these Bireln where the wife fails to ve obedient
to her husband, she is charccterized simply as wicked (dbel),
and the breakdowi in marital harmoiy is attributed to her
malevolence. Her fault is a moral one; it is a conscious
exercise of the.will 1 pursuit of a wrong end, In the wore
numerous cases in the Hiren where the wife dominates the
husband and/or indulges iu adulterous escapades, it is the
husband's stupidity that justifies the treatment he receives.
The range of indiguities or maltreatment that tle husband
guffers is devastating, out his action or lack of it 1s based
on physical, psychological or intellectual incapacity rather
than on the exercise of the will, but though his failures
are pagsive rather than active, his stupidity does not entitle
him to ve spared ridicule or suffering. Tiaere is, howevsar,
no wicked husband figure 11t the lifren to counterbalance that
of the wicked wife., Where such a figure does occur, it is
in religious tales focussing on the Christian virtue or near-
sanctity of the wife who is tested by such a kusband, as, for
example, in the story of patient Griselda, extant in five
different prose versions in German.

The nearest thing to a wicked husband that we have in
the Miren is to be found in the late fifteenth century
deringer.a The knight Beringer is avaricious and ill-temperwsd,
but, more importantly, he is a coward who boasts of imaginary
conquests in tournaments, His wife, suspicious of his
undamaged armour when he return from his excursions, follows
him once in male disguise and discovers him alone in a
forest, hitting away at his own armour. She attacks him
algrily, defeats him and forces him to kiss her arse three




times. She informs hiin that she 1s kunight Wienand oi the

Vile Land, with the loug arse-cleft, reusideut at Hair Castle,
When Beringer returns home, he bluboers over his wounds and
swears hu will not go oun any more btournaments. A% later
uncouth behaviour towards her, his wife tihreatens him with
her frieud, knight Wienand, and cows SBeringer into submission,
after which they live together in love and pesace. Ths
punishment here, humiliating ratiher than violent, metches up
well with the knight's cowardice and boagtful disnounesty.

Two Miren vie with each other for tihe most savage treat-
ment of a stupid husband at the nands of a wife., The
garlier one, the mid thirteeith century Der bvegrabune ushemonn
/" The buried husband/ by the Stricker, exhibits the firm
moral line that is the hallwark of this poet. The ldre opeus

with a husband and wife gueking to outdo each other in
assertions of their love. The wife theun demaunds of her
husband, as the proof of his love, that ne should belicve
everything she says and does. Sihe tests this 0y calling him
to sup.er at.nidday, and when he protests she reproaches him
with having broiten his prowise. Further tests produce
compliance, although the husbund realizes that things are
not as his wife claims. When he latur gees her behaving
susplciously with the viilags priest, she becumes angry at
his reproaches and threatens to separate from him.
Eventually she persuades him he is dying, the last rites

are performed, and he only begins to protest when the first.
shovelfuls of warth are thrown into the grave in which he

is lying. The aaulterous priest interprets these cries as
those of the devil, whereuvpon tue husband is quickly, buried
alive. The poct eunds with the lacouic remarl: 'He suffered
thils injury because he 21lowed a foolish womem to rule his
life.! Through an ascending svrivs oY episodes the
development and extent of the husband's folly 1s plainly
demonstrated. The ccmedy, culmiuating in the wildly ' )
improbable burying alive, obviously subserves the poet's
gtrong conviction of the proper nature of the relationship
of husbund and wife.

The other Mire which recounts extreme wodes of dealing
with a stupid hausband is Heiurich Kaufringer's veruion of
he well-kuown contest as to which of three wives can fool

~LJ

her husbond the most, Dreli listipe drouen B Z_Threu wlly womel u7.9

The interest thus centres ou the extravugauce of the tricks

to which the wives have recourse; the soem lucks aly didactic

note, and indeed its absurdity is ewmphasized by the fact

that the violence perpetrated on the husvonds is undertaken

i order to qualify for being allotted the seventh heller

of the money the three women have received ror their joint

sale of eggs at market. Ouly the first and third episodes

are marked by real cruelty. The first regales the audieclce

with the theme of pulling out oune of the husband's teetn

under the pretence that it smells. The wife claims that the

servant hog ou his first attempt pulled the wroig tooth and

requires that another should be Jdruwn. Ia the process the

husband faints. The wife hag tne privst fetched aud

couvinces thu husband that he is dead, whereupon she makes

love to the servaut ii the husbund's sight. The husband's

folly is demonstrated by his remark at seving this: 'Heingz, ;
my man, if I were alive, ws I certuinly was this moruing,

thig shametful deed would causs me the lkeenest paia., I

would not leave it unaveinged oefore I'd stzbbed you to death.

out I have to put up with it since, vy my faith, 1 can no IS
louger harm anyone, @s death's bitter blow has brought e i
downt and tornm all my limbs apurt.' The third episode is

evei more sadistic. The wit'e pursuades her husbaid to go

to church naked under the iupression thut he is wearing his
clothes. Then, when he cai't open his pouch to et sowms money
for the offvring, she purls out u kuife to help hiw and chops
off nis tu.ticles. ©Dhe deceived huspband runs wild with pain

and anger to the forest, wut the pout murvly ends with the
observation: 'ow we'll let the blockheads run =bout the

forest until they understand thut they are all drunk and blind
although their eyes are open. When they recoguize that,

they will indued go back nowe and put up witi the paiu they

have suffered.' as with the Stricker, the implication is

that the men have not Ueen unjustly dealt with, out have

siiply got what they deserved for their stupidity. Kaufringer's
poem hes none of the Stricker's moral coucerL. Here, ws
elsewhere, the luter author revels in lurid details, coarse

and brutal occurrences. His mentality is that of a sadist.

following these examples of marital violence, where
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adultery is largely incidental, I want to turn now to those
Mircen where adultery is the central point. In the majority
of tales in which tho wife succuweds in committing adultery or
in allowiwyg her lover to egscape the clutches of her husband,
the wmphasis 18 not so much ou the husband's stupidity as on
her own cleverness, To be sure, the husband's drunkenness
frequently permits an act of adultery to take piace without
his knowludge, and in that respect he is’'culpable., In terms
of the storiecs - as opposed to those of Christion ethics =
the wife is exonerated from blame through the oxercise of
superior skill. Here, as elsewhere in comedy, ingenuity and
daring is more admired than traditional morality.

Generully speaking, 1u the tales of adultery the huaband
is simply outwitted and unaware of whal is happening. But a
number of Miren toke things further, and the husband is dealt

a beating by the wife's lover, as in Der Schreibsr Z'The soribe/,
Der Koch/ The coolk/ by the Swigs Ancnymous, and Hans Rosenplit's
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Der Knweeht im Garten / The sprvant iu the gardeny. These

are variants on the story which relates how a wife gets her
husband to go outside disguised in her clothes to forestall
her assignation with an importunate lover. She then commits
adultery and gets the lover to beat her husband, telling him
that it was a test of the wife's faithfulness. The act of
adultery is actually lustigated by the lover, then engineercd
by the wife, out the ruse convinces the husband of the
trustworthiness of the lover and wnables the adultercrs to
continue their deception.

There are two variations of this theme that motivate it
differently ~ Huotraftes Hisstrauen / Ihe punishment of
wistrust/ and Der Herr mit den vier frauen. In these the
husband is out to test his wife's fidelity. He guts a
servant or friend to make scxual approaches %o her until she

eventually mekes an assignation with him 1n the garden. The
husband tnen changoes pluces with the servant (friend), but
the wife has the importunate lover, as she thinks, soundly
beaten by her swrvants. The husband is thereby convinced of
her fidelity. Folly in the guise of mistrust thus reaps its
own punishment,

The stupidity of the husband is measured by the
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whormity of the tricks that can ve played ou him. The theme
of the vesotted lover is famous iu the story of Aristotle and
Phyllis, widch appears in Gurman s well us wany other
languages, but there is little else iu the Miren that fits
in this catvgory. The nearest would e iu the two versions
of Die awea dafstien /The two confessions/, where a peasant
couple coutess their sins to each other, The wife coufesgses
to several acts of adultery, but claims they were either

unwilling on her part or done 1L order to guiiw the favour

of the adulterer in the improvement of the married couple's
material circumstances. Accordiugly, the husband avsolves
her and gives her a token peuance. But when he admitg
siwply to feelily lustful towards their servaut-girl, the
wife ruspunds with greab severity. In versilon a he is veaten
hard with a broom, while in version 8 he is ordered to

cut his hand off, make a pilgricuge to Kome, and ve gcourged
by Lis wifu. Wheu the husband is prepared to accept these
penaiices, referring to Jesus' suffering for mankind, the
wife is moved by his huamility and remits the penances,
saying 'mercy is better than justice'. Version & (extant in
three manuscripts) regurds the matter in terms of the
husband's siwple-mindedness, while version B converts the
story into an exemplum of Christian humility.

To the tales of adultery in which tine husband is not
merely tricked, out also beaten, may be added others with
similar fentures., In Der Pruffe mit der Schnur { The priest
with the string 7 (versions A and 0, but not d)ll the

husband catches the lover, but when he foolishly leaves him
to hig wife to hold wnile he Jous to fetch a light, the
wife substitutes a donkey., The husband veats her and locks
her outside, and she gives an old wowel money tu take her
place while she goes off with her lover. The husband beats
hls supposed wife again aud cuts off her huir. The next
moruing he is unable to prove his wife's adultery, uecause
she dewonstrably still possesses her own hair, which he
claims to have cut off. He is therefors adjudged by oune
and all to have left his seuses and is exorcized vy the
wife's priestly lover., In version A the wife burus nine
holes in his head with i..ceuse, at which the husbaud finally
gwears to trust her heucefortn. This memory of exorcism




causes hiim to keep silence about suspiciocus matters he later
notices. Iu version C it is the misoreant priest who burns
the holes iu his nead, otherwise the outline of the story

is the same.

In the tales of adultery where the woman is found out
and puinisheu, the penalties are wide-ranging, though usually
less than those inflicted om the lover. ;n the Stricker's
Der kluge kiecht / The clever servant 712 she is merely
beaten, geating and cutvting off the hair is the intended
punishment in the three versions of Der Pfafre wit der Sehnur,
Herrand von Wildonie's Dur betromens Gitte Z—The decelved
husband 7, and the anonymous Der Heiher / The heron 7, all
of which tell the seme basic vlot, but the wife's wiles
snsure that she is not the person to suffer it. 4 mcre
brutal punishment occurs in the Stricker's Des heisse lisen
[/ Ihe hot iron /. Her a woman demands that her husband
should undergo the ordeal of 1ifting a hot iron in the Lare
hand as a proof of his fidelity. The husband agrees, but
glips a piece of wood unseen betwsen the irocw and his hand
and so escapes unscathed. He then demunds that his wife
should undergo the same test. She admits to various lovers,
but asks to be cxcused vecauge womew cannot do without them

as easily as men, who are stronger. The husband declares
his forgiveness, but ineiste ou her undergoing the ordeal
all the same. ©She is so geverely burnt that her hand is
nenceforth useless, In yreat anger the husvaud promises il
the future to deal with her according to her desurts. One
of the manuscripts of this poem (Pommersfelden) conclu-leg
with the injunction not to desire to punish others if one is
also worthy of punishment. Here it is not so nuch the wite's
acts of adultery that are punished as her gratuitous
vindictiveness towarus her ausband, whiech he is through
superior iuntelligence and lack of superstition able to evade
and then turn against her.

Another punisiment that is the reward for stupldity as
well as illicit sex is to be found in Hans Rosenpliit's
Der Hasengeisr [‘The howlk that zous after the hare 7, Here
an enraged lover - not actually a husband, though in the
story he virtually tulfils that role - preseunts his lady
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with a hawk that is supposed to have the power ol revealing
the truth and apparently demonstratus the presence of the
lady's preferred lover, a rich prisst. The hawk needs to

be carefully guarded and can be killed by a person urinating
over 1t, DLady and priest in thus attempting to dispose of
the hawk both suffer a grim mutilation.

The most savage punishments for a woman's adultery are
contained iun Kautfringer's Miren, where the fates of the
stupid husbands in Drei listige frauen 8 have their female
counterparts. In Die_ Suche nach dem ylicklichen whepaar
/" The search for the happily married couple 7 a huasband who

suffers from the burden of a miserly wife travels about
looking for a really nappily married couple. Iu vain, He
encounters two who appear to fulfil the couditions, but with
the firgt he witnesses how the husband compels his wife each
evening to drink from the cranium of a priest who wus her
lover and whom the husband himself killed. With tho second
the wife had previously beei the subject of malicious gosaip
for her sexual activity, which is uow only kept in check

by the fact that the husband has a terrifyingly strong
monster of a peasant-chained up in the cellar with whom the
wife consorts when her wicked lusts drive her to it. Through
this covert activity the marriage appears satisfactory to
the outside world, but all the children that are taken for
the husbawnd's are in fact the peasant's, The wanderinug
discontented husband returns home, willing to put up with
his wife's miserliness, since he now realizes how much worse
matters could bw. '

The motif of the wife having teeth pulled out of her
husbana's mouth ostensibly because they stink, found in
Dred listipe Frauwu 8, also occurs iun Kaufringer's Die kache
des bhemannes / [he husvand's revense 7. In this latter
poem the husband takvs revenge on his wife by forcing her

adulterous lover, a priest, to bdite out uis wife's tongue

on paiu of death. The husband theu informs her relatives
and rejects his wife. Incidentally, the tooth-pulling
motif is also contained in Der Zahn / The tooth 7, but

the lover who asks the wife to do this for him is so
appalled when she actually obeys that he apandons her. Here




we have what seems to Le a collision between the fiction of
the story and the standards of everyday couduct, for the
point of the poem is not to dsmonstrate the folly of the
husband, who is per contra characterized as virtuous
(ulnvaltiﬁ) and good., Thu tooth-ﬁulling motif survives as
comedy in the poums wheru 1t is juxtaposed with other tricks
that compete with it 1n savagery (Drei ligtige Fraueir 8) or
where it is matched by the ferocious punishment of the lover,
whose testicles and scrotum are fasnioned into a purse (Dig

uche dea Bhemanncs), but wihere 1t occurs in isolution it

is unmasked as deriving from a wickedness that weuld be
capable of murder. Der Zahn seems t0 mu to fail ag a story,
because there is no adequate regponse ou the same level to
the woman's unscrupuloushess. She 1s not punished: the
lover simply abandous her. The element of reflectiveness on
the lover's part, which comuects what has been narrated

to the ordinary standards cof moral action aand judgement,
degtroys the fiction wnich perwmits such brutal audacity to
exist. Kaufringer's sadistic lmagination operates in a
purely literary context that is insulated from the acespted
morality of the everyday world. Der Zehn shows what heppens
when the two frames of reference are brought together. There

are other poems too where the exercise of reflective
judgement allows the steory to be enjoyed as flotion, wilile
the amorality of the eveuts narrated would elioit censure
if the fiction were a reality. This is the case with

Dio drei Moncou zu holmoar / The thrue monks of UDLQQ£_713,
where the three mounits who make advailces to a devoub wife
thirough the medium of the counfessional are in turn scalded

to death iu a tub of boiling water. Then, as the corpses
are being carried nway by a drunken student, o fourth monk,
innocently passing on his way to matius, suffers the same
treatment as tho corpses in being thrown into the Raine, '
The killing of the first three mouks is justified by thulr
perversion of the confossional, but the poet merely says

of the innocent fourth: 'It frequently happens that the
iunocent have to pay for the misdeeds of the wxullty' (391-3).
Tiie poem, howwver, cuntains certain featurus whlch remove it
from the sphere of historical veracity. Its opelilng lines
claim that it is a true story, vut its setting in Colmar
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precludes the veracity of the corpses being thrown in the
Rhine, for Colmar is several miles distant from it. Then
there is the problew of the discrepancy between the alleged
piety of the woman and her conseut to the norrifying murder
of the three monks. Volker Schupp ralses a further provlem
avout the drunken student's acceptance that the three
corpses are oue and the same, though the monks beloug to
three different orders and thus wear dirferent habits. But
if he is coufused enough to dispose of corpses that can walk
and not reflect ou what he is doing, then he surely will not
be disturbved by or even notice the difference in their
habits.l4 All of these considerations underline the fic-
titious character of the narrative and enable the savagery of
the comedy to be enjoyed, undisturbed by the application of
ordinary morality.

Comment on Dig hHache des Bhemaunes and Die drei #Ménche zu
Kolmar has already given some information ow the category of
punishments inflicted by the husband on the adulterer or
would-be adulterer, to add to those inflicted oir the wife,
There are in fact two Miren where the husband learns by
accident from the adulterer himself that he has made love
to his wife. In both cases the adulterer, a studeunt in
Claus Spaun's Finfziyg Gulden binueloun /" Fifty zulden as the
peyment tor love 7 and an lwpoverished young knight in
Kaufringewv's Der suriickpegebens Minnelols [—Returniug the
payment for love /, has paid Lor his privilege with all
the money he has. The husband demands the money back irom

his wife and re-apportions it to the various participants,
himself included. The genuine punishments begin with demands
of money from the adulterer, as in the Stricker's Der kluge
Lnecht. Here the priest is tied up until he promises the
husband so much of his wealth - which afterwards hu was
scarcely able to put together - that he wished he had never
set eyes on the woman. The Heidelberg manuscript of this
poem gives more precise uonetary details. lMoney payment is
also involved in Mosenpllt's Der bildschnitzer von Wilrzoury
/ Dhe woodcarver of Wirzburg 7, “where husband and wife
together trick the would-be adulterous priest and make him

pay a hundred pounds in gold for his attempt. This vast
sum of money obviously belongs to the realm of pure fantasy




in which the story itself operates. Iu this poem and Derx
Herrgottgohnitzer [ The ourver of reliwious images 7 the
money-payment is a substitute for the original intention of
cagtrating the priest, for the wife has created a temporary
refuge for him, stripped naked and daubed with paint among the
religious imoges in her husband's workshop. When the husband
stops in front of him there, he remarks on the size of the

priest's genitals and gets his wife to hand him an axe to
chop off the offending part, whereupon the priest rushes out
of the workshop to his escape.

I have already mentioned tiie ssxual mutilation involved
in Rosenplit's Vur Hasengeler, tue macabre details of whiagh
I have given earlier. In Hosenplit's Die Wolfsgrubs / The
wolf-pit 716 the punishment is equally luridly visualised,
Priest, wife and mald-servant are all trapped in the wolfrpit
designed by the nobleman and his servant to put an end to the
adultery. After the offending priest has been cagtrated, one
of his testicles 1s displayed over the marital bed as a warn—
ing, while the other is huug round $he maid-servant's neck.

A couple of tales stray into the field of excremental
humour, which is more copiously represented in the Fastngggg7
spiele than in the Mirem. A would-be blind lover has watep
poured over him, as the husband pretends to urinate on him
(Der blinde Hausfreund /"The blind lover 7). This tale olearly
presents congideraole dramatic possibilities in the Pastnaaht-
spicl tradition, but the pouring of water iu the Mire seoms
rather like o cleanin, up of the urination motif. Kaufringer,
as always to the forefrout wigh waterial to shock, tells in
Die Zehnte wvon dur Miune Z'The love tithe 7 how a husband
forces an adulterous priest to drink his wife's urine, inform-

ing him that it comes frowm the same vine as he had just
estracted nis tithe <from. The beating of a priest for aoms
mitting adultery occurs as an incidentally mentioned fact in
Kaufringer's Der verklaxte sauer / The accuged peasant 7,
wnich 18 a coutest of wlts butween a peasant and a priest.

Hans Folz'g lMaren figure very little in this account of
punishments. In most of them he seems to have delighted in
the ingenuity or coarseness of the tricks that one person
plays on another, Such punishments as occur are tricks that
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top the one already narrated. His only ilire that deals with
the avenging of adultery - Dig Wiedservergeltung - presents

the unusual situation where the adulterer is uanother married
man. The husband, having caught the adulterer, has his wife
fetched and forces her to submit to sexual interoourse with
him iu order to save her own husband from death. This is the
only lMdre where the adulterer is presented as a married man.
Elsewhere the lovers are either unmarried, even celibate, or
no mention is made of their status at all,

The culmination of punishments is, of course, death. I
have mentioned that in Die drsi idnche zu Kolmar alresady, and
there is also the incident in Kaufringer's Die Suche usch dem
sliclklichen Bhepaar, where the searching husvand encounters
another man who hag killed his wife's priestly lover aund

forces her to driu. daily from his skull. The only other
instance is to be found in Schondoch's Die hénigin von

Irankreich. Here the innocent court dvarf is placed in the

queen's bed by the king's treachsrous mursnall in the king's
absence, both dwarf and queen remaining aslevp while this is
done, Wnen the dwarf is found, he is hurled againust the wall
and killed. DThe king would also have hud the queen burnt at
the stake for her supposed infidelity, but he is dissuaded from
this action by the duke of Austria on account of the queen's
pregnancy. It is, however, only in Dic drei Minche zu Kolmar
that violent death is at the¢ centre of the story. With the
other two poems it is either balanced against otner epigodes

or pales into insignificunce in view of the greater emphasis
on the rest of the story.

Violence und agsression is present iu the [iren that
deal with the marriage relationship and with adultery fronm
those of the Stricker omwards., It affects all those
characters involved - husband and lovers especially, the wife
much less. The main change that is noticeable over the three
centuries in which piren were current is that the primarily
moral concern expressed by the Stricker at the veginning of
the period gives way to a cruder, more physical and
materialistic attitude that reaches its apogee with Kauf-
ringer ¢spedoiully and Rosenplit. Tnere is also a gyrowth in
anti-clericalism, which is apparent iun all spheres of
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. fifteenth century life outside imaginative literuture. The

fifteenth century, which accounts for approximately half the
total number of iiren, saw the re-working of plots derived
from earlier stories in quite a larye number of caages.
Virtually everywhere the later vergions are courser in tone,
more explicit. iu their treatment of sexuality, and morse
gruesome in their violeuce.
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1. Sece Hanns Pischer, Studien zur deutacnen Mirendichtung
(Tdbingen, 1968), pp. 62-3.

2, 0Op. cit., pp. 65=-71.

5. Ibid., pp. 72-7.
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vandelart; Dus Weinndirtners deau und der Eluffe; Die

Wette; Der Wirt; Der Zahn; Johaunes Werner von Zimmern,

ber cutbiluschbe Liebhaber; Jérg Zobel, Lus untergeschobele
Kalb.

Hans Folz, Die Wigdervergeltung; Der blinde Huausfreund;
Helnrich von Pforzen, Der Pfafie in der Heuse; Der Herr
mit vier Frauen; Der Herrpottschnitzer; Heinrich Kaufringer,

Die Rache des rhemennes, Der verklapte Bauer, Die Suche
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Bildschnitzer von wirzburg, Der Hesenpgeier, Die Wolfsgrube;
Schondoch, Die Kéuiwin vuu Frankreich, Stricker, Dler

kluge Knecht,

French parallel = La dame excoillée. See Prauke drosch-
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Motivvergleich (G8ppingen, 1971), pp.87-95.

I'rench parallel = Marie de Erahce, L'home gui avoit feme

trecheresse; Prosch-Freiburg, pp. 137-41.

Frencun parallel = Jéreuaiur au long cul; Frosch~Freiburg,
pp. 62-8.

French parallel = Les trois dames qui troverent 1'anel;
Frosch-Freiburyg, pp. 177-92. 3

frencn parallels = La borgoise d'Orlieus, Un chivalier

2t sa dame et un clerk; Frosch-freiour . 1'7/0-6,
14 g!

french parallels = Garin, La dame gui fist entendant son

mari gu'il sonjoit; Lus tresces; Prosch-Freiburg, pp; 145-60.

French parallel = Le povre clerc; Frosca-KFreiburg, pbp. 80-7.

trench parallels = Huguce Piaucele, astormi;'Haiseau;!Les
yuatre prestres; Durand, Les trois bocus; Frosch-Freiburg,
pp. 199-209.

Volker Schuppy, 'Die MGnche von Kolmar. Ein Betrag zur
Phinomenologie und zum segriff des schwarzen Humors',
Festgave flr Prisdrich Maurer (Disgeldorf, 1968), p. 203.

French parallels = Le prestre crucifid; Gautier le Leu,
Le prestre teint; Frosch-Freibury, pp. 105-18.

Prench parallel = Le prestre et le lou; Froach-Frelburg,
pp. 142-4,
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COMMENTS
ON A PERFORMANCE OF A NOUVELLE, A FABLIAU A4ND A TFARCE

Jane QOakshott

The programme was presented in the belief that comedy
is a universal phenomenon, and that the response cven of
a modern actor and audience can be rmost helpful in the discussion
of comic writings of the past. The comments which follow
are drawn partly from observations made during rehearsalg,
and partly from reactlons noted during the performance.

The performance consisted of three items - a nouvellec,
a fabliau and a farce ~ each presented in a different way,
as the text required., The mouvelle and the farce were treated
in the way it seems they were originally intended: that is,
the nouvelle was simply rcad aloud, and the farce was
presented by an all-male cast with minimal stage-setting, |
In the absence of clear documentation, the performance of the
fabliau was an experiment. Whereas the pouvelle was written
to be complete in itself, the more sketchy style of the |
fabliau lends itself spontaneously to accompanying gesture |
and action by the story-teller. This gesticulation developed
in the course of rechearsal into an extrovert and stylised
sequence of movements until it was felt that it fitted with
the tone of the spoken narrative.

More detailed comments are ag follows:

1) The third of the Cent Nouvelles Houvellas,l
'eo.de la tromperie que fist ung chevalier a
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la femme de son musnicr a laquelle bailloit a
croire que son con luy cherroit, si luy reccoingna
pluseurs foiz, Et le musnier, de ce adverty,
pescha ung dyamant que la femme du chevalier
avoit perdu; et dedans son corps le trouva, comme
bien sceut le chevalier apres,'

~ The story is a more elaborate version of that in
the farce (see paragraph three below). Although ,
very different in treatment - narrative versus
dramatic, courtly versus popular - they have in
common, as opposed to the fabliau, a concern with
how rather than merely what.

~ In the nouvelle, the elaborate style and use of
euphemism slowed down the action so that the audience
had time

a) to be embarassed, and/or

b) to appreciate the narrative technique,
having anticipated the point of the story.

Hence people smiled rather thapn laughed.

The fabliau De 1la grue'.2

- The text was shortened slightly (lines 116~119
were reduced to one new line) and the final moral

‘was replaced by a synonymous but snappier one

remembered from a different fabliau, (Le male
garde pest lo leu!', by 'A mol pastor le loup chie
laine',) Oral tradition in action?

- During the Colloquium, the comic effect of vulgar
words had been discussed. In this performance,

the oft-repeated word 'foutre' did not in iteelf
provoke laughter. TLaughter often followed, but in
all cases 1t was because the word had caused the
comic point of the story to be reclayed so concigely
as to produce a shock, relieved by laughter., No
less amusement was provoked by the deliberate
misapplication of the concept of courtoisie, or

by purely visual comedy.

- The miming of the narrative brought out the
absurdity of it rather than any realism it might be
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said to possess, This was due as much to the type
of movement demanded by the sgpeed of the narrative
as to the portrayal of four characters by a single
performer,

3) The farce !'D'ung gentilhomme.'3 Whilst the
Gentilhomme remains with the peasant's wife, the
peasant 1s sent with an irrelevant message to the
Dame. He takes the opportunity to cuckold the
Gentilhomme after which they both agree to keep,
in future, to their own wife.

- The use of an all-male cast introduced an
element of the grotesque which allowed a release
from the inhibitions of normal gsociety. In this
context, vulgarity provoked hilarity.

- Most of the business was evolved in the course

of rehearsal, and the ambiguitles of certain phrases
were revealed through the natural interaction of

the actors more than by the careful and deliberately
ribald examination of the text which had preceeded
this stage of events,

- Muoh of the play is narrative, with characters
explaining present and anticipating future actions,
Even so, the situations were easily understood by
non-French-speakers through the varying grouping
of the actors,

At each stage of the performance, words and actions
played a different role: in the nouvelle words were of prime
importance; in the fabliau, words and actions were of equal
value Iin telling the story and in producing comic effect; in
the farce, laughter was plainly caused more by the situations
and actions than by the words, many of which were drcwned.
The fabliau may from this be seen to stand between the
reading and the farce, between simple narrative and true
drama., It worked as a performance rather than as a reading,
which 1s the limited presentation suggested by the description
of the fabliau as a narrative genre, Since 'De la grue! is
by no means atypical, it is possible that the description
'narrative' is insufficient for the genre as a whole,
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(The nouvelle was rcad by James Coleman; the fabliau mimed
by Jane Oakshott; the farce acted by William Craw, Pster
Davies, Leighton Hodson and Michael Sadler; the whole
performance produced by Jane Oakshott)

1. Les Cent Wouvelles Wouvelles (ed) F, P. Sweetser, Geneva
1966, pp. 38-47,

2. Recueil géndral et couwplet des fabliaux. (eds) A. de
Montaiglon and G. Raynaud,
Paris 1883 Vol: V pp.l51~56

3. Ancien théftre francais. (ed) M. Viollet le Duc
Paris' 1854 "Vol: 1 pp. 250-7Q.
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DISCUSSION: A SUMMARY

Norman Blake

In comparison with the International Conference on the
Beast Epic held at Louvain in 1972 the papers at this Colloquium
concentrated more on wider issues such as literary criticism
and cross~cultural influences than on source study, philology,
textual elucidation or the detailed study of shorter passages.
The general discussion held at the end of the second day cf the
Colloquium was consequently wide-ranging, and as is the nature
of such discussions few conclusicns were reached. The
following topics were among those raised.

For literary critics there is the fundamental question of
deciding which text to use as a basis for literary evaluatiqg.
When we are dealing with a medieval text like the Roman da ,
Renart, is it possible to think of it as existing in a aingle
version of which all manuscripts contain simple variants?

This discuseion was provoked by Professor Ladd's paper in|which
she at one point said she preferred to use a reading not in

the edition she was otherwise following, and partly by theg
outline of the way in which Professor Van Den Boogaard
indicated his team of collaborators was going to set up their
edition of the fabliaux. This edition would provide an edited
text as well as versions of all the principal manuscripts. Two
procblems are represented here: how an editor should publish a
text, and how critics should choose texts for evaluation. 5As
for the latter the sense of the meeting was that critics should
not jump from one manuscript version to another to support
their particular critical attitudes. We may be coming to the
stage where we have to accept that each manuscript represents

129

a different and independent version of each text. It may be
that we shall soon speak not of the Roman de Renart, but of
Roman de Renart /A, Roman de Renart B, etc. To choose from among
variants would enable a critic to evaluate a text on the bagis
of an edited version which no mediaval reader actually read.

The problems of editing were not discussed in detail, though it
follows that it would be desirable to have as many manuscriﬁt
versions in print as possible and that it may in future become
increasingly difficult to justify the concept of an edited text
of the traditional kind.

N further problem for the literary critic is that of hig
critical vocabulary. This part of the discussion was prompted
in part by Mr. Spencer's critique of Nykrog. Professional
critics make use of such words as 'parody' and 'satire!, but.
they rarely define them. They tend to mean different thingg to
different people. It would perhaps be asking too much of
individuals to define all the technical terms they use before
embarking on the substance of their contributions, but tha
possibilities for misunderstanding are legion. It may often
geem as though critics are arguing more about their own
definitions than about the medieval text in question. It was
emphasized how difficult it was to use some of these termq in
the medieval period, and although nothing positive amexrged
from this part of the discussion, the general feeling was
towards caution in the use of modern critical terminology.

The paper by Dr. Blamires sparked off discussion on the
use of language in medieval texts, a subject which until now
has been undervalued by modemn scholars who have been more cone=
cerned with textual elucidation than with evaluating how
medieval authora use language. Frequently there seems to be
an attempt to distinguish medieval from modern writing by
pointing to such general features as the use of rhetoric
without sufficient attention being paid to the way medieval
poets differ among themselves, It is almost as if to say a
poet is medieval is sufficient comment about his use of
language, for medievalists may hitherto have becn concerned
morae with continuity than diversity. 1In view of the many
languages in which the texts under discussion are written,
there was not much of a detailed nature that could usefully
be said in the discussion. Several speakers emphasized .how
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important this subject was, and it was suggested that it might his own language and literaturs in the way he approaches the
| form the theme of a later conference. problem of translation? Is this also a pertinent question,
| ;- The topic to arouse most adiscuseion, partly because it mutatis mutandis, to ask of national artists? Unfortunately,
i ": bulked 1ar§e in many of the papers, was that of cultural apar? from.indulging in the odd wild-goose chase, the d%?-‘f
IIJf influence. This could be divided into three main areas: the cuseton raised more questiona than it answered. It did ‘show
i e —— long period; the relation of a how much work remains to be done in this field, and that there
'J._ written text to its written sources; and the: problem of assess- iFe o Saby, ealutionse

ing the influence exerted by ona form of animal narration upon
another. The last of these, in its form of the interrelation
|'Aﬁ. between art and literature, received particular attention. A
Ak question that emerged in the discussion was how far art and. '
F;;T literature existed as separate entities in the medieval periad.
|jfﬂ If we accept that in most manuacripta a scribe produced tha
'*'f text and an artist the illustrations, it is reasonable to
; suppose that the acribe followed written sources and the agptist
copied from artistic models. It is unlikely that an artist
L read the work he was to illustrate in order to produce pictures
from his imaginative response to the work or that a scribe’
gl constructed a story on the basis of illuminations known to him.
3 Two problems that emerged were to what extent one could argue
that the Reynard story was known in a particular country iff
|..- illustrations from the cycle are found and how far one can use
| manuseript illumination to elucidate the difficulties ‘in a text.
i A wide range of divergent views was expressed on both thesa

J3 points. Both are important in Reynard scholarship, and habéﬁ
' a bearing on the questions of aources and thematic development.,
| 'g For in many written versions of the story in different

[yt languages there is one obvious sourcs, but there are alsec many
l'ﬁr other influences at work. One of the problems of scholarship

; : has been to determine what those influences were. Do we have
1 to resign ourselves to looking only for written (or perhaps

[} 7 oral) sources, or can wa assume that pictorial and other
ropresentations may have been known to and used. by. the authors?

|21$: It is often easy to point to similarities across languages and
) across different art forms, though it is usually impossible

to make any firm deductions on the basia of those similarities.
i The influence of the individual vernaculars has an important
h,. bearing here since few have studied the effect that writing in
i ona language, when an adaptor is using a source in a second
language, will have. To what extent is a writer influenged by




PROGRAMME OF MEETINGS

First Session: The 'Fabliau! and the Medieval Short Story

16'30y

20.15,

20.45'

21,15,

Tuesday, 23rd September

Dr Blamires: "Sexual Comedy and Violence in the
German MHren"

- chaired by Professor Varty -
Professor Van Den Boogaard: "Research into and the
editing of the fabliaux"
- chaired by Professor Laidlaw -
Mr Spencer: "Generic characteristics of the fabliaux
~ a critique of Hykgrogh
- chaired by Professor Van Den Boogaard -
Dr Anne Ladd: "A new attempt at classification of
the fabliaux"

~ chaired by Professor Van Den Boogaard -

Second Session; The Continental Beast Epic

(1) In the Low Countries

09.20,

10.10,

Vfednesday, 24th September
Dr Jill Mann: "The Ysengrimus"

-~ chaired by Professor Rombauts -

Mr King: "The World upside down in Van den Vos
Reinaerde"

- chaired by Professor Gerritsen -
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(ii) In France

11.15, Dr Lodge: "Pierrs de St Cloud and the Bestiary"
- chaired by Professor Braet =
11.50, Dr Anne Ladd: "Palking about action - the Roman
de Renard"

- chaired by Professor Geschidre -~

Third Session: The Heast Epic in Britain

14,15, V‘Wednesday, 24th September,
Professor MacQuecen: "Henryson's The Tod"

~ chaired by Professor Duncan -

15.00, Professor Varty: " New light on the story of the fox's
execution and funeral -~ the French
Mort et Procession Renart, Branch
AVIL of the Homan de Renart -
in medieval England

= chaired by Professor Mertens-Fonck -

*
16,15, Professor Blake: Introduced and led a general discussion

Informal, additional session:

Wednesday evening, 24th September, in the Smoke Room
of the College Club, 20,30 hours;

Miss Jane Oakshott and others presented a programme
consisting of a short story, a fabliau and a short farce,
This programme, which lasted ab@ut 10 minutes, aimed to show,
cspeclally whure the short story and the fabliau are concerned
how narrow was the line which divides narrative from drama.,
and courtly from bourgeoils

’

1. The third of the Cent Houvelles Nouvelles: "De la
tromperie que fis¥® Ung chevaller A4 La femme de son musniexr, ..
Read by Mr Coleman

2, De la grue (from Fabliaux du 13°°% at 14™° gidcles, ed,
fontaiglon and Reynaud, VoL, V, 0P 151-h), Nead By
iligs Qakshott

5. La Farge d'ung Gentilhomme (from Viollet le Duc's
incien Theédlre Francols, Vol, I, no. 15). Presented
y W Uraw, Dr Davies, Mr Hodson and Dr Sadler,
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1 Fourth Session: animal imagery and symbolsim

ot 09,20, Thursday, 25th September,
{.# Mr Bath: "The iconography of the collared desr®
~ chaired by Professor Walsh -

10.00, Mr Hassall; "publication of Oxford Bestiary illustratisn .

¢ on colour film! IEMBERS ATTENDING

A - chaired by Professor Blake -

.; 11.15, Business Meebing : ADAﬁS, Dr Alison (French Dept,., Univ, of Glasgow)

L BARBER, Mrs - -Enid (Glasgow)

| 5 BATH, Mr Michael (English Dept., Univ, of Strathclyde, Glasgow)
BEWNETT, Mr Philip E. (French Dept., Univ, of Edinburgh)
BLAKE, Professor Norman F. (English Dept., Univ, of Sheffield)
BLAMIRES, Dr David (German Dept., Univ, of Manchester)

BRAET, Professor Dr Herman (Romance Lit., Katholiek Universiteit,
Leuven, Belgium)

BROWN, Professor Ailfred (Medieval History Dept., Univ., of Glaggow)
CRAW, Mr William (French Dept., Univ, of Glasgow)
DAVIES, Dr Peter V. (French Dept., Univ, of Glasgow)

DE CALUWE-DOR, Mme. Dr Juliette (Germanlc Philology Dept,
Univ, of Lidge, Belglum)

jﬂ:a DICXHOUT-NIEBOYER, lMrs (French Dept., Univ. of imsterdam,
|1 : : i . Holland)

1,."|.I DUNCAN, Professor (Scottish Lit., Dept., Univ. of Glasgow)
i:“} ELWELL-SUTTON, Mr L, P. (Persien Dept., Univ, of Edinburgh)
A GEHLHAR, Mr James (Persian Dept., Univ. of Edinburgh)
GEHLHAR, Mrs Mhairi ( ersian Dept., Univ, of Edinburgh)

GERRITSEN, Professor Dr W. P. (Instituut De Vooys, Univ, of
Utrecht, Holland)

tes

GESCHIDRE Professor Dr L. (French Dept., Free Univ, of
imsterdam, Holland)

L GIBBS, Dr Jack (Spanish Dept., Univ, of Birmingham)
| ol GOODALL, Mr John A. (Society of Intigquaries, London)




AUTTBRERT, Mias Anne /mlapgew)
HARRISON, Miss Kathleen S, (German Dept., Univ, of Glasgow)

HASSALL, Mr W. O. (Western Mss Dept., Bodleian Library, Univ.
of 0xford)

HOLDEN, Dr As Je (French Dept,, Univ, of Edinburgh)
KENNEDY, Dr A. J. (French Dept., Univ, of Glasgow)
KING, Mr Peter K, (Dutch, Univ., of Cambridge)

LADD, Adsoc. Professor Anne (Romance Lang, & Lit. Dept,, Indiana
University, Fort Wayne, U,.S.d,)

LAIDLAW, Professor James C, (French Dept,, Univ, of Absrdeqn)
LAPIDGE, Dr Michael (French, Univ, of Cambridge)

LAURIE, Miss Helen C. R. (Glasgow)

LLOYD, Mrs Heather (French Dept., Univ, of Glasgow)

LULOFS, Dr Frank (Dutch Dept., Univ. of Amsterdam, Holland)

LODGE, Dr R. A. (French Dept,, Univ, of Aberdeen)

MacDONAILD, Miss Aileen A. (Aberdeen)

MacQUEEN, Professor John (Scottish Iit, Dept., Univ, of Edinburgh)
MANN, Dr Jill (Latin, Univ, of Cambridge) '

MERTENS-FONCK, Mme Professor Dr Paule (Germanic Philology, Univ,
) of Lidge, Belgium)’

MOLES, Miss Elizabeth (French Dept., Univ, of Glasgow)

NEWALL, Miss Venetia .J, (English Dept., University Collgge,
London)

HOOMEN, Professor Dr Willem (French Dept., Univ, of GrCnigen,
Holland)

OAKSHOTT, Miss Jane (Centre for Medieval Studies, Univ, of Leeds)
O'SHARKEY, Dr Eithne M. (French Dept., Univ, of Dundee)

OWEN, Professor D. D. R. (French Dept,.,, Univ, of St Andrews)
PEETERS, Dr L., (Dutch Dept,., Univ, of Amsterdam, Holland)

POPE, Mr Robert F. (English Dept.,, Univ, College, Cardiff)

PRESS, Dr Alan R. (French Dept., The Queents University,
Belfast, N, Ireland)

RAWLES, Mr Stephen (Univ, of Glasgow Library)
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ROMBAUTS, Professor Emeritus Dr Edward (Representing the Instituut
Voor iddeleeuwse Studies,
Katiolieke Universiteit,
Leuven, Belgiug)

RUNWNALS, Mr Graham (French Dept., Univ. of Edinburgh)

SADLER, Dr Michael (French Dept., Univ, of Glasgow)

SPENCER, Mr Richard (French Derpt., University College, Cardiff)

SPILSBURY, Dr Sally (French Dept., Univ, of Aberdeen)

STEWART, Mrs Lorna (Records Office, Edinburgh)

THORP, Mr R. M. (Special Collections Dept., Univ. of Glasgow Library)

TUCYER, Mrs Janey (French Dept., Univ., of Glasgow)
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