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Abstract.

The purpose of this thesis has been to examine certain
features of the quests of selected heroic characters in three
significant literary periods. As worthy heroes tend to
represent the noblest features of man, the heroic quest can be
expected to reflect man's deepest yearnings and his fundamental
experiences.

The principal authors who have been selected for this study
are Homer, Vergil and Chretien de Troyes, as they all occupy a
conspicuous place in literary tradition. For in Homer's epics
is the climax of a lengthy Greek oral tradition; Vergil looks back
to Homer, and in doing so, adapts the older epics to the portrayal
of the achievements of Augustus and the glory of the new Roman
empire; Chrétien de Troyes, in his turn, is conscious of many
aspects of antiquity as well as Celtic influences and reflects
both secular and spiritual aspirations of twelfth-century France.
Thus the works of these three authors, together with the Roman
d'Eneas show in different ways man searching for the good.

There is a basic similarity in the heroes' experiences.
The hero is, initially, a man of great promise who, to some
extent, is distinguished from the rest of his society.
Through pride, excessive self-love, blindness or failure to
understand his vocation, he commits a sin of upp15 or excess,
or sometimes fails in his duty. This fault is generally
associated with a false quest where the hero sees personal
gain and personal glory as the principal object of his quest.
In most cases, however, his fault enables him to see himself
as he really is, and forces him to embark upon a quest for
'wholeness', his true quest, which is directed to restoring
a sound balance between the physical, rational and spiritual
aspects of his nature. In order to do this, the hero some-
times has to assume a role where, for a time, he has to 'stand
outside' himself in order to know himself better. This quest



frequently necessitates a journey of renewal where the hero
expiates his fault and is tested through suffering. Although
this journey is sometimes identifiable in geographical terms,

the focus is on the hero's spiritual progression. The hero's
successful confrontation with Other World forces proclaims not
only his uniqueness and his election; it also proclaims the extent
of his achievements and the degree of goodness he has attained.
Finally, in different ways, the heroes are all portrayed as men
capable of a high degree of loving and indeed, the perfection of
love is frequently a sign that the hero has fulfilled his quest.

Some of the heroes experience conflict with their society.
As the quest progresses, they reject, in different ways, the
false values with which society may be contaminated and are
forced, instead, to choose true and lasting values. The hero
thus becomes the man who can be looked up to, the liberator
from enslaving forces.

Although, inevitably, there are many differences in the
portrayal of heroes of three such distinctive literary periods,
the heroes of Homer, Vergil and Chretien de Troyes have many
features in common. This is due, in part, to a translatio
studii, but more particularly to the tendency of honest human
beings to discern the truth and to pursue the good.
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Preface.

As a preamble to the thesis proper, an attempt has been made to
follow the practice of medieval authors who felt it a duty to explain
and justify their selection of material according to the principles
outlined in the rhetorical process of inventigo, or the finding
of suitable subject matter, and dispositio, or the arranging of the
topic. Thus, the first task is to define the key words of the title
of the thesis, testing these definitions against the main works
studied and against some other medieval genres which might have been
thought to resemble the classical epics. Of these terms, traditional,
heroic belong to the inventio, whereas quest belongs to dispositio.

The term traditional is to be understood in two ways. Firstly,
it refers to statements, beliefs or practices which are derived
from tradition, that is, transmitted, especially orally, from
generation to generation. & Accordingly, outstanding deeds
accomplished in the past were recalled, recorded in poetry or song
and eventually written down. In this way, poets and historians
have helped people to develop pride in their ancestry and to achieve
a sense of identity with their civilisation. It is inevitable,
however, that as accounts of famous events and actions are repeated,
they are subject to alteration and transformation, while remaining
constant in essence. The epics of Homer, which relate the wrath
of Achilles, its course and its effects, and the wanderings of Odysseus,
have behind them a long oral tradition which dates from the Trojan

War itse]f,s- both the Iliad and the Qdyssey containing evidence
that the principal characters were already known to contemporary
audiences. *: The Iliad and the Odyssey and the oral tales which

precede them, therefore, exemplify tradition.

Secondly, the word, traditional may be understood in relation
to the kind of myth in which models of human activities are presented.
For, as Joseph Campbell and others have shown,® many fundamental
human experiences, particularly those representing different stages



ii.

of human development, have been portrayed in myth and in the
experiences of significant heroes, and have thus been transmitted from
one generation to another. For myth is an external manifestation

of man's experiences, his conflicts and ultimately, his glorification.
Jerome S. Bruner has written that myth:

. . is at once an external reality and the resonance
of the internal vicissitudes of man. “.

Thus, man can recognise himself and his experiences as they are
projected in myth. In using the term traditional, therefore, we
refer to a pattern which reflects and transmits by myth certain

tendencies in human nature and the universality of human experience.

To define the second term of the title, we have begun by
examining the characteristics of the heroes of the Iliad and the
Odyssey, and then, by exploring certain implications of the term,
heroic. In Homer's writing, ﬁﬁub% , 'hero' has a variety of meanings.?
It is used of King Agamemnon who, in spite of his shortcomings, is a
fine soldier:

s TV E:rngra'-I .3.35)\;9&150 cfpém% ;];pms, (Iliad VI, 61). %

(With these words, the hero persuaded the heart of his brother.)
It is a title of honour given to warrior-chiefs and their followers,
especially to the Greeks who are besieging Troy. In the Iliad,
Agamemnon addresses his men:

"

O gihor Apwes Davaol, Bepivovres “Apwos, (11, 110).

(My friends, Danaan warriors, henchmen of Ares.)
Elsewhere, ﬁpds frequently means no more than 'warrior', for example:
RoNavov $ Ae Aﬁfms ﬁpos

(VI, 35-36).
(And Leitos the warrior caught Phulakos as he fled.)

qaﬁ1ovf;
In the Odyssey, also, akuns is used of warriors, for example:

E'Neto  §° AAdeoV &YXOS Aki}ybvov o?e( ngku

190 pqa\ arxpa.Pov o Sa\pv 61 O‘lec/\S d\vSwav
‘?oo\/ TOW W T6 KOTESTETAL 0(3/: poraTp .
(Udzsseg, 1,99-101)



(Then she (Athena) took up a powerful spear bordered with sharp
bronze, heavy, large, thick, with which she beats down the
battalions of fighting men against whom the daughter of the
mighty father is angered.)
But ﬁb»ss was also given to men who had, evidently, nothing to do
with war or command. When Odysseus is admiring the buildings of the

Phaeacians, a peace-loving people, we are told: i
@Jsu J\Lc\/ 87 Qducreds Aevas Rda  waks €188
o\ufw/ &i" wa- ,«{upxs e TE’\I/:HL PLKP;
TP (v, 43-43)
(But 0dysseus adm1red the harbours, the balanced ships and the
meeting-places of the heroes themselves and the long, Tofty wa]]s.)
Furthermore, the term ﬁ}use is used of the blind minstrel, Demodocus,
who is not directly concerned with warfare (VIII, 483). Thus, in the
pre-Hellenic age, although ﬁpuss was applied principally to leaders
and to warriors, and often suggested superhuman strength, courage and
abi]ity,q'it could be applied to any free man.
But in general, the principal characters in the Homeric epics
are qualified by a variety of well-known epithets. Some of these are
applied to more than one hero. 87b<5 ‘Tordly', 'god-like', for
example, is used of Achilles (e.g. Iliad, I, 121), Odysseus (e.g. I, 145),
Hector (e.g. XXIV, 175). ﬁoHJﬁv AaSV | 'shepherd of the people',
is used of Agamemnon (II, 254). Both Achilles and Hector are 4dﬁéa;105
'brilliant' and 5e5(gue;3 'heaven-sprung'. Menelaus and Diogenes
are distinguished because they are /}aﬁv _lYAEQS, 'good at shouting'
and therefore, fierce in battle. Other epithets have become
associated with specific heroes. Agamemnon is ;?A% iuﬁpﬁv "Tord
of men' (1,174), and even i}:dfos ’ﬁXdubJ 'best of the Achaeans (1,91)
who are themselves considered «>igror (e.g. Iliad , X, 214; Odyssey, IV, 27:
Achilles is dosa5 WKS 'swift-footed' (Iliad, I, 84), Odysseus
is ﬂoAGans, ‘crafty', 'cunning' (Iliad, X, 554), dodurpumos 'of
many ways' (Odyssey , I, 1), Hector 1sz<oput9afakos, 'with glancing

helm' (Iliad, vi, 116). Sometimes, too, a hero's title includes
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reference to his lineage, so that pride in ancestry is evident.
Achilles is frequently ﬂﬁXLYqu,'son of Peleus', just as Agamemnon
is ﬂTPL\SqS » 'son of Atreus' . These heroes, then, form a class of
men whose qualities of body, mind and spirit are denoted by the
title which distinguishes them. Their excellent physique, their
prowess in battle, their surpassing achievements and their gualities
of leadersnip were a source of admiration to those who learned of
their exploits. Furthermore, some have divine ancestry and are
praised for their 1likeness to the gods. The author recognises the
excellence of Achaean and Trojan alike. A1l these warriors can be
called outstanding heroes and as such, were well known to Homer's

audience.

Four meanings of the corresponding adjective, heroic, are
relevant to this discussion.'o'First1y, it denotes the period of
Grecian history preceding the return from Troy, for this was the age
of pride and courage associated with Homer's heroes. The epithet
hgrgjséan also describe a person who has recourse to bold, daring or
extreme measures, and one who attempts great things. When such
deeds are described in narrative verse the term epic or heroic verse
is used. A certain nobility of style and subject is implied. Finally,
heroic means 'characteristic of or suitable to the character of a
hero'; 'of a bravery, virtue or nobleness of character exalted above
that of ordinary men.' In using the term heroic, we refer to the
attitudes, longings and behaviour of certain heroes of antiquity,
particularly Achilles and Odysseus who were representatives of
the heroic age. They were known, admired and exalted above their
peers for their daring and courage. After being transmitted orally
for several generations, their deeds were recorded in heroic verse.

Finally, they adhered to what could be called an heroic ideal.



Certain standards of behaviour were expected from heroes of
this type, and formed a kind of heroic code or rule of conduct.
The Homeric hero considered honour to be of supreme importance in all
his activities. Honour compelled him to strive for his own personal
excellence or:ipcr1and to uphold the rights of his companions.
A wrathful Achilles explains to Agamemnon why he has followed him
to Troy: o
dANa w0 O péy' dvaibés, Xp' fomape®T, Sypa ed Y dipys

T‘P1V Apvipevor MeveALw Dol re, Kuvdrd,
wpos Tgunov . * (I, 158-60)

(But for your sake, you shameless one, we followed, to do you
favour, to win honour for Menelaus, and for you, dog-face,
from the Trojans.)

The tangible signs of the honour in which a hero was held were
gifts and spoils of war, including women. The conduct of the hero

was not divorced from fear. Indeed, there are times in the Iliad

when the Achaeans would quite happily cease fighting and return
home (e.g.IX, 27). Furthermore, distaste for warfare is evident
when both Trojans and Achaeans react favourably to Menelaus'

suggest1on concern1ng peace
‘{)5 EQAG ol fl&pgd&v ’ALAlOl Te
Qkuoycvux Tadoqo Ot 0i'Lupod  @ohtpoio.

/P:JE’S T¢C

(I11, 111-12).
(So he spoke, and both Trojans and Achaeans rejoiced, hoping to
be rid of dreary warfare.)

But although fighting was not essential to this heroic code, it was
the means by which the hero could gain glory and so enhance his
reputation. Thus, honour compelled the hero to fight steadfastly,
at the cost of his 1ife, if need be. This attitude is exemplified
by Hector as he refuses to be persuaded by Andromache to abstain

from battle: . . 5 ARy on B

VU WAl fpol  tdSe wdvTa pehe YuvA\ aANL pah’ divag
8a8cos\m Tpoa.s mu rpw.su emccmrur\ous
L KE  “dkoS us voaqQy ’aﬁquglu ﬂwxquno
ouSe e Guyis uvoyev eTel p&ﬂov LVVKVJ\ teOhos
&lfl Ral TpR roLet pcra Tpaaaaat P¢1509$l
a\[wuvcuos TeTpos e er.L K)\EOS 18’ (VI, 441-46).

£UOV avToU



(A11  these things are in my mind, lady; but I would feel
deep shame before the Trojans and the Trojan women who wear
trailing garments if, 1Tike a coward, I were to withdraw from
battle; and my spirit would not let me, since I have learnt
to be valiant and to fight always amidst the first of the
Trojans, winning great glory for my own sake and for that of

my father.)

Odysseus utters similar sentiments:

"ixx; 1uq pou TAQ To anog SI‘KéEATO 00P55¥
ot&x TP 07Tl KAKOL pPEV iﬂo~ OV Tdi W9Aépono) .
05, 35 iy AmGTCUqJ\ P*lﬂ EV\) fov ,SC,E;A& Xpeo )
£ TP eV KpaTepas, AT :.PM\T N T é.ﬁati\(ﬁ\’\za?_w)
(But why does my dear heart debate these things? For I know
that evil men retreat from battle, but the man who would gain

honour in war, let him stand his ground firmly, whether he be
struck or whether he strikes another.)

Death is considered as inevitable. But if he dies with glory, the
hero will be remembered in heroic song and his glory will remain and
be transmitted to later generations.‘L Hector's prayer for his son

exemplifies the familial aspect of this desire for glory.

“Zed ZANey Te Qeol.  Satc 81 Rl Tovde yeverOa
T8 dpov, S5 wa e(p rep, dp.upeﬁ&d TkOEGJIJ
bS} v 1 &(xeav ki Lliou \{l AVALTE (V )
Mdy  TTOTE TiS  ginol ‘n'agrpo's T’ 05¢e TONNOV .=<puvov
€K TOXEPOU  XViovTd - (VI, 476-80)
("Zeus and all you other gods, grant that this boy, who is my
son, may be as I am, foremost among the Trojans, great in
strength; and let him rule over Ilium; and let it be said of
him some day, 'He is better by far than his father', as ne
comes home from battle.") %

>

But what distinguishes the selected Greek heroes, Achilles and
Odysseus, from their peers? ‘hat particularly marks them as heroes
in a society where so many excellent warriors were described by
Homer with well-earned epithets and, in later generations, were
admired and exalted as a race of demi-gods?‘3- Firstly, Achilles
and Odysseus are protagonists, that is, they initiate the principal
action of the epic and play the principal role. - Thus, alt hough

the term, hero, can be applied to all the free men among the Trojan

vVi.
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and Achaean combatants, the term, protagonist can be applied to
only Achilles in the Iliad and to Odysseus in the Odyssey. In
both epics, as the author invokes the Muse, he ensures that the

audience will recognise the protagonist. The Iliad begins:
I"\?}VI\I XeaSe, Oea, ﬂ-qu\-a\&w ’Rkhk\ﬂos
ou)\opcu'q\/, . : . i, 1-2)
(Sing, goddess, of the ruinous wrath of Achilles,
Peleus' son, .

Similarly, in the Odyssey:
S i =~ P 124 v =
AvEpa pos tvvere, Mouaok] ToNoTpolov, 0§ PAAL TONAL
-wx1181, Erre 1}0lqs tepov  froNieBpov  Eifepoc . (1, 1-2)

(Te1l me, Muse, of the man of many ways who wandered distant
journeys when he had sacked Troy's holy citadel.)

For the author is writing for an audience and must, therefore, state
his theme in a clear, straightforward manner, in order to inform

his hearers of the precise role of his protagonists. Like the

other heroes in these epics, both Achilles and Odysseus are
conscious of an heroic code of conduct, and are described by
characteristic epithets. Like many of their companions, they are

dear to the gods and are frequently called godlike.

Achilles and Odysseus, however, look beyond the heroic code
and the possibility of gaining superficial glory. Achilles, for
example, in questioning the right of Agamemnon, the principal
figure of authority, to deprive him of his bride, also questions

the value of war. In his speech to Agamemnon, he says:
‘ Etel r] F"M‘ TOANA puu%u
oUpek Te owidevra  Balacod e qxﬂcadx

(I, 156-57)
(- . . seeing that there lies between us a long
space of shadowy mountains and Toud-sounding sea.')
Jasper Griffin has noted that Achilles, here, is suddenly opening

'a wide and inhuman vista, the world of empty space far from the
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quarrels at Troy.' E

As Achilles makes frequent reference to distant
places (e.g. I, 157; 349 sq; IX, 381; 395; XVI, 233) and speaks

of his resolution to return home (I, 169-71; IX, 359-63), he not

only emphasises his alienation; ' he symbolically questions and
criticises warfare and death as a means of obtaining glory. He also
criticises the compensation which his king offers, for he sees

that material gifts, no matter how splendid (IX, 379-87), can

give no satisfaction for insult to a hero's honour. He says to

the embassy R ’ )
008 KEV WS £Ti Gurmv el.Jov AN qT‘*PCIJ"‘J‘!

oIV T A0 ALV epol SOPLVd\ 5UH“AYB* »uﬁqv (IX, 386-87)

(Not even so will Agamemnon persuade my heart, until he has
paid back this heart-rending insolence.’)

For Achilles is a man to whom truth is all important, as he himself

states: _ )
QISPOS T&P por KEIVO S oPuas ‘AiSao ﬁu\qa:u
05 17 &TCpov Pav KLU81 Vi ¢p£div aAho S el fX 312-13)

("For I detest as the doorways of Hades, the man who conceals
one thing in his heart, but says another.")

Thus, he shows that he would prefer to perceive the truth behind
empty words and superficial gestures, and he professes his alienation
not only by virtue of nis physical isolation, but also, by his

intellectual integrity.

Odysseus, too, stands beyond his society. Early in the
Odyssey, before Odysseus appears, the audience is prepared for
nis cunning, his perception and his self-command. At the palace
of Menelaus, Helen describes to Telemachus some of Odysseus'

exploits at Troy, prefacing her tale:

" TAV Tk p;_v OUK, v 5\(1.) tJuG«I]cr(_)paa.t 00d’ ovopqqo

0051 Osuadqos 1¢k¢an?rov0$ Slow XebAou” (Odyssey, IV, 240-41)
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("I could ngt tell you the number, nor could I name all that
make up the deeds of enduring Odysseus.")

At the same time, Menelaus admires Odysseus' failure to be deceived
by Helen's wiles at Troy. As he begins to recall the incident

of the Wooden Horse, Menelaus pays Odysseus the following tribute:

" vai Sq TAUTh TE GAVTA ruva\ K&Td poipay  Eeimes.
r\ér) rJL,‘J TONELV L(de]v /5?0& v e vool T& .
owépwv Pm.w To))nqv 5 | UT&X"\/\U&:L raucw
a/\/\ o0 71 70100 TOV eywv Vsov O(PBJ.\P(MO'!V
010V ’OSULra?los .’ahw]qpovos Zam‘, q)()\cv u?]p,

"

(Iv, 266-70)
("Yes indeed, my wife, you have spoken rightly in all that
you have said. I have long studied the wit and the counsel
of many men who are heroes and I have journeyed over much of
the world; but nowhere have I seen with my own eyes anyone
1ike him, or known an inward heart 1ike the heart of enduring
Odysseus.")

Furthermore, on the homeward journey, Odysseus alone resists

temptations and overcomes the most perilous trials. He is,

finally, the only one of all his company to bridge the gap between

the battlefields at Troy and the altered, domestic world at Ithaca.

To sum up, the hero in Homer's epics is a prominent leader
among outstanding warriors who are, themselves, entitled to be
referred to as heroes. He can rightly be described by the expression,

. . i,
'primus inter pares',

for, until his leadership qualities are
displayed, he is only one of many combatants who are engaged in the
same campaign and subject to the same hazards of warfare. The
selected heroes, Achilles and Odysseus are also protagonists in the
respective epics, for the action of the epics is centred on their
exploits and conflicts. The hero is often described by
characteristic epithets which denote such exceptional gifts of body,

mind and spirit that he is a true exemplar. The hero's ancestry

is sometimes divine and if he has champions among the gods, he himself



is an intermediary on behalf of his fellow men. He is aware of
the same code of conduct as his companions and is, therefore, motivated
by honour in his activities. But instead of adhering unthinkingly
to contemporary ideals and practices, he questions and criticises
his society and thus, he seeks for himself the true meaning
behind society's practices. This necessitates that, for a
time, he stand outside society until he has fully assessed his own
values. He therefore risks coming into conflict with his king who
generally upholds society's standards. Joseph Campbell has
commented on the special characteristics of the hero:
The hero, therefore, is the man or woman who has been able
to battle past his personal and local historical limitations
to the generally valid, normally human forms. Such a one's
visions, ideas and inspirations come pristine from the
primary springs of human 1ife and thought.
The hero has died as modern man, but as eternal man - perfected
unspecific, universal man - he has been reborn. 18
This is the transformation which characterises Achilles and Odysseus.
They are not only great warriors, distinguished by their likeness
to the gods, their gifts of character and ancestry, their assertiveness
and their achievements. Their uniqueness consists in their
rigorous honesty which compels them, in some way, to stand outside their
society, to scrutinise themselves, to reassess their own values
and to rise above their contemporaries. Thus, our heroes transcend

their own human limitations and become timeless, universal symbols

of nonour and endurance.

In the Aeneid, a literary epic based to a considerable extent

upon Homeric traditiondand written in order to glorify the deeds of



Augustus, differences in the notion of hero are inevitable. How

closely, then, does Aeneas meet the criteria which have been
established for the Greek epic heroes? Firstly, he is recognised
as the protagonist from the opening lines of the epic:

arma virumque cano . . . (Aeneid, ], 1.)*"
and from the nature of his role as leader and chosen founder
of Rome which requires that, on behalf of the gods, he initiate
the principal action and perform the principal task. Furthermore,
the epic is centred on Aeneas' exploits, his sufferings and his
potential greatness. Although he seldom shows the obvious
assertiveness of Achilles and Odysseus, he is prominent in battle

scenes and readily takes the initiative.

Epithets are used of Aeneas, his family and close friends,
but their use is far more restricted than in Homer's oral tradition.
Although Achilles and some of the other Greeks are occasionally
described by terms which denote reputation inm battle, *' the epithets
which are used for Aeneas and the other futiire Romans denote their
noble ancestry, their relationship to the hero or their fine moral
qualities. Thus, we find references to 'nate dea' (e.g. I, 582),
Dardanio Aeneae (e.g. I, 494), Troius Aeneas (e.g. I, 596),
pater Anchises (e.g. III, 9), ‘puer Ascanius' (e.g. IV, 1538),
'fidus Achates ' (I, 188). Aeneas himself is described by his men
in terms of high praise:

"rex erat Aeneas nobis, quo iustior alter
nec pietate fuit, nec bello maior et armis." (I, 544-45).

Thus, he clearly not only a leader and master, as the term rex

implies; ** but he is also an exemplar of both peaceful and warlike

X1i.



qualities. The excellence of his character is recalled by the use
of the term magnanimus(e.g. I, 260),a quality which he has in

comnon with the Trojans as a race (VI, 649). But above all,

Aeneas is pius (e.g. VI, 9), which means that he acts dutifully and

responsibly towards gods, parents, kindred and society. o

Like the Greek heroes, Aeneas claims divine ancestry and is
constantly helped by his mother and the other favorable deities
who intercede for him. In Book II, for example, it is only the
apparition of his mother, Venus, that encourages him to resolve to
leave Troy. She makes the following promise after begging him
to flee:

"eripe, nate, fugam finemque impone labori;
nusquam abero et tutum patrio te limine sistam." (II, 619-20)

When asking permission to descend to the Other World, Aeneas

recalls his divine ancestry and is thus granted access: "et mi genus
ab Iove summo." (VI, 123). During his visit there, ne is able to
act as intermediary between the known, living world and the world

of the dead.

The term heros appears in the Aeneid , but its implications
are limited and its use much less frequent then in either of the
Greek epics. It gradually yields to the characteristically Roman

. . _— . 2
term vir, with its overtones of courage and honour. “*

The three occasions when the term, heros, appears in Book VI, however,
are significant Firstly, when Aeneas addresses the Sibyl and
prepares to undertake his journey to the Underworld, he is 'Aeneas

heros'. (VI, 103). The term is used of Misenus, wno is connected
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with the past at Troy:

Dardanio Aeneae sese fortissimus neros
addiderat socium, non inferiora secutus. (VI, 169-70)

And finally, in the Underworld, Aeneas meets:

. defunctaque corpora vita
magnanimum heroum . . . (VI, 3006-07).

Vir, on the other hand, is the term by which Aeneas is first introduced
in the epic: 'Arma virumgye cano (I,1). It is associated with
the noble qualities which attracted Dido:

multa viri virtus animo multusque recursat ]
gentis honos . . (Iv, 3-4)

As Aeneas arrives at Laurentum, the oracle of Apollo predicts the
arrival of a new ruler:
"externum cernimus" inquit

“advéntaée virum et partis petere agmen easdem
partibus ex isdem et summa dominarier arce." (VII, ©68-70)

Thus, indirectly, the term heros is associated with the Trojan past,

whereas vir signifies the Roman future.

How does Vergil's hero meet the requirements of the term heroic
wnich was applied to Homer's heroes? Firstly, although the Aeneid
is concerned with future Roman viri rather than with warriors of
the so-called heroic age, it describes the deeds of bold and daring
men who have to undertake great exploits in order to found a new
civilisation. Secondly, the epic is reputed for the nobility of
its sentiments and sty]e.lS-Fina11y, Aeneas and his men are conscious
of a code of conduct which, in a sense, can be called an heroic

ideal.

In the journey of Aeneas and his men, however, the emphasis

is not so much on an heroic code as on the acquisition of the qualities



which, ideally, are considered Roman. At Carthage, Aeneas is
reminded of the evil of luxus (IV, 193) which was contrary to the
Roman ideal of labor and industria which Vergil himself app]auded.i‘-
Aeneas, at least, was expected to be loyal and single-minded in
his pursuit of his new land and in the founding of a new dynasty.
Mercury reminds him:

"quid struis? aut qua spe Libycis teris otia terris?

Si te nulla movet tantarum gloria rerum

tnec super ipse tua moliris laude laborem,)

Ascanium surgentem et spes heredis Iuli

respice, cui regnum Italiae Romanaque tellus. (Iv, 271-70).
Thus, Aeneas was to lay aside personal aspirations and desires
for the benefit of the nascent Rome, as is evident from the Dido
affair and from his reluctant slaying of Turnus (XII, 938-41).

The personal honour of the hero must, therefore,in Vergil's epic,

yield to the greater honour of Rome and the ordinances of the gods.

Aeneas, however, conforms to most of the criteria established
for the Greek epic heroes. As protagonist, he is central to the
principal conflict. As leader, exemplar and intermediary, he is
described by a number of epithets, especially by the epithet,
pius which is peculiar to him. He is helped and guided by the gods
as is appropriate to both his divine ancestry and his lofty vocation.
Unlike Achilles and Odysseus, he does not stand apart from his
society or challenge existing values, for his task is to

build a new civilisation.
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We shall now apply the established criteria to La Chanson
de Roland, a French epic close to the traditional type with an
historical basis, existing in oral tradition before becoming a

full scale literary work. *'

What in particular distinguishes Roland beyond his peers?
Is it clear to an audience that this particular knight is the
protagonist?  For the tone and subject of this epic are determined
not by Roland but by Charlemagne and by the account of the great
achievements for which, in the interests of Christianity and the
glory of God he has been responsible:

Carles 1i reis, nostre emperere magnes,

Set anz tuz pleins ad estet en Espaigne,
Tresqu'en la mer cunquist la tere altaigne.

(La Chanson de Roland, 1-3) =

Unlike King Agamemnon who, in the Iliad , introduces an element of
discord, Charlemagne gives authority, dignity and unity. Roland
first appears in a scene dominated by Charlemagne and does not
stand out in any way from the other knights present:

Ensembl 'od els 1i quens Rollant i vint

E Oliver 1i proz e 1i gentiiz. (175-70) .
Whereas it is known at once that Ganelon is to be the traitor (178),
Roland's role emerges only gradually. Although he has the perception
to see the potential treachery behind King Marsile's proposal
and enough authority to advise Charlemagne accordingly (196-213),
Roland is only one of the several knights present who volunteer
to take Charlemagne's message to Marsile (244-73). Yet
Roland is undoubtedly the protagonist, for he initiates the

conflict which is essential to the epic when he provokes Ganelon (277)

and invites his treachery (574-79).
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Roland's greatness emerges as the action develops. When he
is put in charge of the rearguard, he shows his leadership qualities:

Sun cumpaignun apres le vait sivant
E cil de France le cleiment a guarant. (1160-61),

and he encourages his men to battle by his words (1165-69).
Roland's singularity is confirmed when the earthcuake and darkness
foretell his death:

Il ne.l sevent, ne dient veir nient:
go est 1i granz dulors por la mort de Rollant. (1436-37).

His very survival through the main part of the battle, together

with the few whom 'Deus i ad esparniez' (1689), is a sign of his
extraordinary strength and prowess. The Archbishop sees Roland

as an exemplary knight, as the pagans flee before him (1876-80).

Finally, the manner of Roland's death distinguishes him for his

strength, his valour and his divine election. He is wounded,

not by the enemy, but by his own strength as he blows his horn (1761-65).
It is Roland who commends the dead Archbishop to God when the

opposite roles might have been expected (2252-53). As he is dying,

he recovers sufficiently from his swoon to slay a covetous

Saracen (2274-96). In spite of his distress, he can still

indicate that he was ‘mort cunquerant' (2363) as he turns his face
towards Spain. It is in keeping with Christian practice that he recalls
the details of his 1Tife and prays for forgiveness of his sins; his
proferring of his glove to God is a symbolic act which a Christian

might make at the point of death. But the presence of the angels who
come to accept Roland's proferred glove and take his soul to

paradise, not only anticipates the answer to the liturgical

prayer for the dead: 'In paradisum deducent te angeli' which is

echoed by Charlemagne:
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"Ami Rollant, deus metet t'anme en flors
En pareis entre les glorius!'" (2898-99)

but it is also a sign of divine approval.

What terms are used to describe the hero in La Chanson de Roland?

Is Roland himself designated by any characteristic epithet? Neither

the term heros nor any derivative is found in La Chanson de Roland.

The term vasselage provides the link whicnh connects the terms used to
describe the courage of combatants of this period.lq' The praiseworthy
warrior must, irrespective of whether he be Christian or pagan, be a
lToyal vassal who performs worthy service for his lord. The term is
used of Roland after he has sounded his horn (1777) and describes

his bravery in battle:

Tient Durendal, come vassals i fiert, (1870).

Both Christians and Saracens are designated ber, baron and

chevalier. Ber, baron refers to Charlemagne as well as to King

Marsile, the pagan (125), to the pagan lord, Baligant (3164) and

even to Ganelon, who is to betray Roland (648).3Q

It implies
valour in warfare as in the following description of Roland's
appearance:

Mais son espiéet vait 1i ber palmeiant,
Encontre.l ciel vait la more tornant, (1155-56)

and later, in the Archbishop's exclamation of praise:
"Cist cols est de baron." (1280)

Ber and baron, therefore, convey the expertise with which a vassal

defends the rignhts of his lord.

A1l the combatants are designated chevalier*principally
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because they fight on horseback. But this term is frequently
qualified by adjectives such as franc and bon. For, as Burgess has

. 3 s, Pl
noted: 'Pour servir son seigneur et la chretiente, le bon vassal
a besoin de bons chevaux.' *?:

Thus, the term chevalier,also, is connected in a practical way with

the notion of vasselage.

Proz is an epithet which is applied to many of Charlemagne's
knights and denotes a high degree of both valour and esteemed
service and therefore, the usefulness with which a vassal serves his
lord. *> But the term is flexible in meaning and can refer to the
objects of war (1277) and to the worthiness of the combatants in
general (604; 1557). Although we are told:

Rollant est proz e Oliver sage (1093),
there are many times when Oliver, also is said to be proz. .
Roland uses the term to praise Charlemagne for his decision
which is expected to benefit France:

“I1 fist que proz qu'il nus laisad as porz,
0i n'en perdrat France dulce sun los.* (1208-09)

According to the Archbishop who praises Charlemagne's men:

"Nostre hume sunt mult proz.
Sus ciel n'ad home, plus en ait de meillors." (1441-42.

Burgess sees that Roland's exemplary proece results in his role as
intermediary:

Roland est 1'intermediaire entre Charlemagne et ses vassaux,

et sa prouesse ideale sert d'exemple pour une vision du monde

qui exige la prouesse, pour donner 1'auxilijum aux seigneurs.>3*
Thus, a knight who is proz is one whose usefulness resides in his

skill in warfare and consequently, in his valued, loyal service

towards lord and country, as Roland manifests.



Finally, the term gent is used to describe the general
appearance of the participants (e.g. 118; 895; 1794), the nobility
of their Tineage and their excellence in battle (e.g. 1274).
Although it denotes nobility in the sense that beauty and nobility
are closely associated, gent indicates, in Burgess' words: ‘'un

b. The term indicates, also,

aspect digne d'un bon vassal'.?
the type of fighting which could be expected from such a vassal.
There is mention of ‘'gente chevalerie' (594), ‘'gente bataille' (1274),
and 'colps genz' (1712). Roland is described:

Cors ad mult gent, le vis cler e riant. (1159),
and he is later recognised by Grandonie:

Al fier visage e al cors qu’il out gent. (1640)

But again, this term is used of both Christians and pagans (e.g. 118;

28435 895).

Thus, the principal epithets used in this epic enhance the
notion of nobility of birth and valour in action. They constantly
remind the audience of the noble rank of the combatants, their
qualities of body, mind and spirit and their roles in the epic. But
above all, they emphasise the high quality of vasselage which is
evident in the participants. Roland himself is described by the
same terms as his companions and adversaries. His greatness lies in
the fact that he not only possesses the same lofty qualities; he also

exemplifies them.

This twelfth-century account of Charlemagne and his subjects

can be considered as heroic for the following reasons. Firstly,

La Chanson de Roland describes the deeds of bold, daring men who
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undertake great exploits for a noble cause. Secondly, the epic

is written in a noble elevated style. Finally, it praises the
attitudes and behaviour of medieval barons who were exalted because
they were proz, which means that they showed bravery, a sense of

purpose, noblilty of character , and loyal and useful service.

The 'heroic code' of conduct of the classical epics is, in

La Chanson de Roland, parallelled by a similar code. Honour is

essential to the behaviour of the knight as Roland acknowledges
in the following four statements.
Firstly, the knight must be prepared to suffer and to die for the
honour of his king:

"Ben devuns ci estre pur nostre rei:

Pur sun seignor deit hom susfrir destreiz

E endurer e granz chalz e granz freiz,

Si.n deit hom perdre e del quir e del peil." (1009-12)
Secondly, the knight is bound to uphold the good name of his lineage

and his country:

Respont Rollant: "Ne placet Damnedeu

Que mi parent pur mei seient blasmét,

Ne France dulce ja cheet en viltet!." (1062-64) .
Thirdly, he has a duty to maintain his own personal reputation:

Respunt Rollant: "Jo fereie que fols,

En dulce France en perdreie mun los." (1053-54).

Finally, death is preferable to shame. Roland tells Oliver:

Ne placet Damnedeu ne ses angles

Que ja pur mei perdet sa valur France.

Melz voeill murir que huntage me venget;

Pur ben ferir 1'emperere plus nos aimet." (1089-92).

By his actions, Roland gives substance to these lofty ideals.



XX1 .

There are, therefore, several points of similarity between
Roland and the classical epic heroes. Roland is known to be the
protagonist, both by the title of the epic and by his role in
precipitating the principal action. He exemplifies the vassal who,
at first, is no more prominent than his distinguished contemporaries.
He, too, is 'primus inter pares'. Like the classical epic
heroes, he is described by the same terms as his companions and
adversaries. He practises to an exemplary degree the code of
honour which he proclaims. Although there is no question, in
this epic, of divine ancestry, Roland is obviously favoured by
God. There are, however, certain differences to be found.
Roland is not known, in the early scenes, to be the hero, but
assumes the role of leader only gradually. Unlike the heroes of
the classical epics, Roland does not need to isolate himself from
his society in order to assess his own values. Nor does he have
to 'battle past his personal and local historical limitations'.
Finally, there is nqkind of conflict with kingly authority. Rather,
Roland is the embodiment of all that his king and his society hold

dear and his death is the ultimate expression of his dedicated

vasselage.

Why do Roland's exploits overshadow those of Charlemagne whose
great achievements are proclaimed in the opening lines of the epic?
Why is Charlemagne not the hero? He dominates the epic
as the champion of France and of the interests of Christianity.

He presides at councils (103 sq.), grieves for the dead (2855-2973),

dispenses justice (3742-3837; 3947-74) and commands the armies
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of France (2987-3095). This whole episode in the life of
Charlemagne extends beyond Roland's death wuntil, after vengeance
has been exacted on Ganelon, Charlemagne is portrayed in the final
scene as at the beginning of the epic, planning to undertake new
exploits. Charlemagne, however, is not the protagonist. He
neither initiates the principal conflict nor does he directly

take part in the central action. For Charlemagne represents

both the continuity and the greatness of France and Christianity
and provides the background against which great deeds of vasselage
can be accomplished on their behalf. Charlemagne's role is not
to meet the kind of glorious death which Roland experienced, but to

remain as a living exemplar of the principles for which Roland died.

Let us now consider some attributes of the hero in two examples

of medieval hagiographical writing: La Vie de Saint Alexis and

Le Voyage de Saint Brendan. In these works, the hero is no longer

a knight devoted to the service of his God and his king through the
glory of warfare, but a saint dedicated to God through the holiness
of his life.

1

La Vie de Saint Alexis,’"one of the many versions of a story which

was popular in the middle ages,® exemplifies the saint as hero.
There is, consequently, a significant omission of many features
which characterise the epic hero. Alexis is distinguished by
the nobility of his lineage (13-20). He is born in answer to
his parents' prayers (21-30). But instead of glorying in his

ancestry and his divine election, Alexis is called to renounce a
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comfortable existence, his family and a noble bride in order to
lead a life of extraordinary austerity and holiness. He 1is drawn
by God alone whom he loves above all earthly possessions:

Dunc 1i remembret de sun seinor celeste,
Que plus ad cher que tut aveir terrestre. (57-58)

and beyond the noble family to which he is born:

Plus aimet Deu que ftres]tut sun linage. (250).
Instead of showing the outstanding physical prowess which was
displayed by Roland, Alexis is called to undertake a way of life
requiring him to attain a high degree of spiritual prowess, in order

to glorify God by the fulness of his commitment.

Alexis is frequently referred to by the title danz which denotes
noble rank.sq' But he is also '1'ume Dieu' (170-71; 343), 'saint
hume' (330), 'bons cristiens' (340), 'sain(t) home' (347), 'le Deu
serf' (348), and, in the words of the Pope and the emperor who
are praying for his intercession after his death, 'saintismes
hom!:' (359). The epithets are, therefore, directed principally
towards Alexis' exceptional holiness until finally, after his death,
he becomes 'saint Alexis' (541; 598). Indeed, the adjective
saint appears to replace the term proz which appeared so frequently

in La Chanson de Roland. Burgess has drawn an interesting parallel

between the use of the two terms, and concludes:
Alexis est 1'intermédiaire entre Dieu et le monde d'ici-bas,
et la qualité par excellence qui sert a lier ces deux mondes est
la sainteté.*®:
Thus, if Roland showed exemplary courage and valour in his service
of the king, and in maintaining honour at all costs, Alexis shows

exemplary courage and valour in rejecting worldly honour and

reputation and in serving God and the poor with all his heart (245-55).
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The role of honour, which was such an important feature of

the epic heroes, is now reversed. Alexis reminds his bride that
temporal honours are transitory:

"La vithe est fraisle, n'i ad durable honur;" (69).
He refuses to be honoured by those who want him to intercede for them:

Trestuit 1'onurent, 1i grant e 1i petit,

E tuit le prient que d'els ai(e)t mercit.

Quant i1 co veit quel volent onurer:

"Certes", 'dist i1, "n'i ai mais ad ester,
D'icest honur nem revoil ancumbrer.” (184-88).

After Alexis' death, his father grieves:

Ma grant honur t'aveie retenude
Ed anpur tei, mais n'en aveies cure. (407-08).

But if Alexis rejected temporal honours during his lifetime, there
is no doubt about the spiritual honours which he receives after
his death:

Sainz Alexis out bone vo1entét, B

Puroec en est oi cest jurn oneuret.

Le cors an est an Rome la citet,

E 1'anema en est enz el paradis Deu:

Bien poet liez estra chi si est aluez. (541-45) .
Thus, a spiritual dimension predominates in this presentation of

a hero, as Alexis abnegates all the temporal honours which his

society esteems and chooses, instead, the honour and glory of God.

Saint Brendan, on the other hand, is an example of a didactic
saint. Although he is a monk of noble lineage (19-22),*"  there is
little emphasis placed on the pride in ancestry which Charlemagne's
knights showed. Except for one example in the prologue, the
term saint is not used of the hero. He is referred to simply
as 'Brandan', ‘'Brandan 1i pius' (36), 'l1i abes Brandan' and

occasionally, when there is no chance of ambiguity, '1i abes'.
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Although Brendan and his companions undergo severe physical trials,
there is no indication given of any extraordinary physical gifts.
There are, however, several references to Brendan's mental alertness,
to his intellectual gifts and to his mental integrity, for example:
L1 abes Brendan prist en purpens,
Cum hom qui ert de mult grant sens,

De granz cunseilz e de rustes
Cum cil qui ert forment justes, (39-42).

Saint Brendan is obviously a leader. Not only does he lead
his chosen companions on a difficult and dangerous journey; he also
shows practical commonsense mingled with trust in God. For example,
when his men are becalmed, he encourages them:

""Metez vus en Deu maneie

En'i ait nul qui s'esmaie.

Quant averez vent, siglez sulunc;

Cum venz n'i ert, nagez idunc." (225-28).
For he is also a spiritual leader who, together with his men,
continually refers to God in all his activities (305-06; 375-77). i
Furthermore, he is an exemplar, for after the momentary vision of

Paradise (1701-81), Saint Brendan's virtue inspires many followers:

Li plusurs d'els ensaintirent
Par la vertud qu'en lui virent. (1827-28).

Saint Brendan is inquisitive. For he embarks upon the expedition
through curiosity as well as piety (49-52). Nor does he hesitate
to ask questions about the strange apparitions which he sees. He
inquires about the birds which are fallen angels (501-05) and asks
one of them directly:

"Si tu es de Deu creature,

De mes diz dunc prenges cure.

Primes me di que tu seies,

En cest 1iu que tu deies,

E tu e tuit le altre oisel,
Pur co que a mei semblez mult bel." (513-18)
Y



XXV1.

Nor does he hesitate to question the sorrowing Judas about his
grief (1255-60). But because of his human limitations, Brendan is
not able to absorb all the delights of Paradise which he sees and
hears (1768-72), for such a vision is too great for mortal men to
endure for long:

Lur nature ne poet prendre
Si grant glorie, ne entendre. (1783-84).

Saint Brendan, then, is portrayed as a holy man who embarks
upon a voyage of discovery through which his mind is enriched
and his faith tested and confirmed. Except for his position as
abes, his initiative and his wise advice, Saint Brendan does not
stand out beyond his companions. He is alienated from his people
because of his voyage rather than for the sake of criticising the
values of his society. In a sense, he is intermediary between the
real world and the world of fantasy and again, between this world
and the contemporary notion of Paradise. There is no glory
in warfare, evident pride in ancestry or pursuit of honour by means
of spectacular heroic achievements. The emphasis is now on the
glory of God, the pursuit of His will and the vision of Paradise
which the hero cannot yet possess for:

*0 or venis carnalment

Tost revendras spiritalment.

Or t'en reva; ci revendras,

Le juise ci arendras.® (1795-98).
But there is no question of his 'transcending the limitations

of his human state' until the time comes when he 'Ralat u Deus

lui destinat' (1832) and possessed the glory of Paradise for eternity.

These examples of French medieval heroes in different literary
genres show great noble men who are leaders, exemplars and intermediarie:

How do they relate to the classical epic heroes? And are there
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any essential differences between the classical epic and the medieval
epic and its related genres which affect the presentation of the
hero? In the classical epics, the protagonist belongs to a race
of warriors who are frequently designated by the term heros. In
the medieval epic, the protagonist emerges from a class of noble
knights who possess qualities similar in essence to those of the
classical epic heroes. A11 are distinguished for their
outstanding gifts and for their prowess in battle. But whereas
Achilles, Odysseus and Aeneas also show remarkable mental and
spiritual gifts and are presented as complete, integrated
characters, these medieval writings present a limited view of the
hero. Roland is noted more for the physical qualities and for
his adherence to his ideals as a dedicated man of action than for
any extraordinary intellectual or spiritual prowess. He does
not criticise or question his society as Achilles does, nor, like
Odysseus, does he survive through extraordinary use of his
intellectual gifts. Alexis, on the other hand, is endowed with
a high degree of spiritual prowess, and the concentration is on

his feats of spiritual endurance. In Le Voyage de Saint Brendan,

an antithesis is shown between the physical and spiritual aspects

of the hero's vision. But in spite of Brendan's mental alertness,
there is little evidence of intellectual or spiritual growth

during the course of the journey. Although both Alexis and Brendan
spend time away from their habitual environment, they do not

question or criticise the practices of their society, but seek to

enrich it by the sanctity of their lives.

There are limitations, too, in the subject matter of both the

medieval epic and the hagiographical writings. In both the
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Odyssey and the Aeneid, the scenes of fighting are relieved by
elements of mystery, fantasy and romance. Odysseus meets giants
and one-eyed monsters; he escapes apparently insuperable perils; he
is loved by goddesses and mortal women. Aeneas, also, meets
strange, supernatural creatures and is loved by Dido in an episode
which is one of the most original and outstanding sections of the

epic. La Chanson de Roland is not completely devoid of such

incidents. For example, grief for Roland's death is

anticipated by hail, thunder and earthquakes (1423-37), just as

Achilles' death is strangely prophesied by his horses (Iliad XIX, 408-17).
But we do not read of any love or longing for Aude, Roland's

fiancée, who dies of grief when she hears of his death (3717-21).

Nor is any mention made of Alexis' feelings when he has to forsake

his earthly bride in order to become totally consecrated to

God (56-70). Le Voyage de Saint Brendan, on the other hand,

abounds in episodes of mystery and fantasy. But the nature of the
hagiographical writings excludes such elements of romance as appeared
in the classical epics and the battle scenes which are an essential

feature of all epic.

A more complete presentation of the hero is, however, to be
found in the medieval French romance, particularly in the writings
of Chretien de Troyes, where not only are elements of battle,
fantasy and romance once more combined, as in the classical epics; b
bu also, the hero himself is presented as a person possessing gifts
of body, mind and spirit which develop as his quest progresses.

But first, let us examine some features which relate to the twelfth-

century view of man as a whole, integrated being, and to his

relationship with his creator.
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In the early twelfth century, theologians were writing prolifically
in order to preserve and transmit the doctrines which they themselves
had received and to promote the spiritual advancement of their
followers. Of these, William of Saint-Thierry (c.1085-1148),

a Cistercian monk who was a contemporary and close friend of

Saint Bernard of Clairvaux,** strenuously criticised the laxities

which he saw in certain monastic orders, notably Cluny. *%

In his doctrinal treatises, William showed that he was a traditionalist
who was familiar with patristic writings. He firmly opposed

what he considered to be the innovations of such theologians as

Abelard and William of Conches.*k. But although William of Saint-
Thierry wrote for the would-be ascetic, his teachings refer to any

person who sincerely seeks God.

Of the many topics which William discussed, three are particularly
relevant for our purpose. Firstly, there is the doctrine of
‘image and likeness'. This is not a new doctrine, for it has
its origin in the Book of Genesis and was taught by Saint Paul
and by other theologians including Saint Augustine."

Man is in the image of God:

Ipse enim imago Dei est. Et per hoc quod imago Dei est,

intelligibile ei fit, et se posse et debere inhaerere ei

cujus imago est. #8.

This likeness should be the source of man's aspirations and his
hope for, as William commented when discussing man's rational
faculties:

Ab ipso (Deo) enim et ad ipsum conditus est rationalis animus,

ut ad ipsum sit conversio ejus, ut sit ipse bonum ejus. Hic

autem ex illo bonus, ad imaginem et similitudinem ejus conditus
est: ut quamdiu hic vivitur, quam proprius potest, accedat

ad eum similitudine, a quo sola receditur dissimilitudine:

ut sit is sanctus, sicut ille sanctus est; in futuro futurus
beatus, sicut ille beatus est. ¥4
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Furthermore, man carries within himself the image of the Trinity:

cum Trinitas Deus hominem crearet ad imaginem suam, quamdam in
eo formavit Trinitas similitudinem, in qua et imago Trinitatis
creatricis reluceret; 5°.

Therefore, the faculties of the human soul, when developed according
to their true nature, form an integrated whole as they reflect the
completeness of the Trinity. Finally, because God is perfect,

man ought to strive to be perfect:

Propter hoc enim solum creati sumus et vivimus, ut Deo similes
simus, cum ad Dei imaginem creati simus.>"

William's spiritual teachings, therefore, are permeated with his
conception of the ascent of the soul towards God and the perfection

of which man is capable.

Secondly, William wrote about love, particularly about the
origin of love, the nature of love and the heights of love to which
a Christian might aspire. Love is essentially a movement of

the will:
Nihil enim aliud est amor quam vehemens in bono voluntas. **:
Love has its origin in God:

Primum igitur ejus nativitas locus Deus est. Ibi natus, ibi
alitus, ibi provectus; ibi civis, non advena, sed indigena.
A Deo enim solo amor datur, et in ipso permanet, quia nulli
nisi ipsi et propter ipsum debetur. 3

Following Saint Augustine's teachingt“w1111am insisted that the
root of love is memory, where a mysterious recollection of the

creator slumbers:

in ejus quasi quadam arce vim memorialem collocavit, ut
Creatoris semper potentiam et bonitatem memoraret. %

Memory, together with reason and will, forms a kind of lesser trinity
which is parallel in origin and function to the Blessed Trinity:

sicut in illa summa Trinitate una est substantia, tres personae:
in qua Trinitate sicut Pater est genitor, Filius genitus, et

ab utroque Spiritus sanctus; sic ex memoria ratio gignitur,

ex memoria et ratione voluntas. .
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Love can be directed towards a higher or a lower good according
to the dispositions of the lover. But for the person who truly
seeks God, there is a natural progression in love which is likened
to a man's journey through life:
Sic enim secundum aetatum incrementum vel decrementum puer
mutatur in juvenem, juvenis in virum, vir in senem; secundum
qualitatum mutationes, etiam aetatum nomina mutantes: sic
secundum virtutum profectum voluntas crescit in amorem, amor
in charitatem, charitas in sapientiam. 3®.
Thus, amor grows into charity, an adult, altruistic love until,
finally, charity culminates in wisdom® which is nothing other
than the enjoyment of God in contemplation and ultimately, in the

Beatific Vision, for, in William's words:

Primum enim ad Deum voluntas animam movet, amor promovet,
charitas contemplatur, sapientia fruitur. 0.

Progression in the spiritual life is, therefore, signified by

progression in love.

Finally, the most original aspect of William's teaching concerns
the need for self-knowledge which must be attained by those people,
especially contemplatives, who strive for perfection.®- In his
spiritual treatises and exhortations William, following Origen,
insisted on the development of the whole person, and he encouraged
his monks to recognise their gifts of body, mind and spirit, in
order to achieve integration of their faculties. Using the
divisions made by both Saint Paul and Origen, William developed

the trichotomy - anima - animus -spiritus - and hence, the concepts

of 'homo animalis', 'homo rationalis' and 'homo spiritualis'
which are indications of an aspirant's progress in the spiritual
1ife and of his ascent towards God. A similar trichotomy exists
in Saint Paul's writings, with the terms &JIH«JS, 'natural’,

)oyuxés ,rational', 'thinking' and chur«rKég , 'living according
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to the Spirit'. ©%. Saint Paul, however, limited the division and
contrasted only the *ulu\65 and veuparikog. For the man who is
pul\més is concerned with this world only, whereas thE'WVCUPAleés >
enlightened by the ﬁVEtHJA , the Spirit of God, is concerned with the

things of God.

For William, as for his contemporaries, the essential purpose

of monastic life was to direct human love back to the creator,

from whom it had been deflected by original sin.“® The way back
to the creator was marked by three stages or 'estates'. The
first of these 'estates' is dominated by the anima. In itself,

the anima is neither good nor bad, for it is nothing more than the
life-giving spirit which human beings have in common with the
rest of creation:
Porro secundum nostros, id est ecclesiasticos doctores anima
spiritualis propriaque est substantia, a Deo creata, vivificatrix,
rationabilis, immortalis, sed in bonum malumque convertabilis.®k.
This definition reflects the teaching of Saint Paul, for whom
the yuleés is the 'natural man who lives without the eschatological
gift of the WVCDP¢~’ or the Spirit of God'.®5 According to
Saint Paul, the psychical nature is neither sinful in itself,
nor does it incline to the vvfbya . But it is corruptible and,
without the grace of God, it finds no access to the Kingdom of
God. Therefore, the 'animalis homo' has only a lTimited view

of life. In William's words:

Sunt etenim animales, qui per se nec ratione aguntur, nec
trahuntur affectu. ©°

Such a man, dominated by his anima, tends to Tive principally
according to his senses:

animalitas est vitae modus sensibus corporis serviens: scilicet
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cum anima, quasi extra se per sensus corporis circa dilectorum
delectationes corporum affecta, eorum fruitione pascit, vel
nutrit sensualitatem suam. ¢
For the ascetic who has seriously undertaken conversion, a characteristic
virtue of this state is simplicity, by which the will becomes
wholly turned towards God, and the convert is more concerned with
the inner reality of virtue than with gaining a reputation for it. 6%
The will is turned to God, but has, as yet, to be fully formed and
illumined:
Vel simplicitas est sola ad Deum conversa voluntas, sed nondum
ratione formata ut amor sit, id est formata voluntas, nondum
illuminata ut sit charitas, hoc est amor jucunditas. ¢g.
At this stage, too, obedience is particularly necessary, for the
aspirant whose ratio has not been properly formed, is not yet
capable of trusting his own judgment.’o‘ The 'animalis homo' grows
in the virtues, particularly in the cardinal virtues of prudence,
justice, temperance and fortitude, all of which help to perfect
him as a human being and are, therefore, called moral virtues. 7

The aspirant's main task is to eradicate vice and to prepare the

body and the outward man for the positive acquisition of virtue. 4.

The second part of William's trichotomy is concerned with the
animus. According to William, when the anima, which man possesses
in common with all 1living creatures begins to possess perfect reason,
it renounces its feminine character and becomes spirit endowed with

reason. > This is the animus which indicates the 'homo rationalis'.

Quamdiu enim anima est, cito in id quod carnale est, effeminatur:
animus vero vel spiritus nonnisi quod virile est et spirituale
meditatur. k.

The rationales in William's terms are, therefore, those:

qui per rationis judicium et naturalis scientiae
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discretionem, habent et cognitionem boni, et appetitum: sed
nondum habent affectum. ¥*

William makes a clear distinction between the preoccupations of
the 'animalis homo' and those of the 'rationalis homo'.
; 8 . status animalis vigilat circa corpus et hominem
exteriorem componendum, et aptandum studio virtutis: sic
rationalis circa animum agere debet, vel faciendum si non est
vel excolendum et ordinandum si est.

The faculty of reason is clearly described:

Et nunc vere est ratio, hoc est habitus mentis per omnia
conveniens veritati. "

together with its way of looking at the truth:

Aspectus animi est, quo per se ipsum, non per corpus, verum
intuetur. .

The 'rationalis homo' must develop his will in order to acquire
more positive virtues for, in William's words:

Bona enim voluntas in animo est origo omnium bonorum et omnium
mater virtutum. 79

The will, when properly formed in line with ratio, helps in developing
virtue:
Quid est virtus? Filia rationis, sed magis gratiae. . .
Virtus est voluntarius in bonum assensus. Virtus est aequalitas
quaedam vitae, per omnia congruens rationi. %0.
Obedience is still necessary at this stage:
Bona ergo custos voluntatis est oboedentia. i
The task of the ‘rationalis homo" is, therefore, to prepare his

mind in order to grow in virtue and to learn to discern between

true and false values.

The third part of William's trichotomy refers to the 'homo
spiritualis’. There are, however gradations in the use of the

terms, spiritus, spiritualis, according to the context in which

they appear. There are four different uses of the terms in the
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treatise De Natura Corporis et Animae. Firstly, where William

contrasts the anima, the intangible part of man, with the corpus,
the tangible aspect, spiritus denotes 'breath'.

Spiritus quippe per arteriam repulsus ex follibus spiritum
recipientibus impetu quodam sui arteriam in vocem roborat

aerem percutiendo; 52
Secondly, in the same treatise, the spirit dominates the senses
and therefore, denotes the aspect of man which contrasts with the
sense life of the animals:

Spiritus vero hominis longe aliter. Nam sensibus dominatur
et de sensibus judicat. ¥*

Thirdly, spiritual means nothing more than 'non-material', as in

the expression: 'rei spirituali et 1ncorpora11‘.34- Finally, the
term spiritualis is interchanged with other terms. Its flexibility
is evident in the exposition about the nature and origin of the
anima:

Quid sit, nemo comprehendit; quia nulla ejus est materia, _
quia res est spiritualis, intellectualis, Deoque simillima. %°

Similarly, we read:
spiritualis vel rationalis usus. %%

and:

sic ad spiritualem vel rationem vitam ordinandam vel consummendam. ¥?

But there is no flexibility about the meaning of spiritus,
spiritualis in William's trichotomy. Here, the 'homo spiritualis’
closely resembles Saint Paul's WV&qunn<6$ , '1iving according
to the Spirit'.gg' Such a man knows God's saving work by virtue
of the Spirit of God, to which the ¢UI}K65 , or 'natural man'
is, as yet, blind. ®%- William states the characteristics of those
who have arrived at the third stage:

Sunt perfecti qui spiritu aguntur, qui a sancto Spiritu
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plenius illuminantur. Et quoniam sapit eis bonum cujus
trahuntur affectu, sapientes vocantur. 90.

Now the entire preoccupation is with God and with matters relating
directly to God:
Cum vero de his quae de Deo vel ad Deum sunt cogitatur, et
voluntas eo proficit ut amor fiat, continuo per viam amoris
infundit Spiritus sanctus, spiritus vitae; 9"
Thus, in 'becoming love', the truly spiritual man participates,
through the Spirit, in the very life of God, and is thus led to

transcend the limitations of his humanity.

t (Spiritus) omnia vivificat, adjuvans seu in oratione, seu
in meditatione, seu in tractatu infirmitatem cogitantis. 92

This is the extent of the perfection which man might reasonably
attain in this life:

: . qu1a factus est unus spiritus cum Deo, spiritualis
est. Et haec in hac vita hominis perfectio est. 9

When man possesses true sapientia, which is a characteristic of
this estate, he possesses also a foretaste of the vision of God
in the future:
Sapientia enim pietas est, hoc est cultus Dei, amor quo eum
videre desideramus, et videntes in speculo et in aenigmate

credimus et speramus: et in hoc proficimus ut eum videamus
in manifestatione. %:

Thus, having fallen from grace by sin, man has the opportunity
of returning to the state from which Adam fell, by recognising
his gifts of body, mind and spirit and by subsequently developing
his faculties in order to regain his lost perfection. His
progression could be called a spiritual journey by which he
passes from the darkness of his first conversion, through intellectual
knowledge where he acquires virtues and learns to love until,

finally, as a composite human being, he is possessed by the
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Spirit of God which fosters unity and achieves new 1ife among
believers. But this cannot be achieved without effort and
difficulty, as William comments:

nec continuo, nec nisi cum magn1s et diuturnis
1abor1bus relucere potest in nobis Factoris imago. ¢é.

William wrote first and foremost for aspirants to the religious
life. 47 Certain features are, however, contained even in the
classical epics and are evident to a fuller degree in the medieval
romances. The doctrine of 'image and likeness of God' can
have no place in the classical epics. But the best of the
heroes were, in their limited way, described as 'godlike'. 4%
William's doctrine is more clearly reflected in the medieval
romances where it is contended that the heroes are seeking
perfection. 49 Throughout their quests, the epic heroes are
portrayed as men capable of loving and of showing various degrees
of love. This is more evident in the medieval romances where
the heroes experience a clear progression in love. Finally,
the tripartite view of man and the insistence on self-knowledge
which was fundamental to William's doctrine is clearly evident
in both the classical heroes and in the heroes of the medieval

romances.

In a recent study entitled 'The Game and Play of Hero', ‘90
John Leyerle has shown that the hero and indeed, the whole of
his society, is playing a kind of game to which certain rules
apply. On the face of it, these rules and the game they control

might be applicable to the literature being studied here. It is
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therefore necessary to consider the rules and to compare them with
the criteria established for the classical epic hero. At the
same time, we shall consider to what extent the rules apply to
the romance heroes themselves.
1. There is a relatively passive figure of authority, often a king,
who tends to be aloof from the action or even ineffectual in
controlling it. His presence sets an aristocratic and martial

tone to the society portrayed in the text. An example is
Charlemagne in La Chanson de Roland.' ‘ot.

The king is not passive in the classical epic. Rather, kingly
power is, in different ways, a source of conflict. In the
Iliad, Agamemnon is neither passive nor aloof from the action.
Instead, he precipitates conflict by his selfishness and greed

and thus, he enables Achilles to intrude upon his authority.
Agamemnon, however, becomes ineffectual in controlling the Trojans'
supremacy in battle, the result of Achilles' wrath, for he cannot
hope to defeat the Trojans as long as Achilles withdraws his
services. Odysseus is himself a king, but although he has
abundant heroic qualities, his kingly authority is, as
W.T.H.Jachson has pointed out, weak until he regains his former
position at Ithaca. '°* For as long as he is cut off from his roots
by war and by fate, he has no power as king. Odysseus, therefore,
has to earn his position once more as King of Ithaca by intruding
upon the society of the suitors, the petty princes who have
usurped his kingdom and disturbed the order of his world.

None of the major figures in the Aeneid can be called passive.

The death of King Priam (Aeneid II, 554-58), symbolises the fall
of Troy, a prominent kingdom. Aeneas himself is king by virtue
of his leadership and his vocation. Like Achilles and Odysseus,
whenever Aeneas intrudes as hero, he challenges the order of an

established kingdom, and uses his heroic qualities to consolidate
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his position. Thus, unlike Charlemagne in La Chanson de Roland,

the figures of authority in the three classical epics are, in
different ways, challenged by the hero who is, himself, of royal
status. In the selected medieval romances, however, King
Arthur remains generally in the background, his presence gives
unity to the action and his court is a pivotal point during the

knight's journey.

2. 'The hero makes a formal commitment to accomplish a notable
feat and thereby takes upon himself the playing of a role. ‘
The feat frequently involves a quest, or hunt, which has a long
tradition of erotic associations.' '9*
The heroes in the classical epics do not make a formal commitment
in this way. ‘%, Rather, Achilles denies his own war-loving nature
and withdraws his services. A quest is involved, wich is a
search within himself, but there are no directly erotic associations. '°°.
Odysseus does not make a formal commitment. Any challenge to

accomplish a notable feat ensues from his situation as exile from

his home and from the obstacles which he faces on his return,

together with his human limitations. There is no association
with a hunt in his quest. Aeneas' challenge is imposed upon
him by fate. He makes no formal verbal commitment, but as

he sees the stricken crowd of survivors after the final battle
at Troy, he steps forward to accept his destiny:
“Cessi et sublato montis genotore petivi." (Aeneid 11, 804.)
The medieval heroes do, however, make a formal commitment to
accomplish a difficult feat and a quest is involved for the
selected characters. This is exemplified by the departure
en aventure of Erec and Enide, by Yvain's determination to seek
Laudine's pardon, by Lancelot's seeking after Queen Guinevere and

by Perceval's resolution to find the Grail.
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3. 'The hero has courage, a sense of purpose, and strength
beyond that of ordinary men; he often faces opponents with
supernatural powers, or even with mythic significance. If the
hero's opponents are ordinary men, they tend to attack him in
large numbers. Examples may be seen in La Chanson de Roland
or in Havelock the Dane.' ‘ob.

These statements are true of the classical epic heroes, also.
Achilles' physical courage, clearly evident when he finally urges
his men to battle (Iliad, XXII, 353-63), remains steadfast when he
fights the superhuman powers of the river Xanthus (XX).

Early in the epic, Achilles showed moral courage by opposing his
king on a matter of principle. Both Odysseus and Aeneas show

a high degree of courage by dominating the fear which they experience
when confronted by apparently insurmountable obstacles. io?

After the vision in the Underworld, when Aeneas knows his destiny
and is confirmed in his vocation, his courage is unshakeable.

The medieval heroes also show extraordinary courage and a sense of
purpose. Not on1j do they sometimes face adversaries who are
superior in numbers, but the also successfully vanquish hostile

Other World forces.

4. 'The hero has a costume, often armour of magical origin and
power. This costume tends to be used for trickery or even
deception. . . These costumes are important because
they symbolize the metamorphosis inherent in the hero's
assumption of the role he has to play. ‘'°%

Both Achilles (Iljad, XVIII, 457-615), and Aeneas (Aeneid , VIII, 608-72

have armour made for them by the gods before they enter their principal

battles. This armour serves not so much for trickery or deception
as for assurance of divine protection. Odysseus is disguised
by Athena, particularly at Scheria and Ithaca. At Scheria,

Athena simply causes Odysseus to look taller and more

handsome (0dyssey, VI, 227-37), so that the effects of the storm



and shipwreck are effaced, anc Odysseus has more chance of being
kindly received at the palace of King Alcinous. At Ithaca, Odysseus
uses his disguise as a beggar to test the loyalty of his household.
Thus, in these epics, the hero's arming and disguise have a

strictly practical purpose. There is nothing magical about the
armour of Chrétien's heroes. They are, however, helped by

equipment of fairy origin.

5. 'Fighting is stylized into single combat. When a hero faces
heavy odds, the opponents are encountered one after the other
even though we are expected to understand that the hero is
facing them in numbers. The stylization frequently takes the
form of a tournament; . . . The tournament is particularly
suitable to the literary game of hero because it allows the
ladies, whose sexual favours are usually the underlying issue, to
be present and watch as the hero plays his game of combat, hoping
that it will end in eros, not thanatos. '9i.

The classical epic heroes, also, generally fight in single combat.
There is not, however, the stylization in the form of a tournament
in which the hero's personal excellence is judged. Nor 1is the
question of the lady's sexual favours given prominence. Although
the Trojan War was initiated because of Helen, and the conflict

in the Iliad centres on the ownership of the girl, Briseis, and

the subsequent dishonour done to Achilles, there is more emphasis

on the battles themselves than on the women who are indirectly

the cause. Odysseus' encounters at Ithaca are as much for the

sake of establishing his right as king once more, as for the sake

of winning his lady. The union of Odysseus and Penelope is,
rather, a sign that Odysseus is reinstated into his kingdom.
(desse!, XXIII, 232-40). Similarly, in the Aeneid, Turnus' words:

"tua est Lavinia coniunx,
ulterius ne tende odiis." (XII, 937-38),
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are a sign that Aeneas has conquered the most formidable of his
enemies and that he can now reign in Latium. Leyerle's
statement is, in essence, true of the selected medieval romance

heroes. Apart from in EE_Chevalier de la Charrette, however,

the formal tournament has little prominence in Chrétien's romances,
and the lady's sexual favours are not the underlying cause of the
fighting. Chrétien's heroes generally encounter opponents of
increasing severity either in order to survive a hostile force

or in order to deliver the oppressed.

6. 'No one, as the economists say, is gainfully employed.
Gold may be won in war and is dispensed by the victor as gifts
to his followers for their loyal service.' "

While this is generally true of the epic heroes, it is clear,
also, that Odysseus, at any rate, derived wealth from his land,
his cattle and his flocks. ‘"~ The selected medieval romance

heroes do not appear to have any specific source of income.

7. 'As in all games, there is an element of chance, the hazard
of the play; the outcome depends on the hero's Tuck or simply
on fate. 1 3 . Often the outcome turns on a mistake
which canbe no more than a clumsy move or an accident;

The mistake often enough does arise from a flaw, especially
the hero's tendency to hubris in defining the role he is
to play.' &

The element of chance 1is not so obvious in the epics, for these
heroes are supported to a considerable extent by the intervention
of the gods. But the hero is often the victim of fate. "> The
epic heroes are also tainted by a flaw or hubris which frequently
precipitates the action of the epic. Most of Chretien's heroes
lament the capriciousness of Fortune and try to reconcile themselves

with its unpredictable ways .
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. . Vi
8. 'The protagonist is a man, never a woman.' !

This is true of both the epic heroes and the medieval romance
heroes. A11 have to maintain their authority and resolve their
conflicts by force of arms, which was an occupation reserved

generally for men.

Apart from the differences noted between the heroes of the
classical epics and those of the medieval narrative poems, Leyerle's
‘rules' for the medieval hero are incomplete. Leyerle does not
include that the hero needs isolate himself, however temporarily, in
order to question and criticise his society, or that he be leader,
exemplar or intermediary. Leyerle does not suggest that the
hero 'transcend the limitations of his human state' in order to
achieve his goal. Leyerle does not refer to any gifts of body,
mind and spirit which were evident in the definition of the classical
epic heroes, nor to the anima - animus - spiritus trichotomy
which William of Saint-Thierry used, to show the gifts with

which man has been endowed, and of which evidence will be found

in the development of the medieval romance heroes. Indeed, the
whole spiritual dimension is absent. We shall, therefore,
seek these features in medieval romance. But before doing so,

let us investigate the acknowledged means of transfer by which
elements of classical culture passed into medieval culture, and thence

. < .
into Chretien de Troyes' romances.



x1iv.

The concept of translatio studii, which had become important

by the twelfth century, expresses the transference of culture
and 1earning'w which, according to E. R. Curtius, is 'co-ordinated'

with translatio imperii, or the replacement of one empire by another; #é,

in other words, as one empire fell and another succeeded it, the

centre of culture and learning was correspondingly transferred.

The origins of this notion are uncertain. In the following
passage from the Epistles, Horace demonstrated the relationship

between translatio imperii and translatio studii:

Graecia capta ferum victorem cepit et artis

intulit agresti Latio: sic horridus ille

defluxit numerus Saturnius et grave virus

munditiae pepulere; (Egist1es, II, 156-59)

it
There are several relevant texts which show that medieval writers

were aware of this concept. Curtius considered that the earliest
example was found in Heiric's epistle to Charles the Bald, which

he did not, however, quote. "%

Another significant reference is
found in the writing of the anonymous monk who adapted the

Chronicle of Saint Gall (c.884-87), and who refers to Alcuin's

influence and the vast extent of his learning. E. Gilson,

explaining it as 'l1'amorce du theme de translatione studii',

cites the passage:

cujus in tantum doctrina fructificavit, ut moderni Galli
sive France antiquis Romanis et Atheniensibus aequarentur. iq9.

A similar comment about Alcuin's learning appears later in

les Grandes chroniques de France:

Tant multiplia et fructifia sa doctrine a Paris que, Dieu merci!
la fontaine de doctrine et de sapience est @ Paris aussi
comme elle fu jadis a Athénes et & Rome. ‘20

The principal feature of the translatio studii is that,




co -ordinated with the translatio imperii, it transmitted through

cultural achievements the greatness of the respective dominant

civilisations. Thus, scholars recognised with pride that

their civilisation was heir to a rich culture. Consequently,

writers experienced a great sense of responsibility to protect

and transmit their cultural heritage. Gilson has commented:
Ce qu'on trouve de p1u§ apparegt, c'est la conscience
qu'eut le moyen age d'etre 1'héritier d'une antique

culture morale et 1nte11ectue11e, la fierté d'en avoir recu
le dépdt, 1'inquietude de le laisser perdre ou corrompre.’ !\

The teaching of rhetoric ensured this transfer of culture.
Students were taught to use as their models writers who were
considered to be stylistically sound. In the Ars Poetica, Horace
acknowledged the debt which Roman writers owed to Greek poets
and he exhorted his readers:

Vos exemplaria Graeca N
nocturna versate manu, versate diurna. (268-69)

Alcuin, in his turn, gave the following advice which is, in essence,
similar to Horace's:

Legendi sunt auctorum libri eorumque bene dicta memoriae
mandanda: quorum sermoni adsueti facti qui erunt, ne cupientes
quidem poterunt loqui nisi ornate. !33.

In a passage in the Metalogicus, John of Salisbury described how
Bernard of Chartres conducted his lessons:

in auctorum lectione quid simplex esset et ad
1mag1nem regulae positum ostendebat; figuras grammaticae,
colores rhetoricos, cavillationes sophismatum, et que parte suae
propositae lectionis articulus respiciebat ad alias disciplinas
proponebat in medio. ;
Quibus autem indicebantur praeexerc1tam1na puerorum in prosis
aut poematibus imitandis, poetas aut oratores proponebat
et eorum jubebat vestigia imitari, ostendens juncturas
dictionum et elegantes sermonum clausulas. . . . (2%,

Thus, the critical study of ancient authors was fundamental to
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medieval education. Although Bernard condemned open plagiarism, ‘2%

he encouraged his pupils to imitate worthy models in order that

they, in their turn might be worthy models for posterity:
Si vero redargutum, si hoc tamen meruerat inepta positio,
ad exprimendam auctorum imaginem modesta indulgentia conscendere
iubebat faciebatque, ut qui majores imitabatur, fieret posteris
imitandus. ‘*b.

But as students and writers absorbed, translated and adapted

ideas from older civilisations, they were, inevitably, influenced

by contemporary ideas and tastes. Consequently, old themes

were subjected to new interpretations and reshaping. This is

exemplified in many aspects of the romans antiques, particularly

in the Roman d'Eneas where, although the essential story of the

Aeneid remains, contemporary interest in love and the influence
of Ovid predominate over the glories of the nascent Roman empire

and the influence of Vergil. ‘2%

In the prologue to Cligés, a romance completed before 1176, '3%.

Chrétien de Troyes describes the pattern of translatio studii.

He gives due credit to books and to education as the normal means
by which learning is transferred:

Par les livres que nos avons
Les fez des anciens savons .
Et del siegle qui fu jadis. (Cliges, 25-27)

He next traces the progression of chevalerie, 'chivalry' and
clergie, 'culture'. '*%:

Ce nos ont nostre livre apris
Qu' an Grece ot de chevalerie
Le premier los et de clergie.
Puis vint chevalerie a Rome
Et de la clergie Ta some,

Qui or est an France venue. (28-33).

But the progression, according to Chretien, is to stop in France,
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for it has come, there, to its rightful place.

Dex doint qu'ele i soit maintenue

Et que 1i Tues le abelisse

Tant que ja mes de France n'isse

L'enors qui s'i est arestee. (34 - 37).
This prologue is not only the first complete literary expression

in French of the nature and progression of translatio studii, ‘'30.

but it is also the expression of Chrétien's own pride in the noble
deeds of the past and the literary achievements which they

inspired.

* * *

It is time to situate Chrétien de Troyes in his social,
intellectual and spiritual environment and to note briefly
some of the factors which are likely to have influenced his
work . Chretien is known to have been a clerc at the court
of Marie de Champagne where interest in culture was fostered,
particularly in matters concerning love and chiva]ry.'sh He
enjoyed the patronage of Philippe de Flandre who was, evidently,
a man of strong principles and loyalty to his Church, practising
exemplary justice and charity. In Chretien's words:

Li quens est teus que il n'escoute

Vilain g[apl ne parole estoute,

Et s'il ot mesdire d'autrui,

Quels que il soit, ce poise lui.

Li quens aime droite justise

Et loiaute et saint eglise

Et toute vilonnie het;

S'est larges que 1'en si ne set,

Qu'il done selonc 1'evangille, 132
Sanz ypocrisie et sanz gille, (Le Conte du Graal, 21 - 30). ™

Although it has been contended that Chretien's purpose in
writing this prologue was, principally, to flatter his patron,

it is clear that Philippe's virtues were a source of admiration
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to Chretien and could well have reflected his own attitude. !33.
Furthermore, Chrétien lived in an age which was affected
profoundly by the development of Cistercian monasticism.

In the bailliage of Troyes itself, monastic houses proliferated
largely because of the influence of Saint Bernard and his monks. B
There were great theologians among Chretien's near contemporaries,
notably, Hugh of Saint-Victor (d. 1142) whose teachings reflect

the thought of Saint Augustine and prepare the way for a logical,
clearly-defined spirituality. Like Saint Augustine and

William of Saint-Thierry, Hugh insisted that a high degree of
self-knowledge is necessary for those who earnestly seek God.
Furthermore, Hugh of Saint-Victor was among those twelfth-century
teachers who, like William of Saint-Thierry, emphasised that

man is made in the image and likeness of God and that perceptible

images are signs or 'sacraments' of invisible realities. '’

As a clerc, Chretien will have been educated in the trivium
and the guadrivium.‘Bh His work shows that he was influenced by

Celtic tradition, by la matiere de Bretagne and by the Latin

i Chretien appears to have fused elements from

classics.
these sources in a highly original way. Frappier has commented:
On dirait en le lisant que des rayons de la Gréce et de
Rome ont rejoint les reflets. des legendes celtiques ans
1'air iriseé dans la Champagne et de 1'Ile-de-France.'™"
There are, also, references to Sacred Scripture, implications
of patristic teaching and signs of the author's familiarity
with Christian practice. Chrétien, therefore, absorbed,

re-shaped and transmitted elements of both the sacred and the

secular culture of his time.
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What characteristics, then, can we expect in Chrétien's
heroes? Will they show the same characteristics as the classical
epic heroes? To what extent do they reflect the interests
of a sophisticated twelfth-century audience? Can any
indications be found in Chretien's works of twelfth-century

spirituality?

In Chrétien's romances, the hero is to be understood as
the protagonist, for he initiates the principal action and
plays the principal role. The term hero is not used, for
there is no longer any question of an heroic age, but rather, of
an age of chivalry, which, in itself, can be seen as embodying
an heroic ideal. Burgess has defined the heroic ideal as it
emerged in the middle of the twelfth century:
La tension 2tablie entre la realité sociale et 1e§ aspirations
chevaleresques des barons se stabilise dans un ideal -
le Chevalier ou 1'homme courtois parfait, sans but politique,

dont Ta seule quéte est soi-méme, la connaissance de soi,
la realisation de ses propres qualités. ‘9.

The ideal knight of this age, therefore, requires a high degree
of self-knowledge and self-acceptance, and this is the principal

object of his quest.

The terms used to designate these knights are, in general,

similar to those used in La Chanson de Roland, and refer to

the knight's nobility, his courage and his skill in warfare.

Thus, ber, baron and chevalier are widely used, (e.g.Erec, 337,

526, 2458; Yvain, 676; Lancelot, 560, 1064; Perceval, 1627,
2039) . Both knights and other noblemen are, at times,
designated as preudom (e.g. Erec, 382; Yvain, 3211, 3972,

4009; Perceval, 1011, 1019). The epithets used are also
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e genz' (89), 'preuz et hardiz' 9673), 'preuz et cortois' (687).
Yvain's proesce is a source of hope to all Gauvain's oppressed
relatives (4008). Yvain and Gauvain are admired for being
'franc et jantil' (6358).'*% Lancelot is acknowledged to be
'molt preuz' (1983) when he raises the stone. Furthermore,
Chrétien's knights are designated by titles of respect which

denote their class: sire, mes sire, messire, mon seignor. 4.

But the hero's name is sometimes suppressed during a significant
part of the narrative. Yvain becomes 'le chevalier au lion'

during the central section of his adventures; neither Lancelot nor
Perceval is named until comparatively late in the romance, but

is spite of such indefinite appellations as: 1i chevaliers,

14 va]]és)there is no doubt for the reader concerning the identity

of the knight nor of his role as the preeminent character.

There is altered emphasis on the conduct expected from
the courtly hero. Courtoisie, ‘'courtliness' has replaced
vasselage as the predominant term in the twelfth-century
romance. '“*- The emphasis is here on courtly behaviour which the
courtly knight is expected to practise. Frappier has
enumerated the qualities which true courtoisie implies:

Eg réalité les termes de courtois et de courtoisie tantot
designent, dans un sens large, la génerosité chevaleresque,

les élégances de politesse mondaine, une certaine maniére

de vivre, et tantot, dans un sens plus restreint, un art
d'aimer inaccessible au commun des mortels, cet embe111ssement
du desir erotique, cette discipline de la pass1on et meme

cette religion de 1'amour qui constituent 1'amour courtois. '**

As is evident from the prologue to Le Chevalier au lion, love

is the mainspring of courtoisie which degenerates when true

love is absent (Le Chevalier au lion, 20 - 28). But it is a
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disciplined love which exacts vigilance and constant service.
Thus, a high standard of military, social and moral conduct is
expected from the knights. It is practised by most, upheld
by King Arthur as arbiter and by Gauvain as the exemplar.
Honour is fundamental to the hero's activities and the pattern
-honour lost, honour sought, honour regained- is found in
Chrétien's romances. The knight has a responsibility not
only to gain 'pris et los', but also to maintain and increase
it, principally by defending the weak and upholding the
cause of justice. If he has earned the love of a lady, he
is expected to treat her with suitable devotion and for her sake,
to defend other ladies in distress. Chrétien's knights are
of noble birth and are expected to be able to perform spectacular
feats. In Frappier's words:
C'est surtout dans les romans arthuriens, et d'abord dans
ceux de Chrétien de Troyes, que le chevalier est le type
de noblesse, comme/]g baron 1‘9vqit ete dans les chansons
de geste pour la generation precedente. Gauvain, Erec,
Yvain et les autres heros de la Table Ronde appartiennent
a de trés hauts lignages, mais leur gloire est inseparable
de leur qualité de chevaliers et de leurs exploits
proprement chevaleresques. '
Thus, Chretien's knights show by their behaviour that they

belong to court society and adhere to its practices. Through

their exploits they seek to perfect themselves as men.

Like the classical epic heroes, Chretien's heroes will be
forced to stand outside their society, to scrutinise their
own human nature, to assess their own values and to look for
the true meaning behind the surface practices of their society.
Like Achilles, Odysseus and Aeneas, they are forced to 'battle
past their personal and local historical limitations' and to

145,

stand beyond their contemporaries. A promising knight thus
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becomes an exemplar, a leader, an intermediary and, in some
cases, approaches being a Messiah, for some of Chretien's
heroes assume the role of a deliverer who conquers a demonic

L.

power. '

Chretien's heroes encounter Celtic elements: magic, strange
creatures, Other World forces. But, as can be expected from

an author who was so obviously aware of translatio studii,

elements of Greek and Latin antiquity are also present. ‘¢

Chretien's heroes conform at least in part to the contemporary

view of hero discussed by Leyerle. Furthermore, they not

only show that they are familiar with Christian rites and pr'acticesﬁ‘*1
but they also reflect, at least by analogy, contemporary

spiritual tendencies. We shall, therefore, endeavour to

study the heroes' qualities of body, mind and spirit, and we

shall look for evidence of their self-knowledge and subsequent

spiritual growth.

Because Chretien was subjected to a variety of influences,
his characters are sometimes ambiguous, and their functions
can be interpreted in several different ways. Enide, for
example, can be seen, on the one hand, as an altered form of
Morgain la Feeiguhereas she has alsc been convincingly
compared with Alan of Lille's Prudentia.’'*® But in Chretien's
romance, she is obove all the perfect complement to Erec.
The gratitude of Yvain's Tion recalls the Tion of Androcles.
The lion itself has been seen as Yvain's ira. /si. But above all,
it resembles the Tion of the Bestiary, which is the symbol of

Christ. “*  Loomis has presented evidence to show that Le Chevalier
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de la charrete'sl could have derived from Celtic seasonal myth in which

. 5k .
Guinevere was abducted. ¥

Similarly, the Grail has been given
numerous interpretations ranging from the Celtic Horn of Plenty to
the Chalice used at the Last Supper. ‘%5. While these and other
interpretations have been convincingly proposed elsewhere, the
concentration here is on the Christian significance to be attributed
to the heroes and to the people and objects closest to them in their
quests. For, as the perfection of Christian love, either by analogy
or reality signifies the climax of these romances, the Christian
perspective has been adopted.
* * *

The selection of material was organised according to an arrangement
or order, the dispositio. Under this heading, the quest, which gave
an outline or pattern to the narrative of epic and romance, must

now be examined and defined. '°®-

The heroes are faced with a quest ‘3f which can be understood in a
general sense as a 'search or pursuit, made in order to gain something'.‘SSA
A quest is one aspect of the notion of task or 'piece of work that
has to be done'. ‘*4- In mythology, for example, the labours of Hercules
can be considered as a task. In literature, Roland is entrusted with
the task of commanding the rearguard (742-44). A quest, on the other hand,
is a searching for something not yet possessed. '69. More specifically,
in medieval romance, the term quest has been defined as 'an expedition
or adventure undertaken by a knight to procure something, or to

achieve some exploit'. . E. Kohler has commented, furthermore, that

in the Arthurian romances, the quest is closely linked with the
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restoration of order:

., aventure et queste sont des entreprises de
reintégration. /.

But the hero must first re-establish order and seek reintegration

with himself before he can transmit them to society.

Why does the hero undertake a quest? Is it imposed upon
him or does he freely undertake it? The quest is closely
associated with the hero's need to gain honour and prestige.
Thus, during the quest, the hero must explore his physical
potential; he must increase his powers of discernment, test
his courage and develop to a high degree his powers of endurance.
The sufferings, strange encounters and dangerous situations
which the hero faces, allow his qualities to be tested and
developed. But the quest, which is one aspect of aventure,
is a means by which the order and felicity lost by sin can be
restored. '*>. For most of the heroes face a quest as a result
of some flaw in their character which has caused them to
commit a fault. As this flaw frequently results from a lack
of balance between the hero's physical, rational and moral or
spiritual qualities, the hero must embark upon a search for
himself in order to learn both his weaknesses and his strengths,
and to achjeve integration of the qualities with which he has
been endowed. This is particularly necessary in the case of
Aeneas and other heroes who, during their quests, need to
develop the qualities required for their vocation. Of the
selected heroes, only Aeneas' quest is directly imposed upon him.
The other heroes, as A.Viscardi has commented, undertake their
quests:

non per obbedire a ispirazione divina, ma per deliberazione
della loro autonoma volunta. ‘b“.
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In the hero's quest, there is a pattern which is also
fundamental to human experience. This pattern has its
distant oricins in solar myth with its contrast between 1light
and darkness, and the corresponding opposition of the hero and
his enemy. ‘®*. Similarities can be discerned, also, with the
pattern of the death and resurrection of the Year-god which
is at the essence of Greek tragedy. Gilbert Murray has
outlined the pattern:

The story of the Year-god is always the same: he is born a

miraculous child, he grows in beauty and strength, he

conquers, he wins his bride, he commits the sin of Hubris
or excess, he transgresses the law, and thereafter must

of necessity dwindle, suffer defeat, and die . . s

It is the story of all these vegetation-gods: it is the

story of all life; of flower and tree, of bird and beast,

of men and of cities . . . Yet there is a further

factor in the Year-ritual which may be of very great
importance. This celebration of the Death of the Year-god

takes place not in the autumn but in the early spring .

The year dies, but is immediately born again and proceeds
through the same cycle. 'b“

But this pattern is limited for our purpose because, firstly,
in both the classical epics and the medieval romances, the
heroes being considered are not gods but human beings.

Secondly, the life, death and resurrection of the Year-god is

a cyclic event in which there is predictable, annual repetition,
without any suggestion that the hero develops or progresses.

The heroes studied, on the other hand, atone for their faults
and undergo stages of growth in their quests. Joseph

Campbell has outlined what he calls 'the standard path of the
mythological hero':

A hero ventures forth from the world of common day into

a region of supernatural wonder: fabulous forces are there

encountered and a decisive victory is won: the hero comes
back from this mysterious adventure with the power to bestow
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boons on his fellow man. ‘¢
Although it conforms in many respects to the established pattern,
this 'standard path' suggested by Campbell is limited, for there
is no reference to the flaw in the hero's character and his
subsequent fault which sometimes acts as a catalyst to his
quest. Nor is there any reference to stages in the hero's
quest. When discussing the romance as a literary form,
Northrop Frye has made an observation similar to Campbell's,
but has suggested a more tightly structured form and has
limited his comment to the romance:

The complete form of the romance is clearly the successful

quest, and such a completed form has three main stages:

the stage of the perillous journey and the preliminary

minor adventures: the crucial struggle, usually some kind

of battle in which either the hero or his foe or both must

die; and the exaltation of the hero. '*%
In order to be able to conquer his foe successfully, however,
the hero needs to undergrow a considerable degree of growth,
for the ;pxaré]« or 'decisive battle' by which he assumes
heightened grandeur requires him to use his skills to the utmost. 9.
The preliminary adventures help him to prepare for the principal
confrontation. Similarities to this pattern and elements of

this growth can be discerned in both the selected epics and in

the romances of Chretien de Troyes.

The pattern discerned in the selected quest heroes is
similar in outline. We shall study, to begin with, the
introduction of the hero and the qualities which, initially,
seem to place him apart from other men. The hero then
commits a fault, generally at a time when his worldly prosperity

seems assured. After discerning the true object of his quest,
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he embarks upon a journey of renewal or redemption for which he
generally needs to be isolated from his own society and

thrown upon his own resources. During this time he is tested by

a series of adventures which often increase in difficulty until,
finally, he has to encounter and overcome hostile Other World
forces. Less emphasis is placed upon the 'exaltation of the hero'
than upon the price paid for the restoration of order. For although
all the heroes achieve their heart's desire, together with a kind

of peace, they all experience the pain of self-knowledge, the pain
of conflict and loss, and empathy with the pain of other people.
Attention, therefore, will be given to the place of suffering as the

price which the hero has to pay for the lessons which he learns

during his quest. A11 the heroes, too, are men who are capable of
a high degree of loving. Most are tempted by love; all are at some
time inspired and enriched by Tove. The hero's progression as a

fully integrated individual is indicated to a considerable extent
by his attitude towards love. Love will, therefore, be considered

as the sign of the hero's growth..
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Inventio has been defined as 'the finding out, the discovery of

the facts': 'the action of devising or planning, invention';
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devising of the subject-matter of a speech.' Oxford Latin Dictionary,

Oxford, 1968, 2 vols., p. 958.

When discussing material suitable for the art of rhetoric, Cicero
included these two terms: 'Inventio est excogitatio rerum verarum
aut veri similium quae causam probabilem reddant; dispositio est

rerum inventarum in ordinem distributio;' De Inventione

Loeb Classical Library, London - Cambridge (Mass.), 1960.
See also Quintilian's advice: 'nam quo minus adiuvat sermo, rerum
inventione pugnandum est. Institutionis Oratoriae, XII, 10, 36,
ed. M. Winterbottom, Oxford, 1970. James J. Murphy has discussed
these terms as used in medieval rhetoric. Rhetoric in the Middle

Ages: A History of Rhetorical Theory from Saint Augustine to the

Renaissance, California - London, 1974, pp 120-21,

Oxford English: Dictionary, Oxford, 1961, 13 vols. vol.
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See M. Bowra, Landmarks in Greek Literature, London, 1966, pp. 10 - 15;
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G. Murray, The Rise of the Greek Epic, Oxford, 1934,
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Cambridge (Mass.), 1958, p. 13.
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J. Campbell, The Hero with a Thousand Faces, New York,

M. Eliade, Myth and Reality, London, 1964.
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Jerome S. Bruner, 'Myth and Identity' in Myth and Mythmaking, ed.

Henry A. Murray, Boston, 1968, pp. 276 - 287. See p. 2/6.

H. G. Liddell and R. Scott, A Greek - English Lexicon,

Oxford, 1855,
p. 598. See also Walther v. Wartburg, Franzosisches Etymologisches

Worterbuch, Paris, 1948 - 83, 25 vols. Vol. 4, pp. 416 - 17/.

Homeri Opera, ed. D.B. Monro and T.W.Allen, Oxford, 1902. 4 vols.
A11 further references to the Iliad and the Odyssey will be to this
edition. Unless otherwise stated, the translations are my own.

Oxford English Dictionary, vol. 5, pp. 245 - 46.

Ibid., p. 246.

Bowra, From Virgil to Milton, London - New York, 196
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M. I. Finley has commented on this passage: 'There is no social
conscience in these words, no trace of the Decalogue, no responsibility
other than familial, no obligation to anyone or anything but one's

own prowess and one's own drive to power.' The World of Odysseus,

London, 1977, p. 28.

See infra. p. 12; p. 5 n. 3.

Protagonist has been defined as 'the chief personage in a drama; hence

the principal character in the plot of a story, etc.'

and,
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leading person in any contest, a prominent supporter of any cause'.
Fowler, Modern English Usage, 2nd, ed., rev E. Gowers, Oxford,
1965, pp. 488-89 . This term is derived from the Greek fﬁmor&foq,gf’s
or the 'actor who takes the chief in a play.' 4

Homer on Life and Death, p. 75.

W.T.H. Jackson, The Hero and the King: an epic theme, New York,
1982, See p. 6.

E. Kohler uses this expression when discussing the role of the
consecrated king in feudal society. L'Aventure chevaleresque: ideal
et réalite dans le roman courtois,Paris, 1974, p. 25. It can,
however, apply to all the heroes being cons1dered

The Hero with a Thousand Faces, pp. 19-20.

For Aeneas' part in the Iliad and his protection by Poseidon
because of his divine election, see infra., p. 20. See also,
M. Grant, Roman Myths London, 1971, pp. 68-71.

Publii Vergilii Maronis, Opera, ed. R.A.B. Mynors, Oxford, 1969.
A11 further references are to this edition.

e.g. 'saevum Achillem' (I, 458); ‘'cristatus Achilles' (I, 468).

See Lewis and Short, A Latin Dictionary, p. 1592.

Ibid., p. 1381

vir has been defined as 'a man of courage, principle, or honor, one
who deserves the name of a man'. Lewis and Short, A Latin
Dictionarv, p. 1994.

See, for example, Tennyson's tribute: 'Wielder of the stateliest
measure / ever moulded by the 1ips of man.' ('To Virgil' in
The Works of Tennyson, London, 1907-08, 9 vols., vol 6, p.315.

cf. infra., p. 105 n. 20. ‘'labor omnia vicit/ improbus et duris
urgens in rebus egestas'. (Georgic I, 145-46).

There is evidence for Charlemagne's expedition to Spain, for the
ambush by the Basques in a narrow mountain pass and for the disaster
which befell the rearguard" 'In quo proelio Eggihardus regiae
mensae praepositus, Anshelmus comes palatii et Hruodlandus Britannici
1imitis praefectus cum aliis conpluribus interficiuntur'. Einhard,
ed. E.S. Firchow and E.H. Zeydel, Vita Karoli Magni, Miami, 1972,
ch. 9, p. 54. For the development of this incident into an epic
poem and for its similarity to the definition of tradition which

has been established, see P, Boissonnade, Du Nouveau sur la
Chanson de Roland, Paris, 1923, bpp. 432-41; P, Le Gentil, La
Chanson de Roland, Paris, 1955, pp. 68-69; F. Lot, Etudes sur
les legendes €piques francaises, Paris, 1958, pp. 271-74;
Murray, The Rise of the Greek Epic, pp. 331-37.

La Chanson de Roland, ed. F. Whitehead, Oxford, 1957,

The term vassal has been defined as 'homme noble qui suit un
se1gneur a Ta guerre et qui lui porte assistance fid&lement et
va1]]ampnt jeune homme noble en genera]' F. E. Godefroy,
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