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THESI S ABSTRACT 
6 

.. 

THB DRBAH VISION AS PROBLEM-SOLVING HETHOO IN CHAUCER ',S 

THE BOOK OF THE DUCHESS AND THE PARLIAMENT OF FOWLS. 

In his early lovetvisions Ch~ucet;' transfo~med the 

traditional allegorical dream poan into an associa~ive 

structure more closely resembling the pa~tern of actual 

dreams. His changes resulted in a new method of pcetic 

problem-solving which, Whil~ rooted in th~) earlier 

phllosophical allegories of Boethius, ~n ,de Lille, and 

Jean de Meun, was adapted to expressing the conflicting 
.. i ' 

.truths ~haracteristic o~ late medieval though~. By 

juxtaposing images associ,ated with previous literary 

contexts, Chaucer communicated intuitively what h~ 
t \ 

. predecesS'sors stated in direct 1 d idaqt i~ d ~scoul\.se. 

My thesis consists' of three parts. First, l examine 

the allegorical visions of rour poets preceding Chaucer fo~ 
~ 

their .application of the dream convention 'to philoso,phical 
~ ~ 

problem-solving. Second, 'r exa~ine the similarities~' between 
ri 

actual dreams and the artifice of allegory. l then 

investigate Chau'cer' s p~rsonal in teJ;'est in the dream and .. , - , " 
suggest how appropriation of negl~cted aspects of its . 

. . 
structure led ~o a development in philosophieal poetry. .. '. , / 

Finally, I~ examine two of Chau'eer's dream poellB, 
# 

the Book of the DughesR and the LParliament of Fowls 

t'~ deDonstrate hls innovation in praetice. , . 
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. Résullé de thèse 

) 
La vision onirique COlllle méthode de solution de 

" .... 

problèmes dans les poèlle~ The Book of tbe Ducbesg e~ 
~ 

The Parliallent of Fowls de Chaucer 

Elans"'- ses poèmes de j,eunesse,. 'Chaucer a mod if ié le 

poème de songe allégorique, pOij,r lui donper une forne 
l, . 

plus ouverte, associative, qui ressemble à la structure 

de veritables songes. Ses changements ont permis un 
h 

nouveau mode de résolution lIe problèmes, qui reconnai t 

les racines dans les al;tégories. phi~sophiques de 

~oèçe, ,Alain de Lille, et Jean ~ Heun, mais qui peut _ .:l 

proj eter la co'mp lexi té des vérité's incompatibles de la 
, .,. " 

societé' de. la fin" du moyen 1ge. En juxtaposant des 

images qui rapellel1:t des contextes- idéologiques, 

Chaucer a su. comlDuniqu~r de facon .intui t ive çe que ses 

"" 'Ij 
prédecesseurs enonoaient d'un discours direct et 

~ 

didactique. 
/ o • 

~ 

, A l'appui de cette thèse, l'article approohe 

l'oeuvre dè Chaucer de trois perspectiv,es. 
, 

.. P;relJièrement, il mO!1tr~ cdihIent les granditS lignes' de-

la convention ont leur raci~e-ldans d~s allégories 
.>.--

_onirigues précéde~tes. DeuxièmeDe~t il examine 

\ 1. ',açlaption du reve a l 'all~gori'e et démontre COllllent 
~~ 
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___ l'expression SYllb,o\\ique de v4§r~tables r~ves a 'fourni un ,~ 

lIodèle à Chauoer. '\En dernier lieu, ,il étudie de,ux des 

'y 

pOèlles oniriques d~~, Chaucer, The Book Qf ,the Duphoss' 

et The Parliament of FQw~s, cOllme exemples dans la 

pratique de ses innovations. \ 
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CHAPTER l 

' .. 
INTRODUCTION 

, 
1. A New Approach to Allegorical Problem-solving 

'" Many men BRyn that in sweven inges , 
Ther nys but fables and lesynges; 
But ~en may some swevenes sen ~ 
Whiche hardely that false ne ben, 
But afterward ben apparaQnt. 

The Romaunt of the Rose(ll. 1-5) 

Throughout his lrfe Chaucer was faseinated by dreams. 

Evidence of his immersion in contemporary dream t~eory 
•• 

appears'everywhere in his poetry from his dis~ussion bf 
, ~ 

. Hacrobius in the Parliamen-t of Fowls to the humorous 

interchange between Chauntecleer and Perte lote in the 

Nun' s Pri,t' s Tale .. It is my thesis that Chaucer used 

his understanding of the dream to transform the aHegorAical 

dream convention to a more open, associativ~ form resembling 

,the structure of actual dreams, His goal was to 'éreate a 

new technique of poetic proble~-solving which, while 

" , 'lacknowledging roots in the earlier philosophieal poet~, was 

capable of projecting the conflicting truths characteristic 
1 

of la te med ieval t hought . 
.' 

The allegor ical dream poem as Chaucer' inhe~i ted i t 
f • 

aerved as the transmitter of two important traditions. On 

the one hand, writers such as Boethius, Alain de Lille, and 

Jean de He~ adapted the dream framework to a poetry of 

philosophieal debate. On the other, poeta sueb as GUi~UD~ 
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de Lorris, Machaut, and Froissàrt chose the dream as an 
~ 

idealized setting for courtly romances of quest and' 
( 

adventure. Both' literary traditions approached 

--problem-solving through discourse and dialectic and were 

.', 

explici.tly didaetic in their intention. In the philo-

sophical poems either an authoritative personification such 

as Nature or Lady Philosophy visi ted the d istressed poet in 

a d~eam to lead him by rational argument to the truthi or, a 

procession of 'counsellors such as Raison, Ami, t'he Duen,na, 

Nature and Genius in the RQman de la Rose engaged in a .. , 
series of didactic monolog'ues expound ing their doctrines on 

a topic 'sueh as love. In the romance tr,adition the same 

rhetorical approach appeared in the form of love casuistry. 

In Machaut 's Le Jugemen~ dou Roy de Behain~ne, for ex-

ample, the dispute between a knight arid lady over who had 
~ 

suffered Most in love was debated in a cou'rt 'of love and 
, 

finally resolv.ed by the King's verdict: In either case, the 

drealll artifice gave credibility ta the allegory while free-
.. 

ing 'the poet from the strictures of logie and verisimilitude . . 
-

tQ pursue his phi-Iosophical argument .. 

Chaucer's famil~ity with bath the courtly and 

philosophieal aspects of dream alle~n be seen directly 

, in Qis work. Bar ly in hie career he transla ted both 

Boethius' philosophieal vision, the Cansol.traD of 

Philosophy, and ~uil1aume de Lorris' courtly romance, 

) 
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the Roman de la Rose. Furth~rmore, in His extensive 

, borrowings from 

Duchess, ~nd in 

..... . 
Machaut and Froiss~rt in the Baok of the 

\ 
his adaptation of Alain de Lil1e's con-

( . 

cept of Nature in the Parliâment of FOHls Chaucer re-

'\ 
'. 

vealeti his close conta.ct wi th the dreâll convention as it Has 

~sed by previous poets. 

Another model. for poetic problem-sol:ving came froll the 

dream experience' itself. A vast amount of authoritative 

literature on the topic of dreams was available to Chaucer. 

from classical and medieval sources. Already in the early 

dream poems we see abundant referencee to classical dream 

lore as weIl as ~o medieal and philosophical speculations on 

the origins and credibility of dreams. 1 For example, 

in the Ceys and Aleione story recounted in the opening of 

the Book of the Duchess, ehaueer deseribes a visit to 
\ 

Horpheus' Cave where dteams are produced in classic Ovidian 

fashion; in Proem l of the Ho~ of! Fame, he catalogues 

fifteen medi.eval theories on tl.f:e causes and class-ifications 
\ ( 

of dreams; and in the waking frame of the Parliament of 

Fowls. he provides an extended retel~ing of Cicero's 

Dream of Scipio. ' 

? 
Though Chaucer's ~oetry reflects his acquaintance with 

both d!eam commentaries and the prevailing dream con~en­

tions, there remains a notable change in the pattern he 

selected for his early love visions w~ is unexplained by 

3 
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reference to' previous models. This additional elbment ls 

the step toward greater dr,eall realiSlft--the replica.tion in a 

literary genre of the dynamics of actual dreams as described 

by modern thedrists such as Freud. The possibility that 

Chaucer's close. observation of dream "P'~!10mena provided t the . . 
basis for his detailed portrayal of dream proceases has 

fascinated literary c~itics. George Lyman Kittredge, for 

'" example, in h ia 1915 sasay on Chaucer, observed, "The 

physiologieal aetlology of dreams as weIl as their possible 

significanee, was a subject ta which he {ChaucerJ returned 

aga in and aga 1n" Kit tredge spSCU la ted tha t Chaucer May 

have had unusua.lly VIVld dreams l ike Caedmon, Shakespeare, 

or Coleridge In his opInion, "ThIS consideration reduces 
<{, 

the amount of convention and Increas'ès the proportion of " 

fact in Chaucer's employment of 'thè device "2 Over fifty 

years l,ater, James Winne; (1~7'\ c,C]J1tinu,ed in thlS vein, 

speculating that in the absence of an accepted theory of tne 

imagination, the dream experience provided a close paralfel 

• to the experi~nce of poetie invention. W inhey ~cone luded 

that "for ,'Chaucer the dream poem seems to have provided-a 

means of understanding the~ereative process on whieh his 
:II-

work depended." 3 

While not-entering too deeply into biographieal 

questions, we May conclude that some combination of literary 

knowledge, authoritative sources anc! personal 
--' 
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led Chaucer t; move beyond the ,overt didacticism j1f 
preceding ~eam allegory to the op~n-ended, dre~-like 
st~uct~rle of his earl~ dream poems. It:t the course of 

transfol"lIling the dream genre, Chaucer shaped an innovative 

techn ique for combining serious moral instruction with 

,entertainm-tnt. Wolfgang Clemen refers ta this breakthJ:.Ough 

as "a new art of silenee.". 

Chauee r has e Leill'y evo l ved a nove l process ta impart 
,--.-~ ........... the significance of his poe,ms--a process ihdeed that 

strikes us as almost modern. By putting different 
elements together f(lithout comment, simply by the 
sequence or juxtap"<ls.i tion of his episodes or symbols, 

" rye can convey a defin.~· e way o,f interpre~tation, a train 
of possibilities, a li e of ehoiee The reader is ' 
alw.ys left) to draw h' s own ~one lus ions. The' s ign if­
ieanee' however ltes ir·-the realm o'f imaginative, 

,poetie logic; in the 'lcrgie of imagination' rather than 
. on the plan e of mere log ieal deduct ion. 4 , 

In other wor~s, by avoid~ng a set of pre-ordained answers, 

Chaucer invo l ved the reader direct ly in th,e prob lem-sa 1 ving 

proeess. H i8 poetry àwakened the, reader' s "aive "wonder­
~ 

ment" ahd questioning sr:ate of m,ind linking him to the 

freshly responsive attitude of Chauc~r's own drean 

personae. 

Seen in light, the Book of the Duehess and th\ ~ 
... 

Earlj;ament of Fowls, often eritieizt9d for their random 

organ ization and unassimilated literary borrowings, become 

eomplex poetie'unities of related scenes and images. TQe 
, . -~) 

plae ~ment', 'sequence J and relevanee to the whole -of 1:hese , , 

apparontly heterogenou's elements ean be seen to .carry lDuch 

5 
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'the same potential for meanin, as symbol ~lusters in àn 

individual's dream. Freud's description of the "Ileans of 

representation" in' drealls can aid la in under:standing this 

procesB.~ When we read Chaucer's early love visions in 

terms of the "fus'ion," "condensation," and "displacement·~ of 

Freudian dream theory, his undisguised borrowing of 

r conventional themes, personae, and landscape takes on 

an inventi)e aspect. Clemen refers ta Chaucer's re-ordering 

of famil iarfs ign ifying e lemen ts as the "revers ing of the 

plus and min s signs." e Transferred to new, poet ic con-, . 
texts, the ccepted images and'} topai generate ironie.s J • 

and fresh perspectives as a tension is establisheâ between 
; 

their new m~anlngs and the reader's expectations based on 
• previous literary sources. Furthermore, the dream-like 

juxtaposition of images tends to establish an implicit 

confrontation 9f ideas which serves to replace the explicit' 

dialogu~ or earlier dream poems. In Chaucer's poetry. the 

complexity, of issues is richly unfolded, rather th~ reduced 

to a single. authoritative solution. 

-, ,. 

2. The Dream Poem as Context for Cultural Cryange 

Chaucer's technique of combining heterogeneous elements 

froll ~revious literary sources is typical of what Clemen 
1 

calls, "the style of. any outgoing period, one alread~n the 

process of breaking uP." 7 His creative use of conven-
) ~ 

6 • 
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tion,and his revitalization of in~eriteQ liberary devices 
, 

(topai, myths, sty1istic and rhetorical models) repre-
, -

sents a f,,;isition frdm the r~eh cla~~iéal, and Iledieval 

~radi~io to a new spirit of realism a~d relianc~ on 

perso~al experience cha~acteristic of the Renaissance. The 

rolè of the dream in this transformatiôn is signi'ficant. 
.lit 

Since the dr~am itself was an est~blished poetic genre, the ., 
willingness to shape its form in the direction of actua1, J.,. 

t drea~ processes ôffered great potential for organ-izing 
-/ 

cu 1 tura l 'exper ience. In other words, Chaucer u~d the 

poet id dream fable to accomplish the same results on a 

cultural level aS the pe~sonal dream accomplished in the 

psychic economy of the individual. In his book, T..he. 

Collective Dream fn:1rt, Walter Abell develops this\ 

viewpoint: 
. . • ri 

As imagery symbolizing underlying and ofte'n unconseious 
psycho-historieal deptps, wor~s of Q.,rt function in the 
mental life of society mueh as do dreams in the 
experienee of an individua1! Thus' we are ltld to 
coneeive the higher forms of cultural expression in any 

v society as manifestations of a collective dream. e 

Though this /statemen t is. no doubt, deba~ab le, i t seems to 

have ap~ icab i l ity to ChauGer' s ear ly art in which thé 
'1' 

poetic form was a s illul,at ion of the dream and the- dream 

components wefe the sym~ols and ideologies inherited by 

fourteenth-century soci~ty. 

:\ 
't 

Why would Ch'aucer fïnd this r~fo~Dulatioh.desirable? 
, , , 

Perh~ps a olue cOlles in Huizinga' s ~scri?tion of the 
0"--~ . 

) . 7 
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depreoiation of late Iledieval illagery., Acoord~ng to~ 

Huizing'a,' the Middle Ages showed a marked tendency to elllbodY 

thought in con crete symbols ançl images ~ but forfei ted the ') 

san.ctity of these f~rms tprough exce)si~e exposure and ' 

particularization. 9 By the late fourteenth century the o 

vast network of cultural emblems available to Chaucer had'. 

v become frozen in a literature of exaggerated convention and 
\ , 

over-elaborate 'Ornament:. The fr,ee, imaginat-i ve structure of 
~ 

~ tb~ dream allowScl Chaucer to arrange established symbols 

such as Venus, Nature, the Paradisal Garden,. and th~ House 

of Fame in freshly humorous or ~ronic-combination. In 

Freudian terms, he could ~ake them the irrationally 

connected manifest content for a deeply sign~ficant latent 
\ 

, content to be deciphered by the waking dreamer. If, as 

Huizinga contends, the late medieval familiarity with 

traditional images led ta solidifica'tion, rigidity, 'and a 

"disintegration of aIl mystery," then the creative juxta­

posj,tion~ of' thes~ image's' in Chaucer' s' dream' narra.tivJs 

constituted a mode for the recapt.~re 40f t'heir evocative 

I:'ower .. 
lA 

l • 

It is my the~is, then, that Cnaucer developed the 
-

allegorical dream poem according to a realistic dreall model . . 

ih order to achieve a new kinQ ,of problem-sol~ing capable of 
" . 

b~anèing the conflicting truths ïn late Medieval society. 

( Ta support this 'V4ew 1 âpproach Chat,lcer' s work from three 

.6 
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perspective~ .. ~irst, l eX~Bine previous dream alieaories to .' ' est,blish. the conventions of the genre trom ~hich Chaucer's ' 

innovations can be measured. lncluded ~n this section ia a 

discussion of the rhetorical background for poetic probleu-
1 

solving whieh shows the evolving efforts of\allegorical 

poets to treat philosophiea! issues in their work. Next, l 

explore the analôgy bet3een dréam and allegory to elarify 

allegory's suït~bility to the dr~am ,vision and to denon­

strate how a more realistie model of the dream eould better 
'1.. 

deal with eomplex ideolog~eal eonfliets. Finally, 1 look 

elosely at two of Chaueer's dream poems, tne Book of tb~ 

Puchess and'tbQ Pa~liament of Fowls to demonstrate 

how Chaueer's poetie dream works in practice. 

o 
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CHAPTER II 

• 

1 . r 

THE CONVBNTION OF ALLEGORICAL PREAH VISION 

, 
1. The Rhetorical Background to Poetic Problem-solving \ 

~. ~. . 
The~ream convention appealed to allegorical poets as , 

a means for eommunieating philosophieal ideas in an enter-

taining and appeàling way. The ideas thellselyes were . 

typically S,efeeted from a med ievaI str:;>re of autho9tativ~ 

doctrines. Presented allegorically, the poet's message 
\ 

usually emerged as a undfied ideologieal statement either 
" ... 

implicit dr explicit in the literaI text. For Chaucer, 

however, as for the twelfth-century Chartrian~ who tried to 
1 

reconcile ciassicai learning with Christian revelation, the 
, 

juxtaposjti6n of'inherited answers often led to disturbing 

contradictions that refused to be solved !ogiealty. In 
, 

response to th~s predicament, poetry with its capaeity for 
\ 

figurative, imagistiq expression became more than an enter-

taining m~ans of revitalizing old truths; it became an 
• 

essential ve~iaie fo~ diseovering new ones. To tulIy 

understand the poetic solution represented by th~ dream 

genre we must, therefore, plac~ its use in the context of a 

classical debate on the relation of Po~ to philosophy . . 
Although Medieval poètic theory evolved from the ~ictull 

i 
expressed in Horace's Ars poOtioa that poetry's role was • 

~ . - 10 
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to both entertain and instruct, the understanding of how 

" \. _ <t., 

this dual function was to \be carried out raised questions 

about the value of poetic form in relation to its content, 
'. .ft, , ,. 

about the kind of truths to be taught, and about the re'la.-

tive importance of the reader'. emotions or intellect in' 

r~sponding ta the poem. Two theoretical traditions arose in 
~ 1 

response to these questions: one rhetorical and persua~iveJ 

the other dlalectical and intuitive. 

The first tradition derlved from classical rhatorical 
,~ 

theory found in Cicero's De lnvent~one, the Pseudo-

Ciceronian Rhetorica ad Herennium, and QUlntilian's 

Institutlo oratoria.~ In the late twelfth century 

the same rhetorlcal formulas reappeared ~n the writlngs 

of Matthew de Vend6me and later in the Poetria nova 

(l~OO-12l5) of heoffrey de Vinsauf. In their efforts to 

devise a poetîc theory b~sed ~n anéiJnt'models, medieval 

rhetoricians trpnsferred the pragmatic gdals of oratory to 

those of poetic expression. 1f, as Cicero wrote, the 

pur pose of e~egant style or eIQcutiQ'W~S ro persuade, and 

the supreme orator was a man, '~,whos, speech instructs, 

delights and moves t~e minds of hlS audience,"2 then the 

poet; likewise, must decorate hi~ ideas with figures of 

• 
speech d~Signed to appeal ta t~ emotions. This view 01 

l 
... 

rhetoric implied a literary practice in which the choice of . .. 
pertinent"authoritative doctrines for instruction preceded 

11 
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the selection of ornamental "tropes'" de'sign-.d" to present 
. . 

these preeepts in a pleasurab1e way. The ~~~wle~ge conveyed 

was presuma~ly something already known and its mode of 

expression merely a useful means of securing emotional 

assent. .' 

An alternative tradition attempting to'link poetry and 

philosophy derived trom the theories of Saint Augustine. In 

his fifth-century treatise, De doctrina Christiana, 

Augustine set forth principles for interpretation of scrip-

ture. AccorQing to Augustine, poetry was not merely an 

entertaining ornament, but a .necessar1 form for communi­

cating profound ideas, Wh(ich could on 1 y be approached through 

image and likeness. The ambiguities of poetry were the 

stimulus required to lead the reader into a philosophic~l 

inquiry ~hat would yield,discovery and new understanding. 

Augustine' s defense of scriptural obscur..ity led hlm' to draw 

a distinctjon between literaI and figurative writing which 

1 t 
eventually',served as a guideline for allegorj-cal interpre1:a-

\ 

tion in th~ Middle ~ges. 

\ 

\ 

ln hi~ "Egyptian Gold" passage, for example, Augustine 
\ 

argued for dhri~tian use of pagan authers by advecating a 

search through ,he'integumenta of their writings for 

va1uable moral teachings applicab1e-tp Christianity.~ 

According te Augustine, obscurity was'both pleasant and . , 

us.f~l •. Rather than needlessly canfu.ing the reader, the 
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diffioulties provided by the text helped the reader to 

\ 

'\ 
ov~rcone pride by work. In intelleotual natters, the rigors 

of deoiphering had the benefioial effect of preventing~the 
/ ~ 

mind from disdaining a thing too e~sily grasped. The 

funotion of figurative language, then, was not decoration 

and pleasure, but the conveying of truth in a wa~ that is 
- - 1 

_ Most impressiye ta ~he inquiring mind. ts Augustine 
, 

emphasized, "No one denies that things are more readily 

lear~ed through similitudes and. that these things which are 

sought with difficulty are more pleasantly discovered."4 

Aspects of Augustine's defense of figurative language 

occur in Macrob ius' essay on the "·fabu lous narrat ion ''-1n 

his Commentary on the Dream of Scipio. Ta support his 

argument for the obscuring use of fable in poetry, MacrobiuB 

points to a directive from Nature. Poets disguise their 

truths bt:}cause: 

~ 

they realize that a frank, open exposition of herself 
is distasteful to Nature, who just as she has withheld 
an understanding of herself from the uncouth senses of 
men by enveloping herself in varie«ated garments, has 

J also desired to have her secrets handled by more 
prudent individuals through fabulous narratives.~ 

Augustin\'s ideas are found again'in Alain de Lille's 

AntiolaudiaDus·(o. 1182) where the difficulty of deoi-

phering a tex~ is deseribed as excluding the unworthy from 
" . 

the'knowledge of holy things. e In the fourteenth oentury, 
, 

13. ' 
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Boceaeeid, in his discussion of poetry ~lsè prai.es enigma 
.j, 

and deseribes thé-sttenuous d.cipheri~g proees5 as 'anal~90us 

ta the waking dreamer' 45 strug,gle 'to elucidate the obst:ur-

ities of a drea~: 

You must rlbd, you must p~rservere, you must sit up 
nights, vou must inquire, and exert the utmost power of 
your mind. If one way does n'ot 1 ead to the des i red 
meaning, take another; until your strength holds out; 
vou will find that clear wh1ch at fi~6t loo~ed dark.~ 

He adds, "for we are forbidden by dIvine command to give, 

is holy to dogs, or to cast pearls bef~re 
'\ 

swine. ". 

Au~ustine basés his discussion of figurative language 

on a distinction bet,ween "let;ter" and "spirit," between ,j 

literaI meaning and the ~ext read.according·t~ an interpre-

tation of "charity." In AugustIne' s v iew, ,char l. ty 1.S 

the motion of the soul toward the enjoyment of Gbd for 
His own sake, and the enjoyment of one's self and orte's 
neighbour for the sake of God; but 'cupidity' is a 
motion of the soul toward the enjoyment of one's self, 
one's neighbour, or any corporal thing for the sake of 
something other than God.· 

Since the script'ure "teaches nothing but chal"'ity,. nor 

condemns anything e~cept cupidity,"l.O we can assume t:hat 

a concept ~xpressing charity can be taken literal~y, but a 

concept expressing cupidity must be figurative and inter-.. 
-

preted in terms of its côncealed meaning consistent with the 

spirit of the text .. In Augustine's words', "What ·is read 

should be subjected to diligent scrutiny until an inter-

pretation contributing to the ~eign of charity i5 pro-
j ~ , , 

14 
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duced.~~ He captures the same idea in the analogy of 

kernel and husk: "?halleful aots and inoidents in the 

Scripture are aIl figurative, and their seorets are to be 
\ .' 

removed as kernels from the husk as nourishnent for 

charity. "12 41 

1 
Fo110wers of Augustine take up this metaphor as a model 

fqr readingl their own literarY,works. We find it, for 

examp1e, in th~ moralized account of Statius' Thebiad 
"; 

written in the sixth cehtury and attributed to Fulgentius: 

, Not uncommonly poetic songs are seen te be comparable 
with nuts. For as in a nut there are two parts, the 
she11 and the kernel, so a1so there are two parts in 
poetic songs: ihe literaI and the mystical senses. 
The kernel lies hidden beneath the shell; beneath the 
literaI sense lies the mystic understanding. If you t 
wish to have the kernel, you must break the shell; if ~ 
the figures are to be make plain, the letter must be 
shattered. The shell is tasteless; the kernel is 
flavorful to the taster. 13 

\..." ' 

In Alain de Li11e's the Complaint of Natu~e,' when the 

speaker asks about ebscurity in poetry, Nature replies with 

the 5ame 'shell-kernel' analogy: 

, Yet in the superficial shell of the letter, the poetio 
·Iyre sounds forth faisehood; but within, it speaks to 
those who hear, the secret of a higher understanding, 
so that the exterior shel1 of falseness having been 
cast ~ay the reader may-discover within secretly the 
sweet kernei of truth. 14 

The distinction between literaI and figurative appears 

again irt the writings df the tweIfth-century theologian, 

Hugh of St. Victor. In his 0 idascai ieon (".On the' Stùdy 

of l<eading") Hugh continues the tradition of Augustine 's 
~ .. . , 

15 
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Do do~trina Cbristiana ~y presenting an allegorical 
L 

approach to the reading of scripture. Hugh distinguishes 

between tbree orders of exposition: the letter# the sense, 
", - and the deeper meaning or sententia. 15 Observing the 

contrast between the frequent illogic of the poetic surface 

" and the unit y of ~he deeper meaning ~overed from it, Hugh 
, 
writes: 

The divine~eeper meaning can never be absurd, never 
false. ~though in the sense, as has been said, many 
things are found to disagree, the deeper meaning.admits 
to no contradiction, is always harmonious, always 
true. l.8 t ~< 

He, like Augustine, justifies,the difficulty in deciphering 

as part of the pleasure of aequiring knowledge: 

Thus also is honey more pleasing because enclosed in 
the comb, and what ever is sought with greate~ effort 
is also found with greater desire.l. 7 

The views of Augustine and his followers have led t6 

two misconceptions abo~t the relatioo of poetry to 
f,l: \ , . 

~ philosophie truth. The first, based on Abgustine's emphasi~ , 
f 

\ on "an interpretation eontributing,to the reign of ch~rity" 

has led some reeent critics to conelude that secular as weIl 

as sacred mèqiev~l texts could be analyzed to reveal a 
r 

consistent statement of Christian doctrine. According ta 
J 

Huppé and Robertson (1963). 'for, exallple. "The poet' s 'func-

tion was to express in terms of the figurative and the 
• 

fabled the doctrinal truth which the homilfes and the con~ 

16 
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fessor presented The second misconception 

r • 

is the discounting of the poetic vehicle.as part of the 

final truth that is apprehended. "The kernel is what iB 

important; it is to get at this that we oraok the shell. 

The shell has no other value. "19 And again, "Eloquenoe 

unrelated ta the revelation of truUh is a holiow shell. The 

peroeption of the truly beautiful oomes not from the shell, 

bu t from gain ing the kerne 1 after break ing the she Il. .. 20 

The pleasure in poetry, in this view has been redireoted 

from the letter to the truth it contains,21 
-........., 

An alternative interpretatian of Augustine~s ideas 

whioh reasserts the power of the ~tter oan bQ" foUnd in the' 

School of Chartres. Flourishing i~t~el~th~entury, the 

School of Chartres was a center of rat-,ionalist,. 'sGientific , 
thought and philosophie Platonism. rts poetic Iollowers had 

+ 

a strong influence on Ch au c'e r . lin t.he~r ~t~emPt to reeon­

cile eloquentia and scientia, the arts of rhetoric 
,/ 

q ! 8f1d th'è seiehces o~ the a'ùadriyjum;- the Chartrians e1e-

" 

vated paetry ta a new statu.s. The poetio farm itsel"'1 

became important as the only means of cammunicating the 

relation between visible nature ~nd its ,underlying reality~ 

In their view,\"poetry had a "syncretis~io" aspeot in that 4 

~~ vetY structure was instrumental in combining and 

reconciling different beliefs. , According ta Winthrop 

Wetherbee's study of the Chartrian influence on twelfth-. 

.' \ / 
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century poetry, the thinking of this school began and ended 

in a kind of poetry: "poetic intuition fwaFi7 finally the 

l~nly meaDS of linking~~hiloso~hy.and theology, pagan 

anctores and Christian doctrine, -sapientia and 

.-.eloauentia ... 22 

,/ 

Looking to Plato's Timaeus as the embodiment of the 

, . 

Chartrian ideal, poets such as Alain de Lille and Jean de 

Heun used their poetry to explore philosophieal questions. 

The central insight of the Timaeus, that an analogy 

exists between the microcosm of man's constItution and the 

maerocosm of universal order, laid the foundation for an 

ideal union of poetry and philosophy Plata' ~ vision 
.. 

appealed to these writers as "a model of reality which could 

be 'read' a llegor Ica Il y as a means 'to ph i losoph ic und er-
l , 

standing "24 That \lS, the very nature of the philo-

s6phic Insight requlred metaphor and a~ogy as a mode of 

expression, The application of this principle canwbe seen, 

for example, ln Alain's Complalnt of Nature where aban-
\ 

donment of Nature's law is reflected on the human leve} in 

the metaphor of disordered language and sexual perversion: 

Man is made woman, he blackens the honor of hi:;; sex, 
the eraft of magic Venus makes him of double gender. ~ 
He is both predieate and subjeet, he becomes likewise 
of two declensions, he pushes the laws of grammar too 
far. (l, 18-21) 
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" The high\v intuitive subjeot matter of the TimaeUB \ 

} provided a further justifioation for the union of poetry and 
\ 

phi losophy. In the Timaeus, Plato untolded his cosmo-

r' logical vision of a divine demiurge creating the universe as 

a 1 i ving . creature having sou 1 in b'ody and reason (34 B). 

Introduc ing his work, P lato declared tha t his accoun t, BO 

far from being exact', could not even be consistent within 

Since hlS vision was not easi1y reduc1.ble to 

an exact literaI statement of physical laws, :poetry became a 

necessary maans of conveying the knowledge i t contained. In 

.,other words, profound intuitive philosophy such as Plato's 
r 

could n'ot be e.lcapsulated in neat kerne1s of wisdom easily 

extracted from their S~lng, It had to be exper~~nced as 

inseparab le from the poetic means themse Ives, 

Interest ln the Timaeu's lead to an evolution of the 

poet's philosophical perspectIve as weIl as of his poetic 

form, As Winthrop Wetherbee observes, attempts to explain 

Plato's idea of a world soul "led directly to the devel­

opment of ~dea of a more or less autonomous 'Nature,' 

operative in cosmic and human life and insuring Droral as 

weIl as physical stability. "23 Alain de Lille, .. 
. 

for example, drew upon Plato' s cosmology to develop hi:3 

ideal concept of a universe lJased on a harmonious relation 

of erotie love, natural generation, and heavenly love. The 

forlO he ehose was an allego ical dream vision in whioh 

• 
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-. ppilosop"h)cal dia~ogue ornamen,ted with rhetor~bal tropes 

J , 

conveyed h~s.message. Chaucer. in turn; ~popted Alain's 

~. "p,hi!.osophical model in the Parliament of EORls, but 

communicated his concept of universal ord~r through 
l 

\ 

significant place~ent of poètic images such as Venus' temple 
./ 
" or Nature's garden, r~ther than through explicitly didactie 

discourse. 

• 1 

The Chartrian philosophers made "another departure from 

Augustine in emphas1zing ,t.he role of nature as weIl as 

ser ipture as a sou rce' of truth. If the na tu raI wor Id' were a 

- visible reflection of a divlOely orda~ned cosmie order, then , 

l, i t J too beeame a text wi th vei led mean ings . The same' 

çoncept, as we have noted, was implied by Macrobius' image 

of Nature's protective raiment. In thls light, the Char-

trians read the ane ients, not w i th .. a s ingle-minded view to 

char i ty" as 'August ine had suggested, bu t w i th an eyé to' ·the 

integumentum, the covering whiehlcarried hidden signi-

ficanee in myth or fable an,d which could reveal universal 

spiritual, moral, or cosmolog.fcal truths coexistent with 
'" , ~ 

theology, That is, th~ Chartrians regarded the le'tter 

i tseIf as important. not as a chaff to be discarded, but as 

" the only real source of meaning available for rational 
"~ 

ana'lys is , In this respee t ,_ they have follnd the eoncurre'nee 

of Many modern readers. As Morton Bloomfield &tated in his 
tQl 

study of allegory, "the literaI sènse of fiction alone i8 

20 ... 
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.profou~d, for it alone ~ontains the possibility ,of other 

,Ile~ni\ngs -.28 

, 
Chaucer, faced with such contradictory systems as • 

t 

courtly love and ~ristian charity, c'lassic deities and 

Christian vices and virtues, rationaliB~ consolations and 

~ actuai human suffer ing, had i!':o devise a form cap.ab le of 

( organizing complex truths into a meaningfup perspec-

\ 

tive. Although the frequency of clas$ical rhetorical 

devices in hi:~t.ry and his often e'~pl 1c-1 t concern wi th 

t~e means of ex~essian seem to indicate Chaucer's closeness . 
to the ciassicai rhetoricians, his willingness to parody the 

salr\e 'tievlces in other works such as the Nun' s Priest '5 

~, ~mplies the tropes themselves may have served a 
.. 

different purpose in Chaucer. 27 As we shail see in the 
. 

Book of the D~chess and the Parliament of EOwls. 

rather than embelpshing traditional ,truths, the ironie use 

of tropes could serve ta evoke previous contexte in which 

phi losophical ideas were raised. 

ln the end~we may conclud~ that Chaucer adhered more 

ciosely to the Chart.ian ideal of poetry than to the advice 

of the rhetorician~. His ai~ was not merely to clothe old 

.ideas in elegant new dressJng, but rather to explore philo-
, . 

sophical questions by ~maginative means'which wouid trans-

ce~d the powers of logic. To this purpose, he used ~he 
\ 

aiiegoricai dream genre inherited from BoethiuB, Alain de ,P 
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Lille, and Jean de Meun, but pushed it beyond the clear 
:: 

equivalences of traditional allegory to a more openly ~ 
~J'" 

suggestive lform based on a realoistic mo~el of the dream. 

We will look now at some of Chaucer's prececessors to 
1 

~scertai, their use of the allegorical dream vision 

poetic lIleans' for ~o!veYin'g phil'osophical truth. 

as a 

2. Boethius: The Consolation of Philosophy 

A logical starting point for a study of the allegorical . 
dream ~radition cornes in the wor~ of the sixth-century poet 

and philosopher, Boethius, ~hose Consolation of Philo­

saphy was admired by medieval and Renaissance readers. 

The Coosolation, with its graceful style aQd profou~d 

thought, p,rovided an outstand ing example of the successful 

union of instructiop and literary delight. rts ·r.~flections 

on the existence of evil in a world ruled by Providence 
"'" ~ 

~peale~ to a wide audience includin~ b6th Latin-educated 

clerks and interested~laymen who obtained the work in the , .. 
vernacular. One testimony to the book's popularity was its 

~ . eminent list of translators which included not only Geoffrey 

" Chaucer, but Alfred the Great, Jean de Meun, and. Queen 

Elizabeth 1. 
~ 

-Chaucer drew upon the Consolation as a socrce of 

beth philosophical id~as and literary structure.' B~ethius' 

view on the inconstancy of Fortune, the rel~tion between 

22 
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div±ne ~nowledge and ind,ividual free will~ and the asc:ent 

from transient worldly pleasures ta a~ apprehension of Gad 

as the s~preme good can be recegnized in the Book 9f 
~. , 

the Duc:hess, the Knight's Tale, a~ the cenc:luding 
~ 

stanzas of the Troilws. As V. E. Watts comments in ~~s 

1) Q \ 

translation of the Consolation, "almest aIl the pass-

ages of philosophlcal reftec:tlon of any length ln the wprks 

or, Chaucer can be traced to Boethius. n:;::& A c 10se exam-

1na tlon of the Con'so l~ t;.on~ therefore; wlll be usefu 1 

ln ,reveallng how Beethius concelved of poetry' 5 relation te . . , 
philosophX and how, as a consequence, he employed the poetic 

dream vlsion to convey hlS phllosophlcal message. 

The problematlc role of poetry ln a p~rely p~ilo-

sophlcal quest becomes lmmedlétely apparent ln the opening 

\ 
Ilnes of the Consolatlon when, followln~ Boethius' 

lntroductory elegy, Lady Phllosophy banlshes the Muses trom 

tbe poet· s beôsl.de. Her anger 1·5 in respon?e ta Boethius' 

passionate poetic·complalnt recalling hlS former joys and 

deridi~9 "flckle Fortune" who hps robbed hil3' of youth and 

wealth (l, i).2. From the glory of hlgh estate, he .. 
complains, he has been reduced ta exile and impatient 

long ing for dea'th. In ~hilosophy's ~iew, the c:rim~ of the 

Muse$ who insplre such verse is their association with 

uncontrolled emotie~: 

23 1 
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These 'are the very wOlnén who kill the rich and fruitful 
barvest of Reason with the barren thorns of Passion .. 

~>, Thè'i- habituate Ilen to theïr sickness of Ilind instead of 
1 curing them (1, i). 

'" 1 

As àn antidote to the debilitating Huses of e'legy, Philo-

sophy introduces her own set of Muses whom she claims have . 
the power to "heal and cure" (I, i), In fact, far from ' ... . 
shunning poetry, she uses it in alternatin~ doses with her 

"stronger medicine" of prose d ialectic to comfort her pupil , 

sweeten his learning with memorable 1ines, and hearten him 

for the next stage of instruction, ÇlearlY, Philosophy 

distinguishes between two orders of poetry--one decadent and 
.. 

undesirablej the other worthy and useful. 

" \ 

The elegiac couplets of the O~ening metrum exemplify 

Boethius' use of the "undesirab1e" sort of poetry. As Anna 
, 

Crabbe observ:es in her study of literary desi-gn in the 

~ua~~~~1 Boe(hius' introductory poem seems to be 

Dodelled 0 Ovid's late elegies , the Tristia and the 

'" Bxponto,30 Ovid wrote these bitter lamenta at the 

end of his life when, like Boethius who was sentenced to 
. 

illprisonment and death, he was condemned to exile on the , 
Black Sea coast. In Crabbe' s view, the identification wi th 

Ovid at the outset of thè poem represents the bottom of the 
J 

scale ln a hierarchy.of rea,otions to adversi ty. The scale , ". 

ascends to the enlightened vision of 

earthly vicissitudes and pursued only 

For .Boethius, the reversion to Ovid's 

24 
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Phiîos~ical .i~doD. 
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an abandonllent of the philosopher's pursuit of .truth for the 

delusory conforts of emotional self-indulgenc~, Philosophy 
<f 

COllllents that refuge in this type of poetr.y tiee a man to . \ 

his iliness instead of lifting hill ou't of i t (I,i) " She 
~ 

pr~rs reason over passion, dialectic over self-pityirig . '" 

emotion. 

The divergent moral status of poetry and philosophy lS 

dramatized allego'i-ically by the rivalry between their 
" 

contrast ing female perSbn ificat ions. Phi fosophy p lays the 

virtuous lady ta poetry's strumpet Muses. This opposition 

recalls the disreputable Muses of Plato's Republic 1IJho 

" were ban ished from the ideal sta te for their ass'Oc ia-

tion wi th exeess emotion and faise ornament. 31 In the 

Consolation, the Muses are histr ionie creatures willing 
& 

to sing j OYQ..US lyrics at one moment, on Iy to tear their • , 
cheeks and dictate mournful elegies the next .. Their vari-

ability allies them with the "randoll goddess,:' Fortune, 

whose inconstancy is deser ibed a t lengtJ.h in Book II. 
\ . 

Boethius admi ts that the Muses have always aeeompan ied him 
1 

" in giving ~nt to his emotions: In his youth he "collposed 

with eager zest," but now he is "~riven by grief to shel\er " 

in sad songs" (l, i). In Philosophy's estimation, the Muses 

a're ~sterieal slut}s" who approach a s:ek man' s beds\ide and 

offer "sweetened poisons'" to aggravate his pain (l, i). 

They ar'e ·• .. sirens .. who dare with "deadly entieellents" to 
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seduce Philosophy's favorite pupil from the nobility of his 

forller task. 

'Philos6phY, on the other hand, ~s a figure of queenly 

bear~g who displ~ys sc.eptre and book flS the symbols of the 

sovereignity of her intellectual quest. She enters w·ith 
\ 

Il imper1ious au thori ty," her eyes .. al ight wi th fire." Her 

costume of ~perishable cloth w&ven with learned allusions 

has been fashioned by her own skill. The damage done J6 it 

through dusty neglect or tearing by .. the hands of marauders" 

has been the fault of others, not proof of her compliance 

with changing fortune. Her height, which ranges from human . 
dimensions to a heavenly grandeur, implies the J1eights to 

, 
which she leads\ her mixture of youth 

enduring vitalt;ty of her wisdom. 

and age indioates the 

Tt is no wonder, then: that Lady Philosophy dismisses 

the. "sirens" of poetry and invites in their stead her own 

servànts, Music and Rhetoric, as aids in her philosophical 

, task. E:oetry is acceptab le if i t serves a d idact io aim, if 

it raises th~ mind to higher perpectives and enlightens it 

with true knowledge. This requisite becones the theme of 
, 

the second metrum in which Boethius' former interest in 

astronOIlY, fit subject for philosophical ~etry. i8 oon-

trasted with his present reversion to s~ntimental elegy, 

Whereas his earlier speculations brought him upward toward 

light and freedo,. his present- "deep despair" leaves him a 

26 
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"prisoner of night" condellned "to contelOplate the lowly 
, 

dust" (l, ii). Philosophy reoognizes that poetry, wh~n used . 
,.j 

with "caution," can be an antidote ta excessive passion.~ In 

sma11 doses it can prepare the mind to ascend ta the more 

powerfu1 remedies of philosophical argument. Ta one ,~ 
"sw011en and calloused" with excessive emot-ion as Boe~s 
seems ta be, poetry' s "more gentle action" can serve as as 

homeopathic Medicine, tempering the mind to receive the 

sharper Medicine of pure reason (l, v). 

Philosophy's own use of poetry demonstrates her theory. 

In contrast to the four emotionally turbulent Metra 

delivered by Boethlus (I, i, iii, v; V, iii), thé Metra 

sung by Philosophy have a clearly instructive purpase. They 
1 

serve ta reiterate, exemplify and emphasize the prose argu-

m~nt, ta p~esent the issues in a wider perspective, or to 

anticipate or refer back to ideas in other parts of the 

poem. 32 Each t ime Boethius lapses irlto a "long and noisy 

display of grief (III, i) Philosophy responds with unper-

turbed reason. When by Book III Boethius has become more 

amenab1e to her teaching, the proportion of poetry to prose . 
dwindles considerably. By Book IV, prose vi, for instance, 

Philosophy abandons the pleasure of verse altogether te deal 

at length with the intricacies of her argument. Fifty-seven 

sections later she realizes Boethius~ attention is flagging 

and offers him the sweetness of song te refresh his mind. 

" 
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Lady Philosophy's u~e of poetry places her in the 

sohool of wr~ters who, foilowin, Horaoe, oompose to delight 

" ' and instruct. 33 ~he Horatian prescription fits neatly 

wi th Boethius' ohoioe of the anoien t genre of "oonsolation" 
-in whioh known remedies are applied as soon as a disorder is 

1 

named. 34 In both oases poetry performs a primariiy de-

oorative role in expounding well-formulated truths. In 

Boethius' Consolation this process gains the added philo-

~ sophical dimension of its association with the Platonic 

theory of anamnesis. According to Plato, all knowledge 

exists before birth and the education leading to the asoent 

of the sou1 is, in faet, a remembering of this know-
1 

ledge.3~ When Philosophy diag~oses Boethius' problem 
, l ' ~ 

as a forgetting of his true nature and endeavors ta remedy 

his .. b 1unt,d memory" (l, vi), she reveals her,.c loseness to 

this posi~ion. She will use prose dialeetie to recali the 

lines of philosophieal argument and poetry to state them in 

a dei ightfu land memorab le way. j 
The knowledge, then, that is "d iseovered" by thf') , 

dreamer in the Consolation of PhilQSQphy is really 

the authoritative knowledge known in advance<by the writer 
{ , 

and made pleasantly available to his audience. The insf'ghts 

offered by the poetic expèrienee are not something new and 

"intuitive to be ascertained within the poetie imagery " 
, 

itself. Although there is a process of education and dis-
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e01)'ery for the drea1ll~r, his destination ia char,ted in ad-, 

vanc~ and proclaimed with ~equi.vocal clarity in t,he prose ,.., 
" ,..4- ~ 

pass.ages. T~e poetry hJlS prepared the mind and seeured Ji ts 
J. ) 

eorlsent. l t has not~'distu'rbed precon'eeptions and forced the • 

- ~ea~er into an active seareh for inflovative solutions. The 
\. . 

- ·dreatt vrsion, in so mueh as it is a poetie device, serves 

\ 

t~ same purpose. lt sets the seene for deseent of an 
1 ~ ~ n 

aweso~e pe~sonifieation into the world of men. It àdds 

interest by leading the reader into an ~xtraordinary exper-

ienee and gives ~therwqrldly authority to Boethius' own. 

philosophies! position. 
, ) , 

Yet at two points in the Consolation, Boethius' use 

of poetry hints at wider possibilities for presenting philo­

sophiea 1 issues in 1 i terary fotm. In the Orpheus myth (l.tI, 
-\ 

xii) aiP the Ciree myth (IV, iii), Boethius implies a eoo-

fliet inherent in the human condition which impedes the 
, 

aeeeptance of merely rational snswers to man's dilemmas. On , 
, 

the one hand stands the e Iear order of tru th provided ,by 

logic and resson; on the other, th~ oomplex nature o~ man ~ 

imprisoned by the inevitable love of earthly things and. 
Il 

unable ta ascend to the realll of universaI' truth. The . 
intuitive message of these poetie myths set in contrast to 

.. 
the clear,logic of 

, 
important impli-the prose passages has .. cl . 

cations for Challcer . suse of the dreall vision. 
1 

~ .J 
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The OrpheuB myth appears at the end of Book, III when 

Lady Philosophy is concluding a long syllogistic prose 

discussion establishin~ the harmonious union of mutual love 

between Creator and Creation. Her pupil, who has beeI'} • 

" chaffing under the strain of so much in,voluted reasoning, 

~eclares, '''You are playing with me, aren't you, by'weaving 

a labyrinth of arguments from which l can' t find the way 

In his opio iO~" Phi lOS0)1Y' s falllt is 

that she 'has taken no "external aid;" ..irl1ê has not referred 
',J" 

ou t'" (II l, xii). 

at aIl to experience j. bat has argued her"point with '''one 

internaI proof grafted upon another so that eaCh\iOraww its 

credibiIity from that which preceded'" (III, xii)'? In re-
,~ 

sponse to her pupil's distress; Philosophy moves to poetry 

to ~ridge the gap between his human si tuation and her .. 
. . 

rational proofs of divine harmony . 

. 
Her poem is a retelling of the Ilyth of Orpheus and 

o 
Eurydice. Orpheus is a singe.r who, like Boethius, indulges 

in emotional elegies to mourn his 10ss, Like Boethius who 
, 

found no relief in self-pit y, Orpheus discovers that "his 

passions unrepressed IBurned more fiercel}t in his breast 
" 1, "-

(III, 'xj,,i~: .In 'defianc,e of the gods who have taken 

Eur,yçiice . s life J Orpheus descends to Hades. successfully 

appeals' ta- the monarch~of the,' dead. 'a~d secutes permission 
,j • '~o, ,(f' 

for Eurydice's_~eturn. H~ is bou?d by,oo~ con\~it"ion:, H~ 
.~ (.1 /. ~ • 

must not look back until she has been 8~fely conducted up ta . , . ' . ~ 

(.. ,t 
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the world of light. Despite the clear directive of reason, 

.Orpheus is dnable to resist the desire to see Eurydioe. He 
'-'L ~ .. 

turns around and she ~s·gone forever. 

Philosophy intendè this exemplun as an admonish-

ment to the prisoner bound by ~arthly loves: 

For who gives, in and turns his eye 
Back to darkness from the sky, 
Loses while he looks below 
AlI that up with him May go, (III, xii) 

In affect, however, the story only serves ta underscore the 

tragic contradiction between Lady Philosophy's rational 

certainty and the prisoner Boethius' keen sense of loss. 

Despit9 the perceived rightness of Philosophy's position, 

Boethius i8 st i Il bound by rAgrets for his former j oys 

(I,i), nostalgia for his earlier political prominence (II, 

iii), and anger at his isolation and betrayal (I, iv). 

Chaucer picks up the same conflict in the Book of the 

Duchbss, which in Many ways resembles Boethius' 

Consolation. By naying the grieving Man i~ Black tem-

porarily restored by the idealized memory of his lady's 
1 

character and then brought back abruptly by the inexorable 

fact of her ph~sical death, he is made to face the same 

dilemma: the contradiction between man's earthly desires 

and his perception of a harmonious order where Fortune's 

vici~situdes c~? have no hold. 

\ . 
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What Boethius emphasizes by the co~ast of prose and 

poetic passages is that prose is the l~n~uage appropriate tQ 

reason, while poetry is shaped by a complex mixture of 1 

reason, emotion, and intuition which more cbmpletely repre-
l / 

sents the human response to a situation, As~we shall see, 

Chaucer's development of the dream's associative potential 
"-

~ , 
permits him to take Boethlus' implic~tion even further: By 

presenting the accepted authoritative solutions to a problem 

"through fragments of famiIiar rhetorical debate, and the 

perspective from experience through emotionally-laden myth 

and landscape. Chaucer uses the dream to account fàr the 

manifold nature of truth and the need to eonsider aIl 

aspects of man in a problem-so1ving sltuation 

3 Alain de Li"lle The CQmp1aint of Nature 

l n the t w e 1 f the e'n tu 11 y the Lat in se ho la r, A lai n d e 

Lille, continued the exploration of philosophieal problems 

thrOUgh-{'iS ionary allegory, In his comPlai~_..,f Nature, 

Alain preserve~ Boethius' alternation of prQse passages w~th 

poetry and his use of an awesome female personification as 
t" 

soothing mentor to the poet Similar to Boethius, whose 
ft 

sol i tary lament precedee a vis ion (" l beeame aware of a 

woman stand ing over me," l, i), Alain opens his poem w i th a 
-

,distressed poet whose elegiae eomplaint is answered by the 

appearance of a female figure wh? glides "down from the 
J 

i 32 
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inner palace of the impassable heavens" (I, 2-4) and he.stens 

to approach hill. Alain 1 however adds a conciuding frame to 

hi~ dream by having the narrator awak~ f~n sieep and de-

clare, "With the mirror of this visionary sight taken away·, 

the previous view of the mystic apparition left me, w;ho, had 

been f ired by ecstasy in s leep" (IX, 249-51). F inally , 

Alain follo~s Boetnius' mode ôf unrave1ling a philosophie 

problem in Sopratic dialogu~ between a single visionary 

authority and a bemused ~reamer. As in Boethius' work, 

there is a notable disproportion between the minor ques­

tioning' role of the dreamer seeking to make sense of a 

disordered universe, and Nature's extended discourse offered 

to clarify his c10uded vision. 

Al though close 1y ad her lng to the Boethian mode l, Al-ain 
.) 

" de Lille made his own s ign if icant contribu t ions to the dream 

poem genre. 
\ 

First, on a thematic level, Alain narrowed down 

\ Boethius' concern with general philosophy ~o focus on the 
J 

topos of sexual lo1)le and a discl,lssion of i'ts relation to 
. ..>'"l, 

God' s order in the universe. The love theme cont.inued to 

flourish as tbe major subject matter of med'ieval courJ'y 

dream poet~y, with Alain's treatment of it providing a 

direct influence on the Roman de la Rose and later on 
t 

Cnaucer's Parlia~nt of Fowls. 37 More importantly, 
1 

) 

ho~~ver, for the development of"the dream form as a problem-

solving gen~e were Alain's,departures from Boethius-at 

33 
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the levei of rhetorical theory. ~hile both writers were 

~hilosopher-poets oomnitted tp expressing metaphysical , 

truths through visionary dialogue, Alain showed grea~r 
l ' 

t • 

conf~dence in the appropriateness of poetry to this task. 

For Alain, poetry, not prose, wàs the medium especially 

equipped to communicate non-material, non-rational concepts. 

His conviction led· him further than his predecessor in 

exploring the figurative possibiliuies of language. To 

clarify the differences between Boethius and Alain de Lille 

over poetry's role in philosophical Qiscussion, we might 

look at the rhetorical ~heory of Macrobius whose 

Commentarv on the Dream of Scipio w,s available \0 both 

writers. ) 

J '-. 
( 

In the section of his CQmmeotar}!: deal ing with 
4 

the :'Fabul,ous Narration" (l, ii}" Macrobius justifies the ,J 

philosopher's use of fable, both of his own invention and 
6 

those drawn from earlier classical sour~es. By pointing to 
\ 

the examples of Plato, Homer, Cicero, and Virgil~ Macrobius 

demonstrates that fiction performs a legitimate role in the 

establishment of transcendent ideals and moral sanctions 
/ 

~among men. The teacher of wisdQm, however, must be cautious 

to select It::--;ight kind of fable for his purposes. In a 
\ 

series of distinctions, Macrobius differentiates between 

fables which Ilerely."gratify th~ ear" and are false in their 

'\ 
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in~erior meanings as weIl as their outward expression, and 

" the narratianes fabulasae, which promote virtue and 
, , 

truth through fictional plot and setting (l, ii, 7-9), 

I~he?Complaint of «ature, Alain echoes Macrobius' 

categor ies k fable' by making them the basis for Nature' s 

f reprimand of the dreamer in Prose IV. Nature is shocke~ at 

'the dreamer' s over-l i terai under~t,and irig of poetry: "Oost 

~u attempt ta give faith to the dream fancies of the poets 

, Does not philosophy's saner treatment file away and 

erase with ~igher understanding that which is learned in the 

ch i Id' s crad le of poet ic teaching?" (l"V, 196-201) While 

some poets. "in toxlcatœ" the ears of their hearers and be-

-wi tch them wi th a "melody of honeyed delight," others use 

the extetior of fable ta cloak "the mystery of loftier un-

anding" (IV, 205, 211). Nature agrees with Macrobius' 

philosopher who is pru'dent in handling 

s cred matters, might choose to present his holy t~uths with 
~ \ 

"respectab le even'ts and charactEt,rs. beneath a modest 

veil of allegory" (l, H, 11), 
\ 

This description of the philosopher's use of fable also ' 

resembles the views of Boethius' Lady Philosophy who invoked 

the Muses of Music and Rhetoric to en~erta}n and enlighten ~ 

her auditor. However. other statements from Hacrobius con-

cerning the limitations of language lead to Alain's Dore 

advanced position that poetry's use of analogy and metaphor 
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is uniquely suited to drawing the reader's attenti~towards 

Qoncepts incapable of direct, concret~ ex~~ession. After 

~is discussion of narrative categories, Hacrobius turns to 
~ 

the philosopher's need to convey conc~pts which "not on1y 

pass the bounds of speech, but those of human comp~ehension 

as we Il'' (l, i i, 14), concepts such as nature, the soul, and 

the divine order of the universe. Such invisible causes and 

essences can only be discovered in their visible manifesta-

tions, that is, in the phenomena of the natural world. To 

communicatë~these transcendent ideas, the philosopher-poet 

must follow Nature's model by representing invisible forms 

figuratively in the tegumen of his fictional exposi-

tion,3e As Nature presents the archetypal ideas of 

the divine mind in the ima~e of the material universe, 50 

the poet must make verbal pictures to aid the human mind in 

l' ascent to divine truth. 

Macrobius' ideas take dramatic form in Alain's 

Complaiôt when Lady Nature describes the same restric-

tions as the philosopher-poet in bringing divine conoeptions 

into a material realm. Her figure its~lf, with its elab-

orate allegOr\Cal ,costume is a poetic c~ncession to the 

dreamer's earthly vision. ,As the narrator.explains: 

. she depicted for my mental perception the image 
of a real voice, and by this brought into actual being 
words which had been, so to speak, archetypes ideally 
preconceived. (111,17-20) 

" \ . ,. 
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Nature describes herself,as the lowly ~isciple of the 

Supremè Creator, the vicegerent of God. She creates through 

rep1ieas of the Divine Image, but God, as th~ Source and 

Creator of aIl, brings Creation "out of the spiritual + 
of His inner préc~neeption into the exterijal mode: He ex­

presses in a material world the mental word conceived from 
1 

the ever last ing foundat ion of the un i verse" (IV, 315':17). 

Whi1e Nature directs man's earthly existence, God contraIs 

the means of man's healing and redemption. Understanding of 

the w~rkings of Nature req~ires reason and intellect; 

understanding of divine mysteries requires faith. 

Nature is aware that our minds "faint" to grasp "the 

ineffable mrstery of Godship" (III, 143) and may be reached 
. 

only through analogy and metaphor. She has qonsequently 
~ , ~ 

fash~oned man "into the likeness of the original mundane 

-mechanism, that in him, as in a mirror of the world itself, 

eombined nature May aI;Wear" (1 II, 74-75). In other words, 

man is th; microcosm for the macrocosm of universal arder. 

He is the "vehicle," t~ "sign ifier," in Nature' s metaphor . 

The philosopher, following Nature's model, can approach 

the conc~ption of divine truth through the simile and 

metaphor of poetry. pursuJhg this goal, Alain piles' image 
./ 

• upon image, analogy upon analogy, in order to draw the mind 

fro~ vivid sense impressions to an intuition of the inex-

"-
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~ressible. In the elegiae prolo.ue~ for example, although 

Alain seems to be merely indulging in the sane self-pitying 

eonplaint as Boethius, he is at the. same time introducing a 
~ 

oumulative patt~rn of images that will be used later to 

diseuss man"s wandering from his true nature. He depicts 

Nature in disarray, Venus warring against Venus, and Génius 

abandoned. Achieving what R. H. Green describes as a 

"surface diversity fwhict:V is not incompatible l'li th inner 

unit y, " Alain draws comparisons from evety area of twelfth-

century learning. 39 He refers to Venus and the lovers of 

classical mythology (l, i), the plow and anvil of Medieval 

dail~ life (l, i, 25-35), and the grammar and rhetoric of . ~ 
the Sdhools (l, i, 2). The eosmology of the Timaeus is 

1 

conbined with the doctrine of the Fall from Christian 

theology. Host str iking 'is the image of sexual perversion 

(1, i, 16 ff.) as the prototype for the perversion ~f reason 

from the bond of divine love. Each image is but a par-

ticular aspect, a microcosmic point of the macrocosmic 
\ 

"disorder resulting \from Ilan's rejection of"" the divine plan. 

Despite their apparen~ ecleeticism, 'Alain's images have the 

conbined'effect of giving figurative expression~his 

central theme: the suffering of man resulting' from his 

wilful infidelity to God's harmonious design. 

While oommunieating invisible truths to the wise, the 

cloak- of poetry has the addïtional virtue of protecting 

these truths froll the eoarse and literaI minded. As men-
• 
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~ed earl~er, Macrobius refera to the example of Nature 

'ho finds a frank, open' exposition of herself distaste- ~ 
/' 

ful."40 She, therefore, en~slops her forD in variegated 

garmènts to a~oid the Uuncouth senses of men" and to permit 

the handling of her secrets by more prudent individuals 

througb fabulous na~ratives. In a similar metaphor, Alain's 

Nature is cloake~ in an ornate tunic depicting the entire 

c~reated universe. Significàntly, the garment i8 ripped,at 

the panel portraying man~ 
... \ 

Hidden within her attire are 

secrets'concerning man's origin, spiritual destiny, cor-

ruption and punishment. Nature's reason for veiling her 

truths echoes Macrobius' warning not to throw pearls before 

swine. In her words: 

l have determined to cover the face of my might in very 
\many ways, preserving its mystery from commonness, for 
fear lest, if l should impart to man a close knowledge 
of myself, those matters, which at first prized among 
men because unknown. would afterward, when known, be 
held of little worth. (III, 192-94) 

Poetic image and fable, then, serves Alain as a means 

of co~municating'immate~ial concepts through figurative 
( ~ 

likeness and of veiling these concepts from exposure to the 

unworthy. Alain's con cern with transcendent ideas, however, 

leads him even further to a position resembling ,the' trad-

itional interpretation of scripture as the ascant of the 
-

mind to the mysteries of God. 41 According ta this per-

spective, poetic images have the power to raiss the reader 

fram lower to higher aPRrehensians of truth correspondin. to 

39 



il 

l ~ 0 

*w1i'j:i~\' J1t~ ... ~i" Zr 

,1 

ascending faculties bf comprehension (sense, will, reason 1 

and intuition). In the, prqlogu~ to the Anticlaudisnus, 

Alain explicitly defines the philosop~ical poem's progres­

-sion from literaI to moral to allegorieal and finally to 
,# 

mystical or anagogical: 

For in ~his work the sweetness of the literaI sense 
will soothe the e~s of boys, the moral instruction 
will inspire the ind on the road tc,perfection, the 
sharper subtlety 0 the a11egory will whet the adv~nced 
inte llect. '~et those be den ied aecess to this work who 
purdue only ense images and do not reach out for ~he 
trüth that omes from reason' ... Let those, however, 
who do not allow their reflections to dwell on 
disgraceful imaginings but have the courage to raise 
them to a view of forms above the heavens, enter the 

.. strai t paths of my work . . 42 

The literal meaning engages the senses and imagination in 

the act of recognitionj the figurative meaning supplies the 

intelligence with truths which lie behind appearanceSj and 

the moral instruction stimulates the will to the love and 

praetice of virtue. Beyond this, lies the final vision, the 

.intuition of the divine Înysteries which are the ultimate 

goal of human knowledge. l t is this 'view of .. forms above • 
the heavens'~ which Alain as ~hiloso~her-poet wishes to , 
communicate, but as a writer is hampered by the limitations 

of language. r ~is us; of analogy and fable wi~, therefore, 
~ 

stillulate the imagin'at ion to move beyond simple sense 

impressions in its ascent to higher states of understanding. 

'As R. H. Green writes, 

In this final level of mature response l take flain to 
be describing an essentially poetic experience which 
begins, but does not rest, in the senses and reason, 

40 
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and rise~ ta the intuition and enjoyment of a truth for 
which the usual ~odes of discourse are not 
appropriate .43 

In conclusion, Alain's poetic theory leads him to 

explore poetry's use of analogy and figurative expression, a 

potential that was to be realized later in Chaucer's dream 

poems. The Com~laint of Nature, however, falls short 

of an entirely intuitive treatment of philosophieal themes . 

Although the opening images ,portraying disorder, and the 
~ 

lengthy allegorical description of Nature's attire seem to 
.. 

signal a poetic work based entirely on implied meanings, 

Alain refrains from trusting completely to indirect state-

ment. In the dialogue following Nature's appearance before 

the dreamer, he retreats to more direct di~course to gloss 

and expand on what he has already presented implicitly. In 

other words, Nature unravels the mystery of her allegorical 

garment, ~ She describes her office as vicegerent of God, her 

shaping of man as the mieroeosm of the universe, man's sin-

gular violation of her laws, the corruption of genitive 

love, and the consequent corrupfion of the world. Though 

Nature carefully maintains "a modest veil of allegory" for ( 

her didactic statements, her pnilosophie doctrine is 

explicitly laid out for the reader. 

We might inquire at this point how Alain's goals~~8 

philosopher-poet are benefited by the use of the drean 
li 

genre. In Alain's work, as in the case of Boethius, the, 
/ 

drean brings the reader into a transitional realn between 

41 
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earthly reality and heàvenly vision which provides açcess to 

other~orldly knowledge. By simulating communication between 

t~ worlds, the poetic vision imitates Macrobius' somoium 

oraculum in which a god clearly reveals what will tran-

spire and what actions to take or avoid. 44 The frame-

work of visionary encounter aîlows Alain's dream, although 

merely a narrative fable, to draw upon itself the aura of 

authority accorded by Macrobius to his' actual dream classi-
r 

ficatiQns. However, as in Boethius' Consolation, the 

eues announcing the dream are mi . al, amounting only to an 

introductory elegy followed by th stonishing arrivaI of' a 

heavenly personification who initi es the visionary 
~ 

dialogue. Aside from a detailed allegorieal description of 

the visitor's appearance, there are no further dream deviees 

such as idealized Iandseapes or imaginary voyages. The 

vision itself remain~ essentially a specialized conventional 

s~tting designed to organize the dialogue and poetie images 

which build the philosophiea! theme and to enhanee the 

poet's insights with elaims to extraordinary states of 

awareness. 
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4. Prudentius: PsychOllocbiâ 
1 

'1 
1 

, ,~ It is important to mention a~ this point that the 

alle~rical con~rontation pl ideas found a direction other 
~ 

tha~philosophical dialogue. I~ the early fifth century, 
D 

for exallple, Prudentius had treated the subj&ct of .the . 
, ' 

divided will in the first tUllY developed allegorical 

poem, the ~syehomachia.45 
, 

Embodying C. S. Lewis' 

conviction that it is "the very nature of thought and 

language ta represent what i5 imm'aterial in('pieturable ) 

terms,"48 Prudentius translated the struggle of ~n'si 
"double nature" (Don simblex naturl-)47 into an objec-

tified battle of personified abstractions. As an early 

Christian poet, Prudentius' portrayal of psychic conflict .. 
took the specifie form of the battle o~virtues ~nd vices 

for control of the believer's soul. This perspective, added 

ta his admiration for the classieal Latin poets, led him to . 
adapt his Christian subject matter to the epic mann~r and 

machinery of Virgil. The result was a grossly literaI 

translation of the bellum jntestinum (Lewis'primary 

subject of allegory) to the blood and gora of the apic 

battlefield. 

In the Psycbomagbig opposing armies of virtues and 

,~ces rage in fierce combat. The outcome of each confronta-

Î 
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wi th ,:horrifying ,il 1( tion ls portrayed detail Ileant .to instill 
p . . . 

allegorical message. In the struagle ~Vo~ving fall~n 

Pride, for exallple, we 'are told: • ~ 

Chanoe drives the stone to smash the breath-passa,e in 
the midst of the face and bea't the lips into the arehed 
Ilouth. The teeth within are loosened, the gullet eut, 
and the mangled tongue fills it with Qloody 
fragments.(l. 421 ff.)60 .. 

Prudentius' attention to detaii supports his view that 

visualization~is a ~ajor weapon in the soul's battie against 

its enellies: 

The way of viet6ry is before our eyes jf we mark at 
olose quarters the very features of the Virtues, and 
the monsters that close with them in deadIy struggle. 
(11. 17-20) 

To bring his subject before the reader he bestows lavish 

description both on his personifieations and on their often 

. gruesome methods of despatching of one another. 
r'~ 

Humility, -, 

for example, although supplied with meagre arms, boldly 

strikes off the head of Pride, then modestly uplifts her 

face, "tempering her j oy wi th look of k~ndness" (1. 276) t.o 

indieate her triumph: / 
Grasping her bloodJstained enemy by t'he hait, ,.she drags 
her out and with her.left,hand turns her faqe upwards; 
then, though sne begs for merey, bends the.neck, severs 
the head, lifts it.and holds it by the dripping locks 
(Il. 280-83) 

Long-suffering, after decking herself in sturdy armour, 

opposes Wrath by "standing with s'taid eounteaance, unmoved 

allid the battle" (1. 110 ff.) unti 1 aIl ~;rath' s darts and 

, lances have bounced JarmleSSlY off her breastplate and 
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helmet. Wrath, thën, frustrated in her fu~y, co~veniently 

commiots suicide. The allegorical messa,e is clear. but the 
l' 

absurd, ofren humorous dramatiz~tions contradict the serious 
.J 1 

tone intended by the author. Evident1y Prudentius' 

a1legiance to both his epie model and the demands of 
1 

a1legory led him into uncomfortable situations in which 

gentle virtues sueh as Humllity and Herey'could trlumph only 

through aets of bloodthirsty violence 48 

F 

The Psychomachia May be seen as a pole of extreme 

in te l fectua l abstract lO~' in a genera 1 progression of a1le-

gory towards ir:lCreas ing concret izat ion and ver IS imil i - r-'Q 

tude. 5o The personifications of the Psychomachia 

take their place with the iconographie abstractIons on the 

wall of the Garden of Déduit in the Roman de la Rose, 
\ 

or the abstractions such as Lust, Curteysie, Delyt, and 

Gentillesse surrounding Venus' temple in the Parliament 

of Fowls (11. 2+8-245). 'In the Roman de la Rase we 

ean &ee a furthrr development as other personifieations 
t;, 

/ 

within the garden s';ch as Beraeueil and Danger retain their 

names as\abstractions while beeoming more eoncretely exemp­
-1 

lified in their actions in the poem. Ultimately, they lead 

~~ to the highly realistic characters of the Canterbury 

Tales who appear to represent both individuals and the 
, 

specifie example of their dominant virtue or vice. 
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Seen in relation to Chaucer's dream poetry, the 
'-

, Psycbomacbia offers a clear e~ample of the power of 
.. 

alleger~ to visualize s4bjective states and to speak through 

dramatic imag~~ rat~er~~n dialogue. Unfortunately, 

however, pru~ent!us did not trust the power of his 
\ 

personifications ta convey doctrine through.images a10ne. 

Instead, he intervened after each c'onfr'~tation, offeriJIIg 

suC'tl-- reiterative moral statements as the one that~ol~ows 

> 
Prid'e's fall int-o the pit· "God breriks down aIl arrogance. 

Great~ess f~lS; the bubble bursts; swnllen pride~is 

" "' flattened ... As we shalJ see in the d~eam poems, Chaucer 

le~s to keep silent at these points 'and let his a11e-

gorica1 figures c~mmunicate imQ~citly \hrough .their actions 

and attributes In contrast to P~us, Chaucer nses 

abstractions fiat as a direct dr~matizatlon of the author's 

didactic message, but as condensed visuai representations of 
1 

ideas to be weighed against others in the poem. The 

abstractions outside Venus' ~mple, for instance, elicit the 

atmosphere of youthful desire and courtly ritual found in 

the Cliats of Chrétien .de Troyes or in Gu).}laulDe' s por­

tion of the Roman de la Rose. They are baI"a~ced against 
\ 

the agony of tQe pleading lovèr~ (Il. ~8-79), the urgent 
/' 

demands of the common birds, tge sterile rituals af the 
~ ,"" 1 

tercel eag1es, and the orderly dlspensation of "plesaunce" 

'by Nature. In "1 ike manner, al though Chaucer tfses rhetor i,c, 

"-vI 46 l
irect revelation 
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allegorical significance, but as one out of m~y ideological 

1 pos{tionS' to be evaluated ~in cohtext': 

5" Gu i llaume de Lorris: Tbe Roman de la Bose: 

Development of the Dream as Fable" 

The Most inf luential of aIl dream poems, the ROllan 

de la Rose, consists of the work of two poets whore )/ 

'striklngfy ·different orientations toward dream and alleg.ory 

inevltably produced divergent methods of poetic problem-

solving. Guillaume de Lorris, 'who completed the first 4000 

lines of the poem in 1237, based his narrative technique on 

the a~cient rhetorical tradition deriving from Quintilian's 

definition of allegory as a continuous met~pfior; Jean de 

Meun, writing forty'years later, modelled his 17,000 line 

sequel on the theological tradition 01 patristic exe­

gesls!-01 Guillaume, in effect, inventeq a fable whGe 

l~teral meaning would Oonvey a preconceived significance; 

Jean used discourse and argument to gloss the themes raised 
'0 

in the fictional structure of Guillaume 's work. Guillaume 

en l isted concrete images to talk about ideas and emotions j 

Jean took Guillaume's fable as a "pretext" to stimulate 

argumentation, ~rony, and a dialeGtical atiproach to truth. 

Together ~ tJ{e poems form an,. a\legorical unit y in which the 

second section prods, parodies, and dissects the courtly 
. ') 

preconceptions of the first ~o reveal a message never 

• 
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vérsion. Because Chaucer 

derives poetic ideas fram each of these. authors~ l will 
) 

consider thttir works in sequence. 

Guillaume's method of problem-solving is characterized" 

by the clarity with w~ch he indicates his intentions to 

instruct the reader in a lesson assQciated with love and t.he 
\. 

absence of an explicitly-stated, unifring doctrine. The 

.,..... poem'~ 'Unfesolved conc1ueHon complicated by the author's 

untimely death before its completion caused its message to 

" remain ambiguous. More ,~nteres t ing for a study of Chaucer, 

howeverr are Gùi11aume's techniques for conveying ideas, 

techn iq('ues wh ic'h- ind ic'ate a movement away from trad itional 
~ 

dialogue to the more assoc iat ive ... /dream-l ike struc ture of 

Chaucer' s ~ream form. 
';J 

) 
Guillaume 'Promises his readers a significance to be 

conta{ned in his poem when he declares.af the outset, IfL 'art 
,J 

d'Amors est toute enclo~e" (1. ,38).52 His problem then 

becoues one of ga}ning 

achieves this by using 

credence for his message. He ~ 
\ 

the ~o1ogue to assert the authority 

of dreams. The dream's tru;hfulness, he claims, is 

canfirllled by h~s own experience. Tkough he ~eceived the .. 
vision five years ago, 

! 
. in that sweven islnever a deI 
That it nys afterward befalle1 

Ryght as this drem wol.tel us aIle. 
< Il. 28-30) 

48 

1 

1 



'1 

o 

( 

~
f his argument\from experience fails to convince 

eader, Guillaume offers as further proof of the prophetie 
~ . 

power of dreams a referenee to the medieval drean authority, 

Macrobius. \ In his COllmeotary on the Dreall of Scipio, 

Macrobius'divides dreams ioto categories accordiog ~o their 

reliab~lity in prophesyiog truth and demonstrates that the 

messages of dreams are ofteo confirmed by reality. lroo-

ically, Guillaume's dream as an adventure of love eould be 
... ) 

classified by Macrobius as a worthless faotasm, an, ero­
-t:. 

tie fantasy in which "the lover dreams of possessing his 
1 l 

sweetheart" (Il!, 4). Guillaume has a,pparently prepared his 

audience for serious moral allegory while simultaneously 

undermining its expeetatio~s with a nightmare ~r inspll-

n..i.u.m.. 53 The difficulty is evad~d somewhat by Guil-1 __ 

laume's retrospective time scheme. Because his dream 
" 

occurred in the past and foretold future events which have 

jndeed transpired, it retains the dignitY,of an oraeulum 

or prophetic dream. 

The resulting ambiguity between inspired. prophetie 

dream and one mdtivated by physical and psychologieal 

ponditions io the narrator is later exploited by Chaucer. 

In the Book of the Duehes~. for example, we are not 

certain whether the narrator's dream is the result of'his 

"Borwful Yllagynacioun, fi his subsequent bedtine re~d ing of 
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"CEfys and Aleyone," or nis reokless wager wi th the go~ 1 

Morpheusj in the Parlis.ent Qf'Fowls, ~e are again left 

in doubt ooneerning the narrator's dream~ Does it result 

from his late night reading of the Dream 'of Scipio or 

is it inspired by the goddess Cythera, who "madest me this 

sweven for to mete"? Aotually, as Chaucer was to realize, 

Guillaume is not o1!Slng the dream to predict the futQre or 
1 ' , 

to provide knowledge from another world, but to gain 

au~hority fo~ the allegorical fable invented to present 

ideas covertly.~4 

~ 
After establishing its prophetie credentials, ~uillaume 

makes his invented dream more convincing by elaborating the 

xaking frame aQd strengthening its connection to the 

visionary narrative. In the open.ing\; segment 1 Gu illaume 

provides certain biographieal facts about the narrator: his 

belief in dreams, his youthful experience of love, his ... 

dedication of the poem to a lady called the "Rose." Serving 
~ 

a similar function to Boethius' opening references to the 

"glory of t'hifi? happy youth" and the "wealth short-lived"o 
" 

(1. i), the waking segment in Guillaum~'s 'poem provides a 

transition from the logic and verisimilitude of everyday 

reality to the free, idealized.Horld of the imagination. 

points to Chaucer's expansion of ~he waking frame into a 
~ 

complex portrayal of the problems disturbing the waking 

narrator. For. Chaucer, as we shall see, the frame serves 
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both to introduce important issues a~d to provide convincing 

psychological motivation for a dream which attempts to 

rellolve them.~6 
) , 

As a further link be~ween the introduction and the 

" " dream itself, Guillaume connects the character of the waking 

narrator~the author's fictional counterpart) to the 

narrator-dreamep, a younger version of himself who is, as 

yet, uninitiated in love. Chaucer, too, adopts this device 

by presenting the narrator of the waking frame as a bookish 

poet, presumably a replica of himself, agonizing over 

seemingly irresolvable problems. He emerges transposed in 

the dream aS,a humble, naive observer embarking on a 

imagina,ry adventure in which he is free to explore varied 

aspects of the problem introduced by his waking counterpart. 

Once Guillaume enters the dream, he has three main 

strategies for conveying "1' Art d' Amors," each of which 

comes close to revealing his message, only to fail short of 

providing a comprehensive doctrine. The first is the fable 

itself which combines the "psychomachian" conflict of 

Prudentius with the ~rthurian romance of Ch~étien de Troyes. 

In Prudentius' Psychomachia, as we observed, the trlumph 

of good over evii in the mind of man was projected into an 

aiiegoricai battie between warring vices and virtues. Using 

a simi~ar device, Guillaume portrays the personifie~ moral 

and'psychological traits of the lady as they enter into 
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• combat with the persistent lover who relentlessly pursues 

her favor. The Arthurian adventures of Chrétien# on the 

other hand, provided Guillaume with a framework of courtly 

ritual and chivalric romance to embellish the struggles of 

his hero. In romances such as Cliaés, for example, 

Chrétien depicts the lover's quest for his lady as a series 

of trials and strategems paralleled by a corresponding set 

of schemes by the J.ady. ~8 5imi larly, in the RQman de 

la RQ~e, Guillaume's dreamer is initiated intQ the ser­

vice of the God of Love~ and led into adventure, trial and 

combat in quest of his coveted rose. He is encouraged by 

Fair Welcome, frightened off by Danger, advised by Reason to 

abjure love, ellboldened once again by Friend, and inter-

ceded for by Franchise and Pity. When the dreamer at last 

succeeds in kissing the Rose, he is imllediately slandered by 

hi~ enemies, Evil Tongue, Jealousy, Shame, and Fear, Jeal-

ousy then locks Fair Welcome and the Rose in a thick-walled, 

Ilosted tower. 

c. :\. Lewis attributes the brilliant fusion of 

"psychomschia" and Arthurian romance to Guillaume' s searel) 

for a poetic .representation of the lovar's psychology, In 

Lewis' view, Guillaume observed the inadequacy of psycho­

logi~l soliloquy in the midst of Chrétien's narrative 

,adventures. Al though knightly combat existed side by side 
• 

with interior monologue, the two forms never fused. The . 
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adventures did not cOllpletely explain the ellotions, nor did 

the emotions gain c1arity by the characters' actions.&~ 

Gu i Ilaulle J in an innovative Ilove, decided ta drop the 

Arthurian exploits of Chrétien's fantasy world and to deal , 

excIu'sivelY with the lover's fe'e1ings. The resulting poem 0 

was able to obj ectify emotions in a "psychomachian" allegory 

which would provide, in effect, a more "realistic aecount of 

imaginative passion. "58 , . 
The Roman de la Rose, however, is Dore than a 

detailed drama of a lover's feelings. It is an allegorical 

fable which uses the language of romance ta convey a message 

covertly. In tradi t ional allegory, the fable 0 or literaI, 

pattern of events implies a moral or philosophieal 

signifieance at the level of ideas which justifies the 

fiction of the fable and which is generally divulged Openly 

somewhere in the text either by one of the personifications 

or by the narrator hiDself. 59 In the prologue of the 

Roman de la Rose, the narrator follows this pattern by 

prol'lising us a special significance ta be contained in the 

dream. Later, after submission to the God of -Love, he again 

assures us a message will be revealed ta those patient 

enough ta awai t i ts hidden meaning: 

The book is good at the eendyn" 
Maad of ne~~ . .and, ,lusty thyng; 
For whoso wol the eendyng here, 
The oraft of love he shall Ilowe 
If that he wof so long abide, 
Tyl l this Romance Ilay unhide, 
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, 
And undo the significance 
Of this drem into Romance. 
The sothfastnesse that now is hld, 
Without coverture shall be kid 
Whanne l undon have of this drel1yng, 
Wherynne no word ls of lesyng. 

(11. 2163-2174) 

The dream's signification, however. remains enigmatic. 

Does Guillaume's message refer1to "l'Art d'Amo~s" (1. 38) 

with its suggestive reference to Ovid's Ars Amatoria, a 

practical guldebook to erotic success? Or does it Imply the 

cou1rtly ideology of "fin 'allour" in which elaborate ri tuaI is 

nec~ssary ta the refinement of passion? The narrator's 

change in terms from the .. art" ta the "craft" of love ("'pes 

jeus d'Allors," 1. 2069) reinforces the association with 

Ovid' s treatllent of love as a "galle" based on detachllent and 

deception rather th~n on genuine devotion. ao 

The inconclusiveness of the~rative fable Ieads us to 

Guillaume's second strategy for presenting the significance 

of his dresll, the introduction of "a classical Ilyth which 

concentrates the issues confronting the dreaner. Guillaume 

chooses the myth of Echo and Narcissus with its thel1es of 

the lover's disdain, the sterility of misdirected passion, 

and the ol1inous death of the lover. 

Superficially, Guillaulle's treatment of the Narcissue 

story resembles the recounting of the Orpheus Ilyth in the 

Consolation of phi lOSQphy. Yet, un 1 ike Boethius' use 

of l1yth as a didactic axe.pIlla enhancin, the philosophi-
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cal argument, the Narcissus tale in the Roman de la Rose 

is directly related to the narrative events of the dream. 

It ia. first of aIl, connected to the landscape experienced 

by the dreamer whose wanderings in the garden lead him to 

fountaln inscribed, "Here starf the fayre Na~isus" 
) 

(1. 1468). As part of a landscape complex which 10cates a 

spring beneath a tree next to a stone, thé fountain recalls 

the love and death associations of "la fontainne perilleuse" 

of Chrétien's Yvain (11.374 ff.; 408 ff.),81 or the 

more archetypal biblical paradisal garden. Furthermore, the 

dreamer discovers the fountain at the crucial intersection 

between his contemplation of the beauties of Mirth's garden 
1 

and his service tb the Gad of Love. Its sinister implica-
, 

tions become immediately apparent when the dreamer looks 

into the "mirrour periIous" (1. 1601) and remembers the 

tragic love and death of Narcissus. The identification of 

Nàrcissus as a victim of love connects him bo~h with the 

dreamer who is about to be caught in Love's snare and the 

narrator who presumatily has undergone the mixed pleasure and 

pain of love ta emerge with some superior knowledge. 

The ambiguity of the myth's message comes partly from 

this dual perspective of innocence and experience. Since 

the Narcissus story recounts both the pangs of unrequited 

pas~iort and the folly of Belf-Iove, it serves as a 

cautionary tale alerting the dreamer to the perils awaiting 
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hi. in Love's ,arden. The ~reamer, however, ignores its 

message and allows hiaself to be entioed by the crystals in 

the weIl whioh reflect the beautiful world of the garden as 

weIl as the delicate Rose, the objeot of lo~e. From the 

perspective of the narrator, on the other hand, the 

Narcissus\ sto~y becomes a testimony to the "art of love" 

learned froll his past and transmitted in the fable of the 

poem. Th~ terms chosen to recount the myth clearly associate 

love with entrapment, frustrated longing, suffering, and 

death. Though the image in the weIl is beautiful, the 
r 

interlude is recalled· negatively as a "sory houre" (1. 

1639), one which the narrator has sinee come to regret: 

For sithen /have] l sore siked; 
That Dirrour hath-me now entriked. 
But hadde l first knowen in my wit 
The vertu and /th~ strengthe of it, 
l nolde not have mused there. 
He hadde bet ben elliswhere; 
For in th~ snare r fell anoon, 
That hath bit»asshed many oon. 
(Il. 1641-48) 

The narrator's plaintive comment seems ta imply that the 

Ilyth of Narcissus and thf3 secret of the "Welle of Love" hold 

the key to the meaning of the dream. We are not given a 

clear explanation, however, but a promise. As in the 

prologue (1. 40) and in the initiation to the service of the 

God of Love Quot~d above (11. 216~-2174), the narrator 

proposes ta provide the significance of aIl this matter . 

./ 
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His poem will surpass the great books of old romanoe in 

uncovering the fountain's-meaning: - • 

But they shull never so verily 
Descripcioun of'the welle heere, 
Ne eke the sothe of this matere, 
As ye shull, whanne l have undo 
The craft that hir bilongith too. 

(Il. 1630-34) 

The ambiguit~s raised by the myth lead us to examine 

Guillaume's third strategy for presenting the matter of 

love--his introduction of a god or powerful personification. 

The didactic certainty with which Guillaume's mentors 

instruct the lover is reminiscent of Boethius' Lady 

Philosophy or Arain' s figure of Nature. Yet whi le these 

earlier abstractions served to dramatize authoritative 

doctrine, Guillaume's figures present conflicting points of 

view, neither of which is convincing enough to carry the 

meaning of the poem. Let us look, for example, at ~he first 

authority to offer'his instruction, the God of Love. 

, 
41>' 

When Love begins his counsel to the drcDmer, h~ has 

already taken part in the poem's literaI action by 

performing his conventional 4role as arrow-shooting lord of 

passion. His demand for allegiance does not stem from an 

idealized past relation with the dreamer as claimed by 

~Boethius' Philosophy, nor from a sense of universal 

authority as projected by Alain's Nature, but from a more 

partial interest--the des ire to capture disciples for his 

doctrine of love. His credibil1ty as a beneficial agent ia 
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further under~ned by his oontradictory effeots on the 
, 

dreamer. Rather than clarifying his vision, Love's 

intervention'\affects h~s pupil,· with painful désires which 

distort perception. His enotions no longer ohey his reason. 

As the dresller rellar ks, i t seems ta hin as if his l ife 
/" 
~pended on possession of the ,Rose: 

l ~a:s bothe anguyssous and trouble 
For the perill that l saw double. 
l nyste what ta seye or do, 
Ne gete a leche my woundis to; 
For ne1thir thurgh gras ne rote 
Ne hadde l help of hope ne'l bote. 
But ta the botoun evermo 
Myn herte drew i for aIl uiy wo, 
My thought was in no on other thing. 
For hadde it ben in my kepyng, 
It wolde have brought my lyf agayn . 

. (11. 1755-1765) 
. 

The dreamer is caught in double per il: though he sens'es a 

danger in his allegiance ta Love, he is, nonetheless, 

powerfu11y drawn ta submit: 

l fe1te sich woo my wounde ay wrought, 
That somanede' Ille al'way ta goo 
Toward the Rose that plesede me soo. 
But l ne durste in no maner, 
Bicause the archer was so ner j 
'For evermore gladly,' as l rede, 
'Br,ent child of fir hath myche drede. ' 
(Il. 1813-1820) ,~ 

Atlast, to resolve his painful conflict, the dreamer 

relinguishes his heart to the Lord of Love who loeks it with 

a golden key. 

After securing the dreamer's loya1ty, the Gad of Love 

presents à three-part program to educate his new initiate. 
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The first Jt8.rt, consiating of a series of "collllandnents" 

might qualify as an "art of love" or practical "uide to 

manners and qualities appropriate to a courtly lover.S~ 
d 

Such prescriptions were familiar to a thirteenth-century 

audience froll Andreas capellanUB'. r arte honeste &Il,andi 

(1182-88) and from the earlier classical source of 

Ovid ' s Ars amatar ia. ea In th~se handbooks, as in 

Guillaume's poem, the lover is inst~ed to avoi~ s~ch 

faults as villainy, gossip, and ribaldry and to cultivate 

courteous, moderate behavior. He i8 to select the best 

clothes he can afford, maintain a clean person, baw at the 

proper moments and display a cheerful disposition. In the 

Roman de la Rose, for example, Love caunsels the lover to: 

Thyn hond is wassh, thy teeth make white. 
And let no filthe upon thee bee. 
Thy nailes blak if thou maist see, 
Voide it awey delyverly~ , 
And kembe thyn heed pght jolily. 
(Il. 2280-2284) ~ 

In a corresponding passage in Ovid's Aps amatoria 

the lover is similarly advised to: 
i:t. 

Let your person be clean, your body tanned by the 
sunshine, , • 

Let your toga fit weIl, never a spot on its white, 
Don't let your sandals be scuffed, nor your teet flop 

in" them loosely, 
See that your teeth are clean, brush thell ;'at least 

twice aday ~ 1 

Don"t let you~ h~ir grow long, and when you viait a - '" barber, ; 
Patronize only the best, don't let hill mangle your 

beard, 
Keep your nails eut short, and don' t ever let thell be 

dirty, 
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Keep the lit )18 ha~rs o:t of y/ur nase 
{et -your breath be sweet . 
(I~513-522)84 

f 

and your ears. 

\ 
, 

Andreas puts leSB em~haBis on the grooming of the lover and 
\ , 

"devotes more attention to character traits such as 

generosity, ceurtesy, and avoidance of villaîny, t,aits 

which correspon~ \0 Love' s recommendations in .. l ines 

2175-2254. We are \teft to speculate whether Love's speech 

is intended ln the manner of OVld to provide instruction in 

a cyn ical game of seduct ion or, as in Andreas' treat,ise, 
/' 

l 'd prOV1 e a code of manners suitable ta a refined art of 

courtly love, Its mean ing may lIe in yat a third 1>ossi-
\ 

bility WhlCh involv)' the condemnation of idolatrous love 

through the ironlcal elaboration pf its ri..tuals. 65 At 

te 

any rate, Love's instruction of the lov~as brought us far 

from the realm where Lady Philosophy advised Boethiu6 to 

ignore the riches of this wor Id . In p lace of un i versaI 

truth, Love offers a code of courtly manners in service of a 

doctrine of p~ion 
/" ' .,. 

\.L~S second lesson involves the pains of, love which 

w i th such xividness tha t the lover' ia v:i ven to he portrays 

~emk, 
'Sire, how may it be 

( 

.r 

That lovers may in such manere 
Endure the peyne ye have seid heere? 
1 merveyle me wonder faste 
How oay man may lyve or Iaste 
~n such peyne and such brennyng 
(Il. 2m-2727)\ 

~ 4 ~ 
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!LOVe then ;:spondS wi th his 'th1.rd instruction on the 
~ 

remedies of passion. His advice follows the tradition of 

'Ovid's R,-,-=,e:..:;m~e,,-,d=i.::a=--==,:,-r-= which provides the lover 

strategies for- su dui':lg love 1.f he should fall 

. 1 
trap. Love, however, does not tell the lover how to free 

~msel f from love, but m~relY hO"~ y endure üs discomforts 

through sweet thought, sweet speech, and sweet"sl.ght. His 

message seems to be that love l.S pal.nful, but l..ts pleasures 

are worth .-the sufferl.ng: "A man loveth more tendirly/ The 

thyng that he hath bought most dere" (11. 2738-2739). We 

m.a.ght conclude that from Love's perspect1ve, the "art of 

love" 1S essentl.ally the art of wl.thstand1ng l.ts pal.n. 
') 

Thè dreamer's seéÔntl mentor, the female personifl.-

catl.o~, Reason, more closely resem~les her phl.losoph1.ca1 
\ 

,forebears, Na ture and Phl.l osophy • Her entrance lmmedl.ate1y 

f0110ws the lover's lament whe,! hl.s progress tow.lrd the Rose 

has been thwar ted by the menac lng "cher l ," Daunger: 

1 trowe nevere' man wiste of peyne, 
But he were "1aced 1n loves cheyne; 
Ne no man rwot.7, and soott:!. l.t 1.S, 
But ~f he love what anger i~rf 
Lo~ ho1dl. th his heest ~ight weI, 
Whanne peyne he s~-de l'shulde fel; 
Noon herte may th ke, ne tunge seynj 
A Quarter of my w 0 and peyn. \ 
( Il. 3177-3184) 

Though the lover' s ~l.Sh is v01.ced in court 1 y terms, his 

• r 
words carry the despairing a~e,.iàc note which signalled" the 

intervention 'of perSOnifl.e~dOm in 
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poetts. "Resoun" enters with godlike authority and is given 

the conventional praise of her persan, although with a 

sparseness of" detai 1 that contrasts noticeab 1 yJ Wi th the 

earl ier descr iption of the fa1 r "Ydel ness" (Il. 538-584). 
~ 

she was ne1ther yong ne hoor, 
Ne h1gh ne lowe, ne fat ne lene, ( 
But best, as it were in a mene. 
Her eyen twoo were cleer and light 
As ony cande Il tha t brenneth br ight; , 
And on hir heed she hadde a crowne 
( Il.3196-3201 ) 

\ 
Resoun's 1nstruction consists of retracIng events lead1ng ta 

lover's ~eduction and glvIng an Interpretation conS1stent 

with her godllke perspective. She berates hlm for yielding 

to the pleasant "tyme of May" ln enter1ng the .garden, for 

submitting to the InvItatIo~ of Yd1lnesse, and for falling 

victlm to the God of Love who has Slnce brought hlm only 

pain. Her argumerlts pose experlence against youth (1. 
1 

3220), health agalnst Illness (1. 3~68), securlty against 
\ 
chance (1. 3272 ff.), and profIts against losses (1.3279 

ff.). Her char"acterizatlon h the futility of love 15 a 

foresh10Wing " 

Parli ment of F 

In cane lusion, 

narrator's openlng llnes ln the 

~ peyne is hard, out of mesure; 
The joye may eke no whlle en~,e; 
And in the possessjoun 
Is myche tribulacioun~ (11. 3279-3282) 

advises putting a rein on passion and 

11eeing 'love (1. 3295). 
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Al though Resoun and the God .of Love do not enter intd 

formaI dialogue, they talk essentially in the same terms. 

Both acknowledge the pain of desire and the folly o,f I1ve. 

For the God of Love, however, the pain 1s worth enduring, 

whi le for- Resoun i t is te be avoided at aIl cests. In 

Resoun' s V1ew the "art of 
( 

love" is iden tlca l te? a remedy for 
,&1 

love. Her perspective might be taken for the significance 

of the poem 1f 1t were not for the the dr-eamer-'s-firm, 

r-ejection: 

AlI that ye seyn 15 but in veyne. 
Me were 1 ever clye in the peyne, 
Than Love to me-ward shulde arette 
Falsheed, or- tr-esoun on me sette. 
r wole me get~ prys or blame, 
And love trewe, to save my name. 
Who that me chastls1th. 1 hym hate. 
( Il. 3325-3331) 

) 
After the d1alogue w1th Resoun, the lover returns ta hlS 

. .." 
pursuit of the Rose un~11 the poem b~eaks off abruptly. 

Guillaume 5eems to be praising the b~auties of a passionate, 

idolatr-ous love, while at the same; tA.'me indicating its 

dangers ~p1r1tually. We awalt a fln~l recantat10n in favor 

of Resoun's argument, but get ~one. This ~aCk of the 
() 

traditlonal " pa ll. node" lS t/"ft! problem {. s. Le~ found in 

lnterpreting the poem.·· 

In LeW1S' view, Resoun presents wise arguments te which 

the lover has no ad~quate response. By implication, 

therefore, Guillaume condemns what he relates and would 

probably have closed the poem with the lover's submission if 

~ } ~ 
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the work had been completed. Precedents for this retraction . 
are found in Guillaume's two models for instruction in love. 

Ovid, for example, follows his strategies for enjoyment of 

love in the Ars gmatoria with a program for love's cure 

in the Remedia amorfs. In the t~elfth century, Andreas 

Capellanus, writing ln a Christlan context, repeated Ovid's 

scheme by pralsln~ourtlY ideals in the first two books of 

~The Art of Courtly Love only to recant them ln a thlrd 

book which derldes the whole pursult as indulgence ln 

unworthy passlon. ô7 At the end of Guillaume's poem, 

however, we are glven no such statement of a unifying 

significance to arganize the contradictory messages in the 

dream. It is not clear, finally, whether love is a game ta 

be enjoyed or an enemy ta be fled. 

Whether Guillaume intended ta withhald a clear 

statement of meaning from hlS literaI text, or simply failed 

to complete his narrative, the resulting ambiguity provided 

a model for an allegarlcal dream paem capable of generating 

several interpretatians around a single theme. For Chaucer, 

'- this inconclusiveness suggested new possibilities for . 
presenting complex cultural concepts; for Jean de Meun, 

Guillaume's successor, ~t provided an evocative pretext ta 

be glossed tO,his own satisfaction in a companion.po~that 

would be indissolubly bound to the first. 
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~. Jean de Keun: The Roman de la Rose: The Dialectic 

of the Glass 

Jean de Meun 's continuation of the Roman de la Rose' CI' 

changes the poem's center of gravit y from the a11egorica1 

signifieance ta the literaI sense, from the signifying fab1e 

ta' the power of direct discourse, Guillaume 's story of the 

lover in pursuit of his Rose i~ pu shed ta the periphery and 

vociferous personifications intervene, threatening at every 

moment with the digressive flow of their arguments to 10se 

the thread of the narrat ive, The fiet ional supports of the 
1 .... 

dream as Guillaume presented it are withdrawn. In Jean's 
1 

version the narrator ceases to identify with the dreamer 

and, therefore, no longer guarantees the truth of the 

dreamer's experience by associatibn with his own. The story, 
1 

however, is told in the first person from the dreamer's 

point of view. Many of Guillaume's persorl!fieations such as 

Reason, Idleness, Danger, Shame, and Fair Welcome are 

retained, while others which expand the context of Reason's 

argument such as Nature and Genius are added. In Jean'~ 

p.oem bath time and space become 'universal: History is 

introdueed by examples drawn from classical antiquity (t~ 

story of Nera and Seneea; the story of Manfred); contenpor-

ary society is represented by False Seeming's portrayal of 

the eontroversy over the Mendicant ordersj and the future is 

fcreshadowed by Geniue' promise of Utopia. 8S 

'. 
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Jean's distinctive handling of the dream stems f;om a 

difference in allegorica1 perspective. His poem returns to 

th~ inspiration of the philosopher poets such as Boethius 

and Alain de Lille. As we have seen, these earlier writers 

used minimal dream devices to provide the stage setting for 

prolonged phi1osophical discussions on the model of Plato's 

dialogues. In similar manner, Jean opens his con t inuation 

of Guillaume's poem, not with an attempt to prove the 

veracity of dreams, but with a depiction of the dreamer 

engaged in a classic lament over the extremity of his 

dilemma. His hero comp1ains (1. 4059 ff.) that hope is 

untrustworthy, Love's ,if~ have failed him, Fair Welcome is 

imprisoned, and R~ason's warnings remain ignored. 8e The 

e1egy concludes with the'dreamer's melodramatic declaration 

of loyalty to the God of Love and the bequeathing of his 

heart to Fair Welcome. At this point Reason enters in the 

manner of the traditional awesome authorities such as Lady 

'Philosophy and Dame Nature to remonstrate the lover and 

educate him to her viewpoint. 

Although Reason offers many of the same arguments as in 

Gui11aume's poem, her view of love has expanded from the 

courtly ma1ady of sweet suffering which must be eschewed to 

avoid a ~ife of pain (11.3295-96) to a more phi1osophicai 

concept of disordered thought ("vision desordenee." 1. 4382). 

In~Jean's poem shé functions Iess as the voiee of rational 
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restraint in the game of courtly love, than as a éosmic 
.Jo 

spokesman for order and balance of the spirit. She is no 

longer content to incriminate the folly of youth, but draws 

upon such classical arguments as Cicero's contrast between 

Youth and Age, Boethius' warning against the instability of 

Fortune, and Alain's concept of Cupid or Jocus. as the agent 
... 

/ of Nature's plan for procreation and renewal. Her final 

advice to the lover is to flee love: "Se tu le suiz, il te 

suira,; Se tu t'en fuiz, il s'en fuira" (Il. 4357-4358). 

Reason's case, however, fails to convince the dreamer 

and it is not long before we sense a divergence in tone 

between Jean's poem and the dialogues of his philosophical 

predecessors. The dreamer's attitude towards his visitor 

becomes increasingly truculent and disrespectful, culmin-

ating in an accusation of her lewdness for using the term, 

"coilles," in her retelling of the Jupiter and Saturn myth. 

The dreamer's prudery places his own positio~n an iro~ical 

light. As the "incarnat ion of genteel lechery," 70 he is 

nevertheless offended by the ,frank use of physical term.a in 

describing the aet of love. Reason's response to the 

dreamet is interesting for its relevance to Jean's approach 

to allegory. According t,a Reason, speech was given to man to 

nalle things God ereated: • 

N'encor ne 'faz je pas pechié 
Se 'je nome les nobles choses 
Par plain texte, senz metre gloses, 
Que mes peres en paradis 
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Pist de ses propres mains jadis, 
E touz les autres estrumenz. 
Qui sont pilers e argumenz 
A soutenir nature humaine, 
Qui senz aus fust or casse e vaine. 
(11. 6958-5964) 

Love and the organs of reproduction have a place in God's 

scheme and can be spoken of openly'without shame. The myth 

of Jupiter, however, was told to teach a lesson. As a fable 

in the tradition of fpoets who veil their truths beneath(an 

must be glossed to ~ inteiumentum of fiction, the story 

be understood: 

Car en leur jeus e en leur fables 
Gisent deliz mout profitables, \ 
Souz cui leur pensees couviren~ 
Quant le veir des fables ~estirent; 
Si te couvendrait a ce tendre, 
Se bien veauz la parole entendre. 
(11. 7175-7180) 

~eason's preference for an open discussion of issues 

relating to the divine order of things and her insistence 

that fables~intended to instruct must be glossed to be 

understood, amounts to a summary of Jean's relation to 

Guillaum~'s poem. Jean rejects the allegorical method of' 

using a fiction or continuous metaphor to veil a signif-

icance which the reader must discover. He prefers instead, 

like Lady Reason, to bring aIl the arguments int~ the open 
, 

arena of discourse, to bring the significance back into the, 

realm of the literaI text. Where a rich fable exists, su ch 

as Guillaume's dream vision, and no significance is given, 
~ 

he sees his role as providing the "gloss" or explication of ' 
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id~as conc:ealed in the narrative. In 'tact, similar to 

Guillaume's promises of a hidden sense or significanc:e, Jean 

twice pledges himself to make this know)edge c:lear. First) 

'/ 
~en the Gad of Love describes the genesis of the poem, he 

announces that the romance begun by Guillaume will be 

finished by Jean: 

Car, quant Guillaumes cessera, 
Johans le contlnuera, 

E qU'11 seit Jourz e qU'11 
s'esveille. 

PU1S voudra Sl la chose espondre 
Que riens ne s'i pourra respondre. 

(11. 10587-10588; 10602-10604) 

Late~ the poet himself makes a promise to lovers: 

Notez ce que ci vois disant: 
D'Amours avriez art soufisant; 
E se vous i trouvez Kiens trouble, 
J'esclarcirai ce qui vous trouble, 
Quant le songe m'orreiz espondre; 
Bien savr1ez lors d'amours 

respondre, 
S'il est qUi en sache oposer, 
Quant le texte m'orre1z gloser 

(Il. 15143-15150) 

The words, "espondre, Il of ten assoc1ated W1 th uncovering the 

truth in dreams, and lOg lose, Il a term used 1n the Sc hool"S in 

connection with biblical exegesis, form the basis of Jean's 

relat10nship to Guillaume's original dream allegory.71 

Since Jean feels obliged te continue the work of his 

predecessor 'but no longer believes in the efficiency of his 

form, he will mine the poem's interior for aIl its hidden 

truth. 
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Jean's conception of his poem aS,a "glos&" on 
\ 
1 

Gui~laume's does not mean he will supply the single\ 

d~f~~itive interpretation of the dream, but rather he will 

suggest its meaning through a rich interchange of ideas. 

'According ta Armand Strubel, the glass as ~t was used by 

scholastic theologians such as Thomas Aquinas meant 

dialectic, confrontation of opin~on, fru1tful contra-

dictlon. 7 :O: Rather than "decodlng" the s1gni f 1cation of 

Guillaume's dr~am, therefore, Jean constructs an allegory of 

"otherspeaking" in WhlCh dIscordant vo~ces reveal the truth 

by debating each important element of Guillaume's theme. 

Jean accomp11shes this through altercatio or a debate 

of personif~cations whose ongoing, seemingly digressive 

arguments provide a continuous gloss on the literaI text. 

As Charles Dunn comments 1n his introduction to the poem, 

Jean'~ reallzation that truth has many parts leads to a 

lively conflict of opinions: 
"-

Reason reveals love's folly, Genius argues its 
necessity, the Duenna describes the sordidness of its 
strategms, Forced AbstinenCQ suggests the unhealthiness 
of its renunciation, a~d so on, until every aspect of 
love has been ordered within the totality.73 

Although, as we have noted, Jean organizes hlS opening 

dialogue to resemble the uni vocal dldacticism of Boethius 

and Alain de Lille, he quickly diverges to a polyvocal 
, 

procession of allegoric 1 counsellors whose clash of 

doctrines can be measured in relation to Reason's wise 

counsel. While she resents rational philosophy, they 
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'i? present a cynical anti-philesophy of sensuality and ~ 

opportunisme While she seems stiff and self-righteous, they 

seem exciting, related to the dreamer's immediate interests. 

She counsels truth, while they lead the dreamer te moral 

degeneratl.on and spiritual '::Jeath." The collective 

instructl.ons of Friend, False Seeml.ng and other advisors 
,\ 

provl.de the dreamer wl.th an elaborate reverse educatl.en in 

which the potentl.ally destructl.ve elements of courtly love 

concealed beneath the charml.ng surface of Guillaume's poem 

are made manl.fest by parody and exaggerat10n. The God of 

Love's counsel, for example, that the JOy of love is worth 
, 

the sufferl.ng becomes dl.storted into Friend's conviction 

that love's JOys are momentary and ltS consequences the 

m1sery of a ll.fetime. Fr1end 1S wl.lling to help the lover 

in his "idolatry" despl. te his conviction that women are 

covetous, lustful, ~nd the bane of men in marriage ("Si nou 

les bones . . Don encor n'ai nules di je pas pour 

1 trouvees ," 11. 
1 

9917-9919) . Love's commandments to impress 

the lady w~th gifts and a fair appearance become exaggerated 

in the blatant hypocrisy preached by False Seemln~, the lewd 
'---", 

instruc.tions of La Vieille, and the cynical strategy 9< 
Fr iend to Wln the Rose through decel t, br i bery, and (J 

seduction. 

Jea~'s method exploits allegory's most radical 

form--irony, in which significance is approached through 
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opposition. 74 A striking example is found in Jean's 

persistent use of anti-feminist citations, a predjlection 
\. 

which brought him accusations of misogyny from cont~porary 
\ ~ 

critics of the poem.7~ Aside from incorporating a popu-

lar theme in scholastic glosses, Jean's treatment of women 

'" demystifies the idealized woman of eourtly love portrayed by 

Guillaume, Instead'of being apotheosized as the source of 

beauty and virtue, she is deseribed as covetous of gain 

(1.8281), lustfu 1 (1. 9125), the dece i ver of men (11. 

9072-9360). The eourtly lady's Shame, Fear, and Danger 

which protected her from the lover's approaeh in Guillaume's 

poem are countered by Friend's view that women want to be 

taken by force and are angry if their defenses sueeeed (Il. 

7693-7700), and by La Vieille's calculating strategies to 

aid the lady's seduction. The feudal obedience which the 

cOQrtly lady eonventionally demands of the lover is ~et in 

contrast to the testimony of the Jealous Husband who demands 

mastery and beats his unfaithful wife into submission; to 

the counsel of Friend who suggests giving a woman her will 

and then manipulating her through flattery (Il. 9688 ff.); 

and to the voiee of Genius who recommends the lover possess 

her in fruitful union (11. 19701-19704). The delicately 
~ 

veiled references to sexual joys typical of courtly romance 

are opposed by Reason's defense of frank and open descrip-

tian of the organs of reproduction, and by Genius' advice to 

Love's followers ta: 
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Arez, pour Deu, baron, ,arez ,­
E vos lignages reparez; 
Se ne pensez forment d'arer, 
N'est riens qui les puist reparer. 

(Il. 19701-19704) 

This frankness 1S compounded by the unromantic 

desc r iption of the lover' s f Ina l "def lower ing "of the 

rosebush, a metaphor which GUIJlaume kept gently poised 

between the tedl0usly botanlcal and an overtly expllc1t 

reference to female an~tomy. Jean's unveiied allegory, 

however, leave~ no doubt that th~~lover has consummated h1S 

deslres, thus mak1ng the Rose "the f1rst 1mportant pregnant 

hero1 ne ln European Il tera ture. "76 

In a similar ve1n o~ Oppos1tlon, Guillaume's major 

images are reiterated ln Jean's poem, but in didact1c 
\ 

counter-1mages. The sterlle self-Io~e of Narcissus becomes 

the hopeless love of one's own creaOon 1n Pygmalion. In 
J 

both myths the lovers focus the force of the1r des1res on an 

unatta1nable obJect. However, 1n the latter myth~ the lover 

moves beyond the stage of delectatio cag1tatian1s ta the 

actual embrace of the love object, albeit a statue of stone. 

Like Alexander 1n Chrét1en's Cl1gés who embrace~ a shirt 

containing a woven strand of his lady's hai;, Pygmalion's 

love of a stone image shows the 'complete aban~onment of 

reason ta whlch his disorderlng pass10n has le~ him; His 

fantasy glven l~fe by excessive desire has 'invqlved him in 

idolatry which implies a lesser love of God. 7
• 
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;n further oppositions, the perUouB fountain WhiC1t'-

mirrored the~ensuous world of the dreamer's garden becomes, 

in Jean's poem, the wisdom-giving fountain of life, the 

"Mirror of Lovers," which teaches the good uses of love 
v 

consistent wi th the demands of Reason and Nature (11. 

20419-20464). Guillaume's Garden of Delight with its 

yans ien t j oys of caro land you thfu 1 pass i on becomes the 

Shepherd's Park, the abode of everlasting joy for lovers who 

have fulfilled Nature's purpose (11. 20344 ff.). 

,r 
In conclusion, Jean moves away from a single 

significanèe whether it be the poet's message veiled by an 
.. ' 

allegorical fable as in Guillaume, or a philosophical 

doctrine conveyed through dialogue as in Boéthius an&~Alain 

de Lille. Instead, he creates a rich controversy of 

viewpoints, none of which is explicitly endorsed by the 

authpr. The cumulative effect of the debate 18 nevertheless 

to imply an overriding harmonious arder in which love takes 
, ~ 

its place accJrding to the dictates of Reason, Nature, and 

Genius. 

In terms of dream allegory J the Roman de la Rose 

affers a combination of approaches. Jean returns to bath 
p 

the didactic allegory of th,philosôPher-poets who usa;d the 

metaphor of the dream as a framework for transmitting 
. ' 

knowledge; and "all.egoresis," the ,rereading of text's 

cansidered as metaphors of obscure, incomplete, or occult 
.~ 
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thought. me, on the other hand, goes back te the 

anCl.Emt didactic poets who, lacking the Christian conception 

of an ordered unl.verse, veiled thel.r partl.al visions of 

truth ,n entertau~ng ~ 'cUons .... The two pofs form an 

allegorical unlty ln Whlch th~ dream narratl~ of Guillaume 
~ Lv 

forms the l.mage, and the d lscourse of Jean, the ,sense. 7. 

~ 
As we shall see when Wè examlne hlS early dream poems, 

Chaucer borrows allegorlcal technlques trom both these poets 

to create an l.nnovative stuctur:e for explorlng phl.losophical 

issues without explicit dialogue. Acknowledging Guillaume's 

concept of allegory as extended metaphor, Chaucer retalns 

the dr-eam fable ",ath its expectation of a slngle signl.h-

canee. Ll.ke GUl.llaume, Chaucer creates a narratlve 

adventure: His A(eamer 15 led by a huntl.ng party to a 

parad lsa 1 gar-den ln the Book of the Duc hess, i 5 carr ied 
. 

by an ea~le to a dl.stant mounta1n in the House of Fame, 

and l.S transported to Nature's Gq.rden to witness a 

Valentlne' 5 Day celebratlon of blrds ~ the Parll.ament of 

Fowls. Aqa1n, following GUl.llaume, Chaucer',s narrative 

promises to convey a message whlle at the same ti1fle 

frustrating the search for a clear, prescribed solution • 

ChaucSr achieves th1S tension by height~ning the ambiguity 

of aIl SignifYin~ element~nd by decl.l.ning to give a clear 

statement of meaning withln the text. Finally, Chaucèr 

continues Guillaume's elaboratlon of stll:'h dream-like 
f 
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mechanisms as the waking frame and the do~bling of the 

waking narrator wi th his dream counterpart, deviees whic:h 

give verisimilitude to the dream and henee authority to his 

) invented vision. 

Chaucer's ~ndebtedness to Jean s~ems from the earller 

poet's expans10n of the posslbllities of allegoric:al debate. 

Jean's transformation of the dldactic dialogue of the 

philosopher-poets to a controversy of many opposlng 
.,--

viewpolnt~ provides Chaucer wlt~ a dlalectical approach to 

the complex, often contradictory aspects of truth. Yet, 

while ChauFer retalns the multlpliclty of Jean's debate, he 

avoids its actual dlscourse WhlCh served to maintain the 

sign 1 f icance on the litera l l eve l • Instead, he returns to 
~ 

the possibilities of fable and, compresses the dialectic into 

hlghly evocat~ve images WhlCh lmply the arguments of Jean 

and his philosophlcal predecessors without stating them 

explicitly. A striking example of this transformation 
«. 

occurs in the Par llamen t of Fowls where Chaucer incor-

porates the doctrine expounded by~ Alain de Li Ile and later 

by Jean de Meun that love's paSSlon serves Nature's plan for 

procreation and renewal. Chaucer expresses the same idea, 

~ot by dialogue, but by the relation of Venus' temple to 
" 

Nature's garden. The "dredful joye" of.love is c:aptured, 

" not by a debate between Reason and the God of Love, but by 

c the contradictory'sign over the garden's entrance which 
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includes a reference to Guillaume's weIl ~nd May garden as 
. \: 

weIl as to Reasoh's warning to'flee love. It is communi-

cated again by the contrast between Venus' retinue of 

kneellng lovers suffering the torments of desire and the 

orderly mating of birds ln Nature's garden. 

Chaucer shows the further lnfluence of Jean in nis use 

of irony and satlre, a technlque WhlCh questions aIl ideo-

logical positlons and holds them in ba~ance until a conclu-

Ston can be reac hed. 7. In Chaucer's dream poems the 

lronic tone 15 large~ malntalned through a contrast between 

the poet' s nalve dream per-sona and the (OPhlsticated 

poet, Chaucer; through the d lscrepancy ~W'een Chaucer' s 

treatment of traditional fig\res such as Venus and prevlous , 

descriptlons of such figure~ in Boccacclo and other poets; 

and by the portrayal of serlOUS pOSl tlons through animal 
~ 

sP~S'~ such as ,ducks and eagles. 

Chaucer's return to fable for philosophlcal inquiry 

implies the elaboratlon of the metaphor of the dream. 

Chaucer apparently realized that the conflict of doctrines 

could be expressed without actual discourse by exploitin~ l' 

tl:le imaginative structure of real dreams to which the 

'li terary form referred him. Solving a problem by the 
1> 

creative associat~on of images is a commen experience in 

dreams. In Freud's opinion, it 1s beyond .dispute, "that 

dreams can carry on the intellectual work of daytime and 
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bring it to conclu$ions ~hich had not been reachad during 

~ 

the day, and that they can resolve doubts and problems and 

~be,the source of new inspiration for poets and musical 

" composers."·o This problem-solving property fits 
(.J ..... ./ 

appropriately into the possibilities of a received dream 

genre which had trad~tionally been involved with 

philosophical quest, educat~on' of the dreamer, and the hope 

of solving earthly problems by recaurse ta another world . 
. 

In the next chapter 1 will exam~ne the relat~on of dream and 

allegory ta show how the techniques of allegorical debate 

and fable may be combined irito a more effective form for 

problem-solving by the imitation of actual dream structure. 

) 
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CHAPTER III 

THE APPROPRIATENESS OF DREAM T~ALLEGORY 

1. The Adventure, Authority, and Dida~ticism of Dreams 

According to C. S. Lewis, "the inner life, and specially 

the life of love, religion, and spiritual adventure has. 

always been the field of true allegory."1 The same 

domain exists for dreams. It is not surprising, therefore, 

that the parallelism between the world experienced in dreams 

and the artifice of allegory resulted in the'popularity of 

the dream convention in medieval poetry. In this chapter 1 

in tend to show that al though allegory "has many poi'nts _1[1 

common with real dreams, t1e analogy breaks down at crucial 
l 

points which Chaucer was to recognize and develop in his own 

handling of the dreâm convention. Allegorists such as 

Boethius and Alain de Lille appreciated the dream's 

suitability to their art but were selective as to which of 

its attributes to accept and which to reject. They were 

. attrac~d to the authoritative, visionary aspect of the 

dream, its ability to take one into another world, and its 

didactic potential; but the other side of the dream, its 

connection with the mental life of the dreamer, its ~rigin 

in physical or psychologicat imbalances, its possible 

delusory or dem~ic character was rejected as contradictory 

to the dignity of allegory. Even when these writers opened 

with a distressed narrator, they drew no connection between 
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the dreamer' s emotional Il imbalance" and the motivation for 

the dream. They emphasized, instead, the visionary 

character of the experience and the visitation of a heavenly 

personage. Furthermore, the dream's tendency to generate 

~mbigulties thr~gh cryptlc configuration of its imagery was 

ignored in favor of a clear set of equivalences, a single, • 
unified "significance." \ 

Chaucer was familiar with the conventional allegorical 

use of the dream, but chose to expand ltS potential by 

including the less accepted side of dream phenomena: He made 

his dreams seem as if they arose fr~blems of the waking 

dreamer, yet with subtle ir.ony lmplied they were lnspired 

visions; he juxtaposed his images to generate contradictlon , 
and ambiguity, yet made it clear he was searching for a 

unifying solution; he brought hlS dreamer into an ideallzed 

world of adventure, yet provided strong connections to the 

world of waking reality. Chaucer's experimentation with a 

more realistic dream structure allowed him to achieve the 

freèdom in poetic problem-solving that cornes from lmplied 

,connections between lmages rather than from direct didactic 
"i.I '-

statements. At the same time, by associatlng himself with 

traditionally r~liable dream categories, he could retain the 

acknowledged authority for his personal poetic creations 

that was generally reser:ved for prophetie dream visions. 

Eventually, the expansion of the paetic potential of dream 
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allegory in his early poetry helped Chaucer ta abandon the 

"dream as intermediary in creating the more naturalistic 

narratlve poetr-y of his later work. 

Looking more closely at the qualities of the dream 

congenial to the allegor-ist, we may begin wlth the dream's 

abi 1 i ty to pr-ojec t an unr-ea 1 world of fan tasy, a sort of ... 
"fairyland" or "medieval Arcadla," in Kittredge's terms,2 

which was sealed off from the constraints and painful 

realitles of everyday life. ThlS f antasy atmospher-e, which 

promised ta take the r-eader on a "spIritual adventure":;:$ 
1 

thr-ough an idealized universe, satisfled the allegorist's 

need to entertain hlS audIence. At the same time, the 

dream, s det')chment from 

sl,lppl ied an appr-oprlate 

the 10glc of natural occurr-ences 

vehic 1 e for allegor iea 1 preoccupa-

tion wi th events of the mind. In the dr-eam, in ter-ior- states 

could be objeetified into a drama of personlfied abstrac-

tions such as Hope, Desir-e, Jealousy, and Despair. As 

Langlois wr-ote in ,his study of the Roman d~ la Rose, 

Les songes et les visions offrent un cadr-e très commode 
pour exposer des choses que les sens de l' homme a 
l'état normal ne peuvent percevoir-, et qui ont besoin, 
pour ~tr-e crues, que l~ur connaissance s'explique par 
un seconde vue. 4 

Yet since the allegor-ist' s aim was to instruct as weIl 

as to enter-tain, i t was not enough merel y to accept the 

dream as a literary device. He had also ta j~sti~y its 

legitimacy as a source 'of truth. A readily available 
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confirmation of the dream's au·thority derived from its 

prominent role ~n sacred and classical literature. 

Prototypes 90in9 back to the prophetie biblical dreams of 

Joseph, Pharoah, and Nebuch~dnezzar, the revelatory vision 

in the Apocalypse of St. John, and the third-century 

apocryphal Vision of St. Paul,e invested the dream with 

an aura of spiritual prophecy. ThlS status was enbanced by 

the authorlty of classical'viSionary eplsodes such as 

Homer's vlsion of Hades in Book X of the Iliad or Aeneas' 

journey ta the Underworld in Book VI of the Aeneid. 

The dream's association with speclal sources of knawledge 

led eventually to its appearance ~n philosophical works such 

as the concluding Vision of Er in Plato's Republic and 

Cicero's account of Scipio's Dream of Afrlcanus at the end 

of his De re pub! ica. In the work of allegorists such as 

Martianus Capella (De nuptiis Philologiae et Mercurli) 
\ ~ 

and Alain de Lille (Anticlaudianus), the visionary jour-

ney became a metaphor for philosophical quest ending in 

revelation of the true order of the universe.· Thus the 

fant,asy aspec t of the dream came to serve the aIl egorist' s 

didactic purpose. The spiritual adventure was net merely an 

escape, but a voyage te the Other World in seArch of special 

ViSiOnary' k~OWledge WhlCh could ~e carried out of the dream 

into Waking~eality. 

\ 82 

• 



o 

'5 

If the allegorist sought further credentials for his 

dream'~ pretensions ta truth, he could invoke, in addition 

ta these literary models, the author~tative dream classi-
l , 

fications of Macrobius, In his highly influential 

commentaryon Cicero's Somnium Scipionis, Macrobius 

determined the authentlcity of dreams as prophecy by 

dividing them into two groups, one prophetie and signif-

icant, the other misleading and worthless. Wlthin these 

groups were five types. The classlfication including 

signif~cant dreams included first, the enlgmatlc dream or 

somnium WhlCh "concea 1 s wi th s trange shapes and vei,l s 

_w~th ambigul ty the true 'ie:;aning of the l.nformation being 

offered, and requi~es an in~erpretation for lts understand-

ing;" second, \the prophetie dream or visio ln which the 

dreamer sees thB form of an experience which later comes 

true as foretold; and third, the oracular dream or 

oraculum "ln Whlch a parent, or a pious or revered man, 

or a priest, or even a god clearly reveals what will or will 

not transpire, and what action to take or avoid." Through 

these visions, Macrobius asserts, "we are gifted with the 

powers of dlvination." The flnal two categories are the 

nightmare or insomnium "caused by mental or physical 

distress, 'or anxiety about the future; ,. and the apparition 

or phantasma (visum) occurring petween wakefulness 

and slumber in the form of imagined spectres. According to 

Macrobius' criterion of prophecy, these last two are 
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rejected as meaningless and of no value whatsoever (III, 

2-3) • Following Macrobius, the allegorist could claim di-

vine authority for his dream by associating his vision with 
1 

the categories of somnium, oraculum, or visip; 

or, conversely, he could disclaim responsibility for its 

contents' by dismissing his vision as an insomnium. Thus, 

by acknowledging the authority of classical models and dream 

classifications, the medieva\ allegorist could uS& the gui~e 
of the dream to gl.ve his work of imaginatl.ve fiction the 

status and credibility usually assocl.ated with inspired 
o 

vision. 

Alongside this literary-philosophical interest l.n the~ 

dream, ran another current of dream inquiry which was more 

scientific and empirical and, hence, less appealing to the 
~, 

allegorist. w. C. Curry, in hl.S studies of medieval ~edical 
, 

lore noted that dr~ams were often used by physicians for 

diagnosis of physical symptoms. This application of dreams 

to medicine was consistent with scientific writings by Galen 

and ~vicenna who formulated a dream psychology based upon 

the physiology of sleep. Avicenna wrote tha} sleep was 

of vapour, which ascend~from the l~wer caused by "a sort 

members ta the brain. This vapour is an exhalation from 

digestion of foo-ds'~nd from bodily humours."?' Avicenna's 
" , 

theory is echoed in Chaucer's Sguire's Tale (1. 347) 
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when sleep is c:alled .. the norice of digesti~,:" Following 

the same line, Galen wrote, liA dream indicates to us the 

condition of the body, and reflects the balance of humours 
'""'-

or conditions of emotional upheaval. In waking,' the senses 

act on the imagination, .but in sleep, the imagination stimu-

lates the senses to produce the figures or simulacra 
\ 

compr Ising a dream. liB 

The studles of physiclans led them to establ ish an 

alternatlve to Macrobius' system which included only three 

types: the somnium naturale, originatlng ln bodlly 

compleXlons or humours, the somnlum anlmale, arislng from 
( 

anxlety of the waking mind, and the somnium c:oeleste, 

comlng from lnfluences of celestlal minds or intelligences. 

As with MacrobluS' categorles, the first two relating to 

natural causes were considered faise and worthless in 

presaglng future events.~ The somnium co~leste, how-
• . l 

ever, was counted a trustworthy source of revelation.· 

In summary, regardless of difference in I4tomphasis 

between the philosophical approach of Macrobius and the more 

scientific classifications of Galen and Avicenna, the 

general trend was to regard dreams arising from natural 

causes ~s meanlngless an~ to ac:cept revelations from good 
" ' 

c: ospirits as prophetie and trustworthy. One ~eeded simply to 

assess the cause of a dream in order to reach a satisfactory 

conclusion as to its valid prophecy. The prob 1 e.m was, 
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course, that none of these systems provided a reliabl~ way 

of determining a dream's causes and of thereby~establishinq 

its typology with certainty. This difficulty left a margin 

of indeterminacy for poets such as Guillaume de Lorris and 

Chaucer who wished to exploit the ambiguity of their dream's 

2. Chaucer' s Posi tian on the Author i ty of Dreams 

Chaucer's poetry contains many dlrect statements 

showing his awareness of the prevailing divlsions of oplnion 

and his W~ Il ingness ta expl ai t th~ s ambigul ty for lrony and 

humour. In the openlng of the House of Fame, for 

example, Chau~ers follows Guillaume's precedent in the 

~oman de la Rose by presenting his response to current 

dream theories: 

Gad turne us every drem to 
goode! 

For hyt is wonder, be the roode, 
To my wyt what causeth swevenes 
Eyt.her op morwes or on evenes; 
And why 'th'effect folweth of somme, 
And of somme hit shal never come; 
Why that is an avisioun 
And this a revelacioun, 
Why this a drem, why that a sweven, 
And noght te every man lyche even; 
Why this a fantome, why these 

oracles, 
1 not; but whoso of these miracles 
The causes knoweth bet then l, 
Devyne he; for 1 certeinly 
Ne kan hem noght • . • 

( HF, Il. 1-15 ) 10 
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Chaucer is perplexed by the manifold causes of dreams which -

include not only the categories of Macrobius, but an 

exhaustive catalogue extending from "complexions" and. 

"feblenesse of (the) brayn" to "the cruel lyf unsofte/ Which 0 

-~ 

thes" il ke lovers leden /~That hopen over-muche or dreden" 

(HF, Il. 36-38)~, Furthermore, he lS unàble to d~termlne why 
"\ 

some dreams are followed by effects and some not, and how 

"-one lS ta decipher the signif1cance of ~reams. Reslgned to 

con fUSlon he prays, <1.God turne us every dreme ta gQade ~ " 

Ch~ucer attempts ta e~~luate dreams agaln ln ~ous 
interchange between Chauntecleer and Pertelote ln the 

~un's Priest's Tale. Here, Chaucer uses dramatlc dia-

logue ta Juxtapose the two prevaillng categorles of dreams. 

Chauntecleer dreams of a beast, "lyk an hound" red in color 

with tonl and ears tlpped with black, a beast that would 

take tllm prlsoner and kill hlm. Though Chauntecl~er is 

terrlfled, hlS w1fe. Pertelote chides him fO\)hislcowardice: 
" 

"Allas' and konne ye been ag,ast of swevenys?/ Nothyng, God 

woot, but vanitee in sweven 1S" (NPT, Il.4111-4112). Her 

position is that the dream is a S~œnlum naturale attri~ 

butable ta physical causes: "humours," "complecciouns," and 

in thlS case,_ an excess of red choler which causéS one to 

dream of red beasts. Her solution, uttered with wifely 

practicality is "For Goddes love, as taak som laxatyf." 

Chauntecleer, hawever,- d";fendïis dream as a '!5Qmniüm 
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coeleste, reiatiQ~~, three exemp-la te prove that 

"dremes ben to drede." As further proof he cites figures 

from the Bible and c:laSSlcal l1terature, finally quoting 
1, ,-

MacroblUS who "Affermeth preme5,and seith that they been/ 

War-nynge of thynges that men after seen" (NPT, Il. 

4315-4316). Yet, desplte his lear-ned ar-guments, Chaunte-

cleer flnally 19nores the dream WhlCh lronlcally turns out 

ta come true. Thu5 when the forces of skeptlclsm seemed ta 

have trlumphed, Chaucer dlslodges our certalnty as 

efflClently as he dld ln hlS more dlrect statements. 

TrOllus and Crlseyde slmilarly uses dramatlc 

confrontatl.on ta contrast two theorl.es of dreams. In 

recoun tlng hlS dreams ta Pandarus, Troll u~ ten.os ta J udge 

each one, accordl.ng ta hls penchant for predestl.natlon, as a 

samnium coeleste. Pandarus, thè~Skeptlc, recognizlng the 

psychologlcal antecedents l.n Trollus' 50rrow and anxiety 1 

, 
over hlS separatlon from Crlseyde, is more ln agreement wlth 

MacroblUS attl.tude toward the Insomnlum: 

A straw for aIle swevel'les 
slgni f iaunce ~ 

Gad helpe me 50, 1 counte hem nought 
a bene ~ 

Ther woot no man aright what dremes 
mene. (Trai 1 us V, Il. 362-364) 

In reactllng to Troilus' second dream of Crlseyd~ embracing a 

boar, the sign of Oiamede, Pandarus' reae tion is di fferent. 

He does not reJect the dream altogether, but finds fault in 

T'roi lu-s' interpretation: 

" 
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, Have 1 nat seyd er this, 
That dremes many a maner man bigile? 
And whi? For folk 'expounden hem amys. 

<Troilus, V, Il. 1276-1278) 

Pandarus' alternative explanation that the boar is 

Crlseyde's father leaves us with the uncomfortable ambigulty 

that he has been merel y actlng as soothing counsellor to 

TrOll us and tha t, ~ n f ac t, he 15 as con fused as everyone 

el se ln eva) ua tlng the prophe t l.C power of dreams. 

In the ParI lament of Fowls, Chaucer refers to a 

dream theory lnltlally proposed by Lucretl.us and later 

adaRted by Claud 1. an. The idea f lnds a con tex t ln Chaucer' s 

poem where Ilnklng of wakl.ng thoughts and dream eplsode are 

cleârly consl.stent wlth Claudl.an's prlncl.ples. After 

reading the Somnl.um SCl.piOnlS, Chaucer dreams of SClpl.O 

Af'rlcanus standlng by his bed and ~calls the classl.c lines: 

The wery huntere, slepynge in hlS 
beii , 

To wade ayeyn hlS mynde goth anon; 
The juge dremeth how his plees been 

sped; 
The cartere dremeth how hlS cartes 

gon; 
The riche,of gold; the knyght fyght 

wi th hlS fan; 
The syke met he drynketh of the 

tonne; 
The lovere met he hath Mis lady 

wonne. (PF, Il. 99-105) 

Chaucer's reaction is to see the 'connectlon between his 

reading and vision that follows, "For l hadde Lred of 

'Affrican byforn,1 That made me to mete that he 5tao~ there" 

(l.l. ,107-108). With Chaucer's typical ironie ambiguity, 
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however, Scipio a~lows him no such questionable conclÜ~ion~ .. 
but makes it clear that this is a respectable prophetiç 

vlsion bestowed on the poet for hlS devoted reading 01' 
"t 

Macrobius: 

Thow hast the so weI born 
In lokynge of myn aIde bok totorn, 
Of WhlCh Macrobye roughte nat a 1yte, 
That sumdel of thy labour w01de 1 quyte. 

( PF, 1 l. 109-1 12 ) 

Jo 
ThIS summary qf Chaucer's Vlews on medleval dream , 

psychology shows that, ln the end, he takes no deflnlte 

posltlon ln the confllct between oraculum and somnium 

~ anlmale. He does not know the causes of dreams, how to 

deflnltely assign thelr categorIes, or how to accurate1y 
, ~ 

interpret their symbols; but he is c1early interested in 

thel~ relatlon to human psycholagy. Furthermore, as we have 

~een ln our earller discubslon of the dream genre, he is 

wi)llng to transform the recelved dream conventlon in the 

dlrectlon of more naturalIstlc, but less prophetically 

rellab1e dream categorles. The conventlona1 po@t's d~stress 

WhICh Introduced the problem-solving p~ems of Boethlus and 

Alain de Lllie becomes wIth Chaucer's use of the dream frame 
J 

an exploratlon of waklng anxletles preliminary to their 
, 

expanSIon ln the dream context. Guillaume's evocatton of 
, '4 '" i _,J ~~ V l (' ",," ' .... 

the famous a'uthor, ·.Ma~robiu~, to gl:ve author;ity to hd. drea~ 

al the beginning ... .,of the Roman ete la Rose, bec:o\s in . 

Chaucer's poetry the innovative technique of US~g a btok 

read at bedtime to introduce themes carried oover i~to the 
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dream narrative. Al'l this impl ies that Chaucer, mod#ies 

-the re~eived dream convention away trom the prophetie models .. 
of sgmnium, visio, and oraeulum in the directipn 

.of the more personal, psychological, and henèe less 

objectively authoritat1ve dreams of the insomniu~ 

or ~omnium animale. 

3. Modern Dream Theory: Freud's Theory of Dreams 
f 

Whatever Chaucer's lnconclusiveness on the origin and 

signlficance of dream visions, th~ structure of his early 
.Â ... 

poems shows a keen observat~on of the actual workings of 

these phenomena. To understand Chaucer's lnnovative .. 
.~ direct10n, we must explore more closely both the nature of 

", 

the ~r;eam as conveyor of mean1ng and th,e nature o,f allegory 

as aesthetic forma Freud's research on dreams and, in 

particular, h1S studles of the relatlons be~ween unconsclous 

thought and dream symbollsm can aid u~ in thlS Rrocess. Some 

recent cri tics, however, would questlon the utllity or 
~.. , ' ~- ~ 

necessity of apply1ng Freudian terminol09Y to Cha~cer's 

mettlod. As Robertson remarks in A Preface to Chaucer, 
\ 

1 • 
"No one thought in terms of psycholog~ in 'the fourteenth 

centu\y any more than he thought in terms of di~ferential 

calculus or Marxist dialectic.".i.1 

Surprisingly, Freud himself resP,Dnds to charges of 

anaè::hronism. In the lengthy 

essay, The Interprejation of 

.... 

historical irtrodu~tion 

Dreams (1900» Freud 
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provides an extensive survey of dream theory from ancient 

times to the present and con~ludes that most modern 

observations about d~eam experience had been formulated by 

the time of the Middle Ages. In fact, to substantiate his 

own views, Freud often quo tes the same classical sources as 

were ava~lable to Chaucer. For example, ~M support of his 

theory that dreams conta~n thoughts, desires~ and memories 

carr~ed over from our waklng life, Freud quotes Lucretius' 

statement from De rerum natura WhlCh, as mentioned 
• 1 

above, ëhaucer incorporated in the Parliament.~2 

In another passag~, observlng that dreams are often 

" disconn~ed, contrad~ctory, and bizare in content, he cites 

CiCel'"'o'~ment, "There is no i~aginable thing too 
, 

absurd, too !nvoived, or too abnormal for us to dream 4bout 

It."1.3 Finally, ln addition to Freud's own observations 

of parallels between his work and ~hat of ancien~ dream , , 

theorists, we might observe that his "means of 

representation" actually recapitulate the classica1 

.. 
rhetorical categories defined by Quintil~an and are 

therefore not contradictory to modes of thought available to 
. 

Chauc'er. Since this concept requires some expla~atLon, we 

will deal with it in the next section. 
• 1: -
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4: The Heans of Representation in Dreall and Allegory 

1 

Thè aet of falling 'asleep,seems to involve withdraw~l 
c 

of guidapce for the sequence bf ideas. Thoughts are no 

longer oonnected by the laws of logic ard causality or 
. 

subject ta the cri tica! d·irection assoé.iated wi th the waking' 

mind. ~reud attributes the distortion i~ dreams' td what he 
1 

ca1ls the "dre-am-work," a process aimed at .trans-fE!rring the 

"latent content" of thoughts, anxie'tï'es, and wishes inta. a 
. 

"manifest côntent" of dream symbols. 14 The formation of' 
1 

these images or symbols is motivated by the psyche's effort 

to censor painful or.fo~bidden unconscious wishes ~rom ~he·· 

conseious mind. 15 In the process of dream formation, tne 

manifest content attains an economy, visualization, and 
~ 

veiled meaning similar.to the poeti~ su~faee of allegory .. 
o . , 

Using terms potentially relevant to allegory's mdde of~ 

.. other-speaking," Freud refers ta dream-thougbts anel 
..... 

1 
dream-content as "two different languages" qealing with the 

salle sij.bject matter: "The dream-eontent sêems like ~ 
~ 

" tranS'cript. of the drel\m-though'ts into another mode or 

expression, whose eharacters and syntactic- laws ft is our 
,~ r 

business ta discover by comparirig the original and 

translation. "1.8 In Freud' s view, a 'd~eam is el 
,-

{ 

"piè;tur~-puzzre" rath"r than a ~ "pictorial composition;'" 
.. 1 

elements are" not in real ~tic pictorial ord{er, but in Et 

.. \ 
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.sY}lbolic relation whioh we Bust learn to -read to gain- their 

signifioance. 17 . 

In The Interpretation of Oreans, Freud notes that 

dream thoughts, when Il brought under the pressure of, the 

drean work, Il have their elements "turned about, broken into 

fragments and jammed t'ogether--a,lmost like pack ice. Il 19 
/ 

The logical connections previously binding these thoùghts 

are droppéd leaving a structure devoid of conjunctions. 

F'reud responds to this phenome1lo~ by inquiring, "Whe:t 

representat ion do dream~ provide for ... if " 'beoause,' 'just 
, 

as, 'alth'ough," either--or,' and aIl' the other conjune-
~ • l 

tions withQut which we cannot understand sentences or 

speeches?" 19 
'\ 

He concludes that a crucial concern of the 
• 

interprêtive process must be the "restor~on of the 

connections" discarded 1 by the dream-work. Preliminary to 

this task, Freud'isolates a variety of techniques·used by 
o \ • ' • . 

the dream-work ~o ~eplace explieit relational eues as 

ortanizers of the dream thoughls. Thes"e he terms, "neans 
, 

of representation. Il 20 Siudents' of Freud have noted 

that-these symbolic oper~ions Iack specificity to dreams 
l - , . , 

and are, in fact, those of any ling~istic symbolism. 21 
\ l , 

Emile Beneviste l for example l pointed out this ~onnection in 

a st~dy that appeared in. !j'56 which stittes that Freud, eB.B he. 

describèd dreams and jokes, rediscovered the "oid catalogue 
. 

of tropes. "22 

r 
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Tropes are the-r.betoricàl devicéS used by al.l~itof­
. (:' 

fsts to present ideas poeticallY.I,\ In his Inertitutio 
* \ ' 

o~8toria, Quintilian deso~ibed tropes as "the transfef-
-

ence (translatus) of expressions from their'natubal and 
-ç 

principle signification, to another, w~th a view to the 

embellishment of style. "23 Allegoriosl poetry, .1.ike 
.1 

dreams, does not communicate through direct discur~iva ... 
1 

statements. Instead, it uses these figurative devices, 

much as the dream uses' i ts symbo ls, to "transfer," meaning. 

Though the allegorist May, li~e the psyche's dream censor, 

wish to a~id criti~ism from aut;ority, his main purpos~ is, 

as Quintilian suggests. to enclose the rigors of his 

did~ctic message ,in an enter~ainingJ ornamented dreSSi~g:/ 

He may also, in accord with the rhetorical theories of 

,Augustine and Boccaccio, desire 'to challenge the reader with 

the effort of deciphering h~s significance while, at the .. 
saJ[le time. obsc~ing its pr~cious contents 1(rom .the vulgar-

\ , 
minded. Because of the similarities of structure iri dream 

" f • 

and allegory, i twill be useful to take a closer look at 

what Freud oal1s the "means of representation" in çireams. 
~ 

From this inqui-ry we may -deter,mine ho~ far the analogy wi th , , 

allegbry's 'rhetorig~l modes of meaning can be taken b~fore 

it ceases to be app1icab1e. It is at the point of diver­

gence whère a ohdioe to follow the mode1 1of actual dream 
. ~ ... 

pheoomena leads to ohanges in the allegôrioal dream visi,on. , 
Basica~ly,we ~y begin with the assumption that both the 

, 
.1 
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dream and allegory establish an obscure representational 
r _ 

pattern which demands elucidation to "solv~". the enigDa of . 

m~aning. As the dream establishes a,configuration of images c -
which the analyst must decode, the allegory, in Angus 

F le-tcher~' s words, manipu lates .. a texture of . ornaments' so 

as ~ engage the reader in in terpreti ve act i vit y ... 24 (: 

Freud descIlbes severai mechanisms by which dream 

t~ought,s are translated into dream content. The f4.rst is 

.. condensati,on." whereby a large number of dream associa­

tions are compressed into a relatively limited ~~mber of 

symbols.2~ Each item has been selected to appear in the 

dream beciuse -it constitutes a ':nodal point" upon which 

numerous~ream thoughts converge and for Wh1qh many meanlngs 

are possible in terme of the dream. Freud calls this 

phenomenom, '·overdeter!Dinat.ion." Through it. each of the 

\elements of the dream content is "represented in th~ drea~ " 

thoughtS'· many t imes over." ~6 

A similar ideational compression has been observed ih 

~ ~llegory which, as a litirary form, is organized to express 

in concrete terms a meaningful network of moral and philo-

sophical concepts. According ta Angbs Fletcher, ~the mode 

i8 radically réductive and in that is ~t war with 

lDimesis. "27 "This reductionism or "condensa~ion" , is 
. ' 

particularly applicable to allego'ricai characters such Ills ... () 

Fair Welcome or False ,Seeming who resemble caricatures in 
) 
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their simplification towards single, predominant traits. The , 

,traits, when isol'ated, become ':tte iconographie meanings of' 

each agen t, "28 , 

On the level of specifie dream items, "condensation" 

appears anaioious to the poetic tropê described by the 
. 

classic rhetorioians as "synecdoche," whereby a part is~ 

" . taken to mean the whole. 29 · For Quintilian, "synecdoche -
has the power to ~ive variety to our language by maKing us 

realize many things from one,J the whole from the part, the • 

ge~us from a species, things which follow'from things which 
~ . 

have preé.eded." H.e adds, .. some also apply the term, ., 
>- ... 

"synecdoche, 'l when sometbi~g is assumed wh~t(no_t 

actually been expressed, ~ince oni word is then discovered 
'. 

from other words ... " 30 1 

Freud offers as an examp..le of ;'condensation" the .... "\ , 

account of a d;eam centering on a "Botanicaf MonograP\. ,,' 

l ts resemblance to poet'ie··" synecdoche" i~ str iking. The 
~ / ~ ~ 

botanical theme of the article, explains Freud, could carry 

assQciations with a monograph on the s~ecies Cyclamen seen 

in a bookshop window, with the author's own recent monograph - ' ' 

on cocaine, with the author's colleague, Professor Gartnèr 

(gardener), with the "blooming" looks of Gartner' s w~~ 

with Freud's current patie..ot ... Flora; and so on. 31 ,Simi-
, ,J. > 

,.,;4 .... , ~ 

larly, ·in an al'legory such as the .. Rollan C\~ la Rose, 

• 

the central symbol of the Rose could evoke the "ide; associ­.., 
97 , 
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ations of the budding beauty of young womanhood, the ideal-

ized object of courtly. love, or the irresistible at~raction 

of the sensuous world. 

The use of "condensation" in Chaucer" s dream poetry is 

clearly.demonstrated by the-temple description in th~ . . 
Parliameqt of Fowls (Il. 183-294). In a brief sequencé, 

Chauc.e-r st\ws how an elaborate ideological statement can be 
, 

compressed into a selecte3 s~t of ,juxtàPosed visua!l images. 
\ 

As Howard Schless ~scusses in his article on Chaùcer"s use 
, 

~ of 'Italian writers, Chaucer:'~ temple "condenses" three 

aspects of erotic love into a more general category asso-

ci~ted with luxurja. 32 It achieves this by-dividing 

Venus' damain to include three deities: Venus, represent-

ing extreme sensuous indulgence j .. the god Priapus," repre-' 
1 

sen t ing excéss ive sexua l love; and "the bitter goddess 

'Jealousye,~ depicting the excessive jays and sOFrows- of 
-

1 > desire, By allowing enus and' h~r campanion deities ta 

." 

dwell within the arder of earthly love and yet remain' 

contained by the pillars af the temple, Çhaucer uses dream-

like condensation to express 'the'harmonious relation between 

'three aspects of unfruitful passion and the Natura Q • 

ienerans of Nature's garden. 

. 
In another device" "displacement," the dream-work 

r 
allhieves cèbsorirttip of unconscious wisnes through a trans-

ference of psychic intensities. According to~reud, ele-

,. , 98 
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~ents . ofo' dr~am thaughts whioh seem to have Ilost value are 

" 1 

re'presented in a dream by i teras of small value or interest. 

while less significant thoughts seem to have promin-

ence. 33 As a resul t, the dream content no longer re-

sembles the core of the dream .thoughts. Translated into 

literary terms, psychic displacement resembles the trope of 

.. m~~onoe" wh~ch Geoffrey de Vinsauf clefines as .. the sub­

stituting of the name of one thing for another which it 
" 1 

suggests or is closely related to. This May include the 

subst i tution of the abstract for the concrete J the cause forl 

the effect, the instrumen t for ti')e user, or the container 

for the contained." 34 fn general, the mechanism of dis­

placemen~ in both actual dreams and th~ir poetic repfe-
v & 

sentations directs our attention away from abstract ideas to , , 

concrete visual images. At the ~e ti~e~ the deepest 

- J eon'fliets remain unstatecl and seem to come out when least 

expected . • Sueh displacement oceurs ijr-- the Book oOf the 
f • 

'P 

Puchess where the pain of 108s' is variously represented , . 
-

by the narrator -s unspecif ied gr ief, Alcione' s myt.hic mo~rn-
-' , 

ing for Ceys, the death-like cave of Morpheus, and the 

" sorrowftll aspect of the -Han ift-.-B lack., At the same time, the 
; 

'central concer,p of the poem, the death of Blanche, with its 
- . 

dual componeonts of sorrow and inadequacy of. cbnsolation, is-, 

in effect, "censored" trom direct expression until the ver.y 
( 

end. 

" 
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Closely related to "·condens;at".i.on" and "displaoe:" 
"-

ment" is Freud' s observation that "every dream deals 

with the dreamer himself. Dreams ar~ completely 

egoi'stic. "38 According to this tendency, the dreamer 

may personally appear in the dream or be dL;;persed and 

transferred to numerous other identifications. In general,' 

disturbfng ideas are relocated from the dreamer's own ego to 

a series of surrogate egos which 'can interact wlth him in 

the dream. The mechanism has the utility" in Freud's view, 

of expanding the dream's capacity to.include)a vast amount 

of thought material while.avoiding the dream censorship. 

Angus Fletcher has noticed the same tendency in allegory 

where "the allego.rical hero is not 50 much a real person as 

he is a gener~tor of other secondary personalities. which 
\ 

are partial aspects of himself. "38 The subcharacters 

interact with the hero in the nar~tive and beeome the means 

by which his charaeter is gradually revealed. 

Freud' s mechan ism of "ego d isplacemen t" can be observed 

in the evolution of the dream persona in the allegories 

we have studied. In the Consolation of Philosophy, for 
1 

instance. Boethius splits his fictiona! dream representation 

into two aspects for the purpose of dia!eetic. He 'creates ' 

a disillusioned and despairing1poet to represent his emo-

tional, human ~ideJ and an authoritative pers'onification to 
.. 

portray his rational mind and philosophieal learning. 

100, 
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Late..r. in a context of cour,tIr love. Guillaume de Lorris 

~ands. the allegorical division of character,by appor-~ 

tioning the ego. of the lady as weIl as the lover in the 

Roman de la Rose to a series of personjJications dram-
..... ,"' .. 

1 • 

atizing their social traits and psychologieal tendencies. 

With Chaucer's love visIons, a greater interest in 

dream verisimilitude results in inereased psychologieal 
r 

motlvation for thlS ego transference Chaucer achieves 

helghtened reallsm by elaboratlng the portrayal of the 

wakIng narrator and linking his concerns wlth various 

manIfestatIons ln the dream, not only with alternatIve 

Îoersonae. bu t w 1 th i mages and set t ings as ~e Il. In 

the Book of the Duchess, for example,~the narrator 
1 

compialns of th~ sleeplessness caused by an undefin d 

distress which has left him devoid 6f emotion. mood is 

expressed in such remarks as, "1 take no kep/ .. Of no hing" 
r 

( Il. 6-7) , "Al is ylyche good to me " (1. 9), and " have 
/ 

fe lynge in nothyng " (1 Il) His passivity and ind iffer-
l 

ence go .;yagaynes kynde" and preclude any efforts at 
~ 

problem-solvlng. The sa~ narrator becomes transfo~med in 

the dream into an emotionally active figure who expresses 

both lively wond~r at the beauties of the world and sympa­
.. ~ 

thetic concern for another's grief. Meanwhile. the narra-

tor's negative characteristics, his apathy, melanchol~ and 

obsession with dea_h (1 .• 24), are transferred in-the dream 
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to a second figure, the Kan in Black, whom the naive dreamer 

confronts. questions, and attempts to console. Thus. as in 

th~ displaced ego of real dreams, Chaucer transfers the 

destructive, "unnatural" feelings of his waking persooa 
. 

to an alternative dream i!.igure At the same time, his own 

dream representation takes an unobstrusive secondary posi-

tion from which he is fr~e to examine the issues, Beyon~-

the creation of alter~~gos. the narrator's character is 

,7u~er d lsplaced to the landscape i tse l f where the dialogue 

between melancholy flxat:~lon with death and j"oyful partici-
" 

pat~on ln llfe lS reiteratê1 in 

paralyslS' of HOl"p'heus' \Cave and 
1 ( -

the contrast between the 

th@ regenerative beauty of 

the ~y garden 

The use of visual images to express the central con-

flicts of the poem corresponds to another characteristic of 

dreams observed by F'reud, He writes, "The direction taken 

'"' by the displacement usually re~ults in a coloriess and 

abstract expression ln the dream-thought being exchanged for 

a picto~iai and concrete one," 37 This visual laftlSuage 

enables the con~ast8 and identification .... hich dre ... - .. n\-k .. • '. ,. 
) - \ 1 

requ~res without recourse to discurstve dialeetic. A11egory . " 

seems in like manner to thrive on pictori~l or embtemmatic 

images. In Fletcher' s d iscuss ion of- a11,egor iea1 .. kosmos, .. 

he defines t~is specialized poetic orna~~nt as a ~on~~ete 

image or microcosm which signifies a macrocosm or uni-
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verse." se According to Fletcher, "kosmos" ha~ the abil-

ity to generate large scale double meanings if combinea ~ith, 

other such images. 39 We see "kosmic" images in weapons, .. 
~ ~ 

emblems of position, signet rings, even parts of th~ body. 

In the Book of the Duchess, for example. the visual~ 

ized ri tuaI of "hert- huntyng" "bec-omes a "kosm 1c" repre­

sentation of the more general pursuit of consolatlon. 

Chaucer's pdetry has been praised in particular for its 

visuai quaIity.40 V. A. Kolve has remarked that "there 

ls m4ch in his LChaucer'~ po&try that is 'visual,' tha~, 

,invites us to make images in our mind as we read or listen 

to his narràtive. "41 He goes on to observe that "these 

are not merely 'decorative images,' nor are they merely 

metaphors--quick likEj.nesses to be noted and then passed by." , 
They are conèrete signs of a higher truth in the sense that 

the Middle Ages believed meaning was inherent in the mater-

ial creat~on because of the divine intelligence that created 

it. 42 In Kolve's opinion, Chaucer wa~ a poet who con­

"-ceived his'~orks visually. He remembered poem~_he had read 

as a series of pictures while constructing new poems 

describing these pictures as reai. To support his view, 

Koive points to examples from Chaucer's dream visions. He 

cites the extended visuai reconstruction of the Aeneid 

story "graven" on th.e' wails of Venus' temple in Boo~ of 

the House of Fame and~ the story of Paris and Troy wrought 

\. 
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in the stained' glass of the dreJmer' El bedr,ooll in the JiQ.Qk 

of the Duchess. He sees the same devic~ again in ,the 

descri(tf'~n ~f the ~ainting .. and sci!ip~u~e in t~e temples of 

Vends, Mars, and Diana in Tbe KnÜtht '8 -Tale (III, 1,881 . 
o 

ff.). We might add that in building his poems around vivid 
<\ 

pictures such as the Garden, Temple, or Cave, the striking 

costume worn by the Man in Black, or the lively rituals l.f 
the hun t or caro 1, Chaucer uses "condensed" visu al imagery 

t./ in ~ manner similar to the dream-work to contrast ide-as 

implicitly without recourse to rhetorical debate. 

Freud a1so d iscusses the preva1ence in dreams of 

contraries and contradictions. Gften in a dream, contraries 

are bound in a UN-H-y or represented as the same t~ing. 43 

The dream devic~ of contradiction cân be rec~gnized in the 
• Il 

paradoxes and oxymorons of poetry. We see it, ~r example, 

in. the open i;g oxymorons of Alain', s Complaint Q,f Natur'e 
J q 

qT in the image in Chaucer's Par1iament of Venus as both" 
t 
"~ysful Ip.dy swete"and wielder of the deadIy "fyrbrond" of 

.. 
passion. In a 1arger sense, Freud obse~ves that the dream's 

motiva/ion teward wish-fulfillment 0Sten results in 

"reversal" either of content or chronolegy.44 Sudden 

reversaIs cah be especîally noted in Chaucer'8 tlream poetry 

. where the somber atmosphere of the waking narrator'lii 

depression is transformed in th~ dream te a sun-drenched 
1 

bl'droom illuminated through stained glass, or ta a re-

} 
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freshing Hay morning. In the Parliament-pf.PowlS love's, 
. 

Qontradictory aspects are presented through a series of 

inversions: The stale, hot air of the temple with its 
, 

lovers' "sykes hoote' as fyr" gives way ta the we1come relief 

of the tresh, open air of Nature's court; the artificiality. 

of the building decorated with painted sto»ies of tragic 

lovers \s replaced by the gJ;een glad;>'covered with flowers 

(1. 302); Venq~ supplicating loyers are replaced by the 

birds assembled for St. Valentine's Day ta hear Nature's 

jUdgment; the immode~ate sighs and sorrows of fruitless 

passion are replaced by "cast" and "mesure." 

Although ~ summary of Freud's theory seems to invite 

parallels to allegory on specifie points, an attempt to 

define allegory's generai mode of meaning reveais weaknesses 

in the analogy.1 Perhaps a clue to the divergence between 

allegory and dream comes in qnderstanding the relative 

emphas~s on metaphor and metdnomy which charaeterizes their 

forms. As Roman Jakobson observed iJ his pioneering essay, 
" i ' . 

''''file ~taphorie and Met.onymic PC!)les," 

"" ïn an inquiry into.the structure of dreams, 
the decisive' questi'on is whether the symbols and 
temporal sequences_used are based on contiguity 
(Freud's metonymie 'displacement' and synecdochic 
'condensation') or on similarity (Freud'~ 
'identification and symborism').4~ 

) 

In other Hords, b~th the tendency to metaphor and metonomy 
" 1 

ean be noted in-Freud's descr~ption of dreams. The shape of 

the literary forro imitating the dream phenomenom, there-
.' . 
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.fore~ would depend on whicn of these aspects a writer 

chooses to stress. 

At o~e point in his stupies, Fr~ud remarks that dream~ 

favor similarity, approximation, and consonance, the implied 
\. 

r,elation of "just as" as a mode of representation. 48 

rhis comparatfve relation corresponds, in rhetorical terms, 
-- -

ta Quintilian's definition of metaphor. Deriving the term's 
1 

meaning from its~atin name, translatio. Quintilian de-

scribes metaphor as "a noun or verb .. transferred from 

the .place to which it properly belongs to another where 

there is either no literaI term or the transferred is better 

than the literaI. '! In other words, the .. object is actually 

substituted for the-t-l"lÎng" wheIl> it can be "more impressive 

tnan the- thing which i t d isp Ip.ces ... 47 Cicero' s Ad 

Herennjum describes metaphor in similar terms a~ à device 

uSfid for "creating a viv.id mental pit1(.ure." It occurs "when 

a word applying to one thing is transferred to another,. 

" because the similarity seems to justify this trans-

ference, "48 

. According to classical rhetorical theory, allegory 

shows a strong dependence on metaphorical co~risons. 

'" , 
this respect, it can be seen as closely akin to Freud's 

In 

description of the dream'~ metaphorical aspect. Quintilian 

characteri~es allegory a$ a seguence of sub-metaphors which 
" 

amount ~n aggregate to one single, extended metaphor. In 
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fac~, the relation of two dif(erent modes of DeaninglWhich 

~ , 

, characterizes metaphor seems at 0-mes to blur ~ts distino-
, . 

• tion from allegory. According to,Quintilian; allegory or 

inÇèrsio, "Either presents one thing in words and another 
'\ 

in meaning, or:else something absolutely opposed to-the , . 
meaning or~he words. "48 Some 9modern schol~rs such-'as 

JO 

William Empson concur with this idea. In'Empson·s view, 

"Part of the funct ion or an al1egory 15 to mak~ you feèl 

that two levels of being corre_spond to, e,ach sther ~ detail 

and indeed that there is some underlying reality, something , 

in the nature of tht;.gS, which' makes this happen. "50 

Rosemund.Tuve goes ev~n furvner to equate allegory with 

metaphor: .. Alleg'oria does not use m~taphor; i u is one. 
1 

4By definition a continued .metaphor, ~egoria exhibits 
'"- ,,- () 

the norm~l relation of concretization to abstract,found in 
. \ 

metaphor in the shSd?e of series o,f particu lars wi th further ,~ 

meanings. Each concretization or sensuous detail is by 
1 

virtue of i ts initial ,base already a metaphor." 51 

Despite Freud's ~mphasis on metaphor, howeve~, his 

descriptions elsewher~ concerning Do~h the general 
, 

.. 

organization of the dream and its specifie formations such .. 
as "condensation" and "displacement" point to a more 

fundamerital mode of relafion, the ~eto~ymic ~rinciple of 

contigu i ty. As Freud obser'ves, "whenever they f'dreamE!7. show' 

us two elellents close togethér; this guarantees that theree 

- \ 1 
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is some specially intimate connection between ~hat 
.' 

. 
corresponds to them among the dream-thoughts." He adds J"' 

• 1'} j; , ~ .. 
"Collocations in dreams do not consist of any chance, 

disconnected portions of the .ream material, "but of por~ions 
~hich are f~irly clo~ely connected in the dream thoughts as 
~ 

weIl. "~2 In other words., meaning comes from the relation 

between items as much as from some external equivale~cy. 

Modern linguistic theory can be of some help in 

distinguishing betkeen the two principles, metaphor and 

metonomy, so crucial to both the dream and.poetic 

expression. Roman Jakobson, in his studies of aphasia, l 
relates metapbor to th~ linguistic faculty of selection and 

substitution as ôpposed to metonomy which is based on 
\, 

combination an~ contexture,53 As an ~laboration of this 

distinction, Morton Bloomfield contr~s~s metaphor's tendency 
.,. 

to point outward ~o macrocosmic or microcosmic concepts with 
, , { . 

metonomy's tendency to p,oint inward to its constituent 

c~ntext. Hetaphor's function is to tefer, to convey 

meaning,to name; metonomy's function ls, ~o indicate internal 

relations, to corlnect or rel~te. Bloomfield describes the 

former function as "vertièal, ,,' the latter as "horizon-

tal ... ~~ 

We 'have a)ready'ndted a fundamental relationship 
, 

betileen~ metaphor:s mode of meaning and the structure~i of 
" ' 

allegory. Indeed, metaphor's tendency to locate signi-· 

. • 

\.-
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ficance outside the literaI text aeems such -an essential' 
~, - " 

oomponent of allegory that it i~\described in Jllegory's 

name, "otherspeaking," from the Greek, alIos (other) 

and a,oreyein (to speak).55 In ~orthrop Frye"s 
. 

view, "We have allegory when the ev'ents 'of a narrative 

obviously and continuously refer to another simultaneous 

structure of events or idea~.t56 C. S. Lewis describes 

• the process of allegorization as moving from the realm of' 

, 1. 

f 

"immaterial passions to their expression in concrete 

form."5? Paul Piehler expands on this, emphasizing the 

bond between the màterial and immat~rial realms. Thus 
. 

allegory is "the transposition of characteristic elements of 
if 

the 'other' nonmaterial or supernatural reality int~ . , 
ma~erial images and events comprehensible in terms of 

everyday experience, and yet betraying sorne hint of their 

dtherwor Id ly or igin . "58 Angus Fletcher sees the secon-' 

dary meaning as the raison d'~tre of the primary meaning in 
1 

allegory. Although the literaI narrative can get along 

without Interpretation, its lack of mimetic naturalness 

tenas to· "force J"the.? reader into an analytic' frame of 

mind." The surface of isolated, ideologically and emotian-

a11y resonant images bound by contiguity rather than' 

rational causality, elicits an interpretive resp~nse fram 

the reader who perce ives that "by br~dging the silent 'gaps 

between oddly unrelated images we reach the sunken under-

structure of thQught There is strong logica1 control 
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on the level of ideas ~ven if the narrative events beoome . , 

disjointed. ".59 
1 

D. W. Robertson also emphasizes the 

subordinatiorr of literal text to thé apprehension of 

"higher" interpretive meanings. In his words. "the inco-' 

herence of the surface materials is almost essential to the 

formation of the abstract pattern, for if the surface 
. 

materials--the concret~ elements in the f~gures--were 
; 

consistent or spontaneously satisfying in an emotional way. 

th~~e wou Id be no st imu lus to seek something beyond them .,'. eo 

Actually, "the incoherence of surface materials" is 

exactly ,that absence of logical connections which motivated 

Freud to analyze the means of represèntation in dreams. It 

is alsQ the surface disjunction obseTved by Tatlock, Root, 

Muscatine and others as characteristic of Chaucer's early 

poetry.Bl In Chaucer's dream visions, as in ~ctual 

dr~ams, however, it is not a metaphorical outward turni~g 

toward significance which is stimulated by the lack of 

nJrmal transitions, but a metonymic relàtion between images. 

Two examples from the dream poems will demonstrate'this 

,distinction. \. 

As we pointed out in relat~on to the temple desoription 

in the Parliament of Fowls, Chaucer avoids simple meta­

Phori~.l- eqUi~alences in favor of ~b~oader range of 

associations. The ambiguity of isolated figures suèh as 

Venus and PriapuB continually Bènds us back to the literal 
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text to ascertain their meaning,. while the sig~ifican~e of . 

major elements such as the tempie itself can only be 

determined by their relation ~o other images in context.o 

The god, Pri~Rfs, for exampl~, is both ridiculous in the 

reference ta the braying ass, and a figure of adulation set 

-
in "savereyn place" wlth ':sceptre in honde" and garlands.of 

flowers placed uPEn hlS head (Il. 253-259). Venus seems at 
J 

one glance furtlve, as she is concealed ln darkness in a 

" 
"prive corner" and at the ne1'moment, )'avish, reclinl.ng on 

a "bèd of gold," "hyre gilte heres" bound with golden 

thread, and attended by her porter, Richesse (11. 260-269). 

She is bath awesome in that lovers ~neel ~t her fe~~c;;ing 
" for help, and at the same tlme rldlculous ~hen vie.wed by the 

dr~amer's naive standards of modesty (1. 271). The figures 

in the temple comprlse an attitude/toward love which is·then 

evaluated in relation ta bath the "love of kynde," repre-

sented by the garden, and ultimately to the telestial love 

of Scipio's vlsion. Meaning here. is not created in the ~ 

metaphorical mode of allegary which provldes visual' 

equivalents for abstract concepts and thereby leads the 

reader away from the text ta a realm of ideas . Instead, it 

.1 .• 
behaves more llke metonomy or the "displacement" of ac:tual 

dreams ta bind the image in , context o~ interrelated images 

which together hold the secret of meaning. 

./ 
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Another example of Chaucer:, metonomyic structure is 

found in the Book of $he DuCh~~$ in the :P1sode in which 

a fawning "whelp" greets the dreamer .. The creature's sud den 

appearance as ;el1 as his meaning cannot be found in a de-
~, . 

J 

tached realm of significa~ces, buf only in relation te other 

meanings in context. The whelp, which has been left behind 

... as the fast-runnlng hounds pursue,the hart, approaches the 

dreamer with meekness and caut10n. The dreamer remprks, 
~ 

"Hyt com and crepte to me, as 10we! Ryght as hyt hadde me 
~ 

yknowe" (1.391-392). The terms are remarkably slmilar ta 

the dreamer's descriptan,of hlS own apprciach to the Knight. 

At f 1 rst, he says, "1 sta 1 keo even unto hys bak,! And there 

1 staad as stille as ought" (Il. 458-459). Later, "1 went 

and stood ryght at hlS fet,/ And grette hym, but he spak 

noght" (Il. 50~503). 1 n con trast ta the~ st"," lden t ac ti v i ty 

of the hunt, the whelp leads the dreamer by "gentler means" 

to a garden parad1se of growth, reJuvenation, and transcen-
.' ... " . \ 

dence of sorraw. Thè d~eamer(slmilarly leads the Man in . , 
• 

Black fram deadening preoccupation wlth 1055 to an insplr-

ing, resto~t1v~ vislbn of his lady. The whelp's function 

in the poem, therefore, 1S nat s~mply ta stand for an idea 

as it would in èllegory where the appearance of a dag might 
4 

predictably symbalize fidelity.62 Instead, it is meten-, 

ymic in that the whelp's behavior toward the dr~ame~ has 

q~alities in comman with the encounter bet~een the dreamer 

and the Man in Black. Furthermor,e, a''s a transi ticn device 

.. 
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connecting the d~eamer with both ~he regenerative garden and 

1 

the healing dialogue, the whelp is a bridge to the' 

pr~blem-solving process introduced by the grief of the 

waking narrator. 

We see, therefore, th~t the discontinuous surface in 

allegory produces a d1fferent s1gnlfying activity than that 

resulting from the loglcal connectlons ln dreams. 
",-

A corol-

lary of th1S is the can~rast that e~lsts between the rela­
~ 

tian of "manifest" ''\0 "laten~" content~ dreams and the 
~ 

relation of ~he literai text to 1tS signlficance 1n alle-

" gory. The allego;1st ~xerclse~' a hlgh ~egree of conscious 
... \0 

control over the ideas, he wishes to commun1cate. H1S images 

are chosen ta reveal and make accessible complex 1mmaterial 
~ ~ 

èoncepts rather .than to conceal them as ln the dream-work. 

The ideolog1éal structure in all~gory precedes the literaI 

text, ,is often explaln-!d expl[citly within it, and can with 
.. . ' ( 

attention be fufly extracted and exp~unded in a logicall y 

\ coheren t way. As C. S. Lewls states, "The g~at allet ' 

gorist's firm thinking leaves no room for misunderstand-

ing."6~ He adds, "For the function of a11egory is not 

to hide but ta reveal, and it is properly used only for 

J\-
that which cannat be sa id , 'Ç>r sa weIl said, in 1 i teral 

speech. 64 Frye agrees with this emphasis on allegory's 

f control of the relation between ideas and 1mages and sees it 

as esse~tia}'l1y a "contrapuntal technique" in which lia poet ~ 
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explicitly i~dicates the relationship of his images to 

examples and.precepts, and 50 tri~5 to indicate how a 

commentary on him should proceed. A writer 1S being alle-

gorical whenever 1t is clear that he is sayin~ 'by this l 
) 

also mean that.' "obe In tact, Frye ~rlt1.C1ZeS allegory:s 

tendency to present a surface text wh1.ch demands only one 

correct readlng as threatenlng the treedom of the r-eader and 
\ , 

thus account1ng for the post-romantlc decllne ln t~e appre-

C1.at1.on of allegory. Fletcher agrees that S1.nce al1egory is 

Il a t cons tan t war Wl th dpubt," l t advoc a f..es as a defense, 

clear, aff1.rmative meanlngs. Ô6 , 
~ 

In contrast to the clearly defined a)legor1cal image, a 

~ream symbol lS "lnexhaustible." ln dea}1.n~ wlth the diffi-l, ' 

cj,.ll ties of reconstruc t in.~ the ldea tlona 1 -fCon ten t '\Jnder 1 y ing 

dreams, Freud observes tnat: 

" ! 

" 

it 1.S in fact never~posslble ta be sure that a 
dr@sm his been completely 1nterpreted. 6ven if the 
Solutlon seems satlsfactory and wl~hout gaps, the 
p09$ibility al~ays remains tha~,the dream may ha~ yet 
anothe~ meanlng. Strictly speaking,then, 1t lS l~PO~­
sible to determine the amount of condensat+on.ô? 

The ambiguity which r~ises quèst1.ons about the eXlstentlal 

certainties of ~~r llves lS the very essence of dream 

symbols. Transferred to poetry they are especially suited to. 
'~ . . . 

works designed to question established ideas and present , 

issues in their full complexity. While polysemous charac-, 
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ters or abjects are also found in allegory, as, for exampIe, 

, 
in the ambiguous descriptions'of the Rose and the WeIl of 

,t..ove in GU1llaume's ~rtion ot, the Roman de, la Rose, 

their use lS generally 1nstrumental to allegory's greater 
.. '. 

-task--to clarify, set ln arder, and celebrate its view of 

real1ty. 

'From th1S dlScuss10n, 1t lS not surpr1sLng that the 

f 
same d1chotomy between metaphor and metonomy. between 

allegory and actual dreams, lS ~eflected ln the twa OppOS1~g 

dream categorl.es of Macrobl.us which served as models for the 

allegor1cal dream paem. The oraculum, ar'pPdphetlc dream, 

created a metaphor1cal 11nk between twa separate worlds, 'he 
\ 

Splr-1tual wor-ld and the world of materlal reallty. rr-ans-

ferred ta Ilterar-y expr-eSSl.on lt produced an allegory of 

l 
"otherspeaklng" ln Whlch concepts from a separa te ldeo-

16gl.cal realm were explored ln a concr-~ fable of lmages, 

characters, and events. In contrast, the 1nsomnlum, 

, 
or- dr-eam motJ.vaked b'f the psycholag1cal Dr- physl.cal statE' of 

the dreamer, resulted ln a Ilterary dream resembllng Freud's 

model ln Wh1Ch the prablems, w1shes, concerns of dal.lv. ll.fe 

were carried lnto the lmaglnatlve realm of assoclatlve 

dream-logic and emot1onally laden symbols. Whil~ the 

allegorlcal dream po~nted outward from lmages ta a single, 

unlfied signlflcance ln the realm of 1deas, the metonymic 

dream pOlnted later-ally from "condensed" lmages to a context 
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avoided reduc:tion and fC~Ula~icn. of associations' which 

~~e; oracu l ym appea l-ed to poets suc h as Boethius and Alain 

de Lille who used visionary dialogue to indicate a clearly 

def ined ph!losophical pOSl tion. Chaucer, on the other hand, 
, 

was attrac,.ted to the insomnium with ltS abillty to cap-

ture the manlfold dlmenslons of a problem. 

5. Chaucer's Transformat~on of the Allegorical Dream 

Conventlon 

In my comparlson of dream and allegory l have 

demonstrated Chaucer's alternatlves 'ln chooslng a poetic , 

form to SUlt hlS content. If Chaucer's ~ntent~on were to 
1 

wl"'l.te poetry deall.ng wl.th philosoph~cal ~ssues requlring 

lntultlve as weIl as ratlonal facultles to decipher, than he 

had to go beyond the doctl"'lnalre, r-~tually ordered nature of 

a Il egory ,to a more open, evoc a tl ve poetlc struc ture. The 

symbÇlllc or-ganlzatlon of the dream offered a mQdel for 
,/ 

adaptlfng the evolvlng convenj;.l.on of -allegorlcal dream vision 
1 / - f •• ", 

to a form more sUltable to e)(amlnat~on of complex ldec-

logl.cal problems. Although Chaucer's dream poems seem 

traditlona(JY allegorl.cal to the extent that they lnclude 

such powe~er-sonae as Venus and Nature, or that they 

ev'oke allegOrl~andscape settlngs of Galden or Temple, 

they devl a te trom thel. r predecessors by net supp 1 ylng us 

\.'Htl a prescrlbed set of equ~alences that lead eventually 
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to a continuous, 'exhaustive, and authoritat.iv~ ~rarfslation 

of ideas oh another level. As they appear in" the poetic 

drèam context, these allegoror,ical elements rE/tain their 
" 

conventiçmal, ~lear meanings only as part: of an ironim:al 

l 

understanding wi th the re.ader' s knowledge of previous 
\, ' 

sources. In terms of 'U:;'eir treatment in the poem, they 
" 

radiate "an ti-allegoncal" ambiguity. The images do not' 

function simply as a visual code for'" a premeditated ' 

" s1gn iflcance," but rather as c'emplexes of meaning set in 

purposeful relat10nsl'lip to lead the dreamer as weIl as the 

reader te new lnsights. 
1 

\ 

, 
, \ 

1 

1 1 
~ 
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CHAPTER IV 

1 
iuE BOOK -OF THE DucHESS 

1. Drea~ Realism 

The Book of the Duchess, written in 13B9, shortly 

after trye dea~Blanche, Duchess of Lanc~ster, is the 

ea:rliest examPle/f Chaucer 's use of t-he dr~am convention. 

Praised by some readers for its .. flawless" dream psychology, • • 

while-,criticized by others for its disjointed structure and 

unassimi ltted borrow,ings, "the Book of the Duchess typi-
\ 

fies the conf l ictir'lg responses to Chaucer' s innovative 
, 

treatmen t of t he aIl egorical dream vis ion. Kittredge, fo~ 
" 

example~ in hie 1915 study of Chaucer's poetry, contrasted 

the attitucle of Chaucer's predecessor~ for whom dreams were' 

"a mere service to get the reader into a sort of fairyla~," 

wi th Chau cer' s OWI} extension of the gen re to bring the 

experience' of the Dreamer .. wi th admirab le art, near to the 

actual phenomena of dream-life:'" 1. In a similar vein",' , 
Lowes observed that Chaucer "was not content ta ac-cept the 

dream convention as an act of fai th," but probed further 

• into the oauses of dreams and the phenom~na of dreaming ta 

give verisimilitude to his invented vision. According to 
-

Ld'.Jes, Chaucer was carefu l to pr"ovide a cause for - . 
sl~eplessne~s (his Machaut-like melancholy), a book to 
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induce sl~, and 1 a dream whtoh follow'ed with -" ~rrefragabie 

dr~a~ lOgiC~'r Kittredge agreed tpat "undoub~edly r-

Chaucer meant this carrying overoof the ~aking impression in , 
the dream state to be inferred by his readers . . . . The 

, 1 

fact of such transl9i,io~ was commonly recognized. "3 

, " 
Bertrand Bronson continued this line of ~hinking in his 19~2 

essay, "The Book of the ,D~.chess Re-Opened. Il Ta s~pport 

his claims of dream verisimilitude he uncovered an elaborate 
, ~ 

system of dream-like transferences from the waking frame to 

the imaginative dream sequence. These transferences, in his 

opinion, gave poe,tic justifijtion to the perplexing 

disjunctions in Chaucer's early love vision. 

Unfavorable critics of Chaucer's dream poems, on the 

other hand, have based their judgments of the Book of the 
, 

Duchess on precisely this discontinuity of poetic ele-

m~ts, a shortcoming they attribute ta the incomplete 

mastery of Chaucer's apprentice period. R. K. Root, !~~ 

example, regarded the Ceys and Alcione story in the waking , 

frame as a breach of artistic unit y, a needless digression 
. 

. which Chaucer neglected ta integrate into the poem. 5 

Other critics, such ·as J. S. P. Tatlock, have focused on the 
. 

lac~ ~f credibility in the characterization of the drea~en . . 
Not only is the dreamer in no sense a representation of 

-
Chaucer, but his obtusen~ss in failing to infer t~e death 9f 
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Blanche from the evidence earlier in th~ poem is 

incomprehen~ible to the reader: 

Perhaps such forgetfulness is dreamlike . . . . But no 
explana1;ion ,of t.he tJreamer's state of mind . ~"ill 
persuade most moderns, still less a nedieval . . . to 

~ accept the contradiction without question. e c 

Still a third group has attempted to explain Chaucer's 

disjointed structure by sidestepping .the claims of dream 

veri~imilituide and ascribing gaps and inconsistencies to 
1 n 

?onverlllons of medieval rhet~rical practice. Charles 

Muscatine, for examp!e, in his studies of the Frertch courtly 
, 

tradition, contends that: 

~~ is ~fficult to distinguish the's~rface incoherence 
of,dream sequence from the incoherence of plot sequence 
that is characteristic of conventional narrative of 
this kind . . . Chaucer' S ptoblem i8 not' to makè his 
dream coincide wi th the facts of cl,reaming. . . but to 
interweave it with poetic relevance to his theme. 7 

D. W. Roberston agrees with.this emphasis, observing that 

the problem in making connections b~~een the dream and the , 

prologue in Chaucer's early poems stems from the English 

medieval \style which ,typically does not explain 
,'" . -

relationships between component parts. In his view: 1 

Significant juxtapositions were an established 
technique in Gothie Art, and English art p,rticuIarIy 
during the later Middle Ages exhibits a des ire ta keep 
the juxtaposèd elements separate. 8 - . . 
Inrmy opinion, Chaucer's early poems attain a new levei 

of dream realism which.is not sbfficiently explained by any 
? 

of these,positions. His verisimiritude cannot be adequately 
1, 

descr ibed'-fi ther by the superficial dream-mimesis praised . 

> \' 
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by Lowes and Kittredge or by the inevitable conformity to 

medieval convention claimed by Huscatine and Robertson . 
.,. 

Rather than merely enhancing the "stage-set" of the poetic 

vision with more dream-like appearances and unexplained 

transitions, Chaucer's dream verisimilitude is achieved bi 

applying a deep understanding of the dynamics of dreams to 

-the creation of a new poetic structure. The principles of 

this structure could' be seen as analogous ta the Freudian 

\principles of dream-work described in Chapter III. If 

.. Incoherence of' plot sequence" is characteristic of dream , 
ailegor'y as,Muscatine contends, then Chaucer has transformed 

\ 

this discontinuity from a conventional trait to a. purpose-

fuI form of poet~c organization. Chaucer's dream-like 

disjunction, his unexplained linking of ideologieally loaded 

image complexes, is c~pabl~ of presenting philosophieal 

~roblems pO~iCallY without explicit ph1losophical 

discussion, The diffieulties posed by the poem's formaI 

structure, particula~ly by the need to restore its missing 
, 

logical connections, engages the reader in an intuitive-

rational inquiry which simultaneously becomes the se arch for 

a solution ta the philo'soghical dilemma posed by the 

dreamer ., 
". 

The analogy between the organization of Chaucer's early 
( 

love visions and Freud's dream model can provide a key to 
\ 

understanding Chaucer's innovative form. Sinee Freud 
~ 
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regarded the dream as a chain of hig~ly charged psychic 
~ , 

"c:onglomerates," his "decoding"- process involved el<plorat:ton' 
o 

of aIl possible thoughts and associations imp\îed by eaeh 

iink before arriving at some unifying statement about the' 

whole." If we assume the dream veri$imilltude in 

Chaucer's early paems results from the same disconnected 

structure, we mlght achleve rnteresting resul ts by applying 

'\ 

Freud' s methad of dream ana 1 ysis to poe tic ln terpretation. 

Looklng at Chaucer' s dream poems as a series of images and 

settings placed one agalnst another wlthout explicit rela-, 

1 
tions, the lnterpretive task becomes one of uncoverlng the 

aSSoclatlons of each image c luster and determinlng their 

relatlons ta other lmages ln context. The impllcit communl-

catlon achleved by this form amounts to a new klnd of r::tt:>etic 

problem-solvlng WhlCh can be evaluated ln ,contrast to the 

expllcitly dldacbc dialogue of previous' dream poets. 

In additlon to juxtaposition of V~su~llzed images, 

Chaucer's dream poems communicate through a co~trast ,of 
- 1 

styles whose sources are assoclated wlth contradictory ideo-

logies.~o In the Par;liament of Fo,\,ls, for example, 

stylistic contrast between the elegant speech of the noble 
II' 

.1 
"tercel" eagle and the vulgar reasoning of the duck reflec:ts -

t 

'the contrast betwe.en the courtLy ideals of romance and the 
~, 

boltrgeois practicality of the fabliau. In the Book of 
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the Duobess, Chaucer's stylistic borrowings similarly~ 

reflect the ideologies of their sources. The courtly 

'" elega~ce of Hachaut and Froissart 11 with its connotations 

of su~fering for love, absolute devotion of the lover ',. and 

idealization of the lady, is superimposed upon the dignity 

of Boethian dialogue wjth its co~solatory philosophy rela-
. , . 

ting earthly fortunes to a larger cosmic perspective. 12 

An example of this stylistic tension can be seen in 

1ine 39 where the narrator' s reference to "phisicien but 

oon/ That May me hele," invites multiple interpretations. , 

In courtly terms it carries the commonplaee refèrenee to the 

lady as physieian whose gift of love can remedy the lover 's 

suffering. 13 In philosophieal 'terms i t becomes an 

allusion to Boethius' Consolation in which the physician, 

Lady Phi losophy, offers both "light" and "d iff ieu 1 t" 

remedies to restore her patient's view of truth. 14 , 

.Finally, in Medieval Christian society, a reference to the 

one physician Jinevitably suggests the one true physician, 

Christ, who cures the spiritual maladies of mankind. The 

echo of these eontradictory sources gBnerates provocative 

ambigu i ty. 15 Is this to be a eourtly elegy for an 
~ 

idealized lady, a philosophieal statement on the transi~nce 

of worldly possessions, or a Christian axemglum on the 

relation of earthly to heavenly. love? While the ambiguity 

of references is clearly intended by Chaucer to reflect the 
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c:onflic:tinc;t_ ideologies.,avaifable ta a late medieval 
.,f 

audienc:e, the poem nevertheless enc:ourages'the reader's . 
searc:h for a new balance which will set everything in order. 

, 
In the Book of the Ouchess, then, Cha~cer uses the 

assoclative struc:ture of actual dreams to c:ommunlc:ate an 

implicit solution to the problem of loss and consolation. 
, 

He achleves thlS by balanclng the rhetoric:ally explic:it 

despalr of the narr~tor and the Man in Blac:k agalnst image 

clusters such as the May garden and the portrait of White. 

At the same tlme, the Juxtapositlon of the poem's Styllstic: 

strata, lts conventlonal courtly complalnt superlmposed upon 

a philosophlcal dlalogue of restoratlon, prepares for 

another unspoken reselutlen te the dlalectlc of grief and 

renewed partlclpatlon in Il fe. 

2. The Narrater's Olst~ess 

The Book of the Duchess opens wlth the lament of a 

distressed Narrator whose prolonged sleeplessness becomes 

the concrete sympto~ of an unspeciflcied problem. In a 
. 

stylistic fuslon which sets the tone for the rest of the 

poem, the Narrator~s lament echoes both the conventional 

c:omplaint of the c:ourtly )over and the elegiac lament pre­
'" 

c~ding the arrlval of a heavenly ~isltor in the ~isionary 
, \ 

To compose the Narrator's speech, Chaucer bor-dit·logues. , /J 

rows phrases from Frolssart's Le Paradys d'Amoyrs, 
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"lines which may in turn, have originated in the sleepless 

lover's. complaint of La Fontaine Amoureuse. le The 
. 

implication, consistent with the French courtly convention, 

is that the speaker's sleeplessness is caused by unrequited , 

'-' 
love. The Narrator's mention of suffering from an eight-

year sickness (Il. 36-37), whicn recalls the Lady's claim in 

Behainine that she served eight years for love, seems to 

corroborate this assumption. In contrast to Froissart, 

however, who locates the cause of his sleeplessness in 

love-ionging,17 Chaucer's Narrator seems unable to spec­

if y the source of his d istress ("Myselven can not telle 

why," 1. 34) and persists in dazed wonder ta find~ a remedy. 

This indeterminacy takes Chaucer beyond the refined courtly 

conventtf:s of his French models 9éck to the philosophical 

depth of the dream visions of Boethius and Alain de Lille._ 

Both of these earlier writers~pened their poems with the 

Narrator's angui~h at a disord~~d world, fOllowed with a 

dream vision involving the dialectical reorientation of his 

perception, and concludetl with the Narrator's emotional 

recovery founded upon a vision of universal order. le 

r 
Evidence for Chaucer's relation to the more serious 

, ~ 

philosophieal allegorists cornes in the gap between the 

Narrator's eourtly phraseology and what we sense a& a deeper 

.disorder. Deseribing his state as one of overwheÎming 

negativity, the Narrator complains: 
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l take no kep 
Of nothing, how hyt cometh or .àoth 
Ne me- nys nothyng 1eef nor looth. (ll~ 

J 6-8) 
.... 

His mood projects apathy, indifference. emotional barrenèss 
- ". ,. 
_ .. ( Il A~ is' ylyche good ta me." 1. 9) L ike the poet in Alain' s . 

Comglajnt of Nature whose mental turmoil is expressed , 
throughl the oxymorons of language) Chaucer' s Na~atof is in 

. ~ 

a· staie.mate where contradictions ("Joye or sorowe," 1. 10) 

cancel one another and leave him paralyzed, unable to move 
<, 

out of his "mazed" statè. His "sorwful ymagynacioun" is 

incapable of perceivlng new solutions He is bewildered, 
, ) , 

confused, unoertain ("1 not what is best to doo," 1. 29). 

The Narrator 's exceSSive distress is "agaynes kynde" and 

takes on negativ~ associations of death amidst life. In ~~ 

fact, ~ wonders that he lives (l. 1-2), finds his "spirit 

of quykness,e" slain, and is in persistent fear of death (1. 

24). With the extremity of his lament, the poet's condition 

comes to signify a larger dilemmâ than unrequited love--a 
. 

dilemma which demands solution thro~gh philosophical ~uest~ 

Chaucer's opening, therefore, serves as a realistic 

motivation for the dream's problem-so1ving activity. On the . 

Most mechancia1 levft1, the Narrator's sleeplessness 
" 

stimu1ates his search for a boOk which eventually leads/to 

sleep and the dream. On a ~~eper level, the Narrator's 

mental state communicates "~nder" and astonishment at tbe 

''l. 
confusion of things and despalr 

\ ~ .. 
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sets the tone for a searchin" open attitude in evaluating 

events and, at the sam~ time, strikes an expectation in the 

reader of a resolution to fo1Iow. 
.... 

Thematically,the opdning 
~ 

l~nes carry the concept of deadening, unnatural grief which 

~aterializes Ister in the Knight's sorrowful condi..t:'ion at 

the 10ss of his lady. Finally, by introducing the Narra-

tor's sorrow and need for consolation, th~waking ~ \,ink 

prepares for the Boethian splitting o~e allegorieal hero 
V 

in to aspects of himself for the purpose 'of d ialect ie' 

-
3, The Book of Ceys and Aleione The Uses ~ IIyth 

The Narrator's sleeplessness leads him to find relief 

in ~'" book, a "romance," le which he chooses for bed t ime 

entertainment over "ches or tables" The book contains the 

myth of Ceys and Alcione round Originally in Ovid's 

Metamorphoses, ~ut also recounted in Hachaut's Le Dit 
" 

de la Fontaine Amoureuse, Froissart's Le Paradys 

d'Amours •. and the anonymous Oyid moral isé. In the 

French sources, tQe story served either a& a decorative 

cl~ssicallf allusion or as a meanl~ fot furthering t~e 
,\ 

narrative of the poe~. Machaut, for example, used~Alcione's 
, ' 

prayer to, ~un9,to restqre her lost lover as a classic model 

for his cou'rtly lover' s re'quest to appear be"fore his lady 

once a~ain; Fr~ssart J ,on '(the lotier hal1d. used the offer' of 
, J . , . ' 

'vehiple • in troduc ing sl,eep "and' a gift to Morpheus as, as for 
. "l 
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, 
entering the dream. Although pha~cer leads us ta think the-

"romance" of Ceys and Alcione serves a similar function ta 

Froissart's expedient deyice for transferring the Narrator ~ 
from the waking state ta the dream vision, closer inspection 

reveals links to the thematic uses of myth by earlier 

allegorical poeta. We are reminded of Gu illaume' s symbolic 

treatment of the Narcissus myth in the RQman de la RQse 

or the seminal character of the Orpheus ,y th in Boethius' 

COOSQlatlon. Adhering ta this tradition, Chaucer has 

reshaped Alcione's story to project the central philo-

sophical issues of the poem: the loss of earthly lo~ and 

the need for consolation. 

Chaucer develops the myth's thematic potential by 

coodensing Ovid's 165 line account of Ceys' drowning at Bea 

to fourteen lioes, and by shifting the emphasis to Alcione's .... 

grief and longing. Rather than having Juno send the vision 

of Ceys of her own accord, Chaucer adds Alcione's anguished 

prayer to ~he goddess with its phrases reminiscent,of 

prayers to the Virgin. 20 Finally, Chaucer transforms 
~ 

Ceys from Ovid's tear-stained spectre of despair to a gentle 

figure of consolation. These revisions mold the story into 

a concrete correlative for the Narrator's formless melan-

choly. 0 Furthermorve, by drawing him from his solipsistic 

glaol} into relation wi th anot~ sorrow, the Ilyth creates 

a r.spons. in the Harrator .hich an~iciPa:e. the Dreamer'. 
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sympathetic concern for the Knight. After reading this 

i 
book, the Narrator says he 

Had such pittee and such rowthe 
Ta rede hir sorwe, tpa t, by my trowthe, 
l ferde the worse al the mor~e 
Aftir, to thenken on hir\..sorwe. 

(11. 96-100) 

Finally, the myth"s portr~yal of Aleione's grief provides a 
.1-' 

dlreet parallel to the Knight's sorrow for hlS lost lady and 

thereby jOlnS the Narrator"s d1stress ln anticipat1ng the 

dream ta follow, 

The technIque of transferring the elements of bedt1me 

readl.ng ta the dream narratIve is a Chaueer1an invention 

which glves psychologieal credIb1ll.ty to the trans1tion be-

tween two worlds--the wak1ng warld and the realm of dreams 

Its use marks a sl.mllS"rity between the Book of the 

Dùchess and the Parllament of Fowls where a short, 

introductory episode funetions as a pretext to be elaborated 

and reacted upon in the dre~m In both Poe~Chaucer uses 

contrasting narratives to juxtapose two Haerobian dream ~ 

e~assifications, In the Patliament, reference ta the 
.. 

prophetie, authoritative Dream of Scipio presents a 

eounterpoint to the sol~tions offered by the Narrator"s 

imaginative, personal dream. In the Book ~f the Duchess, 

Alcione's'story assumes the role of. authoritative dream with 

i ts preliminary treatment of the pain ~f loss and its final 

rhetorical consolation. Although it is not prophetie in 
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revealing
J 
the future, Alcione's dream nevertheless contains 

\. a message of truth sent by a god from th{ Other World 

through the med iat ion of a dream vÎ'E;ion. In~eed. Alcione \ 
-:, 

prays for sueh a visitation as if she elearly believes in 

.. the prophetie power of dreams: 

Send me grace to s lepe, and me te 
In my slep' som certeyn sweven 
Wherthourgh that l may knowen even 
Whether illY .lord be quyk or ded. 

(11,118-121) 

Opposed to Ale ione 's .. prophetlc" dream lS the 

Narrator's Imaginative d-ream arlslng out of his elaborately . ' 

portrayed angulsh The N arr a t 0 r . s d r e am d 0 e S no t 1 0 0 k t 0 an 

external authorlty, but promlses to resolve issues intu i-

tlvely through the dreamer's personal store of memory and 

experlence Thus, in a less ObVlOUS way than the 

Par llameot, the poem s st ructu re Juxtaposes two sources 

of truth:\ the dream of Alcione as Mae~blan oraeulum and 

the Narrator' s personal dream as questionable insomnium. , 
Chaucer, however J undercu ts the author i ty of the oraeu 1 ar 

.~ 
dream at the same time as he elaborates it ~? >~~agger~ng 

, 
the ludicrous potentialities of Ovid '5 ac~ount of celestial 

d ream product ion 

{ 

In OVld's vfosion of Ceys and Alcione_ we visit the 

C ilI\!Iler i an Cave of the gad of sleep, see the\ stock of 

undreamed ,dreams ." as numerQus as whea t ears \ of the harveBt," 
, 'u 

and see dream images in every form of beast'-'and man: 
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There are dream-geds here 
themselves by night 

Tc kings and rulers only, 
ethers 

Who come te commen people. 
(X 1 J 643-645):::0:.1. 

who show 

and there are 
'-

Chaucer's skeptlcal attItude toward such explanations 
\ 

prompts hlm ta over-llterallze ~IS versIon of the 

b~hlnd-the-scenes dream mechanlCS wlth humeraus resu1ts. 
• 

Chaucer, the classlc delties descend from the rarifled 

In 

":,,tmosphere of Olympu"S to' ~~t the.famlllar bust1e of middle 

class merchants fl111ng,out a stock order. Dv Id' s etherea 1 

ISIS "in her thousand-colored mantle" becomes a ,\lumsy male 

messenger whom~uno' exhorts ln no-nlnsense terms t::' "Go 
/ l 

Bet 1" to the god of sleep and "Hye the b l vve l " Instead of 

( 

arouslng' the sleeping god gentl y wlth g 10wlng garments as 
.. 

did lS1 s, he cornes fI Y 1ng fast into the somno 1 ent cave 

breaklng the silence wlth a raucous, "0, ho~ 

When that fails to ~~ouse the god, he shouts 
\ 

Il' Awake ~ , 'whoo ys lyth there?'/ ~nd hnrn 

ryght ln here eere" (Il. 181-182). Add1ng a touch from 

t 
Machaut which 

/ 
is far less humorous in the French saurc~, 

Chaucer pic:tures the god of s1eep " w1 th hys oon yë/ Cast Up" 

asking, "Who clepeth ther?lI} and being met W'ffh the\laconic 

" 
reply, "Hyt am 1" (Il. 184-186). The god of sleep hears the 

. 
awakes from slumber and goes ta fill his order. 
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Chaucer' s irreverent treatment of the cl assicaÏ'" dei ties 

distrac ts us f rom 'the seriousness of Ceys' message that 

Alcione musl. accept his de~th': 

~ . My swete wyf, 
Awake! Let be your sorwful lyf~ 

For ln your sorwe there 1 Y th no red. 
For, certes, swete, l nam but ded; 

(11. 201-204) 

T~S forglvlng, consolatory versipn of Ceys' speech 

contrasts sharply wlth the Ceys of OVld who comes as a 

drenched, despalrlng apparitlon to bltterly declare the 
• 

uselessness of Alcione's prayers and t~ advlse her to 

abandon hope and mourn hlS death. Chaucer's changes are a 

~ 
proQuct of hlS poetlc desIgn. The tender" affectlon of Ceys' 

"my swete, wyf" prepares the tone for the Man in Blac k 's 
\ 

praise of hlS lady, while his message of reslgnation harkens 

back to 3. ts blunter form in the Narrator '·s counsel to , 
, 

hlmself: \. 

\ 
. but that lS don. 

Passe we over untill eft; 
That wil not be mot ned~ be lef~; 

( Il. 40-42) 

Ceys' message in Chaucer's tale, therefore, prefigures the 

impl ied cons.plation to the Man ln Black ta face his 'lady' s 
; 

'death and reJOln the llvlng. .. 
1 

Chaucer, however, snatches us away from too pen$ive 

\ 
d~libera~on at t~is point by telescoping the final events 

~ L , 
J)f the myth into a few lines and returning abruptly,to his 

/" 
"first mater~:--the problem of the Narrator's sleeple.sness. 
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~e do not feel the impact of Ceys" message.a~ain until we 

a.rrive at it intuitiy~ly at the end 'ez,f the P?~m's long 

problem-solving proc~ss. Sy curta~ling the ~to~y'~ 
1 

conclusion, Chaucer modifies his ,sources in two ways. 

Whereas Machaut follows Ovid in transforming the lovers to 

birds, thus reuniting them \!ter death, Chaucer first 

eliminates the b~rd metamorphosis and then says simply that 

Alclone "deyede wi.t.hin the thirdde morwe. Il Her death trom 

sorrow leaves Çhaucer the opporfun~ty' to respond to the myth 

in the context of the dream. For example, the Man in 
"'\ 

Black's suicidal response to 1055 (11. 690 !f.) analogous to 

Alcione's dy~ng of grief 1s rejected by the Dreamer as 

~nworthY (Il. 1723-25) and lt becomes a goal of thelr 

dialogue to find an alternat~ve, constructive solution to 

his despair. The excis~on of the b~t~ transformatlon 

eliminates supernatura1 solutions or consolatlons in an 
,) ~ 

afterllfe and puts the focus here on earth with the implied 

question: How does a man go on living wlth the 10ss of his ., 

"worldes .blysse?" -
Chaucer gains ironlc overtones from this mythic 

interlude by havl~g t~e Narrator himsel f invoke the dream 

daities he has parodied only a tew lines before. Claimi~g 

ne ha's never heard of them and knows "never god but oon, Il he 

nevertheless leaves no remedy untried and bOfdly strikes a 

barqain "in game" ",,1 th the god' 0 t 51 eep. If Il thi 1 ke 
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Morph~usl Or hys .goddesse, dame Juno,1 Or som wiè;)ht elles" 

(Il. 242-244) grant him the slee~ he has so longed for, he 

will reward him with a handsome featherbèd. The same~ 

payment was offered by the distraught lover of Machaut's 

J Fontainne Amoureuse (1. 699 ff.) when he begged Morpheus 

to assume his form and appear before hlS lady. In Machaut' s 

poem thlS was a brief and respectful offer spoken in courtly 

style. In Chaucer's verSlon, however, the overly concrete 

elaboratl0n of the bed, the bed clothes, and the accom-

panying lnterior decoration implles the rldicule of a delty 
.... 

that couid be tempted with such speciflc material induce-

ments. The mocklng tone leads us to doubt the effectiveness 

of such gods ln human affalrs. Ironically the vow works, 

for scarcely does Chaucer utter the words when hls'insomnia , 

endb and he fails fast asleep upon his book to dream an in-

comparable dream. The sequence crea tes the double-lronic 

effect Chaucer late~perfects ln the Nun's Priest's Tale 

where Chfuntecleer dreams a disturbing dream about his , 

future, but is counse~ed by his wifl:? to disregard it as 

merely an absurd hallucination attributable to physical 

causes. Chauntecleer defends the dream as prophecy, but at 

last chooses to ignore ~OnlY to have the dream aétually 

come true wi th the arriva 1 of the fox. In the Book of 

~he Duchess, Chaucer tells the story ~ god bringing 

sleep and appearing in a dream ~o con~e the dreamer. He 

rea~ts with incredulity~ b~t turns around and asks ior the 
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same privilege in· \Ïest. The result is that he literally 

faiis asleep and dreams as if the gods had' reai power. 

/'" 

The scene again puts the status of the Narrator's dream 

in question. Is it an insomnium arising out of the 

Narrator's distress or is it a dream div1nely 1nsp1red by 
, 

Morpheus in pursuit of a new feather bed? Although the 

dream which finally appears does not offer consolatlons from • 

a dlvine source, the aura of authorlty lS nonetheless 

maintained by the Narrator's boastful assertlon of the 

incomparable qual1ty of hlS personal dream. Its wonderful 

c~mplexity, he claims, would defy even the great dream 

exegetes, Joseph and and Macrobius: 

Sa wonderful, that never Ylt 
y trowe no man had the 14yt 
To konne weI my sweven rede; (Il. 277-79) 

4. The Awakening' into the Oream·: The Garden 

3he Narrator's cntry into the dream lS ironlcally 

described as an awak\nlng. The associat1-on" of its images 

to'elements earlier an,d later ln the poem lS strikingly 

conslstent with the metonymlc structure of dreams discussed 

ln Chapter III. As the Narrator lies naked in h1S bed at 

the wak ing of the day ("dawenynge"), in 

year ("Ma'y"), he says he was "waked" by 

the rebirth Of~ 

blrdsong out of his 

sleep (1.296). The great horn which alerts him to rise up 

and f,ollow the hunt recaIls the horn blown in the ear of 
" 
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slumbering~Morpheus w}th the accpmpanying command to 

"Awake!" The awakening al~o recalls Ceys' directive to his 

mourning wife to "Awake!" let be your sorwful Iyf!" (Il. 

201-202). The radical reversaI of mood from the abject 
, .' 

depression of the narrative frame to the joy and wonder of 

the dream is consistent with the Freudiari concept of wish 

-.fulfillment whereby the dréam environment is the antitResis 

of the circumstances of waki~g life. This psychological 
1 

perspective supports the poem's structure of meaning in 

which the ,garden's positive cluster of images reacts in 
. 

dream-like di81ectic with the opposing negative mood of 

melancholy, lethargy, and despair which have introduced the 

poem. 

Chaucer communicates this opposition, not through 

philosophical dialectic, but through contrasting environ-

ments of ca}e and garden. The cave of Morpheus described in 

the Ceys and Aloione myth has its associations with death 
1 

and the underworldj the garden and its seven traditional 
~ . 

beauties has roots going iack to the courtly convention 

of the Roman de la Rose, 'he locus, amgenus of c~assi-
cal literature. and the biblical paradisal garden. 22 

Though Chaucer's landscape settings radiate an a11u-

sive richness, their function in context is to give 

concrete expression to opposing views of life. Morpheus' 
~ 

cave i6 in a "derke valeye" between rocks and i5 "as dark/ t;. 

J. 



1 
1 

~ ,-
i 
1 
! 
1 

1 

1 

~ " 
1 

,.. .. _~ .. ',,-,.~ ,.-'-. , 

·As helle-pit overal about~l (Il. 170-171) • There everyone 
" 

sleeps and does no other work (1. 169). They slumper not 

on1y durin.g the night, but also "whiles the dayes laste." 

T~e garden, on the other hand, is filled w1th light: Its 

sun shines .-through his bedroom window with "bryghte bemes" 

and ""ith many glade 41de str.eme~" (Il. 337-338). its sky 

is cloud~less, "'few, bryght, clere,"and its air 1S 

temperâte. In ~ntrast to the hé Il ish cave, the garden 

challenges heaven with 1ts loveliness: 

For h1t was, on tœ beholde, 
As thogh the erthe envye wolde 

"; To be gaver than the heven, 
To have moo fleures, sw~che seven, 
As in ~he wei ken sterres bee. 

( Il. 405-409) 1 
The metapher, taken from Jean de Me,JJn' s 1~scriPtion o'f the 

idy1lic Golden Age garden of Flora and Zephyrus 1n the 

Roman de la Rose (1. 8411 ff.), also recalls the 

astonishment of the DreamJ','r. in Guillaume's poem: 

For weI wende 1 fuI sikerly 
l-Iavè ben in par~dys erthl y. ' 
So fair it was that, trusteth weI, 
It semede a place espirituel. 

" 
(Romaunt, Il.646-650) 

Continued descriptio~ a~plifies the contrast between 

the v~lity of the garden and the sterility of the 
, 

cave. In 

place of barren rocks where "never yet grew corn ne grasl Ne 

tre" (lI. 157-158), the garden offers an' array of flowers, 

trees, and "gras, fuI softe and swete;" in place of the 

lifeless environment where "beste,. ne man, ne noght elles" 
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survives (1.159), th~ garden 1s so filled with deer, 

squirrels, and beasts of ail kinds that éven "Argus, the 

noble countour" could not count them. Though the imagery 

is clearly derivative of the Roman de la Rose (1. 1391 

ff.), and Chaucer even signais th1S connection in lines 

333-334, tne pa~sage has been carefully selected and 

condensed to offer a v1sual message to the dreamer: "Let be 

thy sorwful lyf"--let be the darkness, stagnat10n, and 

steri11ty of exceSSlve melancholy and behold thè JOy 

ava11able ln man's earthly 11fe. The wonders of nature 

console man wlth the harmon10us sound of birdsong, the 

abundant growth of an1mals ("of founes, sowres, bukkes, 

does" ), the v isua 1 beau ty of f lowers, the reassur ing order 

of tall, shelterlng trees, and the prom1se of renewal in the 

"dewe" which makes the wood "waxe" green. As a reminder of 

the perpetuaI cycle ln nature where death Is restored by new 

11fe, the spring garden becomes a model for man's balanced 

handling of 10ss: 

Hyt had forgete the 
That wynter, thorgh 
Had Mad hyt sUffre, 
AlI was forgeten • 

5. Hert-huntyng 

povertee 
hys colde morwes, 
and his sorwes; 

( Il. 410-~13) 

Chaucer awakes in his dream to the sound of hunters' 

horns and' the bustling activity of the hunt. Commentators 

\ 
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~ have ndted tbat details of the dream-hunt are in accord with 

aC'tua'l medieval hunting 'p,ractices. Z:S This does not' ex-
.. 

plain, however, why Chaucer cheoses to interrupt the 

"pleasance" of the May morning wi th such noisy sport and 

why, if he must do so, he chooses this part~cular courtly 

ritual instead of, 10r ~nstance, the dance or the carol of 
1 

the Roman de la Rose. One explanat10n,can be found in 

the already ment10ned dream reversaI whereby the Narrator's 

apathy 15 transformed by the awa of dogs and 

huntsmen. More lmportantly in te work, the hun t 

takes the emot10nal d1stress and va e questl.oning ("mysel-

ven cannot telle why") of the wak~ng Narrator and focuses 1t 

ento a concrete visual image of th~ pursuit of quarry. 

Since the quarry lS the Il hert, Il 

replacement in a dr9am-l~ke pun 

the Si\Uation supports the . 

of "hert" for "heart," 

spelled the same in Chaucer's texte This makes the hunter's 

chase a possible metaphor for the courtly pursult of love ag 
.. 

Froissart used it in Le Paradys d'Amours (1. 916 ff.) 

where ., tout 1 i homme veneour / Au d~eu d'Amours." As with 

earl~er imagery, however, the courtly allusions saon give 

way to echoes of more serious philosophical allegory. 

, Viewed as p'art of a dialogue of consolation, the image 
l> \ 0 ~ 

of "hert-huntyng" becomes the pursui t of the Narra tor' s (or 

Man in Black's) heart, the quest for the source of his 

distress. In fac t, the foregrollnd Ing of the word, "hert," 
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in the hunting scene a'nd in the preliminary interview 

betwe~ the Dreamer and the Man in ~lack suggests the ~mage 
~ 

of "hert-huntyng has through dream displacement become a 

concrete symbol of the po~m's problem-solvi~g activity. The 

hunters a~e at fi~?t elated at the active pU~sUlt of their 
\ 

quar~y and b~ag of "how they wolde slee the he~t wl.th 
".., , 1 l " 

st~engthe" (1. 351), but the1~ agg~ess1ve effo~ts only cause 

the "hert" ta became "embosed",o~ m9~e deeply h1dden Oln7he 
(' 

wOOdS. 24 Although the hunte~s follaw the1~ leade~, 

Octav1an, unt1l the "he~t" lS found,~ they d1~cave~ that the 
.... 

nOlsy, rampag1ng hounds have "ove~shote hym aIle," allowing 

the "hert" ta "~use" and steal away. The whelp, a.gentle~ 

can1ne who lS unable to keep up wlth the bole, fast-moving 

chase, actually demonst~ates a mo~e effectlve approach te 

"hert-huntyng" by unlt1ng the D~eame~ and the g~lev1ng 

Knlght in heart-searchlng dialogue. 

140 

/ 



~ 1 

. 0' 

" , - , ;. 

... '"'~ oP 

~ ~ 

6. 
1, 

The Dialogue.betwe~n the Dreame~.~'the Han in Black 

Having argued thus far that Chaucer surpasses the 

explioitly didactic dialogue of previous philosophieal 

poets, it seems contradictory at this point to observe that 

the central portion of Chaucer's first dream poem is. once 

again, a dialogue .. Superficially, in faet. the dialogue 

seems to be strikingly similar to the interchange between 

Lady Phi losophy and 'Boethius in the first two books of the 

Consolation of Philosophy.25 Let us look at some of 

the similarities 

Chaucer reereates the Boethian setting by replaeing the 

allegorical projection of Boethius' philosophy with a réal-,.,~ 

istic human interlocutor. and by transforming the dis-

tressed Boethius into a grieving courtly lover, possibly a 

poetie representation of the mourning John of Gaunt. Z8 

The courtly lover, or the M7 in Black, inltiates the 
\ 

encounter by delivering a complaint for his lost "Lady 

bryght" (1. 477) in whieh, he remembers his past ~o; and 
. 

indulges in present grief (Il. 475-79). His sad $ong 

establishes the dialogue on the same elegiac note as 

Boethius' opening lament for his former good fortune. Even 

the Han 'in Black's vain longing for death expressed in the 

lines: 

Allas, deth, what ayleth the, 
Th~t thou noldest have takeq me, 
When thou toke my lady swete 

(11. 481-483) 
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seems a direct echo of Bo~thius': o 

But now Death's ears are deaf to hopeless 
cries, 

His hands refuse to close poor weeping 
eyes. (l, i) 

The similarity to the Boethian model is further 

reinforced by the doctor-patient metaph~r which binds the 

speakers. , '---
Despite the ironic disparity between the dignity 

'" of Boethius" heavenly guest and the Han in 8lack"s humble , 

dream Interlocutor, both figures offer their services as 

physiclan to cure thelr grieving patIents through restor-

ative discouTse Lady Philosophy proclaims at the opening 

of the Consolation, the time for "healing not lamenting" 

(l, i i) and Boethius responds by address ing her as "my 
\ 

physician" (1, iii) In slmilar manner, Chaucer"s Dreamer 

entreats the Knight to 
/ 

. diseure me youre woo, 

And telleth me of your sorwes smerte; 
Paraunter hyt May ese youre herte. 

(11. 549, 555-556) 

If the Knight will reveal his problem, the Dreamer promises: 

to make yow hool 
l wol do al ~y power hool. (11. 553-554) 

~--~ 
Lady Philosophy diagnoses'her pupil"s condition as th~ 

disordering dominance of emotion. Boethius "has forgotten 
.' 

for a while who he is;" he has erftertained the Muses of 

Poetry tha t .. kill the r ich and fru i tfu 1 harvest of Reason 

with the barren thorns of passion;" now he longs ooly for , 

death (I,i). The Knight, in similar fashion, "had wel nygh 
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lost" hys mynde" (Il. 510-511), He admi ts, "my sorwe . , , 

"-
hath myn understondynge,lorn:' (1. 565) and laments that he 

has changed fr~m his former self to )he personification of 

grief ("For y am sonJe, and sorwe ys y," 1. 597). The 

Knight, like qoeth~us, longs vainly for death, a sentiment 

he expresses in his opening lyric (Il. ~-83), again in, his 

claim that death fIles from his pursuit ("r wolde have hym: 

hyt nyl nat me" 1. 586), and fina11y in his twice ~tered 

cry, "Me ys woo that l was born!"(l. 566, 686)28 
4 

'- " \ 
AlI of these rheto~ical resemblances serve only to 

camouflage the fact that Chaucer's diaiogue dlffers 

fundamentally from the Boethian model The Interchange 

between the Dr~amer and the Han ln Black is actùally <oot a 

systematic phi.J.osophical argument, but a series of images 
'- ~ . 

ellcited by the Dreamer and expounded by the Han in Black in 
1 

a chain of monologues or mini-narratives within the overall 

dream sequence The cQnversat~onal format is especially 

effective in maintaining the aura of instructional-
\ 

restorative dialogue of earlier writers while at the same 
\ ~ . 

time allowing visual images rather than rat"ional argument to 

carry on deba te. The dtalogue a}so performs a drea!J 

censorship function by permitting Chaucer to avoid diffi: 
/ ' 

culties of propriety and protofol/in a poem which proposes 
, 

to eulogize the ~eceased wife of Chaucer's pat~on, John of 

Gaunt, As Kittredge has pointed out, Chaucer escapes 
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charges of flattery and 'presumption by having the Knight, 
.,. , l. 

rather than Chaucer's pe r"son a , praise Blanche. 2
'P 

. If'we reg"\,rd the<dialogue as a sel>--l.es of opposing 

/ ~images rather than as a discursive argument, we notice that 
1 

) 

the verballzed sentiments of the Knight's openlng complaint 

are actually less "important than the inl.t}-al plcture of him 

J dressed ln black, leanlng agalnst an oak, absorbed ln his 

sorrowfua thoughts. HlS figure contrasts dramatically with 

the vlbrant sprlng garden we have Just encountered. As such 

l.t presents a condensed vlsual> l.mage or the fundamental 

, 
death-amldst-llfe dl.alectic posed by the poem. The flgure 

{9 
of tt\e Knl.ght, furthermore, connects in metonymic relation 

tO~lements earller in the wa'kl.ng frame. Th~, Man 1.n Black's 

"sorwe and hevy thcrght" (1. 509) lS the dream-llke dl.splace-

ment'ôf the wakl.ng Narrator's "sorwful ymagynacloun;" his 

preo~cupatlon wlth death recalls the Narrator' s comment (Il. 

1-2) that "I have gret wonder, be this lyght,1 How that 1 

lyve;" his conv1.ctl.on that "no man may my sorwe glade • 

t 0 
ne nele me may no ph1.SlCl.en" (11. 563, 571) echaes the 

Narrator's similar statement that: 

\ 

• • • there is (phlSl.C ien but oon 
That may me hel\e; mut that i5 .don. 
Passe we over untill ~t; 
That wil nat be mot neQe be left; 

( Il. 39-42) 

... 
As the Knight begl.ns fu "discure" his woe, his thoughts 

takft the 'farm of an extensive monologue interrupted only by 

intermittent questlons and comments of the Dreamer.~o 
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The proportion of spee.ch- aIIottèd to each character is a 

reversaI of previous philosophical dialogues in which the 

troubled Drea~er poses occasional questions which are v 
apswered by the long doctr ina1 ,d isputa t ions of his alle-

. gorical mentor. Chauce~' s Dreamer-phys ician, in fact. on ly 

presents one argument against his "patient's" distress, the 

"-example of Socrates, and this he imparts only when tpe 

K~ight's.grfef seems ta approach the èxtremity of suicide. 

Otherwise, his comments serve as promptings to the Knight's 

continued narration: Either they stimlflate the Knight's 

defensive response to the Dreamer's underestimation of his 

tragedy (11. 740~41) or they prompt the Knight ta elaborate 

his story in answer to the Dreamer' s ove rt cu r iosi ty (Il. 

746-749). Thus, instead of Lady Ph~ilosophy' s step-by-step 

demonstration of man's unreasonab~e ~ttachment ta ea~hly 

• 
pleasures, we are presenfed with a series of images from the 

Knight's experience which captures the depth of his dilemma. 

The first, an image 'familiar from Boethius' 

Consolation, is of .. trayt~resse" Fortune whose greed 

has claimed> his lady in deatt1\ (l. 618 Ef). At th~ opening 

of the Consolation, the Narrator railed against Fortune's 

. --trustless countenanre:. "First flck1e Fortune gave me weal th 

/ sho'rt-lYed,/ Then in a moment ~ll but ruined me" (I,i). 

Th~ght, in similar fashion begins by lamenting the oon-• 
-

version of aIl his joys to their opposites: "My ~ong ys 

turned to pleynynge/ And al my laughtre to wepynge" 
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(Il. 599-800).31 Whereas 'in the Consolation Fprtune 

stands for the mutabili ty of things J the principle of inoon-, , 
stancy built into the universe (ii.ii), in the Knight's 

description she becomes a highly visnalized adversary who 

engages him in a game of chess and l'lins: 
( 

\ With hir false draughtes dyvers 
She staal on me 1 and tok my fers. 

(Il. 653-654) 

With Fortune's "cheekm"ate,"> the Kn ight is beref t of his 

queen and can no longer play. 32 He derides his ~.ponent 
,. 

in a series of images of dup lie ity: She" tlagge th fou le and 

Ioketh faire" (1.623); "She ys faIs; and ever laughynge/ 

With oon eye, and tnat other wepynge" (lI. 633-634); she is 

like the "scorpioun" who "amydde hys flaterynge/ With ~hys 

tayle he wo l stynge" (Il. Sj6-640). Yet contained wi thin 

these attacks is the Boethîan consolation that man cao gain 

freedom from Fortune if. he Iearns to value qualities.which 
<1 

are unchanging. The Black Knight seems on the path to this 

insight when he recognizes that "to lyen" is' Fortune' s 

nature (1. 631). He ean even sympathize wi th her actions: 

And eke she ys the lasse to blame; 
Hyself l wolde have do the1same, 
Before Gad 1 hadde l ben as she; 
She oghte the more excused be. 

(Il. 675-678) 

1 

Yet his despair i9 too great ta be helped by this recog-

ni. tion and his image of Fortune remains as a symbol of the 

impermanence of man' s earthly loves in a world governed by 

change and instability. 
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In antithesis to the negative images of the m~lancholy 

- Kan in Black and his enelDY, .. faIs Fortûne," the dialogue 
, 

p~esents its final and Most powerful image, the inspiring 

portrait of Blanche. Elicited in defensive response to the 

Drèamer's apparent insensitivity to the Knight's misfortune, 

the~eulogy of Blanche becomes the central ce~olatory image --in the poem. Th~ Knight'~ glowing portrait of her fully 
1 

balances the dark chords of the Narrator's melancholy and 

the l Knight's eariier, complaint. The power of Blanche's 

memory forms the basis ot the Han in Black's Boethian 

regeneration. As her description passes froID praise to 

idealization, to apotheosis, it becomes clear that the 

inspiration of ~er virtues and spiritual beauty have 

remained untouched by Fortune, and. have the power of Ieading 

the Kn ight back to l ife . 
) 

7. The Eulogy of Blanche 

In creating t'he portrait of Blanche, 'ChaucF once again 

calls upon courtly convention te convey deeper philosophical 

intentions. Chaucer's problem was to devise a po,itive 

image adequate to the Man in Black's grief and yet invested 

with inspirational qualities powerful enough to counter­

balanoe the darker elements in the poem. He~ therefore. 

req~ed an idealized rather than personal portrait such as 
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eould be.found in the courtly iaeal of womsnhood which 
-

Spe'lre has called, .. the Most exai ted earthly (as distin-
1!. 

'guished from heavenly) idea, a devotion to whieh made life 

eourteous, grae.ious. and serene." 33 Formu las for the 

portrayal of the courtly lady ~re set down b~ rhetoricians 

of the twelfth and thirteenth centuries. Geoffrey de 

Vinsauf's Poetria nova (1.563 ff.), for exampIe, oon-

tained a model for such a descriptio whieh was probably 

familiar to Chaucer. 34 Traditionally, the descriptio 

consisted of a catalogue of facial and bodily beauty 

proceeding from the hair down to the toes, followed by a 

description of jewelry and attire. In search of a spiritual 

dimension to this portrait, Chaucer looked to contemporary , 

applications of Yinsauf's formula by Machaut. While 

Hachaut·s Behain~ne (11. 302-383) provided Chaucer with 

many of the phrases used in Blanche's physical description, 

his Remede de Fortune (lI. 252-352) offered balancing . 

attributes of character. By alternating phy~icai with 

charaoter description, Chaucer achieved the dignity and 

historical richness of convention while capturing a fresh, 

personal quality that escaped stereotype. 36 

-'" 
Chaucer further broke the monotony of the conventiona! 

catalogue by interrupting the Knigh~'s extended eulogy with 

the Dreamer's comments and by portraying the Knight as a man 
~ 

strugg1ing to recreate a re~ollection. At times, the Knight 
, 1 
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seems to be searching for" the precise words, as when~ 

dascribing the color of Blanche's hair. At other times, he 
-1 

finds he lacks aIl words, as when he omi ts the description -"" 
-..... 

of Blanche's face. This use of correctio and protesta-

tion of,inadequacy are themselves conventions. as but in 

Chauc6r's context they seem to arise out of the pressures of 

the situation to give what Kittredge called, "the impression 
o 

of art1ess recollection . . . the order of spasmodic 

thoughts. "37 Even the ~night's hypêrboles which project 

Blanche as a nonpareil are defended before the Dreamer 
'-'-

who innocently suggests the personal bias of the praiser. 

• In response to the Dreamer' s .. yow thoghte t/:ta t she was the 

, ' 

"'''~.ri~~'''-!l~,_J'J..-:'.ut/ .- .. _'I._ ... ~. 

beste 1" he retorts, "aIle tha t hir seyen/ Seyde and sworen 

hyt was soo" (11. 1049. 1052-53) . 

While admitting the verisimilitude of personal recol­

r lection and the possible identification with the historical 

Blanche of Lancaster, Chaucer moves his portrait toward 

idealization. even apotheosis as Wimsatt has claimed. 38 

~What begins as ana10gy to Boethius' remembered j oy becomes 

the symbol of aIl joy, beauty. and goodness. This treatment 

of Blanc'he fi ts wi th the dream process 4 of mean ing in which 

opposing images rather than rational argument carry on 

Idebate. ,In the alignment contrasting consolation with 

death, she takes her place with the harmonious art of 

birdsong) the lively ritual of the hunt, and the gentle, • 

restorative beauty of the garden. These elements 
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counterbjl1an~e the "sorwful ymagynacioun If of the Narrator, 

the darkness and stagnation of Morpheus' cave, and the 

longing for death of the Black Knight. Even the characters' 

name9 seem to carry the essence of the opposition: The Mano 

in Black is the personification of sorrow, while White is 

the image of light, beauty, joy and goodness. 
, 

Chaucer ach~eves this stature for W~ite by playing upon 

the connotations of white and light w~th WhlCh she is 

assoc ~ated, by depict~ng her as a nonparei l, and by 

choosing courtly phrases which have bibl~cal analogues. 

Whiteness of skin, although a conventional slgn of physiçal 

beauty ln medieval love poetry, has moral connotations of 

purity and goodnesss. It also has connections with 

brightness and l~gnt which Chaucer emphasizes through the 

Knight· 5 repeated references to his "1 ady bryght" (1.477, 

1180) and his remark on the appropriateness of her name: 

'And goode faire White she het; 
That was my lady name ryght. 
She was bothe fa~r and bryght; 

d She hadde not hi r narne wrong." 
(11. 948-951 

Q 

She is a nonpareil among nonpareils, for when the 
. 

Knight f irst sees her amidst Il the fayrest companyel Of 

ladyes that evere man.with yel Had seen togedres in 00 

place" (Il. 807-809), she outshines them aIl: 

.• . • as the someres sonne bryght 
Ys fairer, clerer, and hath more lyght 
Than any other planete in heven, 
The rnoone, or the sterres seven. 
For al the world so hadde she 

J 
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Surmounted hell aIle o.f beaute. ' ,,-­
(Il. 821-826) 

• Though the same comparison is found in Hachaut's 
1 

-
BehaiD~De, Wimsatt shows tbat similar astronomical im-

ages were used in a wel1-known fourteenth-century hymn on 

the nativity of the Blessed Virgin. 38 This celestial 

allusion gains strength when grouped with other phrases 

associating White with Mary's "candor"Ah brightness. The 

Knight reca11s: 

. . she was lyk to torche bryght 
That every man may take' of lyght 
Ynogh, and h~t hath-never the lesse.' 

-< Il. 963-'965) 
Like Hary who is the "speculum ... et imago bonitatis" 

(Wisdom 7:26), she was liA chef myrour of al the feste" (1. 

974) . " As Mary '\.las chosen over aIl to be the "mane'r" or 

house of Christ, the source of truth, the Knight says of 

Whi te: 

'And l dar seyn ~nd swere hyt wel-­
That Trouthe hymself, over al and al 
Had chose hys maner principal 
In hir, that was his restyng place. ' 

(Il. 1002-1005) 
Other praises of White. though appearing in the court-

-ly descriptions of Machaut, have associations with the 
1 

apODaa of the Canticle of Canticles. The Knight des-

cribes his lady's complexion as "whit, rody, fressh and 

lyvely hewed" (1. 905). Whi1e a similar,phrase can be 

found in Behajn~ne (Il. 356-358), its original ~ource 

is probably Canticles 5:10 (Wycliffe transla~ion), "My 

_derling is whyt and rodi; chosen of thousandys. "41 

151 

1 



The Cantiole again echoes in the description of the 1ady's 

n.eck as "whit. smothe, streght and pure ... a round tour 

of ,?vorye" (1. 942. 946). With these biblica1 connections, 

White achieves a heavenly dimension and the associated power 

to oomfort and inspire man. Her generosity which in her 

earthly life caused her to love "goode folk as man May 

do hys brother" (Il. 891-893). to speak with truth (l. 930), 

and to do no wrong to any man (1. 1015), oan remain after 

dea th as a sustain ing image of 1 ight and goodness, a .. torche 

bryghte" to those who loved her. 

Chaucer, however, does not state this consolation 

directly and the Knight certainly does not see it. Even the 

memory of their perfect joy (11. 1286-91) does not comfort 

him in his present woeful state. He can only reca11 his 

lady's sustaining power during her life: 

For certes she was, that swebe wif, 
My suffisaunce. my lust, my lyf, 
Myn hap, myn hele, and al my blesse, 
My worldes welfare, and my goddesse 

'(Il. 1037-1040) 

His praise reminds us of Ceys' reference to Alcione as "My 

wor1des b1ysse!" and his advice to "Awake! le·t be your 

sorwful 1yf!" Even the Knight' s account of his courtship, a 

courtly love miniature of the elegy which ls its frame. does 

not strike him as analogous to the present situation. The 

Knhtht remembers the "woo" and Il sorwe" he suffered for love • 
. 

his ]onging to declare himseIf, his conviction that he would 

die if he kept silent, and his'fear of his 1ady's rejection. 
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When she relents and bestows .. the noble yifte of hir mercy" 

(1. 1270), the éffeot is Iliraoulous: "As helpe me God, l 

was as blyve/ Reysed, as rro deth to lyve" (Il. 1277-78). 

By analogy, Chaucer implies, White's beauty and perfect love 
~ -

can, eve~ in ~eath have merciful power to soothe the 

Knight's suffering and awaken him to life. 
. 

At the moment when the Knight's blissful recollections 

soar to a visi0n of the lovers' perfect union, he is brought 

abruptly back to reality by the Dreamer's naive question, 

"Sir, . , . where is she now?" Suddenly the image of past 

joy succumbs to present sorrow and he reverts to the exact 

words of his ear 1 ier plain t, .. Allas, that l was bore J 
c 

l have lost more than thow wenest." The effort to find 

cons~lation in joyful memory has only brought a rejection of 
o 

consolation and an overpowering sense of loss. The 

reversion recalls Boethius' position (ii, iv) when he 

reasserted his unhappiness following Lady Philosophy's lyric 

on the transitory'nature of aIl things (II, ii). In 

Boethius' case, this momentary setback precedes the casting 

off of lethargy and the renewed readiness to receive 

Philosophy's stronger medicines. 

Chaucer, however, chooses this point to expand on the 

Boethian implication of a gap bet~een rational argument and 

the human attachment to earthly things which interferes with 

the acceptance of the true consolation. Although Chaucer 

does not takè the Han in Black any--further 'toward psychic 
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regeneration, he suggests by his paral~elism to the 

Consolation the possibility of finding comfort in the 
\ 

Boethian view. Since virtue emanates from God and cannot 
\ 
perish, than the virtues the Knight has praised in Blanche 

will not be claimed by Fortune, but will remain as an 

inspiration, ,Because Chaucer does not want to minimize the 

loss of Blanche by tao hast y consolation, in the end, he 

sets the elements of the dialectic side by side for the 

reader and Dreamer to reconc i le. The Kn ight states s imply -

and pow~rfu lly" "She ys ded!" and the Dreamer responds wi th 
,. , 

sincere pit y, "Is that youre los? Be Gad hyt ys routhe!" 

With these words the hunters "gan ta strake forth" and the 

"hert-huntyng" is done. The opposing elements of grief and 

consolation are followed by a renewal of activity implying 

an awakening from lethargy and a return to life. As John 

~wlor puts i t, 

we have both a consolation and a 
not before it has done its work. 
the other; consolation does not 
render consolation void. 42 

rejection of it--but 
Neither invalidates 

cancel pit y, nor pit y 

The open-endedness of the dialogue's conclusion returns 

us to Chaucer's use of realistic dream structure in 

problem-solving. The issues have be argued by a balanced 

opposition of condensed images rather than by rhetorical 

dialectic. In this regard, even the dialogue has served as 

a generator of philosophically relevant images' which the 

reader must decode and organize to arrive at meaning. The 
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eue to problem-solving arises from the Narrator's~suffering 

'and inertia which seems. to demand relief., and froll the 

transposition of elements from the Narrator's waking world 

to the free imaginary context of the dream. As the 

Narrator's love deprivation and Alcione's grief become 

'"" projected onto the mourning Black Knight, and as the 
. 

sterile, dark cave of Morpheus b1ossoms into a romance 

garden, we are driven to find a consolatory meaning to carry 

out of the dream. The pralse and comp1aint of courtly love 

has become fused with the eulogy and lament of the elegyj 

the ~ove disputes of the courts of love have become blended 

with the Boethian dialogue of consolation. In this way. the 

dream's atmosphere of free association has operated ana10-

gously to the conditions of poetic creation. In fact, as 

the poet awakes, he decides to "put this sweven in ryme," 

thereby' reversing the process which beg~n the dream. 

Whe~éas a book, the "romance" of Ceys and A1cione, has led 

to his vi,sion. now the vision will lead to a book, as the 

Narrator tries to set his dream to poetry. ,fhus, in the 

end, the poet is less interested in providing a single, 

clear answer to his dilemma than in balancing the èomplex 
. 

elements of the problem for our consideration. 
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CHAPTER V 

THE PARLIAMENT OF FOWLS 

1. The Crltlcal Response 

In the ParI lament of Fowls we see the culmlnation 

of Chaucer's use of the allegorlcal dream poem for philo-

sophlcai problem-solvlng. Llke the Book of the Duchess, ., 

thlS later dream po~m has perplexed crltlcs wlth ltS puzz-

llng contradlctlons. Commentators, observing the, disjunc-

tion between the openlng summary of the Somnlum SLiplonis 

and the dream V1Slon which follows, have c~ncluded tiat the 

ParI lament Iacks artlstlc unity. Tatlock, for exampIe, 

sees the whole SClplO sequence as lrrelevant, cat~ring to 

the medievai taste for classlcai refe~.~ Root caiis 

the sec tian tI c reaJ< y machlnery. "2 James Winney, not ing 

\ the Somnium's marked contrast ln attltude and ~urpose ta· 
/" '- -. ~ 

) 
(the dream of the garden, has Iabelled lt as "something of a 

red herring" with no bearing on the vital irrterests o,f.the 

rest of the poem.~ Other crltics such as Bertrand 

Bronson have sought to explain the apparently lnco~gruous' 

elements by invoking the Il topsy-turvy 10gic of dreams." -
Bron son also notes a delicate irony ofo tone which a~ts as a 

unifying force in the poem. 4 Lumiansky similarly sup-

ports the Parliament's unit y, but locates it in a thema-

tic rec:oncqiation of "true and false f-elicity."l!t 
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In the last twenty years, hawever, critlcs have 

returne~to an emphasis on the poem's contradictory 

Qualities, justifying ~r observations by referring to 

the medleval preference for bafanclng lrreconcilables in a 

harmonious package. McCall, for example, in hls 19~O 

artlcle on the Parllament, notes the misguidedness of 

crltlClsm WhlCh e~ a poem to follow a Ilnear unlty 

leadlng ta a hldden answer. He conc ludes that "what the 

Parllament abundantly deplcts lS an 'lnterweavlng of 

confllctlng elements that ar~ held together ln concord and 

" ~ 
balance."~ H. M. Lelcester dlsagrees that discord1a 

l.nevl.tably 'leads to concours. In hlS opInIon, the poet's 

proJect to read a unlty lnto ~is experlenc~ on the basls of 

(~ 
the authorltatlve w1sdom ln the Somnlum, ends ln fallure. 

Instead, the poem becomes lia klnd of late medleval 

secll"lar SlrC et non exacerbated."7 James J. W11helm 

\' 
and 

concurs that "no questlons are answered ln the poem, and no 

problems are solved. In essence the poem lS as enlgmatlc 

as l ts theme: love. liB In the same vein, Larry Sklute 

asserts that If the form of the Par l1amen t of Fowls. 

~
ffers InconcluSlon as 

rts far~ conceived , 

ltS own poetlc prlnclpl.e : . l ts 

to function ln an Indetermlnate way 

and to suggest an indeterminacy of mean ing." Any a t tempt to 

escape thls lnconclusiveness is "strongly motivated by our 

modern need to flnd a thema~c and ftructural unlty 

poetry. "'9' 

~ 
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Again we are faced with a controversy between crit~cs 

who complain of the confusing or meaningless disjunctions in 
,i 

the te)(t and critics who confirm the poem's balance of 

con tradl.c tions as a medl.eva 1 trai t. Conslder ing wha t we 

have learned about the evolutlon Of~PhllOsoPhical poe'try 

about the dlstl.nctIveness of Chaucer\s use of the fr~am 
1.-

genre, we can approach the ParI lament of Fowls wlth fresh 
, ( 

lnslght. 8ecause Chaucer' s Par ll.ament dea l s 11'11 th a theme 

comman to earller dream vlslons, that of love's role in 

and 

Nat.ure's plan, lt pravldes an especlally clear case of the 

con trast between Chaucer' s use of the dream poem and that of 

hl s predecessor-s. As we have seen, ear-ller writers such as 

Alain de Ll.lle, GUlllat:rlTTe de Lorr-is, and Jean de Meun, com-

municated 

narra tl ve 

thelr- slgnlficance through aiiegor-Icai 

fable, or- diaIectlcal "gloss." Though 

dl.a 1 ogue, \ 

Chaucer- was 

wllllng to adopt thelr Ideologlcal content, he chose ta 

reshape theIr poetlc means of e)(preSSIon lnto a new liter-ary 

form modelled on the aSSOCIatIve structure of actual dreams. 

In dreams, ideas are -presented tfolrough visual images rather 

• 
than through dIalogue; each image contains a highly " con-

/ 
densed" reser-voir of associations, and the l'mage' s meaning 

is obtalned prlmarlly through ItS metonymic relation to 

other images in conte)(t~ r-ather than metaphorically to a 

slngle externai equivalence. c~au~. retognized that 

poetic solutions of earlier wr:-/ers .were reorganized 

if the 

in a 

pattern consistent with actual dre\ 
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effective 10rm 101" philosophical inquiry would result. By 

this reasoning, the didactic discourse of Alain's person-

ified Nature, or the rich ideological dialectic of Jean's 

various counsellors against Reason could be communicated 

implic~tly through the significant Juxtaposition of visual-

ized f1gures and landscapes. These elements, in turn, could 

be assembled in a poetic dream fable sim~lar to Gu~llaume's. 

) 
The crlt~cal d1sagreement over the Parl~ament, 

therefore, derlves ln large part from the poem's superflclal 

resemblance to prevlous dream poems and lts refusaI ta 

behave accordlngly. Rather than lnvoke the dream as merely 

an enterta1n1ng settlng ln Wh1ch characters articulate ideas 

contrlbutlng to a preestablished slgnlflcance, Chaucer used 

the problem-solving potentlal of actual dreams to create an 

lmaglnatlve structure ~n which the thoughts, memorles, and 

late-n1ght reading of the waking narrator would resurface as 

part of the flguratlve material of a visionary narrative. 

Although any one of the philosophical positions implied by 

Chaucer' s poem-- the "commune "profyt" of Sc lpio' s dream, the 

"dredful joye" of courtly love, the "cast and mesure" of 

Nature's gard~, could have supplied the significance for an 

allegorical poet, by Juxtaposlng these themes without 10gi­
..... 

cal connec tion ,'" Chaucer forces us to f ind a deepe.ç:. h8rmony .... 

that will balanc~·the varlOUS ideological vlewpoints. Let 

us now approach the Parliament with a methodology simi-
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lar to that used for the Book of the Duçhess. We will 

examine each image cluster for its range of associative 

meaning before connecting it to ~ther images and tinally to 

a comprehenslve significance for the poem. 

2. The Narrator's Oistress 

~ 

In the opening sectlon of the Parllament, Chaucer 

establlshes the poet's dlsturbed state of mlnd and hlS quest 

for a Solutlon ln a manner WhlCh recalls the poet' s dlS-

tress lnltlatlng other dream V1Slons such as Boe{hius' 

Consolatlon and Alaln de Lllle's Complalnt of Nature. 

The f l rs t 11ne, a paraphrase 0 f Hl ppoc ra tes' a =.!.r..:s~--:.1-=9:.:..n,-"g"",a=-, 

vlta breV1S, follows the rhetorlcal conventlon of begin-

nlng a poem wlth a sententla. 10 Chaucer's paraphrase, 

however, which goes on for three Ilnes wlthout mentloning 

ltS abject, thrusts this authorltative statement into a 

posltion of amblguity: Ooes h~ean art (poetry), or love, 

Or even the quest for truth? We know only it involves: 

The lyf so short, the craft sa long to 
lerne, 

Th'assay so hard, so sharp the 
conquerynge 

The dredful joye, alwey that slit so 
> 

verne (11. 1-3) 

At llne four the poet states, "Al this mene 1 by Love" and 

we think immedlately of the traditlon of courtly love which 

inspired similar dream poems from the Roman de la Raie 

to the works of Machaut. Sy reorienting this sententia 
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at the beginning of ,thé poem, .Chauc:s'r initiates a motif of 

ambivalence towards authority and asserts his cemmitment te 

recast aIl previous truths inte his own vision. The 
Q 

striking oxymoron, "dredful joye," (1.3) which is the 

keynote for the pervasive antinomies to follow, links the 

opening I1nes to their context in the Roman de la Rose 

where a simi 1 ar con tradic tion serves as Reason "s warning ta 

the lover: 

The peyne is 'hard, out of mesure; 
The Joye may eke no while endure; 
And ln the possessioun 
Is myche trlbulacioun 
The Joye it is 50 short lastyng, 
And but ln hap 15 the getying. 

(Romaunt, Il. 3279-84) 

Chaucer's phrase aiso echoes the oxymorons used. by ~ature in 

the Complalnt of Nature to define love's raIe ln the 

un iverse: 

Love is peace joined with hatred, faith with 
fraud, hope with fear, and fury mixed with reason • 

o 
deceptive delight, glad sorraw, joy full of pains, 
sweet evil, evil sweetness, pleasure bitter ta itself 

(Metre V, 1-7) 

The allusive density of the opening lines shows that even in 

the wak~n9 portion of the paem, Chaucer uses the dream's 

capacity for ac:tivating large areas of cultural experience 

by c:ombining c:ompressed imagery. 

f 
The emphatic contrasts (11.1-3) between the brevity of 

love's pleasures, and the length of its pain, betweeo the 

difficulty of the task and the shortness ~f life, implies an 
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eternal ~imension where personal preoccupations take thei~ 

proper perspective. Though the poet ls4stonished (1. 5) 

with the wonderful workings of love, and though he himseif~ 
, 

lacks any practical experience ("I knew nat Love in dede"), 

he knows enough from books of love's " myrakles and his 

crewel yre" to be perplexed about love's place in the larger • 
order of things. It is th~s uncertainty which drives him to 

his f~miliar resource--books--in search of "a certeyn thing 

to lerne" (1. 20). The books represent something "olde," a 

trustworthy authority tested by time agalnst the instabil-

lties of personal perspective. The poet makes lt clear, 

however, that the use of "olde" is to get somethlng "newe" 

~n a k~nd of natural transformation of elements: 

For out of aIde feldes,as men seyth, 
Cometh al this newe corn from Ver to 

vere, 
And out of 01 de bokes, ln good feyth, 
Cometh al this newe SCience that men 

lere. (Il. 22-25)w 

Surprislngly, for aIl his concern about love, the book he 

chooses is not a romance, but the serious moral and 

philosophical work, "Tullyus of the Drem of Scipioun" which 

de.als with the whole universe "of hevene and hellel And 

1. 

erthe, and soules that therinne dwelle" (lI. 32-33). Again 

we are thrown from the context of courtly lQve into' the 

perspective of man's place in a uriversal order. CMaucer's 

first attempt, therefore, te solve the problem of love will 

-, 
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be his reference to an authoritative dream-vision preserved 

in the Commentary of Macrobius. 

3. Contrasting Dream Classifications 

Chaucer's introduction of the prophetie dream of Scipio 

as hlS bedtime readlng sets up an implied contrast between 

the authoritative oraculum of WhlCh it is an example, and 

Chaucer's imaglnatlve, associatlve insomnium to follow. 

8y juxtaposlng twa dreams--one an oracular dream that 

imposes absolute truth from an outside authority, the other 

a personal, psycholagical dream which uses lnner resources 

ta rearrange elements of mind lnto new insights, Chaucer 

cantrasts two medieval approaches to a dilemma: one 

rational and authorltative; the other, intuitive and 

imaginative. The cantrastlng characteristics of the two 

dreams function analogously to two types of poetic dream 

vision. The first, used by 80ethius, Jean de Meun, and 

Alain de Lille, employs dialogue and the pronouncements of 

an authoritative figure such as Nature or Philosophy ta 

impart an already formulated knowledge to the dreamer. The 

other, modelled by Chaucer on the realistic workings of 

dreams, gives form to conflicting emotion by compressing and 
. )' 

arrangingJ archetypal and mythic images into a new appre-

he~sion of truth. While the authoritative dream 

lncorporates its own explanation, Chaucer's dream contains 
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no direct comment or interpretation. We are left to use 

intuition to replicate the visionary Experience in ourselves 

as a way of grasping its message. The solution to the inde-

terminacy of the Parliament must come, therefore, in 

understanding the language of the two dreams and the diverse 

methods of problem-solving they represent. 

In his Commentary on the Dream of Scipio Macrobius 

discusses SC1P10'S dream, a viSlon appearlng at:the end of 

Clcero's De re publlca describing rewards ta those who 

helped the state. Macrobius, seeking to justify Cicero's 

use of a potentially unreliable dream to communicate weighty 

subject matter, praised dreams WhlCh supplied prophecy 

through the intervention of a divlne authority and rejected 

as worthless dreams arising from natural causes such as 

physical or mental dlstress. According to his classi-

fications, Scipio's dream is found to fit aIl three of his 

reliable categories as weIl as five sub-categories of the 

enigmatic: drea"m (III, 12). It is suitably oracular in that 
, 

the dreamer is informed by a guide or spiritual instructor 

and does not himself see future Events. It is aiso a 

visio in that the events actually come true. Actually 

the dismissal of naturai causes of thé dream is not con-

sistent with Cicero's text in which Scipio comments on the 

effects of the day' s preo~upations in producing his night'-

o 
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time vision of Africanus: .. l believe our disoussion lias 

responsible for,this, for it frequently happens that our 

thoughts and conversations react upon us in dreams . 

(l, 4). 

In contrast to Macrobius, Chaucer is far more , 
interested in the "unreliable" categories of insomnium 

or yjsum in which the preoccupations of the dreamer 

play a rol~. To the extent that dreams are in some way 

culture-determined, the Somnium Scipionis is associa-

ted with a patriarchal, authoritarian society in which a 

respected ancestor or god imparts knowledge. Though this 

.. 

classical model survived into the Middle A~es, the emer­

.gence in Chaucer"s day of a more pluralisti~ society (exem-

plified by the "parlement" itself) produced a different 

attitude toward the dream. As Spearing observes in relation 
D 

to Froissart's Paradys d'Amours and Chaucer's Book of 

the Puchess, Chaucer is consistent with late fourteenth 

century alterations in the dream convention: 

This movement towards a kind of realism is of 
great importance for the development of the dream-poem, 
involving a new interest in the realities of sleep and 
dreaming, in the poet-dreamer's real life, and in his 
personality and social status. 12 

The Somnium's claim to authority based on its reported 

visitation of an otherworldly intelligence, its classical 

credentials, and its preservation in the Commentary-of 
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Macrobius makes it a respected source ~f truth for a 

medieval audience. Chaucer's personal dre~m, however, 

represents a break from tradition. Arlsing from the 

particular sources of his own psych~c turmeil--his search 

for "a thyng"--it offers a less universally accepted source 

of knowledge. One of Chaucer's tasks in the poem is to 

demonstrate that, ln contrast te the oraculum, the 

realistlc dream ~s more satlsfying because lt involves the 

dreamer and the reader ln a reintegratlng experience which 

transforms the~r perception of reailty. 

Chaucer's summary of the Somnium Scipionis ~n the 

waking frame of the ParI lament provides a significant 

vantage point for the i poet's viSIon of Natwre's garden. He 

recounts how Scip~o, when visit~ng Massinissa ln 150 B. C., 

had spent the day talking of the eIder Scipio Africanus, and 

then later that night had experienced a dream of his illus-

trious ancestor. Africanus' message trom beyond the earth 

ilÎTorms Sc ipio tha tif he loves "commune profyt," he wi Il be 

rewarded by going to a "blysful place" where "there as joya 

is that last w~thouten ende" (1. 49). Since this promise is 

clearly more appealing than love's "dredful joye, alwey that 

slit 50 yerne," we begin to understand why the poet chose 

this book. Scipio then inquires about life beyond death and 

is transported by Africanws through the gal~x~ to/~he region 

of the nine heavenly spheres. Africanws' celestial perspec-
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tive views the ~arth fram the reverse end of a tele~cope: 
Comp'ared to heaven' s vastness he sees a "1 y tel erthel,. where , 

, 
transient human 1 i te "nis but a maner deth" (1. 54), "fu 1 of 

torment and of harde grace" (1.65). He advises Scipio that 

"he ne shulde hym in the world delyte" (1. 66). The 
t 1l 

c:ontemptus mundi of Afric:anus' appeal is c~s1stent with 
f ,.lA. 

Cicero's verS1on. There, Africanus descr1bes men who hav~ 

passed beyond earthly life as having "flown from the bonds 

of their bodies as from -a prison." They have learned that 
. 

what we regard as life is "really death" (II l, 2). j.::5 

Cicero's Afrlcanus repeatedly chides the younger Scipio ta 

cease turnl.ng hl.s eyes back to earth which seems to him "50 

small" that the entire Roman Empire lS "but a pOlnt on lts 

surface" (II l, 7). Af r icanus suggests, "Why not fi x your 

attent10n upon" the heavens and contemn what is mortal'?" (VI, 

10) "If vou will look upwards and contemplate the eternal .' 
abodes, you will no longer give heed to the gossip of the 

-tommon herd, nor loak for yaur reward in human things" (V 1 l , 

5). Africanus' perspective recalls the message of the myth 

of Orpheus in the Consolation and the advice of Lady 

Philosophy to Boethius to rely on the et~isdo~ pro­
f 

vided by reason, rather than on the confusing impressions of 

earthly experience. 

Chaucer's fascination with Scipio's vision prompts him 

to use it again at the end of Troilus and Criseyde when 
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Troilus, after suffering the IIdredful joye" of courtly lov~, 

is whisked up in death to the eighth sphere to visw with 

amusement, "This litel spot of erthe." From his heavenly 

perspective he, lik~ Africanus, condemnel 

This wrecched world, and held al vanite 
To respect of the pleyn felicite 
That ~s ~n hevene above. (Troilus, V, 

1817-19) 

Sinee earthly pursul.ts are "blynde lust" whl.ch cannat last, 

we should cast our hearts on heaven. The poet agrees, 

advisl.ng loyers to turn their face to God and love H1.m, "the 

whl.ch that right for love! Upon a crois, oure soules for to 

beye,! Fl.rst starf . . For he nyi falsen no wight" (V, 

1842-45) . 

The condemnatlon of earthly love in the face of the 

eternal real1ty of heavenly love may be flt conclusion for a 

lover's tragedy, but it seems prematurely transcendent and 

concluslve cam1ng at the beglnn1ng of a poem where the poet 

acknowledges both mlraculeus and cruel aspects of love and 

seeks te find a place for it "in this worid here." 

Furthermore, there seems te be a contradiction 1.n Africanus' 

re~terated praise of "commune profyt" (1. 47, 75) and his 

advice ta find no "delyt" 1n this world, ta put it "out of 

mynde." As we shall see in the dream of the garden, 

Chaucer's delight in the abundance and diversity of earthly 
ô 

life would demand its being eonsidered in an aeeeptible 

-
solution to the meaning of love. Finally, Afric:anus', 
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attitude toward love seems simplistically black and white •. , 
The good (those who work for the "commune profyt") go to a 

\ 

place of "blysse" 

But brekers of the lawe, soth te seyne, 
And likerous folk, after that they ben dede, 
Shul whirle aboute th'erthe alwey in peyne, 
Tyl .many a world be passed (Il. 78-81) 

" 

The poet's response to Cicero's prophetie oraeulum 

15 a d~scouraglng lack of lilumlnation. H1S mind remalns ~n 

darkness as nlght "berafte" hl.m of hlS book "for lak of 

1 yght" (1. 87). Though the Somnium has prov lded a cl ear 

answer from an outside author~ty, ~t has failed ta engage 

the elements of the poet's own lmaginatlon: "For bothe r 

hadde thyng WhlCh that 1 nolde,/ And ek 1 nadde that thyng 

that 1 wolde" (Il. 90-91). These lines expressing dlss'atis-

faction wlth the formulated truths of authority echo the 

passage ln Boethlus' Consolation where ~dY Philosophy 

leads the poe, ta see the inadequacy of riches: 

'And was nat that," quod sche,' for tha t the 1 akk ide 
somwhat that thow woldest rlat han lakkid, or elles thou 
haddest that thow noldest nat han had?' (Boece, rII, 

3, 32-35).1.4 

Boethius' felt lnsufficiency ev en though he was supplled 

with wealth 15 an apt metaphor for the d~screpancy he feels 

at times between the rich resource of Lady Philosophy's 

explanations of universal order and the actuality of present 

suffering. In the Parliam~nt, Chaucer slmilarly feels a 

painful lack even though he has had a view of aIl the 

universe from the authority of the Somnium. In Lady 
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Phi losppt'}Y: s words, "rychesses, that men wenen scholde m'aken 

sUf~isalce', 
, , .. they maki:!n a man rather have nede of fereyn 

\ 
. ,he 1 p (BoeC'e, II l , 3, 80) • Chaucer, therefore, must not 

. ~'\ ..... --. 

rely on outside help, but arrlve at his own insight to solve 

hls dllemma. 

A? Chaucer organlzes the transltlon lnto hlS own dream 

he glves us clear sign~ that 15 to be a somnlum an1male 

and not an oraculum. Hls pSyChlC turmoll upon retlring 

makes hlm fit candldate for dreams resultlng from distur-

bances of m1nd. Immedlately upon falllng asleep he en­
\ 

vlsions "Affrlcan" dressed ln the same arra\y as when he 
\ 

1 
appeared to SC1pio ln the poet '5 read1ng ,0: the day before • 

... 

Not able to quote Freud's dlctum that "ln éver~ dream it 1S . , 
, \ "-

pOSSIble te flnd a pOInt of contact w1th the e!per~nces of 
-.1 1 

th: prev10us day,"1!!1 Chaucer refers Instead a passa i\? 
',1 

translated from Claudian (Il. 99-105) with the same
L 

I~tent. 

He then concludes: 

Can 1 not seyn 1f that the cause were 
Fàr 1 hàdde red of Affr1can ~yfarn, 
That made me ta mete that he stod 
there (11. 106-108) 

\ 

Though th1S seems cl~ar, Africanus himself sets up an 

ambigui ty. He 1S, after aIl, a respected figure whase visit 

ta the dreamer could imply an oraculum as it d~d for 

Scipio. In African~s' wor~'p, he is there to "quy~" the 
" , 

poet's labour in so patiently re~ding Macrobius' book. 
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Africanus' intervention recalls the illustrous eagle that 

( cames as Jupite~'s emissary in the Hause of Fame ta 

provlde "som reccompensac ioun" for Chaucer' s long poetic 

labours in service of love. Africàhus' presence, therefo~~, 

has a multlple funct~on. It supplies proof, on the one 

hand, of the dream's mot~vation in the problems of the 

pre~lous day and' as such, prov1des a l~nk ta the ideal 

vis~on of SClplO'S dream. On ·the other, Afr1canus' 

appearance Impl~es It 15 a prophetlc dream braught by a 

respec ted au thor l ty to revea 1 tru th to the d reamer • The .. 
amblgulty allows Chaucer ta pursue hlS personal Vls~on whlle 

maintalning 'the a~ura of author":"lty usually gr:anted to 

"respectable" oracular dreams. 

4. The Invocatlon of Venus 

Atter the commencement of the dream, Chaucer makes h1s 

Invocat1on P' velus ~ho 15 bath "blysful 

awesome w~Jlder 01 the deadly "fyrbrond" 

lady swete" and 

of paSS10n. The 

dualltyof the f~gure of Veflus looks back te the "dredful 

J:eye" of the f irsi stanza, and forward to the contradictions 

of love announced a t the ga tes ta the garde!". Chaucer' 5 

ambiguous att1tude, however:., l) centered nQt only on Venu? 

as a symbol of love, but on her status as authority and 

mu S,ES." When he invokes Ven~s whom he cl aims "made me this 

sweven for to met-e' (1" 11::i) , Chaucer suggests the dual 

. 
--~I.' 

'\. 
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po'Ssibilities that.Venus sent the dream, just as Juno had 

Morpheus send a dream to Al c ione in the Book of th@ 

Duchess, or that the dream arase trom the internal source 

of the poet' s dl.stress. Sl.nce Chaucer wants to raise the 
1. 

persona 1 d ream to the s tatus of revea1-e-r- of ti-u'\:.h enj oyed by 

the oId, authorl.tat.lve dream, he must imply that if Venus 

"made" hl.m dream, 1. t was not throug h outside in ter-ven tian, 

but through the inward process of the poet' s preoccupation 

wlth love leadlng tO,a dream about love. 

In his request ta Venus as muse to "yif me myght ta 

r~e and ek t' endyte" (1. 119), Chaucer makes the connec tl.on ,-

between the status of the dream and the statu5 of his poetic 

creatl.on. As the indl.vidual's dream arlsing from the pre-

occupatlons of the day is counted meanlngless ln contrast 

wl.th the o~acular drea" 50 the poet: s personal fantasy or 

1nven t l.on 1 s coun ted as 1 ess endowed Wl th truth than 

inspl.red wrltlng resulting from the outslde agency o~a muse 

or classl.c de1ty. Thl.s questionlng of the reliabl11ty of 

poetry as a source of knowledge r-eflects the ancient..,..:' 
/ 

prererence for phllosophy over poetry expressed in works 

faml.l iar ta Chaucer. Lady Phi losophy in Boethius' 

Consolation banlshes the Muses of poetry from the bed~ipe 

of the dreamer, declaring, "These are the very' wOlllen who , . 
kill the ric4and fruit,ful harvest of Reason with the~rren 

c 
thorns of Passion" (l, i). Likewise, in Alain' s Complaint 
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of Nature, Nature reprimands the dreamer for his gui li-

biIi,ty in accepting the "dreamy fancies of the poet,s" (IV, 

197) rath-e: than the saner truths of phi losophy. In these 

earlier works, the poem functioned either as 80ethius' 

decaratlve coating for ideas or as Alaln's means for 

ex pressing the ine~presslble. Chaucer, on the other hand, 

is attempting ta reaffirm poetry's rol~ in exploring truths 

by bolstering the worth of his own inspiratlon. 

G 

Chaucer's lnvocation to Venus acknowledges hlS need to 
\' 

certify hlS poetic credentials, but it is less than a 

! 
respectful plea. Hls claim "in the much disputed line that 

he sees Venus "north northwest Il could be interpreted idio­

matieally as "ha~ ... t ail," prOdueinq_the ironie affect 

that Bertrand Bronson noted.~6 It could, however, be an 

astrological reference plaYlng on the fact that the planet 

is never seen exac t 1 Y in thè:lt pasi tion. 1.7 This 1 a tter 

sense could imply that his poem wlii Vlew Vents in a new 
... 

perspectlve and that, furthermore, he wlli a~compllsh his 

task through the indirections of imaginative poetry, rather 

than through the certainties of philosophy encased in 

decorative verse. 

~ 

Chaucer, then, is presenting a somnium animale with 

â touch of the dignity of, the somnium coeleste. His 

c~ice .illows hitn to work wi thin the conventions of the Oid 

French dream vision while constructing hi~ poem according 
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the laws of a more realistic dream psychology. Although as 

early as 1915 Kittredge recognized Chaucer's progress beyond 

the static fairyland of previous dream poems toward a new 

verisimilitude of dreams,18 he drew his examples prim-

arily from the Book of the Duchess. When confronted with 

the same materials in the Parliament of Fowls, however. 

-he cons idered the connect ion between the p'Oem and the dream 

form as "imag~natively less close and rather more mech-

anical" than in Chaucer's earlier poem. 19 Walter Clyde 

Curry agreed, claiming that the "poet's mind was still 

absorbing poorly assimilated kn9wledge largely for its own 

sake" and that he seemed to "lack that discr iminating 

se lect ü;m of ma ter ia 1" d irected. to a un ified art ist ic , 
purpose. Though Curry conoeded that the dream 's motivation 

seemed creditable, he added. "there is very little...,.".,.,-' 

dream-psyehology in the narrative proper. "20 

As an antidote to these views" it seems worthwhile, as 

we enter the garden, to not iee how Chaucer creates an 

intuitive understanding of his themes by cleverly organizing 

the materials of his poetic dream accordin~ to principles 

that have. in fact, prpv,ed consistent with modern dream 

psychology as described by Freud. Freud recognized the long 

history of dream theory and conceded the poet' s grasp of how ( 

ideas present themselves in dreams. 21 His modern oon-
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ception of "dream-work~ the way dfeams translate the "latent 

~ dream thoughts into the symbols and expressions 

of a "manifest content, fi May be a key to reading the highly 

conde~sed. juxtaposed images in the Parliament which have 

been previously judgad as lacking artistic integration. 

5. Africanus: the Poet's Guide 

When Africanus makes his unlikely appearance as 

spiritual guide, we notice that his character serves a f, 
purpose in the poem consistent with Freud's concept of 

"condensation" in which Many ideas are fused into a single 

image. 22 It is ironic, first of aIl, that the same 

Africanus who, as moral authority of the Somnium, con-

demned lovers to "whirle about th'erthe alwey in payne," is 

now'chosen to conduct the poet to the gates of the garden of 

love. It-îs also ir~nic that Africanus' office in this 

respect clearly recalls Virgil's role toward Dante in the 
f • 

Diyine Comedy. In Dante's poem, however; the gates were 
. 

the gates of hello Incongruously. Virgil was a gentle, 

dignified guide while Africanus is physically abrupt (11. 

120, 154), addressas the dreamer with amused disrespect. and 

aven questions his abilities as ,a poet. In surprising 
\ 

contra~~ to his prototype in Scipio's dream, Africanus 

resorts'~o the ~anguage of the marketplace (11. 162-168) to 

assure Chaucer th~t his inexperience in love does not 

disgualify him from being an observer. 
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I~ is significant, furthermore, that Afri{anUS,-

embodying as he does the otherworldly ideals of the poet's 

earlier reading, seem~ to disappear from the poem at the 

entrance to the earthly paradise. Some critics have praised-

this as part of the dréam verisimilitude similar to the 

appearance and.disappearance of Octavian's hunting party in 

the Book of the Duchess. Chaucer, however, is writing 

a poetlc dream whose purpose is to reach new understanding 

through imaginative integration of elements. It can be 

assured, therefore, that every concrete image has a meanMng 

ln the dream'~ economy. Africanus' action in grabblng the 

poet and shoving him through the gates of love ma0be anal-. 
ogous to the Eag 1 e' s seizin-g of Chaucer in ~the House of 

Fame (Il. 541-555). Despite the poet's dread and'aston-

lshment, the Eagle transports his charge with irresistible 

energy from his hermit-like world of books ta a new domain. 

Bath guides are vehicles slmilar to the poetic inspiration. 

As the Eagle abandons the dreamer before his promised reve-
, 

lation, so Afrlcanus can lead Chaucer only to the threshold 

of his visionary-experience. 24 Africanus' authority be-

longs'with the oracular dream. Chaucer'sQdream, ar{sing 

from his individual psychology, demands that the dreamer 
~ \, 

provide his own Interpretation of what he observes., Afri-

~ canus does, however, take the poet' s hand "of whic:h fhe} 

confort caughte" (170), possiply implying that the yision he 
"'7 
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represents might be of some help in the apparently 

contradictory realm the poet is t'o enter. 

6. The Double Gates: ~~try into the Garden 
" 1> • 

The garl!fen's double gates similarlty constitute a 

condensation of ideas and ~ges. Most obviously they 

echo the inscribed gates at the entrance to Hell in the 

Divine Comedy. They also recall Chaucer's reading of 

Macrobius' Commentary which cites Virgil's description 

of the twin portaIs of dreams, the gate of ivory for false 

dreams and the gate of horn for trustworthy on es (III, 

19-20). Their inscriptions, one inviting, the other 

repellent, return us to the poet's distress over the 

"dredful joye" of love that precipitated the dream. Once 

again ue undergo the psychologieal paralysis of the first 

stanza when the poet claimed, .. So sore, iuis, that whan l on 

hym thynke,/ Nat uot 1 weI wher that l flete or synke" (Il . . 
6-7). Before the twin gates of bliss and dread, the poet 

comp lains, "No wi t hadde l, for errour', for to cpese ~ / To 

entre or flen, or me to save or lese" (Il. 146-47). The 

inscriptions themselves contain suggestions of literary 

sources that prepare for the oppositiQns to be met in the 

garden. The first promis!3s a "blysful piace," (1.127) an 
<1 

earthly version of the "blysful place" (Il. 48, 76-77, 83) 

promised three times in Scipio~s dream. As an entrance to 

the "welle of gr,e, Il it lS a pathway to heavenly love, 
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where the joys of .. grene and lusty May" exist eternally. In 

this pr'omise we are reminded of the "Founta'in of Lite" and 

the ever last ing s'pr ing of the Shepherd' s Park in the 

Roman de la Rose (Il. 20279-20682) where lovers who 

follow Nature's plan are rewarded with eternal happiness. 

We are further reminded of Scipio's promised reward for a 

life devot.ed to co"mmon pr'ofit: "He shulde into a blysful 

place wende, / There as j oye is that last wi thouten ende" 

(Il. 48-49). The second gat'e evokes the at'mosphere of 

courtly love with its personifications of "Disdayn and 

Daunger, " emblems of rejec~ed or unsatisfied love in the . 
Roman de la Rose. This ga te promises the "mortal stroke." 

the sterility of,fruitless trees, the dryness of the fish 

trapped in the "sorweful were." rts admdnition recalls 

Reason 's advice ta the impassion~d lover: "Th' eschewing is 
.' . 

the only remedye!" Thu's in a few dense lines Chaucer 
, 

opposes the terms of natural love and courtly love which he 

will now exp and in the landscape imagery of the garden. 

Though the dreamer is unable ta solve his impasse by 

rational del~b.e:t'ation and must be "shof in at the gates'~ by 
'-

Africanus, once insid~ he is pleased with the view. The 

, sard en he discovers exactly fits the description of the' 
" 

joyful ga,te and disproves the forebodings of the bad. The 

trees are covered with leaves that shall always last, the 

life-promising color of green is everywhere, the river 
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abounds with living fish, and gentle breezes sti~ the 

temperate air. Chaucer, as enthusiastic observer. notes 

wi th loving dsail the creatures of the natural wor1d: the 

.. smale f ishes i hte, / Wi th fynnes rede and ska1es syl ver 
\ 

bryghte" (Il. 18 < 89), the "litel conyes," and "bestes sJllale 

of gentil kynde" (1. 196). The gardc;:m's imagery, therefore, 

is the perfeet'fusion of the heavenly "blysful place" of 

endless joy in the 50mnium with the conventionsl delights 

of the earthly paradise from courtly love poetry, and the 

realistie details of the actual English countryside. ln the 

garden~ the heavenly harmony of the sp~eres translates to 

the earthly harmony of birds that sing "with voys of aungel 

in here armonye" (1. 191). 

The dream elements which critics have cited as poorly 

assimilated conventions included by Chaucer to flatter 

audience expectatiqns thus actually assume an important sig-

nifying role within the verisimilitude of thé dream. The 

catalogue or trees, for instance, a convention going back 
" 

ta Ovid and reappearing in Chaueer's day in Boeeaccio's 

Teseida,25 seems at first glanee decorative and ex-

traneous"but actual1y~ is a microcosmic reflection of the 

themes-of the poem. In terms of 'dream'realism, the obvious 

literary borrowing in thi~ and many other passages provides 

the imagery we would expect ta stock a mind little endowed 

with practical experienee, but rich in-reading. As the poet 

179 



o 

o 
". 

has told us four tilles, he habitually reads "what for Iust 

and what for lore" and often spends "the ,long day fpI 
" 
faste" immersed in books. Since Chaucer' s invented dream-

vision transposes the personal dream into broader cultural 

terms, his literary references serve ta replace a private 

personal imagery with forms of a more archetypal or mythic 

potential. The dream, in this respect, operates more in 

Jungian terms as a manipulation of archetypes to reveal 

unconscious truths, than according te the Freudian model 

as a camouflage for ideas too painful to be perceived 

di,ectly.26 When Chaucer includes the "catalogue of 

trees, therefore, he gains additional meaning by referring 

every tree to the services its wood performs~ This device 

not only binds nat~re to the world of man, but indicates, as 

McCa11 has observed, the full range of activities from birth 

to death, ;rom joy tp p~in.27 Everything has a place in 

_God's universe. This sense of plenitude is carried into the 

poet's description of the flowers, animaIs, and finally into 
( 

the lengthy rolP calI of the bird parliament. The strongly . 
visual quality and the Itving attention ta detail express 

the poet 's personal )'delyt" in "this worlde here" which 

sharply contrasts with the concept of "lytel erthe" in the 

ideal vision of Africanus. Yet, de,spi te his j oy in the 

wonclerful multiplicity of life on earth, Chaucer never 
, ,. ~ ., 

forgets the divine connection--"That God, 

al and lord" (1. 199). 
~..,. 
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, 7. Venus and Nature 

Chàûcer's use of realistic dream-wark ta condense and 

jùx~apose visual images ailows a far more powerfui and 

economical expression of philosophical issues than was 

achieved in the dialogue of earlier dream ~~sions. By 
~ 

oppos~ng the two impressive femaie figures of Venus and 

Nature, one a c1assical gOddess transposed into the cou,rtly 
il 

love tradition, the other an awesomS personification 

borrowed from Alain de Lille, Chaucer is able to give visual 

representation to the unformulated distress at the beginning 

of the poem. Each persona is placed in its corresponding 
" setting, a richly condensed tapestry of ideas appropriate to 

her station: Venus is given her Temple; Nature, her garden 

and parliament. The two settings comprise a landscape which 
----/' 

in "hieroglyphic" form expresses the dream's latent content. 

Although we are reminded of Jean de Meun's contrast of 

the garden of Sir Hirth with the Sh~pherd's Park (11. 20279 

ff.) in the Roman de la Rose, there is a fundamental 

difference. Jean's contrasting environments are created 

almost entirely by rhetorica1 statement delivered through 
r" 

~the mouth of Genius at the end of the poem. According to 
.:: 

Genius, lovers bound to sensual passion rather than to 

Nature's order for love would inherit a garden of decorative 

aIl of whioh are "corrompable" (1. 20354) as 

opposed to the "pardurable" (1.20384) or everlasting 
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beauties of the Shepherd's Park. Their reward would.be the 

fountain of Narcissus t" la fontàine perilleuse," 1. 20409 

ff.) rather than the unfailing fountain of life (1.20387 

ff.) which flows from a triple source and brings knowledge 

and salvation rather than illusion and death. In place of 

Jean's rhetoricai opposition, Chaucer uses a significant, 

placement of images to convey his message. By situating 

Venus' temple within the walls of Nature's garden, Chaucer 

formulates an implicit answer to the apparent1y irrecon-

ci1able contradictions of love which neither reason nor the 

authority;bf books couid resolve. 

A ·cIear understand ing of how these images operate 

requires a close observation of Venus and Nature in their 

a11eg~i~àl landscapes. Venus' temple is su~rounded by a 

. host of personification~ which c10sely foll'ows Bocèaccio 's 

list in the ~eida (vii, stanzas 51-60). Chaucer 's 

translation, 'however, as McDonald has shown~ adjusts the 

epithets to recall the personifications and courtly 

atmosphere of the Roman de la Rose. 2e The list in 

Chaucer is made deliberat~ly static and sterile with very 

little modification 'of each name. As such, it creates a 

sharp con~ast to th~ lively list of birds surrounding 

"Nature (Il. 330-364) where'each bird is associated with a 

characteristic trait or activi ty and wher~e 'their very nUllber 
n 

and variety is a tribute to Nature's inventiveness. 
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" The first figures encountered by the dreamer remind 

him of the painful aspects of love pro·mised by t'he dreadful 

gate. As he looks "under a tre, besyde a welle" (an echo of 

the perilous fountain of Guillaume's poem) , he sees Cupid 
~~ 

and his daughter, "W111 e, Il forg 1ng and fil ing arrowheads in 

preparatlon for theu' deadl y occupa tion: "Some for ta sie 

and some to wounde and kerve" ( 1 . 217). He also sees D~ 

Pac lence, image of fa1 thfu 1 service unrewarded, "Syt tyng 

upon a hll of sond" (1. 24~). The temple ~tself lS made of 

"bras ifounded strong," a.though copper, the metal tradi-

tlonally assoclated wlth Venus, was clted ln Boccaccio. 

Chaucer' s change to the c heaper a Il oy imp 1 ies a subt 1 e 

degeneratlon of Venus' stature. 

Wlthin the temple, the dreamer enters the hot, humld 

atmosphere of passl.on, of swoon~ and "sykes hoota as fyr," 

of desire's flaming altars. There sit5 "the bitter goddesse 

Jealosye. " 
~ 

The ruler of thls establishment 15 Priapus who 

stands "ln sovereyn place." More powerful than the cOLlrtly 

fin' amour of Venu?, he represents sexuality ln l.ts crud-

est animal form. 2Q In their attempt to glorify him, men 

try ta put garlands of fresh f lowers on his head. Venus' 

herselt is lying in a dark, "prive corner" with her porter, 

"Richesse." Before her on their,knees, "two yonge fOlk",cry 

for h.elp (1. ,:.JJ,>' About her on the walls are the broken 

baws of Dia,{a and a mural with the staries of tragic lav~rs, 

many.1inked with crimes of incest or adultery, but united b~ f 
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the commen element of desperation which led to their deaths 

r 

through suicide or inconsolable grief. 30 

From this barren, suffocating enclosure cf frustrated 

sexu~l desire, Chaucer abruptly emerges lnto the light, open ,,' 
air, and fertill"'ty of the place "sp. sote and grene" that is 

Na~re's ~bode. J~stead of the statlc artif~c~ of Venus' 

mural, Nature's garden offers the Ilvely delights of 
... 

vlbrant, natural beauty. Unlike Venus who recline~ secre-

tiv'ely in a dark corner, N:::ature sits nobly "in a launde, 

upon an hll of floures" (1.- 302). Instead of 19norlng the 

pleas of tortured young lovers, Nature generously orche-

strates the seasonal matlngs of her creatures ln the annual 

Valentlne's Day ceremony. In contrast to Venus whose porter 

Richesse is involved in selfish conc&rn and personai profit, 

Nature's IInseen companlon seems to be the common profit of 

SCiplO'S dream. 

Venus and Nature .are bo~h repr~sented in condensed 
0' 

dream images linklng the poem wlth the richness of aIl their 

preVlous llterary contexts: Venus, most ~lrectly with 

Boccaccio's Teseidaj Nature and her Parliament with 

Alaln's Complaint of Nature. They also functioQ as 

powerful archetypes ta reveal new meaning in the context of , , . 

the dream. The fact that Venus with aIl her courtly ritual 

of frustrated, cove:""t, and fruitless love is not "esc:h~wedll 

as the dark si de of he gate reco~mends suggests the çapacity 

. , 
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of Natu~e ta embracé aIl forms of love within he~ domaine 

Al thoug h the dange~ous consequences of sensua I passion a're 

borne out by the stOl'"leS of the trag~c love~s painted on the 

temple walls, love s desire 15, neve~theless, allotted a 

place ln Nature s garden. Slnce Natu~e 15 the "Vica1re of 

the almyghty Lord," aIl forms of earthly love have a dil'"ect 

connectlon ta Gad s arder- ln CreatIon. Thus, unllke the 

" 
ex treme VlelN expressed ln the 'Somnlum where lovers ar-e 

~unlshed for- thelr deslre (Il. 79-80), one need not eschew 

"delyt" ln th.l5 INorld ln or-der- to attaln heavenly rewar-d. 

~ecause Vénus worklng thr-ough Natur-e "pr-l'kes" aIl wlth 

"plesance," the fulfliiment of personal deslre lS per-fectIy 

ln accor-d 1N1th the hlghest plan of God. 

Chaucer s aliegoricai landscape uses condensed Images 

ta communlcate concepts explalned through lengthy dlscourse 

ln AlaIn S Complalnt of Natur-e. Na ture, as V lcar- of the 

Lord, lS r-equlred to "bUlld up a pr-ogeny from the lIVIng 

crea tures of earth (V, 35). Ta asslst her-, she 1::.ays, 

l statloned Venus who IS 5kliled ~n the knowledge 
of mak Ing, as under--deputy of my work, in arder 
that she, unde~ my Judgment and gu~dance, and wlth 
the a5s1stlng actIvlty of her husband Hymen and 
her son Cupld. .mIght weave together the 1 ine 
of the human r-ace ln unwearled contInuatIon. (IV, 

(, 
376-385) 

Unfortunately, for the harmony of the natural world, Venus 

becomes dlver-ted fram her- task by her adulte~ous l!aison 

w.i th An t igamous • 

\ 
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She, then, wishing 'rather to be pampered in unfr"uit­
fuI love than ta be eKerc:ised in fruitful -labors • 
began ta be c:hildish'--over. the jays of eKtreme idleness 
••• ~nd pèrmits the sic:kle of fate te run eut far 
lnto the grain of the human rac:e, and does not repair 
the loss wi th renewed bi rth f rom any fresh seed. 

, (V, 200-205, 227-230) 

8. The B~rd Parllament r 

The next portIon of the dream, the Ilvely' presentatIon 

of the bird parllament, was early thought to be the core of 

the poem and hence became the focu.{l of much criticai debate. 

. ~ 
congr-egation of b1rds was theorlzed ta be an allegory of The 

the betrothal of RlC:hard lIta Anne of Bohemla, a parody of 

c}ass-consclousness during the per10d of the Peasant RevoIt, 

a mlddle class crItlCl.Sm of courtly love, 6r s~mply a 

Valent1ne's Day occasional plece.~~ When understood ln 

ter-ms of the poem s dream reallsm, however, the "parlement" 

functions as a perfect example of Freudlan "dI5pIacement. .. 

Accordlng ta Freud: 

. what 15 clearly the essence of the dream 
thoughts need not be represented ln the dream at aIl. 
The dream 15, as ~t were, dlfferently centered from 
the dream thoughts--lts content has dlfferent elements' 
as Its central po~nt.-:!o2 

In the Parll.ament, Chaucer's ope~ing astonlshment at the 

mIracles and cruel 1re of love surfaces ln the dream as the 

popular bl.rd assembly faml1lar from the works of Gower, 

Machaut, Deschamps, and de Graunson.~3 Th~s distortIon 

of the real content of the dream inta symbols to which lt 

bears Ilttle resemblance slmulates a process ln actua1 

1) 
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Idreams result1ng from what Freud caiis the "dream censor." .. 

.. 
This mechanism prevents painful or confl~cted elements fr.om 

being e.xpresse'd d1rectly. In allegory, a similar effect is 
, \ 

achieved by uS1ng concrete 1mages to represent estabIi~hed 

systems of thought. In the case of the Parllament, the' 

ph11osoph1cal problem te be cons1dered lS the place of love 

wlth~n-Nature and lts veh1cle of expresSlon 15 the debate of 

a hl e r a rc hl C a' 1 9tJ c 1 e t y 0 f b 1 rd 5 • 

\ 
The dl.splacement J.nto a b1rd debateo of fhe poet s 

.... 
dlstress over love carrl.es w1th lt strong llterary 

assoc 1atlons,. Mos t 1mmed la te 1 y the hlerarc hy 0 f bl rds 

recalls the parl1ament deplcted on Nature's robe ln The ~ 

Compla1nt of Nature. As the bl rds break away f rom thel.l'-

grmmd ta come dramatlç:êl.lly allve ln Chaucer's dream, they 

part1c1pate ln the ... trad1tlonal Valentlne' s Day R1tual of 

choosl.ng a mate. These assoc ia tlons are t hem comblRed Wl th 
, 

the courtly conventlon of the demande d'amour. Echoes oi 

the courts of love fro~ the poetry of Machaut and Froissart 

can be seen early l.n the assembly when Nature's plan for the 

selectlon of mates "1n forthery1ng of ltheirJ nede" (1. 

- . 
384) becomes d1verted lnto an absurd debate among the 

courtly suitors over w~Q,p~~rs t~~ formel ~qgJe t~e most 
p- .:.. ~ ~ ., ~ .. 

love. Sl.nce each sUltor seems equally qual.iflèd, it is 

impossible to determlne a vlctor. The rivalry of the three , 
tercels for the beautlful "lady" eagie dl.rects our atten:tion 
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away trom the n~ûral .:f.Qcundi ty of love \or "commune p .... ofyt'· 
, , 

back into the temple of Venus where images of unconsumm~ted, .. 
\ barren love prevail. U~like the common birds whose 

\ \ 

self-interest leads ta perpetuation of the commuhity, the , 
, 

tercels' self-~nterest is assoC1ated w1th frustrat~an and 
\ 

death. The~r egot1sm shows most obv10usly in the1r frequent 

.. 
use of the f1rst persan pronoun 1n the1r speeches: "Non 

\ 

loveth h1re SO weI as In (1. 435), "1 love h1re bet than ye 

don" (1. 451), "1 am hlre trewest~ man" (1.479). 1 t shows 

more genera~~y 1n ;the1r obllvlouSfiess to the press1ngJ nee~s 

of the huge congregatlon of ather bJ.rds. In thel.r extra:-;-

agan t c l<llms of 'honor, ~f.l. de Il ty, af'ld bravery, they presen t a 

"macho" advert1sement of the.l.r o'INn virtues, rather than a 

sincer~ 'attract10n to the lady. The renunè.l.atary quàlity of 

the1r love Wh1Ch' talks of "long servyse" rather thap the 

urgent need for frul.tful un10n 1nev~tably becom~s assoc1ated 

w1th death, WhlCh they, ln fact~i t~reaten or promise ten 

.t1~es in their speeches. ActuaJly, the solGtlaA of the 

debate 1S 1rrelevant, and the arguments g~ven by the variows 

species of b1rds are interest1ng mainly as a spectr-um of the 
1 

, 
prevailing attl.tudes toward love. The d1gression finally 

en~s with the Iower class birds' insl.stence on getting on 

with their pa1r1ng: 

'Have don, and lat us wendel' 

'Com of~' •• '. 'allas,- ye woi âs shende! 
Whan shal your cursede pletynge hd~e an 

ende?' (11. 492-95) ~ 
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The tension between Nature and VenUs transpo~~d in the 

dream to the debate between birds 1S the externalization 01 
... 

a conflict,within Man's ~ake-up e~plained at length in , 

Alain' s 'Compi aint of Nature. Man is a micro.cosm, of the 

whole universe and therefore links w~lhinvh2s belng bath the, 

heaven'ly ques't 'for an ldeal existence ,and the earthl'l( pull 

of physlcal needs. As ~ature e'Xplains: 

ft 

1 am she who have fashioned the form and eminence 
of· man lnto th~ likeness of the orlg1nal-mundane 
mechanism, that in him, as in a mlrror of the world 
1 tse 1 f, combined n~ture may appear" . And just as 

. the ar--my. of the planets opposes wi th contrary moticm 
the flxed rolll~g of the firmament, SO_ln men is found 
a' contlnu~l hostillty between lust and reason. For the ~ ,~ 
actlvlty of reason CtakesJ lts rlse from a celestlal 
sourceb" . The activitles of lust, on the 9ther 
hand, .. " ±.urn and Sllp down lnto,the decll.ne' 
of' th ngs oh earth . • . The one dl.shonors man" and 
change to a beast; thé other m1ghtily transflg~res 
hlm lnto a ~god=' (III, 73-99) , , '. -

"-

The noble birds' rejectlon of merely phYS1Cdl anlmal 
.! 

passion, the sexua 1 lnstl'nc ts of the 'Ouok and. the goos~, i s 

... . 
based on the quest to satlsfy thelr sp1ritual natures' 

' . . 
according to an ldeal love. They go astray, however,· 

~ 
'1 • 

because the co~rtly ldeal they cho05e lS one of man's 

cr'eation--an artJ,.flce of rules and customs based on thè 
, 

adulteroùs Venus. It nelther satisfies thelr full range of 

needs nol'" the "commune profyt" of God's plan. In Nature' s 
f 

order Venu~a.s spouse of Hy-men a:sis~' Na1;.ure 'by "prikking" 

creatures wlth sexual love leading to' "engendrure, Il the 

reprodu~tion of their species according to'God'~ intention. 
,,(' ... ... 

-Hente th~ arrangement rin Nature' s garden àttempts to 

.. '" 
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,reestabllsh love' and common profi t in:t,heir or!girlal- divine 

relation'. 

As Nature' intervenes te dir~ct the debate, aIl 'the 

displac:ed elements of dream imagery dove~tail into a , f 
solution of the dream's dllemma: 

l" And l sha 1 sone, 1 nope, a con..sey 1 tynde 
'\ Yow ta ete 1 yvere, and t ro thi s noyse 

, unbynde (ll~ 522-523) 

Analogous to the-heavenly harmony of SClplO~S dream, Nature 
~>~ '--' 

as Vicar of the Lord l.S· str-J.ving .toward an ear,thly t"1armony r 
thi:lt will thl.s "noyse unbynde." Sl.nce the greatest harmony 

v 

lS that produce~ by~the greqt?st number of vOl.ces,~4 

~ . 
wlll hear "al your opynoun" before establishing order 

. , 

throug h her judgmen t. ' . At the' peak of con f ll.c t she in ter-

~ ~edl!s with "Now pes" and sets abqut with il lovi,ng inc:;::-

sivènèss to satl.sty aIl the divers,e needs of her fun scale 

0f cr.ea tures. 5he does not exe lude the "gosauk" .fo: his 
... 

rapac: i ty, the "ohough" for hl s thlevery, the .. fa 1 se 
i . 

1 • 

c 1 

l'apwynge" for his trepchery, the cormarar:tt for" his glut;tony, • 
nor the sparrow .for hl.s sensua 1 i ty'. 5he embraces aIl le~els , 

of creation as,she embraces both the fih' amour in Venus' 
" 

temple and the~ joy of mating if1 th!=-, comnion bi<rds. Even the 

/ 
fàct that mOst of the birds seem by nat~re at strifs w~th / 

.. " 
"merlio,:~' agai[lst the "Iarke," 

, 

\ 

. ~ 

the " qua l y les foo," ~he 

trie. ph~asant against the, 
/ 

( 
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c,ec:k, and the '!drake, stroyere of' his owene kynde".,--their 

-, 

discord seems te ,be part ot God's pl~n: . , 
. Then ,Ged .added te this werld}y pal-ace .. varieus 

k inds ,of things, and these, thaugh separated by the 
strife rof different naturés, He geverned wlth harmony 
of prope.t: erder,' fur~ished. wi th laws, a.nd bound l'iii th 
ordinancés. And ,thus He united with mutua.1 and ' 
fraternal kisses things antagonistic from the 
opposJ. tion of their propertles, betweeA which the, space 
had made l ts room f rom cpn trar ies, and \He cnangect the 
strife of hatr~d into the peace of friehds'hip. ~ll 
thlngs, then, agreei ng through inv lsi blé' bonds o't 
union, pluTality returned to~unity, diversity to 
identl ty , ... lii1issonanc:e tG) harmony, d1scord to concord ln 

~ pea.cefu 1 agreemen t. 
(The CamtHaint of Nature, IV, 326-337) 

Nature'~ role then lS to establish hierarchy and ~armonious 

arder in the created unlverse. Hel'" reçpme suggests Salnt 

Thdmas ~ v1sion", ot re Sca la natur~: 
.. for the complet10n of the unlverse there are 

requ1,red. d1vens qrades of belng, • .of whic:h some hold a 
) high and some a low place in the unlverse. ' That this 

multlplicity of grades may be p~eser;ved in, thing.!;, G'od 
al~ows some eV11s, lest màny g09d thlngs should be 
hindered. 
, \ 

Natur~'s "ordna'lfe~ Wh1Ch permit.s e~ch blrd freedom to 

choose ~,s "formel. or h,s m.te" r f~eeIY, accepted, ·.not , 

enforced. Hel'" solutlon to th~ SUlt of the ~hree tercèls is 

ta eséhew-both the dictates ofReason (11.632-633) and the 

custém of ferced marI'" lage, and ta f l.na Il y a llow the formel, 

ta decide the is.sues for·her5elf. The radlcal' impact ef this - '. 

judgment i5 met by ~he formel·.s...;q~lY 5ur p ri$i{!.g, pec;ision, 

temporarily ta reject courtly love (" 1 v,lel nat serve -VéhLs, 

ne Cupide"). 
~ , 

She wishes bath to have a year' 5 rep""~ev.e - êlnq 

~ - lia fter' that to have my choys al fre" (1. 649). ~ur~' s 

----, 
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yèar :which "is nat so longe to endure," bri~~~ a Q satisfying 

~ 
harmon..y <lWi thin eart~ y dimensions,' un 1 ike th~ cosmic yèar of 

the Somnium where only after' thousands of generat10ns 

, ~i"i l un i v~rsa 1 order be rest~red. 
, w 

\ 

Nature's final. accord 

.. 
en compasses a Il the apparent1 y contradicctory goa 1 s of her 

bi .... d assembl y: The formel is a llowed to prolong her inde-

/ 
pendence and after~ards ta have a free cho~ce of partner; 

l' 
the three tercels are permi tted ta wai t and serve in the 

courtly r~tual tht:c>y prefer, but the~r serv~ce wlll have a 

reasonable llmitatlon; and the common blrds are encouraged 

ta depa,..-t 
f 

w~ th hls maké" in "811sse and joye" to 

reproduce thelr k~nd. Thé dream cancludes with a .roundel 

lOto don to Natur.e honour and plesaurlce" (1.675) in which 
~ 

the achlevement of earthly harmony connects with its source 

in the heaven 1 y harmony of the spher-es of the Somn iuum 
? 

Sciplonis. 

By the end of~e Parliament, the interaction of 
\ , 

dream lmages accor~ing to the psychology of the somn~um 

,.-

animale has made possible an-lntuitlve working out of the 

major confllcts in the poet's mlnd: the dread of courtly 
" -

love and the j oy of natura 1 love, the devotion to an , 
- " ideallZed ritual and the 'physlcal nel:!d to reproduc-e one' 5 

:kinc;::l, 'the ~claims.of authority and the need for personal 
, 1 

choice. Africanus' ideal of "commune profy~" is brought 
,; 

dowfl from -the empyrean into the pluralisti~ c0't:lPl~)(ity of 
, . 

, ( 
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Nature's gard~n ta aet as an ~rder-ing pri~ciple for earthly 

harmony1 ,As the Somnium gave an ulti~ate perspective 
~ ... 

Trom an outside aut~~~ty by which to view earthly contra-
~ 

dictions, Chaueer's realistie dream fosters an immersion in 

the ,Font,radictions to discover a latent unlty .that will in 

the end supply a more satisfyl.ng resolutl.on to human pr.ob-

blems. In the Parl~ament the contrast between Chaucer's 

dream,and the Somn~um reflects the underlYl.ng conflict 
. 

between two theorl.es of poetry: the lmagina~lve poetry of 

assoclatlve lmaqery patterned on the structure of actual 

dreams, and the ratlonal, dldactic poetry deslgned to·lonvey 
• • C f 

authdrit~tlve rhllOSoPhlcal doctrine. A·s Jung says: 

A gtat work 'of art 1S like a dream; for aIl ~ts 
apparel"lt Obvlousnes's it does not explain ltself and is 
never un qUlvocal. A"dream.never says: 'Vou ought,' or: 
. This is the truth.· l t pre'lït,ents an lrnaÇ1e much the 
same way ,âs nature ailows a plant te grow, and we must 
draw our own conclusions.~é 

"~ " . /~hth tfhs ~in ml.nd, 1t seems strange that Chaucer's 

• clos1ng comments upon awaklng from the dream should be 
( 

consldered 50 neqativelV. Cr 1 tics have been ama-zed that 
, 

after wri~lng suc~ a masterful poem, Ch~uee~ stIll appears 

r' . ~ 
dissa'tlsfieel- and in search of "som thyng td farel The bet. Il 

It seems to me, however, that Chaucer has gained valuable 

insight Tram the dream process of resMuffling and condensing 

. ' 
the materials of his thought and learning. The systam of . 

, 
'reading, drea~ing, and composing P?etry, where dreaming can 

be considered a metaphor for free operation of the imagina- . 

.. 
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tio~, is one that works. Be;!ause i~ produces results, -- .. 
lCha~cer is eager te ~y it again. ~e poet's insight is 

not samething final, fixed and self-enclosing like the 
" 

·Somnium Scip'ionis, but a n~· cc:mfigu,ration wtiich holds 

opposing elements 'ln balance unt.11 another reorganiz..ing 
... 
~xper1enc~ eccurs. In the proces~, the "too systemaic 

1dea 1 ism" of Afr ~canus' mess~e 1S made to con fron t "the 
t 

complex1ty of part1cular"3-"1n th1s,world ~er-e,,, a camp lex 1 ty 

WhlCh reqU1res constant r-eevaluatlon. And~, when' the 

awakening sound of b1rds tarrles the dream 1nto real life, 

Chaucer tak~s h1mself to ether books: , 
1 

• 

• and V1t 1 rede a1rey., ~ 
1 hepe, yw~s, to rede 50 some day 
That 1 sha1 mete som thyng for ta tare 
The bet, and thus ta rede r' nyl nat 

spare.(ll. 696-699) 

• 
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APPENDIX l 

Modern Critical Discussion of the, "\t~rnel-Shell" 
Approach to ~edieval Poetry 

l " • 
Critics writing in réspons~ to D. W. Robertson's A 

Preface to Chaucer (1962) have disputed the accuracy of 

hlS readlng of Saint Augustine. In particular,. they 

question the applicability' of Augustlne's interpretation 

concerning the reign of "charity" to secular medieval 'texts, 
~ 

Accordlpg-td Robert O. Payne, ihe analysis of secular 
~ ~ 

11 tera ture to reveal a un if ieéi~ Chr i st ian d octr ine mistaken ly 

"sees the Au~ust'in ian exeget ical aesthet ic as much more 

unanimous, simple, and single-valued than it actually 

was." ~ In Horton Bloomfield' s view. a readihg of 

Augustine which redirects his emphasis away from th~ letter , 
of t,he text is A d istort Ion. The whole point of Augustine~s • 

Interpreta tian of the B ib le is 'that' .. what is' taüght- is 
. ~ " . 

clearly taught, and if it lS occasionally obscure, it is' 

elsewhere in the Bible made very plain. "2 - Even when 

August.ine seeks a figurative ~ean~ng, .he "allows to Holy 

- Scripture a ~uch braader range of subject matter than merely . 4't ' 

. " Char i ty', .. 3 In fact~ as Utley observes, there was no 

"cabalistic key" ta the interpretation of Medieval texts,4 

Stud ies of fhe ubiqu i tous glosses of ser ibes and 

commentators reveal that even e~ègetes lacked a rigid, 

~imPlifiéd, and.consistent allegoric~l interpretation for 

their readinJs. This lac~ of intèrpretiv~ unanimi'ty was 
1 
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paralleled by the absence ·of an agreed u'pan system qf' 

symbelism,_ The existence of a~ range of possibi 1 i ties for 

even th"e most common' symbols is evident in symbolic 

d~c tionar ies ,suc h as thé twe 1 fth-cen tury Oistinc tiones 
, 

wh~ch 11Sts multiple meànlngs for each entry.e In 

the end, signlficance could be determlned only by context 

and even then dlvergent lnterpretations resulted. 

Crltlcs, further.more, have' rejected the assumptioh that / .... 

a method in tended fOt"".bl bllca 1 exegesls was, ln fac t, 

tr-ansferr,ed to an aesthetlc theory for th~ creat~n of, 

secular Ilterature. As E. T. Oonaldson states, "1 cannot 

flnd that any of' the p_atr'lstlc authorltles ever clearly 

exhorted secular poets to writc? as the,,-thble h~ been 

wrltten."t> Supportlng Oonaldson's vlew, Utley'terms' the 

posltlng of a conc~aled Chrlstlan ~al a,. "génetlc fallacy" 1>-

WhlCh' ml.stakenly assumes that Sl.nce allegory. at the time of 

st. Âudllstlne and St. Paul.primarlly served the purpose of 

scr~ptural exegesi~, lt must ~e slmllarly,appiled ta secular 

texts l.n/Chaucer·s tlme. -In fact, "wlth the no.table 

exception of the 1 et te~G Can Grande asc ri bed ta Dan te. 

there is no contemporary eVl.dence for canscl0usly contrlved 

rel igious a 1,1 egory of sècular poetry."7 BI oomf le 1 d 

agrees, notinq that medievaf man, was helr te the traditions 

of c lassical antlqui ty as weIl as ta Christian revelation 
( . . 

and could be expected te inc:lude in his literature its 
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genres, points of view, and categori~s of thought.-.. \ 

the twelfth century ~n, in fa~~, with the rise of great 
.q 

vernacular literatures, Bloomfield obseves a corresponding 

dec11ne 1n the emphasls put on the symbollc method ln 

bl'bllca 1 ln terpreta tlon and a r-enewed emphasis on the 

11tera'1 text.";> 

Chauc~r' s own reference to tl:1e "fruyt and chaf" 

metaphor ln the closlng Ilnes of the Nun's Prlest's Tale 

has been clte~ to prove hlS op1hlon that the poetic text lS 

but c3 "transparent aesthetlc satlsfaction" to be dlscarded , 
once 1 ts kerne 1 ot endL!~ .::.r.g wlsdom has been galned. As .. 

Kolv~ pOlnts out, however, over 600 lines of brililant 

poetry precede Chaucer's statement: 

" 

, 
But ye that holden thls tale a folye, 
As of a fox, or of a cok and hen, 
Taketh the morallte, goode men. 
For sèint Paul selth that al that wrlten 

15, 

To oure doctrlne ~ 1S ywr1te, yWls; 
T aketh the fruyt, and lat the chaf be 

sb.lle. (NPT, Il.3438-3443) 

As the concluslon of a narrative Wh1Ch mocks human pre-

tenslons to grandeur whlle ralsing quest10ns about the 

relatlon of dre'am- to reality and fate to free will, 

Chaucer's advice seems an lronlcal gesture to readers unable 

to deal wlth the poem'~ rich ambigui~ies. For those who 
. 

"holden thlS tale à folye," he implies, there is always the ....r 

extractable moral. But; for others, Il the fruyt of the . 
Nun's Pr~est'? Tale is lts chaff.".l. O To say 
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atherwise is ta deny Chaucer's art. It is ta assume his--

paetry is a "clumsy and foolishly unnecessary obfuscation . 
of what the exegetes said mu~h more fully and ciearly."l..1. 

As Kolve sa aptly states, although Chrlstian truths hàd a 

prlorlty in medleval culture, Chaucer's use of them ln a 

flctlonal context l'f 
..... ~ 
~. less ln order to reassert that pr~or~ty than as part of 

an assault aga~nst the otherw~se lnexpreSSlble: thaf 
range of experlence for which we have no slngle ward, 
na adequate formula--a Vlew of metaphor that goes back 
ta Ûlcero--and WhlCh the mlrror of wlsdom on lts own 
cannot adequately reflect. In th~s undertaklng the 
fru~t and the chaff, the doctr~ne and the dellght, are 
lnseparable. 1 ::O:: 

/ 

• 
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APPENDIX II 
, 

Chaucer and the Rhetoricians 

The relation of Chaucer's poetry to the theories of the 

claSSlcal rhetorlClans has araused extenslve critical 

deba te. In hlS semlnal essay ln 1926, John M9 tthews Manly 

studled the rèlatlonshlp between Chaucer and thlrteenth-

century rhetor~cal theorles. Man 1 Y s methad was{/ t..p count 

and categorlze flgures ln Chaucer s ~oetry accordlng to 

labels and def1nltlons ln the textbooks. He concluded that 

Chaucer' s deve 1 opmen t revea 1 ed l tse 1 f "as a process of 

graduaI release from the astonlsh1ngly artlflc1al and 
\ 

sophlstlcated art wlth WhlCh he began and the graduaI 

replacement of formaI 
. 'l' 

rhetorlGal deVlces b~ methods of , 
'/ . 

CO~PofltlQA based-~pon close observatlon of life and the 
o 

eX12rC1Se of the c,..eatlv~ lmaglnatlon."l. Where Manly 

dlscovered ~n abunDance of formai devlces ln the later work, 
J 

he ascrlbed them ta lnes~apable traces of a rhetorical 

• perspectlve WhlCh consldered wrltlng lmpro~ed by sen­
--r--, 

tent1ae and exemPl~ He emphas1zed, however, 

Chaucer was able ta transfigure these dèvlces 
" 0 

dramatlc purpases. 2 

that 

for his awn 

J Wrlting' ln the fiftles, Hel,ge Kokerl.tz conti'nued 

" Manly's focus on particular rhetorical figures in Chaucer~s 
" -, 

She claimed that Chaucer learned the subtletié's of 

.-
mediev~i rhetoric from works he translated in his early 
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career as a poet. As a ~oBsequence, she found a greater . 
~ 

enthusiasm for rhetorical ornament in Chaucer's youthful 
1. 

works, such as the BQok·~f the Duchess a~d the 
" 

.. 
Parliament of Fowrs ~h~ch were influenced by French 

models high17 saturated in deêorative techniques, than in 
l 

his- Iater, more personally realized works. 3 

In h is 1964 art ic le, .. A New Look a t Chauoer and the 

Rh,etorlcians," James J. Murphy reeonsidered Chaucer' s poetry 

ln terms of the historical transmlssion of SCh00l rhetorics. 

By aaking what specifie new sources may have influeneed 

Chaucer, Gower, and'other late Medieval English poets, he 

" 
eoneluaed that bhe impact of classieal rhetorieal treatlses 

on fourteenth-eentury poets must aetua11y have been minimal 

sinee the teaehing of such texts had' as yet taken no strong 
Ir 

hold on the Eng1i~h universities. 4 

In response ta Murphy's conclusions, Robert O. Payne 

(1968) questioned sueh a limited view of influences which 
r 

required a local Eng1ish aeademic tradition to account for 

rhetorical usage-irr ~poet as sophisticated and cosmopolitan 
, 

~ as Chaucer. He also c~iticized Manly's 1926 essay for -its -

concept of rhetoric as a collection of artificial stylistic 

devices which it was Ch&~cer's artistic greatrress to 

overcome. He claimed, instead, that Chaucer was influenced 

by the' ~eral goals 'of medieval rhetoric, goals not so . ~ 

readily accounted for by percentages of textboqk rhetorical 

figures. Medieval rheto~icians su~p as Geoff~~y de Vinsauf 

• 
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defined the poet's task as selecting the" most'useful 
, 

,"sentence" and decorati,ng i t by attractive means conducive , " 

to persuasion. Payne argues tha t near fy a ll, of Chaucer' s 

'" own crltlcal and theoretieal statements elther derive from 

or express a way of thl.nking slml.lar to the school rhetor-
~ . 

le l.ans. 1 n hlS opln ion, Chaucer' s awareness, of the rel a­.... 
tlon of poetry to a generally persuasIve enterprlse lS ~ 

"omn 1 presen t" ln h). s work. e Chaucer eXpll.Cltly states, 
, 

for example, that "sentence and solas" are appropr.iate alms 

for poet,ry. He furthermore wrItes that the poet's task ~s 

to remake prevlous works to correct or reactlvate the1r 

truths for a new audIe~ce (Prol. LGW, Il. 25-25). 

In thlS papér 1 have-expressed the oplnlon that Chaucer 
0- \ 

uses rhetorlcal conyentlons l.n a way sl~ilar tO~lS' use of 
( ~ 

conventlonal th~mes and sett1ngs, that 1S, to evok~revious 

, ' 
con tex ts ~here sdch dey l.ces ref lec ted· the ser lOUS ln ten tlon 

) J 
to cqnvey a moral mean1ng. However, in each lnstance where . 

rhetorlcal forms appear, Chaucer turns them to new account, 
-+ \ 

either through l.rony or through contextual lnterplay with 

other elemlnts in the poem. In relation to the early dream 
~. 

poems, therefore, l can' agree "Wl th Man 1 y' s qssessment that 

Chaucer was not flerely lia disciplined lmi~ator of a> 

, 
thoroughly artlficial school of writing," but "a conscious .. 
~xploiter of the for.mal rhetoric taught by the professional 

rh'!toricians."· ." 

) 
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23Although the concept of mlcroco~m-macrocosm runs 

through the antire Timaeus, significant passages can 
be located in Francis MacDonald Cornford (trans.), 
Plato's COSnlology; The. "Timaells" of Plato (London: 
Routledge and Kegan Paul, 1971), sections 30 B, 41-42,D, 44 
D, 69 A-O. AlI further references to the TimaeusAare 
to CornfQrd'~ edition. 

24Wetherbee, op. cif., p. 34 .• , 

~ . 25Ib id., p. 34. 
r 

,28Horton Bloomfield, "Allegory as Interpretation," 
[W[, 3 (1972), p. 317. 

- 27 John Hat thel:ls Man;l.y, .. Chaucer and the Rhetor­
,icians," reprinted in Chaucer Criticism: "The 
Caneerbury TcOes." ed. 'by RIchard J. Schoeck and 

i 

.. 
Jerome Taylor (Notre Dall1~: University ~f Notre Dam~ 
1960), p. 286. Seè Appendix II for a summary of the 
cri tical' debate stemming fromm Hanly"s ,essay .. 

Press, 

28Boethius, The Consola~on of PhilosophY, 
trans. V. E. W~~s (New York:~ Penguin Books, 1969), 
Introduction, p. 8. See introductory comments in John 
Leyerle and Anne Quick, Chapcer: A Biblioiraph~Qal 
IntroductiOn, (Toronto: University of Toronto Press, 
19S6), p. ·66. According to Leyerle and Quick, the strong 
influence. of the Consolation on Chaucer's thought 
st,ms f~om his pareful translat~~n of the work .. Because 
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of the soarc~y of previous translations of phiiosophical 
texts into Middle English, 'Chaucer was, in effeet, requ~r~d 
to cr~ate a new vocabulary to carry out his task. ~ 

-..J ~ .. 

2eAl~ quotation~'from The Consol~tion ot 
Philosophy taken from Boethius,.'The CQ'àsolation of 
Philosophy~ trans. V. E. Watt~(New York: Penguio 
Bboks, 19Sa..>. 

} 
~~na Crabbe, "Li terary Design in the D.e.. 

consolatlone philosophiae," reprinted in Boethius; 
His Life. Thought and Influence, ed. Margaret Gibson 
(Oxford: Basil Blackwell, 1981), p. 214, . 

31Ibid., p. 250. See Plato's Republic, 

\ 

trans. Benjamin Jowett (New York: Tpe Herita~e Press, 
1944), Book X, p. 521 ff. D 

32Hetra which emphasize or exemplify philosophieal 
points are Book l, 4, 6; II, l, 2, 3, 4, 6; III, i, 
6, 7, 8, 10, Il, 12; IV, 2, 3, 4, 5; V, 1, 2, 4, 5. 
which present a wider perspective are II 5, 8; III, 
1, 6. Metra which refer baek to other parts of the 
II, 8; Ill, 2. 

33For a discussion Di this braneh of rhetor­
ieal theory see thesis, Chapter II. 

34 BQethius, op. eit., p. 19. 
t \ 

3~Ibid., p. 22. Plato's'doctripe or anaœ­
oesis or recolleetion can be found in the/l1.e.ml _ 

3, '4, 5, 
Met,ra .. 

2, 9; Ir 
poem are 

(&2 B ff.) and the Phaedo (73 A ff.;. The concept of 
the ascent of the soul from what is false to a realizatioo' 
th~t Gop is the true good i8 based 00 t~e My th of the Cave .~ 
(Republic, VI~). See Plato, The Dialogues oe PlatQ, 

"trans. B. Jowett, Vol. i (New York: Random House, 1937). 

-3BThis analysis has been.iofluenced by W,pthrop • 
Wetherbee's discussion, Platonisœ and PQetry in the 
Twelfth Century, pp. 77-78~ Wetherbee, in turn, cites 
his s04rce as Pèter Dronke, "L'amour che move il sole e 
l'al tr~ ste Ile, '1 Stu~ii Medieyali fi (1965), pp. 389-422. 

37~. c. s'pearing, Medieyal Drea~ PQe~ry , ., 
(Cambridge: Cambridge ,Uni~ersity Press; 1976), p. 20. 

SBR p H. Green, "Alan of Lil1e's De planQtu 
IlAturae," Spee~lullk, XXI (October, 1~56), p. 657 . 

3eT\"'~A 649 ~., p. . 
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_.40See discussion in 'Chapter II of thesis w):tere the 
Quotation from Hacro~ius appears in full . 

. 41R. ,H. Green, op. cit. t p. 655. 

42Alain de Lille, Anticlaudianus, Prose 
Prologue, pp .. 41-42. ~ 

., 

'43R. H. Green, op. qit., p. 6fr5. 

44Macrobius, Commentary ou the Dream of Scipio, 
II, 8, p. 90. For discussion <tf Macrobius' dream categories 
see thesis, Chapter III. 

4~C. S. Lewis, The,Allegory of Love (London: 
Oxford University Press: 1938), p. 66. Lewis finds earlier, 
non-Christian roots for the visualized representatioo of 
mental states. In"his view allegorièal poetry refleets an 

, historieal process by which classical deities fade into 
lifele~s abstrac~ions ~nd th~ abstractions, r~presenting 
states existing in an inner world of mind or soul take on a 1 

new power approaching that of god~ (p. 48-56). As-an­
example, he points ~o Book XI of the Th~biad written 
by the first-century pagan poet, Statius (p. 54). 

46Ibid., p. 44. 

. 47Ibid., ,p. 72-73, 

. 4sPrudentius, Psycbomachia, trans. H. J., 
Thompson (Cambridge: Harvard University Press, 1969)~ 
p. 309. ~11 quotations from the Psycbomachia are 
from this edition. 

49Lewis, op. cit., p. 70. 

50John Fleming, The 'Roman de la rose'; 
Studv in A11egory and Jcono~raphy (Princeton: 
Princeton "University ~ress, 1969), p. 30. 

A 

51Armand Strubel, Le 'Roman de la rose'; 
Etudes Littéraires (P~ris: Presses Universitaires 
de France, 1984), pp, 11-12. 

52This 1ine is quoted from Guillaume de Lorris and' 
Jean de Meun, Le Roman de la rose, ed. Ernest Langlois, 
5 vols. (Paris: Firmin-Didot, 1914) .. Because o~ the close 
connection to Chaucer's work, all further quotat'ons from 
Gui11aume's"section of the poem are taken from G offrey 
Chaucer, The Romaunt of the Rose in The Warks of 
Geoffrey Chauçer, ad. F. N. Robinson (Boston:. Houghton 
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Mifflin Company, 1957), pp. 564-637. 
, 

. 53The contradiction between insomnium and , 
oraculum has caused cônsiderable critical controversy 
over Guillaume's' intentions. D. W. Robèrtson ("The Doctrine 
of Charity in Medieval Literary Gardens: A ~opical Approach 
Through Symbolism and Allegory," Speculum, XXVI, 1956, 
p. 43) arg~es that if Guillaume recognized this contra­
diction and wished ta remain within Macrobius" trustworthy 
cla~sifica~ions, his dream must be a moral allegory with a 
deeper meaning than the psychologicsl chr~nicle of courtly 
gèduction and resistance; it must be a paradigm for the 
entire experience of submlssion to the se'nses) and overthrow 
of reason associated with 'man's earthly exi~ence. Fol~w­
ing this reasonlng, Robertson interprets the poem as "a 
humorous and witt Y retelling of thè story of the Fal!." His 
views ~re supported by John Fleming rThe 'Roman de 
la rose'; A Study in Allegory and Iconography, p. 
59) who' considers the garde'n a microcosm of the world, a 
"post-lapsarian terrestrial paradise, .... a'type of testing 
ground-in which each man succumbs to the temp~ations of 
physical delights," Charles Dahlberg ("Macrobius and the 
Unit y of the Roman de la Rose," Studies in PhilQlogy 
LVIiI, 1961, p. 578) joins these critics by tracing the -
lover's fall through three stages of temptation: from 
sense, to delight, to the consent of reason. The alterna­
tive ta' these positions, in Robertson 's' view, is to regâ,rd 
Guillaume's po~m as a nightmare dealing expJioitly with the 
dreamer"s'progressive submission ta the demands of sensual 
love. 

" ~4Armand Strubel bomments in his study of the poem, 
p. 29: "A une époque oll la littérature, la fiction, doit se 
défendre contre l'accusation de "mensonge,' le .songe est la 
ruse du discourse qui se sait porteur d"une fôrm de vérité. 
Son ambiguité, le mélange de réalité et d 1 irréalité qui~ 
caracterise ses représentations, offre la ~eil,leure image 
pour ce mond de fant$mes, où les choses et les personnes ne 
sont pas ce que l"on voit, que l"allégorie met en scene."' . 

, ~.5For a dis~ussion of Chaucer' s expan,sion of the 
waking frame see thesis, Chapters IV and V. Through , 
Guillaume's suggestion, Chaucer is able ta move peyond the 
conventional e1egiac prologue of vfsionary poems to make the 
introduction of tpe prob~em part of the fictional motivation 
of the qr.eam" 

, .58Chrétien de Troyes, Cljaés in Le~ RQmans 
~~hrétien de TrQyes, Vol. l, ed. Mario Roques (Paris: 
Honoré Champion, 1971). ~ The hero of C1iiés, after 
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seeretlY aeknowledging his love for the fair Fenice, avenges 
a rival suitor, reseues Fehice frgm her eaptors, -traveis 
abroad to the eourt of Arthur to be ~est~d' in knightly 
combat, returns to Greeee, engag~ in an elaborate ruse to 
abduct and coneeal his lady, and iinally thro~h fortitude " 
and guile succeed~ in possessing ~is love .. At the same' -
time, the Lady con'eals her true passion which she confides 

-onlY to her(nurse, marries ~ man she does not love, drugs 
him with magic potion to preserve her chastity. endures 
prolonged separa t.ion from her' des ired lover(, fe igns death, 
is tortured by false doctors. and is buried alive before her • 
wish to be united with her l,over i9 fulfilled., . 

57Lewis, op. cit., p. 114. 

5Blbid., p. 115. 
, 

59Strubel, op. cit. ~ p. 31. 

SOSee John Barsby, "Ars Amatoria and Remedia 
Amoris," ,in Oyid. New Suryeys' in the C lassies ~Q. 
l2. (Oxford: The Clarendon Press, 1978), ,p. 20. Barsby" ,-J 

discusses Ovid's adaption of the eleg'iac attitude towards 
love to d idact ic .poetry: .. The trad i t ional fUlor of the 
lover i.s scarcely susce~tible to clintrol by ~ Ovid . 
specifically claims ta have replaced impetus by ratio 
(Remedia, 10), and indeed the whole of the ~ de-
pends on treating love as agame based on pretense and 
deception rather than on genuine emotion. The only con­
cession ta genuine feeling is the admission that pretence 
may' lead to the real thing, which ls explicitly stated in 
the ~ (1. 615 ff.) and is implied by the need for a 
R d ' " ' eme la. 

81Chrétien de Troyes, Le Chevalier au Lion· 
(Yvaitl) in Les'Romans de Chrétien de Troyes, Vol. 
IV, Il. 3'74 ff. 408 ff. 

("~\ \ .. . 
82Some critics have regarded the instructions of the 

God of Love as bhe message of the alleg6ry. See René Louis, 
Le Roman de la Rose: Essai d'interprétation de 
,l'allégorisme érotigue (Paris: Editions Honoré 
Champion, 1974), p. 24. In Louis opinion: "/GuillaumeJ a 
concu le projet ambitieux de tirer da son expérience vécue 

• un véritabli manuel d~ tacti~ue amoreuse, une analyse 
,méthodique des alternances de succès et de déboir~s par 
lesquelles l'amoreux s'acnemie peu à peu, au prix d'une· 
longue patience, vers l'épisode final de la possession." 

83Andreas Capellanus. The Art of Courtly Loy~, 
-f' ./ 
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trans. John Jay Parr~ (New-York: 'Columbia University Press, 
1941), pp. 5-6. Parry writes that i~ the twe1fth and 

\ thirteenth centuries Ovid' s work including thè-- Art of 
~ was hiPhly popular'and circulated in both Latin 
and the vernaculars,. In Parry' s estimation, ':Huch of the 
literature of France and England was colored'.by its ideas." 

* J • 

640vid, The Art of Loye, 'trans. ~olfe Humphries 
(Bloomington: The University of Indiana Press, 1957), p. 

~21. AlI quotations from Ovid are from' this text. 

~See D, W. Robertson, Jr" A Pr~face ta 
Chaucer (Princeton: Princeton University Press, 1962). 
Robertson describes Guillaumè's poem as an "el~borate poetic 
integument" used "to adorn the procedure necessary for the 
abuse of beau ty" ~ p. 91). 1 n . his view the love descr ibed in 
the Romart de la Rose is "passlonate and' unreasoning 
cupiéiity" (p. 84) as·opposed ta the Christian ideal of 
"caritas" des'cribed by augustine. Guillaume's dream 
narrative dramatizes Andreas~ three-stage definition of love 
(sight, exces~ive Meditation, and passion), ~ot to advocate 
success in ~ve, but to condemn love's d~ngers as a 
disordering passion, 

SBC. S. Lewis, op. cit., p. 122. 

S7The pious p~inode in Andreas Capellan~s' 
The Art of Courtly Loye throws the rest of th~ trea-
tise into the same ambiguous ligDt as we expérience in ~ 
Guillaume's poem. In John Jay Parry's opinion (The Art 
of Courtly Loye, pp. 19-20), Book III represents the 
conventional lip-service to Christian doctrine required of a 
Chaplain. Andreas' main focus, ~wever, is on the cult of 
love. D. W. Robertson, on the ot er hand (A Preface ta' 
Chaucer; pp. 447-48) sees Bdoks 1 nd 'II as ironie and 
the palinode in Book III as the undisguised statement of thé 
author's orthodox views. 

1 

66Strubel,Jop . ~it., p. 70. 
, . 

69All quotations from Jean de ,Heun's portion of 
the, Roman de la Rose from: Guillaume de Lorris and 
~Tear;t de Heun, Le Rpman d~ Ip. rQse, Vols. I-V, ed. Ernest 
Langlois (Paris: Firmin-Didot, 1914). 

l 

70Fleming, 4 cit. , 52. op. p. 

71Strubel, Q~. cit., pp. 70-71. ... 

72Ibid. , p. 80. 
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73Gui11aume de Lorr'is and Jeai d~"Heun, ï.ha. 
Roman de la Rose, trsns., Harry W. Rabbins (New Y~rk: 
R. P. Dutton and Co., 1962), Introduction by Charles W. 
Dunn, p. xx. 

74Strubel, op. cit., p. 105. 

75In'Chaucer's time a great critic~ebate over 
the meaning and valuè of tne Roman de la Rose occupied 
Parisisn literary circles. A Ieading figure in this crusade 
was Christine de Pisan who condemned Jean's portion of the 
Roman as a mere "handbook for lechers" (Larry D. Benson, 
ed., The Riyerside ChaUcer, Boston: Houghton-Mifflin 
Company, 1987, p. 686). See D. W. Robertson (A Preface 
ta Chaucer, pp. ~1-64) for a discussion of Christine de 
Pisan 's objections ta Jean"s portlon oflfthe .Roman de Ya 
~. 1; ~ 

Armand Strubel attributes Je~n's anti~minist 
references to bis immersibn in a lit~rary and clerical 
tradition which~made it naturai ta include learned allusions 
to Valerius, Juvenal" and Theoph'rastus as weIl as ta the 
famous examples o~ Lucretius, Herctlles, an~ &amson. Strubel 

~emphasizes,-"La misogyJ\ie )i'un discours n'implique pas 
l'adhésion de l'auteur" (89). He add$, "La con~eption de la 
femme et de l'amour qui se'dégage de ces discours ~orme 
contrepoint, glose par les contrairés, à cette image de la 
femme, source de toutes les vertus, et ~de l'amour comm~ 
perfectionment de soi, qu'incarne le verger de Déduit. 
L'antiféminisme de Jean est tradition littéraire et 
clértcale, répon'se dialectique, jeu-formaI à 1'intérieur 
d 'un' règister thématique' dominant" (80). ,-

. J' 
• (1 

-' ,..3.8Guillo.ume de" Lorris, and. Jean tle Meun, ,T.h.e. 
Roman de la Rose, trans. H. W. Robblns, Introduction, 
p'; xJiv. See l ines 22705-22725. . ~ 

L 

77Robertson, op. cit., pp. 102-103. , 

7eStrubel, .op .. cft" pp. 108-109. 

79See '-Win throp Wetherbee, "Some In te llectual Themes 
in Chaucer's Poetry," in GeQ~frey Chaucer: A Collection 
of Oriainal Articles, ed. Georg~ D. Economoq (New Yèrk: 
HcGraw-Hil1, 1975,)" 75~92. Wethergee argues that although 
Chaucer,used many of the same Latin sources as Jean ·de Meun, 
he refused to take Jean's largely "subversive" treatment of 
these sources as a 'definitive approach. Des~i~e Chaucer's 
tendency.to skepticism as profound as Jean's, he is never­
theless "deeply sympathetic with the intuitions of a poten­
tiai fulfi~lment in natQre which led the Latin poets to 

Qdwell so' insistently on'\he tensions in experience" (p. 79). 
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eOSignund Freud, The Interpretation of Droaes, 
transe James Strachey (New York: Pelican Books,- 1976), pp. 
131-32. AlI quotations from Freud's are froD this 
tran~tion. . 

NOTES Ta CHAPTER III 

THE APPROPRIATENESS OF DREA~TO ALLEGORY 

1Lewis, 00. cit., p. 166 

2K~ttredge, op. cit., p. 68 . 

3Spearlng, op. cit. i p. 6. 

~Ernest Langlois, Origines et sources du 
'Roman de la rose' (Paris: E. Thorin, 1891), p. 55. 

, 
15Howard R. Patch, The Other \rlor1d '(New 

York: Octagon Books, 19500), p. 91. ." 

6\rletherbee, op. cit., p. 90. ~~ 
7Curry, op. cit., p. 205. Curry referè .~ 

Avlcenna, Libri Canonis gUlnaue, Venetiis; )5Q4, 
lib. III, fen i, tract i, cap 7. 

'f 
8l.b...id.., p. 205. Curr~' refers ta Galen, Ex, 

Galeni Libris De dignotion& ex insomniis ~ ODera, 
Venetiis, 1809, IV, 213; and ta Antonius aaizo,.De 
ac eius necessjtate, Basi1eae, 1539, cap. X. 
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albid., p. 207. 
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~oA11 "quotations from Chaucer's po'etry are from -, 
F. N. Robinson (ed.), The Works of Geoffrey Chaucer 
(B6ston: Houghton Miff1in Co., 1957). Line numbers fram 
individual works are cited in the text preceeded by 
abbreviations of their tit1es. 

11.Robertson 1 ~p. Qit., p. 277. 

'~Frel:ld, OP. cit., p. 66. See Lucretius~ 
De re~m natura IV, p. 962. 

1.3Ci~ero De divinatione, II, lxxi. 146, quoted 
in Freud, The Interpretation of Dreams, fo~tnote, p. 121. 

14Freud, op. cit., p~ 381. 

d 

211 

-- , 



,> . 

\.J 

c 

> " 
._~._~~ ,..... " .. -

, 

15l..b.id.. . ) pp . 223-25. 
, 

l~lb.i.d.. , p. 38l. 

,'71 7lb..id... , p. 382. tl. 
,~ Il 

lBI..b..id. . , p . 422. 

,... 1Blb.id.. , p. 422. j 
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tIans. Harry CapIan (Cambridge: Harvard University Press, 
1954), IV, xxxiii. 44, p. 342. 
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31Freud, op. oit .• ' pp. 387-88. 

32Howard Schless. ",Transformations: Chaucer's Use 
of Italian." in Geoffrey Chaucer; Writers and Their 
Back,rouod, ed. Derek 'Brewer (Athens, Ohio: Ohio 
University Press. 1975), pp. 184-223. Howard Schless 
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163) , 

63Lewis, op, cit.,. p. 48. , t~ 

64I..b.id.., p. 166. 
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eeNorthrop Frye, Agatomy Qf Criticism 
(P~inceton: Princeton University Press, ha57), p. 90. , 

, 
eeFletcher, 'op, cit., p. 322. 

e?Freud, op, Ci), # p, 382, 

NOTES Ta CHAPTER IV 
ut 

THE B09K OF THE DUCHESS 

1Kittre'dge, op, cit , 'pp, 67-69. 

2John LlVi~o~ Lowes, Geoffrey Chaucer, 
(Oxford' C1arendon:rress, 1934), p. 94. 

3Klttredge, J Clt , p. 58 

4Bertrand" Bronson, "The Book of the Duchess 
Re-Open~d," ln Chaucer: Modern Essays jn Cr1.ticism, 
ed Edw~rd 1Jagenknecht (New .York: Oxford University Press, 
1954), pp. ~71-94. . 

lo 

5R K Root, Thè Poetry of Chaucer (New 
York, 1950), p 61. "'--..J 

SJ S P fatlock, The Mind and Art of ~, 

Chaucer (Syracuse, 1950). 

7Charl\s Huscat~ne, Chaucer and thé French 
Tradition (Berkeley. UnIversity of Californie 
Press, 1960)" p. 102. 

SRobertson, op, Clt, J p, 284 

BFreud,' QP, cit., p. 178. ," 1 
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1.0In the M idd le Ages a poo 1 of ideas and images _ .. 
as weIl as literary gen~es was common property of poets. 
"Borrowing" fr'om previous wri ters was at that time a- high1y 
accept.able practice, Neverthe l ess', Chaucer' s ear 1 y poems 
have been criticized for being 1ittle' more than a "mosaic of 
bOI'rowed passages" (Albert C."" Baugh. Chaucer' s Mai or 

, Poetry. New York: Appleton Century-Crofts l 1963# p, 4). 
In my opinion~ Chaucer realized the associative potential of 
this .. intertextuali ty" and deI iberately left a recognizable 
ocho of his sources in certain phras.es and imag.ery. By 
r~taining their link with previous contexts and ideologies, 
tne borrowed images could ca~ry on an impliait dialectic on 
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such issues ~worldly versus heavenly love without the need 
for direct discourse. 

':1 

.11B. A. Windeatt, Chaucer's Dream Poetry: . 
SQurces and Analoaues (Cambridge:- Rowan ana Litt1~ 
field~ 1982), p. ix. Windeatt describes Machaut'g style as 
court1y #' sophisticated t poisoed, and telchnical1y' accom­
plished. It "gracefu1ly celebrates" and delicate1y 
explores" the world of ~urtly, love. 

... . ' 
lfM ichae 1 D. Cherniss, "The Boethian Dialogue 

in Chaucer' s .Book of the Ducbe~s ~" J.E.Gf. (1989), 
pp. 653-665, Chern iss uses an~·'J.nvolved system of p~rallels 
to show that Chaucer's Book of the Duchess closely fo1-
lows the"consolatory pattern of ~ooks l and rI of Boethius' 
Consolation, 

13For the "amle as physician see Machaut' s 
Beroede de la Fortune, Il 1467-1469, ~nd Hachaut's 
Dit dou Lyon, Il. 57-68, printed in Guillaume de 
Machaut, Oeuvres de Guillaume d1 Machaut, Vol. 1-I11, 
ed. Ernest Hoapffner (New York' Johnson Reprint Co. J Ltd., 
1965). 

14Boethius, al? Clt" I, pp. 51-52 

15A11 of the preceeding are sa traditional as 
to have generated critical adherents for each point of view. 
'For a courtly interpretation, see John Law1or, "The Pattern 
of Conso lat ion in The Book of the Duchess," Specu lum, 
XXXI (Oct., 1956), pp. 626-647, For the Boethian per­
specti ve, ~ee M ichae 1 D. Chern iss. "The Bbethian Dia logu e in 
Chaucer's Book of the Duchess," J.EG.E. 88 (1969), 
pp. 653-665. For a patristic allegorical reading see 
Bernard Huppé and D. W. Robertson, Fruyt and Chaff; 
Studies in Chaucer's Allegories (Princéton: Prince­
ton University Press, 1963), pp. 33-34. 

laGeorge Lyman Ki ttredge, ".au i llaume de Hachaut 
and The ~ook of the Duchess 1" El14A, XXX (1915), 
p. 1. 

~7Jéan Froissart, Oeuyres de 'Froissart: Poésies 
l, ~d: Auguste Scheler (Geneve: Slatkine Reprints, 1977), 
p. 1. 

·0 

." 
-Ca~ ne voeil la belle oublyer 
Pour quele a~our en ce traveil 
Je su~ entres et tant je veil. 

lSSee discussion Chapter II, sections 2 and 3. 
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leA. J. Minnis J "A Note on Chaucer and the Ovid 

, Moralisé;" Medium Aeyum, 48 (1979), po' 259. Minnis 
argues 'that the term," romance" fi ts the Ovi.ci Iloralisé 
better than Ovid's Latin versi~n. 

20C1emen, op. cit., p. 33. 
• t 

210vid, Metamorphoses, trans. Rolfe Humphries 
(Bloom\ngton: Indiana University rress, 1961), p. 279~ 

22See Ernst Robert Curtius, European Literature 
and the Latin Middle Ages (New York: Harper and Row, 
1953), pp. 195-200. C~tius descr;bes the locus amoenus 
("Pleas1iDce") as a elear1y defined topos of landseape 
description. Late Latin p~ets such as Tiberianus' . / 

(Constantir;le Period) employed sîx "charms of landscape": 
springs, plantations, gardens, soft breezes, flowers, and 
birdsong. Madels for the ideal landscape appear in ~he 
Medieval poetical arts from 1170 onwfrds. Matthew of 
Vendôme, for example, adds rhetorical amplificatio to 
each item and extends the list of "charms" ta seven.· The 
number of delights of the ';pleasance" could be increased 
indefinately as illustrated by later poetry. ' 

230. F.- Emerson, "Chaucer and.! Med ieval Hunting," ,JI 

in O. F, Emerson, Chaucer Essays and 5tudies (Cleve-
land~ Western Reserve University Press, 1929), pp. 320-377. 

24'Alfred C, Baugh (ed,), Chaucer' s Haj or Poetry 
(New York: App leton Cen tury-Cr'oftits, Inc., 1963) note, p. 10. 

25M ie haeI: D. Ghern iss, "The Boethïan Dialogue in 
Chaucer' s Book of_ fbe Ducbess," ~. 68 (1968), pp. 
653-665. 

26See Robinson, The Warks of Geoffrey Cbauc~r, 
note ta 1. 455 ff., p. 775. • ;. 

27Quotations from- Boethius' Consolation taken 
frèm Boethius, Tbe Consolation of PhilosopbY, trans. 
V. E. Watts (New York; Pinguin Books, 1969). ~' 

, . 

o 

2eA11 thematic similarities to Baethi'Us ar'e givén 
3n elegan~ veneer of courtly phraseology from the French 
~oets. For comparisons between'the Knight's speech and 
e~cerpts from Le Jugement dou Roy ·de Behainge and ~. 
wede de Fortune see G. L Kittredge, "Guillaume de, 
Mat.hau t and the Book a! tbe Duchees," e.M1A, XXX 

" (1915), pp ~ , 16-23. Kit tredge ' s parallels "revea'l ,that the ' .. 
Knight 's ove,rheard complàint about the 10ss of hfs "lady 
brygbt" ,>d ~s near fainting from sOJ::ro" .. (Il ...... 487-88) 1 
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plearly ref1ect a synthesis of the Knight's co~plaint (1. 
193-200) and the 1ady;s swoon (1. 208 ff.) o~ Hachaut'& -
Bohainane Rith the lover's,overheard comp1aint in 
Remede da ÛbrtuD§. Furthermore, the portraya~ of the 
mind du1led' by grief shown in «-the Man in Black's 'failure 
tQ notjce the Dreamer, recal1s the scene in Hachaut's ' 
Bebainane where the lady is so distracted by sorrow 
that she ignores th~ Knight's greeting'(l. 70), is ad­
dressed again, and final1~ gives an apologetic response . 

... 
29Kittredge, QP. cit., p. 38, 

30The Dreamer's interruptions occur at five pQints: 
1.. 714-741, 745-748; Il. 1042-,1051; Il. 1112-1114; Il. 
1126-1143; Il. 1298, 131'0, 

, 31The ensuing catatogue Qf QxymorQns in the 
Knight's speech recalls the lament of the lady in Machaut's 
Behaingne (11. '177-87), Reason' s oxymorons of love in 
the Roman de la Rose (Il. 4293), and ultimatèly the 
opening of A1a~ de Lille' s Com~laint of Nature. 

32The image Qf the game Qf chess in which FQr-
tune's "checkmate!" deprives the Knight of his "fers" can 
find preceden~ in Machaut's Remede de FQrtune (Il. 
1190-91), in ttle RQmàn de la Rose (Il. 6620 ff.) where l 
Reason. uses the metaphQr of chess tQ describe military 
defeat, and in the medieva1 French a11egory, Les Echecs 
Amoreux . 

! • 

: :;3JQhn Spe\rs, Chaucer the Maker' (London: 
Faber and Fabe~~ 1951), p. 86. _ , 

34FQr'a' discussiQn Qf the conventiQnal descrip­
.t.i,g, see Benjamin Harrison, "Medieval RhetQtic in T.M 
Book of the Duches~," E.liL.A 49 (1934), pp. 429-442. . ' 

35James I. Wlmsatt, "The Apotheo.sis Qf Blanche in· 
the Book of the Ducbess," J.EGf., 66 (1967), p. 28. 

3~Harrison, 'QP. cit.,· p .. 441 • 

37Kittredge, pp. cit., p. 66. See also Clemen, 
QP. ci t ., pp. 52 - 56 . ~ 

3BWimsatt, op. cit., p. 32. 

39Ibid., p. 32. 
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4oUad., p. 35 . 
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218 

• 1 

1 



o 

, 

"'- 4:l.Quoted in Wimsatti op.' oit., p. 3~. 
4:2.John Law1or, "The Pattern of Consolation in the 

Book of the Duchess," Speculum, XXXI (1956), p_647. 
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lTat1ock, op. cit., pp. 65-66. 

2Root, op. cit., p. 66. 

3Winney, op. cit., p. 117. \ 

J 4Bertrand H. Bronson, "In Appreciation of Chaueer's 
Parlement of Foules," California University Publications 
in Eng1ish, III (1935), p. 203. 

OR. K. Lumiansky, "Chaucer' s Par lement of 
Fou les: A Phi losoph ica1 In terpretat ion," The Reyiew 
of English Studies, XXIV (April, 1948), p. 83. 

BJ ohn P. McCall, "The Harmony of Chaucer' s 
Parliament .. " Chaucer ReyieR 9 (1974-75) 1 pp. 20-21. 

7H. M. Leicester, Jr., "The Harmony of Chaucer' s 
Parlement: A Dissonant Voiee,," Chaucer Reyiew 9 _ 
(1974-75), pp. 20-21. 

BJâ.mes J. Wilhelm, "The Narrator and his Narrativé 
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8Larry Sklute, "The Incohclusive form..of Th.e. 
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lORobinson, op. cit., p. 792. 

11E. R. Dodds, The Greeks and the Irrational 
... (Berkeley: The University of Cal iforn ia' Press, 1~51), ,?p. 
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ll.iFreud, op. oit., p. 249. . ~ 

18Bronson, op. cit., p .. 207..;'208. 
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17Ro~inson, op, cit., p. 793. 

18K:ittredge, op,' cit., p. 88. 

lBI..b.i.d.., p. 60. 
Cl 

20Curry~ op. cit., pp. 233-36. 

21See thesis, Chapter III for further discussion 
of Freud's dream theory 
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22Freud, op. cit., P 383 ff 

23Kittredge, op. Clt., p. 60. a1so John 
Livingston Lowes, Geoffrey Chaucer (Oxford: T~e 
Clarendon Press, 1944), p. 121 

24Winney, op. oit., p 113. 

2.5Rob inson, op. C it , p. 793. 

2.6Constance B. H iea t t, The Rea 1 ism of Dream 
Visions (The Hague. Mouton and~Co., 1967), p. 54. 

27~cCall, op. cit., p. 26. 

28Char les O. McDona1d, .. An In terpreta t ion of 
Chaucer's Parlement 9f Foules,." Speculum XXX 
(1955),\ pp. 444-457. 

2Bsee Howard' Schless, "Transformations: Chaucer' s 
Use of Ital ian," in, Geoffrey Chaucer; Wr iters and Their 
B8ck~round, ed. Dere~ Brewer (Athens, Ohio: Ohio 
U~Ü versity Press, 1975), pp, 184-223. 

30Winney, op, cit., pp. 124-125. 

31Robinson, op, cit.; p. 791. 

32Freud, op. cit., p. 414. 
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Anti- claudianus (Toronto: Pontifical Institute of 
Medieval,itudies, 1973), p~ Ill. 

3~Summa contra gentiles, ii, 45, as quoted 
in Bennett, o~. cit., p. 141. 

" 38Carl Jung, Modern Man in Search of a Soul, 
p~. 171-72, as quoted in Hieatt, p. 59. 

37J. Huiz.inga, The Waning of the Middle A~es 
(,.London: Edward Arnold Publ ishers, Ltd., 1924), p. 195. 
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l.Robert O. Payne, :'Book Reviews: A Preface ta 
Chauoer: Studles in MedIeval PerspectIves and Fruyt 
and Chaf; Stud ies in Chaucer' s Al1egor ies ," Compara­
tive 4iterature, XV, p. 27l. 

2Morton Bloomfield, "Symbolism in MedIeval 
Llterature," Modern Philology, LVI, 2 (1958), p 74. 

3Jean Hlsrachl, "Symbolism and. Aliegory in Arthur­
ian Romance," Romance Philo1ogy (XVII), p. 557 

4Francis Lee Utley, "Robertsonianism Redivivus,", 
Romance Philol'ogy XIX (l9pS), p 250 
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5Bloomfield, op. cit , p. 76. 

SE. T. Donaldson, "Patristic Exegesis in the 
Cri tic..ism of Med ieval Literature: \The Opposi t ion,'1' fil 
Critical Approaches to' Medieval Li erature ed. by 
Do~othy Bethurum (New York: Columbia University Press. 
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8Bloomfield, op. cit., p. 75. 
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l.lpayne, op. cit., p.' 276. 
o 
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