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  Folquet de Marseille as lyrical writer, troubadour chansonnier N, Pierpont Morgan Library M 819, fol. 63, detail. (Photograph courtesy of The Pierpont Morgan Library)
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  Introduction


  I began this book with a seeming paradox: medieval literature is at once more oral and more visual than a modern printed book. The medieval manuscript, with its colorful initials, miniatures, and decorative margins, appeals to the eye as an object of visual delight. Yet the texts that it contains are designed to appeal to the ear—lyric poems set to music, narratives that address a listening audience. In a literary tradition conceived for oral delivery, what is the role of the book?1 And as the practice of silent reading grew during the later Middle Ages, what was its effect on poetic practices?2


  These are large questions and have been treated from various perspectives by a number of scholars.3 I have limited myself to French literature of the thirteenth and fourteenth centuries and have focused on courtly lyric and lyrical narrative poetry. I have chosen this material because the relation of lyricism and writing is a particularly interesting case in point, and an examination of the lyrico-narrative tradition reveals a well-defined movement from a more performative toward a more writerly poetics. My approach combines poetic, iconographic, and codicological analysis, aimed at describing the relationship between poetics and manuscript format. Poetic analysis will focus on the thematization of writing and performance, on the figure of the poet as singer or writer, and on the transformations and modifications oflyric poetics that each author in turn effects. My readings are based on a study of the texts in manuscript—in each case I have examined as many manuscripts of the text as were accessible to me—and aim to provide a reading not mereiy of the poem but of the poem as manifested in book form.


  I employ the term “lyrico-narrative” not as a specific generic designation but rather as a loosely defined but useful category, comprising texts on the topic of love, with first-person narrative discourse, lyric insertions, or both. For the purposes of this study, the term “lyric” refers to the courtly love lyric, or chanson courtoise. I freely acknowledge that this represents an arbitrary exclusion of such important lyric genres as the political sirventes, the Crusade song, religious lyric, or the frequently ironic pastourelle. I have limited myself in this way so that the remaining body of literature, which is still quite large, may be treated in some degree of depth. I have, moreover, adapted the term “lyrical” to refer not only to non narrative poetry in stanzaic form but also to narrative poetry in octosyllabic couplets (romance or dit) and even prose works that share certain thematic and grammatical features of the chanson courtoise. For example, the first-person identification of author and protagonist is common to lyric poetry and to such works as the narrative Roman de la rose and the prose Bestiaire d’amours. The dedication of a work to the narrator’s lady, rather than to a patron, further contributes to the lyrical quality of many a romance and dit, as does a focus on the narrator’s amorous adventures. And the lyrical narrative manifests the self-reflective quality of courtly lyric. For the trouvère, to sing and to love are complementary facets of a single activity, and the song records the event of its own making. Similarly, a lyrical romance or dit frequently records the event of its composition or transcription, and sometimes both, portraying poetic composition as a form of love service.


  This transposition of lyric thematics and discourse into narrative format poses certain paradoxes. Most obvious is the conflict between narrative progression and resolution on the one hand, lyric stasis and openendedness on the other. This issue has been explored in recent work on the Roman de la rose.4 Equally important is the issue of medium. Whereas the twelfth-century romance narrator explicitly presented himself as heir to a long-established written tradition, the twelfth-century trouvère was explicitly a singer, whose songs derived from his own personal experience rather than from books. The evolution of the lyrical romance and dit entailed a progressive redefinition of lyric poetry as a written medium and of lyric discourse and thematics as appropriate to a writerly narrative format, as well as the identification of an explicitly written literary tradition conjoining lyric and narrative poetics.


  To trace a movement from performative to writerly poetics requires not only close attention to poetic conventions but also an understanding of the status of vernacular writing in the later medieval period. It must be remembered that, throughout the medieval period, writing retained a certain dimension of orality, being understood as the representation of speech. Not only poets but even rubricators of manuscripts appropriated the language of oral declamation. Even in the late fourteenth century, writing could still be described as the pale imitation of an oral original. For the translator Jean Daudin, for example, the movement from speech to script provided an analogy for linguistic translation. In the prologue to his translation of Petrarch’s De remediis unius utriusque fonunae, dedicated to Charles V, Daudin regretfully comments that eloquence is lost in translation, just as in the case of the eloquent Cicero, Demosthenes, Homer, and Virgil, “quant on lit aucun d’eulx et on ne les ot parler, une grande partie d’eulx lui est defaillant” (when one reads any of them and does not hear them speak, he is missing a good deal).5


  As the visual representation of an essentially oral text, the medieval illuminated manuscript has a certain theatrical—at the risk of anachronism, one might even say cinematic—quality; it does not merely describe events but, rather, stages them. The performative quality of the medieval book is of profound importance, and I will have occasion to refer many times to this idea in the course of the present work. Writing in the second quarter of the thirteenth century, Richard de Fournival testifies to the theatricality of the illustrated book in the prologue to his Bestiaire d’amours. Commenting on the fact that the Bestiaire is constructed of speech and illustrations—parole and painture—Richard explains that the combination of the two allows for a vivid auditory and visual experience of that which is depicted: “Car quant on voit painte une estoire, ou de Troie ou d’autre, on voit les fais des preudommes ke cha en ariere furent, ausi com s’il fussent present. Et tout ensi est il de parole. Car quant on ot .i. romans lire, on entent les aventures, ausi com on les veist en present.” (For when one sees a story illustrated, whether of Troy or of something else, he sees the actions of the worthy men that lived in those times, just as though they were present. And it is just the same with speech. For when one hears a romance read [aloud], he follows the adventures, just as though he saw them before him.)6


  In Claris et Laris, which postdates the Bestiaire d’amours by about thirty years, Claris is described as witnessing the events that he reads of in a book of love stories: “En .I. petit livre veoit / La mort Tibé et Piramus” (In a little book he saw the death of Thisbe and Pyramus [Alton ed., vv. 162–63]). And the analogy between theater and the illuminated book is still apparent in fifteenth-century English defenses of the mystery plays, in which the dramatic performance is referred to as a “living book.”7


  The poets that we will examine exploited this performative quality of literature in general and lyricism in particular in various ways: some explored the notion of writing as a visual projection of song or speech, whereas others stressed the inherent differences between performance and writing. Overall, it is possible to document a general shift of focus, in the later thirteenth and fourteenth centuries, from lyric performance to lyric composition, with the latter defined ever more insistently as an act of writing rather than one of song or declamation. Romances and dits with lyric insertions tend increasingly to recount the genesis of the lyrics in question, rather than to describe their performance. This concern with composition is associated with a more writerly concept of the song as specifically referential, documenting a particular experience; the fiction of many a fourteenth-century dit amoureux is that of the poet-lover who uses both lyric and narrative verse forms to record, in writing, the vicissitudes of his love. As the lyric voice is assimilated to that of the narrator or writer, a new poetics is defined.


  In order to designate the act of poetic creation as it is represented in lyrico-narrative texts of the thirteenth and fourteenth centuries, I have introduced the term “lyrical writing.” The concept of the “lyrical writer” is exemplified in the frontispiece illustration, a portrait of the troubadour Folquet de Marseille taken from a late thirteenth-century anthology of Provençal verse copied in Italy. The poet, seated at a writing desk, holds his pen aloft and gestures expansively as though on the verge of bursting into song: lyric composition is conceived at once as an act of writing and as an inspired performance.8 The image reflects an understanding of writing as the visual representation of speech (or song); indeed, this vision of the lyric poet captures the metaphor expressed by the Psalmist, “My tongue is the pen of a ready writer” (Ps. 45:1). The thirteenth-century image, however, is the opposite number of the biblical text: whereas the psalmist is a singer whose song is a figurative script, the lyric poet is a writer whose script is a representation of song. The gradual establishment of the writer’s primacy over the singer will be a central theme of this study.


  The lyric and lyrico-narrative tradition plays a crucial role in the emergence of a “book” culture and the definition of the vernacular poet as a writer. Central to Old French lyrico-narrative poetry is the Roman de la rose, in which the process of writing is thematized and foregrounded as a creative, rather than merely duplicative, activity. At the same time, the act of writing the Roman de la rose is presented as inspired love service, ordinarily a lyric characteristic. Profusely illustrated, carefully rubricated, the Rose was received as a book, and an important aspect of its pervasive influence on subsequent French literature is its mapping out of a poetics at once lyrical and writerly. Contemporary with Jean de Meun’s continuation of the Rose are the earliest surviving single-author anthologies in the French secular literary tradition, and these are devoted to either songs or dits: first-person and frequently lyrical poetry. The growth of this lyrico-writerly poetics, centered on the lyric poet as writer and author of books, reaches new heights in the fourteenth century, in the carefully arranged anthologies of lyric and lyrico-narrative verse produced by Guillaume de Machaut and Jean Froissart.


  In order to discuss the poem or poetic corpus as a book, and the poet’s appropriation of bookmaking processes, it is necessary to establish an understanding of just what a vernacular literary book was in the thirteenth and fourteenth centuries. To this end, I begin with a detailed examination of selected codices, and a discussion of the relationship between poetics and manuscript format and between scribal and poetic processes.9 I proceed from the assumption that although some codices are disorganized miscellanies, a great many—perhaps the majority—are carefully organized literary constructs. The scribe responsible for the production of the book played a role that combined aspects of editor and performer; in the words of James Farquhar, the scribe was the “organizer and metteur-en-scène of the book.”10 In examining the architectonics of the manuscript and the poetics of the visual text—comprising poem, rubrics, and miniatures and other decorative elements—I wish, first of all, to establish the paratextual and codicological features that would be manipulated by poet-compilers and poet-writers who conceived of their works as books. Additionally, I wish to address the presence of poet and scribe, respectively, and to distinguish the role associated with each.


  In establishing the affinities between scribal and poetic practices, I have drawn on concepts that have already been identified and discussed by others. Daniel Poirion has stressed the importance of auctoritas, translatio, and conjointure as modes of cultural transmission in the Middle Ages.11 These principles operate at the level of both poem and codex. The authority of a classical or vernacular poet can be evoked either through a grouping of his works within an anthology or by a citation within a single text. The poet’s blending of material drawn from different texts or different literary traditions—what Chrétien de Troyes called a “molt bele conjointure” (very beautiful conjoining [Erec et Enide, Roques ed., v. 14])—is analogous to the scribe’s artful compilatio.12 The appropriation of classical learning and culture by the Christian Middle Ages designated in the term translatio studii et imperii is practiced by poets, translators, and compilers alike.13 As we will see, a scribe could effect a con jointure through a suggestive coupling of texts; he could exploit the blend of Christian and classical materials in courtly romance in order to build a bridge, within a diverse anthology, from romances of antiquity (romans antiques) to hagiography. These concepts, normally associated with a clerkly narrative tradition, undergo certain modifications as they are appropriated into a lyric tradition that is rapidly developing its own sense of learnedness. The compilation of anthologies devoted solely to the career of a single vernacular poet entails a new kind of poetic authority, new principles of textual conjoining. In a very real sense, such compilations are authorized by Jean de Meun’s enunciation of a lyric translatio that places the medieval lyric or lyrico-narrative poet in a written lyric tradition extending back to Ovid and his predecessors, Tibullus, Catullus, and Gallus.


  Following the first two chapters, devoted to narrative and lyric anthologies, respectively, I will turn to the examination of individual texts. After studying a series of thirteenth-century texts in Chapters 3–6, I will return to an examination of manuscript format in Chapter 7, a study of the emergence of the single-author anthology codex in the late thirteenth and fourteenth centuries. In the last three chapters I will examine the anthologies of Machaut and Froissart.


  My analysis of both codices and texts focuses on scribes, compilers, illuminators, and poets as participants in and readers of the Old French literary tradition. Admittedly, the finer points of the compiler’s craft were undoubtedly lost on a certain portion of the medieval audience, who would have experienced the texts only as they were read aloud, one at a time, and who would have had no recourse to the visual elements of the book. Even the person who commissioned the book did not necessarily concern himself or herself with the literary consciousness that informed the work of scribes and artists (or the workshop master who supervised them). Poets, who frequently state explicitly that they came to produce this or that romance after having read a particular Latin book or perused their patron’s library, constitute a somewhat special case. The shared concerns of poets, scribes, and illuminators may well reflect a literate consciousness of the written medium and its creative potential that was appreciated, initially, by only a small percentage of the medieval audience.


  On the other hand, the sharp increase in vernacular manuscript production in the thirteenth and especially the fourteenth centuries, and the careful arrangement and execution characteristic of so many, argue for a growing literacy rate and an increasing demand for books that are more than mere repositories of texts to be read aloud. The popularity of acrostics and anagrams in late thirteenth- and fourteenth-century poetry further suggests an audience that delights in the manipulation of the written word. And it is impossible to imagine that the owners of illuminated manuscripts would never have looked at the pictures for which they had paid so much, even if they were unable to read a single word. Through a visual appreciation of author portraits, recurring iconographic motifs, and general page layout, even an illiterate “reader” could have been conditioned to certain concepts of authorship, codicological continuity, or literarity, which in turn might inform his or her appreciation of texts received aurally.


  Although specific information about literacy rates in the thirteenth and fourteenth centuries is difficult to come by—let alone information about the owners of particular manuscripts, virtually none of whom can be identified at all—the texts themselves offer some evidence for lay literacy. Even in the twelfth century, certain romance couples—Lavinia and Eneas, or the lovers of Marie de France’s Milun—correspond in writing, and the practice recurs in various texts of the thirteenth and fourteenth centuries: the Roman du castelain de Couci, the Livre du voir dit. In Yvain, a young girl reads a romance to her parents. Froissart, in L’Espinette amoureuse, claims that his lady first won his affections by reading to him from Cléomadès. The attribution of literacy may be meant to confer a special status on the character in question, but surely some lay men and women did know how to read and write, did read books to themselves and to one another, and therefore could have been sensitive to scribal or poetic manipulation of codicological elements.


  We will probably never know the full story of the reception of medieval literature by its general audience, given the lack of detailed information about the production and consumption of oral and written works alike. In the end, we are left with the texts and the books themselves as our primary evidence, and if these do not render up the secrets of their medieval owners, readers, and listeners, at least they may have something to tell us about their authors, copyists, and illustrators. It is primarily with the latter group that this book is concerned.

  


  
    1. See Crosby; Zumthor, Poésie et la voix.


    2. See the study by Saenger.


    3. For some works that have provided broad historical and conceptual bases for the present study, see Chaytor, Clanchy, Ong, Stock, and Zumthor in the Bibliography.


    4. See Hult, Self-Fulfilling Prophecies; Lejeune; Strohm; Verhuyck; Vitz.


    5. This prologue is printed by Delisle in his “Anciennes traductions françaises”; I quote from p. 294. I am grateful to Peter Dembowski of the University of Chicago for drawing this passage to my attention.


    6. Segre ed., p. 5. References to editions of works discussed are to those listed in the Editions section of the Bibliography. The first citation of a work gives the editor’s last name, “ed.” to indicate that the reference is to an edition, and the line or page numbers. Except where ambiguity would result, later references to the work give only line or page numbers. All translations are mine.


    7. See Woolf, pp. 85–101.


    8. On analogies between speaking and writing, see Camille, “Seeing and Reading.”


    9. For general background, see Kleinhenz; Hindman and Farquhar. For a discussion of the scribal role in an analogous process, the transformation of the previously oral chanson de geste into a written tradition, see Delbouille; Tyssens.


    10. Hindman and Farquhar, p. 66.


    11. Poirion, “Ecriture et ré-écriture,” p. 118.


    12. On compilatio, see Minnis; Parkes. On conjointure, see Freeman, Poetics of “Translatio Studii” and “Conjointure”; Kelly, “Sens” and “Conjointure.”


    13. On translatio studii, see Freeman, Poetics of “Translatio Studii” and “Conjointure”; Kelly, “Translatio Studii”; Uitti, Story, Myth, and Celebration, especially pp. 134, 146–51, 204–5.

  




  PART ONE ON THE NATURE OF THE BOOK IN THE THIRTEENTH AND FOURTEENTH CENTURIES


  Et je vous monstrerai comment cis escris a painture et parolle. Car il est bien apert k’il a parole, par che ke toute escripture si est faite pour parole monstrer et pour che ke on le lise; et quant on le list, si revient elle a nature de parole. . . . Et meesmement cis escris est de tel sentence k’il painture desire.


  [And I will show you how this writing has illustration and speech. For it is quite clear that it has speech, since all writing is made in order to show forth speech, and in order to be read; and when it is read, it reverts to the nature of speech. . . . And similarly this writing is of such a topic that it desires illustration.]


  Richard de Fournival, Bestiaire d’amours




  Chapter 1 Scribal Practice and Poetic Process in Didactic and Narrative Anthologies


  The subject of vernacular codex organization and production in the thirteenth and fourteenth centuries is a vast and largely unexplored area; the following discussion makes no claims at being comprehensive. Its aim is to identify certain organizational principles typical of French literary codices of this period and certain aspects of manuscript format and text presentation. The implications of these codicological features for thirteenth- and fourteenth-century poets will be discussed in subsequent chapters; before a given poet’s manipulation of his work as a written medium can be assessed, a certain understanding must be established of what a vernacular literary book was in the later Middle Ages and how it functioned as a poetic system in its own right. In this chapter, I set forth some basic avenues of inquiry into the architectonics of the codex and the poetics of the manuscript text.


  Many medieval codices are miscellanies, containing a seemingly random mixture of didactic, courtly, and bawdy texts in prose and verse;1 others, at the opposite end of the spectrum, contain but a single text. Even in those having more uniform contents, it is not always possible to discern any logic to the order of pieces. Many codices, however—many more, I suspect, than are currently recognized—are organized according to principles ranging from rudimentary groupings of thematically related texts to an elaborate overall design. Similarly, whereas some are decorated for purely ornamental and even ostentatious purposés and others lack any decoration at all, many are true “critical editions,” with carefully designed programs of rubrication and illumination that clarify the structure of the book and provide textual commentary. No doubt the tastes, the degree of literary sophistication, and the financial capacities of the manuscript owner influenced the selection of texts and the degree and type of ornamentation; and the degree of patron control over manuscript production was probably itself variable. Whether the scribe was executing a plan of his own creation or one dictated by his patron, though, is less important for the present context than an understanding of what this plan was and how it was put into effect: in either case we are witnessing the processes by which a scribe or team of scribes shaped a group of texts into a book. In the following examples, therefore, I have not attempted to distinguish patron-initiated from scribally initiated features. I analyze the evidence of the manuscripts as artifacts and the work of the scribe as it appears therein in order to arrive at a critical reading of the books themselves.


  Examples of Thematic Unity: MSS Bibl. Nat. fr. 24428 and 12786


  In referring to this category of manuscript organization as “thematic,” I purposely choose a term of general rather than precise meaning, for it is meant to cover a range of possibilities. The distinction of “thematic” and “narrative” organization is itself somewhat artificial, and it is used here purely as a device for imposing some kind of order on an extremely diverse field. The two examples I have chosen exhibit different kinds of organization. In both, certain themes and motifs governed the selection of texts. In MS 24428 the pieces have been arranged in a linear progression, emanating from the first text and building up to the last; in MS 12786 the pieces are grouped in loosely defined categories around a central text.


  MS 24428, copied in the late thirteenth or early fourteenth century,2 is an anthology of didactic texts translated or adapted from various Latin sources:


  
    L’Image du monde (first verse redaction)


    Li Volucraires, a poem attributed to Omond, treating the allegorical significance of birds and trees


    Li Bestiaire divin of Guillaume le Clerc


    An anonymous allegorical lapidary (Pannier ed., Lapidaires français, pp. 228–85)


    Marie de France’s Fables d’Ysopet


    A treatise on sin and penance, beginning “Qui veut faire confession . . . ”


    (He who wishes to make confession . . .).

  


  The uniform appearance of the manuscript suggests that it was written and compiled at one time, so the existing arrangement can be assumed to reflect an original plan.


  The Image du monde is, as its name suggests, a description of the natural world.3 Its fifty-five chapters include an account of the creation of the world; enumerations of the plants, birds, animals, and precious stones to be found in various places; and discussions of geography and astronomy. The texts that follow elaborate upon the discussions of the natural world, providing more detailed information about individual species and also revealing the allegorical significance of each. These treatises thus constitute a continuation of the Image du monde, one which, moreover, is invited by the text itself. At the end of the chapter on the stones of India, for example, the reader who wishes further information is instructed to “lire ou lapidaire, / Qui dist leur nons & leur vertus” (read in the lapidary, which tells their names and their powers ([fo1. 17]). And at the end of the entire discussion of beasts and birds, plants and minerals, is the following comment:


  
    
      Maintes choses sont bien apertes


      Dont les raisons sont molt covertes.


      . . . . .


      Par clergie puet bien li hom


      D’aucune chose avoir raison.

    


    [Many things are quite evident, for which the reasons are hidden. . . . By means of learning, man can know the reason for something.] [Fol. 22v]

  


  The Image itself is an open text, allowing plenty of possibility for amplification. In particular, it concentrates on that which is “evident,” describing the habits and appearances of earthly things and the motions and properties of heavenly bodies, without attempting to uncover the “hidden reasons.” The latter approach is taken in the three allegorical treatises; they are not only the continuation but also the exegesis of the opening piece.


  The middle section of the codex actually offers two different kinds of exegesis: the allegorical treatises are followed by a transposition of birds and animals into the literary language of fable, itself interpreted moralistically. Allegory and morality provide the bridge from the Image, a straightforward account of the natural world placed in the context of God as creator and sustainer, to the penitential treatise, a straightforward account of spiritual salvation. The overall plan reflects the medieval system of fourfold exegesis: we begin with the literal reading of the world, progress to allegorical and tropological readings, and arrive finally at the anagogical reading, an unveiled explanation of the moral life of the human soul.


  The Image du monde, then, provides the basis for the entire compilation, whereas the treatise on penance is, so to speak, its final cause. By referring back to the opening treatise, the reader can situate a given motif in the larger context of the world and its relationship to God. Additionally, the admonishments to the reader in the prologue to the Image, by focusing attention on the orderly arrangement and illustration of the text, are applicable to the codex as a whole. The introduction stresses the importance of the astronomical diagrams, stating that without these, “li livres ne porroit estre legierement [entendus)” (the book could not easily be understood [fol. 1]).4 These figures are clearly necessary to the exposition of such phenomena as eclipses or planetary conjunctions and of the general structure of the cosmos. But miniatures also play an important role in the allegorical exposition of the two texts that follow, as well as in the Fables; the introduction to the Image is at the same time an introduction to the entire codex. In the Bestiaire divin, each bird or animal is identified in a rubric and in a miniature that illustrates both the particular trait ascribed to the animal in question and the allegorical interpretation. The image of the pelican (fo1. 57), for example, shows her stabbing her breast to shed life-giving blood on her babies; beside her is the Crucifixion, where Christ is being stabbed by Saint Longinus (Reinsch ed., vv. 521–614). Similarly, the turtle dove (fol. 72v) is shown as a single bird in a tree, next to which Christ is shown bearing the Cross between two guards while a female figure looks on: the turtle dove mourns her lost mate as the Church mourns Christ (vv. 2649–2736). The miniatures are truly a rendition in visual terms of the text in its dual focus, both here and in the single miniature of the Volucraires. Each fable, in turn, is likewise illustrated; and although these miniatures do not portray the “allegorical leap,” they do provide a vivid representation of the central action, thereby helping to fix the moral tale more firmly in the mind of the reader.


  The prologue of the Image reminds the reader that the “livre de clergie” (book of learning) has been carefully ordered and that this order should be respected. The reader is instructed to read “ordeneement” (in order), “Si qu’il ne lise rien avant / S’il n’entent ce qui est devant” (Such that he read no further unless he understands what comes before [fo1. 1v]). Like the statement that the illustrations are an integral part of the text, this admonition to attend to the order of the book, and not to proceed until each point has been fully grasped, applies very well to the codex as a whole: here, even more than within the Image itself, each text builds on the last, leading the reader through a series of steps to the final revelation.


  Indeed, this very structure—the movement from Divine Creation to the natural world and back again to the spiritual—is itself signaled in the closing section of the Image in a statement equally relevant to the opening text and to the book as a whole. Returning at the end of his treatise to God, who is reached at the outermost limits of the cosmos, the narrator comments, “Ci fenist l’Image dou monde. / A dieu commence, adieu prent fin” (Here ends the Image of the World. It begins with God, it ends with God [fo1. 47v]). The Image du monde, then, provides not only the basic subject matter but also the structural model for the entire anthology. By following this plan, the compiler constructed a book that is itself a livre de clergie, a large-scale description and decoding of the world.


  I have chosen a relatively straightforward example to begin with, because it will make it easier to see the editorial practices of the compiler. Clearly, the compiler of MS 24428 was a careful reader, and he chose each element of his compilation with an eye to its participation in an overall plan. Each text contributes to the structure of the whole, and each in turn is more fully understood when read in conjunction with the others. We can begin to see the intimate relationship between poetic and scribal practices, between the microstructure of the individual text and the macrostructure of the anthology codex. It is appropriate here to think of Marie de France’s famous enunciation of literary tradition in the prologue to her Lais: when the ancients wrote books, they customarily left it up to future generations of readers to “gloser la lettre / E de lur sen Ie surplus mettre” (gloss the letter and discover further meaning [Rychner ed., vv. 15–16]).5 As readers of Marie de France have already noted, there is more than one way to “gloss the letter”; not only actual glosses, but also creative translations, adaptations, and reworkings of earlier texts contribute to this process of clarification. As the above example has demonstrated, the scribal compiler as well participates in this ongoing cultural project: his suggestive arrangement of texts is another means by which a literary work can be seen, as Marie de France put it, to have “blossomed.”


  I turn now to a second example of thematic organization, the codex Bibl. Nat. fr. 12786, which dates from the early fourteenth century. The collection comprises an assortment of lyrical, allegorical, and didactic texts.6 Although they are not arranged as systematically as the contents of MS 24428, there are evident groupings of allegorical, lyric, didactic, and religious poems. The contents are


  
    Le Roman de la poire, by Tibaut, an imitation of the Roman de la rose that employs personification allegory, lyric insertions (copied with space for music, which was never filled in), and a series of allusions to exemplary lovers of vernacular and classical tradition (see below, Chapter 6)


    Le Livre des pierres, an anonymous prose treatise enumerating the properties and allegorical significance of precious stones (Pannier ed., Lapidaires français, pp. 291–97)


    Li Bestiaire d’amours, by Richard de Fournival, in which the traditional bestiary animals become allegories of love (see below, Chapter 5)


    “Son poitevin” (Poitevin song), the first stanza of a song attributed elsewhere to Gautier d’Espinal, copied without space for music


    Le Roman de la rose of Guillaume de Lorris, with only the short anonymous continuation


    A series of motets, copied with space for musical notation that was never provided


    “Les Prophecies que Ezechiel li prophetes fist,” a series of predictions concerning weather patterns and the behavior that is thereby indicated, based on which day of the week Christmas falls


    Explication des songes, an anonymous prose treatise explaining the prophetic significance of a long series of dream images


    L’Ordre de l’amors, a dit describing a monastic order of faithful lovers, possibly by Nicole de Margival7


    La Trinitez Nostre Dame


    Les .IX. Joies Nostre Dame


    Le Dit d’Aristote, probably by Rutebeuf


    Le Lunaire de Salomon, a treatise predicting the traits to be expected In children born on each day of the lunar cycle.

  


  It is interesting that the Rose appears here in short form, at the center of the manuscript. The lack of Jean de Meun’s continuation, first of all, is surprising; MS 12786 is the only one of the nearly three hundred surviving Rose manuscripts known to date that does not contain his portion of the poem.8 Even the six other manuscripts containing the anonymous continuation attach Jean’s continuation to the end of the first one. It is possible that the scribe meant to add Jean’s portion, and that this work—along with musical notation, illuminations (for which spaces were reserved in the Poire, the Bestiaire d’amours, and the Rose), and the rubrics in the second half of the codex (for which space was also reserved)—was simply never completed. This hypothesis is supported by the fact that the scribe removed two folios from the final gathering of the Rose before copying the text, thereby causing it to end on the last folio of a gathering. He left blank the remaining half of the recto side and all of the verso side of the final folio. The scribe thereby made it possible to add Jean’s continuation without any erasures, recopying, or dismantling of gatherings. Also, the final couplet of the anonymous continuation is missing, and there is no explicit, although the Rose is otherwise rubricated. These signs do suggest that the scribe intended to continue the text of the Rose, but unfortunately we cannot be sure of it.


  As for the central location of the Rose, this too is open to question. Since neither folios nor gatherings are numbered, and none of the catchwords has survived, we cannot be certain that the present order of texts is the original one.9 We do know, however, that the contents are all original to the collection, since the entire manuscript is written in a single hand; and since most of the texts begin on the same page, or at least within the same gathering, where the previous text ends, we can at least be sure of the arrangement of individual sections within the codex. Thus we know that the three sequences—Poire, lapidary; Bestiaire d’amours, “son poitevin,” Rose; and the entire remainder of the codex from the motets on—represent the original order of texts, even if we cannot be certain that these three sections originally followed one another in the current order. Most of the thematic groupings noted above, then, are original to the manuscript. And although the midpoint location of the Rose must remain a hypothesis, evidence suggests that it was seen as the nuclear text of the anthology; since it begins in the middle of a gathering, it cannot have occupied first place, and it was, in my opinion, most likely used as the centerpiece of the collection.


  Let us examine a little more closely the thematic relationship of the Rose to the remainder of the book. The Poire, as I have said, is closely modeled on the Rose; the Bestiaire d’amours, in turn, is likewise related to the Rose, not only through its use of allegory, but also as a similar example of the conflation of lyricism with a literary form normally associated with a more learned tradition. We know from the rubrication that the Bestiaire d’amours would have ended with a miniature representing the God of Love; this image, not part of the normal iconography of the Bestiaire d’amours, provides a link between this treatise and the Rose, which begins on the facing page.10 The “son poitevin,” as well as the motets, expands on the lyrical quality of the Rose, the Bestiaire d’amours, and the Poire and echoes the lyric insertions in the Poire. The Ordre de l’amors, finally, corresponds to the “art d’amors” enclosed in the Rose.


  The treatise on dreams is of obvious relevance to the Rose and may in fact have been edited to this end. No modern edition exists for this text, but I have seen two other versions of it in fourteenth-century manuscripts.11 The version in MS 12786 is very much shorter than either of these other two and presents its images in a different order: it opens with the dream image of birds, and at its midpoint we find, among others, dreams of being in a vergier (garden); of fountains; of hearing music; of beholding one’s own face; and of erotic encounters. This arrangement, which highlights those images found in Guillaume de Lorris’s dream, may well be the work of a compiler building a lyrico-didactic anthology with the Rose at its core.


  The other texts, finally, are of less immediate relevance to the Rose but do participate in its general field of associations. The lapidary is another allegorical text; the “Ezechiel,” as well as the Lunaire de Salomon, continues the theme of prophecy; the religious poems offer spiritual love, in honor of the “Rose without thorns.” Even the figures of Aristotle and Solomon are appropriate to the lyrico-didactic tenor of the collection. Aristotle, after all, is not only one of the most famous scholars of all time, but also, in a well-known medieval legend, the lover whose weakness for a singing maiden is celebrated in the Lai d’Aristote. And Solomon likewise is known both as philosopher—again, one of the most important known to the Middle Ages—and also as an aristocratic lover, author of an allegorical love poem whose pervasive influence is apparent not only in the Roman de la rose but throughout the medieval lyric tradition. Both of these figures, then, embody the conflation of lyricism and clerkliness exemplified by the Rose.


  In spite of the diversity of the collection, then, every text within it does relate in one way or another to the Rose, which thus functions to hold the collection together by providing the “intertext” in which all elements are united. Interestingly, a further piece of evidence that this particular assortment of texts may represent a conscious response to the Rose is the presence of virtually the same poetic elements in Nicole de Margival’s Dit de la panthère d’amours. The latter poem is approximately contemporary with MS 12786, having been composed sometime around 1300. I will discuss the poetic types brought together in the Panthère in Chapter 6; as we will see, the Roman de la rose is used here as a primary subtext that authorizes the incorporation of bestiary, lapidary, didactic, and lyric elements. Although it is impossible to establish a relationship of influence or imitation between MS 12786 and the Panthère, the similarities between poem and book do serve, again, as eloquent demonstration of the affinities between scribal and poetic process, between compilatio and conjointure.


  Examples of Narrative Organization: MSS Bibl. Nat. fr. 1447 and 375


  I will begin, as before, with a relatively simple example of narrative organization. The MS Bibl. Nat. fr. 1447, copied in the first half of the fourteenth century, contains only three texts: the anonymous Floire et Blanchefleur; Adenet le Roi’s Berthe aus grans piés; and the anonymous Claris et Laris. Although each poem is a separate fascicle unit, they are copied in the same hand and must surely have been intended to occupy the current order. On the surface it may seem that three very different sorts of texts have been combined here: the first and the last are both romances in octosyllabic couplets, but only the last contains Arthurian material, whereas the middle text is composed in the monorhymed laisses of the chanson de geste. Nonetheless, there is a logic behind this choice of texts.


  The relationship between the first two poems is straightforward: as the prologue to Floire et Blanchefleur reminds us, these characters are the parents of Bertha, mother of Charlemagne. Thus the prologue to the first text actually serves to introduce the second as well, where Floire and especially Blanchefleur reappear. Floire et Blanchefleur also serves as an appropriate “first chapter” to the book in that it presents two major cultural infusions at the basis of European civilization: Christianity and the classical tradition. The first appears when, upon marrying Blanchefleur, Floire becomes a Christian to please his wife; it is as a Christian, the prologue reminds us, that he becomes king of Hungary and progenitor of Charlemagne. As the result of exemplary love Christianity is established in this Eastern European kingdom, and ultimately passes to one of the most important heroes of Western Europe.


  The classical tradition is represented by the cup for which Blanchefleur is traded (Pelan ed., vv. 434–97). The cup is decorated with the story of the Trojan War; it once belonged to Aeneas, who gave it to Lavinia. Following this, we are told, the cup remained for some generations in the treasury of the Caesars until it was stolen, passing into the hands of merchants and, ultimately, to Floire himself. Through his possession of this cup, Floire’s quest for Blanchefleur parallels that of Aeneas for Lavinia; and just as Aeneas and Lavinia were the ancestors of Romulus, founder of Rome, so Floire and Blanchefleur are the ancestors of Charlemagne, medieval continuator of the Roman Empire. The material presence of this artifact stresses the sense of continuity leading from Troy through Rome and into medieval Europe; what we have come to recognize under the terms translatio studii, transmission of culture and learning, and translatio imperii, transmission of imperial authority.


  Claris et Laris, which is unique to this manuscript, is an interesting choice to follow the Floire-Berthe progression. It is a massive compendium of Arthuriana, featuring numerous figures from romance tradition: Cligés, Yvain, Gauvain, Eliduc, Erec, Merlin, King Mark, and many others. The entire Arthurian world is brought into play and placed in a pan-European context: Claris and Laris are Gascons, and the battles fought by Arthur and his knights involve figures from Spain, France, Germany, and Hungary. The location of Arthur in this central European setting—victorious king among the French and Germans, fighting off threats from Spain and from the East—implicitly associates him in turn with the figure of Charlemagne.


  The three texts were composed independently, over a period of approximately one hundred years. They are not associated in any other surviving manuscript. The compilation in MS 1447 is the work of an individual who saw in the personages, themes, and motifs shared among these works the possibility for a poetic conjointure that transcends the boundaries of individual texts. To the reception of Christianity and the classical tradition portrayed in the first text is added historical material proper to the epic tradition and a detailed picture of the Arthurian world. The book as a whole offers a synthesis of Old French literary possibilities. Central to this picture of historical and cultural progression, of translatio studii and imperii, is Charlemagne, the mythico-historical figure whose presence, both implicit and explicit, informs the entire book.


  MS 1447 is typical of many narrative anthologies, which map out a progression from antiquity to the medieval world. The romans antiques are usually transmitted in chronologically ordered pairs or groups, very often followed by Arthurian material.12 For example, the famous Guiot manuscript, Bibl. Nat. fr. 794, originally began with Athis et Prophilias, set in Athens; it moved on through the Roman de Troie, the Roman de Brut, and the Empereurs de Rome and ended with the five romances of Chrètien de Troyes.13 A particularly intricate example of this sort of compilation, MS Bibl. Nat. fr. 1450, will be discussed in a later section of this chapter. One of the most exhaustive of these narrative compendia, in turn, is MS Bibl. Nat. fr. 375, an Artesian codex of the early fourteenth century that contains an encyclopedic array of texts.14 The first thirty-three folios—an illuminated Apocalypse, a French commentary on the Apocalypse, the Prophetie de la sibylle Tiburniea, and the Livre de Seneke—are clearly from a different manuscript and will be excluded from discussion. What remains of the original compilation is as follows:


  
    Le Roman de Thebes


    Le Roman de Troie


    Athis et Prophilias, here identified as Li Sieges d’Ataines


    Jean Bodel’s Congé


    Le Roman d’Alexandre, to which has been added, with no break, the Signification de la mort Alexandre and the Vengeance Alexandre


    A prose genealogy of the counts of Boulogne, a later addition written on some folios that were left blank


    The third part of the Roman de Rou, which recounts the history of the dukes of Normandy


    Guillaume d’Engleterre


    Floire et Blanchefleur


    Blancandin


    Chrétien’s Cligès


    Chrétien’s Erec et Enide


    La Viellette, a fabliau about a knight and an old woman


    Ille et Galeron, by Gautier d’Arras


    Gautier de Coinci’s miracle of Theophilus


    Amadas et Ydoine


    La Chastelaine de Vergi


    A musically notated prosa in honor of Saint Stephen


    Vers de la mort


    La Loenge Nostre Dame


    A repetition of La Viellette


    Nine miracles of Our Lady

  


  The whole is preceded by a table of plot summaries, in rhymed couplets, for each text in the collection; these summaries range from about thirty to about a hundred lines in length.15 From this, and from the numbering of the pieces, we know that the compilation from Thebes on is complete. Thebes bears the number three, however, and, unfortunately, the pages bearing the first nine summaries are lost, so we do not know what the missing texts were.


  Several different scribes worked on MS 375; that different texts were copied independently (probably simultaneously) is suggested by the fact that the numeration of gatherings starts over again with number one at the beginnings of Thebes, Troie, and Alexandre. Indeed, the copyists may not even have been aware of the position for which the texts they copied were destined. The rubrics between pieces provide a sense of continuity; in most cases, they give the name and number of the text that has just ended and the name of the one to follow. The number and the title of the text to follow, however, are often written in a hand different from (though contemporary with) that of the text. At the end of Thebes, for example, the copyist wrote, “Explicit li sieges de Tebes. & d’Ethioclet & de Pollinices” (Here ends the siege of Thebes and [the tale] of Eteocles and Pollinices [fo1. 67v]). Following this, in a different ink, is added “li tierce brańke” (the third branch). Similarly, the copyist of Theophile completed his text, “Chi fine de Theophilus / benis soit qui l’escrist” (Here ends [the tale] of Theophilus. Blessed be he who wrote it [fo1. 315]). To this was added, “Li sezeisime. Et ci aprés d’Amaldas & d’Idoine” (The sixteenth. And after this [the tale] of Amaldas and Idoine). Most likely, the final arrangement was done by a compiler who oversaw the work of the other scribes and who was responsible for assembling the completed texts, numbering them, and completing the rubrication.


  The table of summaries, which functions as a prologue to the entire compilation, leaves no doubt that MS 375 was conceived as a unified whole. Here, as in the rubrics, the texts are numbered as the “branches” of the book:


  
    
      Li dousime branque del livre


      Parole & demoustre a delivre


      Et de Cligét et de Fenisse. . . .


      En la quatorsime branquete


      Orés d’une puant viellette.

    


    [The twelfth branch of the book speaks and reveals about both Cligès and Fenice. . . . In the fourteenth branchlet, you will hear of a vile old woman.] [Fol. 34]

  


  The word branche is normally applied to the segments of a large narrative cycle, such as the Roman de Renart or the Grail romances. Its use here indicates the extent to which independently composed texts could be subsumed by the overall plan of the book. On a smaller scale, the three Alexander narratives, recognized today as separate texts with different authors, have been conjoined to form a single entry.


  The selection and disposition of texts is analogous to that found in MSS 1447 or the Guiot manuscript; again, there is a progression from ancient to contemporary times. The overall movement is from paganism to Christianity; within this, the story of love and chivalry as ongoing human activities creates a cultural continuity between the ancient and medieval worlds. The first four texts (that is, numbers three through six of the original compilation) take us through a progression of cities: Thebes, Troy, Athens, Arras. Following this first cycle, we return to the Greek world and move from the legend of Alexander to the history of the Anglo-Norman dynasty. A third cycle begins with Floire et Blanchefleur, where we return yet again to the pagan world; this time, the narrative recounts the contact between pagan and Christian cultures and the absorption, through conversion, of pagan into Christian. Floire is followed by a series of romances set in a semimythical but Christian and European world; this series culminates in the contemporary French setting of the Chastelaine de Vergi.


  Within the series of romances, two texts offer alternative poetic responses to the theme of love and adventure. The fabliau of La Viellette gives a parodic version of the romance heroine; in Theophile, Theophilus and the Virgin are the clerical, spiritualized counterpart of the chivalric couples of the romance world. Theophile also, of course, anticipates the series of religious poems with which the collection ends, preparing for the contrast of these final miracle stories with the pagan tales at the beginning. The book is a global compendium of Old French narrative. Classical and Christian learning, human and divine love, chivalric and spiritual experience are the complementary poles of the cultural heritage here presented, and they find expression in epic, romance, fabliau, hagiographic and even liturgical format.


  Numerous thematic and narrative parallels govern the series of romances, serving not only to unify them as a group but also to draw together the entire collection. The prologue to the Roman de Rou, for example, declares the importance of writing as a means of preserving history, by recording the great cities and the great men. Citing Thebes, Babylon, and Troy, the narrative comments:


  
    
      Meinte cité ad ja esté


      e meinte riche poësté,


      dunt nus or(e) rien ne seüssum


      si en escriz rien ne eüssum.

    


    [There have been many cities and many rich imperial powers, of which we would know nothing now if we had nothing in writing.] [Vv. 85–92]

  


  Because it comes after the initial cycle of great cities, this statement is of obvious relevance to the compilation as a whole. The historical discussion of this passage further helps to link the history of the Normans to the immediately preceding tale of Alexander, who is cited here as an important part of the heritage that writing has preserved for us.


  If the Roman de Rou expresses the principle of translatio imperii—the historical succession of empires, the passage of power and authority from one locale to the next—the Christianization of imperial power is represented in Floire et Blanchefleur with the conversion of Floire, the Hungarian king, and is continued in Blancandin with the double conversion of the Greek prince Sadoine and his Saracen bride. In both cases, conversion is the result of human love and friendship; this association strengthens the link between the representations of non-Christian love and friendship in the romans antiques and the purely Christian love of the miracle stories. Since Blancandin recounts the story of an Athenian prince and his alliance with a French prince, it further continues the story of Greece, which has been presented from the siege of Thebes through the death of Alexander: Greece is Christianized, and brought into contact with France.


  These themes are continued in Chrétien’s two romances. Cligès contributes its famous prologue enunciation of cultural translatio, noting the passage of chevalerie and clergie from Greece to Rome and then to France. It is in Cligès that the Greek world is brought into contact with the Arthurian world, through the efforts of a new Alexander; and Constantinople is the next in the series of great cities. The implied cultural link between Greek and French (or Anglo-Norman) societies is further cemented.16 Erec et Enide, in turn, contributes its statement of narrative conjointure, which similarly reflects on the masterful conjoining of texts within the collection.


  Erec also works together with Floire to continue the story of Troy, recounted in the first half of the book. Floire portrays the fall of Troy on the cup traded for Blanchefleur; Erec portrays the story of Eneas on Enide’s saddle. The relationship between these two artifacts creates a substantial link between the two texts, whereas their encapsulation of the themes of the first part of the book contributes to the unification of the collection. The presence of the artifacts in the texts creates an interpenetration of roman antique and courtly romance, which further expresses the interpenetration through visual and textual artifacts of ancient and medieval cultures.


  In addition to the general themes of classical antiquity, Christian conversion, love, and chivalry, specific narrative parallels link the various romances. In both Floire and Cligès, the imagined death of the lady nearly brings about the suicide of her lover. The same motif appears in Amadas et Ydoine, where Ydoine, who appears to be dying because of a magic ring secretly placed on her finger by an enemy knight, pleads on her “deathbed” for her lover to go on living. Ydoine, like Fenice, resorts to magic to escape the sexual advances of her husband, while Blanchefleur manages to resist the caliph, her would-be husband. In most of these romances, lovers are separated and one must quest in search of the other; in many, the knight must perform a series of military exploits to win or to secure his lady. Again, these romance themes contribute to the overall unification of the codex. The experience of human love is shown to encompass not only eroticism but also feats of arms, the virtues of chastity and fidelity, and even the miracle of regeneration in the face of apparent death; the themes of the opening historical texts and the closing miracle stories are interwoven. The relationship between the romance heroine’s escape from death and religious miracle is suggested by the juxtaposition of the châtelaine de Vergi and Saint Stephen: the one heroine who really does die is, as the others would have been, a martyr to love, and so parallels the Christian martyr.17 The miracle of salvation is further expressed in the juxtaposed stories of Ydoine and Theophilus: a tale in which a man saves a lady from apparent death caused by the sinister magic of an enemy knight follows a story in which Our Lady saves a man from apparent spiritual death caused by the Archenemy himself.


  Overall, this arrangement of texts results in a coherent book and also makes a statement about the medieval romance, in which seemingly disparate thematic and cultural currents are drawn together. Although thematic analysis can help to explain the particular choices made by the compiler, in the end we must recognize that MS 375 represents a response to a fundamental quality of romance poetics: its power to blend and to conjoin, to mediate between the cross-currents of medieval European culture, and to express that culture’s fears, hopes, and ideals. Again, MS 375 demonstrates the extent to which poets, scribes, and compilers were collaborators in a common project of literary creation and transmission.


  As we might expect, the figures of scribe and compiler play an interesting role in MS 375. The author of the table of summaries, Peros de Neele, names himself in an explicit. Whether or not Peros was the one who “masterminded” the compilation, it is at any rate he who presents it in its entirety; he is our guide, so to speak, in perusing the book. Interestingly, his manner of presentation imitates oral declamation. The summaries are replete with expressions such as “Listen . . .” and “You will hear . . .” They frequently end with short prayers and invocations, in which the use of the first-person plural suggests the bond established between performer and audience: “Or nus doinst Dius si bien rescore” (Now may God grant us such good deliverance [fo1. 34]). Such language recalls the language of literary forms known to have been part of the oral repertory of the jongleurs, such as saints’ lives and chanson de geste. The scribe assumes a role analogous to the performer: he is an intermediary between the audience and the story, and the book is the space in which his written “performance” takes place.


  A second scribe names himself at the end of Troie in an oft-quoted colophon of thirty-eight verses.18 He identifies himself as Jehan Mados, nephew of Adam de la Halle. The date given in this colophon, 1288, is too early to apply to this manuscript, which can be dated on paleo-graphic grounds as early fourteenth century; it must, then, derive from the source of MS 375. Possibly, as suggested by Charles François, the date was copied accidentally by a scribe who thought it was part of the text.19 On the other hand, perhaps he copied it by design: it is not, after all, inappropriate to the themes of the collection. The eulogy of Adam anticipates the Congé of Jehan Bodel, which follows after the next entry; the stories of Troy and Athens are interwoven with the story of Arras and its poets and clerks. Madot himself adopts a stance derived from the Goliardic tradition. In terms reminiscent of the Archpoet, or Rutebeuf, he complains of the cold that he suffered while performing his task, laments the loss of his coat in a dice game, and expresses the hope that he will be paid promptly for his work. The colorful portrait that is here drawn reminds us of the ongoing presence of the scribe throughout the book. Just as the narrator interventions within a romance render explicit the presence of a live performer, so the colophon brings us face to face with the persona responsible for the written production of the text.


  The texts found in MS 375 were probably read aloud individually; as such they could have been tailored to the interests of the audience in question or otherwise adapted to the circumstances of performance. Because of its large size and weight, though, the book is not particularly easy to handle; if its owner had wanted copies of texts purely for oral reading, he might have done better to have bound them separately. The book has been carefully arranged, however, and its opening presentation is in summary form, which suggests to my mind that it was conceived as a literary compendium and commissioned by someone who appreciated its encyclopedic coverage of the Old French literary and cultural heritage. The book is an artifact in its own right and as such records the circumstances, or at least a fictional view thereof, under which this particular rendition was created. Through this manner of presentation, the codex takes its place, along with Floire’s cup and Enide’s saddle, as an artifact bearing matière antique, the cultural heritage of antiquity, into the medieval world.


  Compilatio and Conjointure: The Poet-Compilers of MSS Bibl. Nat. fr. 1450 and 1446


  I turn now to two manuscripts in which the activities of poetic composition and scribal compilation are even more closely united than in the previous examples. In these, not only have individual poems been arranged to form a meaningful whole, but portions of text have been rewritten in order to effect a smoother transition.


  MS 1450, which dates from the second quarter of the thirteenth century, presents a by now familiar progression of romans antiques and Arthurian romances:


  
    Le Roman de Troie


    Le Roman d’Eneas


    Le Roman de Brut, into which have been inserted all five of Chrétien’s romances, in the order Erec, Perceval (with the First Anonymous Continuation), Cligès, Yvain, and the Charrete


    Le Roman de Dolopathos, a shortened version of the prose Sept Sages de Rome, of which the final pages are missing20

  


  The collection thus stresses, again, the cultural continuity leading from Troy to Rome and Britain; the legends of Arthur, framed by the larger story of Britain, are juxtaposed with a second series of legends framed by a story of Imperial Rome.


  Although this combination of texts is, as we have seen, a typical one, MS 1450 is somewhat unusual in its insertion of a group of romances into another romance. Similar examples of scribal editing can be found. In the early fourteenth-century MS Bibl. Nat. fr. 12603, for example, the ending of the Eneas is adapted so as to lead directly into line 67 of the Brut, a portion of which then follows.21 By omitting the account of Eneas’s many descendents (vv. 10132–56 have been removed) and the prologue of Brut, the scribe is able to move without a break from the tale of Eneas and Lavinia to that of their son. An even more elaborate editing appears in MS Bibl. Nat. fr. 903, a fourteenth-century copy of a mid-thirteenth-century compilation: the story of Pyramus and Thisbe, the genealogy of the Virgin, and an abridged version of the Roman de Troie have been inserted into a verse translation of the Old Testament, thereby contextualizing pagan and sacred history.22 As these and other examples indicate, the liberties taken by the scribe of MS 1450 were an accepted part of medieval scribal practices; since this particular combination is unique, though, it affords us the opportunity to examine the editorial practices of a particular, if anonymous, compiler.


  The compiler of MS 1450 has skillfully exploited the tension between the integrity of the individual text and the tendency of the collection as a whole to subsume its parts. Eneas, for example, follows Troie without so much as a single blank line in between; only the ornamental initial tells us that a new poem is beginning. Since Eneas lacks a prologue, the transition is very smooth. Similarly, the transition from Brut into Erec and on to Perceval is facilitated by the omission of Chrétien’s prologues. Due to the loss of some pages, we do not know if the prologue to the Charrete was included; Yvain, of course, has no prologue proper. As the manuscript stands today, the only prologue among Chrétien’s works is, appropriately enough, that of Cligès, with its description of the transmission of chevalerie and clergie from Greece to Rome to France. It is here, too, that Chrétien portrays himself both as the author of romances—the stories of Erec and Tristan—and also as the translator of Ovid; that is, as the one through whom Celtic legends and classical Latin poetry were brought together into the domain of romance (in the literary and the linguistic sense of the word). Enfolded into the heart of the book—it appears in the third of the five Chrétien romances, themselves enclosed within a poem that is in turn framed by other works—this classic statement of translatio extends its significance throughout the collection, providing an important key to the logic and the unity of compilation.


  The articulation of the book into its poetic and narrative units is expressed through a system of ornamental initials. The start of a new text is marked by an extra large initial (eleven or twelve lines high) in blue, green, red, and brown, decorated with vine patterns and with human, animal, or hybrid figures. Major divisions within a text are marked by smaller initials, ranging in height from four to nine lines but usually four or five lines high, in red and blue, decorated with a pattern of scroll work. Minor divisions—what we might think of as paragraphs—are marked by even smaller, single-color (red or blue) initials. The use of this code enabled the scribe to mark the subordination of Chrétien’s romances to their frame narrative, as well as the return to Brut. Although Chrétien’s romances do open with multicolored initials, they are smaller than those of the other texts, ranging from five to nine lines in height. Only Cligès, which, as we have seen, is afforded special treatment, opens with an initial of ten lines. The return to Brut is marked by a large version (seven lines high, with a long ornamental tail) of the red and blue initials used to mark episodic divisions. Since we pass from one text to another, a large initial is needed; but the color and size of the initial indicate that we are returning to a text already begun.


  The code of initials is also used to interesting effect in Eneas. Only one major episodic division is indicated, and this one is marked with an initial a full eight lines high. The section thus marked begins, “En sa chambre estoit la roine, / Premers araisona Lavine” (The queen was in her room; first she addressed Lavinia [fo1. 106; corresponding to Salverda de Grave ed., vv. 7858–59]). It is surely no accident that this marker of narrative articulation appears at the major interpolation added onto Virgil’s story by the Eneas poet; in leaving space for this initial, the scribe pays homage to an act of poetic continuation, the expansion of the story of Aeneas, that is very similar to his own continuation-expansion of Wace’s story of Arthur.23


  This system of initials heightens the tension between the two views of the codex: one as a single (though complex) narrative unit and the other as a collection of independent, though thematically related, narratives. The integrity of the individual text is preserved, its boundaries clearly marked. At the same time, the text is susceptible to divisions and subdivisions, and we are invited to read the individual works themselves as simply the largest-scale series of divisions within the book. By the creation of sequences of texts, the incorporation of one textual sequence between two parts of another text, and the incorporation of one narrative episode into a larger narrative framework, both poet and scribe compile and conjoin narrative units. The book itself is a large-scale, composite romance, crafted and produced by the scribe just as the individual romance is produced by the poet.


  An important detail supports this reading—the separation of the extended prologue of Troie from the narrative proper. The codex opens, not with a multicolored initial of the sort that normally begins a new text, but with an initial outlined in red and blue. Possibly its blank interior was originally intended for historiation; certainly it would not be surprising for the first page of a codex to begin with a historiated initial. In any case, the multicolored initial does not appear until the line “Peleus fu un riches reis” (Constans ed., v. 715). The discussion of clergie, the enumeration of the various authors—Homer, Dares, Benoît—who have treated the Trojan material, the account of the tale’s textual history, and the summary of the war and its aftermath are all set apart as though a separate text. In effect, this discussion is used as a prologue to the entire collection, laying out the themes to be explored in the succession of texts that follows. The creation of a prologue that is detached from any specific text contributes greatly to the sense of the codex as a unified whole.


  The sense of continuity across textual boundaries is heightened at what is potentially the point of greatest fragmentation, the insertion of Chrétien’s romances into Brut, by a manipulation of narrative voice. During a discussion of the fantastic tales told by poets about Arthur’s knights, Chrétien’s works are announced by the statement, “Mais ce que Crestiens tesmogne / Porés ci oïr sans alogne” (But you can hear Chrétien’s testimony here without delay [fol. 139v]). It thus appears that it is the narrator of Brut who recounts the romances of Chrétien as an amplification of his own material; since Erec begins at once, without an intervening prologue, we can easily imagine a continuity of voice from one text to the next. The transition back into Brut is similarly smoothed by the adaptation of the ending of the Charrete. In other manuscripts, the Charrete ends with Godefroiz de Leigni’s epilogue, beginning:


  
    
      Seignor, se j’avant an disoie,


      ce seroit oltre la matire,


      por ce au definer m’atire.

    


    [Lords, if I said any more about it, that would be outside the subject, and so I draw to a close.] [Roques ed., vv. 6098–100]

  


  The scribe of MS 1450 has modified these lines in such a way as to lead directly back into Brut:


  
    
      Segnor, se jo avant disoie,


      Ce ne seroit pas bel a dire,


      Por ce retor a rna matire.

    


    [Lords, if I said any more, it wouldn’t be worth saying, and so I’ll return to my subject.] [Fol. 225]

  


  Clearly, this voice can only be that of the scribe: it is he who creates the digression and he who determines what is to follow. By identifying himself with the romance narrators, he reminds us that he, in fact, is responsible for this rendition of the story—the larger story, of which each romance is but a part. We encounter a new persona: the scribal narrator, who, although he uses the language of oral recitation, effects his “performance” of romance through the medium of writing.24 His implicit presence throughout the book transcends the boundaries of the individual text, contributing to the unification of the whole.


  An understanding of the thematic unity of the book, finally, helps to explain some of the textual variants that it presents. An exhaustive analysis is beyond the scope of the present study, but a brief discussion can demonstrate certain points. Let us consider Chrétien’s romances. Micha has suggested that for Erec and Cligès two different sources were used: one, less complete, for the opening half of Erec and the closing third of Cligès and one, more complete, for the end of Erec and the beginning of Cligès.25 The use of two sources would explain the distribution of lacunae, but the question remains as to why the scribe would combine a shorter and a fuller version. Perhaps the text he copied from was already a composite. On the other hand, we know that the scribe of MS 1450 was concerned with compilation and text production; might not the characteristics of the texts be a reflection of his own biases?26 The absence or presence of prologues, for one, is quite likely by design, as we have seen. Possibly the distribution of lacunae is an indication of the scribe’s priorities. He clearly tells us why Chrétien’s romances were included: as further stories relating to the deeds of English heroes. If a history of royal houses is at stake, then the end of Erec, a coronation and public celebration, is of great importance, whereas the details of the lovers’ adventures and the ups and downs of their relationship are less so. Again, if the textual focus is on England, then the first part of Cligès, which takes place at the court of Arthur, is more relevant than the part that takes place in Constantinople.


  The specific nature of the lacunae is telling. Micha has identified two general types: the suppression of descriptive details relating to festivals, clothing, utensils, and so on; and the omission or abridgment of passages relating to love psychology. In both cases it seems likely that the scribe wanted to remove extraneous material that, in his opinion, did not contribute to his historical narrative. It is interesting that two descriptive passages that survived intact are those referring to Enide’s saddle, with its depiction of the story of Eneas, and Erec’s coronation robe, with its depiction of the quadrivium and reference to Macrobius. These passages, which serve to associate Erec with the classical auctores and the learned tradition, would clearly appeal to the scribe; they are indeed appropriate to the project he has undertaken.


  That the scribe felt love psychology to be secondary to his historical theme is supported by an examination of his rendition of Eneas. Aside from omissions of a single line—most likely due to carelessness, since they violate the rhyme scheme—his Eneas exhibits lacunae amounting to twenty-two lines that are shared by at least one other manuscript, and lacunae of eighty-four lines that are unique to MS 1450.27 Of the shared lacunae, only six lines refer to love psychology; but of those unique to MS 1450, four lines relate to the love between Eneas and Dido, and seventy lines relate to the love of Eneas and Lavinia. Either MS 1450 is the sole surviving copy of an Eneas in which love monologues and debates had already been abridged, or these omissions are the editorial work of the scribe. Considering the similar treatment of love passages in other texts and the historical bias of the collection, the latter possibility seems more likely. All in all, MS 1450 is an excellent illustration of the extent to which a scribe could participate in literary production.


  Our other example, the late thirteenth-century MS 1446, contains a much more varied assortment: the prose Histoire de Kanor, the Couronnement de Renart, the Fables d’Ysopet of Marie de France, and dits by Baudouin and Jean de Condé, as well as four versions of the first part of another prose romance, Constant. The current volume is actually made up of the remains of at least three manuscripts.28 What interests me is a single pair of texts, the Couronnement and the Fables, which are here presented as a unit and which may have originally been a separate volume unto themselves. For reasons that will become apparent, I do not believe that the scribe of MS 1446 originated this con jointure but rather that he copied from a source in which these poems were already conjoined. We will examine these two texts in isolation from the rest of the codex as an example of textual conjoining performed by a compiler whose work is not otherwise accessible to us.


  The Couronnement and Marie de France’s Fables have been conjoined by means of the epilogue of the Couronnement, in which the narrator announces his intention to append the “Provierbes d’Izopet” to his poem, and an introductory passage that prefaces Marie’s prologue, in which the narrator exhorts his audience to listen to Marie’s rendition of the “proverbs.” It would seem from this that the person responsible for the textual coupling is the author of the Couronnement, but we must exercise some caution here. If MS 1450 were our only copy of the Roman de Brut, we might assume that Wace had taken it upon himself to insert Chrétien’s romances into his poem, a serious and anachronistic misreading. Unfortunately, there is no other manuscript of the Couronnement against which to check this interpretation. I will, therefore, leave open the question of just who was responsible for the composite text as it now stands. In referring to this person as a compiler, or a poet-compiler, we are in any case doing him no injustice, for whether he composed the entire Couronnement or only its epilogue, his creative act was one comprising both verse composition and textual compilation.


  One could easily imagine a conjoining of the Couronnement de Renart and Marie’s Fables on the basis of the shared literary language of beast allegory and shared message of morality and social criticism; and the compiler does not fail to note the latter point. Interestingly, however, he also offers another reason for this rapprochement. Marie, he claims, wrote the Fables for the same patron, a Count Guillaume, for whom he wrote the Couronnement. Marie does acknowledge a “cunte Willalme / le plus vaillant de cest reialme” (Count William, the most valiant of this realm) in her epilogue (Warnke ed, vv. 9–10). The Couronnement, however, was written at least half a century after Marie did her work, and there can hardly be any question that the two poets were not employed by the same patron.29 The poet-compiler nonetheless invokes common patronage as the pretext for attaching the two poems. This attention to the circumstances of composition, albeit fictional, and the suggestion that texts can be associated on the basis of common patronage is fundamentally different from anything that we have seen in the other manuscripts examined here, where poems were associated purely on the basis of intertextual relationships. The only reference to authorship was in MS 1450, with its presentation of Chrétien as an authority on Arthur’s knights. If the person responsible for this instance of textual conjoining was in fact the author of the Couronnement, it may be that he was attempting to gain recognition for his work by attaching it to Marie de France’s extremely popular fables.30 If it was a later compiler, he may have noticed the dedication to a Count William in both texts and used it as a pretext to attach the lesser-known Couronnement to a thematically related work with which everyone was familiar.


  In fact, it would not be inaccurate to say that the author of the Couronnement presents himself or is presented by a later compiler as the continuator of Marie de France, just as the scribe of MS 1450 has presented Chrétien as the continuator of Wace. This is not continuation as we ordinarily think of it, that is, a prolongation by adding onto the end. Nonetheless, the Couronnement, as presented here, is the continuation of Marie’s project of didactic poetry addressed to the nobility. Her poem has been appropriated and incorporated into the later work, just as surely as Guillaume de Lorris’s Roman de la rose was appropriated by Jean de Meun and incorporated into his long narrative. Indeed, the technique is somewhat similar in both cases: just as Jean de Meun made Guillaume’s narrator-protagonist the protagonist of his own romance, so our compiler has in a sense made Marie de France, narrator of the Fables, into his protagonist. In the prologue that he placed at the head of her prologue, he speaks in the first person as the one who is going to tell (raconter) moral tales, whereas Marie is introduced in the third person: “Or entendés pour Diu, singneur, / Coment Marie nos traita / Des provierbes” (Now, by God, listen, Lords, how Marie presented the proverbs to us [fol. 88v; Foulet ed., vv. 3404–6]). Marie’s voice is thus bracketed in implied quotation marks: her entire narrative, from prologue through epilogue, takes place within the context established by the Couronnement narrator.31


  A further interpolation has been effected in the Fables, which, since it is also unique to MS 1446, is probably the work of the same poet-compiler. At the end of Marie’s prologue is a passage that is surely an adaptation of the prologue of Richard de Fournival’s Bestiaire d’amours.32 In this prologue, Richard explains that his book appeals to both the ear, since one must listen to the words (parole); and the eye, since one must look at the illustrations (painture). He adds that the bestiary needs to be illustrated, because the habits of birds and animals are more easily grasped through visual representation than through verbal description. The redactor of the Fables surely had this text in mind when he wrote:


  
    
      Pour çou qu’il dist que pointure est


      Dne chose, qui a l’ueil plest,


      E parole si ert a oïe:


      Par coi ici nos senefie


      Que cis livres doit iestre poins.

    


    [For this reason he says that illustration is a thing that pleases the eye, and speech is to be heard: by this he signifies to us here that this book should be illustrated.] [Fol. 89]

  


  An association between the Fables and the Bestiaire d’amours is not surprising: both employ animal imagery for didactic purposes; they are sometimes found in the same manuscripts; the rubric in the thirteenth-century MS Bibl. Nat. fr. 2168 even identifies Marie’s Fables as a bestiary. The various medieval collections of fables, including Marie’s, are often illustrated. In fact, if this interpolation is the work of the same redactor who attached the Fables to the Couronnement, then the latter may even have felt that the presence of animal illustrations in both poems would contribute not only to his didactic purposes but also to the unity of the composite text. MS 1446, however, does not illustrate the Fables; the only miniatures for these poems are an image of the crowned Renart at the beginning of the Couronnement and a portrait of Marie de France writing her book at the beginning of the Fables. No other spaces for miniatures have been left. For this reason I do not believe that it was the scribe of MS 1446 who was responsible for this redaction of the text. It could be argued that it was he who adapted the Fables to the Couronnement, using a version of the Fables that already had the extra prologue calling for illustration, but even this seems unlikely: surely a scribe who took this much initiative in editing his texts would have thought either to reserve space for illuminations or else to omit the passage calling for them.


  The scribal narrators that we have encountered in MSS 1446 and 1450, as well as in the table of summaries in MS 375, are active participants in literary production. The scribe, as much as the poet or the performer, helps to shape and to interpret the literary text and the tradition in which it is inscribed. In these interpolated passages, the scribal voice speaks to us from inside the text, and at times it is indistinguishable from the voice of narrator, editor, or poet. But the voice of the scribe also addresses us from outside the text, in the rubrics with which manuscript texts are embellished. Rubrication, in fact, is the primary means by which the scribe guides the reader through the book, identifying and commenting upon the texts that he offers to us.


  The Voice of the Scribe: Rubrication in MS Bibl. Nat. fr. 25545


  There are many different types of rubrication in medieval manuscripts, ranging from a simple explicit at the end of an otherwise unmarked text, to lengthy commentaries interspersed at frequent intervals throughout the text.33 Very generally speaking, rubrication is more thorough in the fourteenth century than in the thirteenth century, perhaps reflecting a growing literacy rate and an increased reliance on the book rather than the performance for literary consumption. The Roman de la rose was subject to particularly elaborate rubrication, some of which will be discussed in Chapter 3. Here, I will examine the rubrication of a fourteenth-century anthology, MS Bibl. Nat. fr. 25545, in which we can find examples of various types of rubrics.


  MS 25545 is a composite manuscript, which appears to have been rearranged at some time in the past. Most of its contents, however, date from the early years of the fourteenth century.34 Its contents are largely satirical, didactic, and religious texts, including a series of fabliaux, Rutebeuf’s Confession Renart, Marie de France’s Fables d’Ysopet, la Chastelaine de Vergi, a fragment of Richard de Fournival’s rhymed version of the Bestiaire d’amours, Les Sept Sages de Rome, and several saints’ lives. Since we are concerned here not with the architectonics of the manuscript or the personality of a particular compiler, I have not attempted to account for the codex as a whole but simply to identify examples of rubrication that are typical of medieval practices.


  Some of the rubrics in MS 25545 are a relatively terse identification of the text: “Ci commence Ysopet en françois, qui contient .lxxxi. chapitres” (Here begins Aesop in French, which contains 81 chapters [fol. 28v]). This tells us not only the title and length of the text but also that it is a translation “en françois.” Interestingly, the Bestiaire d’amours is similarly identified as “li Bestiaires d’amors en françois” (fol. 89v). The Bestiaire d’amours does not, in fact, present itself as a translation but rather as the writer-lover’s personal message to his lady. It does, however, draw on a Latin allegorical tradition; and it was often associated with texts that are presented as translations, such as the Bestiaire divin or the Image dou monde. Its close relationship to this tradition of Latin and Latinate texts presumably led the scribe to regard the Bestiaire d’amours as a translation also, even if of a slightly different type. Here, then, the scribe aids the reader not only to distinguish one text from another but also to recognize the different kinds of texts found in the codex.


  Most of the narratives are given descriptive rubrics, often framing the text. One fabliau, for example, is headed “Ci commence d’une dame de Flandres / C’uns chevaliers tolli a .i. autre par force” (Here begins about a lady of Flanders, whom one knight took from another by force) and concludes, “Explicit de la dame ax .ii. chevaliers tors. / Ci fenist li fabliax, dou droit contre le tort” (Here ends about the lady with the two wrong knights. Here ends the fabliau, of right versus wrong). Another is headed,


  
    
      Ci aprés commence d’une damoisele qui


      onques pour nelui ne se volt marier.


      Mais volt voler en l’air.

    


    [After this begins about a girl who never wanted to get married. But she wanted to fly through the air.] [Fol. 4v]

  


  It concludes, “Explicit de la damoisele qui / volt voler” (Here ends about the girl who wanted to fly [fo1. 5v]). And the Chastelaine de Vergi is headed “Ci commence de la Chastelaine de Vergi / Qui mori pour loialment amer son ami” (Here begins about the châtelaine de Vergi, who died for loyally loving her lover [fo1. 84]) and concludes, “Explicit de la Chatelaine de Vergy, / Qui mori par trop amer son ami” (Here ends about the châtelaine de Vergi, who died for greatly [or excessively] loving her lover [fo1. 89v]).


  The term fabliax in the second rubric above contributes, like the qualification en françois, to the rudimentary generic classification of texts; it contrasts, for example, with the designation rommans in the rubric announcing the Rommans des sept sages.
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