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SUMMARY

This thesis sets out to explore the ways in which grief is depicted,
and the uses to which such depictions are put, in selected works of
early French verse narrative from La Yie de Saint Alexis to Le Conte
du Graal, with the purpose of highlighting Chrétien de Troyes!
practice in that area. The Introduction outlines the limits of the
study, explains the grounds for selecting the works studied and
briefly justifies the organisation of each chapter.

The first three chapters are intended to build up a picture of
the conventions of grief-depiction in the works of Chrétien de Troyes'
predecessors, Chapter One is a stylistic analysis of the two
episodes in La Vie de Saint Alexis in which the grief of Alexis'
family is depicted, firstly the episode in which they grieve at his
flight, and secondly the episode in which they lament his death, The
discussion of the first episode is followed by an extended comparison
with relevant sections of the twelfth-century interpolated version S.
(S incorporates the second grief-episode in its original form so there
is no scope for further comparison). Some reference 1is made
throughout the chapter to the influence of the Latin Yjita on which the
Yie is based.

Chapter Two considers some aspects of grief in epic: the causes
of grief, the manifestations of grief and the range of characters to
whom grief is attributed. Formulaic conventions and recurrent

motifs are noted throughout. The chapter is based on material

gathered from fourteen epics: Aliscans, La Chanson de Guillaupe, La
Chanson de Roland, Le Charroj de Nimes, La Chevalerie Vivien, Le

Couronnement de Louis, Garin le Loheren, Gormont et Isembart, Guibert

d'Andrenas, Le Moniage Guillaume, La Prise de Cordres et de Sebille,
La Prise d'Orange, Raoul de Cambrai, and Le Yovyage de Charlepagne.

vi



The use of the planctus motif as a focus of interest in scenes of
mourning for fallen warriors is discussed, along with other forms of
grief, and the conclusion is reached that, with the notable exception
of a limited number of elaborated scenes of mourning, depictions of
grief, though frequent, are not accorded a privileged place in epic.
Chapter Three deals with grief in the romans antigues. The torpic
is approached under two wide headings, the grief (individual and

collective) of women in Le roman de Thébes and Le roman de Troie, and

the mourning of warriors, in particular in Le roman de Thébes and

Eneas. Discussion of Thébes and Eneas includes comparisons with their

Latin antecedents. Depictions of grief are seen to be rich sources of
affectivity in the romans antjiques, but for the most part functioning

as rhetorical embellishment.

Chapters Four to Eight are devoted in turn to each of the five

romances of Chrétien de Troyes, Erec et Epide, Cligés, Le Chevalier de

la charrete, Le Chevaljer au lion and Le Conte du Graal. Episodes in

which grief plays an important role in the individual romances are
isolated and analysed, and themes involving the depiction of grief
are traced, Particular attention is paid to Chrétien's handling of
conventional motifs. The role of irony emerges as an important
factor. Grief depictions are seen to have a functional rdle in the
plot of each romance and, with the possible exception of Le Chevalier

de la charette, to be connected with the central issues in each case.

The Conclusion is a brief summing-up, bringing together
references to those features of grief depiction which are most
recurrent in Chrétien's romances, and presenting a final assessment of
the way in which he differs from his predecessors in his handling of

the topic of grief.



INTRODUCTION

This thesis sets out to explore the ways in which grief is depicted,
and the uses to which such depictions are put, in selected works of
French verse narrative of the twelfth century. Jean Frappier drew
attention to the possibilities in such an area of study in his article
"La douleur et la mort dans la littérature frangaise des XII® et XIII®
siécles",1 a brief general survey based on eleven works beginning with
La Yie de Saint Alexis and ending with La Mort le Roi Artu and the
Congés of Jean Bodel. In that article, while arguing for the
universality and inherent human and literary interest of the topic of
grief and death, the author rightly suggests that it is a topic

bien vaste et peu commode & cerner, méme s'il est restreint a
un domaine déterminé.2

Within the much greater scope of a full-length study, it has seemed
useful to retrict Frazppier's terms of reference as far as the period
studied is concerned, and therefore I have not ventured beyond works
of the early courtly period. In any such study, La Yie de Saint
Alexis marks a natural starting-point, both chronologically and on
grounds of relevance, and it is therefore the subject of the opening
chapter, notwithstanding the fact that it is traditionally .thousht to
date from the middle of the eleventh century.3 While its religious
character too sets it apart somewhat from the texts dealt with in the
rest of this study, an attempt is made in the first chapter to show
the extent to which many of the commonplaces of grief depiction in
twelfth-century narrative are already present in Alexis; and a
comparison with a twelfth-century rhymed version (S) provides a
further link between this early text and the period on which the rest

of the study concentrates,



There follows a chapter on grief in the epic genre as represented
by fourteen chansons de geste. Here the strongly formulaic and
conventional nature of much of the material seems to justify a cross-
textual approach. Jean Rychner opened a new era in the study of the
0l1d French epic in its classic period with his work La Chanson de
geste: essaj sur l'art épique des jonglgg:g.u which he based on nine
epics, and I include these nine in my second chapter., They are, in
alphabetical order, La Chanson de Guillaume, La Chanson de Roland, Le
Charroi de Nimes, Le Couronnement de Louis, Gormont et Isembart, Le
Moniage Guillaume, La Prise d'Orange, Raoul de Cambraji and Le Voyage
de Charlemagne 3 Jérusalem et 3 Constantinople. I have widened the
base somewhat by adding to these nine jliscans, La Chevalerie Vivien,
Garin le Loheren, Guibert d'Andrenas and La Prise de Cordres et de
Sebille. The dating of individual epics is in most, if not all, cases
notoriously difficult, and there is no doubt that some of these works
in the form we have them postdate the earliest works of courtly
inspiration as represented by the romans imjtés d'antiquité and the
romances of Chrétien de Troyes. For example, Meyer and Longnon, in
the introduction to their edition of Raoul de Cambraji, suggest 1190 as
the date of composition of that epic, though the first two hundred and
forty-nine lajsses, which are rhymed, doubtless reflect an earlier
assonanced vex‘sion.‘l3 McMillan, in his edition of La Chapson de
Gujllaume, suggests that that work dates from the last third of the
twelfth century ‘au plus t6t',6 and there is every indication that
Allscans and La Chevalerje Viviep were composed after La Chapnsop de
ﬁgj,_llw." In fact, of the fourteen chansons de geste selected for
study here, it is likely that only a minority date from the first half
of the twelfth century. The Jjustification for including them,
however, in a study where the chapter sequence is otherwise based on

chronological considerations, is that they represent a spirit and a



genre which are pre-courtly in literary terms, and that, as individual
texts arising from an oral tradition, they almost certainly reflect

earlier related versions.

After the chapters on Alexis and the epic, which are intended to
provide a background for the proper evaluation of the role and
depiction of grief in early romance, chapter three is devoted to three

works representing a transitional period between epic and romance

proper, These are Le Roman de Thébes, Eneas and Le Roman de Troie,
the three central works in the corpus known as the romans imités
d'antiguité.8 Although they are all three dealt with in the same
chapter, a more differentiating approach is applied to them than to
the chansopns de geste. However, where the five romances of Chrétien
de Troyes are concerned, these are each discussed singly. When I
embarked upon work for this thesis, it was not my intention to reserve
such a privileged place for Chrétien init. I initially thought of
his romances as being a useful chronological termjinus as full-blown
representatives of courtly romance towards the end of the twelfth
century,9 while I harboured the expectation that some of the ways in
which he depicted grief might represent stylistic variations and
developments of earlier established conventions. What I found, and
what I hope to show, among other things, is that there is a strong
tendency in Chrétien's romances for depictions of grief to be assigned
a dynamic role in the outworkings of the plot, quite unlike the role
accorded to them in the other works studied. That is why it has
seemed most useful to treat Chrétien's romances individually, rather
than to approach them through a study of motifs and themes, which

would also have been possible,



In that I have not ventured beyond works of the early courtly
period in this study, I have chosen a chronological focus narrower
than that of Frappier's article. I have, however, chosen to interpret
the idea of grief widely, and to extend the scope of the enquiry to
encompass what may be thought of as a spectrum ranging from frenzied
distraction to gloom and downheartedness., My study does not, however,
extend to include a systematic consideration of grief when it appears
as a concomitant or ingredient in the depiction of love-sickness, as,
for example, in Epeas 7919-30, since the question of love-sickness is

a large topic in its own right, and one that has been widely explored

hitherto.



NOTES

Figures in brackets in these and all subsequent notes refer to the
Bibliography at the end of this thesis.

1.

Jean Frappier, "La douleur et la mort dans la littérature
frangaise des XII® et XIII® siécles®, in Histoire, mythes et
symboles, Geneva, 1976, 85-109. That article was first published
in Il dolore e la morte nella spirjtualitd dei secoli XII e XIII
(Convegni del Centro di Studi sulla spiritualitd medievale, v, 7-
10 ottobre, 1962), Todi, 67-110.

ibid., (81), p.85.

A later dating has been proposed. See p. 6 below.

Jean Rychner, La chanson de geste: essaj sur l'art épique des
jongleurs, Geneva, 1955,

Raoul de Cambraj (32), pp.lxx-lxxi.
La Chansopn de Guillaume (3), vol. 2, p.126.

See Wathelet-Willem, Recherches sur la Chanson de Guillaupe
vol.t, (174), pp.483-506.

Guy Raynaud de Lage, the modern editor of Le Roman de Thébes
(34), accepts the view that Thébes is the oldest of the three

romans aptigues (p.xxx) and comments: 'nous devons noter un
accord quasi-unanime chez les médiévistes, un accord aussi rare

que durable, pour situer l'apparition du Roman de Thébes, & dix
ans prés, dans le milieu du XII® sieécle.' (p.xxvi). :

Chrétien's final romance Le Copnte du Graal (Perceval) is the
subject of my concluding chapter. It is widely accepted that

this work was begun after May 4, 1181 (see Loomis, Arthurian
Literature jin the Middle Ages (117) p.159). Luttrell has
proposed the date of 1189-90 in The Creation of the First
Arthurlag Romance (121) p.32.



Chapter One

LA VIE DE SAINT ALEXIS

Introduction

La Vie de Saint Alexis as contained in the Hildesheim manuscript (L)

is a poem of 125 stanzas each consisting of five assonanced

decasyllabic linesﬂ

In the preface to one of the earliest editions
of the poem, published in 1872, Gaston Paris put forward the view that
it was probably composed in Normandy in the middle of the eleventh

centur'y.2

This dating has been widely accepted, and although
subsequent studies have suggested that it was composed perhaps some
fifty or more years later than Paris thought,3 the poem's position as
one of the very oldest surviving works of literary merit in the French
language remains unaltered. It certainly represents a tradition for
which there is evidence well back into the eleventh century, that of
adapting Saints' lives from Latin into French.u La Vie de Saint
Alexis seems most likely to have been based on a medieval Latin Vita
(itself a later version of a very venerable legend originating in
Odessa in the fifth century).” Where, in this chapter, it is
necessary to distinguish between the Latin and the French versions in
question, I shall refer to the Vita and the Vie respectively.

The story as related in La Vie de Sajnt Alexis is that of a young
Roman nobleman who, to the distress of his parents and bride, leaves
home on the day of his marriage to pursue a life of poverty and
holiness in Laodicea and Odessa. Returning to Rome seventeen years
later, he is given shelter by his father and lives unrecognised for
another seventeen years under the staircase in his own home. As death

approaches, he writes a document describing his past life., A divine




message informs the citizens of Rome of a holy man in their midst. He
dies before being discovered, but the document reveals his identity.
His father, mother and wife lament in turn over his body, though the
discovery of the holy corpse is greeted with joy by the townspeople,
on account of its healing properties and the mediation which the saint
will effect for them in heaven, The moral of the poem, outlined in
the final two stanzas, is that, if we pray to Saint Alexis, and allow
his example to inspire us, we too may enjoy the delights of the godly
life, both here and in the next world.

Karlheinz Gierden has argued in his study Das altfranz®sische
Alexiuslied der Handschrift L: Eine Interpretation unter dem

Gesichtspupkt von Trauer und Freude that a tension is maintained

throughout the poem between grief and holy joy (the joy which springs
from a rejection of the world and devotion to Christ) and that an
appreciation of the joy-grief tension is fundamental to an

understanding of the author's theological intent.6

My concern in this
chapter, however, is to isolate those passages (amounting to nearly
one quarter of the whole poem) in which grief is depicted, in order to
highlight the intensely expressive style employed in them and the
affective appeal with which they are endowed. A comparison with
relevant sections of the twelfth-century remaniement (ms 12471 of the
Bibliothéque MNationale, known as S) will confirm that, for the
repanjeur at least, the poem's main appeal was affective rather than
theological.7

In this chapter also, initial consideration will be given to the
idea that the grief depictions of Alexis represent a tradition in the
vernacular on which later poems of the epic and romance genres draw,

though a proper assessment of this can only be made as a more detailed

analysis of the later texts proceeds in subsequent chapters,




Instances of grief prior to the principal laments
of parents and wife (st.78-99)

The first portrayals of grief in Alexis result from the
celebrated scene in the bridal chamber where Alexis confronts his
bride with his decision to renounce worldly pleasure in order to
devote himself to the service of God (stanzas 11-15). However, the
reactions of the parents and bride to Alexis' sudden departure are not
shown immediately. The author appears to clear the ground first, from
a narrative point of view, by recounting in five stanzas the travels
of Alexis, his sojourn in Laodicea and his eventual arrival in Odessa.
It is only then that the author signals a transition from the main
action to the first long section dwelling on the family's grief
(st.21-32), thereby alerting the audience to an important change of
focus:

21 Or revendrai al pedra ed a la medra

Ed a la spuse qued il out espusethe.

Quant il ¢o sourent qued il fud si alet,

¢o fut granz dols quet il unt demenét

E granz deplainz par tuta la citiét.

101-5

The opening reference to the family's grief (for which there is no
precedent in the Yjta at this point in the story)8 is couched in
general, and indeed rather unfocused terms (e.g. ‘par tuta la
citiét'), though the tone of the description is heightened somewhat by
the repetition of 'granz' and the prominence given to 'dols' and
'deplainz' before the caesura in lines 104 and 105 respectively. The
generalised type of description gives way in the next stanza (22) to
the plaintive tones of the three single voices:
22 ¢o dist 1i pedres: "Cher filz, cum t'ai perdut!"

Respont la medre: "Lassel qu'est devenut?"

¢o dist la spuse: "Pechét le m'at tolut.

E! chers amis, si pou vus ai ofit!
Or sul si graime que ne puis estra plus,"
106-10



In this stanza we have a foreshadowing of the fully-fledged laments,
also apostrophising Alexis, which the same characters will utter, in
the same hierarchical order, after the saint's death. The elegiac
note, which is t6 assume such prominence in the poem, is thus struck
early on. The distinctive aspect of each of these three short
utterances has been remarked upon:9 the father thinks of the loss to
himself, the mother is concerned with what has happened to her son,
and the bride's opening words 'Pechét le m'at tolut' echo the words
spoken by Alexis in the bedchamber: ‘'cum fort pecét m'apresset!!
(1.59) which, in Gierden's view reflects the fact that, of the three
characters, the bride is the only one to have any appreciation of the
spiritual urge that has motivated Alexis' flight.

The three utterances serve as a prologue to the action contained
in the following nine stanzas (23-31) in which father, mother and
bride, again in turn, are each shown to act, in their grief, in a very
distinctive way. Although each of their reactions flows from their
grief as expressed in stanza 22, they are also linked to each other to
form a chain of events: the father sends messengers to Odessa, and it
is their return without news of Alexis that causes the mother to break
into lament and vent her grief upon the hangings in the bedchamber,
When she then sinks down, overcome, the bride joins her and vows in
her grief to remain with her. So although the period of time covered
between the first utterances of grief beginning at line 101 and the
rounding-off of the section dealing with the family's grief (lines
156~7) 1s quite an extended one - longer than it takes for messengers
to go to Odessa and return - lines 101-57 form a unified whole. The
fact that each of the characters expresses grief in some form of
action distinguishes this section from the later one dealing with
their grief for Alexis after his death, which is devoted almost

exclusively to lament.



The reactions of each of the characters are closely tied to their
relationship to Alexis. From the beginning of the poem, Eufemien, the
father, has been depicted as the chief agent, (responsible for the
education and marriage of Alexis), and after the disappearance of his
son it is natural that he should channel his distress into action by
sending messengers to look for him. When they return without news,
his emotions are described in one line of understatement:

Set il fut graim, ne l'estot demander.
128

This sober comment contrasts strongly with the dramatic reactions of
the mother which follow immediately. No further comment on the
father's grief is made until, when years have passed, Alexis returns
incognito to Rome and asks Eufemien for charity

"Empur tun filz dunt tu as tel dolur."
219

The line referring to Eufemien's tears at this point -

Plurent si oil, ne s'en puet astenir
222 -

is a forerunner of similar lines in both epic and romance, for
example:

De pitié pleure, ne se pot atenir

Aliscans 194

Des o0ilz plora, ne se pot tenir mie .
La Prise de Cordres et de Sebille 2192

Des ieuz plora, nel pot mu&r

Le Roman de Troie 1859

De plorer ne se pot tenir
Erec et Enide 2480

It seems unlikely that authors of such later works would be drawing

directly on Alexis for this stylised formulation, so it would appear
that an established stock of phrases associated with depictions of
grief was already available for the Alexis-poet to use. But he uses

the conventional detail to good effect, since, when applied to the

10



father, it suggests a manly (if unsuccessful) effort to overcome
grief. It should be noted that in the Yita the father does not display
grief at all on either of these two occasions (the return of the
messengers or the return of Alexis) so in depicting his sorrow at
these points, however restrainedly, the French poet is heightening the
affectivity of the account,

The mother's grief on the return of the messengers is expressed
initially in lament, formally introduced in the final two lines of
stanza 26 and then contained in stanza 27:

La bone medre s'em prist a dementer
E sun ker filz suvent a regreter,

27 "Filz Ale(x]is, pur queit] portat ta medre?

Tu m'ies fuft, dolente an sul remese.

Ne sai le leu ne n'en sai la contrede

U t'alge querre; tute en sui esguarethe,

Ja mais n'ierc lede, kers filz, ne n'ert tun pedre".

129-35

The theme of her motherhood, a theme which will be greatly elaborated
in her lament after Alexis' death, is introduced with stark emphasis
in the opening rhetorical question, and, with the limited view of
motherhood, she interprets his flight as a rejection of herself:

Tu m'ies fuft
132

The extravagance of her statement that she does not know to what
country she might go to search for him - extravagant, because it is
improbable that she would go herself in search of her son - is
stressed by the use of anaphora and enjambement, and suggests the
frenzy of grief that is working up within her:

Ne sai le leu ne n'en sail la contrede

U t'alge querre;

133-4

The two phrases 'dolente an sui remese' and 'tute en sui esguarethe!,

thrown into relief after strong caesuras, underscore the idea of her

bereftness, and the phrase ‘kers filz' in the last line of her lament

11



provides an emotive echo of 'sun ker filz' in the last line of the
previous stanza and of her opening apostrophe 'Filz Alexis'.

The heightened tone introduced by the mother's lament is more
than maintained in the two following stanzas, where she enters 'la
cambre', tears down its hangings, apostrophizes it and has sackcloth
hung in place of curtains:

28 Vint en la cambre, plaine de marrement
Si la despeiret que n'i remest nfent:
N'i remest palie ne nefll ornement,
A tel tristur aturnat sun talent,
Unc puis cel di nes contint ledement.
29 "Cambra"™, dist ela, "ja mais n'estras parede,
Ne ja ledece n'ert an tei demenede",
Si 1'at destruite cum s'ost l1l'ait depredethe.
Sas 1 fait pendre, curtines deramedes.,
Sa grant honur a grant dol ad turnede.
136-45

In which room does the mother act thus? It seems to me that
there is little doubt, in the immediate context, that it is the bridal
chamber from which Alexis has lately flown. Yet in the Yita, as
Gierden points out, the reference is to her spreading sackecloth 'in
pavimento cubiculi suji', and Gierden quotes the thirteenth-century
French version and the Middle English version where the mother's own

room is likewise specifiedjo

Rejecting without argument the
interpretation of 'bridal chamber', he adds:
Ich sehe . .. keine Berechtigung, "la chambre™ mit "das
Zimmer des Alexius" zu #8bersetzen, auch wenn es
zugegebenermassen psychologisch sinnvoller und poetisch
wirkungsvoller whre,
Strangely, he does not mention the late twelfth-century interpolated
version where the sense of its being the bridal chamber is
unequivocal.11 In our text the words 'la cambra' have been used three
times to mean the room in which the marriage was to have been
consummated.'2 In the third of these instances it is also called 'la

cambra sum pedre'. In stanza 28 is it not most unlikely that anything

but the room designated as the bridal chamber would have been



understood, in spite of what the Yita said, and in spite of the fact
that some time elapses between Alexis' flight and the mother's actions
in the room? In her address to the room, her words
Jja mals n'estras parede,
Ne ja ledece n'ert an tei demenede
141-2

while echoing the end of her previous stanza of lament -

Ja mais n'ierc lede, kers filz, ne n'ert tun pedre
135 -

call to mind the words of Alexis in what should be understood as the
same room:

Cesta lethece revert a grant tristur.
70

Thus the mother's words to the room, especially if it is taken to be
the bridal chamber, call attention to the theme of worldly joy, the
Joy that Alexis has renounced specifically in the form of marriage.
There is little in the Yita to account for the passionate stanza
of lament and the two stanzas of frenzied action which the French poet
attributes to the mother. 1In the Latin, her grief at this point is
presented, not as a sudden and dramatic outburst, but as an attitude
adopted by her from the day of her son's departure:
Mater quoque ejus a die, qua discessit suus filius, sternens
saccum in pavimento cubiculi sui, sedensque super illud
ejulans et lamentans dicebat: "Vivit Dominus, quia ita
manebo, donec cognoscam quid actum sit de filio meo."
Gierden suggests that the tearing down of hangings in the chamber, as
depicted in stanzas 28 and 29, is a traditional ritualistic gesture
with precedents in classical literature and in the 01d Testament:
"Was nun die Verwfilstung des Zimmers als solche angeht, so
kann man darin zweifellos keine spontane Affekthandlung
sehen , .. Man muss diese Zerst8rungsszene, um sie richtig
zu deuten, vielmehr im Zusammenhang sehen mit
konventionellen Trauerbrluchen, mit deren Verwendung sich

der Alexiusdichter in eine literarische Tradition
einreiht."13
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However the powerful simile comparing the despoiling of the room with
the devastation wrought by an attacking army does, in my view, colour
the mother's actions with a violence perhaps out of keeping with a

conventional form of mourning.1u

The apostrophizing of the chamber
also contributes a very individualistic note to the depiction of the
mother's grief15 and the poet handles these two stanzas almost in the
manner of an epic poet treating a scene 1nqlg1§§§§,§1m1131:§;516 Each

stanza opens strongly, with reference being made to the room:

Vint en la cambre, plaine de marrement
136

"Cambra", dist ela, "ja mais n'estras parede.,"
1

Reference is made in both stanzas to the act of despoliation:
Si la despeiret que n'i remest nfent:
N'i remest palie ne nefll ornement.
137-8
Si l'at destruite cum s'ost l'ait depredethe.
Sas i fait pendre, curtines deramedes.
143-4
Both stanzas end on an abstract note:
A tel tristur aturnat sun talent,
Unc puis cel di nes contint ledement.

139-40

Sa grant honur a grant dol ad turnede,
145

The ending of stanza 28 (line 140), where we are told that thé mother
was never again to behave in joyful fashion, finds emphatic echo at
the beginning of stanza 29 (lines 141-2) where, in apostrophising the
room, she declares that it 1s never again to witness joy:

Unc puis cel di nes contint ledement.
140

"Cambra," dist ele, "ja mais n'estras parede,
Ne ja ledece n'ert an tel demenede.
141-2
All the strength in this eruption of the mother's emotion is thus

conveyed simply and forcefully by repetition.
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The reference in the Yita to the mother sitting on the floor is
now taken up by the French poet as a means of introducing the figure
of the wife, who sits down beside her:

Del duel s'asist la medre jus a terre;

Si fist la spuse danz Alexis a certes.

"Dama", dist ele, "jo i ai si grant perte,

Ore vivrai an guise de turtrele;

Quant n'ai tun filz, ansembl'ot tei voil estra".

146-50

The image of the turtle-dove is taken from the short speech made by
the wife in the 21§§,17 where she refers to the bird's supposed
faithfulness to its mate. 1In the triptych of which the mother's
frenzied grief forms the centrepiece, the impression of quiet
acceptance on the part of the wife duplicates the earlier brief
reference to the father's sorrow.

The whole section containing the grief of the family of Alexis,
which opened on a corporate note, ends similarly, though it is in
particular the mother and daughter-in-law who are united in grief, as
suggested by the mother's words:

"Plainums ansemble le doel de nostre ami:
Tu tun seinur, jol f(ejrai pur mun filz",
154-5

These words conclude stanza 31. Stanza 32 opens with two lines

signalling a shift of focus:

Ne poet estra altra, turnent el consirrer;

Mais la dolwr ne pothent ublfer.

156-7

Now the poet reverts to an account of Alexis' doings. The way in
which the depiction of the family's grief overruns thus into a new
stanza, and indeed a new section, contrasts with the formalistic way
in which it was heralded ('Or revendrai al pedra ed a la medra ...'
st. 21) and underlines the idea of its enduring nature, since it does

not neatly round itself off when the initial shock of Alexis'

disappearance is over. A further reference to the fact that
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their sorrow never left them is contained some way on in stanza 49, at
the point where, seventeen and more years later, Alexis witnesses
their weeping from beneath the stairs in his father's house:
49 Soventes feiz lur veit grant duel mener

E de lur o0ilz mult tendrement plurer,

E tut pur lui, unces nfent pur eil.

Danz Alexis le met el consirrer;

Ne l'en est rien, si'st a Deu aturnét.

241-5

Again, the periphrastic reference to weeping contained in this stanza

i1s of a type which will be found commonly in epic, for example:

Plurent des oilz de doel e de tendrur

La Chanson de Roland 1446

Mult tendrement pluret des oilz de sun vis

La Chanson de Guillaume 1733

But as well as using phraseology from what we can posit as a comnmon
fund, already in circulation, the author also picks up the noun phrase
'el consirrer' which he had used in the earlier reference to the
mother's and wife's continuing grief:
Ne poet estra altra, turnent el consirrer;
Mais la dolur ne pothent ublfer
156-7
Danz Alexis le met el consirrer;
Ne l'en est rien, si'st a Deu aturnét
244-5
Storey, in his notes accompanying the text,18 translates ‘'turnent el
consirrer' as 'elles se résignent' and 'Danz Alexis le met el
consirrer! as 'il médite lid-dessus', in the latter case defining
consirrer as 'pensée, espritt, In both instances the idea of
contemplation is involved (Godefroy defines copsirrer as ‘considérer,
observer, penser, réfléchir'). The mother and wife have no option but
to contemplate their endless grief. Alexis, the very one who could
relieve that grief, contents himself merely with observing it. The

repetition of the phrase in question, applied to the women and to him,

suggests outlooks which run parallel and will never meet.
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Instances of grief in the interpolated version (38)
prior to the principal laments

There are no further references to grief until the three great
laments of the father, mother and wife on the discovery of Alexis!
death (st. 78 et seq). It now seems appropriate, therefore, to draw
some comparisons between the poem as contained in the Hildesheim
manuscript (L) and the twelfth-century interpolated version §,19
Significantly, in S, the longest section of the original poem to be
reproduced without major interpolations is precisely the section where
the three great laments begin, and these are reproduced very much as
they stand in the original. Overall, S is more than twice as long as L
(1356 lines in G.Paris' edition to the 625 lines of the original
poem). It is not my intention here to make an exhaustive comparison of
the two versions. I shall be discussing only those divergences which

have a direct bearing on the subject of grief depiction,

The title given in S to the interpolated version - (C'est 1li
Roumans de Saint Alessip - betokens a movement towards a less austere
treatment of the material than in L. This 1is evident in the
elaborations and embellishments added to the opening stanzas which
themselves are lengthened into lajsses of differing lengths: the
prologue opens with an appeal to 'Signour et dames' to listen to the
tale of Alexis and the woman who became his wife, and is significantly
extended; more names are provided (for example, we are told the name
of Alexis' mother and her father, 1ine 56); we are told more of the
wedding itself and of the decking-out of the bridal chamber. When all
is made ready the door is barred and Alexis gazes upon his bride in

candlelight:
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Sains Alessins esgarda la pucele,
Assés i1 ardent candoiles et lanternes.
Mout la vit gente et couvoiteuse et bele.
S 124-6
In place of the seven lines of direct speech in the original version
of the scene (two of soliloquy and five of address to the bride, L,
59-60 and 66-70) Alexis speaks twenty lines (S 129-38; 144-53) which
prompt a lengthy dialogue with the bride extending over 154 lines (S
166-317). In the course of this dialogue she expresses her grief at
his departure and he himself weeps. The latter innovation 1is
particularly noteworthy, since the figure of a lachrymose Alexis
contrasts sharply with the determined ascetic of the original scene.
Already in this early scene it is evident that the author of the
interpolated version has lost sight of the sober lines and religious
vision of the original, and is producing a 'courtly' version quite
different in spirit from the Yie, though not without merits of its
own, Although the dialogue in the bridal chamber contains certain
longueurs, notably 1in Alexis' sermonizing, it does quite effectively
depict the shifting emotions of the pair. The bride's opening words
are prompted by Alexis offering her one half of the ring that he has
cut in two. She is little impressed by his idea that this may later
serve as a means of identification if he ever returns, and in a
heartfelt outburst she begs him to take her with him:
Dist le pucele: "Or sui molt esgarée;
Mainne me la dunt tu m'as amenée.
Por coi me lais? Ja m'as tu espousée.
Que querras ore en estrange contrée?
Que porai dire ton pére ne ta mére?
Sempres m'aront de lor terre jetée.
Puis m'en irai com autre asoignentée.
Tel honte arai jamais n'iere hounerée."
S 166-73
This inspires Alexis to deliver a lengthy discourse on the fate of

human flesh and the sad destiny of those who do not pursue eternal

life. The grief of the sinner as he depicts it, however, seems coldly
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theoretical in contrast with her tears as she resigns herself to the
inevitability of his departure:

« « « Dolant celui ki ne puet amender;

S'il ert dolant ne l'estuet demander."

Ot le la bele, ne cesse de plorer:

"Sire", fait ele, "or te commant a Dé

Quant autrement ne te puis retorner."
S 205-9

His joy at her acquiescence completes the little mosaic of emotions at
this point:

Cil fu moult liés, si volt del 1it lever;
S 210

But, unable to make a clean break, he returns to the question of the
ring: if he does not send it back in a year as evidence of being still
alive, she is free to remarry (S 211-20). At this she utters a cry -

Ot le la bele: si a jeté un cri:

Quide sa mére que il juast a 1i

S 221=2 -

and renews her complaints:

"Sire", dist ele, "moult ai mon cuer mari;

Se moi en poise pour coi me as plus vil?"™

S 225-6

Alexis explains that he is going on a pilgrimage to Jerusalem (S 227-
32) and she again acquiesces (S 233). But she questions him on the
reason for his going (S 234-6) and he explains for a second time that
it is to seek God (S 239-41). She again gives him leave to go, though
stressing her grief, and he, again, by contrast, is depicted as being
joyful at her giving him leave:

"Au conglié Diu, sire", dist la pucele:

"Grant duel arai et nuit et jors acertes;

Jou remanrai caitive en ceste terre."

Quant il oi qu'elle 1'ot otroié,

Sous ciel n'a home qui 1'peust courecier.
S 242-6
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The to-ings and fro-ings of the dialogue, and the repetitiveness
of objections, explanations, consentings - a repetitiveness that is
less rhythmical than in good examples of laisses simjlaires but which
is clearly, at base, exploiting the same technique - conveys the
emotional turmoil into which the bride has been thrown, and suggests
also the human sensitivity of Alexis, willing as he is to delay his
departure in order to enter into such lengthy discussions with the
bride. This sensitivity becomes even more prominent when he gives way
to tears on being asked by her when he will return:

Dont ploura il des biaus oels de son cief.

S 253
The ornate periphrasis focuses attention on his weeping. When, after
some more sermonizing, he finally convinces the bride of the rightness
of the path of renunciation (S 267-84), they weep together:
Estes les vous belement departis,
Plorent des oels, ne se porent tenir.
S 285-6
The adverb belement seems to suggest a certain relish on the part of
the author for sad partings, and indeed he does linger on the motif of
congié, The bride's farewell speech, in which she commends him to God
and refers to the grief which his father, mother and she herself will
feel, forms the end of one lalsse and is repeated at the beginning of
the next. In the two parts of the farewell speech, spread thus over
two consecutive lajsses, a sense of lingering is quite delicately
created by the use of patterned repetition, as shown below. 1In each

case the mournful formulation

Hui verrai noeces a grant duel departir
S 295

Hul verrai noeces a grant duel desevrer
S 302

provides a point of culmination, being the penultimate line in the

first part of the speech and the last line in the second:
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Et la pucele gentement 1i a dit:

"Or t'en vas, sire, Dieus te laist revenir,
Quant autrement ne te puis retenir,

Dolante en ert cele qui te nori,

Si ert 1i péres qui toi engenui,

Et jou meisme qui t'avoie a mari.

Jou remanral en estrange pais,

Et esgarée entre tous mes amis.

Hui verrai noeces a grant duel departir;
S'encor ne t' voi, de duel m'estuet morir.

"Or t'en va, sire, Jou te commant a D¢,

Quant autremant ne te puis retorner.

Cil ert dolans qui t'avoit engenré,

Si iert ta mére qui te porta en 1lés,

Et jou meisme qui sui en vevée.

Hul verrai noeces a grant duel desevrer."

S 287-302

Admittedly the impression of delicacy here is vitiated by the author's
subsequent lack of restraint. No sooner has Alexis crossed himself
and has in turn commended her to God than she is making beguiling
attempts to be taken with him:

"Sire", dit ele, "jou te commant a Dé.

Con faitement m'en porrai consirer?

S'a ten consel le peusse trouver,

Qu'ensamble tol me laissaisses aler,

Ja me veroies gentement conreer,

Tondre mes crins, un capel afubler,

Et prendre escerpe et un bourdon ferré;

S 305-11

The gonsirer of her question in 1line 306 is not the same word as the
consirrer of lines 156 and 244 of the original poem (discussed above
on page 16). Godefroy gives the meanings of gonsirer as 'se.priver,
s'abstenir, se passer, se séparer, s'éloigner'. As it happens, the
distance in meaning between the two words and their contexts reflects
the distance between the contemplative resignedness of the bride in [
and the unwillingness of her counterpart in S to accept what Alexis

decrees:

Con faltemant m'en porrai consirer?
S 306

Alexis does not, however, yield to her persistence, and, while she is

distracted by her grief, makes his departure:
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Ele commence grant duel a demener.
I1 vint a 1'uis, sel deffrema souef;
A mienuit s'enfuit de la cité.
S 318-20
Once again her sorrow at his departure and his joy at being able to go
are juxtaposed:
De c'est moult 1iés, s'en loe Damedé
Que la pucele 1l'en a congié douné.
S 323-4
Nevertheless, the feelings of this very human Alexis are mixed. 1In an
interesting little vignette he is depicted looking over Rome at
daybreak from the vantage point of a hill, praying for the pucele and

then, as if remembering some of the last things she said to him,

weeping for his parents (S 325-36).

The author of the interpolated version has, as we have seen,
constructed a scene in the bridal chamber which is much longer and
more elaborate than the scene in the original French poem. Since he
clearly has a strong predilection for affective situations, it is not
surprising to see that he proceeds to incorporate much of the original
section dealing with the parents' and wife's grief after Alexis'
departure. He has, even so, made a number of striking changes, the
most important involving a restructuring of the original poem at this
Juncture. It will be remembered that, in L, the family grieve
collectively (st.21), then each member utters an individual brief
expression of grief (st.22), and then each channels personal grief
into a distinctive action: the father sends messengers (st.23-26),
the mother laments and devastates the bridal chamber (st.26-30), and
the wife joins with the mother in her grief and is received by her
(st.30-31). The author of the interpolated version postpones the
trilogy of brief individual laments and the sending of the messengers.
The mother's grief and the despoiling of the chamber were the most

spectacular elements in the section describing the family's grief at
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Alexis' departure in L, and it is these elements to which he gives
priority, introducing them awkwardly, however, by the clumsy
Juxtaposing of stanza 21 and stanza 27 of the original (for which see
page 8 and page 11 above):

XXX Or revenrons au pére et a la mére,
Et a 1l'espouse ki seule en est remése,
Quant i1 ¢ou sorent ke il fuis s'en ére,
fou fu grans deus que il en demenérent,
Et grans complaintes par toute la contrée.

XXXI "Fius Alessins de ta dolante mére
Tu m'es fuis, dolante en sui remése.
Le liu ne sai ne ne sai la contrée
U jou te quiére: toute en sui esgarée.
Ja n'ierc mais lie, biaus fius, si n'iert tes pére,
Se ne reviens en iceste contrée."
fou fu grans deus que il en demenérent.
S 394-405

An attempt to make an organic link between what were originally two
unconnected stanzas is seen in the repetition of line 397 at the end
of what has now become lajsse XXXI. Much more expressive use of
repetition is made in the following two lajisses describing the
mother's actions in the bridal chamber:

XXXII Vint en la cambre plainne de mariment;
Si le despoille que n'i laissa nient;
N'i laisse paile ne nul cier garniment.
Tost a tourné a grant duel son talent;
Par grant dolour se dejéte souvent.
Ains puis cel jour n'en fu lie gramment,

XXXIII Vint en la cambre, toute 1'a desparée,
Si 1'a destruite coome elle ert la vesprée,
Ostent les pailes et les courtines lées,
Sa grant ricoise a a grant duel tornée,
Ains puis cel jour ne fu lie 1i mére.
"Cambre, dist ele, mal fuissiés atornée.
Contre ques nueces vous avoie parée!
Jamais en vous n'iert leéce trouvée."
Tel duel en ot, a poi ne ciet pasmée;
Quant par la main le reliéve 1i pére.

S 406-21

In these two lajisses the author of the interpolated version

strengthens the parallelisms already to be found in the two
o

corresponding stanzas (28 and 29) in L,l and indeed creates thereby

a striking incantatory effect.

23



An interesting modification has been made in the interpolated
version at the end of the mother's apostrophising of the room. In L,
her outburst was concluded by her sitting down on the ground, a
manifestation of grief for which Gierden finds precedents in the 0l1d

Te st:ament:.21

The author of the interpolated version chooses to round
off her speech instead with a form of what seems to be a more
widespread convention in grief depiction in the vernacular, whereby
the character falls in a faint from grief and, in some instances, is
helped up.22 Here, as we see in the lines quoted above (S 420-1) she
only nearly falls in a faint (another variation of the convention) -
her husband prevents her and helps her up. But immediately after, at
the beginning of the next lajsse, she is nonetheless still depicted
sitting down on the ground, as in L:

De la dolour s'asist la mére a tere,

Ne s'asist mie ne sour banc ne sour sele;

Si fist l'espouse saint Alessin, la bele

S 422-4
So there is a thematic overlap between the motifs of fainting and
sitting on the ground; the line of amplification (S 423 above)
suggests that the author felt the convention of sitting on the ground
as a sign of grief needed some gloss, but he has retained it as a
useful means of 1introducing the wife at this point.
The wife's speech to the mother, ten lines long in com;.>arison

with the three lines in L (S 425-34; L 148-50), has a pious tinge to
it not found in the original, since in it she expresses her desire to
serve God in the absence of Alexis. This may be seen as a response to
the exhortations which Alexis made to her before his departure, and it
reflects the religiosity of the later poet. Surprisingly it is the
father who answers this speech, using words similar to those that, in

L, had been attributed to the mother (S 435-9; L 151-5). This seems

to be a clumsy way of drawing the father into the account of the
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women's grief, The wife's reply to the father, in which she once more
speaks of her desire to serve God (S 440-7) is greeted by the weeping
of the mother. Prominence is given now to the motif of weeping,
leading up to the three brief utterances of lament. These utterances,
which represented the initial stages of the parents' and wife's grief
in L, become here instead the climax of the corresponding section in
the interpolated version:
e o Quant ot la mére que la pucele dit,
Que Damedeu servira pour son fil,
Tout em plourant la baise enmi le vis;
Plourent ensamble del duel de lor ami,
L'une son fil et 1l'autre son mari.
XXXVI Pleurent ensamble lor ami c'ont perdu.
Pleure la mére et la pucele plus.
"Dius, dist la mére, qu'est mes fiex devenus?"
gou dist 1i péres: "Peciés le m'a tolu."
"Dius," dist l'espouse, "com petit 1l'ai eul
Hier euc signour, mais n'en ai ore nul,
Sans Damediu, le glorious la sus."
S u448-59
It is significant that the original words of the wife: 'Pechét le
m'at tolut' (L 108), which Gierden sees as evidence of her greater
understanding of the spiritual import of what has happened,23 are here
attributed to the father, with little or no rationale. Although the
wife is still distinguished as making the most pious utterance of the
three, it is impossible to avoid the conclusion that the author of the
interpolated version has failed to sense and reproduce all of the
subtleties, particularly the religious subtleties, of his model.
Nevertheless, there does seem to be some justification for the
re-ordering of events that we have found in this early part of the
poem. In the new context that the author has created by important
alterations - the introduction of references to the decking-out of the
bridal chamber (S 120-1) and the much longer scene there, as well as

the anticipatory references to the parents' grief (S 290-1; S 299-300;

S 334-5) not found in L - the bringing-forward of the mother's grief
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and despoiling of the chamber provides a strong and awaited
counterbalance to the extended scene in the bridal-chamber between
Alexis and his wife,

The sending of messengers to look for Alexis, which, in L, had
occurred after his flight from the chamber and before the depiction of
his relatives' grief, comes now in the interpolated version after the
grief depiction, and is extended from twenty to forty-six lines. 1In
extending it and introducing, as we shall see, a more affective note
than was to be found in the original somewhat bald account (L, st.23-
26), the author of the later version has apparently wanted to make it
quite a strong focus of interest in its own right, which is a
explanation for his having postponed it until after he had exploited
the relatives' grief., A link is made between that latter episode and
the messenger episode, in that the messengers recount the grief of
Alexis' family to their hosts in Odessa:

nSignour", dist il, "ques hom est que querés?"

"Un chevalier, un jovene baceler,

Un gentil homme, si iert de Roume nés;

Onques ses péres, qui l'avoit engenré,

N'ot plus d'enfans; sel pooit moult amer . . .

Sous ciel n'a houme, s'il l'ooit regreter,

Ne 1i estuece des iex del cief plourer.

S 482-8

Although these lines are incomplete in S, it is possible to
reconstruct them by reference to ms M containing a thirteenth-century
rhymed version based on ,&,2” and it then becomes clear that the object
pronoun in line 487 of our interpolated version ("S'il l'ooit
regreter®) refers to the wife. Lines 487-8 represent quite a complex
formulation common in depictions of grief in other twelfth-century

texts and found also in L, where it figures in the description of the

mother's grief at Alexis' death, in stanza 86.25
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The report of the relatives' grief not only serves to throw
retrospective stress on the account of their grief in the previous
section of the poem, it also arouses the grief of Alexis himself, who
has secretly followed his father's messengers and has listened to what
they have said:

Sains Alessis a bien tout escouté.

"E! cuers, dist il, com estes adurés!

Gente pucele, mout de mercis et grés:

Jou t'ail fait mal et tu m'as houneré."

Pitié en ot: si commence a plourer.

S 492-6

Alexis' weeping at the mention of his wife's grief is a refined type
of reaction in keeping with the more courtly spirit of the
interpolated version, and in fact it clashes somewhat with his
earlier-reported ascetic joy at having received alms from his father's
servants, a reference which has been taken over from [ in almost
identical form:

XXXIX Nel reconnurent, ne ne l'ont entercié.

Sains Alessis en loe Diu del ciel,

Des sers son pére qui il ert aumoniers.

Ains fu lor sire: or est lor provendiers:

Ne vous sai dire comme il par s'en fist 1liés.

S 471-5 (ef. L st.25)

Yet again we see that the author of the interpolated version is
interested in creating pathos at the expense of much of the
theological thrust of the original. But, to express the matter in more
positive terms, it can be said that he has a strong propensity for
exploiting potentially affective situations which the earlier poet
chose not to develop. This is 1illustrated once more very strikingly
in the episode where Alexis meets his parents on his return to Rome,
In the Yje the father meets him in the street, fails to recognise him
and weeps when his long~lost son is mentioned. (The later version
retains the same line here as the original: 'Pleure des oels, ne s'en

pot astenir' S 676, cf. L222) But in the later version the mother is

also present and joins her tears to those of the father, and the
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latter wrings his hands so much that he drops his gloves and Alexis

picks them up:

Pleure la mére le duel de son enfant

Qu'ot ramentoivre, dont ot le cuer dolant.
Li pére en va ses mains si detorjant

Que a la tere en cairent si gant.

Sains Alessins s'abaisse, se 1i rent.

S 734-8
The elaboration of the motif of hand-wringing is very much in keeping
with the elaborated - even somewhat over-blown - type of grief
rhetoric favoured by the interpolator. The detail of the picking-up
of the gloves by Alexis rounds off the motif of hand-wringing in the
same way as we have seen the motif of fainting from grief rounded off
by a reference to the grieving character being helped up again.

The humanity of Alexis, which was so much in evidence in the
bridal chamber scene, is demonstrated here in his sorrow at his
parents' weeping - though the plot demands that his sorrow must be
concealed at this point, hence the religious explanation:

Com il les voit plourer si tenremant,
Iriés en est, mais il n'en fait samblant,
Crient et redoute ne 1l'voisent ravisant.

De tout a mis en Jesu son talent.
Mieus aimme Diu ke nul home vivant.

S T471-51

The interests of the author of the interpolated version-have by
now emerged most clearly: the several intriguing situations in the
story of Alexis which the author of [, has chosen to treat with great
restraint are the very ones which the later author has chosen to
develop, and in this development references to grief have
contributed to a heightening of the affectivity. The last of these
intriguing situations to be elaborated by the later author concerns the
period of seventeen years which Alexis spends beneath the staircase in
his father's house., The later author introduces conversations taking

place between Alexis and his parents and wife. Father, mother and
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wife each have a touching exchange with him. His father on one
occasion asks him his name, to which he replies enigmatically
'Crestiens ai a nom' (S 807); his mother, intimidated by the silence
of the saintly man living in her house, eventually goes to him to wash
his sheets as an act of charity. She is accompanied by the wife and
admits to her that the saintly man reminds her of her long-lost son:
"Quant je l'regart, membre moi de mon fil;
Pour un petit ne l'resamble del vis.
Lors plour des oels, ne m'en puis astenir,
fou est 11 dels dont m'estora morir."
S 852-5
In exchanges which ensue between Alexis and his mother, he asks her to
forgive him for the trouble he has caused her (S 870-81). Finally, as
the moment of death approaches for Alexis, he makes a series of
utterances to his wife in which he all but reveals his identity (S
980~1034). This little scene is quite redundant to the plot (the
episode in which a heavenly voice reveals to the inhabitants of Rome
the presence of a holy man in their midst is taken over unchanged from
L just before the scene with the wife), it is quite out of keeping
with the original poem's austerity at this point, but it is of
dramatic interest in its own right, as the following lines from the
end of the exchange show:
“Jou ne sui mie de mout lointaing pais,
Quant mi parent seront al sevelir,
Si ert mes pére et ma mére autresi,
Et une espouse que jou ai deguerpi."
Ot le la bele, si jeta un souspir.
"E Dius!"™ dist ele, "jou quic c'est mes amis!
Sire", dist ele, "sont il bien lonc de ci?
Mandas lors tu par mes qui lor desist?"
Ne pot parler, s'est transis l'esperis.
S 1021-9
On the evidence presented so far, it seems fair to regard the

author of the interpolated version as a talented populariser. The

next, and last, interpolated episode is one which both Jessie Crosland
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and John Fox refer to, with evident disapproval, in their literary

26
histories. It involves a rather ludicrous incident concerning the

document which Alexis had written just before his death (in both
versions) in order to explain his true identity. When, in the
interpolated version, this is discovered and handed to the pope, it is
miraculously wafted from his hands and flies through the air to lodge
in the bosom of the wife:

Tout droit en va el sain de la pucele,

Sous son bliaut, entre ses deus mameles,

U ele pleure les mals et les soufraites

Que 1i sains hom sour le degré a traites.
S 1100-3

Alexis' half of the ring is contained in this letter and the pope
Joins the two halves together. Fox says:

These additions to the story are highly significant. They
show how perplexed the author of the revised version must
have been over the attitude towards marriage revealed by the
legend. He has invented this ingenious but highly contrived
way of correcting possible misconceptions concerning the
attitude of the Church to marriage. Unfortunately, in trying
to forestall one misinterpretation, he has introduced a far
more serious one which makes nonsense of the spirit of the
legend, utterly foreign to sugary sentiment and romance.
Unwittingly he has produced a complets negation of the
original version, a veritable anti-Alexis.7

Crosland similarly leans heavily on this episode in her résumé of the
poem and says, in summing up,
There is no need to point out the difference in tone between
the eleventh- and twelfth-century poems - the one sincere and
deeply religious in spite of its poetic form, the other
didactic and superficial (in itgeadded parts) and clearly
adapted to meet a popular demand.
This curiously-worded comment ('... sincere and deeply religious in
spite of its poetic form...didactic and superficial...') and Fox's
more considered judgement do not, in my view, tell the whole story.
The sober lines of the original have become blurred, the interpolated
version is overall an inferior version, yet the pathetic elements

introduced do not deserve to be written off as 'sugary sentiment' and

there is a narrative verve in the interpolator's depictions of the
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characters' grief which in some ways compensates for the lack of
philosophical and artistic rigour. The author of the original poem
was himself strongly drawn to the depiction of human emotions in a
work which, ironically, was intended to celebrate a man who had turned
his back on human emotions. And the artistic judgement of the
interpolator is vindicated by the very fact that he incorporates in
almost totally unmodified form the great fresco of laments which are
the highpoint of the Yie de Saint Alexjs in L. It is to these laments
that we must now turn in taking up again the analysis of grief

depiction in the original poem.

The Depiction of Grief in the Principal Lament Scene
(st.78-99)

In the Vie de Sajnt Alexis (L) the revelation of the identity of

Alexis, now dead, gives rise to the lamentations of father, mother and
wife, their separate reactions being recounted in the same order as
before (in the previous 'grief interlude' after Alexis' flight). This
time, however, there is no interval between the event causing the
grief and the expression of the grief itself, and the abrupt
transition from the neutral tone in which the content of the saint's
document is reported, to the heartfelt expression of deepest grief, is
highly dramatic. It is surely to enhance the dramatic effect that the
variety of physical reactions manifested by Euphemianus in the ¥ita at
this point are reduced to one:29

Quant ot 1i pedre ¢o que dit ad la cartre,

Ad ambes mains derumpt sa blance barbe

386-7

The plucking of the beard, as the sole gesture of grief, is invested

with particular significance. The violence of the gesture is conveyed
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by the notation 'ad ambes mains' though examples from later texts
again suggest that we are dealing here with a conventional mode of

30 The alliterative phrase 'blance barbe' draws attention

expression.
to Eufemien's age: the plucking of the white beard is a patriarchal
gesture,31 though it carries too a hint of pathos in reminding the
audience that Eufemien has grown old waiting for his son to return.
Eufemien is referred to, not by name, but as 'li pedre' and his
opening words in his apostrophe of the dead Alexis are the exclamatory
'E filz'., Initially, then, he does not address Alexis by name. The
words 'pedre' and 'filz' emphasize the family bond and it will be seen
that the address 'filz' occurs six times in stressed positions in the
father's lament (twice as 'filz Alexis'). The forceful gesture and

the opening exclamatory thrust of the lament:

"El! filz," dist il, "cum dolerus message!"
388

sof'ten in the closing two lines of the stanza, in which the sad irony
of the father's blighted hope is emphasised by the lengthy end-of-line
forms:
Jo atendi quet a mei repairasses,
Par Deu merci, que tum reconfortasses."
389-90
At the beginning of the next stanza the dramatic and exclamatory
tone is reverted to, again softening as the father expresses regret
and self-reproach for his blindness. Indeed, this stanza seems to
represent a second 'départ', running somewhat parallel as it does to
the previous stanza, as though the poet were consciously 'tuning up'
for this powerful lament:
79 A halte voiz prist 1i pedra a crfer:
"Filz Alexis, quels dols m'est presentét!
Malveise guarde t'al fait suz mun degrét;
A! las, pecables, cum par fuil avoglét;

Tant 1'ai vedud, si nel poi aviser."”
391-5
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Eufemien now turns from his own grief to describe the mother's,
and in this stanza (80) both content and form reach a new level of
expressivity., Pathos is heightened by the stressing of the close-
knittedness of the famlly, where each member has to cope, not only
with his own grief, but with the spectacle of the grieving of others:
80 "Filz Alexis, de ta dolenta medra!

Tantes dolurs ad pur tei andurede(s]

E tantes fains e tantes consiredes,

E tantes lermes pur le ton cors pluredes!

Cist dols l'avrat enquoi par acurede."

396-400

The lack of verb in the opening line of this stanza throws into rélief
both hemistiches, and the adjective in this‘line, '‘dolenta', is echoed
later in the stanza by its cognates 'dolurs' and 'dols', both harking
back to 'dolerus' in the father's opening words (1.388) and by 'dols'
(1.392). These repetitions intensify the tone of lament. The device
of anaphora, here consisting of the repetition of the word *tantes!,
stresses all that the mother has endured, and the cumulative effect is
furthered by the similarity of the three end-of-line words, a series
of feminine past participles which reaches a climax in tacurede' in
the last line, In this stanza the father's compassion for the mother's
sufferings, a facet of his own grief, underlines the distance between
the family and the sternly ascetic son, who has witnessed the grief of
his parents and wife over many years (st. 48, 49) but has remained
dispassionate towards it.

After the father's expression of loving concern for the mother
comes the equally human, paternal concern for the inheritance,
introduced strikingly by the rhetorical question in which the lengthy
triple subject suggests the extent of the father's possessions:

81 0 filz, qui erent mes granz ereditez,
Mes larges terres dunt jo aveie asez,
Mes granz paleis de Rome la citét?
Ed enpur tei m'en esteie penét,

Puis mun decés en fusses enorét.
401-5
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In contrast to the vision of the father's wealth and what life might
have held for Alexis, depicted in this stanza, the next stanza, 82,
strikes a more weary note:
82 Blanc ai le chef e le barbe ai canuthe;
Ma grant honur t'aveie retenude
Ed anpur tei, mais n'en aveies cure,
Si grant dolur or m'est apar e fide!
Filz, la tue aname el ciel seit absoluthe!
406-10
This stanza is to some extent a summing-up, containing as it does the
allusion to the father's age, the repetition of the idea that he has
worked to build up wealth for his son, and the generalised expression
of grief. The isolation of 'ed anpur tei', heavily stressed as the
rejet of the epnjambement between lines U407 and U408 and repeated from
the previous stanza (1., 404), throws into relief the poignant phrase
which completes the line and which encapsulates the situation:
Ma grant honur t'aveie retenude
Ed anpur tei, mais n'en avejes cure.
407-8
'N'en aveies cure' - in his failure to comprehend his son's outlook,
this is all that the father can find to say about Alexis' attitude to
the family possessions. It exemplifies the theme of his spiritual
blindness, touched upon with irony in the opening stanza of his
lament:
A! las, pecables, cum par fui avoglét!
Tant 1'ai vedud, si nel poi aviser.
394-5
He has no eyes to discern the religious motivation of his son.
The father's spiritual blindness is commented on by Gierden in

connection with the last line of stanza 82:

Filz, la tue aname el ciel seit absoluthe!
410

Bearing in mind that we have been told that the soul of Alexis entered

paradise immediately upon his death (11s. 32-3), Gierden says:

34



Dieser letzte Vers ist eine bei Totenklagen stereotype
Redeweise, wie eine Stelle aus "Li roumans de Berte aus grans
piés" beweist, wo es heisst: 'Or soit de Dieu 1i ame de
Bertain assolue!' (Berte 2424). Aber im Falle des Alexius,
der bereits im Himmel ist, kann doch von einer Schuld nicht
mehr gesprochen werden, die vergeben werden mflsste. Der
Topos hat hier die Funktion, die Seelenblindheit des Vaters
in grelles Licht zu rﬂcken..3é
Gierden may be correct in his interpretation of the function of
the topos in this line, as he is surely correct in his insistence on
the theme of the father's blindness elsewhere in his study,33 but it
is an interpretation arrived at only when the line is considered on a
rather abstract level., P,R. Vincent, in his article 'The Dramatic
Aspect of the Old-French yig‘gg_ggigL.AlngS,3u argues that we should
distinguish between the more hidden meaning of the poem and the
immediate impact it would have made on listeners. It is possible to
empathise with the father at this point, whether we consider that he
is, mistakenly, supposing that Alexis is in need of forgiveness, or
whether we see him as uttering purely ritualistic expressions of
concern for his son's soul. In contrast to the two preceding stanzas,
this stanza (82) appears disjointed., The two preceding stanzas show a
more logical structure and flow. In this one the rhythm is less even,
and the statements less obviously connected. This creates the
impression of a man distracted by grief. Such an impression is
strengthened by the fact that though line 410 ('Filz, la.tue aname el
ciel seit absoluthel') sounds like a closing line, the lament
continues for two more stanzas, elaborating a theme already explored,
that of Alexis' failure to take up his inheritance. The father's
grief thus seems to outrun the structure of the lament. Stanza 83 is
particularly poignant, conjuring up, as it does, with the concrete

nouns 'helme', ‘'brunie', 'espede' and 'gunfanun', a vision of the

military glory that Alexis has foregone:
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83 Tei cuvenist helme e brunie a porter,
Espede ceindra cume tui altre per;
E grant maisnede dofises guverner,
Le gunfanun l'emperedur porter,
Cum fist tis pedre e 1i tons parentez.
411-5
Juxtaposed with this vision of military glory is the picture sketched
in the next and final stanza of the life Alexis did lead. The
contrast is all the more stark because of the words 'dolur' and
'poverte!' appearing in the first line, and because of the rhetorical
question underlining the father's lack of comprehension:
84 A tel dolur ed a si grant poverte,
Filz, t'ies deduit par alfenes terres!
E d'icel[é] bien[s} ki toen dols sen t estra,
Que n'am perneies en ta povre herberge?
Se Dou plofist, sire en dollsses estra.
416-20
The fact that the father's lament does not end on a strongly
conclusive line renders more striking the arrival of the mother, who
is summoned to the scene by the sound of the father's grieving. She
seems therefore to break in on his lament in a very dramatic way:
85 De la dolur qu'en demenat 1li pedra
Grant fut la noise, si l'antendit la medre:
La vint curant cum feme forsenede,
Batant ses palmes, criant, eschevelede;
Vit mort sum filz, a terre chet pasmede,
421-5
The idea of the mother running in when she hears the father grieving
is taken over from the Latin Yita ('Mater vero ejus haec audiens quasi
leaena rumpens rete ita scissis vestibus exiens'). Whereas in the
Latin the mother is compared to a lioness breaking through a net, the
French poet replaces this phrase by the simple human comparison 'cum
feme forsenede' (1.423). It may be felt that the idea of the strength
and ferocity of the mother's love has been sacrificed by the rejection
of the animal image - but in the French poem we have already witnessed

the ferocity of her grief in the attack on the bridal chamber ( - 'Si

1'at destruite cum s'ost l'ait depredethe' - ). A different note is
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sounded here, Gierden says of the phrase 'cum feme forsenede':

Das ist zwar stilistisch minderwertiger, daffir jedoch
affek%éfladener, da es in die menschliche Sphiire verlegt
wird,

In Alexis we find the first extant use of madness as a metaphor for
grief-stricken behaviour, which is to become a rhetorical commonplace
in epic and romance, for example:

Si grant doel ad, por poi qu'il n'est desvét.
La Chanson de Roland 2789

Si grant duel a e si grant ire
Que por un poi le sen ne pert

Le Roman de Troje 15356-T

In the description that follows of the grief-stricken behaviour

of the mother, some of the gestures (the dishevelment of the hair, the
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embracing of the corpse) are taken over from the Latin version, but

here, as elsewhere, the French poet shows himself to be in large
measure independent of his model. He has composed a 'tour de force!
in his depiction of grief, which, as we shall see, is a forerunner of
many such extended descriptions in 0ld French narrative:

85 De la dolur qu'en demenat 1i pedra
Grant fut la noise, si l'antendit la medre:
La vint curant cum feme forsenede,
Batant ses palmes, criant, eschevelede;
Vit mort sum filz, a terre chet pasmede,

86 Chi dunt 1i vit sun grant dol demener,
Sum piz debatre e sun cors dejeter,
Ses crins derumpre e sen vis maiseler,
Sun mort amfant detraire ed acoler,
Mult fust il dur ki n'estoflst plurer.

87 Trait ses chevels e debat sa peitrine,
A grant duel met la sue carn medisme:
"E filz", dist ele, "cum m'o0s enhadithe!
E jo, dolente, cum par ful avogliel
Net cunuisseie plus qu'unches net vedisse."

88 Plurent si oil e si jetet granz criz;
Sempres regret et : "Mar te portai, bels filz!
E de ta medra que n'aveies mercit?
Pur quem vedeies desirrer a murir,
¢o'st grant merveile que pietét ne t'en prist,
421-440
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In stanza 85 the accumulation of present participles ‘'curant' ‘'batant'
‘criant' and the staccato rhythm of lines 423-4 increase the drama of
the mother's arrival, while the extreme simplicity of expression and
strongly marked caesura of the last line of the stanza -

Vit mort sum filz, a terre chet pasmede
425 -

vividly convey the impression of her stopping in her tracks on coming
upon her dead son. The adjective 'mort' here appears for the first
time in the poem. The death of Alexis was described in theological
terms -

Deseivret l'aneme del cors sainz Alexis;
Tut dreitement en vait en paradis

332-3 -
and the father, in his lament, made no explicit reference to the fact
that Alexis had died. So now to hear in uncompromising monosyllables
that the mother sees her son dead brings us face to face with the
physical reality of the situation, with a little shock that
corresponds to the shock sustained by the mother herself, The
overwhelming effect that the sight has on her is shown by her falling
to the ground in a faint. Although this reaction is kighly dramatic
in itself and in its immediate context, it does seem that the phrase
'a terre chet pasmede' is felt by the poet to be a purely conventional
notation, not to be taken seriously on a narrative levél, since no
reference is made to her recovering from her faint, and immediately
afterwards, in the next stanza, she is depicted in a frenzy of grief.
In this next stanza, 86, is found another motif common in grief
descriptions in later texts, suggesting once more that a body of
conventions relating to the depiction of grief existed early in the
development of French narrative. The motif in question, 'Chi dunt 1i

vit...! corresponds to the 'Qui vefst..! motif as will be found, for

example, in epic:
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Qui dont vefst la belle Bfautris
Ses chevex traire et esgrater son vis,
Sou ciel n'a home cui pitiez n'en prefst.

Garin le Loheren 16601-3
in the romans antigues:

qui lor vefst cel duel mener
ne se tenist ja de plorer,

Eneas 6373-4

and in Chrétien's romances:

Qui 1i vefst son grant duel fere,
ses poinz tordre, ses chevox trere,
et les lermes ded ialz cheoir,

leal dame pofst veoir;

et trop fust fel qui la vefst,

se granz pitiez ne l'an prefst,

Erec et Enide 3789-94
The motif is used to striking effect in Alexis since it occupies one
whole stanza and serves as a frame for the description of her grief-
stricken gestures., Gierden comments that the frame is not strong
enough, as 1t were, to contain her grief, since references to hair-
tearing and beating of the breast are repeated at the beginning of the
next stanza (87):
Der Rahmen ist ... zu eng und zu schwach, Er kann den
gewaltigen Schmerz nicht fassen, dem Toben nicht standhalten
und wird gesprengt. Zwei Gebl#rden wilden Schmerzv¢s sind es,
die den Rahmen sprengen . . . Sie erscheinen wieder als
repetitio in der ersten Zeile der folgenden Strophe,
As further evidence that the Alexis poet has recourse to phrases that
are to be elements in an enduring rhetoric of grief, it is worth

noting the conventional aspect of the line which opens stanza 87T:

Trait ses chevels e debat sa peitrine.
431

Compare, for example,

Desront ses dras, ses cevels a tirés

Aliscans 3540a

des poinz se fiert, ses chevols tire
Eneas S144

ses mains detuert et ront ses dras

Xvain 1159
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The mother's violent gestures are summed up in the next line -

A grant duel met la sue carn medisme
432

and her lament begins with an apostrophe of her dead son:
"E filz", dist ele, "cum m'oWs enhadithe!
E jo, dolente, cum par fui avoglie!

Net cunuisseie plus qu'unches net vedisse,"
433-5

The effect of rhetorical formalization is heightened by close
similarities with elements in the father's lament, for example, his
opening words:

"EY filz", dist il, "cum dolerus message"
388

and his reference to his failure to recognise Alexis:

"Al las, pecables, cum par fui avoglét!
Tant 1'ai vedud, si nel poi aviser"
394-5

A further similarity between the two laments lies in there being a
second 'départ' to the mother's lament at the beginning of stanza 88
(after her initial apostrophe of Alexis in stanza 87) and this

parallels the second 'départ' to the father's lament referred to on

page 32 above.

88 Plurent si oil e si jetet granz criz;
Sempres regret et : "Mar te portai, bels filz!
E de ta medra que n'aveies mercit?
Pur quem vedeies desirrer a murir,
¢o'st grant merveile que pietét ne t'en prist",
436-40

The phrase 'Mar te portai, bels filz!' reintroduces a theme present in
her first speech, after Alexis' flight, that of her motherhood. This
theme is to dominate the remainder of her lament:
89 A! lasse, mezre, cum oi fort aventure!

Or vei jo morte tute ma portedre.

Ma lunga atente a grant duel est venude.

Pur quei[t] portai, dolente, malfefide?
Co'st granz merveile que li mens quors tant duret,
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90 Filz Alexis, mult ofis dur curage,

Cum avilas tut tun gentil linage!

Set a mei sole vels une feiz parlasses,

Ta lasse medre, si la [re| confortasses,

Ki si'st dolente, Cher fiz, bor i alasses!
91 Filz Alexis, de la tue carn tendral

A quel dolur deduit as ta juvental

Pur quem fufs? Jat portai en men ventre,

E Deus le set que tute sui dolente;

Ja mais n'erc lede pur home ne pur femme.
92 Ainz quet vedisse, sin fui mult desirruse;

Ainz que ned fusses, sin fui mult angussuse;

Quant jo(f] vid ned, sin fui lede e goiuse.

Or te vei mort, tute en sui doleruse.

$o peiset mei que ma fins tant demoret.
93 Seinurs de Rome, pur amur Deu, mercit!

Aidiez m'a plaindra le duel de mun ami.

Granz est 1i dols ki sor mai est vertiz,

Ne puis tant faire que mes quors s'en sazit:

N'est pas merveile: n'ai mais filie ne filz."

4h1-65

The theme of bereaved motherhood occupies a central position in stanza
89, where the first and last lines consist of general expressions of
grief but the middle three make specific reference to the mother
having carried Alexis in the womb. Line 442 -

Or vei jo morte tute ma porteflre
harks back to that previous striking line, 425 -

Vit mort sum filz, a terre chet pasmede.
The word '"morte' stands out starkly in its directness, on account of
its position before the caesura, and by its being echoed in the other
stressed word 'portefire' which evokes, in contrast, the process of
pregnancy and birth. The whole statement is driven home by the
repetition of the dental consonants. The reference in the next line

to the 'longa atente' which has come to nought might be thought of as

the thirty-four years since his flight, during which she has awaited

his return, and also perhaps to the years of childlessness which
preceded his conception. However the most likely interpretation is

that she is referring to the months in which she carried him, since
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this is the subject of the rhetorical question in the next line - 'Pur
quei[ﬁ] portai, dolente, malfefide?' The line completing the stanza,

fo'st granz merveile que 1i mens quors tant duret
Lys

parallels the final line of the preceding stanza,

fo'st grant merveile que pietét ne t'en prist
Luo

and a similarformulation is used in the very last line of lament:

N'est pas merveile: n'al mais filie ne filz.
465

These repetitions, particularly if the text was spoken aloud, would
have had incantatory value,

In stanza 90 passing reference is made to Alexis' contempt for
his 'gentil linage' (446-7). The mother's concern for her kin can be
seen as corresponding to the father's concern for her. But it is not
dwelt upon, and the focus is on the mcther's self-pity and regret.
The sense of what-might-have-been is highlighted by the end-of-1line
forms - 'parlasses', 'confortasses' and 'alasses' (which are echoed
internally by 'lasses' and 'si'st'). It is understandable that the
author of the interpolated version should have retained this poignant
stanza when incorporating the mother's lament, even though, in the
interpolated version, Alexis had spoken kindly to her before his death
(see pages 28-29 above), and the stanza thereby loses its point.

In the following stanza (91) the mother briefly evokes the
passing of Alexis' youthful comeliness:

Filz Alexis, de la tue carn tendral
A quel dolur deduit a ta juvental
451-2
These words echo a reference in a much earlier stanza (24) to the fact

that the messengers sent by Alexis' father to seek him after his

initial flight do not recognise him:
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Si at 11 emfes sa tendra carn mudede,
Nel reconurent 1i dui sergant sum pedre;
116-7
This faint reminiscence in stanza 91 of Alexis' original flight from
his family is part of a larger network of echoes in that stanza, which
is very similar in content to a stanza of the lament uttered by the
mother after his flight (27):

27 ———————LE;lz Ale[;]is,l |por queijt\ portat ta medra? F—————————

—{ Tu m'ies fuft,| [dolente en sui remese b

Ne sai le leu ne n'en sail la contrede

U t'alge querre; [tute en sul esguarethe.|

——JJa mais n'ierc lede,l kers filz, ne n'ert tun pedre.

91 —{ Filz Alexis, |de la tue carn tendral

A quel dolur deduit as ta juventa!

A{Pur quem fu¥s? lgat portal en men ventre,%

E Deus le set que [tute sui dolente;}—~

—] Ja mais n'erc lede| pur home ne pur femme.

Of the ten hemistiches in each of these two stanza, no fewer than five
occur in identical or very similar form in both stanzas, though,
mosajic-like, the pattern is different in each case. Elements of the
mother's earlier grief are thus built in to her grief at his death.
In stanza 92, the perspective is very different., 1In that much more
rigorously structured stanza we have a summing-up of the evolving
nature of the mother's relationship to her son over a life-time:
92 Ainz quet vedisse, sin fui mult desirruse;

Ainz que ned fusses, sin ful mult angussuse;

Quant jo t vid ned, sin fui lede e goiuse.

Or te vei mort, tute en sui doleruse.

fo peiset mei que ma fins tant demoret.

456-60

The chronological progression is strongly marked by a series of

temporal conjunctions -~ 'ainz que... ainz que... quant... or...' The
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stages of the relationship are based on the physical stages of
motherhood: her attitude to her son before his concéption, before his
birth, at his birth, and now, when she sees him dead. These
milestones emphasise the elemental nature of her relationship with her
son and hence the strength of her grief at his death., The four
adjectives representing her successive feelings stand out because of
their length and their end-of-line position, The last line, not ending
in an adjective and not part of the chronological progression, is
isolated, and on account of this and its directness of expression it
receives particular stress:

go peiset mei que ma fins tant demoret.
460

Her response to Alexis' death is a wish that she should die too, and
this completes the impression of the whole stanza: since, in her
grief, she sees her whole life in terms of her relationship with her
son, it is logical that when he ceases to live she has no longer any
'raison d'étre!'.

Vincent says of the mother's lament:

The phrases pour out, pell-mell, scarcely coherent, ampl§
testifying to the vivid realism of the poet's conception.3

This does not seem to me to be a totally accurate comment on the
lament. Not only is controlled use made of repetition at various
points, but the whole is held tightly together by the dominant theme
of bereaved motherhood and this theme is expressed in a poetically
heightened form in the penultimate stanza of the lament, the one just
discussed. Furthermore, the final stanza, 93, provides a very
definite rounding-off to the lament, since in it she makes a
rhetorical appeal to the noblemen of Rome to join her in her
lamentations, and this signals the end of the lament by reminding us

of the external circumstances of the narrative.
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The sense of formalisation is sustained by the arrival of the
wife, whose lament immediately follows. She is referred to here
(1.467) as once previously (1.237) as 'la pulcele que il out
espusede'. Although thirty-four years have passed since the marriage
ceremony, she is presented here, along with the father and mother, as
an emblematic figure, with no suggestion of the fact that she is now a
middle-aged woman, and, as the father and mother expressed
specifically paternal and maternal concerns in their laments, so hers
is infused with the passionate longing appropriate to the figure of
the disappointed bride. Notably, whereas the father tore at his beard
in a dignified patriarchal gesture and the mother was depicted in a
frenzy of grief, no mention at all is made of signs of grief
accompanying her lament. She simply appears and begins to speak. The
opening lines of her lament are distinguished by the respectful
address 'Sire', and by the controlled, yet at the same time
emotionally charged, statement of her situation:

94 Entre le dol del pedra e de la medre

Vint la pulcele que il out espusede.

"Sire," dist ela, "“cum longa demurede

Al atendude an la maisun tun pedra,

Ou tum laisas dolente ed esguarede."

466-70

Even the exclamation here - 'cum longa demurede' - seems, in the
circumstances, to be almost an understatement, and the uninflated tone
of her statement, coupled with the lack of gesture, suggests a
resignation on her part in keeping with the wifely role. The
rhetorical tone is heightened in the next stanza where she addresses
Alexis by name ('Sire Alexis') and where the accumulation of phrases -
'tanz jurz . .. tantes lermes .. . tantes feiz . . . ' - recalls the
very similar formulation - 'tantes dolurs . . . tantes fains . ., .

tantes consiredes . . . tantes lermes' - in a stanza of the father's

lament (st.80. See p.33 above):
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95 Sire Alexis, tanz jurz t'ai desirrét,
E tantes lermes pur le tuen cors plurét,
E tantes feiz pur tei an luinz guardét,
Si revenisses ta spuse conforter
Pur felunie nfent ne pur lastét.39

471-5
In stanza 80 the father had been describing the grief of the mother.
In the stanza just quoted, the sorrows described are those of the
speaker herself. The effect of poignancy thus created is increased by
the image of the girl expectantly scanning the horizon. The fleeting
evocation of this realistic scene gives life to the theme of her long-
sustained sorrow.

A new departure is signalled in stanza 96 with the reference to
the youthful comeliness of Alexis and the fact that it will not decay
in death, This more sensuous note is heralded by the apostrophe '0
kiers amis' (1.476):

96 O kiers amis, de ta juvente belal

¢o peiset mai que purirat en terre.

E! gentils hom, cum dolente puis estral

Jo atendeie de te bones noveles,

Mais or les vei si dures e si pesmes!
97 0 bele buce, bel vis, bele faiture,

Cum est mudede vostra bela figure!

Plus vos amai que nule creature,

Si grant dolur or m'est apar[é]udel

Melz me venist, amis, que morte fusse,.

476-85

As was noted on page 42 (above), the theme of Alexis' comeliness was
evoked briefly by the mother in stanza 91, but appropriately it
receives most emphasis in the wife's lament., In stanza 96 her regret
that his youthful beauty will decay now in death contradicts somewhat
the reference at the beginning of the next stanza to the changes his
appearance have already undergone. However, 1n the perspective
offered by stanza 96, Alexis has remained the comely youth who left
home on the day of his marriage, in the same way as she, the middle-

aged woman, is presented as the virgin bride. Alongside the regard

for Alexis' physical appearance, it is appropriate too that the wife's
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lament should be the only one of the three to contain a direct

declaration of love:

Plus vos amai que nule creature
483

Even so, if her lament does contain elements particularly appropriate
to the lament of a wife, as the father's and mother's laments
expressed specifically paternal and maternal concerns respectively,
still there are links between her lament and the other two which bind
the three characters together as a unified grouping. The theme of
Alexis' comeliness present in the mother's and wife's lament has
already been mentioned. Line 484 of the wife's lament -
Si grant dolur or m'est apar[e}ﬁde!
is identical to a line from the father's lament (409). Both wife and

mother express a desire for death:

(mother) Melz me venist, amis, que morte fusse
u8s

(wife) $o peiset mei que ma fins tant demoret
460

In stanza 98 she declares that if she had known the identity of the
recluse below the stairs, she would have gone to him there. This
stanza may be compared with stanza 90 in which the mother expressed
the wish that her son might have spoken to her before his death:

(mother) Filz Alexis, mult ofis dur curage,
Cum avilas tut tun gentil linage!
Set a mei sole vels une feiz parlasses,
Ta lasse medre, s8i la [re]confortasses,
Ki si'st dolente. Cher fiz, bor i alasses!
446-50

(wife) Se Jo[t] solisse la jus suz lu degrét
Ou as gefld de lung' amfermetét,
Ja tute gent ne m'en solist turner
Qu'a tei ansemble n'ofisse conversét:
Si me letist, si t'ofisse guardét.
486-90

In the first of these stanzas the mother is entirely self-centred in

her grief, lamenting that Alexis had not come to comfort her, while
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the wife speaks less selfishly of going to be with him in his
discomfort, but in both stanzas the tone of weary regret is uppermost,
intensified by the repetition of the dragging sibilants, particularly
in the repeated use of the imperfect subjunctives.

The last stanza of the wife's lament (99) is distinguished by a
firmly conclusive tone, appropriately 80, since this stanza rounds off
the three laments, The first three lines contain simply expressed
statements of fact about the wife's present and future situation as a
wldow, with a note of negation dominant:

"Or sui jo vedve, sire," dist la pulcela,
"Ja mais ledece n'avrai, quar ne pot estra,
Ne ja mais hume n'avrai an tute terre".
491-3
In the fourth line an entirely new perspective is opened up with the
phrase 'Deu servirei' (494) where the name of God is thrown into
strong relief by the contrast with 'hume' in the previous line, by its
position at the beginning of the 1ine, by the phrase in apposition,
and by the fact that God becomes the main subject of the final line:
Deu servirei, le rei ki tut guvernet:
I1 nem faldrat, s'il veit que jo lui serve.
494-5

The most apparent interpretation of the wife's decision to 'serve
God' is that she now declares herself willing to be led, by Alexis'
example, and doubtless also by the memory of his parting words to her
(11s. 66-7), to reject ephemeral human love in order to seek what is
lasting. Howard S. Robertson, however, puts forward a sterner v;tew:“0

. .. the mother's wish for death (v.460) is mirrored in the
spouse's resolution to die to this world; rejecting mortal
men, she will serve God (vv.493-1), The bride's
uncomprehending and selfish response offers no evidence that
her reasons stem either from Alexis' saintly example or from
his raisup (vv.66-7), however edifying it might be so to
interpret it even at a distance of 427 lines. Her only
comment is "Il nem faldrat, s'il veit que jo lul serve"

(v.495), which suggests a disappointed wife seeking a more
rewarding abode for her affections.
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Robertson's interpretation is an element in his argument for the
superiority of the version of the poem referred to as A which ends at
stanza 110 (omitting also stanza 108). The final fifteen stanzas in L
(i.e. those omitted in A), as well as describing the miracles of
healing wrought by the saint's body, and its eventual burial, refer to
the reunion of Alexis and his wife in Heaven (st. 122). Robertson
argues that this 'happy ending' is at variance with, as he sees it,
the austerity at the core of the poem. He emphasizes the self-centred
nature of the family's grief, maintaining that they fail to respond
appropriately to the revelation that Alexis is 'l1l'ume Deu' (1.343).
Disapproval of the family's reactions is indeed expressed, albeit it
fleetingly, in the poem itself. WVhere a formal end is brought to the
description of their grief by the introduction of those who accompany
the body, the Pope himself condemns lamentation:

100 Tant i plurat e le pedra e la medra,

E la pulcela, que tuz s'en alasserent,

En tant dementres le saint cors conreerent

Tuit cil seinor e bel 1l'acustumerent:

Com felix cels ki par feit 1l'enorerentl!
101 "Seignors, que faites?" go dist li apostolie.

"Que valt cist crit, cist dols ne cesta noise?

Chi chi se doilet, a nostr'os est 11 goie,

Quar par cestui avrum boen adjutorie;

Si 11 preiuns que de tuz mals nos tolget."

496-505

In the dismissive phrase 'Chi chi se doilet' (1.503) the pope séems to
be referring to the family's grief. If indeed the text in A does
represent the more authentic version, then that phrase contains the
final reference in the poem to the parents and wife of Alexis, But it
seems improbable that these three characters, who have played such
important roles from the beginning and whose grief has been twice
depicted at such length and with such poignancy, should be dismissed

so summarily and disappear from view so suddenly. Uitti suggests

that, since the text of A ends at about the same place as the Yita,
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tne scribe might have compared the poem on hand with its
source and decided, rather clumsily, to 'restore' the

vernaculﬁr version to its pristine Latin form by lopping off
the end. 1

Indeed, even if the family's grief is to recede in importance against the
wider theological context, the Pope's words and the aphorism in line
500 (Com felix cels ki par feit l'enorerent’) in no way provide an
adequate counter to the weight of description accorded to the grief.
If anything, a text ending at stanza 110 of the poem, only nine
stanzas after the laments (omitting stanza 108), gives more
prominence, not less, to the theme of human suffering. After the
twenty-two stanzas devoted to the parents' and wife's laments, the
longer ending of L, with its stress on the celebration of the saint,
provides a very necessary counterbalance to the grieving. Indeed,
starting from the stanza after the Pope's exhortation (101), and
discounting the final two stanzas which form an epilogue (124 and
125), we find there are, similarly, twenty-two stanzas describing the
veneration of the saint, the miracles his body brings about, his
ceremonious burial and his uvltimate union with the wife in Heaven.
These stanzas are necessary to place the extended depiction of grief
in a proper perspective in a poem which purports to show that lasting
Joy comes from God.

The placing of grief in its proper perspective in La Vie de Saint
Alexis does not, in my view, entail condemnation of the parents and
wife, in spite of their failure to respond to the revelation that
Alexis is 'l'ume Deu'. Their grief is depicted in so poignant a
fashion and expressed in places with - one might almost say - such
lyricism, that it stands unashamedly in its own right as a passionate
expression of human suffering. In the overall context of the poem it
may indeed represent the sorrow that comes in the wake of all love not

directed solely to God, but in the Yie, asin the Yita its immediate
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effect is to create empathy rather than arouse condemnation. It is of
interest to note that at Alexis' burial the parents and wife (having
been forced by sheer fatigue to end their lamentations - 1.49T7) resume
their expression of grief, but are outdone in this by the people of
Rome (the subject of lines 593 and 594):
119 Or n'estot dire del pedra e de la medra

E de la spuse cum il s'en doloserent,

Quer tuit en unt lur voiz si atempredes

Que tuit le plainstrent e tui le regreterent:

Cel jurn i out cent mil lairmes pluredes.

591-5

Such a rich note of affectivity near the end of the poem is perfectly
in keeping with the tone created by the descriptions of the parents'
and wife's grief in the central areas of the work. The epic ring of
line 595 -

Cel jurn i out cent mil lairmes pluredes
suggests that the author was at least as interested in portraying
human emotion as he was in transmitting a theological view, Indeed,
one might question whether ultimately these two aims are not at
variance with each other, as they are more glaringly in the
remaniement.

What makes La Vie de Saint Alexis an important starting-point in

a study of the role and expression of grief in medieval French
narrative is that, for all the poem's overtly didactic character,
lamentation and grief depiction emerge as privileged topoj,
forcefully expressed, consciously structured, and already containing a
substantial number of the elements that are to continue to function in
the rhetoric of grief depiction in the genres that overtake the

saints' lives in popularity and significance in the twelfth century,

namely the epic and courtly romance.
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The Presentation of Grief in the 11;3&2

To complete the analysis of grief depiction in the principal
lament scene, some comparison with the corresponding section in the

Vita is necessary, in addition to the points of comparison between the

two versions that have already been noted on pages 13, 15, 31 and 36
above. Whereas in the Vie the lament of each character, father,
mother, wife, provides a strong focus, in the Yita the mother's is
pre-eminent. The father's lament is not only shorter than the
mother's, but unrhetorical and somewhat colourless. The keynote is
'Why has this happened to me?' He regrets the death of a lost son
with whom he had hoped to be reunited and who should have looked after
him in his old age, and asks what consolation remains,

In the Yita the mother appears, as we have noted, 'quasi leaena
rumpens rete', clothes rent, hair flying, eyes raised heavenward. She
cannot reach the body because of the crowd ('prae nimia multitudine')
and begs to be allowed through to see her son. The French poet omits
this realistic detail in fayour of the much more dramatic and
immediate confrontation:

Vit mort sum filz, a terre chet pasmede
425

The stress on motherhood, while not absent in the lament in the Vita,
is lesé pronounced. The French poet has gone well beyond his model
here, as in the father's lament also. The burden of the first of two
utterances by the mother in the Yita ('Why have you done this to your
father and myself?' - 'Heu me! fili, lumen oculorum meorum, quare sic
nobis fecisti? Videbas patrem tuum et me miserabiliter lachrymantes

et non ostendebas te ipsum nobis . . . ') seems to figure briefly in
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the mother's speech in the Yie as

Filz Alexis, mult ofls dur curage,

Cum avilas tut tun gentil linage.

4u6-7

The reference to 'patrem tuum' seems to resurface in the father's
reference, in the VYie, to the sorrows Alexis' mother bore for him (st.
80). In the Vita the mother breaks off from her lament to throw
herself on her son's body and embrace and caress him. These details
have been incorporated, in the French, into the depiction of grief
which precedes her single long speech of lament, the French poet
being concerned not to interrupt the flow of rhetoric. The opening
words of the mother's final speech in the Yita, 'Plorate mecum omnes
qui adestis', are quite closely reflected in the opening lines of the
final stanza of maternal lament in the Yje:

Seinurs de Rome, pur amur Deu, mercit!

Aidiez m'a plaindra le duel de mun ami.

461-2
The lament of the wife in the Yie is, as we might now expect,

more elaborate than its Latin equivalent, but with one clear echo: in

the last stanza of her lament, the words

Or sui jo vedve
491

are a reminiscence of her opening words in the speech in the
Yita: ‘'Heu me, quia hodie desolata sum et apparui vidua'.

The wife's lament in the Latin contains the delicate image of her
husband as a mirror in which she can no longer gaze: 'Jam non habeo
in quem aspiciam nec in quem oculos levem. Nunc ruptum est speculum
meum et periit spes mea'. This has not been taken over by the French
poet -~ doubtless it was too precious an image for his rather sober
taste. Indeed, the Latin laments are interspersed with a number of
rather refined phrases, none of which are retained in the Yie: the

father refers to his son as ' custos senectubis meae' and the mother



uses the set phrase 'lumen oculorum meorum'. In the Yie Alexis is
addressed by name or by the appelation 'filz', 'Filz Alexis' or 'bels
filz' by his parents, and 'Sire', 'Sire Alexis' and 'Kiers amis' by
his wife, imagery being sacrificed in favour of directness. The
mother's request in the Yjta that her eyes be granted 'fontem
lachrymarum' has no counterpart in the French,

To sum up, it is clear that in this part of the poem the French
poet has incorporated a modicum of detail from his Latin model, but
has greatly adapted the basic elements, rendering the family's

grieving more dramatic and more intense.
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NOTES

For a brief description of the manuscripts of La Yie de Saint
Alexis, see pp.24-30 of Christopher Storey's edition: La Vie de

Saint Alexis. Iexte du Manuserit de Hildesheim (L) (39).
All quotations from ms L are based on Storey's edition.

Claims that ms A offers a superior version to ms L are discussed

by Howard S. Robertson, "La Vie de Saint Alexis: Meaning and
Manuscript A" (149). See pp. 48-9 above,

See G. Paris et L. Pannier (eds), La Vie de Sajnt Alexis, poéme
%u{lgm;gﬁmwlumﬁmm. XIIle et XIVe siecles
37) p.4s.

See O, P¥%cht, C.R. Dodwell, F, Wormald, The St Albans Psalter
(140), pp. 126-46; S. Sckommodau, "Das Alexiuslied. Die

Datierungsfrage und das Problem der Askese" (155), pp. 298-324.

G. Paris (op. cit., (37) pp.i3-4) quotes from an eleventh-century
document referring to one, Tedbalt of Vernon, of whom it was
said: "Hie quippe est ille Tetbaldus Vernonensis, qui multorum
gesta sanctorum, sed et sancti Wandregisili, a sua latinitate
transtulit atque in communis linguae usum satis facunde refudit,
ac sic ad quamdam tinnuli rhythmi similitudinem urbanas ex illis
cantilenas edidit.," Paris translates thus: "C'est ce Tedbalt de
Vernon qui a traduit de leur latinité les vies de plusieurs
saints et entre autres celles (sic) de saint Wandrille, les a
refondues pour l'usage de la langue commune avec assez
d'éloquence, et en a fait d'agréables chansons d'aprés une sorte
de rhythme tintant.”

The Yita is contained in the Acta Sanctorup Bollapdiorum, July
17, IV, pp.251-3. It is reproduced by J-M, Meunier in the

preface to his edition of Lg Vie de Saint Alexis (38), pp.11=-17
and is partially reproduced below (footnote 42).

Gierden's study (82) is primarily an exploration of the
theological aspects of the poem, while dealing also with the
classical and scriptural precedents for the depiction of grief.

S is edited by Paris, Pannier op., cit., (37) pp.197-260 and also
by Hildegard Heinermann, Das altfranz®sische Alexjuslied der
Handschrift 12471 der Bibl. Nat. ip Paris (cod,S). (40)

In the Yita the family begin to grieve only when messengers have
returned after their fruitless search for Alexis,
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10.

1.

12.

13.

1“.

15.

16.

17.

18.

See Gierden, op. cit., (82) pp.20-1; P.R. Vincent, "The Dramatic
Aspect of the Old-French Vie de Saint Alexis (172), pp. 532-3.

Gierden, op. cit., (82) p.32, note 66.

"Cambre, dist ele, mal fuissiés atornée.
Contre ques nueces vous avoie paréel"

ms S, 417-8
Lines 55, 61, T74.
Gierden, op. cit., (82) p.32.

It ought however to be noted that the line containing the simile
of the army has been called into question. Meunier reproduces it
as "Si 1'at destruite cumdis 1'ait host depredethe" and Storey as
"Si 1'at destruite cum s'ost 1l'ait depredethe,” Storey says in a
footnote (op. cit., (39) p.99) 'Dans L le vers est trop long et
le mot dis n'a pas de sens, Les variantes de A (8,l.d. cum hupm
la ust preee) et P (s,1.d, cum sel leust preee) montrent
1'embarras des copistes devant ce vers difficile. Nous croyons
qu'on lira le mieux cum s'ost l'ajit depredethe, mais encore ajt
est étrange; on stattend A efist, et dans ce cas i1l faudrait lire

orefdle(thle avec 4, P.'

This uncommon use of apostrophe to address a room is also found
in La Chanson de Guillaume where Guillaume, returning home from a
defeat, surveys the empty hall, set for a meal, where his dead
barnage will not now dine:

"Ohi, bone sale, cum estes lung et lee! . . . "
2399

However E.R. Curtius, "Zur Interpretation des Alexiusliedes" (66)
argues forcibly against there being affinities between epic style
and the style of Alexis, which he considers to reflect the Latin
tradition: 'Das Alexiusleben ist kein mehr oder minder sorgloser
Umguss einer Prosavorlage in epische Laissen - schon die
Symmetrie und Sorgfalt des Strophenbaus spricht dagegen -,
sondern eine nach lateinischen Mustern und Regeln gearbeitete
poetische Composition. (p.117).

"Sponsa vero ejus dixit ad socrum suam: Non egrediar de domo
tua, sed similabo me turturi, quae omnino alteri non copulatur,
dum ejus socius captus fuerit; sic et ego faciam, quousque
sciam, quid factum sit de dulcissimo conjuge meo." Yita, 54-7.

Storey, op. cit., (39) p.100, p.105.
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19.

21.

22.

23.

2y,

25,

260

27.

28.

Heinermann, in a discussion attaching to her 1957 edition of S

(40), places it in the mid-twelfth century (p.131).
See p. 12 above.
Gierden, op. cit., (82) p. 34.

Compare:

A icest mot chiet a terre pasmee,
Li clers Estevenes l'en a sus relevee,

Aliscans 4038-9

Plure Willame, Guiburc s'est pasmee;
I1 la redresce, si l'ad confortee.

Chanson de Gujillaume 2408-9

See also pp. 90-2 below.
Gierden, op. cit., (82) p. 21.

"Pierdut avomes un gentil bacheler,

Le fil au conte ki Rome doit warder;

N'ot plus d'enfans, mout le devoit amer,

Tant k'1l le fist une dame esposer;

Mais il le fist a forche,,,.

Fuls s'en est en essil decha mer,

Li pére en cuide esragier et dierver,

Se douche mére ne l'puet entroublier;

Et 11 puchiele ki tant le pot amer,

Sos chiel n'est hon, s'il 1i ot regreter,

Ne 1i estueve d'andos les ieus plorer.
13th century rhymed version

(M 469-79)

See pp. 38-9

Jessie Crosland, Medieval French Literature (65); John Fox,
A Literary Historvy of France: Ihe Middle Ages (75).

Fox, op.cit., (75) p.33.

Crosland op cit., (65) p.11.
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29.

30.

31.

32.

33.

3’".

35.

36.

37.

38.

39.

uo.

41,

"Euphemianus autem pater ejus, ut audivit verba chartae, factus
exanimis cecidit in terram, et surgens scidit vestimenta sua,
coepitque canos capitis sui evellere, barbam trahere, atque
semetipsum discerpere et corruens super ipsum corpus clamabat

e o o " (¥Yita, 137-41).

Compare:
Ses lons cheveus blans e chenuz
A o ses dous mains derompuz,

Le Roman de Troje 25189-%
In La Chanson de Roland, Charlemagne reacts similarly in his
grief at the loss of Roland:

Sa barbe blanche cumencet a detraire,
Ad ambes mains les chevels de sa teste,
2930-1

Gierden, op. cit., (82) p .50.

ibid, pp. 165-7.

Vincent ,art. cit., (172) pp. 529-30.
Gierden op. cit., (82) p. 52.

", ..coma dissoluta ad caelum oculos levabat. ... Et iterum
atque iterum prosternabat se super corpus, et nunc brachia super
11lud expandebat, nunc manibus vultum angelicum contrectabat

e o o " (m' 1“8, 155-7).
Gierden op. cit., (82) p. 56.
Vincent, art. cit., (172) p. 535.

In a footnote relating to this problematic line, Storey proposes
the adoption of Wilmotte's interpretation of it: "Si tu étais
revenu consoler ta femme ce n‘aurait été (de ta part) ni par
félonie ni par lacheté&". See Storey's edition (39) pp.117-8.

Robertson art. cit., (149) p. u434.

Karl D, Uitti, "The Old French Vie de Saint Alexls: Paradigm,
Legend, Meaning," (168) p. 292.
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42. The lines describing the grief of the parents and wife at the
discovery of Alexis' death in the Vita are reproduced below (see
note 5):

Euphemianus autem pater ejus, ut audivit verba chartae,
factus exanimis cecidit in terram, & surgens scidit
vestimenta sua, coepitque canos capitis sui evellere,
barbam trahere, atque semetipsum discerpere: & corruens
super ipsum corpus clamabat: Heu me Domine Deus meus,
quare mihi sic fecisti, & quare ita contristasti animam
meam, & per tot annos suspiria, & gemitus incussisti mihi?
Ego enim sperabam aliquando audire vocem tuam, & de te
agnitum habere, ubicumque esses, & nunc video te custodem
senecturis meae in grabato jacentem, & mihi non loquentem.
Heu mel qualem consolationem in corde meo ponam?

Mater vero ejus haec audiens, quasi leaena rumpens
rete, ita scissis vestibus exiens, coma dissoluta ad
caelum oculos levabat, & cum prae nimia multitudine ad
sanctum corpus adire non posset, clamabat: Date mihi viri
Dei aditum, ut videam consolationem animae meae, ut videam
filium meum, qui suxit ubera mea. Et cum pervenisset ad
corpus, incumbens super illud, clamabat: Heu me! fili,
lumen oculorum meorum, quare sic nobis fecisti? Videbas
patrem tuum, & me miserabiliter lachrymantes. & non
ostendebas teipsum nobis; servi tui te injuriabant, &
sustinebas, Et iterum atque iterum prosternebat se super
corpus, & nunc brachia super illud expandebat, nunc
manibus vultum angelicum contrectabat, osculansque
clamabat: Plorate mecum omnes, qui adestis; quia decem &
septem annos eum in domo mea habui, & non cognovi, quod
unicus filjus meus esset, sed servi ejus injuriabant,
alapsis percutiebant eum, & sputa in faciem ejus
Jjactabant, Heu me! Quis dabit oculis meis fontem
lachrymarum? ut plangam die, ac nocte dolorem animae meae,
Sponsa quoque ejus induta veste Adriatica, cucurrit
plorans, & dicens: Heu me! quia hodie desolata sum, &
apparui vidua. Jam non habeo in quem aspiciam, nec in
quem oculos levem. Nunc ruptum est speculum meum, &
periit spes mea; amodo coepit dolor, qui finem non habet,
Populus autem videns haec, lachrymabiliter flebat.
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Chapter Two

THE EPIC

Aspects and Causes of Grief in Selected Epics1

In broadest terms the epic genre is characterised by the
narration of large-scale martial events in a feudal setting. The epic
poet's chief concern is to depict action so he is on the whole more
interested in telling 'what happened next' on the plane of external
events than in spinning a web of intricate connections, investigating
motives or speculating on what he is relating. The essentially
paratactic nature of epic structures and the fact that, in Payen's
words, 'Ltacte y prévaut sur la sensibilité'2 account for the large
proportion of references to grief which are brief almost to the extent
of being parenthetical:

Et Viviens voit ses hommes morir;

Jeil duel en 2, le sens quide marir.

Par molt grant maltalent vait sor paiens ferir,
Chev,V. (ms C) 825-7

Premierement lo bon destrier trova

Qu'Aymeris ot com en 1l'angarde ala,

Qant le conut forment se dementa.
Puis vit le cor que Aymeris brisa.
Guib.d'A. 2070-3
Ot le Guillaumes si prist a lermoier,
Molt belement l'en prist a araisnier
Mon.G. (II) 5542-3
Raoul 1'of, pmornes fu et enbruns.
A l1'ostel va, o lul maint compaingnon,
Raoul 634-5
In these and many other instances the poet simply documents the fact
that a character grieves in a certain situation, He is recording an

event rather than evoking a state., Even when the description of grief

is several lines or lajisses long the emotion is nearly always
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portrayed as an immediate reaction to a well-defined cause. This is
borne out by the frequency with which characters grieve in response to
something they hear (often bad news brought by a messenger) or see:

Guillelmes 1'9t, s'an est molt afrés;
Ne pot mot dire, tant par fut abosmés.
Dame Guibor a .iii. sopirs giteis,

Li cuens Bertrans est de deul enclinés;
Grant deul en fait 1i riches parentés.

Chev,V. (texte cr.) 1152-6

Quant 1'ot Marsilie vers sa pareit se turnet,
Pluret des oilz, tute sa chere enbrunchet

Roland 3644-5

A grant marvoille fut corociés Guillelmes,
Cant Viv®en yojt gesir a la terre,

Chev,V. (texte cr.) 1865-6
Quant Lowis, le rei preisié,
yit si murir ses chevaliers

e ses cumpainnes detrenchier,
mut fut dolenz e esmaié.

Gorm. 360-3

Duel ot Fromons cant sa jent yit morir

Garin 12630
Yoit le Raoul, mornes fu et pensis

Raoul 2845
Examples of this kind, while indicating the stereotyped preszsntation
‘ot/voit + effect', also show that instances of grief in the epic
constitute limited responses to particular stimuli rather than
pervasive moods or lasting states of mind. Hence the ease with'which
characters make the transition from one extreme of emotion to another,
In La Chapson de Gujillaupe the hero weeps because of the defeat and
dishonour he has sustained at Archamps, but when he learns that
Guiborc has assembled a large company of men to help him make a
comeback his tears become laughter:

Dunc rist le cunte, si laissad le plorer

Ch.de G. 1359
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Similarly with Bertran in La Prise d'Orange:
Li cuens Bertrans fu dolanz et plains d'ire.
Endementiers que il pleure et sopire,
Ez Gillebert qui entra en la vile,
Les degrez monte de la sale perrine.
Voit le Bertrans, si commenga a rire;
A sa voiz clere hautement 1i escrie:
"Bien vieigniez vos, franc chevalier nobilel"

Pr.d'0. 1727-33
While the apparent abruptness of such changes of mood may, on the
syntactic level, be the result of parataxis (as in the two instances
quoted) they may also indicate a real fact of medieval sensibility.
Paul Rousset, in an article entitled 'Recherches sur 1'émotivité 3
1'époque romane',3 cites aspects of the history of the feudal epoch
which suggest that the atmosphere of the period was one of permanent
insecurity and concludes that
la sensibilité était tendue, en état d'alerte, et ceci explique
dans une large mesure les brusques revirements d'humeur d'une
population en état de tension continuelle,
Huizinga's comment on the later Middle Ages seems pertinent to the
earlier period too:
To the world when it was half a thousand years younger, the
outlines of all things seemed more clearly marked than to
us...All things presenting themselves to the mind in violent
contrasts and impressive forms, lent a tone of excitement and
of passion to everyday life and tended to produce that
perpetual oscillation between despair %?d distracted joy..which
characterize [s| 1ife in the Middle Ages. :
Certainly grief and joy are held in tension throughout the epic.

Grief may be referred to in terms of absence of joy, e.g.

Hui perdera Guillelmes sa baldor

Chev.V. (texte cr,) 1720

Ntauroie mes joie en tote ma vie

Guib,D'A. 114

Poi avrai joie quant de moi partirés

Mon.G. (I) 35

Cum decarrat ma force et ma baldurl

Roland 2902
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Elsewhere the two extreme emotions are Juxtaposed. The omniscient
narrator may point the contrast between present Joy and future grief:

En la vile entre qui molt est grans et bele;
Trueve] ces dames qui gisent as fenestres,

Et en ces places carolent ces puceles;

Dedens la vile demenoient grant feste,

Mais grant dolor i fera en cort terme.

Chev, ¥ (ms C) 1263-7

or between present grief and future joy:

Adont plorerent maint baron chevalier,
Tordent lor poins et font un doel plenier,
Pleurent puceles et bacheler legier.

Mais il ne sevent la joie qui lor vient.

Mon,G (II) 5521-4
In Roland the joy of the triumphant pagans is set against the

lamentation of the French:

I1 1'abat mort; paien en unt grant joie.
Dient Franceis: 'Mult decheent 1i nostre.‘

Roland 1627-8

Very telling use is made of implied contrast in two epics that relate
the story of the defeat of the French at Archamps, Aliscapns and La
Chanson de Guillaume. In Aliscaps Guillaume is pictured ricding back
to Orange after the battle that has been such a disaster for his side.
The sight of Orange as it looms into view (Al 1555-8) reminds him of
the buoyancy of spirits with which he set out from the town, a
buoyancy which contrasts with the bleakness of his return:

"Diex", dist 1i quens, "qui tot as a baillier,

A com grant joie je m'en issi l'autr'ier!

Puis ai perdu maint vaillant chevalier,

Ou je n‘avrai mais nul jor recovrier."

Al 1559-62

The same device of implied contrast to create a sense of grief is used

in La Chapnsop de Gujillaume when Guiburc fails to recognise the

—

dejected Guillaume, whom she is expecting to come home amidst

—

scenes of victorious joy:

63




"S1 vus fuissez Willame al curb niés,

Od vus venissent set mile homes armez,

De Frans de France, des baruns naturels;

Tut entur vus chantassent ces Juglers,

Rotes e harpes i oist hom soner.

- Allas, pecchable!" dist Willame al curb niés,
"A itele joie soleie jo ja aler."

Ch,G 2244-50
(There is a corresponding exchange in Aliscans 1812-24).
In La Chanson de Gujllaume also, Guillaume's grief is conveyed
with extraordinary sensitivity when he sees the empty hall decked out

for the victory feasts that will not take place:

Il veit les bancs, les formes e les tables,
La u soleit seer sun grant barnage;

I1 ne vit nul juer par cele sale,

Ne deporter od eschés ne od tables.

Puis les regrette, cum gentil home deit faire.

"Ohi, bone sale, cum estes lung e leel

De totes parz vus vei si aurné,

Beneit seit la dame qui si t'ad conreié.
Ohi, haltes tables, cum estes levees!
Napes de lin vel desure getees,

Ces escuiles emplies e rasees

De hanches e d'espalles, de niueles e de obleies,
N'i mangerunt les fiz de franches meres,
Qui en 1'Archamp unt les testes colpeesi™
Plure Willame, Guiburc s'est pasmee;

I1 la redresce, si 1'ad confortee,

Ch.G 2394-409
Conceptually, then, there is a strong sense of interplay between
joy and grief - two extremes of emotion, Grief is also often presented
as being something which is in itself experienced violently - witness
the frequency of the stereotyped line which consists of a four-
syllable formula containing the phrase ‘'tel / si grant duel' followed
by the six-syllable formula conveying the notion of a violent or

deeply-felt reaction, often expressed in terms of the character nearly

losing his senses:

Tel duel en ot, le sens quida marir
Al 1145
Tel duel an a le sens quide derver
© ' 3808
Tel deul en ot ne pot .i, mot soner

Chev, Y. (Texte ¢r.) 719
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Teil duel en a, le sens quide marir

Chev,V. (ms C) 826

Moine tel duel que n'a soing de sa vie
Pr, de Cordres 462
Tel deul en fait lou sanc cuide desver
719
Lors a tel duel a pou d'ire ne fent
Pr, 4'0 1071
Lors a tel duel a pou ne pert le senz
1830
Tel duel en fait si grans ne fu ofs
Raocul 31
Tel duel demaine, chiet 1i 1i brans d'acier
1517
Or a tel duel le sens quida changier
1731
Tel duel en a le sens quide changier
1846
Tel duel en a, toz en va tressuan t
2662
Tel duel en a le sens quide changier
2706
Lors ot tel duel del cens quida issir
3192
Tel duel en a le sens quide changier
3363
Tel duel en a le sens quide marir
3465
Tel duel en a le sens quide derver
4o72
Tel duel en a chetle en est pasmé e
4179
Dunc ad tel doel, pur poi d'ire ne fent
Roland 304
Si grant doel ad que par mi quiet fendre
1631
Si grant doel out que mais ne pout ester
2219
Dunc out tel doel, unkes mais n'out si grant
2223
Si grant doel ad, por poi qu'il n'est desvét
2789
Si grant doel ai que jo ne vuldreie estre
2929
Si grant dol ai que ne voldreie vivre
2936
Si grant doel ad sempres quiad murir
3506

As confirmation of the statement that grief in the epic is often
presented as an immediate reaction to a well-defined cause, it is

worth noting that in thirteen of the twenty-seven instances here
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quoted, the 'tel / si grant duel' formula is preceded by a line
relating that a character sees (or hears of) harm done to comrades or
loved ones (or, in Raoul, 4197, a town), for example .

Quant Aerofles vit Danebur morir,
Tel duel en ot, le sens quida marir.
Al 1144-45

Cant vit ses homes et chaf®r et verser
Tel deul en ot ne pot .i. mot soner.

Chev, V (texte cr.) 718-19

Quant Arragon voit tormenter sa gent,
Lors a tel duel a pou d'ire ne fent,

Pr, d4'9. 1070-71
Li sors Gueri vit ces homes morir,
Et son neveu travillier et fenir,

Et sa cervele desor ces oils gesir.
Lors ot tel duel del cens quida issir.

Raou] 3189-92
Dame A. fu par matin levée,
Et vit la vile par defors alumée;
Tel duel en a chefle en est pasmé e

Raoul 4195-97
Li arcevesques, quant vit pasmer Rollant,
Dunc out tel doel, unkes mais n'out si grant,.
Roland 2222-3
(Other examples Chey,V. ms C 826, Raoul 1729-31, 1844-46. 3362-63,
3464-5, 4071-72, Roland 1630-31). Such a sequence may herald a speech
(Al 1146, Raoul 3193) or may be followed up by avenging action (Ch,V.
ms C 827, Pr. d'0, 1072, Raoul 3364, 4073-4). When grief is
transmuted into avenging action, as it frequently is in epic, duel
clearly represents two emotions in modern terms, grief for the pain
and loss that has been caused, and anger towards the perpetrator.5
In one short lajsse from Roland, the grief of the hero (who is

presented in the first line) arises out of his hearing the

lamentations of his men and results in his both uttering a speech and

taking avenging action:
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Li quens Rollant tint s'espee sanglente,
Ben ad oft que Franceis se dementent,

=1 grant doel ad gue par mi guiet fendre.
Dist al paien: 'Deus tut mal te consentel
Tel as ocis que mult cher te quid vendre.'
Sun ceval brochet, ki del curre cuntence;
Ki que.l cumpert, venuz en sunt ensemble.

Roland ls CXXIV
Here the stereotyped grief-reference under discussion acts as a kind
of pivot on which the finely-structured laisse balances - an example
of what measured effects can be achieved with the seemingly blunt

components represented by the stereotyped phrases and motifs.
The planctus, and Scenes of Mourning for Fallen Warriors

In an era when the element of oral delivery was important in many
forms of popular literature, the use of direct speech was a compelling
feature of epic, and characters in the throes of grief frequently put
their grief into words, be it individually or collectively, in
soliloquy or to others. Two articles by Paul Zumthor, "Etude
typologique des planctus contenus dans la Chanson de Bglgnd‘6 and
YLes planpctus épiqueéﬂyfocus attention on the speech of mourning
particularly cultivated in the epic genre, which he defines as

un passage d'une chanson de geste, exprimant la douleur
ressentie par un _personnage en présence du cadavre d'un
compagnon d'armes,
Basing his researches on six epics, La Chanson de Guillaume,La Chanson
de Roland, Gormont et Isembart, Le Moniage Quillaume, Raoul de Cambrai
and Girart de Roussillon, he classifies and lists examples of the
following motifs recurrent in the planctus:

(1) 'lien narratif / annonce de la plainte’

(2) 'l'apostrophe!

(3) 'la priére!

(4) '1'é6loge du défunt!

(5) ‘'signes extérieurs de la douleur'

é6g 'la douleur intérieure'
i 'allusion 4 la patrie lointaine'

(8) ‘'ubi est?!

(9) ‘'évocation de la situation présente'
(10) 'mare fustes'
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Using a slightly modified scheme of classification and a larger number
of texts, J.J. Duggan extends the scope of Zumthor's researches by a
masterly analysis of the frequency of the various motifs and the
configurations in which they are found. Arguing that, after Roland,
the planctus form tends to be diluted by interposed narrative, he

concludes:

The Chanson de Roland holds the sole literarily effective
example of the genre, and has no successors in this respect
..« The planctus as a semiautonomous traditional motif
disintegrated during the century following Oxford,

The planctus commends itself to study as a highly distinctive
(because clearly defined and easily recognizable) element in epic., It
has no doubt attracted attention also because of the resemblance it
bears both to speeches for the dead found in medieval Latin

10

literature and autonomous lyric forms in French that were to have

currency throughout the Middle Ages.‘1

But for the contemporary
audience we may surmise that the epic planctus in themselves (and some
of them are very short)12 would be of less interest than the larger
mourning episodes in which they were sometimes embedded. The
individual planctus most often provides a focal point in a long scene
or lengthily developed situation and there is a strong tendency for it
to be associated with other planctus for the same individual
character. Of the fourteen epics selected for this study, five
contain no planctus at all.'3 In the other nine, out of 45
Elﬁnggg§,1u 31 are in groupings of two or more and are inspired by a
total of merely seven different characters (in only six epics). These

are as follows (the 1ine or lajsses references include the planectus

itself and its immediate context):
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Aliscans
1. VIVIEN is lamented by his uncle, Guillaume, in four planctus
(somewhat loose examples of laisses similajres) when he is
dying, and in one brief planctus when he is dead
706-14; 728-49; T50-60; 766-805i. 907-11

Ch, de Guillaume
2. VIVIEN is lamented by Guillaume in three planctus when he is
dying
1996-2000; 2001-10; 2016-30

Ch, de Roland
3. OLIVER is lamented in three planctus by Roland
1978-88; 2024-34; 2207-14

4, ROLAND is lamented in five planctus (in consecutive laisses)
by Charlemagne
2881-91; 2892-908; 2909-15; 2916-2932; 2933-45

Gormont et Isembart
5. GORMONT is lamented by his vanquisher King Louis in two

consecutive plapctus
525-35; 537-45

Raoul de Cambraj
6. RAOUL is lamented on the battlefield by his uncle Gueri in

three planctus (laisses similaires)
3165-74; 3175-88; 3189-200
He is lamented when his body is brought home, by his mother
Aalais in one planctus
3557-67
by his cousin Gautier in two planctus (in laisses similarjes)
3610-27; 3636-45
by his sweetheart Helufs in three planctus
3665~82; 3683-95; 3711-5

Garin
7. BEGUES is lamented by Fromondin (the son of his sworn enemy)
10846-54; by his nephew Rigaut, 10966-75; by his brother
Garin, 11429-53; by his wife Biatris, 11552-64.
Duggan's findings showed that the planctus occurred in its most
complete form in Roland (as an expression of Charlemagne's grief for
his nephew) and later, in Duggan's terms, became diluted. He has
demonstrated this latter assertion from the specialised and restricted

viewpoint of a study of formulae, Interest in the formulaic character

of the planotus has perhaps distracted attention from their wider
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contextualisation. From one point of viey the planctus may become
diluted; from another point of view the scenes of mourning become more
elaborate. 1In La Chanson de Gujillaume and Aliscans the mourning of
Vivien may have been inspired in some particulars by mﬂi but the
narrative interest of the mourning scene is stronger than that of
Charlemagne's mourning for Roland. Most strikingly, the mourning of
Vivien is interwoven with the account of his death, since Guillaume's
lament brings him back sufficiently to consciousness to partake of the
Sacrament before expiring (La Chanson de Guillaume 2031 et segq;

Aliscans 806 et seq). In Aliscans, which treats at greater length

than La Chanson de Guillaume material they seem to have from a common
sour'ce,16 the theme of mourning extends into a long episode where

Guillaume tries unsuccessfully to carry Vivien's body away on
horseback, and finally, after a night of vigil, abandons it tearfully
and with many backward glances (Aliscans 865-938; compare La Chanson
de Guillaume 2052-67).

In Raoul de Campbraj the mourning of the dead Raoul by his uncle
Gueri on the battlefield matches Charlemagne's mourning of Roland in
narrative sobriety; the three planctus uttered by Gueri depend on a
restricted number of motifs (one of which, the revenge motif, does not
figure in Zumthor's l1ist as a characteristic plapnctus motif). The
motifs used occur in the same order in each of the three planctus to
create a tightly controlled group of lalsses similaires. They are as
follows: the finding of Raoul by Gueri (3165-6; 3175-80; 3189-91),
Gueri's physical reactions (3167; 3181; 3192), the apostrophe allied
to Gueri's opening expression of grief (3168; 3182; 3193) and the
motif of revenge (3169-T72; 3183-9; 3194-200). But this impressively
sober series of planctus is only a prelude to an embellished scene of
mourning for Raoul when his body is brought home and he is lamented by
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