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CHAPTER I
Introduction
This is a study of structurzl technijue. It

attempts to show that the development of Chaucer's
structural technique, from The Boock of the Duchess

through The uougse of Fame to Troilus and Criseyde
and The Xnightes Tale, wés a gradual process which,
in the courscfafiits develapment, aﬁsorhed the for-

mal ideal of Dante and the organic plots of Boecca-
cclio and fused them in a carefully planned artistic
form designed to achieve the naxiwum of formal sym-
metry., The maiﬁ purpose of this study is to show
that Chaucer's later structural technique aimed at
the real;zatibn of proportion, the quality which the
medieval mind considered mosﬁ essential to objlective
beauty, in the furm of hisvlanger poems. Such a
study 1s valuable because it revezls how Chazucer

trunsforwed his borrowed subject matter, ideus, verses,
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and plots, intc a highly unified, symmetrically shaped
art form.

With about five hundred years intervening between
Chaucer's death and the present day, it is not sur-
prising that almost évary ma Jor aspect of Chaucer's
life and works has been thoroughly analyzed, At the
same time, it 1s even more surprising that one of the
most important festures of his works, the structural
technique which they reflect, has beén zlmost coum-
pletely slighted, Eicepi for gemeral references to
the pleasing, balonced structures of tne Troilus and
The snightes Tule, or to the fallure of the structure

of The House of Fame, there has been no thorough con-

cern on the part of scholars for Chaucer's structural
technique. #done of the critics who have mentioned
the careful planning whichh they tael must h&va gone
into the composition of Chaucer's louger poems has
att&mﬁteé to show how completely the forms of Chaueer's
worksirefleét a progressive development toward the
échtévement of a narfative structuée which is both
formally symmetrical cnd organically unified.
Apparently only three critics have more than
menticned the significance of the formel symﬁetry
which characterizes the Troilus and The Knightes Tale.

Bach of these critics, Thomas H. rrice, Peroy Van Uyke



Shelley, and Hildegard iangel, notices the _rinciple
of ;roporticn at work in Chaucert's structurzl tech-
nique in one or more joems, but none of them follows
the deveIOyment of this aspsct of. ChQucer's tschniqua
from the earlier to the luter poems, and.nenesof thenm
relates the principle upon which that technique is
baged to the thought of the period; Their general
tendehcy‘is,tc view Chaucer's tééhniquo &S more modern
than medieval, mére in the spirit of the Renaissance
than in the spirit or'thg Kiddle Ages.

Thomas H. Price analyzes Troilus and Criseyde

in order "...to 5now.,,the.é§idenceu0f Dr. Lounsbury's
sumary of Chaucer's poetical character, the evidence
of deliberate and careful ealeulatioﬁ, of cool, self-
conscious, almost infzllible skili.?l1 But Price, after
noticing the "absolute symmetry of proportion® in the
scenes he finds in the Troilus, goes on to prove that
the structure of the ;oem is a dramatic strucﬁurt, one
which "...anticipaneﬁ the. ovolution of the modern drama
and romance."” # He examines the roem =3 he would a
sixteenth century play and camparea it to Shakespeare*s
1. Thomas R, Price, "4 Study in Chaucert's Method of
Narrative conatruntion,“ MLA (II), New Series 41, 1898,

p. 307,
2. Ibid., p. &15.
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trestment of the sawe tule, ils conclusion, that
Chuaucerts umunagement of the uction where it differs
frow Suckespecre's 1s an antlcipation of the prac-
tice of modern drametists, does not tell us wmuch
asbcut the actusl form of Chaucer's goem, He is con-
cerned with the mbvemant of the aetion, vut not
with the organization of the parts of the action
and the relation between thatrarg&niz&tion and the
formal patiern of the poem,

By neglecting the structural changes Chaucer
mede in cdapting Boccaceio's Filostrato to his own
design, Price fails to observe the significince of
the five part form in which Chaucer wclded the or-
ganic plot he borrowed from Boccagclo. Attem_ting
to prove thut Chaucer wus ahead of nils zge in dra-
watic technijue, Price overlosks the fact that Chaucer
wus a nlghly szilled artist :ctording to the stin-
dards of his own age, an age which saw proportion
and symmetry as essential aspeets of beauty, not
only in cathedruls, for instance, but in literature
as well,

Altiough Perey Van Dyke .belley 1s interested
in proving that Chauéer was more modern thun he was
medieval in another sense -- in his use of realistie

description ¢nd characterizution -~ he, too, is con-



scious of the balsnced form of Chaucer's nurrative poems.
He notices, for example, thut the Iroilus, in its scenes
and a3 & whole, has ",,.,ucquired nicer pru_ ortion and
symmetry than the euarlier works ;assess.“s But, since
Shelley'!s concern is not with this aspect of Chaucer's
technique, his references to it ure not continued
throughout his examination of Chaucer's works. When he

discusses The Knightes Tule, for instunce, he fsils to

mention its formsl syuwetry. His final judgment on
The Knightes Tale reflects his particulsr interest and
reveals his foilure to note the importince of form in
a study of Chuucer's develogmsnt as an artist:

Thus, into The Knightes Tule, which belongs

to a literary type that is usually relatively

deficient in realism and in character por-

trayal, Chaucer has succeeded in introducing’

a great deal of reslism znd not a little char-

acter interest without sacrificing its essen-

tially roumentic ztmosphere. It is a jpoenm

full of pageantry and action, and it moves

with & grave and stately beauty.... 4

An investigution of the form ani structure of
Chaucer's Canterbury Tuleg made by Hildeg rd Engel in
1921 is more thorough than those of ¥rice and Chelley.
In her attempt to reveal Ch.ucer's m<thods of con-
struetion by an analysis of the design of his poems,
Miss Engel notes that one of the qualities of the °TH
and structure of The Knightes Tale is its symmetry.

5. Percy Van Dyie Shelley, The Living Chaucer, Phila-
d@lyhi&, 194"3, I). 4“1.

;bi .3 P- ‘04{3



She pays particulur attention to Chaucert's parallel-
ism, his method of Q&lancing speeches and sgenes. She
notes that "Chaucer's parallelism often extends to
numerical propartians"b in the number of lines he de-
votes tﬁbbalanced elements, In her sttenpt to vork
cut a symmetrical pattern in the poem us & whole by
comparing the structure of the poem with the structure
of & modern symphony, however, she is led away from

the actual literary form of The Knightes Tale. Des-

crihing the form of the poem in terms of preludes, wo-
tifs, themes, interludes, and movements is interesting,
but irrelevant to Choucer's method of literary compo-
sition., Often the fullure of the tule to fit into the
symphonic &ehemb mi:kes Chaueer's technique seenm inade~
quate to the material he was working with. The 305#
trary is true, however; Cuwuterts art was adsquaté to
snape his material into a successful art foﬁm. ?iawed
as a plece of literature in terms of the arrﬁngemﬂnt‘
of the parts of the action within the formal design of
the poem, The ﬂnightes Tale is an almost perfectly con-
structed roem., Valuable and interesting as is Miss
Engel's study, it does not, in its trestment of The
Knightes Tele, throw & grezt deal of light on the
essential characteristies of Chaucer's literary tech-
nique,

5., Hildegard Engel, Strucfure,and Plot in Chaucer's

Canterbury Tules, (i 2issert tion)University of Donn,
1921, p. 38,




In contrast to these studlies, this paper alms at
a fairly thorough analysis of the form of Chaucerts
longer poems. As & study in technigue, it is cenca%ned
aluost entirel?éﬁith-teehnical considerations, with
the problem of composition rather than with ﬁrcbleéﬁ
of realism; characterization, 1nterprét&tian, and
versification. Technique, here, 1s used in the same
sense thut Joseph Warren Beach used the term to des-

cribe "the structural art of the novel: the method
o 8
of assembling and ordering...elements of subject natter.™

Other terms which afe used consistently throughout
this paper are defined in.the-rollawing list;

Formal: Bare, external design or outline of & poem 4
distinguished from the matter cowm osing it.

Urgenies Poszessed of a systematie, co~ordinated, inter-
related structure, Ay;lied to the watter within an X~
ternal design, For example: Hplsodlc plots are not or-
ganic; the episodes follow cne anotaer for no apperent
reason; they are not related toc one another by the nec-
essary or probable warking cut of a groblem situation.

Foru: The shape and structure of a ;oem. It describes
the relzticnship between the externcl design and the in-
ternal structure,

Structures The arrangement of‘the parts of the subject
maetter of a poem, ,

Episode: A set of events that stend out or apaert from
larger pleces of action as of particular mQUuut. 2.1~
sodes: ara essential pieca% of action from which a plot
is canstructed.

T W D e ek nSe el wees AR I AW A - -

8, Joseph VWarren Beuch, The Tecianique of Thomas liardy,
Chicago, 192, p. vi,




Sx%ggtgx: Due or balanced proportions; beauty of form
arising from such balance, Applied here to the corres-
pondence in size, shape, and arru.ngement of the parts
of the structure ln the formal design of a poem,
Prgnggg;ggz The balanced disposition of the various parts

an action among themselves, and of the various parts
to the whole,

As the kind of terms defined here implies, this is

a study of craftsmanship, of artifice, rather than a
study of Art. The consern here is with the mechanieal
principle Chaucer followed in order that he might mold
his materisls into & shape which for him vas an artis-
ticﬂidaal‘_an}end to be achleved by the proper arrange-
ment of his subject matter. The purpose of this study
is to describe the way in which Chaucer applied that
principle by dividing his subject matter, balancing the
parts of it within the whole, and attempting to main-
tein a logical relation between the structure and the

ﬂoaigh in order to realize a medieval esthetic ideal.



CIAPTER IIX
The Medleval Esthetic Idezl

Perhaps the inclination to think of Chaucert's
work apart from its intellectual baciground has ob-
scured the significance of the foruw of Chaucer's
poetry, It is lupossible to apjrulse the esthetie
quality of Chaucer's long narrative poeums unless ve
do understand the Kind"of_fcrm he was using in which
to embody the stories, ideas, and attitudes he took
frowm otherréuthors. And we cannot understznd that
form unless we realize:tnat in shaping the contents
of his work in particular ways, Chaucer was trying
to achieve in literary art an ideal which medieval
philosophers had described as the essence of beauty.
Unlegss we ccme Lo our recding of Chaucer with some
xnowledge of medlevil estheties, it is impossible
elther to appreclute thoroughly or to evaluate Chaucer's

work. We cun recognize the importance of form in
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Chaucert's poems cnly by recognizing thot form as &
graphic representation of ¢ medlevil artistic ideal,

It is impossible to ussume, however, that Chaucerts
contect with medieval esthetle theory was s direct one,
that he read the scattered remusrks made by St. Thomas,
for instunce, on the nature of beauty, and finedlately
incorporzted in his puems the eséhetic qualities St.
Tiomag discussesg. Nor was it sossible for him to comé
in contuet with & body of eritic.l writings which anal-
yzed the nsture of be.uty in literary art, for literary

riticism had not as yet beccme’a postime for writers

or a problem for philosophers. During the Middle Ages,
literature vas not recognized as a fine art,l and no
attempt was made to view literary works as objJects which
reflected beauty =s their scle function,

During the age of Chuucer, the artist subordinated
the purely esthetic jualities of art to the ethical doc-
trines art was sup osed to co&municate.~ If art réceived
any sanction at all, it was a wmorsl sanction, At least,
the content was judged on moral grounds vhen it was judged
as art by the officisls of the society. But morzl  rinci-

rles were not the only principles by which the medicval

artist worked., If morgl ecnsidersticons usuclly determined

the ccntent of his work, it did not deteruine his techniue,

1. Katharine Everett Gilbert ang ielmut Kuhn, A :lstor

of isthetics, New York, 1288, p. 157.




11

In this respect he was limited only by his «bility and
his Bnowledge, The consideration of technical matters,
of ways of arr¢nging his material and giving form to
the content of his wvork, freed him from the domination
of moral principles. Thus freed, with certain formal
principles in mind, he could strive to achieve in his
work an approximation of his esthetic ideal,

The esthetlc principles whilch Chzucer must have
known were expressed =1l through the Hidﬁle'Ages until
a definite theory of beauty had becouwe = part of the
medlevel wind., The essence of this theory is reflected
in the wmany similar definitions various medieval-thinkers
givé far beauty: ,

St. ifugustine, following Clcero whosgse defini-

tion hud become & platitude, defined bezuty

as "proportion of the purts, together with a

certain agreeableness of color', Jiher wedie-

vil definitions vary only aligntiy the way

of conceiving the formal harmony. 4lbertus

Magnus d&finﬁd beauty as "elegant coumensur-

cbility"; . Thomas, as involving the three

condlitions Of 1ntegrity, proportion, and

brightnessy Yherever the medleval philoso-

phers found these gualities and relations,

there they found their beauty, vwhether in the

whole spectacle of the universe, in man, in

buildings, or in songs.... 2 o
The emgb&sis‘on pr0portiwn in these definitions indicates
the relicnce of the medieval &ind uyon geouwetry. In St.-
Augustine, for instance, the concept of beuuty becones

so formal st times as to be a complete interpretation of

B I i I R R I

<. Ibid., p. 129.
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beauty in the light of mathematical principless

The formal principle of bezuty a3 the many-
in-one determines for &t, Augustine the most
beautiful gecmetrical figure., He says :n e~
quilatersl triangle is more beautiful than a
scalene, because the scalene QUHtLiﬂa less
equblity. But the triangle in gner:l equal-
ity connects sides and ungles, while in the
square, ejuuality comnects ildentities: that
is, sides with sides, znd cungles with cngles,
80 the sjuare genaruily pUS5eS5.e8 mMore 8-
guality than the triwnglﬁ and is to be ;re-
ferred from the esthnetic stondpoint., &

Yhen &y;lyiﬂg'thi&lgeametricai theury of beéuty to archi-
tecture, St. Asugustine siys,

OUne is shocked at‘mny unnecessary inequulity

in the parts of fabriceted things., One is net

content, for inst nce, if a house nus one

door on the side and another aliost in the

middle but not juite. On the cuntrary, one

is satisfiled if there is a vindow in the

midcle of a ~all and & window ut each side

of it at the suwue uidtance frow the midu 10.4

ﬁltsough St. Thowas &Quin&sf(l.xD~ZJ?4?} was not
concerned with esthetics as & sepurate braneh cf shilo-
sophy, there ure reflections upon the nature of beuuty

, 5 ‘ ,

scattered throughout his writings. In the definitions
he gives for beuuty, St. Thomas stresses the juality so
important to St. fugustine. Uhen he shows thet beauty
is not merely subjective, but a property of objects we

deslgnuate &s4beautltul,-S;.YTuomas says, "Beautiful things

e Ib%g,,}p. e,
‘i e (i PQ }.C}G.

5. haonard Calluhan, & Tneory of wsthetic icco ding to

tiie Princi;les of St. iﬂu&aa Ajguinas, (4 dissertutiin) The
CatnoLic University of America, 4as. 1ngton, D.C., Lo, o

for v



are those which pleuse when seen; wherefore, bezuty
6
consists in due proportion.t In anvther place, he

showg the relation between beauty and the sgenses znd
agaln emphasizes proportion:

Besuty consists in due _roportion; for the
senses are delighted in duly proportioned
things, us in what is after their own kind;
beczuse sense 18 a sort of reason, and so
is cvery cognitive faculty. 7

In & detulled anulysis of beuuty, St. Thowas re-

duces the objective jualities of bezuty to three: in-
tegrity, sro;ortion, and splendor, Of the threé, St
Tnomzs stresses projportion,

iyuines,..seeus to have given greater imjor-
tance to tids facter than to the other two
wileh he has laid down, for In certzin pass-
ages, proportion alane is wentiined as «.con-
ﬂition of objective beauty. Frosortion con«
sists in -the corrzct dis9asition of the vari-
ous parts of an object or sction among them-
selves, and of the various parts to the vhole,
It is perhaps the most striking element of
all those which are associated with the con-
cept of order, since it represents order com-
pleted. It 1s undoubtedly for this resson
that Aquinas has chosen this condition for
particular mention smong the qualities of
objective beauty vather than such affiliated
nctions as variety, unity, and harmony --

&1l of which wre implied in the idea of ro-
portion. Variety denctes nothing more than
& multiplicity of diverse things or actions,
or successive chunges; through the york of

arrangement or pruportign. these Xﬁzious :
u?% re et in htrmonlots rel.tions, thus
ect

ng he unity of the object or work. 8

64’ xb;d.’ ?' 1.«0
’7‘ Ibid. s p. 5&» -
8, 1Ibld., Gu=-l,
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It 1s necessary to em hosize the definition of the
principle of prwéarticn given here, fur the idea of “the
correct dis.ositicn of the varlous parts of an object
or action among themselves, und of the various ;arts to
the whole" a: indispenszble for beauty is un ide:s which
we find reflected again and zgain in medleval art. It
18 an ap;lic.tion uf the kind of bezuty St. Augustine
finds exemplified to ;erfeetioh in geometrical forms.
ind it becomes an aprlicatlon of geometry; of the bal-
anee of masses, not only to the plastic arts; but to
liter.ry art as well, Used poorly, the prineijle results
in the attzin.ent of halance or gropertion at the ex-
pense of the content's unity; thus the integrity of the
wérk is aastroyed; When it 1s used ccrrectly, the fur-
mal pattern and the orgunic content are equaliy e ha-
sized, and we get a logical, furmsl plen blending per-
fectly with the action described.

Proportion, then, is the single ;rinciple which
demiﬁates the esthetic sense in the kiddle iges, Every-
vhere in medieval art the principle 1is reflected. The
facade of the medieval'c&thedrai i1s designed té:cqnform
to an idezl of-symmetry. Medieval painting saows the im-
position of geometrical form on relligious subjects and
themes, And medleval literature also reflects the geo-~
metrical bent of the ﬁediaVal wind, The b.laznced forual
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outline, which constituted bezutiful form in the
Middle Ages, 1s most clesrly represented in litera-
ture in Dante's closely proportioned Divine Comedy.
The completely ordered design of the poen is a4 re-
presentation in litersry form 0f the philoso:hical
concept which dominstes the formal arrangement of
the subject matter in other kinds of medievsl art,

| Every part of the Divine Comedy is completely
‘_plannsd and qrdnréduén the basis of the principle of
' prcgartion. There are three main partsy each g@rt
1s divided into thirty-three cantos Qith an introdue-
- tory canto in the first part. The cantos are quan-
titatively bulunced with only a margin of thirty-eight
lines between the longest and the shortest. Tﬁa’far~
mal symmetry is carried out further by the divisiom
of the three main parts into nine sections eaéh. From
the smallest detail to the plan of the whole, :gg
Divine Comedy is dominated by a concern for symmetry
and p:éparticn;a ‘ :

The adhnreﬁgs to proportion in the form of liter-

| ary art ﬁas not limited to Dante, hevevér, for the fdezl
was not the rroperty or the creation of a single writer.
Hor was thé apilication of the prineiple of proportion
to literary form restricted to Italian writers. In Eng-

W N R GGy WD WD R R S NNR AR A S e

9., G. G. CUulhon,,gggggzgg_gggggggg, Cambridge, Eng.,
1939’ Pe £13.
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land, about the time Chaucer wus writing The liouse of

Fame, another medieval értist was at work ap lylng the
principle to the form of narrstive poems. The struc~

tural technigue of this anonywous writer parallels the

meticulous technique reflected in The Divine Comedy.

In one of his wmost famous vorks, Gewzin snd the Green
Enight, tho formal outline and the internal arrangewent
of the parts exhibit the same careful planning for "due
proportion® as the Itallian poem, but without the complete
preclsion that characterlizes Dante's work., Although it
lacks the wide scope and vision of The Divine Comedy,

Gawain and the Green Xnight is one of the greatest of our

medieval masterpieces, a work created by a-uriter whose
"L ..3¢nse of fitness and progorticn entitiés him to high
rank a&s an artistie writer."lg | |

The artistry of thia unknown author was sn artistry
dominated by medleval ideals. In zddition to having an
etileal and religlous purjose, the tile emboiles the medi-
eval esthetic idecl of proportion in its structural frame-
work. In the four parts of the poem, which divide the tule
into four well balanced episocdes, the method of arranging
and pro.ortioning the stanzas is based upon a clear recog-
nition of the need for & correct dispositicn of the parts

in order to achleve symmetry and proportion, By devoting

10. George Lyman Kittredge, A Study of Gawain and the
green Knight, Cambridge, Mass,, Is18, p. .
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an almost egual number of stanzas to ecch of the im-
portant incidents of the tule, the suthor achlieves a
balanced form for his narrative., The breakdown of the
subject matter from a whole to parts, to episodes, to
incidents, and finally to stunzes moves always toward
a finer division of the tule into smzller, evenly bal-
anced elements. |

George Lyman sittredge, in his description of the
structure of Guwaln, says thut it breaks naturally into
two parts, one devoted to the adventure of the Challenge,
énd one devoted to the adventure of the Temptation, He
does not, however, follow the structural divislion cny
further than this.ll With this much of an analysis, ve
see Gawzin as & tale &ivided into four bocks with twd
books caverihg,eaéh of the two adventures. But within
the two wain parts themselves, there 1s &« further divi-
sion, for euch of the adveﬁtures 13 broken into two epi-
sodes with u book em;loyed for esch episode, }Thﬁs from
the two parts of the structure, the Chcllenge and the
‘Temptatlan,'there is u division into books thch trect
regpectively the foﬁr episodes of the behezding, the
Journey, the chastity test, and the courage test,

¥ithin the books, thére is a further division of

the eplsudes into incidents. Book I (the behezuding) is

TS N S WS Sl M. AN e s SN WD SR — —
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concerned with the entrance of the Green -night and with
the cumpuct between Gawain and the Sreen EKnight.: . Book
II (the journey) describes the'wanderinga of Gawain end
the exchange compact between Gawain and the lord of the
castle, Book III (the chastity test) comprises three '
incidents. Each of the three days Gawvain is tempted
by the lady of the castle makes one incident in the book.
Book IV (the courage test) returns to the pattern of the
first two, und ve find two incidents in it, the trip
from the castle to the Green Chapel and the test at the
Chapel. In this final inci&ent,;the two adventures, the
Chalicnge and the Temptution, are brought neatly together
in a denoument which relates the two threads of the plot.
The planning for proportion is even more meticulous
than this, however, for each of the books is given fur-
ﬁher balance by «n application of a definite number of
stanzas to each of the_incidentsfwithin the books. Book
i, which has totul of twenty-ome stanzas in it, has
eleven given to the first incident and ten to the second.
Book II, which has twenty-four stonzas, has twelve for
the first incildent and twelve for the seccnd., Because
of the extra incident, Bock III is just about half again
«8 long as the other two books. Its thirty-four stanzas
are divided so tihst eleven stanzas cover the first inei-

dent, eleven the second, and twelve the third. The
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fourth book, with twenty-two stanzas, returns tc the
double incident patiern of the first two books and con-
tinues the ewen distribution of the stanzas. Eleven
stanzas are devoted to the first incldent &nd eleven
tc the sécend.

, With the sm&;iest‘units of the tale bzlanced so
nicely, and thé‘;grgér units sroportioned with the same
eéﬁsiﬁer&ti&n for symwetry, the suthor of Gawain achieves
in this medieval romznce the beauty of proportion,that
the medieval mind considered necessary in works of art.
The mechanies involved in ;roducing the final effect of
the pé@m is not immedlately noticed by the reader be-
cause the unkmown artist skillfully blended his formal
pattern with his com@;etély organie content to crezte
a unified, ordered work of art. |

When we come to our study of medievsl literature,
and to the works of Chaucer particularly, awire of this
prinei;le af‘the wedieval asthetic'in theory and prac-

tice, it is impossible to speuk as Marchette Chute does

of a ",,..blithe, medieval disregerd of the pranciiles .of:

12
balagne «nd construction...,.", and of & “quite unmedie-
val®  respect for structure and proportion which she

finds characteristic of some medievul poets. Rather we
are inclined to think of a disregard for the grinciple

of proportion in art u«s unmedlevul, and of the respect

WIS B G A TS W S Sy emen  ape o — w—

1z, Harchette Chute, Geoffrey Choucer of tngland, New
York, 1948, p. 90, (Italiecs are my own).
13, Ibid., p. 78
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for structure and bulance &s distinetly Qedie?al.
Among the more self-conscious artists, such poets

as Dante, the Gawain poct, and Chaucer, we would
expect to find a reflection in the form of their

work of the princlple of proportiom, the fundamen-
tal principle in the medievsl concejt of beauty.
However, by thinking of the medieVal poet apart

from the medieval attitude toward beauty, we fall

to recognize the significance of the regurd for pro-
portion when we find it reflected in the poetry of
the period. Perhaps this failure to see the relation
between the medievel concept of beauty (or the failure
to recognize a medieval estheiic at all) and the for-
mal bezuty of meny medieval poems ls resyonsible for
the neglect thut has been accerded-the form of Chaucer's
long narrative poems,

In a study of Uﬁaucer‘s development as a crafts— .
wan of form, an acquéintance with this esthetle tradi-
tion 1s, if not entirely indispensable, at least of
grest value. It explains and peints:tp ih& significance
of the kind of form into which Chaucer molded his long
goems. Tracing the development of his structural tech-
nique towsrd the realization of the ideal of proportion,
from the relatively disordered early poewms to the "com-

pleted order” of the lzter ones, will show how thorougnhly



Chaucert's artistic method i3 dominzted by & concern for
formal perfection. It will reveal the principle of pro-
vortion &8s & fundumental aim of Chaucer's later crafts—~

manship.



CHAPTER IIIX
The sarly Poens:

Convention and Exyeriméht in Form

The three minor poems, The Bock of the Duchess,

The liouse of Fume, &nd The ng;iament of Fowlsg, are

an ihteresﬁing saries in the seq&ence ot Chaucer's-

works becauéé'they-ara the @roducts’af the formative
period in his literary carecer.  Théy reflect the in-
fluence of the French poets, Chaucer's first masters,

and at the same tiume, The ?arlia&ent of Fowls and

The House of Fame show the beginning’or Itzlian in-

fluences which followed shortly after a trip Chaucer
made to Florence:and Genoa in 137Z and 1a7,
Although the three works are recognized by scholars
s indubitebly Chaucer's, only one of them has been
dated with any degree of certuinty. Chaucer wrote fhe

Book of the Duchess in couwemoration of the death of

Blanche, Duchess of Lancaster, first wife of John of



Gsunt in vhose service both Chaucer znd his wife spent
many years of their lives. Chaucer wrote The Book of
the Duchessg 1n31369 shortly after the Duchess died in
September of that yegr.1

Neither The Parlisment of Fowls nor Ihe Aouse of

Fame has been dated in so  c¢sitive a fashion. illegor-
iczl interpretations atteupting to relate these poems
to historical events are interesting, but their evidence
is, as F. N. liobinson says; too dubious to be’of any
great i:l,e}.ip.‘a Internzl evidence based primarily upon
literary allusions, versification téchnique, and sty-
listic 1nnbvation§, has, however, placed the two poems

nesr The Book of the Duchess -- after rather than be-

fore —— but the evidence is not sufficiently conelusive

to prove that The iouse of Fame followed or preceded

The Perljsment of ¥owls. Robert Dudley French assigns
] s 5
the latter jocem to the yezrs 1381~ and the former
to the yeurs when Chaucer was woriing as controller of

the customs betwean 1374 and 1285, ie suggests that

The House of Fame was probably written not long after
13?4.4 Suclr eminent Chaucerian scholars as R, K. Hout,
Ewile Legouis, und George Lymazn Kittredge agree with
this genersl grouping, but none of tham-assigns prece-

dence to either The Parliament of Yowls or he Houge

1. Robert Dudley French, 4 Chaucer ﬂdndbOOK New Yori,
1947, p. 86.

2. F. N, Hobinson, The roetical ®orks of Chaucer, Cum-
bridge, Mass., 1903, p. xxv.

&. Robert Dudley French, op.cit., p. 93.

4. Ibid‘, p. l-uu.




of Fame without juestion.
Jchn Liviﬁgston Loves differs from mout scholars,
for he is naﬁ‘éaﬁvineed that The House of Fume precedes

: 5 ,
rather then follows The Purliawent. The cnly certainty

he cun see i:s th&t botih poems =11 betwesen The Book and

The. Prglqgue to the Lagegg of Good ¥ omen in which they
LI'@ bctn mentioned For general purgoses, Lowes says,

this sequence is sll that is necessary., This ganeral
grouping is sufficlent tor‘stuaias.inferested in tr&&tiﬁg
the thfee poems as a g?aup exhibitingfchéracteristicp’
common to the work of the imwature artist, but for the
yur.oses of this study the chronological sequence is,
if not‘camplétely nacessary, at least important because
of the sadded lignt it throws upon Chaucer's progressive
develupment as a craftsuan of form.

Lowes ‘notices a strange trau&fcrmatiunfin Chaucerts
poctic ayirit in The ﬁow&e ecmpared to the vay that
spirit is reflected in The Par --z?anan' and The Book. This

transform&tion, Lowea finds, is owing to Chazuceris in-
7
troductionrshbrtly after 1475 to Dante's Divine Comedy.

There isv&notksr transformation, however, inspired by
the Divine Camedxtikhich presents the influence of Dante's

work upon Chaucefla'technique in more concrete terms than

5. For the sake of brevity, the titles of these three
early ;cems will be referred to by the first 1m;0rtant word
in the title,

6. John Livingston Lowes, Geuoffre Chaucer and the De~
velopment of His UGenius, Boston, 13:4, ;.1

70 ;'Lb;d',”po 1!-13-.




the vague influence described by Lowes. This trans-
formation is in structural technique, It 1s & change
from the amcrihous, haphazard structural plan of The

Bock to an attempt at a kind of formal symmetry in

the plan of The House. In this poem, Chaucer made
‘nis first attempé to realize proportion by the impeo-
sition of a formal outline upon the content of his
wark.‘ It was an attampt at the kind of formal per-

fection Banteyachieved 80 successfully in The Divine

Comedy. Although the experiment is a failure in The
House, the poem wus an effectlive step towurd the

achievement of the idesl in the two narratives which

folloved it, Troilus znd CriSeyde and The Knighteg
Izle.

The over-all structursl device employed in the
three poems to give them some kind of form is the con-
ventional dream-vision which was introduced in the

thirteenth century by the popular Homonce of the Rose.

This poem became cne of the'mast\influential works of
the later Hiﬁdl& Ages. Chaucer tr&nsl&ted,the first‘
half of th;s;romance early in hLS'careér?~aad vent on
tc use the devices he learned from it in his early
poems. In all three of the joems of this ¢arly period,
Chaucer adheres c¢losely to the structural pattern of

the drezm vision,

8. Robert vudley French, c¢p.eit., pp. 78-8..
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In all three of the ,oems, the author fulls ssleep
and dreamsj his poem 1s a description of the vision
which came to him in his dream. The Bock begins with
a discussion of sleeplessness, proceeds to a‘discussian
of an cld French romance the author has been readihg
to pass his sleepless nights, and finslly describes the
vision. In The Parliameng, the author is reuding the
Semniﬁn Scipionus when he'falls aslee? and dreams. In
The #douge, there 13 Y slight'vaiiation. The author
falls asleep and in the first pert of his dream, he
sees the tale of ‘enesas painted on the walls of a élass
pﬁlaee; The concise narration of the story of Aen:sas
constitutes the first part gf‘the dream. Ih The Béeg
end The Pzrliument, thsn,‘fheré is a general division
of the structural pattern into two parts. The first
part is introductory, cgnsisting of a summarized tale,
and the second part is the main episode}or the poem,
the dream itself. The douse is divided arbitrarily
into formal parts or books. The introductory element
is contuined «within a Proem and an Invocation and
the summarized tule becomes a distinet eplsode im the
dream; it is not used as the tale 1s used 1n the other
poems, as an introduction tc;ﬁhe drean.

, The best way to understand the different struc-
tural methods employed by Chaucer in these poems is
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to analyze thewm with the ilutention of seeing how the
iniroductory stories function in the structural puat-

terns of The Bock «nd The Paurlisment compured to the

way in which the tule of ifeneus functions in ﬁggugqggg.
&n ahalysis:ef tnis kind shows iumediately that there
1s a difference in the function of the introductory
astories in the two structural patterns. Invthe tvo
former poems, the tiles funciiovn orgenically; they are
closely intervoven in the complete fubrle of the poems,
not only by méchaniCQl devices wnich: connect them io
the main episoﬂe'af the poew, but alsc, (in The Book,
forwinstance) by foreshadowing the thewe of the main
episode 50 that the tone of the poem is sct before the
main epizode 1s introduced. VIn The Par;iament, the
tale describes a dreun wnd le.ds directly into the
drezm of the author, the uain episcde of the'péem.

In contrast to this, the intrcductory talelef
Aencus in The licuse 1s not so closely rel.ted to the
maln episodes-of'the dream, It is « curious episode
in itself uith only u bare, forzal rel tionship to the
other episodes in the poem, Instead of being subor-
dinated to the main part of the dreum, <8 the gwmmar-
ized taies are in the other two poeus, the tale of
leneus beccmes sn indejendent elewent, u story nur-

raeted for its intrinsiec interest, nct for the appli-



cation it might heve to the rest of the posw, The im-
portaﬁce it assumes in the poem 45 a whole is reflected
in the number of lines it takes up in the first book;
about 400 of the 508 lines of this bock are devoted to
the tule of Aeneas.

antrary to the opinicon ér wost eritics, Georsge
Lyman Kittredge-éénsiders-?he House a'well’causﬁructed
poem., He defends the length of the swasaPized tale of
Aeness on the grounds that 1t 1s an integrsl part of
the whole poem, not a pere digression or simply a decor-
ation as most critics consider it.g iis argument, how-
avnt, is not convincing. It 1s true that the tale is a
love story and that what plot there is in the poem 1is
mctivated by the asuthor!s journey to hsar tidings of
love, but the connection other than this is negligible.
Th#»ﬁGtXVatién-Uﬁicn carries the author from tﬁh temple
of glass to the ﬁousé of Humors 1s the one slim thread
which\attéﬁpts o bind such heterogenecus &laﬁents to-
gether as the tale of heneas, the flight of the .eagu
with its numerous aigfessians, thé descristion of the
House of F&ma and the long zccount of the andience.be-
fore (Quecen Fume, and, finally, the description of the
douse of Rumors, & c0m§le§e sgrﬁrise to the reader,

9. George Lyman Kittredge, Choucer and lils Poetry,
Cambridge, Mass., 1915, pp. 78-3.




caming as it does vwhen tne poem seemed to be near its
end. Rather thun cgree with Kittredge thit the intro-
duetory tale 1s an integral part af'a‘vell px#hnad
poem, we are slmost forced to agree with the majority
of critics thut the construction of %ba poex is poor,
that there seems to be no alm in the §rag§aaaiqn of
the poem, aﬁd that 1t completely 1aeks-§ pian.f The
~inﬁrﬁdu¢tory tale is merely another episode in an‘eyi~
sodie ?egm; it is not crganicélly related to the rest
of the nﬁrrative. |

This curious divergence frou the structural pat-~
tern of two clasély releted purts found in The Bouk

The Par;; pt marks The “ouse of Fame as z dis-
tinetly difrerent kind of poem from the other two

dreummvlsians It is distinetly difierent in struc~
ture and design, so different thut we are immedlately
led to & consideration of £he liouse &s an experiment
in fofm a8 well s an experiment scholars ha#e noticed
ih verse, style, and theme. In order to sec the re-
levénne,ot_this expecriment to & study of ‘haucer's
technique, it is necezssry to find out by a détailed
enalysis how the artistic cowpleteness of the poeus
is affected by the use of a uﬁifi&d, single eplsode
structural gattern in The Bogk wund The Par&ig&en&, and
how such completeness is affected by ¢ divergence from

this pattern in The fouse of Fame.



CHAPTER IV

The vingle-Episode Form

The Book of the Duchess is & conventivnal dream-

vision closely modeled after Kuchuut's Hoy de Behaingne.

Chaucer deviates from the reguler use of the device
only by adapting the familier type cf poem to the uses
of an elegy. "Sometimes," F, K. Acbinson says, "he
follaws his model so stricfly;that the description of
Blainehe seems to be drawn as much from Hachaut as from
1ifo."; The regular featﬁréa of the dream-vision are
present in the ?oe&. There is the introcductory device
of reading & book hefore falling asleep; the discussion
of dreams, the dream setiing in hay or in the early
spring, the guidq‘(ﬁhich in many poems of this kind
takeé the form of»a helpful &nimal), the personifica-
tion of abstractions, the meadow full of dalsles or

the wulled garden, a great forest, and the singing

B I e R P

1. F. N, BRobinson, op.cit., p. ¢l15.
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birds, Chaucer makes no lmnovotions in the conventicnal
structure of the drezm-vision,

The poem deals withié single eplsode, the meeting
between the dreamer and the Biéck Knight., The dialogue
which ensues between the two leads the reader slowly up
to u climex in the discovery of the pathetic fact the
whole poem hus been pointing tovard, tks fact that the
knight's lady is dezd. The ew hasis is not upon action,
but upon tone. There is nc»definite motive fTor the deQ
velopment of the narr;tive}éxcépt that of finding out,
after the dreamer sees the knight grieving, why he is
sad, Everything happens eccidently, and the ineidents
occur ovne after the cther without apparent reason, Pro-
portion is disregarded; passages are developed for their
own sake, rather than for their significance in the vhols
poem,

Chaucer begins by discussing slee;lessness and soon
turns to a book he has been reading, "un olde French ro-
maunce",'which has pas:ed away some sleerless time for
him, Because the story is interesting, Cheucer decides
to tell the reader about it, But in &d&iticn to its in-
trinsic interest, the story is the right story to use &3
the introduction to un elegy. The theme of the tale of
Seys and Alcyone 1s the s:me s the theme of the Black

dnightts story; here the situation is reversed, however,



a lady in the introductory tale is grieving for her
lost lord while in the dream, a lord 1s grieving for
:his dead ludy. & second useful tiing zbout the story
is thaet in it the author learns about Forpheus vwho
actually can help men to sleep., As Chaucer finishes
thaltalé, he continues to think about this powerful
being wiho can cure men of inscunia, If sueh a thing
vere true, Chaucer would give énything to naﬁe tne
god put him to sleep. No scomer hes he finished his
wish, than he falls into o deep sleep and the dream
begins,

- The introductory tazle .erforms a triple functian
in the poem, It is interesting inritself, a story com-
pletely told even though in conclse, aummaryvfarm. As
such, 1t i3 the kind of digression enjcoyed by the medie-
val reader, But it is more than a digression. The
story also functions as a mechanical device to furthér
the progression of the narrative. By féferring7t§ Mor-
gheus, Chaucer leads the reader from the'Stcry to the
dresm which follows when the author fulls asleeprthlnking
éhout the sieep'induced in Alcyone by Horpheus. iur-
thermore, the theme of the t:le reinforces and sets the
melénchcly tone for the whole poem, The grief of Alcyone
nighlights the grief of the Black Knight. In the main -
part of the poem, this mournful strain is expanded into -
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the dominant theme of the poem. The tole of Seys and
Alcyone, functioning as it does In these three ways,

is sn integra; part of the poem, not sowmething develpged
entirely for its own interest,

The dream f@liqwa this introduction, ¥With & strange
sort of logic; the autnort's vision unfolds, disclésing
the’éetiing-and incidents of the typieal dreamwvisionu
poem, He is awafé"gf smell birds singing.outside of his
chamber on a besutiful spring day. Then it seems to him
that the walls of hls chamber are lined with wonderful
plctures, andnjust asfhe‘ngtices them he hears the call
of & hunting horn. Immeé;ately he is off on his horse to
Join the hunt, bBut the others outdistance him, and he
is left behind with a little dog who scampers awvay as
the suthor reaches for him. He is led by the dog to a
beautiful grove filled‘wiih huge trees and thousands'cf
small animals of all deseriptions and kinds. A4s the
dresmer guzes around, he notices & solitary figure
dressed all in blugk who sits wiﬁh'bawed head nearby.

Frow this point, the main epliscdie of the Black
Knight is slowly defalep&d by the use of a canventionél
question-unswer device alternating from short, sugges-.
tive questions by the dreamer to 1ong pasgsages éf.lamen«
tation and description by the knight. There is & long

com,laiht agalnst the goddess Fortune, a description of
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the beautiful lady, un uceount of the inight's eourt-
ship, & short description of his wedded bliss, and
finully the dreumer asks one more Juestion:

"Sir,ﬁ quod I, "where is she now?".
After & pause’&nﬁ 3 r@igaratign of the greatness of
his loss, the knight says,

ﬁSha is dedl¥
With that the dreamer watches as the knight begins
to ride homewocrd, ﬁhén he re&chea the castle on &
distant hill, the tower b@;i tolls aﬁﬁ»the dreamer
awakkens to find the book 5? Caeys and ﬁicyona~still
in his hand,

There afe two phases in this dreum eplsode. The
first one, the hunt, is = short (only 149 liﬁés of the
li34 lines of the poem) transitianal incident which
serves mechinically to bring the dreamer to the grove
where he finds the Bleck Knight. The second phése, the
dialogue, 1s the main eplsode for wnich the rest of ﬁha
peem has been preparing the reader, About 830 lines
or two-thirds of the poen are devoted to’'this episode.
Perhaps the elzborate develo,ment could be eriticized;
it is not at oll prupartionate‘to the first paft of
the poem. But Chaucer is evidently not concerned with
the principle of préﬁaitiunxin this poem, The impor-
tunt thing is not formel perfectlon, but the emotional
effect of the knight's story.



As a poem dealing with a static situation and
with a single eplsade,ythére is little or no need
for thevkind of balance used so successfully by the
Gavain poet in his multiple-eplsode narrative. Ex-
cept for oecasiénallleng speeches and digressions,
gg; Book is a.snccessfﬁl poem, VYecause it does
create the emotional effect it sets out to do, 4t 1s
an artistic achievement of a particular kind that re-
flecta a great deal of poetic ability. The finel and
single effect of the poem is made possible by a focus
of interest upon one episode, a st@ti§>situation out
of which the theme is developed by description and
rhetoric rather than by the narration of dramatic ac-
tion. There are no formal divisions based upen a break-
down int@fépiﬁndaa and fncidents because here only cne
eplscde is described.

ggg“gggggggggifis aven more compaet structurally
than The Bock. As an occasional poem celebrating St.
Valentine's Day, it'iQ concerned with one uéisbde, the
gathering of the birds in the early spring at the temple
of Venus to choose mates. The whole poem is 1htqnded to
create a single ilmpression through tome rather tham action.
Here tho’tonsiis Joyful rather than sad"nsﬁinggbgwgggg.
At the end, instead of a climactie discovery device, there
is a song vwhich sumnayrizes the gay, joyous tome of the
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whole | oei,

iLgaln &s .n Thne Bouk ecch elewent lezds tie
recder grausually up to the wsin lucident., The dis-
cussion of drewms leuds to ¢ description of the dresm
of Lcipio which the asutner has been recding, Out of
tnis dream, Africanus ap;eurs to lecd tne dresper to
the scene of tne purliciuent of birds, After & des-
cription of the park In which the dreamer fin.s him-
self, the main incident begins. Tarough a round of
spesches from the various birds and Hature, the par-
lisment is de:zcribed, IThe guarrel over. tne formel
ends, and &ll of tnz birds Joln in song celebrating
the ad#ent Qf suLi.er,

Tne Puarlizment, lize¢ The uscok of the vucness,

ié designed to creuste wn effect by tne use of rhetoric
and-aescription rather tnan by the use of dramatic
action, Tnhe fucus of interest is ugon & =tatic sit-
uation not ﬁpon zn organically reluted ssries of epi-
sodes, 4 consistent tone 1s mainteined to give toth
poems unity. Becéuse both oews treat one e:lsode,
they do not have a formal design divided into parts.
Unlike the tapestry effect (the ¢ picti:n in scenes
placed side by side of severzl reluted epilsodes which
tell a stoﬁy)'charactaristic of the form of Gawain

and the Green Knight, these poews are tablezux, vivid




voprasentar ong of gingle gceneg, lNelthey f thege
pooms veflects & congern for tne prineiyle uf propor-
tion. Becouse the ore relotively sin:le in both ex-
ternal design «nd internel siructure, the poems do
not present the arilstie groblew thet Donte wud the
Ga;ve;s«y;" voet were concerned with, Chouveer wel this
probler when he c.ue Lo trest the u ltiple-epiivde
struture of his luter, more coiplux puems, His firvst

experinent with tiis _roblem wus in The -oupe of Fawe,

a posn wilch is much wove coumplicuted in coutent and

deslgn tian these first dre.n-vigion woris,



CHAPTER V

The Multiple-episode Structure and
the Divided Formal Design

There are two major difverences between the

structural patterns of the two conventiocnal dream-

visions and The “ouse of Fame. First, The House
is & much more ambitious work than either The Bock

or The Parliament, It is three tinmes as long as

the latter and twice as long as the former poem.

Secondly,'where The Book and The Parliament are single
and continuous, concentrated and unified in their
execution, The House is diverse and expansive, disor-
ganized in execution and divided by formal divisions
into three books. The two former poems are concerned
with 6ne eplsode snd a single theme., The House treats
three distinct episodes and does not have a consistent

theme, In contrast to the other poems, The House has
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a greut-deal of movement; it is not concerned with a
-static scene, nor with & single episode set in one
place.

' The division of the peem into books is an inter-
esting device, missing in the design of Chaucer'g
other earl} poems. The divisions are not arbitrary,
nor do they function merely as convenient resting
places for the reader., They parallel as an external
design the internal structural breékdown of the poem
into episodes, Each book comprises one episode in
the whole drezm, Book I has as its central eplsode
the story of #eneas which the dreamer finds painted
on the interior of the giass palace, DBook II des-
éribes the flight of the eagle from the barren field
to the mountain of ice ujpon which rests the House of
Fame, Book III is concerned, as Chaucer says in the
invocation, "The House of Fame for to descryve.!

A further attewpt at formal design within the
books themselves is the division of the books into
Proem, Invocation, and Story or Dream, This'varies
sowevwhut in the different books, but there .are at. least
two divisions in esch. Book I has & Proem, Invocation
and.Story;'Bock II haa a Proem and a Dreem; and, Book
III has an Invocation and 2 Drezm division, Within

the main parts of the books, however, the narrative
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is developed haphazardly with numerous digressions.
No attempt is nade to maintain relations which would
unify the poem. The uncontrcolled description in the
last book, ,articularly that which comes so unexpec-
tedly with the introduction of the House of Humors
after the author had specifically stated he intended
to describe only the House of Faﬁé, adds to the con-
fusion and incoherence of the poem, Although there
is scme unity vithin each of the first two books,
there is none in the third. In the whole joem, there
is guite noticeably scme confusion in the author's
mind as to the effect he is trying to create,

Book I begins, as do the other dreaum-visions,
with the addition of a formal prologue. £ discussion
of dreams in the Proem leads to a reference to a par-
ticular dream which the author onee had. This dream,
the poet says, he will relate in the following poem.
An invocation to the God cf’SLeep followg, and then
the account of the dre:im begins in the division umarked
"Story", The first episode, the story of Aeneas, 1is
narrated in summary form from Aeneas expulsion from
Tray to his victories in Italy. Book I ends with the
dreamer wandering out from the temple of glass onto
a barren field., As he gazes upward, he seeg a golden

eagle descending toward him,



41

As yet the only purpose the ;oem seems to have 1is
to describe a dream., Rememwmbering the pazttern of the
otier two dream-visions, we expect a raplc survey of
the"ﬁsual introductory tugs, the singing birds, th&
painted valls of & chamber, and the beautiful park or
grcvé, but the progression of the movement stops in
this poem to permit the poet to develop one of the con-
ventions, the paintings on the walls, The delay be-
comes a cumplete digression &s the author devotes about
400 lines to the story of Aeneas, The emphasis 1s upon
the love affair betwecn Aeneas und Yido as Kittredge
‘oints outfobut the love story in no way becomes an ore
ganic part of the poem. After it is finished, and the
poem 1is vwell into Bouk II, the theme of the poem is dis-
closed in the dialogue between theveagle and the dreamer.
The journey the dresmer is making, we find, isrto hear -
tidings of love at the “ouse of Fame. There is no refer-
ence to the tale of Aencas after the tale is finlshed in
the first book.

From the pattern established in the first book, it
would seem that the poet intends to narrate a series of
tales within the framework of the dream-vision., Expec-
ting a consistent design, we might lo¢k forward to finding
in Book II a second tale similar to the one found in

1., George Lyman Kittredge, Chaucer and Hig Poetry,
pPe 79, '
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the first book. Such a plan Chauce~ utilized in the
Legend of Good Women, written after The House and
essentially the same kind of plan is the basis for the

Canterbury Tales, “haucer's last work. But The ﬂaggé
se¢ews not to have such a plan. The story of ieneas

in the first book is not the foundstion for & consis-
tently carried out design. The story is told and for-
gotten, The dream moves on to the jaurnéyjéf the poet
to the House of Fame. As Marchette Chute ssys, "...the
poelm 18 such & rawbling affair that Chaucer had no
clear idea of uhera hs Was geing...‘"k The .ocem mezely
woves along episodically towsrd the ”1yt31 laste bok”,
&3 Chéucer describes it, where the'aiﬁlessness is more
clearly evident as that little ‘book Erovws out of all
proportion to the other two.

, Book II cantinnes the account of the eagle from
tha:tima ﬁhe dreameriis plcked up to his arrival at the
mauhtain'of ica. During the flight, the eagle reassures
the 9oet when he is frightencd, and tslls ‘hix why they
ere making the rlight.' It seems that Jupitar, recog-
nizing Ch&ucer”as a servant of love is going.to reward
him by having him taken to the HauSeyﬁszamé where he
will learn more about 10#6. ﬂére we get the first étaten

ment of what-yrecisely the poem is.abdut."Frem this

2. Marchette Cnute, op.cit., p. 110,



peint, the progres:zion of the dream is motiveted by
the search for news of love., The theme is not de-
veloped in the second beek,ihowever, after it is
stated; the focus of interest ls upon the brisk, hu-
morous monologue of the eagle on the law of the unt-
verse, the nature of sound and speech, and the w&nder
of the heavens. They arvive at the mountain and the
eagle lezves the dréamer‘to carry on zlone,

In the invocation to Book III, the joet states
that he intends to describe the House of Fame in this
last book of the poem, Here the lack of planning for
proportion and unity is more marsed than in the ;re-
ceding books. The third book is twice as long as
either of ths other two books without their indivi-
dual unity; it 1is rambling, sesumingly without an end
in sight. There 1s the possibility that with the em-
trance of the "man of grete auctoritee” at the end
of the manuscript, the dream mighﬁ be caﬁing to &
close, It would be lmpossible, however, for even a :
great authority to bring the poem to & conclusionm that
would somehow give & sewbl&n¢§ gf unity and cah@rencé
to the poem as a whole, '

The third badk.axpands out of all pro.ortion to
‘the other bovks, but little 4is accomplished toﬁard;de~
veloping & theme, Apparently in desperation, the poet
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‘shifts from the House of Fame to the louse of Rumors
- in an effort to terminute his yoem, but the House of
Rumors proves as interesting to the poet as the House
of Fame, snd the book begiﬁsftc grovw again with the
uinute description of the chaos of Luboryntus,

In spite of the external design, the division
of thé subject watter on the basi&‘of eplsodes into

formally divided books, The douse of Fame is a cou-
pleto_strnctural}failure. The eanfuséd'céntaht with
its unrelsted structuro éf episodes and its lsck of
proportion in the parts fails to achlieve the kind of
order thuat the external design indicates was attempted.
It is & more ambitiocus and a more interesting poem

‘than-either The.Bbqkaar Qge Parliament, but it does

not sttain the artistry of these less complex poems.
The fzilure of this experiment in form is signi-

ficant because 1t,shggests tiiat in ?he House of Fame

Uhaucer was not aﬁly>taking of f on a ;oetic flight
under the iuspiration of Dante; as Loves maintains,
‘but that he wus attempting to build & long narrative
poen which would'be quita~different ;n form from his
other poeﬁs, .Both The Book and Tge garliameng are
artisticaily succes:ful 1n’handling~the one episode
with which they are concerned. In The House, however,

the attempt to weave together a iong yoem consisting



45

of wore than one e;isode, with a great deal of movement
in it, ends in total feilure. The appearance of sym-
metry is here in the formal division of the parts of
the subject matter, but it is external symuetry only;
there is no internsl set of relationships to give the
poem unity, Nor is there the balance of the three parts,
the kind of balance thut would have realized the SYHi=-
metry which the formal plan indicates was an objectlive.

If we accept the opinion of Lowes that a sudden
introduction to Dante inspired “haucer to heights beyond
his reach, we have only half the answer to the problem
presented by the unfinished poem, If this work is the
first long nerrative of Chaucer's which shows decidely
the influence of Dante, how is this‘influence reflected
beycnd'the level of poetic inspiration? What definitely
does the form of the poem have that neither of the other
dream-visions have? Or to put it another way: What
could Dante offer another literary craftsman in addition
to inspiration?

What Dante had wasg, as Qowes describes it, "...a
sense of artistlc unity (which) was uncompromising as
steel",s and further, as we have seen, a structural
‘technique which had as its idesl "duekprogortion", the

fundamental murk of besuty for the medieval mind., Chaucer's

S I o—— a— " ——— A——t o it A A o v——

3. John Livingston Lowes, op.cit., p. 3.
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attempt to realize this furmal symuetry, and his ina-

bility to retain unity &t the same time made The House
of Fume an artistic feilure. The attempt to set up

a logical relation betweea}an external design and the

episodes of his éubjeet matter indicates that Chaucer

was trying to achieve the szme kind of form that Dante
achieved in Iygngzgge Comedy. This technical experi-

ment is a concrete reflection of the influence Dante
eould have had on Chaucer's artistic technique. ‘

It is quite possible thit Chaucer was aware of the
medieval princigle of proportion before studying The
Divine Comedy, but the absence of any attempt at formal
synmetry in The Book and The Par isment suggééts>that
the ideal of formal symmetry came into his techn&qnc
as a ﬁorxing principle with his introduction to Dante's
wurK shortly before he wrote The uouse of,Fame.‘ An ar-
tist so aware of tachniﬁue~as Chaucer woul&‘surely notice
the sysmetrically shaped form of The Divine Cormeugx’. |
That he w&ﬁld attempt to imitute that form is almoét
certain, for Chaucer was an artist who borrowed freely
from other craftsmen to perfect his own artistic method.

It 1s unlikely that Chaucer came in contact with
the literary use of this principle through an acquain-
tance with tne works of his contemgorary, the Gavain
poet, The dialect of this unsnown writer, that of the
north of &nglund, precludes the jossibility of Chaucer's
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knowledge of his wurk because Chuucer's diulect was that
of the Scuth Eidlands.4 Chaucer's taste in literature
and his xnowledge c¢f lunguages was continental rather
than regional; his culture was more of France and Itaiy
than of his native England, It is more than likely that

The Divine Comedy vwas the first literary work in which

Chczucer could have noticed & thorough and successful ad-
herence to the principle of groportion. It is likely
also that in the first work after an introduction to the
vwork of Dunte, Chaucer would expe: iment with the pfiﬁciple
of proportion that he found in the formal desién of The
Divine Comedy. The unsuccessful experiment in IThe House
of Fame #as“Chaucer's first use of a structurcl technique
which culminated in the achievement of a symuetrical form
in his later poems. |

This analysis of the structural patterns of the three

euarly yoems does not definitely prove that The Pariisment
preceded The House of Fame. But it does establish some

evidence for the possibility' afithe later composition of

Ine iouse of Feme. It is logical to see Chaucer's tech-

nical development as a progressive one away from the single-

episode structure of The book and The Parliamwent toward

the wultiple-episode structures of the later poems. Yet

there is the possibility also that the failure of the

CEND. GND S N b A o A agnm SO WD W et wan

4. Murchette Chute, o..cit., p. 88,



of the structursal technigue in The iouse caused Chaucer
to return tc the simple pattern of the first poem and
to write asnother of the same kind, The Farliavent. In

the next long poems, however, the Troilus and The Kpightes

Tale, the same form as thet attempted in The douse 1is

used, in these poems with remuarkable success. Thus it
seems jJust us probuble thut Chaucer moved directly from

the failure of The iouse of Fume to & successful experi-

ment with the same formel design in mind in the later
poens.

ihen Chaucer wrote The iouse of Fame, he ap arently

hed not yet learned the necessity for org:anic unity al-
though, as we have seen, he hud begun in this poem to
make use of a formal design to give some kind of order
to his work., It was from another Italian's works, those
of Boccacclo, that Chaucer borrowed the kind of content
ihat he needed:io give unity to his long narratives. In
his later poems, the Troilus znd the Knightes Tale,

Chaucer co.bined a §echniqﬁe based upon i_e mwedieval
ideél of proporticn with the organic plots of Bocczecio
to creste works of «rt which successfully achieve the
quality of beauty important to the medieval mind, the
guality of formal symsetry.



CHAPTER VI

Troilusg and Criseyde:

Organiec Unity with the Formal Design

Heither Troilus and Criseyde nor ggg_gg;ggggg
:g;g has been dated precisely. Scholars agree that ,
the two piaees bolong to Chaucer's 1ater phase as a
writar, that phase just prsceding the camposition of .
:gg gantergurz Tales and immedxataly'follawinx the
sseond;jouxnny‘te Italy 19113?8., ?renah places tham
in the pericd fron'issa to. 1385' Primarily beeauzc
;hghgg;ggggg_zglg is a part of The Ca: erbury
which Chaucer uas worxing on at his death in 1400, it

ehrannloziﬁal”sequgncciof-bis works. ﬂhatavar the
sequence of their composition, it is possidle to con-
sider them both as products of the mature artist and

*‘.‘aﬁ-.—‘“u-&“-‘d‘-m“*

1. Robert Dudley Fremch, op.clt., P. 392«3.



see them as works which reflect the finished technigue
Chaucer appsars tc have been striving for in The House
of Fame. |

. Most of the studies of Troilus and Criseyde have
bean:ccaaaruad with finding a theery by which to ex-
plain the behavior of the characters and by which to
ovaluate them as psyohalofgieany' trus characterizations,
Few studies of the form apnd strueture of the poen have |
been made. Thomas K. Price's analysis ef the Troilus
as drama was & step in this direction, but pqﬁig com-
plete ons, In his study, he caﬂa&a&é&t&s u@ﬂn thc’de~:
velopment of dramatle aotion, and sees the five part
design of the posm as something extransous. His five
stages of the action cut aeross the formal divisions
,chanegé gave the aection by dividing ghelatary~iazaubébkg,
and break the formal design into five unbalanced parts.
Other than this analysis of PriSets, the stuly of farm
in the Trotlus bas mot bee extonded Wppond an imvesti-
gation of the relatfonship betweem Chaucer's plot and
the §xg&vét‘soceace£§f:'g};ggggggg from which Chaﬁcer*:

2, Thomas 5._Prtea,ﬂgatg§§¢~ pp. 321-2, (Price’s
disregard for the five part design of the poem is re-
tlected in the disproportion of the five stages he im~

jes an the action of the poemy (1) protasis: the
%?én ‘268 line:i (2) epitasis: the mext 5408 lines

3) scebs of ¢ 1 the next 619 1lines; (4) four
stage: the next 1820 lines; and (5) "as elowing stage

of the setiom™ is the seone of 50 lines at the end. Price
completely overlooks the actual formal design which blends
with the disposition of the episodes to meke the poem a
balanced work of art. '
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story is derived. The conern for plot and characters
has cobscured much of what makes Chauéér a highiy skilled
artist, for, in addition to being a skillful manipulator
of borrowed plots and a master at human portraiturs,
he was also a medieval craftsman of form, & writer a-
ware of the need for beauty in the vhole work of art as
much as for begéty in the parts. .

That Cﬁéucer, by the time he came to write the
Troilus, was conscious of a need for formal design and H

an ordered content is certuin. His unsuccessful attempt

at formal perfection in fhe iouse of Fame, after his
introduction to the "completed order™ of ihe Biviﬁb_
Lomedy, probably empha3lzed for him the necessity for
- plenning not only the external design, but also the
internal arrangement and unity of the parts. The struc-
tural failure in The House of Fame perhaps highlighted
for him a piece of advice about composition which Chau-
cer had learnmed earlier in his career, but which up to
this point he had not applied. Im planning the Iroilus
in advance, as “archette Chute says, -
.».Chauesr was following one of the few good
pieces of advice that he derived from the text-
books on rhetoric; for the method used here
is the one originally recommended by CGeoffrey
de Vinsauf: '
"If one has a house to build, the impetucus

hand does not rush to the act; the inner-
most line of the heart measures the work
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in advance, ann the inner man prescribes

a course according to an @stablished lang
the hand of the mind fashions the whole be-
fore that of the body....When a plan has
arranged the subject in & secret place of
the mind, poetry will come to clothe the
matter with words,”

- Chaucer was well aware of this ex-
cellent plece of advice when he sat down

to H?ita‘EZQL;3§_QQQ_Q§;§%ZQ55 he gquotes

the first five lines o in his own poen,

o VT e e it e

heart, 3

Miss Chute eontinues her interpretation of this
information by applying it to Chaucer's concern for
plnm,’for a well motiveted and closely interwoven
plece of action, It is juite possible that this con-
cern on Chaucer's part vas more for total form, tdf
the whole "house®, than it was for g,wcll knit plot.
The pattern of arrangement of £he'parts7of the action
in the Troilus seems to indicate that the principle
of proportion, of "the correet disposition of the
various parts” in their relation to ome another and to
the whole, was as fundamental to his technxqu§ as vas
his concern for the movement of the actilon.

This ana!ysiu‘ef'ﬁha Egggxg;{teeusesAupon\the ex-
ternal design as well as upon tho;uetionxﬂithin that
design and examines the total form of the poem, not
merely one aspsct of it. By getting away from a con-

3. Marchette Chute, gp.cit., pp. 158-9.



cern for plot alono,vitlis possible to see the total
pattern of the Troilus, a patterm which makes use of
Boecacelio's organic plot for its internal structure;
and the traditional design borrowed from medieval rc«
mange for its fcrmal plan. The way in which this
rormal design conﬁitions the arrangement of episocdes
in the action will demonstrats hov ecarefully Chaucer
planned his poem to rezlize a medleval esthetic ideal,
the ideal of proportian,

Ihe analysis will involve a comparison of the
;ggiggg_with the traditional formula for the comstruc-
tioa af the aeaieval soclety romance and with the for-
mal arrangement of the Iilostrate, the soures of Chau-
certs story. Some Qf‘th;<gnﬁﬁtﬁnns%Mﬁd&ﬁﬁiﬁisuaﬂkiyﬁis
will,attempt to awswer are: ¥hy did Chsucer changs
the arrangement of thn parts 6f the xtary he found in
Boecagclo!s waggv:rea;aﬁgh&»e&ﬁtﬁs;to‘ﬁiveaboams? “How
does Chauceris arvangement of the parts of the story
differ from Boccacciol's and why? How does Chaucer a-
chieve a galanée'in his arrangement that adds to the
symmetry #f the whole?

vhen Chaucer read the filostrate, he found a
sorrowful tale of two lovers who were separated by an
incident of ua;,unsver to be together again. DBecause
of the unfaithfulness of Criseyde, who falls in laove
with one of the enemy, Troilo 1s disappointed 1n love



and during ome of his anguished attempts to find Cri-
seyde's new lover, to avenge himself in battle, he is
killed. Boccaecio dlyidas his story Linto eipht cantos
with an added eanto commaiding the book to the lady for
whom it was written, Each canto is devoted to one epi-
sode in the aetian of the stary, The f!rnt thres cantos
~deseribe the incaptian and consummation of the love be-
tween Troilo and Criseyde. The last five»centus des-
eribe the separation of the lovera, the unfaithfulness
of Criseydo, and the death of Trollo, |

The division of the parts of the action is pﬁra;y
mechanical in Boccaccio’s versiom of the story, Each
canto deseribes one episode, witi: equal emphasis given
each ep;#ode as it ariges in the progression of the
tale. A list of the cantes and the eplsodes thay dea1
with refietts the sinpl&at%y at*Baaeaﬁnﬁa‘: p&wns

1. Troilo falls in love with Criseyde,

2. Criseyde learns of Troilo's love.

5. The lovers meet for the first time,

4. The prisoner exchange.

B, Criseyde leaves Troy. :

8. Diocmede courts Criseyde.

7. Troilo waits for Criseyde.

8, Troilo learns of Criseyde's nnfaithfulnssa.
This is the series of episodes which Chaucer retells
in Troilus and Criseyde. Chaucer follows the plot of
the Filostrato so closely that every episode that ad-
vances the action éignﬁficantly in éhe story becoﬁea
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a part of the action of zna»ggg;;gg* &n outline of
Chaucer's poem tllustrates the close similarity be-

tween the action of the two .oemst

Episodes in
the Trai;ug

Boock I

1. Treason of Calchas'

2. Palladionets feast.

b« Pandarus visits Trollus.

Book 1I

1. Pandarus wvisits Criseyde,

£, Bxchange of letters,

. Deiphebus episode (first
part).

Book III

1. Deiphebus eplsocde
(second part).

2. Episode of surrender
(first part).

3« Eplisode of surrender
(second part).

Book IV

1. RExchange of prisoners.
2, Bffect on the lovers.
S Criaeyﬁe!s decision,

Book ¥V

1. Criseyde leaves Troy.

2. Diomede courts Criseyde,

.3, Troilus learns of Cri-
seydets 1nfidality‘

Action of the
story

Criseyde alone in Troy b-
comeg the objJect of Troilus!
love, He confides in Pane

‘darus,

Pandarus plants seed of love
and helps court Criseyde;-
he arranges a meeting

between Troilus and Criseyde.
Criseyde 1s won by Tcilus
and thelr love is consumnated.

Lovers are to be separated
They are filled with anguish,
Criseyde pramisgs to return.

Diomede begins courting €ri-
seyde and wins her love,.

- Troilus learns of his loss.
 He ies in battle.

From the outlinaa of thn plats of the two poems, it
is evident that Chaucer deviates hardly at all from the

plot of the Filoatrate.

- It is noticeabls, howvever, that

he compresses some of the cantos into one book and ex-

pends others into books by themselves,

¥hat he sdds to
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Boecacciots poem is a new plan. Instead of dividing
the action into eight parts as Boeccaccio d4id, Chaucer
divides it into five parts., The new design indicates
that Chaucer had de Vinsanf*s advice clearly in mind
when he proparcd'to adapt Boccacciots story to his own
uses, He did not accept Boccaccio's plan because he
had a definite plan of his own by which to give form to
to the tragedy of Troilus and Criseyde, He measured
the work in advance and 'prescribed a course according
to an established plan®, a plan long established by the
writers of the medieval society romance,

The formula for the construction of th§ society
romance grew out of the theory of the psychologicel
development of love, Originally there were four stages
described by the troubadours in the deyelopment of love:
(1) Love aspiramt, (2) Love suppliant, (3) Love recog-
nized, and (4) Love accepted. However, the influence
of the medieval adventure story with 1its mbtivos of
quest and ordeal added a fifth stege to the eouise of
true love; iis dnvaloymantg therefore, came to be des~
cribed in these five phasesy (1) Imcipiency, (2) De;
velopment; (3) Begrpthsly-(é) Vpdeal, and (5) Uniom,

This description of the course of love became for

-‘-u—ucﬂsc—‘*“”.—-—y”ﬂmu“

4, Sarah F, Barrow, The Medlevs] Society qugggﬂ,
New York, 1924, p. 9.
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the romancers the plan upon which they developed the
action of their love stories. Prom the episodie struc-
ture of the adventure tale, the romenee under the fn-
fluenes of the psyehology of courtly lows "gained the
logical structure which distinguishes plot from mere
eh:eniclcgﬂs‘;Theffinishad formula for the action of
the romance feliouad=this plang

I Baginning: (1) Opening situationi an appartunity
gggaigvefziginiogz ?2£;§er to union; (a) inciting

II Development:s Initial struggle (1) against fear of
repulse and (2) agaxnst pride or indifference.

I11 Culm;natian. Temporary success: betrothal

IV Reversal: Separation or estrangement. (period of
eomplication and ttt&l}.

¥ Dencuments (1) Decisive wictory over the last -Ob=
stzele to union, or final defeat; (2) uniom and the
assurance of pernaacnﬁ hﬁPﬂiﬂﬂS&@ or the death of the
1overs. 8

In aadition to this fiva part plan, the formule
had a further gemeral divigdon of the sction based upon
the two ehnraetaristics thn'ccurtly lover was supposed
to possess. F&rat, he was raqn:red to be an 1rres£a&&§ll
1over; and second, hs was suppened to be able to remain |
taithful to his loved one, These two dutiOS»divide the
formula fer the roaanec into two parts, the one chiefly

ggycho;pgica;kann the other concerned more with action.

5. Ik p& 334
FBVQ 6..’ pp' 68"’9.
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The first was confined to the problem of how to bring
the lovers together, and the second was devoted to a
test of the lovers? tidel.ity.-,v

This was ‘tht formal outline vhich was ready st
bhand when Chaucer prepared to cast the Filostrago into
2 mold of his ownm. The general structure of this for-
mula was divided into five parts, esch part deslimg
vith a dirferent phase of the course of courtly leove.
Along with this, there was a recognized divisiem of
the whole into two parts, the first dealing with psy-
’eholcgzcal ‘analysis (the beglnnmt. development, and
culmination parts of the formula), the second with
action (the reversal and dencumcnt parts éf the formula).
Here was a formal plan which Chaucer couil use as a
design for the arrangement of the _arts of his poem,

An analysis of the action 1n each of the books of
the Troilus shows t.hat the division of the action by
books Pollows perfaetly the formula of the cauﬂh love
romsgnes, By placing the dafvglapman& of the action in
Chaucer ‘s poem parallel with the development of courtly
love and the plan for the romance, Chaucer's use of the
conventicnal formula in outlining the form of the Trofilus

can be clesarly seeng

7. Ibid., p. 69.



zgeglgs and Criseyde

Books:

1 Troilus sees Cri-
seyde and falls in
love with har but
cennot find a way to
make hls love xknown,

II Intrigun carried
on by Pandarus to win
Criseyds for Troilus.

III ‘TProilus wins
Criseyde through the
geduction plot pro-
moted 'by Pandarus.

Iv Pgisonﬂr exchange
separates lovers,

Y Diomede wins Cri-~
seydo Troilus in

ir dies 1n
battlg*

Steps:

1., Incipiency.
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Formula of the
Romance

Phases:

Beg

inning;
(1) Opening sit-
vation: An oppor-

" tunity for love

2. Developrent,

3. Betrothal.

4, Ordeal.

5. Uniom.

" with some bdbarrier

to uni&n.

2. Development:
Initial struggle:

(1) Against fear

of repulse or (2)
against pride or

indifference.

3. culmiuatién:
Temporary successs
Betrothal.

4. Ravatéal:

, Separskian or es-

trengement of the
lovers, (period of
complication and

~trial}

5, Denvument:

(1) Deeisive viec-
tory or final

defeat.

(2) Union and the

assurance of hap-

- piness or the deab

death of the
lovers.

In addition to the parallel of the five books of

and the five phases of the romance formula,

it shdpld be noted that there is 2 general divisiom of
the structure of Chaqoor*s poem into two parts which con-
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forms to the division of the romence plot into psycho-
logical analysis and setzaa, the first dealing with

the love affair through its consunaatian, and the second
with upe trial of the lovers. In the g:__Lg!, the first
thres becks are concerned with the love affair and are
an expansion from the first three canteos of the Filostrato.
This expansion by the additiom of grester sttemtion te
the pq?enélcg; of the two lovers is in keeping with the
£irst part of the course of love. The books conform to
tha‘plén.ror a detailed psychological analysis of the
lavtrt; Following the formula, Ghaucor groups the last
five eantoc of the Filostrete into two books describing
the aeﬂan wmah separates ths lovers. The last two
books aaan.norc hurried than the first ivo bacansc of
the 1aet of psychological analysis, bun they do nnt de~
stroy tha design ot the whole poem. Their treatment
agrees: perfently wgth the foramula Chaueer chose as & .

plan far his popn.

8. Sarah F Barrow in her analysis of the 1l2th and
13th century nogisty romanca, ‘does not analyze ;gg;%ﬁg
and ﬁr seyde. In an appendix she hss this note on
"This is the most significant society ro-
Middle English., Coming to it from the Old French
repra‘jntatives of the type, one is conscious of a nev
treatmgnt. Not only is the plot more dramatically handlaﬁ
than those of the older romances, but the theme shows a
different treataonts courtly . lnvo does not stand the
test of real 1ife to which it is seb;ectod; ﬂha:;;f's
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The effect of this plan upon Chaucer's treatment
of the story he borrowed from Boeccaccio can be seen
vhen we compare the arrangement of the single-episode
cantos of the Filostrato to the multiple-episode books
of the Trollus. In Boccaccio's ?oem the fdrm;l design
has nothingrtc do with thnkphaséz of the'aciian. Each
spisode 1is trested in one canto formally 1solated from
the rest of the poem, Chaucer groups the~episddas into
books each of which ia'dqvated to a phhss'af thn action.
By utilizing the traditional plan for such a romsnce,
Chaucer gives a natural formal design to his poem that
corresponds strictly to the divisions of the suﬁ:oet
matter, The formal divisions are woven together by
GVGrlappiag episodes. The visits of Pandarus to Trollus
and Criseyde securely bind the second book to the first
one, The Deiphebus episode (an addition Chaucer mad§
to Boccaeclo's plot} provides a mechanical link between
the second and third books. There i3 no everlapping
episode between the third and fourth books because the
third book ends one part of the total action, the part
dsvoted to the love affair. The second part of the
story is linked toscths:lin thﬂ fourth and fifth books
by the focus of attention oﬁﬂCrxpe&ds, on her dieision
at the end of the fourth book and her departure frop

of recent fiction against the old-fashioned sentimentik
novel of fifty or sixty years ago." Sarah F, Barrow,

op.cit., p. 123,
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Troy at the beginning of the fifth book. These changes
and additions to the formal design of Ba_&eaccie's' poem
give Chaucer's work s complex form totally different
from that of the Filostrato. It makes the ____g;_;,gg a
more tightly constructed and bet:tar proportioned poenm
than the Filostrate.

Although it would seem that Chaucerts elaboration
of some of Boccaeciots a;aisadas should destroy the pro-
porttan of the poem a3 a whou, the Troilus achieves
& balanced form by the grouping of apisodes into fooks.
The lavger units in Chaucerts work mahhs him to re-
tatia a propartimtc 9h01e by equanzing his expansion
of asome aptsoﬂu by a earreswnding compression of
others, t"., achieve a balanced smeturo s he bad only
to concern himself with the length of each book mot
the length of each episode. In addition, his method
of grmxping opuoﬁet made it mslbh for him to have
gmtn‘ aymetry of the whole by & fairly evea distri-
but«-i.on of the épisodes among the five books. Thn dae-
sign Chaucer chbsa for the form of his pam gave him
e&p&ate freedom in modifying hig internal structure
to realize the end he was working for,and, at the same
time ensbled him to retain the ld'gim relation between
his uto‘mi dasign and the five phases of his aetibm

Although there is no exmet plan for the distri-



bution of the episodes in the Trojlug, there is a gen-
erel breakdowva by episcdes and a diatributica of them
among the books which reinforce the logical rehﬁm
betwesn the formal desigm and the internal structure.
If those episodes which directly yromote the action of
the story are isolated and Listed upder the books in
whieh they are treated, we can see that they are dis-
tributed evenly throughout the five books. The ocut~
line af the actiom by episcdes on page 55 illustrates
the mah&nlx:ﬁl kind of balance which lies bebind the
zovenment of the action. This balanced ﬂsmitimqf
the episodes is not ra__g?iuy ‘apparent to the reader be-
cause éf the threed of narrative, rhilosophical dd-
gression, aad dcseriptien woven ara‘nm the hara cut-~
line of the plot. BHevertbeless, that bare wgahmical‘
baskgrm 1s directly responsible for the success of
the poem as & elaaely mt, smvstrtcu wh@h...

In the Trollus, three things contribute to the
smltsy of the form of the poem, The lagi.ea}. re-
lation aotmea the formal ﬁ'ﬂ&iem and the five phasas
of the mma, the balamc af the f&mhs o five
books, ami the ‘ttirly even distx‘ihutmngat the epi-
s0des among the books indicate that Chsuser vas con-
aniw#lr attempting to ach&qve symmetry "‘thrmmh ad-~
herenee to the prismciple of proportion im the con-



struction of his poem, The artistry achieved in this
posm is a;ear‘ly based w, on a concern for “due propor-
tion) for that esthetie principle which depends for its
reéi‘izaticn on ""‘tm correct disposition of the vari.aus
parts of an actim among themselves; and of the varigus
parts %o th& whaln. :

~ The yeason why Chaucer succeeded hers vith the for-

mel desigh shere k,;b failed tn The louse of Fame was most
likely due to his re&lizatlen that he had to blend his
internal stracture with his foml plan to aehhvt the
mtrtcal completeness he é"ww ) l}se, he probably
. saw that & successful form could only ‘be attained by |
unifying the parts of & poem which made up this syme
mutm whole, Yrc‘u B&eieem h& borroved the orcﬁﬁc
plot whieh gave him the un!t;y he lacked in W
Maﬂdfrmw:whtymmhatmktmmm
wvhich to mold his nm. : A;aplymg ‘the prineiple of pro-
wewn ta this mmn desigu, hs rustd his enmi
dlmim with hil intermal stmctm and attai.ntd ‘hhat

Pequality tn fabricated things® }vrhieh, for the medieval
mind, wes essential for beauty.



CHAPTER VII

2 Snightes

Chauger took the piet of"zgg snightes Tale from
a work by Boccaccic also, Here, however, instead of
elaborating wpon Boccaeccio's poem as he did in trans-
forning the Filostrato ints Troilus snd Crispyde, Chaucer
reduces his poem to about one~fifth the size of his model,
He compresses the 9,886 lines of Bcccaecio's ;:g_zgg
into the 2,250 lines of 2@2 Snightes Tale. And the
rtdugttan;haivs the story;' The poorly,cunatxueto#k
poenm by Boccaccio becomes in Chaucer®s hands a ﬁithir
unified, swiftly moving parrative. He retains the
essential elements of Boccaccio®s plok, but excludes
.varyth&nx'frqm‘ﬁis version of the stowy whichLﬁa does
not CTind naeeasary for the progression of the action.

The Teselda is assoﬁtitlly the story of a struggle
batuien two knights for the same lady, Thé 81lim plot
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is over-burdened with elaborate descriptions of aetiom
irrslevant to the main confliet between Palamons and
Areitza, In nis effort to make into an epic what is
really a short romance, Boccaccio sxtends his posm out
of all proportion to what the slight plot vill bear,
Although the main actiom of the story deoes mot begin
until the two lmigml\ea.tch sight of fuilia amd fall
in love, Boccacclo devotes two long books to tns bagk~
grouand of the actiomn. sfter the -_,a‘etzeg. starts, he
stops at times to glve lm accounts of sahsi.-‘;iwy
action. The sixth book, for instance, is devoted al-
 moal entirely to a desecription of each kmight who comes
' to fight in the tournament to decide wnich of the two
lovers is to have Bmilia. Book elght, instead of com~
centrating upon the fight between Palasvme amd Areits,
dnsg;riﬁu individual empounters that are taking place
about the .rum‘,.} Finally, books ten and eleven are
long,drawvn-cut descripticms of Arcita’s fllness, death,
and fumeral, The demowment of the story is delayed
for no a.pwt reason than the interest Bocceecie

hes in descriding Aveita's desth and 4labovate fumeral.
| The changes Chaucer-‘ﬁcio in transtm; the ¥ile-
at¥aie into the Irotlus are paralleled by the Me&

“q*um*m“—a-—-‘“-—u“m

1. W, F, Bryan and Germaine Demgstar Sources ﬁ
logues of Uhaucerts Canterbury T:les, Uhicago, >

i
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he made in transforming the Tesejds into The “nightes
Tale. Be borrows the plot, but compresses it, divides

it qifferently, and arrages it into a form of his own.
A schemstic comparison of the two poems indicates the
correspondences and differences between the plots of

‘ I '
a. ZIhe capture of Ipolita and
Emilia by‘ggsia.

a, Capture of Palamone and Ar-
cita by Tesio.

IIX
a. Palamone amd srcite fall
in love with Emllda.

be Areita 13 released from

Wl’mw

a. Areita returns to Athems,

a, Palamcne éescapes from
prison, ‘

b, Tesio discovers the twe
fighting in the grove,

a8, The forces gathar for
the tournament.

VII :
a. Prsyern to the Goda

'S 9 4 ¢
2. The btttlc. _
a. Areita is injured,

X
2. Iliness and death of ire
cita, z

8. Arcita';xiunsral.
a. Palamone weds Emilia.

R §
a. Thasaus meets ladies
of ’l'habt#.
b. Capture of Palamon
Band “ﬁit‘t ‘ ‘
¢, Palamon and Arcite
fall &n love with Emelye.
d. Areite 1s released
from prison.

I1

8. Arcite returns to Athens,

b, Palamon esoapes.

c, Meeting of the two in
the grove,

d. They are discovered at
their next day's md¥ting
by Thaseugix

&, The tournament lists.

b. Return of Palamon and
Argite with their Knights.
¢. Prayers to the Gods.
d. Intervention of Saturn
on side afxgﬁnas. )

a. Palamon is disarmed,
b. Arcite is injured.

¢+ Death of Arcite,

d., Palamon weds Emelye.
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The most _natabl-,e difference between the two arrange-
ments is the way in uhich the parts are separated by
farmél divisions. Cheucer grours the twelve books ot
the Tegeida inte four parts, each of which deals vith
a clearly defined rhase of the action. Actually Chaucer
uses only twelve of the episodes listed in the outline
of the Tessida., Ie mits as episodes for development
the eapture of I;}olit& and Emi.li.a, the detalled descrip-
tion of the tawna.mant bu.ttle, and Areltats mﬂ.

The others receive almost equal emphaste 2nd become de~
ﬂnitely emchasized points in the development 5T the
action. He adds to these adopted episodes by giving
m:::rtam to the meeting of Theseus with thé ladies of
’.";‘hébes, by dividing the meeting of Palamon and Arcite
inte two separate meetings, by adding ths descriptiom
of the bullding of the tournament lists, and by adding
Saturn‘'s intervention on the side of Venus.

With this change in the formal design of the pasm
there 1s a corresponding change in the disposition of
the episodes. Chaucer groups the ep&m&as in &Mw
Iale into four phases in contrast to the separate freat-
ment of episodes in iniividual books in the Teselda.
Chaueer, regognising the four natural divisiens of the
action, the four distinet phases which advance the
action in blocks, gives his poem a formal desigm of
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four parts instead of twelve, and groups thes episodes
vithin those parts so that a decisive episode in the
ection fz1lls st the end of each part. At the end of
part one, the relezge of Arcite ends the static ait-
uation in vwhich the two lovers are unable to do any-
thing ebout their love. At the end of part two, Theseus
nsies the decision for the resolution of the conflict
between the two lovers. Saturn's promisﬁ of ald to
Venus at the end of part three provides the motivating
foree for the vi&tory of Palezmon, and in the finsl
episode of the fourth part, the conflict 1s resolved
&s Palamon weds Fmelye. |

This balanced division of the action is reinforced
within the four main parts of the peem, Chaucer dis-
cards as fully dev&leﬁed episodes the vhole first dook
of the Teseidas. In a short expesition of 19 lines,
ha‘coversrthe-f;rst 1,298 lines of the‘zeseigg, and
prings the reader directly to the beginning of the
episode which bears directly upcn the story of Palamon
and Arcite. Fram that point, Chaucer uses sixteen
goncisely described episodes to fill in his formsl
design of four parts. The campress%an of the vhole
story from the extended treatmanz 1t is gfvan in Ba~
cecacciots poem bripgs each episode closer to the othars
and g&van,gggugg;ggggg;gggg,a more tightly constructed
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organization than Boccaccio's poem. The even distri-
bution of the episodes adis the symmetry that is also
lacking in Boecacclio's poem. | |
In the first group of episodes, Chaucer lays s
basis for the action by describing the situnt;aa and
introducing the element of complicatiom, the motivating
force for the development of the action, Aftet'g quick
survey of the story?s background, Chaucer daséribés |
the meeting of Theseus and the ladies of Thebes, the
first"rully developed géisode‘of his poem, In this
episode; the reason fer:Thaseuarcampaigﬁ against,Crean,
during which Palamon &nd Arcite are captured, is es-
tablished. In the second episode, Palamon and Arcite
are taken captive and brought to Athens and imprisoned.
The capture and imprisonment of the two knights sets
the scene for the episode of complication vhen the two
knighthArs.eatranged by their love for Imelye. In this
episode, Chaucer's use of the principle of proportiom
to balsncegthe parts of h&s’pben~ﬁgf:ﬂtlﬁttﬁﬁs&lzhﬁ:?
use of parallelism, ‘Be often‘devbtas approximately the
same number of lines and the same patterm of development
to speeches and descriptive passages.k’ror instance,
after Palamon and Arcite see Emelye walking in the gar-
den, they voice ' . their love in two balanced monoclogues
in which each knight defends h15~pr1drity in love and
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appeals to the friendshlp of the other for the recog-
Bition of that priorify. Folloving this are two more
symmetrically drranged monologues in vwhich each of
the knights complains against fortune., A4rcite's com~
plaint of 52 lines is evenly Bilanced by the 53 lines
of Palamonts complaint,

The p&rallaliSE is econtirued to the ehd‘af the
first book thrbaghén; the last'ugisode, the release
of Arcite from prison. Hildegard Engel has shown the
syswetrical pattern Chaucer uses here by arranging the
balaneed speeches in the following outline; B
(l) “optrast between his unfortumate let and his rivalts
happy fate. (Arcite 17 lines and Palamon 18 lines).
@) Pgigigifignfigzg?.huuan destiny. (4rcite 17 lines
éﬁ%aﬁﬁgtgnn,te gersanal lament, (Arcite 7 lines and -

Up to this poinmt, the oad of part one, Chaucor
has, in four 0P1§°dos,~desc:£had_thevsituation;aag of
which the action develops, brought in the element of
complication vhich creates thévcaafiict,.and hegunttha
development of the aeﬁién, Within the episodes he has

B EET

balanced vzrious elements so that the symmetrical scheme
extends from the vhole to some of thg»n&aileat parts.
He gives the most extended treatment to the third epi-
spdg, the beginning of the love affair, one of the most

2. Hildegard En

DLEL
gsgfg;gggz Tales,’ ( d sger
s P &7,




important episodes in the entire plot,

Chaucer uses the second group of episodes in a
s7ift development of the action. The return of Arcite
to Athens, the escape of Palamon, their first meeting
in the woods, and their discovery the next day by The-
seug increasingly intensify the conflict until it is
branght-tn a foeus in the struggle in the greve, With
Theseus® decision to settle the issue in a formal
tournament, the stage is set for the resolutfon of the
eonflict. Cpnuenr'n tendency to parallel parts is re-
flected 1n}this§¥ni§ in his alteration of Boccacciets
account of Palamon's escape to enrrespgndswtth the des-
sription of Areitels reLaaao from prison.

The . third part of the pacn is devoted to a des-
eription of the prnperatian for the tournament. The
detailed descriytion of the lists appears to be in-
cluded for 1ts value as a colorful additiom to the
story end an a baxanetng element to till out the feour
episcde scherme et each part, Hare again 48 the kind
of parallelism Chaucar utilizes to gain sysuetry. Im
Bococacciots poem there are descriptioms of two temples,
those of Mars and Vemus, Chaucer adds a dqgag;ptian
of the temple of Diama to this first episode to realize

5. Zbid., p. 8.
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the tripartzza symmetry which he earries on as & pattern
for the third episode, the prayars to the chs.4 The
second epzsoég, the arrivwal of Palamon and Arcite with
their kﬂ;ght;§ also has a perallel structure. The in-
eidents are balanced by similar development patterns
and also by the number of iines deveted to each of them.
!he»fall&#ingﬁeutlian illustretes the 1ntérual,balance
of this episedes

1) Deseriptian of the arrival of the two groups: 21
lines,

(2) Deseription of Palamon and Lygurges 38 lines.

(3} Dﬁscriptian of Arvite and_ﬁ!stmiaa} ssklxnﬁa.

(4) Description of the yrtatéurninanz feast: 18 lines.

In the third episode. of th§a part, Cheucer returns
to thﬁ ttiptrt&tc pattern of the first episeda and de~ |
velops each of the throa;p@lyqraf;h "the sume intenticnal
ard-r,‘étah‘bains eamgoac& of u db:cr:ptiii zntraduetory
.pansago, falluwid in the na:n.#trt by a momelogue which
1! aaaWtrcanby & godfs t@k‘lwuacﬂ There 13 a general
hulaasc 13 the length of the three xnntdanta: Palamon's
prayer has about 60 limes, Emslye's about 90, and Arcite's
sbout 70.

This episode is given emphasis by greater elasboration
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similar to the emphasis Chaucer gives the episode of
complication in the first part, for i1t is here that
the final resolution of the confliet is given its jus-
tification, The way in which the two lovers phrase
their Tequests to the gods determines which of the twe
is to win *melye. Falawon asks Venus,

++.]I 1o axe nat tomorwe to have victorie,

Ne renoun in thils cas, ne veyne glorie

Of pris of armes blowen up and dounj

Sut I wolde have fully possessioun

Of Bmelye, and dye in thy servyse.
Arcite prays to Mars and asks,

vs<hely me, lord, tomorwe in my bataille,

For thilke fyr that whilom brente thee,

As well as thilke fyr now brenneth me,

And do that I tomorwe have vietorie.

In the final episode of this part, Saturn intervenes
and promises that, although Mars shall help his knight
vin the tournament, Palamon shall win the lady. In this
way, boccaccio had solved the problem ¢f which knight,
both equally vorthy, should win Emiifs, Chaucer, recog-
nising the value of Boccaccis's solutfon to the problem,
transorides this eplsede almost word for word., As H. M.
Cummings says, "Where the perfectness of his technique
ean.hc,mctn;ainbg by tbgiasa;sggnga of the Italian poet,
Chaucer 13 not loth to borrow.®

In the fourth part, the ccntestants are granted

6. Hubertis M, s, T
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the boons for whieh they prayed. in the first epi-
sode, Palamon is disprmed Dy Arcite who is aided by
ﬁaﬂ; In the second episode, Arcite is injured when
his horse becomes frightened dy a "furie”, "From
Pluto sent at requeste of Saturne”. The last two
iyiaadea completely 'ré#elva the confilet. .&raiﬂ
~diesy and Palamon weds Emelye. 4s part at the final
epimodey i’homw gives a long maeh of aver 1&{) lines,
1ittle of which has to do with the action of the
story. It 1s the one thing, Thomas R, Lounsbury says,

vtgthﬂ% impairs in the least the?pcrrut unity and
Froportion of The “npightes Tale.”

The Tourth group of eplsocdes remarkably illus-
t7ates Cuaucer's fine sense ¢ selection in trans-
forming the Teseida imbo the syiftly moviag, tmm:z‘r
sonstructed Enightes Tale. Instéad of describing the
tmmnt by & detailed d’nseripttm of fndividual
‘battles, he descrides the general chacs whem the two
forees come togsther and focuses his attention upon
Palamon and Areite, He omits the long deseriptiem
of Arsite's lingering iliness and the elaborate des-
cription of the funeral and moves his narrative im-
mediately to m, final unrevelling of the plot. In-

7« Thomas B, :ambury, 7
York, 1882, p. 372. '
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stead of the drawn~out, amorphous structure of Bocea-
eclo's posm, Chaucer gonstructed a unified, symmetri-
cally shapo& péon_,,‘ a wor?; which is perfectly gauged
to the slim plot that 1s so overburdened in the Tegeida.
The orgéui.e unity and the formal symmetry of
The Knighm ?s;agrcmet tha same technique that
Ghmﬂer used ta tuse a feml design with an organie
content in the __g;_};ug_a‘ The modifications Chauger
made in the plan of Boccaceio's poem again indicate
tha&rﬁil sajor soncern vas for form, for a gymmetri-
cal wholse that was ordered and complete, ,n:e changes
shov clearly that one of the dominant pif;neipl” etf
his teetniqus was the prineiple of proportion. By
lpplymg this prineiph he ersatéd a finished art form,
Ihe almst-- g&rtﬁctunm of form and content that was
the reault of his mature artistic method in the Troilus
and W_& show how completely Chaucer
realized the mdi.”ul esthetic idesl of proportion tn
his later W In the wds of his naster, Geoffrey
de Vimamt, Chimctr m thess poens carefully measured
the work ia Adme' wd Upreseribed a eourse according
to an utabl.i:hgd . plan“,r & plan aimed st the achieve-
ment of "completed order" in the form of h&s poens.



CHAPTER VIII

Genelusimu

The structural craftsmanship reflected in
Chaucer'!s later narraﬁives, the Troilus and The -
Knightes Tale, was the product of deliberate, self-
conscious artistry. Contrasted ui,ﬁh the lack of
formal technigue in the e:rlier works, the technique
of these two carefully plamned and executed poems
stands out distingt;y as one of their most sign£~
ficant qualities. It marks the difference between
the apprentice aréftaman and the finished srtist.
The taehniqua,fﬁaaad as it is upon a concern for
a mechanical unlen of formal design and intermal
structure, seems almost primitive today, yet th#
works it produced atzll.rstaiﬁ 8 gquality unlver-
sally essential to beauty in art, the quality of
formal symuetry,



The medieval esthetie 1s the theory upon which Chaucerts
technical ideal :LS based. The coneern for due propor-
tion of medieval philoso;hers and of medieval art in
genersal 1.3 basic to an understanding of the kind of form
Chaucer acm.end in his later works. when Chaucer dis-
tributed the parts of his setiom in balanced groups di-°
vided formally ome from the other according to a pre-
eonceived design, he was graphically representing. the
principal idea in St. Augustine and St. Thoma's'stoncept
of besuty, the ides that proﬁertiw 1s essentiti' t0
objective beauty. | Probably Chaucer became conscious
of this principls at work in 1iterature when aa r.nd
, the medisval work which most
succassfnuy achi.e'ns the completed ordtr desired by
the nn&isyal mind, ' It is significant that only those
voPks written after his first trip to Italy, when he
probably wm in contact ‘wit»_h Dante's yo:k.s? reflect
the feraa;vsymﬁatr;vwhsnh results frenﬁg_ﬁlw:t goncern
for pmoportion. | R

The gradual development Chsucer made in perrectm

his structural technique was & davelapmnt toward
greater complexity in both substance and external de~
sign. Hig early wpr;;s treat one episode. There b ¥
1ittle or no movement in them. They depend for thelr
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effect upon tone to develpp the theme, As occasional
poems, this statiec it#watment ainming at highlighting
one ides is enti,;_‘}ely successful, Judged by the ar-
tistie standard ﬁhauear evidently held later in ﬁtﬂ,
however, they az'e not successful vorks of artj they
lack the formal muty vhich attention to the prﬁeiple
‘of proportiom would have given them,

House of Fame marks the transitiomal ;wint

in the denlompt of Chaucerts structural technigue.
Here = one part design is replaced by a three part
do_sm, Iﬁstead of the tant of one episode,; there
is & traaimnt of three episodes. Ma is mvm
in the m; it daos not fogus on a mpletaly static
siﬁu&tzm. The tcm of attmm, mﬂw, n nxa.:ln
npoa Shtm rather than upen action, The poem is a
step towa:d the fusion of external design wj.th & for-
mally dmfi,dnd internal structure, but it is wmBrNhich
ended in fallure. Mihough there is a logical rela-
tionship betveen the formal parts of the peem and the

'aubaoat zatter {one episaode to each formal diviazon),
the poem lacks unity. The parts are not héxci tbgether
by any necesssry relation between them. This eplsodic
ples, mxﬁ,,k 1ikely upplanned to begin with, makes Ihe
cuse Fame a cheotic, amorphous experim’oat doomed
to fallure because Chauecer failed to unify it with am
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organic content.

Chaucer found in the works of Boecaccio the orw
ganio plots he nesded to umite successfully his for-
mal.deéign viﬁh his content to realize symmetry and
still create unifled works of art. By imposing his
forsal design upom these borrowed plots, he success-
fully completed the experiment begun in The Houge of
Fame. ?he»campl&i formal desigm with wh&eh‘hh_oxw
perimented &s retained in his later works. The more
complex internal structure, the multiple-episode
plotyis retained also. But the resultant form of
these luter works is a far cry from the truncated

A , of Fame. The organic plots Chaucer
borroved from Boccaccie gave him the kind of subject
zatter he nesded to achieve the artistic form that

The ehanges Chcucer made in the form of the

one of his major concerns. Upom the plot of the
Filostratg he imposed the formal desigm of the tra-
ditional society romance, fusing the five phases

of the action with the fivewpart formal design. To
make the matersal completely econform to his plan, he
added episodes and expanded his material where he
needed to, deleted episodes and compressed his material
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where he found it necesscry., He balanced the parts
of his action amcng thempelves. and evenly distributed
them throughout the whole. The result was the sym-
mwetrically shaped and organically unified Troilus.
He used the same technijue in transforming the Teseida
into The Hmightes Tals. Reeegnizlng the action of Bo-
ecacclots poem as material for a short romance rather
than as matter for an eple, he compressed the story
iwto a poem one-fifth as long as the original, His
f‘m}. design of four parts conforms perfectly with
the four natural phases of the action. He distributed
his episodes evenly among the four ;:ari;z, podifying
the plot where it suited his purposes. Again the re-
sult ves a symetrically shaped and orgeniecally unified
Parallel to this development toward eonplexity of
design and structure, Chaucert's technique rsflects an
additional development from an interest in theme evoked
by tone and statement to an interest in the development
of theme by drametic action. 1In the early poems, a
static situation 13 the focus of interest; out of this
gitustion grows the theme developed by the debate tech-
Bigus comuson to medieval literature. In the later poens,
the foecug of interest i3 upon a dynamie situatiom amd



the actlon that follows inevitably from that situation.
Qut of the whole sequence of episodes, from the original
episode of complication to the denoument, the theme is
gradually developed, This interest in action, in organ-
ieally related episodes, was one of the primary reasons
vhy Chaucer successfully created the unified form of
his later works,

In retrospect, it seems strange that this aspect
of Chaucer's technique should have been slighted, for
the form of his longer poems revwala; as much as does
his attention to verse patterns, how meticulous an
artist he was. Furthermore, sn understanding of the
technique with which he ereated that form, and an a-
wareness of his rqiatian as an artist to the esthetic
of his day shows that structural toehniquskand g’eauw
cern for total form was a dominant aspect of his 1iter-
ary craftsmanship, All of this knowledge contributes
to our estimate of Chaucer as aihighly:ikilled; s§1t~
conscious‘artisi; a eareful, déliberatevwcrkman vwho,
in his ﬁatura work, set out to embody in literary form
an esthetic ideal of the thinkers and artists of bis
age. The finished artistry of W
and The Knightes Tale is the evidence we have that he
was successful in achlieving that ideal.
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