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Abstract

In the endless cycle of life and death, the issues of
love and marriage are a constant and recurrent theme of
Titerature. The man, as a foreigner, comes to court the

woman with the ‘intent of taking her away from her parents

&

and bringing her into his own home. He must first convince

the woman to leave the paternal TJocation. The hearth, the
center of the new the and the symbol of his wife,
constitutes the one constant and stable aspect of the man's
otherwise nomadic existence. The tensions aﬁd conflict
inherent din this masculine struggle serve to mold and
prepare the man for his future role as the protector and

provider of his home and society. .

The woman, for her part, must also undergo -a spatiaT

displacement. Not‘on1y must she travel to the new domicile,
but she must also be prepared to change and adapt herself to
the idea of leaving her birthplace. The vertical movement
from the tower to the grbve by way of the bedroom
constitutes the process of maturation for the lady. Once she
has proven Herse1f capable of adthhood,‘ the woman will
assist her mate 1in gaining access to the society he had
oéiginaWWy rejected 1in his search for self. Thus the woman
serves as the instrument of God n redeeming the mén while
maintaining her own indﬁvidua1ity; seen 1in the parallel

process of displacement which she experiences.

oy



The reader response to the text of the Lais  is based
upen the realization that the reader also éxperiences a type
of spatial displacement similar to that of the protagonists.

Marie, through the use of a variety of 1itehary mechanisms,

forces the recipients of the text to go back in time and -

space fo the mythic locale of Sreteigne. The purpose of th{s
narrative technique is that, through identification with the
various &haracters, each reader learns the proper.methods of
social interaction. In other words, the twelve stories form
a manual of courtly etigquette.

The Lais of Marie de France are not only for

entertainment but for edification as well.
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Marie de France, as the first known major woman writer

in French, expresses views that are undeniably feminine

versions of the human experience, meant to entertain as well

as to instrgct. Her sensibility and keen narrative technique
bresent us with thumbnail character sketches that offer the
reader a glimpse of the past. Her stories are both universal
(in topic) and pahticu1ar (in detail). Adventures and Jove,
in  aristocratic settingé, constitute the unifying themes of
these various tales. While the prdtagonﬁsﬁs of the Lais do-
not seek adventureé, they rather stumble +into them and in
the process, thé 1ndﬁyidua1 undergoeé a type of social
integration ritual which either succeeds or fails. Love, as
the major motivating force of the integration process, is
not presented by Marie as a legalistic social code, but as a
potent, complex and multifaceted emotional experience.

Marie gives us two plainly enunciated reasons for the
composition of her stories. She wants to guard herself froﬁ
vice by the proper 'occupétion ‘of her mind, thus she
undertakes this work. Secondly, 1in fulfillment of her
social duty, she wishes to 1éave a record of the adventgres
so that the generations to come will profit from her
efforts. |

Custume fu as anciens,

Ceo testimoine FPreciens, !
Es Tivres ke Jjadis Ffesevent,

Asser oscurement diseient

Pur ceus k7 a venir estejent

E k7 aprendre Jles deveient,

K'7 pelssent gloser la Jettre
E de Tur sen le surplus mettre. (P 9-16)



Clearly, 1in the prologue, Marie states her intentions to

preserve old tales that she had heard for future
generations. S8She thus stands 9n time as a mediator of
culture and folklore between eras.

In her social role as poet and‘teacher, Mardie seeks to

recreate tradition as a means of preserving itf ”The aim of
poetry, of course, s not 'devices' but a know1edge‘of the
world énd the relationship among people, self-knowledge, and
the deveiopmént of-tbe human personality in the process of
learning and social commundication. In the final summing ub,

the goal of the poet coincides with the goal of culture as a

whole." .Thus the picture that emerges s not one of

coﬁfWict between the preserver of tradition and the creative
artist; it is rather one of the preservation §f tradition‘by
the constant recreation of +it. The originality of topic and
theme do not enter into the issue. What truly matters is the
skill with which these stories are told- how well they are
related.

There s no greater proof of success for a work than
the quality and endurance vof its function and dinternal
systems, one of the most {dmportant of these aspects being
its style of narration. The process éf narration cu1ﬁinates
in the fdnterpreter/narrator’'s immediéte frame of reference
to events outside of that 1immediate situation. Narration,

then, rests upon the presence of a narrator or narrative

1 Albert Lord, The Singer of Tales, Harvard Studies in

Comparative Literature 24, (Cambridge: Harvard University
Press, 1960) 132-3.



medium and the absence of"the events narrated. In otheh
words, there must be some sort of time element, a gap

between the event and 4t's being recounted, which denotes

the relationship bf‘thg author to the circumstances of the

acﬁicn; The q@estion of ‘narrative enuhcﬁation is fhéquntWy:
reduced to the simpler one of point of view. We, as receptor.
of a text, are forced to see the events throuéh the eves of
the harrator, |

Marie's styTé of narration isﬂbased on an edonoﬁy of.
words. This mighf be‘éccouhted for by her haQing probab?y'
performed thé work before 'a. Tive vaudienéé, One.’of the
essential ‘stages of oral composition s uthe performaﬁce
before a criticé? aUdieHce. There are seemingly two’
red%pﬁents envisioned heré; a Tlive audiehce composed of
Marie's contemporaries énd a fictﬁtjous'audﬁence composed of.
futUre.generatﬁons of headérsw Thﬁs the text fundtions_dn
two 199915; It 4H9s a dramét%c pefformancé as well as a
written text serving as an intermediary between the authbr.
andbthese respective groups .

The temporal factor, inherent in the structure of the .
Tanguage; plays a key role in.fhe reception of the texf. It’
gives us a window int§ the past a110@1ng ué to- observe
énother time, another wor1a, a dif?erentiféa7ﬁﬁy Bo Jonger
exfsteht. It sets tﬁe ﬁone of the story. It ds an
unavéﬁdabWe neéessjty of:composﬁtion.

“...Je peux fort bieh raconter une
histoire sang préciser le lTieu ou elle

se passe, et si ce lieu est plus ou
moins @loigné du lieu d'ou je la raconte,



tandis qu'il m'est presque impossible de
ne pas la situer dans le temps par rapport

a8 mon acte narratif, puisque je dois

nécessairement Jla raconter a un temps du

présent, du passé ou du futur. De 1a vient

peut—-8tre gque les déterminations temporelles

de 1'instance narrative sont manifestement

plus 1mporta9tes gue ses déterminations

spatiales."
Narrative time gains +its Tmportance by virtue of the fact
that it transports us out of our own reality into that of
the story. We are disassociated from all of our standard
reference points and take up those of the author. We leave
behind the receptive time of the actual reading (the

present) and enter finto the created time of the history (the

indefinite past).

As readers entering {into the context as well as the
time of the actual tale, we find ounse1§es to be situated in
a very specific and well defined space, that of the Celtic
ternitqry of Efatégne. E Hoepffner states, "Le Ffart est gue
Marie a toufours éu s07n de Fixer ses laris dans Je temps et
dans 7'es aca."B She takes particular care to.establish the
locale of the individual 7a7 well as dts temporal component .
“Not only are we 1in:the past, but we are also transported
into the myth%caT past more often than into the historical
past. |

There are very specific signs dincorporated into the

text which allow us to place each @7 1in one of two

2 Gerard Genette, Figures III, (Paris: Editions du Seuil,
1972) 228.

3 E. Hoepffner, "La Geographie et 1'histoire dans les Lais
de Marie de France," Romania LVI (1930) 1.



catagories. If there are definite place names and realistic
details then we are dealing with a story which can be
situated within a historical context. This type of récit

deals 1in general with a local Jlegend associated with the

establishment of tHe indicated city. Of the fwe1ve 76?5,
there are three that fit into this catagory; Dleus Amanz,
Lalstic and Chaitivel. The events narrated occur in or near
the Eespective cﬁtiés of Pitres in Normandy, St. Malo and
Nantes +n BPﬁttany..Each story is Tlacking in miraculous or
magical nuances, and are totally plausible in every aspect.

The signs which permit us to catégorize mythical or
fanta;tic lais are clear and easijy hécogﬁ%zabie; The use of
the temporal terms Jadis and ancierns for va11 vtheir
guantative ambiguity nonetheless serve as clear indicators
of an indefinite past. When we come across them +Hn a
particular passage, we know that the distance between the
actual events and the textual reception thereof +is great.
Another notable manifestatian of the mythical past comes
from the usage of fantéstﬁc details such as talking beasts,
metamorphosis and characters from other worlds. As the
Tocale of CeWtfc mythology, Bretagne comes i:o symbone for
the reader an ambﬁguous country where thevunusua1 oécurs as
a habitual experience.

Within the context of the stories, whether we consider
the historical or the mythical past, a distinct patterh.
develops in relation to the internal settings of the various

character types in the Lais. There s the natural



distinction of the city and the forest which reflects the
civilized and wild sides of man's nature. However, if we
were to go 1Hto a more +in-depth analysis of the Jocales
chosen for male and female persona, a clear distrﬁbgtioh Qf
spatial d%spTacement emerges. As one might expect, givén thé
contemporary social structure, the woman's domain centers
around thé home while the man's activities align themselves
with the broader concept of the city.

The feminine characters experience a vertical
transition, moving alternately between the tower, the bed-
chamber and the grove. As %ar as extensive movement s
concerned within the coﬁtext of their roles in the Lais, the
women can only make one major Jjourney, namely as a sign of
their ultimate joya1ty to the man. The male characters
undergo a Eorizonta1 transition. They travel between cities
through the untamed regions of the forest in their search
for & suitable companion.

In diverse regions, notably among the Celts, the forest
constitutes a sanctuary within the context of nature. The
forest evokes a sensation of safety, an enveloping blanket
of security permitting one to hide from the rest of mankind
thus isofating the = refugee from society. - This  is
particularly significant because Europe was coveréd with
forest in fha Middle Ages.

The abundance of trees which constitute a forest form
an intrinsic 1ink between the physical Tife (the earth) and

the‘spirituaW Tife (the sky) of mankind. The tree can be



considered as a symbol of the human Tife, being an
intermedﬁary betwaen the earth, wherew'ﬁts roots are
embedded, and the heavens touched by its'tbwering Timbs.
However, 'when seen from a modehn',perépective, the,

forest acts as a stripping agent, - removing. all - the
superimposed layers of civility to reveal the Subconscious
core of the human psyche.

"Pour 1'aha1yste moderne, par son obscurité

et son enracinement profond, la forét

symbolise 1'inconscient. Les terreurs

de la forét, comme les terreurs panigues,

serajent inspirées, selon Jung, par la
crainte des révélations de T1'inconscient.

"g.
The forest.is no 16nger the we1cémihg renge fhom societyw
but a threatening‘pWace, Qhere one s forced,tb confront the
reality ofihié‘bas%c nature. The forest acts és‘a mﬁPPOPl
whiéh cohtaﬁhs a true reflection of the inner ‘man . Tﬁe
character must then learn to vdea1v.wﬁth fdnd.vcontﬁo1_:that
inner, wild hature before\befﬁg_a110wed béckvfnto society as
_represenfed-by the city; Thus thevjourﬁey thbough'the forest
doubWes’for tHe‘bsychOWOgicaf Journey to matqnity.»

Medieval concepts see mén‘ as a 'binrﬁm journeying.
between two Qﬁtieé: Tife 49s a‘bassageifrém the city bé?ow
(éhe worid) fé the city above (the heaven1y.k1ngdomjﬂ Tgué
the physﬁcé? journey between two cities "in search of é
suitable @ate paf311é1§ a man's peréona1 séarch for divine .
ajid. Having gained_the>sécond city and receivgd_the desired

boon, the man 1is now equipped to return to his. original

4 Marian Berleur, ed., Dictionnaire d
Seghers 1873) 341.



community, capable of contributing to that oﬁganism rather

than Just Tliving parasitically from +Ht. Once again, the

issue becomes one of the passage from adolescence to
adulthood.
According to contemporary analysis, the city 1is one of

the principal symbols of the mother, with the double

attributes of limits and protection. In the same manner that
a mother contains within her children, so too the city
possesses its “Jinhabitants. The city on high creates by
virtue of the spirit, the city below by the means of the
flesh; the one and the other are equally mother and wife.

In the Greek tradition, the goddess Hespia 4s the
spiritual guardian of the hearth. She represents the
immobile and stationary center of the home. When a woman
leaves her paternal home, she because the protector of this
sacred space within'the new home.

"En contrast avec Hermeés, le dieu de

1'espace ouvert, du passage et des

échanges, Hestia délimite 1'espace

du dedans, celui du monde féminin,

que la nouvelle épouse, une fois in-

stallée dans Ta demeure de son mari,

va perpétuer, maintenir dans sa con-

tinuité, en devenant en quelgue sorte

comme la fille de la nouvelle maison

et du fgu domestique, confiés a ses

soins." '
Thus the very one who has betrayed the fover of one man, her
father, controls the atmosphere and the sanctity of her

husband's refuge. For certainly, a man will always return

home as that s his point of stability and secgrity amidst

es mythologieg, (Paris:



his wanderings in the service of societyﬂ He comes under the

protection of Hermes, the god of movement and activity who
forms the counter part to Hestia. As a civil servant, the

mén»ﬁs basically protecting thé city and hence the woman.

A lady is often the instrumént of  God orlof Ehé-1oye

thaﬁ incites a man to excé?. Lové may even be the impulse in
"man that Péspoﬁds to God through‘the medium of the woman's
‘beauty and Agoodness. Howeveh, the woman is nﬁt a m@re
phojeétﬁon of the man's ﬁmquses;.if anything, she)éWearTy
is a ﬁef1e¢ti§n of God's gqodness towardsvman in”giviﬁg him
a_he?pmate.vThe union of a man and a woman functions a$va
4sym501 of the harmony and'integrafioﬁ of tBe ﬁan;slgeﬁng;

Woman s presented as‘a part of man, diffehéntv vet
essential to his perfection. Eve. was creatéd'fﬁom»Aaam. She
waS'meént to be a parf ofihim.-$he repfesents that piece of
himself which he must learn tQ‘céanOW and uée propér1y,»nof
.to reject, if he 1s :to échieve‘ the reihtegratiéh ’of the
human being.nThis harmbﬁization of the ﬁwo~dﬁverse natures
must be accomplished before total union with Godv dah‘ be
realized- his ultimate goal. From this po%nt of view, woman
‘has an essenti31 and positive role +in tﬁe'morgj deve?opment
of a man, a role given her by God. She has the power to lead
him astray or {into wthéness! |

Woman does not differ fFom man as to what she ds- a
created béing,‘but.és to what she'represenfs—‘temptation and
'origﬁnaT sin. O%ten'tﬁe'object éf man;$‘deéire beqomeé the

cause of it; in ‘other words, he projects his own weakness



onto its object. Thus the women function as symbols, aspects

of philosophical and psychological problems that trouble the
male dominated world. The traditional l+iterary role for
women as symobls is {dgnored by Marie de France; she treats

femaie persona in an innovative way

In giving ué closer Hdnsights info the feelings of her
ladies, Marie 1is more realistic than her contemporaries 1in
her treatment both of women and of the Tove relationship.
She takes the female persona out of their normal literary
. functions, making of them p1ausbee and realistic characters
by allowing them a degree of mobility in the plot structure.
Oniy Marie, who sees marriage from the woman's poiﬁt’of view
as repressive and often sinful, allows the adulterous wife,
such as the ladies 1in Guigemar, Yonec and Milun, a noble
love. She does not however idealize the women about whom she
~writes, as seen 1in the punishment given to the wives in
Equitan, EBisclavret and Lalstic. The mother of Fresne
furnishes us with a clear example of a woman who experiences
rehabilitation and reintegration in society as a direct
result of the plot resolution. Marie's femaWe characters
transcend the standard roles %on women and’achiéve thedir owﬁ
{ndividua11ty, separate from and yet complementary to thelir
male counterpart.

Until hekfaTTs in TOye, un£i1 a woman +intrudes herself

on his 1ife and awakens him to an éspect.of his. being that

10

the male adcomp?ice has not been aware of, a man's 149ife has

no apparent direction. The woman becomes his goal and



11

purpose to act within society. She calls forth the deeper
and often hidden aspects of his personality. Love plays a

significant role in the attainment of self-awareness since
the end of TJove 41is to make a new person out of two

previously separated individuals. The man needs the woman to

supply that which he is Tacking to complement and complete
himself.

The Journey for‘ a man represents two distinct
directions of movement: outward and inward. As a man travels
from his home +in search of'the woman, he goes out into the
~world. Yet at ﬁhe same time he withdraws into himself to
come +in contact with the void which he seeks to fill. He
must: familiarize himself with that void"éo that he caﬁ
recognizé the Hight woman to %i11 it. She becomes the object
and answer to his 1inner desires.

“Having found a comﬁWementary mate, his next task 1is to
bring her back to his home, to integrate her into his social
role as well as his private 1ife. The initial outward motion

is now reversed, a11ow{ng the man to return home. Parallel

to his return to the +initial location, the +inward motion fis

also reversed. He must regain his equilibrium, re-establish
his rank in relation to his fej?ow men once he comes home.
Having found the fulfillment of his ‘inner needs in the
woman, he becomes once\again extrovert, able to go forth and
accomplish that which he is given to do as a responsible

member of society.



This motion of stretching and returning to equilibrium

containg the two basic metaphors that society has fqr
-change: physical dfsp1acement and the stages of maturation
in the n1ife~cyc1e. This pattern of motion and maturation
occurs in all twelve of the Jais. Guigemar, the story a
young mén'é first Tove, and Elidue, a tale of an older, more
mature Jlove, form two extremes of a spectrum of human
encounters wfth affafﬁes du  coeur. Mardie presents her
readers with a wide variety of combinations between these
fwo end-posts of experienae; Thus we can see that the Lais
form a tightly knit system describing one of Tife's most

complicated adventures: the male/female relationship.

12
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Socially, the twelfth century saw the beginning signs

- of decay 1in Feudalism and the rise of a more Jlaw-abiding
middle c1ass.1 The romanticization of the past, a longing
for "the good old days", is prevalent among many societies,

especially those undergoing a great deal of change. This

type of ddealization 1is what we see 1in the Lais. Marie
stands in her era, Jooking back to Qhat was wHiWe
transmitting to us an appraisal of the heights from which
chivalry has fallen and the path of descent that it took.
Hence the generally tragﬁc,tone in the Lais.

We see this attitude of decline latent +in the

injustice of Arthur's court wherein Lanval abides neglected

and abused. In verse six, Arthur s described as brave and

courtly: Artur, 77 pruz e 77 curteis. Yet, thirteen.verses
Tater, this description is negated by the king's treatment
of Lanva1.2 By forming a clear contrast between appearance
.and action, Marie cracks the courtly facade to reveal the
hollowness within. Envy has gnawed away the.substance of an

ideal, Arthur being the literary exemplar of kingship.

1 "Many historians describe the twelfth century as a period
of confident activity, of economic and intellectual
expansion,..." Joan M. Ferrante, Women as Image in Medieval

-~ Yo o oo o o o - — o~ —— - v—_— - - —

Columbia University Press, 1875) 11.
2 Ceo fu Lanval; ne 1 'en sovint
Ne nuls des soens bien ne 17 tint.
Pur sa valur, pur so largesce,
Pur sa beauté, pur sa pruésce,
LTenvioent tuit 17 plusur;
Tels 17 mustra semblant o amur,
S'al chevalier mesavenist,
Ja une feiz ne 1'en pleinsistt (LT 189-26).

13



fhe term Areton, as it -applies to the gehhe of
Titerature which is similar to our modern "short story"- the
jai, is given because of the presence of Celtic local color
(both iﬁ place-names and personai' names) and certain

folklordic and supernatural elements. Most of the time, the

poets claim to have utilized Breton sources.

In Marie's hands, the traditional Tai undergoes a
définite change 1in fprm,‘with seven of the twelve lais being
attributed to the Celts. The musical lais upon which her
stories‘are based were to be performed oh the harb or rote.
By emphasizing the adventure, Marie creates a narrative poém
which was to be recited or read. We have available to us no
extant texts to which to refer to check the validity of
this. Marie de France 1is no exception to this tradition,
be%ng one of the earliest writers to compose her texts
around Celtic folklore.

"Les éléments celtigques des Jais sont toutefois assez
abondan;s: Ta plupart des noms des personnages sont des noms
bretons, des références & 1'histoire de 7T1'Amorique se
rencontrent - b1usieurs reprises, Wes‘ noms de Tieux
renvoient & la géographie»de la Bretagne ou & 1'Angleterre
de la tradition arthurienne. Les thémes mervei11eux,'enfin,
sont des thémes de contes bretons."3

In dealing with the gquestion of temporal settings,

there are two categories into which the twelve lais fall;

francais du Moyen Age 87, (Paris: Librairie Honore Champion,
19589) x=-xi. '

14



that of the Celtic mythical past being contrasted with a
historically based scenario. Only three of the twelve Tlais
fall dinto this latter category; namely Deus Amanz, Laustic

and Chaitivel]. Each of these three tales 1is characterized by

15

its realistic details and the precision of 1its place names.

Also, thelthree are seemingly based on local legends 1inked
to theipTace names chosen by Marie, a point which she takes
great care to establish.

In contrast to this trio, we see the ﬁajority of the
lais Oécurring in the distant past, myétﬁf?ed and
romanticized by the cloud pf time. These tales are markedly
different from the historic narratives in that we see an
element of the Other World coming “nto play. Indefinite and
hézy are the temporal details which the author provides to
her audﬁence.a The talking stag and magic boat of Guigemar,
metamorphosis in &isclavret and Yonec, Laﬁva1's fairy lover,
the “mﬁrach]ous" revelation of ddentity for Fresne and
Milun's son, all of these elements transmit to the reader
that feeling of a timé Tong ago when the fantastic was
possible, when a primitive belief 1in magic reigned supreme
in the hearts and minds of the audience.

A Tonging for "the golden days of yore" is communicated
throqgh'the use of such terms as jadfss and ancfenss which

create a nostalgic ambiance. Marie makes a conscious effort

4 "L'emplod d'un temps du passé suffit a8 la désigner comme
telle, sans pour autant indiquer la distance temporelle qui
sépare Tle moment de Ta narration de celui de 1 'histoire.”
Genette, 232.

5 Fr 3,4; B 5; Y 11,12; DA 1,2; Eqg3.

6 G 26; M 532; E 1,5,6.



to situate her stdries in the distant past. The time always

remains imprecise and vague. Absent are all the precisions

of physical setting so obvious 1in the historically based
tales. We are given very general terms which enable us to
situate the tales in a distant temporal setting.
Guigemar, the firsf tale of the collection, is clearly

placed in the mythical past.

K7 an Bretaigne la Menur

Avint al tens ancienur

En cel tens tint Hoilas Ja tere (G 25-27).
We are also given the name of the current monarch- Hoel, who
held the Tahd. This +Hs an ancienf story which occurred +in
Brittany. |

A second distinguishing aspect of Guigemsr dis the

supernatural, which acts as a narrative impetus. While
hunting +in the forest, Guigemar wounds a whité hind. A
conversation ensues, wherein the beast prophesies her
adVersary's futuré. This scene comprises the commencement of
actions. Up to this section, all is description and
background information, but with the hunt, fhe recit begins.
Immediately fo11owing this forest scene, there Y98 the
Journey via a magnificent magic vesée1. The boat {is empty
and unguarded, vet 1t 1is obviously ﬁost1y as-signifiéd by

the type of wood used in its construction as well as the

16

furnishings therein. The reference to Solomon (v 72) evokes

the fabled luxury of this, the most wealthy of ancient'

kings. The ship steers +itself and moves under divine impetus

as denoted by the goodnand_gent1e wind. The ebony vesse]l
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cohvenient1y1makes two more appeahahces in the story, at the
~expulsion of Guigemar and at .the flight of the lady. Thus
magﬁc, as symbolized by the ship, becémes thefmotivafionaT
”force of physical aispWacement vas. wé11 aé of naﬁratiVe
ﬁrogréssion:,

Gufgéhar' meets both of our reqdireﬁents of ancient
times énd magical influences. I# is a clear case of mythical
past and cannot be confgsed_with history despite the;uée of
ﬁontemporary geography 1in the thWihinary aescriptiOH.VWith
Eauféﬁn,‘however, the case is‘nct‘so straight-forward. While
thek ahtiquated is obvious, 'the . magical is  relatively
nonéxisteﬁt. | |

The only indicatﬁcn of the $upernatura1‘ ig found in
'descrﬁbﬁné Equitén‘as sfr@'d@s Nauhg. (v 12). Thié amb{guoué
1bca1e has been ﬁnferpﬁeted‘to be modern;day Nanfés, hence -a

total lack of magic, and, to the converse extreme, as’ nains,

the king of dwarfs. If we take the latter interpretation

into constideration, the conclusions become self-evident.

Being the king of the dwarfs, Equitan links ‘_us with the

folkloric society of the Tittle people, S0 preyaTent' in

Irish tradition. Equitan could, in this sense, be a story.

abogﬁ vthé‘ fairy kiﬁgdom,A,aé it fS’,hard to ﬁmagine a
reaﬁistic realm whére everyone is deformed aé % hétidna1
trait. | |

‘The othérﬂposSibiTity wh1ch presénfé itself s fbat”pf
a king cgrsed‘in‘ﬁis physical stature. Physicé1 defbrmities

,wére often interpreted as a .curse of God upon an



individual; the weighf of His forefathers{ sins being
ménifested in hfs flesh. A fleshly marking of this sort
would give the central figure a dark and negative
connotation, a Jjust representation of Equitan's‘fnnér state
‘of moral baseness contrasted to his peerless Tineage.

The debate remains to date unresolved ahd a point of
contention to scholars. Nauns could be a simple invention of
Marie's dimagination, as Ernest Hoepffner suggests +in his
detailed examination of historical geography of the ggj§7,
or a geographical reference of which no authoritative source
has survived. Given no concrete evidence to support either
theory, this +issue remains a mystery that in all likelihood,
will remain shrouded in the fog of ambiguity.s

There +is, however, ~another dindication gf time about
which wé can be certain. Eguitarn is an old tale.

€71 de Bretaine, 17 Eretun! |

Jadis suleient par pruésce,

Par curteisie e par noblesce

Des aventures gqu'i7] ceient, (E 2-5).
The use of Jjadis and Bretun place EFguitan in the category of
the mythical past. We are given no clear, defﬁnéd period of
time nor are we made aware of a specific Tocale to which we
could affix the name WNawns. This étory could take place in
efther of the Brﬁtain#. The majority of action occurs at or

around the seneschal's castle. This could be any castle,

anywhere, at any time +in the past. The lack of precision

7 Hoepffner 5. ‘

8 For an overview of the various theories concerning the
various meanings of Nauns, see Jean Rychner, Lais, Les
Classiques francais du Moyen Age 93, (Paris: Librairie
Honore Champion, 1978) 247-248.
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thus makes Ffguitan open to interpretation. An Equitan could
be lying dormant within any monarch.

Fresne, like Fguitan, takes place inlthe distant past.
Marﬁexuses the same vocabu1éry to place her ﬁekt story in-a
context :

En Bretaine Jjadis manevent
Dui chevalier; veisin esteient. (Fr 3.,4)

Fﬁrst,'we note the use of the temporal adverb Jadis as the
major Hdndicator Qf'our relative posﬁtion tb the supposed
occurrence of the story. Secondly, having establishad a
precedent 1in Guigemar and £fguitan for the use of Bretagne
wﬁfh ;he fantastic, Marie, in Fresne, takesv more Iﬁberty
with the defai1s of her setting.

The first part of the tale concerning Fresne's
parentage remains rather vague. All we aré told is that two
neighbors have had a falling out due to gossip. The main

episode which treats the adult 1ife of Fresne is
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emphatically specific in +its location, being named as the

archbishopric of Dole. Secure 1in her - establishment of
Bretagﬁe as the old world, Marie now begins to fill in more
details for her readers. fhis exﬁra embellishment of the
narration lends to Fresne a touch of local coior and a
reference point to which people caﬁ relate with Faci1i£y.

The miracle aspect of this adventure is Fresne HerseTf.
The general populace is amazed at Fresne's reactién to the
reversal of her estate.

A grant merveile le téneient ‘
C7l e celes k7 la veeient. (Fr 381-82)
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Her calm and selfless Jlove towards Gurun +s 1in direct

opposition to the mother who still schemes to remove her

daughter yet again from the scene. Fresne accepts her fate

and makes the best of what {is & terrible situation with the

potential to worsen.

The second miracle that occurs is the repentance of the

mother, who heretofore acts negatively within the plot. The
example of Fresne is contrasted to the conniving attitude of
the mother. Upon recognizing the coverlet upon the bed, the
mother Hinquires of Fresne as to where it>came from. The 1édy
could have simply ignored the story given in explanation to
her quhies, but fHinstead 'éhe choses .tol acknowledge her
foolhardy wayé. Miraculously, the lady falls to her knees
before the husband, confessing all:

Quant 7] est en Ja chambre entrez,

la dame 17 ched as piez,

Estreitement 17 ad baisier,

Pardun 77 quiert de sun mesfait. (Fr 456-59)
What we are witneés'to here is the greatest and perhapé the
most difficult of miracles- the changing of a human heart.

In Ffisclavret, Marie gives us a tale that contains
eWBmenté of both the fantastic and the folkloric. Again we
note the use of Jjadis which send us spiraling’ into the
ﬁndefﬁﬁite past- Jadis Je péaft hum o7r (5). Immediately
thereafter follows a brief discourse on the legendary
characteristics of the werewolf.
This metamorphosis from man to wolf and back again, as

the central theme of the story, encapsules the element of

fantasy in &isclavret. We expect to read a horrific tale of
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a man-eating beast, but ‘instead Marie twists tradition,
lending to it pity and pathos, thus enabling her audience to

identify with the man trapped inside the beast. She forces

us to change Toyalties from. the wife to the husband by

narrating from his point of view. In ‘doing‘.this, . we, as

active readers, enter 1into the fantasy, expériencing with
‘Bisclavret the pains, disappointments and betrayal which
comprise his enforced imprisonment.

We’know that -the baron in question fis frdm Bretagne, as

this fact is given at the beginning of the sthy;g Marie

later defines this geographical name as the country of

marvels as previously discussed. It is through the voice of

the king's advisor that Bretagne is thus described. He, as a -

" wise man s the only one to interpret correctly the signs of

BiscWavret'S‘daptivity.' By the physical change of state, as

QéWT ias the two othér indicators (the use of Jadfs‘and
‘Bretaine), we can safely suﬁmﬁse‘that Efsc?avr@f definitely
fits;inté the‘céteéory of ahistdfﬁca? settings.

Lénvw?, our ne*t tale, ié gset 1in the court of King
zArthuE. Havjng,seen in‘ouﬁhabove discussions of the mythﬁca?
lais that éretaigne is an ﬁnconteStabWEv sﬁgn of- the

indefinite past, et us instead concentrate on Marie's

choice of association with Arthur. That the Arthurian

elements of Lanval are mainly surféce.decorationé and could

easily be replaced without any difficulty is'the expressed

opinion of Ernest Hoepffner in his article La Géographie et

9 £n Bretaitne maneit uns bers:
Marveille 7'a7 o JTo&r:. (B 15,16).
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7 h7g§o7/e dans les Lais de Marie de France.10 g . why would

Marie make such an overt connection to a literary tradition
which stretches back to Gaufrei de Monmouth and Wace +if not
to lend an air of credibility. to her tales, a point of

contact with which her audience could readily identify.

Troyves 1in two distinct details which she includes in Lanva?{
First of all, there +is the injustice and decline of courtly
1ife most emphatically demonstrated by the ostracism of
Lanval:

Femmes @ teres departy

Fors a un sul k7 1'ct serviy:

Ceo Ffu Lanval; ne 7'en sovint

Ne nuls de soens bien ne 77 ¢int. (L1 17-20)

Likewise, Chrestien starts Yvain +in the same manner,

namely by emphasising the decline of courtly ethics. He
mourns the loss of true chivalry and laments those who now

make a mockery of it by rendering a hollow and base service

to Love.11 Described by both Marie and Chrestien as brave

10 "Les éléments arthuriennes dans tanwval sont d'ailleurs
tout a fait extérieurs et ne touchent en rien au coeur du
sujet; on peut les éliminer sans la moindre difficulté.”
Hoepffner 20.
11 L7 wun recontoient noveles,

LT autre parlotent o 'Amors,

Das angoisses et des dolors

£t des granz biens gqu'orent sovant

L7 disciple de son covant,

Qui Jors estoit molt dolz et buens;

Mes or 7 a molt po des suens

Qu'a bien pres T'ont Jja tuit lessiee;

S'tan est Amors molt abessiee,

Car 7l qui solojent amer

Se ferfsoient cortois clamer

£t preu et Jarge et enorable;

Or est Amors tornee a rfable

FPor ce que c71 qui rien n'en santent

Dient qu’'7] aiment, mes 71 mantent,



and courteous (L1 6; Yv 3), Arthur‘forgets his manners and

falls asleep 1in the queen's chambers. The knights are

astounded and deeply disturbed by this overt lack of
courtesy.

Mas ceal Jjor molt se merveillierent
Del roi qui eincois se leva,

S7 ot de tex cuil molt greva

Et quy molt grant parole an Ffirent
Por ce qui ongues mes nel virent

A 57 grant feste an chanbre antrer .
por dormir ne por reposer;

Mes cel Jor ensi Jle avint

Que Ta reine le detint,

S7 demora tant delezr 77

Qu'il s'oblia et endormi. (Yv 42-52)

The knights Didonel, Sagremors, Kex, Gauvains, Yvain and
Calogrenant sit outside thé door sharing a tale, not of
honor and valor but of shame and disgrace. The overall
picture qf this opening scene 1Js filled with negative

elements and details about court l1ife that are far from

introduction of Gauvain and Yvain into Marie's text :

Ensemble od eus esteit Walwains
E sis cusins 17 besus Ywains. (L1 225-26)

These two form an +integral part of the narrative as it s

Gauvain and his men who stand as p1édge for Lanval (L1 397-

£t c7l Fable et manconge an font

CQuT s tan vantent et droit n'Yr ont.

Mes or parlons de cez qgui Furent,

SY Jeissons cer qui ancor durent,

Car molt valt mialzr, ce miest a vis :

Uns cortois morz c'uns vilains wvis (Yv 12-32.)

Manchester University Press, 1961) 1.



401). Marie, in using elements of Yvain and arthurian
aspects in the creation of Lanval, aligns her story with
some of the greatest creatofs of }iterary mythoiogy. These
details are -Hintentional and  integral to the narration of
Lanval, being more than mere textual embellishments &s E.
Hoepffner had stated. They, more than any other aspect,
enforce the placement of Lanval within the classification of
the indefﬁnite past.

The;supernaturaW aspect of the fairy 1ady.as-Lanva1's
Tover gives fhis story a folkloric flavoring. Her mysterious
pavi1fon set out in the grove, adorned ahd ofnamented with
an unparalleled wealth, could not be bought by any king on
earth. It would take a mortgage on one's castle Just to
afford the palfrey she rides upon:

Un blanc palefrei chevauchot,

.............................

Riche atur ot el palefrer7:
Svur ciel nen ad cunte ne rev
K7 tut Je pelst eslegier
Sanz tere vendre v engagier. (L1 551, 555-58)
She is the sovereign who protects and defends Lanval as well
as being the source of his Timitless wealth. The lady is
I3

from another land as she herself confesses:

Pur wvus vinc Jeo Fors de ma tere:
De luinz vus su¥ venue guere! (L1 111-12) .

This otherv1and from whence she came is revealed in the last
verses of the lai as Avalon, thus confirming her faeric
nature. Thus its supernatural content also serves to exempt

tanval from a historic classification.
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Yonec is yet another example of a fairy tale lai set in

the "days of vyore." This time, however; the fairy 1s male

ingtead of female. The bird-knight dis the counterpart to

Lanval's lady. He too has come from another land during a
time of crisis for the protagonist of the adventhe, beﬁng
aﬁ answer to praver. |

M@s‘ne poeite a wvus venir

Ne Fors de mun paleis erfssir,

S7 vus ne m'elssezr reguis. (Y 131-33)

Here we find our secoﬁd occurrence of metamorphosis,
whiéh, as in fisclavret, occurs in Bretaigne and the time is
indicated by Jjadis; two solidly established signals with
Marie; Other facets of this tale to take note of are the
lady's miraculous leap, her Journey through the hill and the
silver cityf Thus Yonec fits 1into the generally eséablished
pattern whigh we have examined for the temporal settings of
other ahistorical Tais.

Just as VYonec s the counter-part to Lanval, so s
Mf}un tc Fresne, where a son instead of a daughter recovers
his family. 12 However, here we are given no indication that

Milun is based on a Breton tale. Marie‘does tell us that
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Milun was born is South Wales, so the lai still situates

itself within a Celtic context. Her source 1is an ancient
one, as she reveals at the end of the laij.

De Tur amur e de‘7ur bien
Firent un 1a7 17 aucien, (M 531-32)

12 For more on the correlation of the various Tlais to one
another, see S. Foster Damon, "Marie Psychologist of Courtly
Love,"



While this story does contain a great number of
specific geographic place names, it does not deal with local

history, as s the criteria for the modern 1aﬁs..1t i the
personal histbry of Mi1gn, his Tover .and their son. ‘The
fwenty vears of éorréspondence via the swan is in and of
itself a wonder to pénder. The manner +in which the son's
'identjty ig discovered 1is also presented by Marie és
soﬁething remarkable, +n that the Oedﬁpian_combat, instead
of ending 1in disaster, reéu1ts in the resolution of the
intrigue.

E Deu! fait 77, cum sui gariz/!
Par fei, amis, tu es mis fiz! (M 471-72)

For Milun, the reunion is a divine healing for both his body
and his bruised ego, leading to the desired union with his
Tady. The amazing series of details and the'?ocafﬁon both
conform to our qualifications of distant past, making M7lun
a legendary ta1é more than a historic one.

Chievrefo7] Tinks +dtself to the legendary Tlove affair
of Tristan and Yseut. Marie gives  us nof background
'infdrméfﬁon. Instead we immediately receive the story with a
minimal introduction. |

Plusur le m'unt cunté e dit

£ Jeo 7'ai trové en escrit
De Tristram e de Ja reine, (Cf 5-7)
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‘While there is nothing miraculous nor magical within this,

the shortest of the lais, Marie nonetheless has created yet
another mythological Celtic vignette, as established within
the literary tradition and context most notably expounded by

Beroul and Thomas.



Eliduc, the twelfth and final lai of the collection, s

described by Marie as a very old Breton lai.

D'un mut ancien lai bretun

Le cunte e tute Ja reisun

Vus dirai, s7 cum Jjeo entent

La wverité, mun escient. (E 1-4)
This lai, Tike the majority, is situated in Bretaigne
(E 5,30). As with Lanval, we witness the injustice of the
court brought to bear upon a faithful vassal because of

JeaTousWQ.‘EWiduc is forced to fTeé.the continent and takes

refuge across the Channel. Marie uses the Breton name for
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England, Logres (E_69,1071). All of the proper names used:

are also of Amordican derivatioh.

The "resurrection".'of Gui11fadun is the miraculous
episodé‘ iﬁ the story, as she was given up for dead by
Eliduc, her Jover. The wife, Guildeluec, 1instead of being
Jealous, as people tend to be, 4s the tool of destﬁny in
this recdvery. She, like Fresne, is a paragon of virtue and
an agent of narration. Her manner of relating to Guilliadun
Eesemb1es ¢1oée1y that of sisters ratﬁer than rivals.
Guildeluec’s preference for the veil clears the way for the
two lovers to be united.

Thus, ~ having sfarted with the distant, mythological
past in Guigemar, we end upon the same note with this story.
Elidue occurs, like all of the other.ahistoricaW ladis, 19n
the Bretaigné of Marie's making. Being situated within the
Titerary tradition ‘of a country replete with strange and

marvelous occurrences, the twelfth and final lai brings us
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full circle .in our dnvestigation of the fmaginary space

which is Bretaigne in all its forms.

In direct contrast with the legendary tales, where
magic, fairies and other worldly elements are prevalent,
three of the lais are placed within the ‘historic past.
Generally speaking, they are local stories Tiﬁked to a city
and .aré characterized by realistic details and definite

place names. Deus Amanz, Laustic and Chaittivel respectively

relate to Pitres +in Normandy and St. Malo and Nantes, both

in Bretagne. There is a distinct Tack of.the fantastic and
the episodes are more concerned with plausible scenarios of
conjuga1 1ife n .its various stages. They 'are‘ less
adventuresome and more mundane in their subject matter. The
realistic lais thus deal with the 1issues and concerns of

everyday life as it was known to Marie's contemporaries.

We c1assﬁfy> Deus Amanz with the "historic".taTes for
two reésons. First of all, Marie takes ¢great care to
associate this recit with a specific mountain and city (7-
20) as well as with local history. Thus it is not a question
here of mythical time and place. The exact site of this lai
has Tong ago been ddentified according to the specific place

13

names which Marie provides for us. O0.M. Johnston concludes

that this Jai exploits two well known themes in the

13 "... I1 s'agit de la "coté des Deux Amants", qui, au
confluent de Ta Seine et de 1'Andelle, domine de ses 138
métres la prairie qui la sépare des riviéres; cet
escarpement, impressionant dans un pays de plaines, se
trouve & proximité de Pitres." Jeanne Wathelet-Willem, "Un
Lad de Marie de France: Les Deux Amants," Mélanges offerts a

Rita Lejeune, (Gembloux: Editions J. Duculot, 1969) 1144.
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universal tradition of~f01k10re;'hame1y the abnormal love of
a father for hig daughter who imposes upon the suitor of the

daughter an {dnsurmountable task as proof of his Tove. He
denies any originality 1in the compositioﬁ"of this story,

placing it 1in the context of a local legend which Marie

14

exploits. It _becoames evident, even at a. cursory

examﬁnatidn of the lai, that feus AmanzAis not a product of
Celtic folklore even though Marie claimsg it 13.15 |

Secondly, there 4+9s a total Jlack of the mystical. The
philtre and.botfon are not for Jlove, as the two principle
characters are already enamoréd with each other. By refusing
to drink the potion, the young man denies magic and‘ its
potential +dinfluences upon the resal worid. He rejects the
fantastic, otherworldly aid and prefers the risks of
reality. Rather Marie takes a literary motif, the bott1e‘of
potion, and makes it a pgre1y medicinal drink to {improve and
augment physical strength. Thﬁs is a matter of roots, herbs
and training as directed by the rich fe?ative of Salerne,
who practices 7'art de phisihke and Que mut est saive de

mescines (DA 106—~7).

While the Bretons have made a lai of this story, it is
not Jlocated in Bretaigne, but explains the naming of a

mountain in Normandy. The lai, as much as the mountain, is a

14 O.M. Johnston, "Sources of the lay of the Two Lovers,"
15 Pur 1 'aventure des enfaunz

Ad nun 77 munz "des Deus Amanz”.

Issd avint cum dite vus av;

L7 Bretun en firent un Jai. (DA 251-54).
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monument to "love's Tabor Jost." Thus feus Amanz fails the
two basic criteria for the mythical classification, while

Ffulfilling those of the historﬁc.16

Laustic igs our second historic faTeAand is strictly
'unban-ﬁn'fTévor, being set in St. Malo. Two rich neighbors
Tiving next door to gach other as friends end up as enemies.
These two rivals parallel each qther in all respects except
in marital- concerns. The bache1or.vbetrays his friend by
courting the Tlatter's wife. This 1ove triangle which
cénétitutés the,cenfraT theme of Laustic is very modern in
all respects. Marie presents to the reader a cynical account
of two grown individuals playing at Tove for the sake of the
game; The ironic’fﬁnge shows through most clearly in the two
reasons given‘for the affair's existenQe. The lady succumbs
to her lover's persistent pressure without much of a battle,
reasoning that, since he maintained a good reputation and
was readily accessible, it would be worth Her effort.

Tant pur le bien gu'ele en o7,
Tant pur ceo gqu'7l eirt pres de 77. (L 27-28)

Convenience merits, 1in this dase, aﬁ equal status with
Peputétion. The plot ’is not complex nor H9s their Jlove
profouhd enough to withstand a trial. As a matter of course,
when the cénvéhience goes, so does the lover, whom the lady

rapidly disposes of. The cut and dried forthright

16 This 9s in direct contrast to the opinions of E
Hoepffner, who, in his article, places this tale within the
inaccessible past of legends. Hoepffner 5-6.



delineation of events contains no magical characters nor

enchanted episodes as found in the nine folkloric lais.

The final urban tale, which closely parallels Laustic
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in . form and content s @ Chaitivel. Here again we are.

confronted with a proud woman over whom men compete. Tﬁe
Jady +in qguestion has twice as many suitors to deal with as
did the lady 1in Laustic. For her, thé major +Hssue 1is not
choosing betweeﬁ a lover and a husband, but merely selecting
one of the four as a mate. Hesitation and dndecision bring
about the downfall of the heéoine. By delaying her choice,
she Toses all four, as three are Killed and the fourth
condemned to 1ife as an dinvalid. The charmed l1ife she leads
in her tower above the tournament field s shattered reality
at Hdts beét and, at {its worst momeﬁts, it becomés a prison
of mental stagnation as seen in the lady's inability to make

a decision.

The total lack of temporal adverbs signifies a great
deal. Marie, in alil of the so-called "mythic" tales
painstakingly establishes her various récits in the distant
past. In this laid, there is no clear temporal

clasgsification. The narrative present tense, as used by the

poetess, also adds to the feeling of an {imagined hresent.

This makes Chaitivel a timeless tale that, but for Hts

medieval details of tournaments and knights, would be

appropriate to any generation of readers.
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In this Jai, Marie rejects the . proposed iJdeal of
courtly love which is a dream of former ages. In both tone
and content Tt seems to support personal, as we11‘as social

responsibility. By  refusing to chose, the lady  states
tacitly that she sincereWy'10ves none of the‘four.'She seeks

love as a way to feed her amour-propre, as seen in the title
that she phdposes. The harsh reality of this Tai, combined
with the city of Nanteﬁ,as the locale, exclude it from the

classification of the mythical past and hence we place it in

the category of historic past.

Clearly, if we take Marie at her word, the lais were
intended as a collection of folkloric literature based on.
the Celtic oral tradition:

Pes Tais pensarv, kiloTzr avere

Ne dutai pas, bien Je saveis,
. Ke pur remambrance les Firent

Des aventures k'7] ofrent

C71 A7 primes Jles comencierent

E ki avant les enveierent.

RPlusurs en ai of conter, )
Nes voil Taissier ne oblier. (P, 33-40)

The majority of the stories do fit the description of
traditional tales and are attributed by Mafﬁe[ to the
Bretons. But she also inc]udesfcontemporary anecdotes and
thus provides relief from the suspension of reality, giving-
a variety of selections whfch appeal to a more diverse
audience. The absence of a clear, dﬁstinbt‘time ﬁeference in
the greater number of the twelve tales gives this collection
1t3'enduring apbeaW.;The other-worldly éspects of fairies;

téTking ahim§1s and magic. Objeats ,mreéte a mythical



imaginary space which is the fabled &retaigne of Marie de
France's creating; her personal stage for the presentation

of her genius.
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In-depth analysis of the various lais uncovers complex
and dense fdnternal structures which form a <tight unity
amidst the variety of scenarios presented. A cursory reading
of the collection, on the other hand, also reveals important

aspects which, while obvious, need not be taken for granted.
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An example of one such facet of the ggig is the tension

between city and couhtry Tife., as séen through the various
settings chosen ‘by Marie. Laustic and Chaftfve?l are
exclusively urban in flavor in contrast to Equitan,
Eiclavret and Chevfefof? with their rural castles and forest
scenes. The remaining seven lais contain a mixture of the
two where, more often than not, the protagonist enroute from
one point of cﬁvinzation to another undergoes a life-
changing | adventure within the contéxt of natural

surroundings.

Each type of persona has his own unique domain n
which they excel and thus that specific setting becohesla
touchstone, showing forth their true constitution. When
dfsp1aced, the characters change in their manner of acting
and reacting. The proud, self-confident Guinevere‘ suffers
hg&iTﬁation before_the court of her husband, for example.
Yonec's ’motheﬁ finds the strength to face her abusive
husbana after having visited the land of her Tlover. Each
charactérk exhibits another, often hidden, aspect of
themselves which will be focused on through the course of

the adventure reflected in the various locales.



While men are dquite mobile, women generally remain

stationary until called upon to meet and follow their man.

The vovage cén be a unique eveﬁt for the woman,‘the fhuition
of her free*wiT1 decision to leave one man and to go<after
another, exemplified in the tragedy‘of b@us Amanz. A lack of
decisive motion, however, casts a negative aura upon the
women n Chaitivel, Laustic and M7iTun.

A_wifé, guardian of hearth and home, ought to be stable
and éecure. She provides and establishes a safe atmosphere
as the central figure of the home that a man returns to.
. y :

Marie p1aceé her women din three traditional locations-
towers, bedchambers and groves— each being fairly civilized
and reflecting the 1adies' varied roles as Jdol, lover and
companion. vOften, the action of the piot is a vertical
progression from one location to the next, either ascendant
or descendant. The woman gains freedom from the imprisonment
of her socially established role and +is enabled to attain a
true position within the society. More often than not, the
lTady moves from the tower to the bedroom and then out +into
the_rea1 world, as represented by the hatura1 surroundings

of the grove. She will, of course be free to move between
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the grove and the bedchamber, but rarely does the lady

return to the tower.

This Jliberation activates the woman to be a +truly
inspirationaW.force in the 1ife of her lover, rather than a
mere possession. And while she does not re-enter the

physical tower, in the heart of her Tover, she 1is exalted



for her true qualities, rather than for the enfbrced'vﬁrtues
of her previocus mate's making. True Tlove liberates and does
not constitute a mere changing of physical Tocation, bgt a
readjustment of thoughts and attitudes as well.

There are many women in the Lais who make neither a
physical nor a psycho1ogfca1 movement when given the
opportunity. It is these women who receive negatﬁve‘coverage
b& the poetess. They are criticized fpr their lack of
motivation, dnitiative and purpose. .These Tladies play the
gamé of love instead of 11viﬁg out the experience in .ts
varied forms..

When in a foweh, the woman{is exalted and mystified by
thevman, a prize tq be won as well as an omnipresent force
of motivation and inspiration. Love 1inspires the heéo not so
much to greater deeds but to a higher purpose and
responsibility. It is the facade of F%auandfenst.that Marie
shatters by her ability to bortray idealistic scenarios
filled with PeaTistic and all too human characters. The lady
of Nantes +in Chaitivel] exemplifies this type of femininity.
Durding the combat, the Tady is in a tower, watching her four
knights .

La dame Fu sur une tur,
Eien chois7d Jesx suens e Jes Tur. (C 107,108)
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"The Ffour suitors, in the folly of competition, put

aside common sense and continue fighting past dusk. The
society Joses three of +its four defenders as they fall,

sacrificed to a love without reward. The fourth, wounded but



alive, should be the victor to receive the lady's hand, or

at Jeast the favors that the four had sought.

Ici] guatre 75 dame amoent
E de biern Fer sa@ penoentj

. L4 Ll
pu%egé '€ B bu%ﬂugugvgés7ﬁ (C 41-44)
The lady has the wounded knight carried to her chambers in
order to attempt to cure him. She brings him to her, instead
of going to h*im.2 She can not be the companion he needs

during his darkest hour. We do not see her running out to
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the battle field to bring him aid. Instead she offers the

services of a doctor, being willing to pay for his care:

rather than commit herself to his cause by = becoming
physically involved with his healing.
She continues to play the role of the greande dame by

an overt display of her grief. Even the funerals which she

buys for the three dead knights form more of a monument to

her grief than altribute to their memory. She can not break
free of the mask that she wears as a pubWiC'dﬁépWay of her
pride.

The . nexf scene recounted {Hs a conversation dn the
chamber between the knight and the lady. While the sefting

has changed, the Tady has not. She can not make the

1 "... the first five words suggest simple Jlove inspiration,
"for her and her Tove,' but the Tast word asveir makes it
clear that it is for tangible reward, possession of the
lady. Robert Hanning and Joan Ferrante, The Lais of Marie de

France, (Durham: The Labyrinth Press, 1982) 182, ftnt 3.
2 Actually, all of the knights, both dead and living, are
carried to her on their shields:

Sur sun escu Fu mis chescuns;

1 Ta cieé les wunt portezr

‘A TJa dame kis ot amez. (C, 140-142).



transition from adored +ideal to a lover. Her aloof and

distant manners are revealed by the bﬁtter.speech of thé
fdurth knight . His ﬁatent criticism of‘her receives support
from Mardie dn her decision to name the Tlai Chaitivel
%nstead of Quatre Dols. The lady 1is condemned to permanent
indecision, as she mourns for the three dead Tlovers and
scorns the fourth. Her illusion shattered, she still refuses
reality.

Another such woman, who controls the fate of her lover,
is the malmariée of Yonec. The lady is of nobTe Tineage,
beautiful and intelligent, but wasting away in a tower where
her husband has “FTmprisoned her becausev of Jealousy. He
forces heﬁ inte the role of secluded chastity by his wish
for a son. Even though he himself dis old and dried up like
the river Duelas, +indicated 1in the use of trespas and
trespassez (16,17), he still treats his wife as if it were
her fault that there 49s no heir. She s c1oistered, an

object to use, not a living woman but a possession.
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Muldumarec, her lover, shows to us that his attitude-

toward the lady s one of reverent adoration.

Jeo vus ai lungement amee
E en mun guor mut desiree;

3 Mes Jjeo, A7 sui eschapezr vifs,
Tuz esgarezr e tuz cheitifs,
Ceo gu'el siecle puis plus amer
Fe7 sovent venir e aler,
Parles od me7d matin e seir,
Sy nlen puis nule JorTe averr
Ne de baisier ne Jo'acoler
Ne d'auvtre bien fors de parler.
Teus cent maus ne Fetes suffrir
Mieur me vawdreist s mort tenir! (C, 215-224)



Unkes Ffemme Fors vus n'lamai ,
Ne Jjames autre n'ameras. (Y 127-30)

She controls his destiny: he waits for her call and acts
only when she has released him. Her subsequent calls for him
~are met with immediate response, ahd she also initiates his
demise by her unintentional betraval of him. Both the
sister-ﬁn-1aw and the husband notice the physical changes
thét love brings about 1Hin her and thus the Jlovers are
discovered! In all of the {interaction that occurs in the
tower, the.1ady‘instigatesrthe action ahd the bird*knfght
responds.

Unlike tHe lady of Chaitivel, Yonec's mother has no
problems shifting roles. She readily agrees to take the
bﬁrd¥knight as her lover, if he believes +in God. This he is
morebthan willing to prove, showing himself faithful, unlike
the husband who stands accused of having been baptized in
the fires of hell. They have a brief period of mutual
enjoyment{ but the lady plays out her role to‘excess. The
‘siSter notes that she 98 more willing to be alone +in her
room than before. She calls continually upon the knight to
come to her.

Sun‘amf voelt suvent veeir
E de Jui sun delit aveir;
Des gue sis sires g en depart,
E nuit e Jur e tost e tart .
Ele 7'ad tut a sun pleisir. (Y 2198-223)
The tower, once a prison, now s paradise for her. Marie

stops referring specifically to the tower and now the center

of action is the bedchamber, where their affair takes place.
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The excessive desire to be alone and her over-indulgence in
love are the key elements which tip off the antagonists.
The TJady in Yonec, spurred on by her emotional

attachment to Muldumarec, finds escape from the tower to be

as simple as Jumping out of the window. The window is her
point of contact with reality, allowing her to observe the
wor1d‘that she had been denied. It also represents access to
‘the world of Muldumarec, the portal between their exclusive
domains. Thus she takes the same route of escape as did her
lTover. She +is the faithful companion who follows the knight
to help him in his time of need Jusf-as he brought aid to
her in hér darkest hqur;

The journey which . she undeﬁtakes, described as
dangerous and difficult, underlines her ultimate allegiance
to her lover and her total rejection of the husband and the
sbcﬁety whﬁcH he personifies. She ﬁé with him in his final
hour, despite the danger to her own person. She also
willingly obeys his last orders, dHdnstructions that will
eventually facilitate her reunion in death with him. Her
Tove and obedience enable her to experience the freedom, so
Tong withheld, thatvby all rights she should share'with the
man who made it possible. However, she returns to her own
home for the sake of her unborn child- Yonec. She never
again enters the tower, having -fulfilled her original
purpose .in bearing an‘heﬁr for the husband. |

The last episode +is another Journey and has as 1ts
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goal the city of Caerleon, but is actually the completion of



her first trip. She goes with her family toithe_feast of St;
Aaron. Stopping to lodge at an abbey on the way, they f4ind
the tomb of the bird-knight. The lady, having comb?etéd her

task in bearing and rearing the child, now accomplishes the
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postponed vengeance by means of ‘her son. She 1is free to-

depéht and Join her;1over; They are united 9n death uhaér
the'phptection of the church reflected in the fihajvresting
p1ace of»their bodies: the ébbey’enshrﬁnes the two 1in honor.
This 1ady thus makes all of the ﬁajon spatﬁa1 trahs%tiohs as

well as their emotional counterparts. She, while being the

tragic victim of forced circumstances, ultimately triumphs

S~

and‘Joins her Tover +in the éfterWﬁfe.

,lLan§w7 phésents us with the invérse’sﬁtuat%mn of Y00905
Ybnac'ﬁs the stqu of one.wéman‘torn betweeﬁvfwo_men; oné of
:Qhom she feaves to fo11ow the"othef"into anétheh‘ world,
Vanother Tife. LanVaW’fs.aTSo caughﬁ'Betweén twb”woﬁenlwho
vie for h§s31ove and WOyaWty, one of wHom he will choose to
follow by rejecting the'other..The ladies 1in Lanwval present
us with’a‘study in contrasting manners.‘Gufnevere's petulant
and arrpgént stancé hﬁgh?ﬁghts the fa#%y lady's cérdﬁéiity
'and_kﬁndness by shbwﬁng Just how fundamehtaXWy different ﬁhe
'fwo aré.'ﬁirst;Tet]Us examine the dUeen}s spatial sfance as
a'phepéfatory,ﬁhquiry‘to what.a_sovereign‘s_duties'shou1d
and should hot‘be. The first g1impse obtainéd of thé gueen
s frqm} the garden ~where the variogs - knights | are

ehtertaﬁning ladies. The queen Tlooks out from her "sculpted

window™ upon'the.sgene‘bQWOW. She and her. ladies descend:



into the oréhard to keép the men company. The propostion of
Lanval symboWizes the corruption of the quen. She tries to
get him to be more than~Just‘an acquaintance by attémpting
ﬂtQ move the scene of finteraction from a public setting to a
more private one. Then, upoh receiving his rejection, the
gueen retires to heﬁ chambers in the tower +in an outraged
mock morality. Her retreat from the public place to the more
remote 10ca13 reflects her supposed purity and discretion.
She does not want to appear publicly until her honor has
"been c1eared.‘What we have here +is a picture of a spoiled
child thwaéted in her attempts to ‘have her cake and eat 1t
téo. The sham display of propriety only serves to increase
her public humiliation at the conclusion of the.stOhy.

In contrast to this is the fairy Tady whom Lanval meets
in the grove. Having left the city, Lanval encounters two
girls who lead him to the beautiful pavilion wherein wa%ts
his future iover. Not'on1y does this exoticICheature offer
him her love and devotion, but she also promises him all the
tokens of friendship and acceptance that he has been denied
at thej qurt of . Arthur. She has come fﬁom her country
because she really Toves him, not becuase she wants to use
him és had been the queen’'s inteqtion.

Like.the lady in Yonec, Lanval's lover will come to him
at request vand cannot be known of without permanent1y
damaging the relationship. She comes to him in his room, on
his own level. We do not ever see her putting herself above

him as an objective Hddeal to be worshipped. Her entrance
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into court, however, does cause the other men to admire and

desire her. Lanval's subsequent rejection of the court, as

he Joins his Tlady to go to Avalon, is also an “Hmplicit

rejection of the gueen and all that she represents. For,
even. as Arthur is the epitome of nobility, so is Guinevere
of the "courtly" woman. Thus Marie indirectly criticizes the
women who selfishly play at the game of Tove.

Laustic presents the situation of a proud, vain woman
who also gets dinvolved with her neighbor for selfish
reasons. His reputation will +Hdncrease her worth, and the
proximity of their abodes makes adultery exceedingly
accessible. The majority of the action takes place at the
adjacent windows, from where the two can communicate. The
houses both have towers; this fact allows the Jovers to
circumvent the problems posed by the wall which {imprisons
the Jlady.

FPraceines Ffurent Jur maisuns

£ Tur sales e JTur dunguns;

N'T aveit bare ne devise

Fors wun haut mnur de piere bise.
- Des chambres w Ta dame Jjut,

Quant s Ja Ffenestre ='estut,

Poe7t parler a sun ami

De 7'autre part, e 77 & 17, (L 35-42)

The self-indulgent nature of this lai {dis apparent in
the veneer of commitment which, when tested by a trial,
cracks under the threats  of a Jealous husband. The lady
never gets beyond her tower. She and the "lover" never
consummate their affection by entering +dnto a bedchamber.

She never escapes the household because her WOyaTty is not

with the Tover but with herself and her own convenience. We



have here a one-dimensional character who refuses to develop

or mature. She will remain in her tower by day, able to
reach neither her lover's arms nor his bed. She will, on the

other handlnow remain in her husband's bed at n%ght, trapped
into playing the role of a faithful wife and Tover. Above
2all, she remains encased in her window, a hollow show-piece
to be admired for her physical beauty alone.

Another wife Tocked away as a means of keeping hef
‘beauty away from the world is the jady in Gufgemar;'Hehe Qe
have the situation thét was already expoundéd upon above 1in
our discussion of Ybﬁec. The lady 1is kept in her chambers, a
symbolic setting which reflects the nature of her role as a
child-bearer for an old man.

-As she Tingers ihlthe grove at the foot of the tower,
.the lady spies a ship coming into the harbor. Her companion
serves as a medium of dintroduction between Guigemar and the
trapped woman. The Jady offers her aid to him, thus
‘exhibiting proffered friendship. She first helps him to
heal and regéﬁn bodily strength before any mention of love
fs made. It 1is only after she has brought him into hef
chambers that the amorous side of their relationship
develops. Even then, 1t takes just a short speech by
Gu%gemar to persuade and dnstruct the lady in her;hew part.

The walls of the chamber +dtself depict the nature 6f
their relationship. The husband has had murals of Venus and

her varied traits depicted upon the wa115.4 This is a clear

4 Herman Braet discusses the various possible sources from
which Marie could have gained her knowledge of Ovid,
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explanation of the +intended use for the chamber, yet the

plans and purposes of the old husband are reversed. Instead

-of learning to  Tove her husband faithfully, she gains

knowledge 1in respects to a Tlover. Thus the husband
accohp1ishes and assures his own cuckoldry.

After the discovery of Guigemar by thé husband, we see

that  the Tlady is removed from the "love nest" and put
instead in the tower:
Par le cunseil d’urn swven barun

Ses sires 17ad mise en prisun
En une tur Jde marbre bis. (G B57-58)
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Har husband forces her to play the part of a faithful wife

and ensures that this time there will be no allowance for

infidelity. However, the door remaing unlocked on one day,

immediately after she exphesseslhervwish to be with Guigemar
or die; So shé sets out on her one time Jjourney to find the
companion she Tost, the ship being her means of escape. We
are not given details of her sea vovage, but, Jjust as in_the
window scene 1in Ybna¢, the heroiné follows the exact rou%e
of escape as did her 10veh. Thus the .boat. represents a

tangential point between their diverse domains.

concentrating mainly on the intended function of the murals.
He believes that the husband had intended the wife to learn
faithfulness to her lord, but that €t all depends upon the
perspective of the viewer. "Tout depend, en fin de compte,
de celui qui considére Ta peinture. Méme si c'est le mari
qui en a choisi le sujet, cette représentation peut
démontrer, de fagon assez Jronidgque, le contraire de ce qu T
a voulu. L'ambiguité démeure, et c'était peut-étre,
précisement, 1'intention de la poetess." Herman Braet, "Note
sur Marie de France et Ovide (Lai de Guigemar, vv.233-244)}"
Mélanges de 9h11o1ogwe et de littératures romanes offerts a
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At the end of her Journey, she falls dinto the hands of

the greedy Meriaduc. There is yet one more trial for the

lovers to overcome. Meriaduc Tlocks the Tlady away 1in his

castle. Guigemar proves his Tove and Joyalty to the lady by

liberating her from this adoring captor, who would. once

again ﬁmprison her in the role of a worshipped creature
instead of a11owing her to be a real person. Whereas she, in
her own world, had acted to protect him, she now 19s the
helpless, passive one who needs GQigemar.By liberating her,
Guigemar repays her prevﬁous Kindness and demonstrates his
own commitment.

We see then that the Guigemar's 1aay moves ffom one
stage to the next with a smooth, +if not always rapid,
transfer of place and position. Her fﬁﬁtia1 placement +in the
grove surtounding the tower intimafes the future Fo?e‘she
shall play in Guigemar's fate, being first a helpful friend
as well as the woman of his dreams. She readily brings him
into her chambers, where the two become lovers. Refusing her
socfa? status as wife of her husband, she lTeaves the tower,
the physical representation of social propriety which holds
her back fromvtrue love. She 1is then able to fake.up her new
role having finally rejected the old one. Nothing wﬁWj keep
her from échﬁeving that new position because, through the
exercise of her free will, she distinguishes her new-found
self -as an indﬁvidgaﬂ.

With £fguitarn, we confront another woman who, this time,
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Tacks the ability to relocate herself. The seneschal's wife’



is a rather one-dimensional character reflected in her one
arena of action- the bedroom. We know that Equitan has

established a correspondence with her, which serves to

prepare the lady for his confession of love. The fTirst time
'that the lady becomes active s when the'king has stopped
hisvhuntfng in the forest to take up a different sort of
chase. He ca11s the lady to his rooms, where the finitial
villainy will take place.

Es chambres vet, s7 s'est cuchier.
Dolenz en est 17 senascaus;

I7 ne seit pas queils est 17 maus

De gquei 17 reis sent Jles Ffriguns:

Sa femme en est dreite acheisuns.

Pur sei deduire e cunforter

La Fist venir a tui parler. (Eg 108-12)

Thig +4s unusual in that all of the other lais present the

I
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affair from within the woman’'s domain. Here, the lady must

‘come to the king, whereas normally the‘man would seek out
the lady in her lair. Even when the seneschal and his wife
are at court, the liaisons take place in the king's rooms.
This reversal +is yet another facet of Equitan's unbalanced
policies, the seneschal having so far taken over the king's

major public functions.

Whenever the lady speaks, it is while she and the king.

are 1in bed together. Once having convinced her that she
belongs there, Equitan keeps her as his mistress. She is his
lover, but she wants more. This woman wants the public
recognitﬁon‘of the private place she holds +in the king's
heart. This movemént out of bed and into tﬁe court, Qhﬁdh is

a reflection of her ambition, displays the lady's attempt to



begin to develop as a character. But she‘never does Teave
her place of private prominence for one. of public
Justification. Indeed one wonders if such a transition would
be possible, as the public op%nion is éo negative-toward
her. | |

It is she who, in fear of losing the king, tinstigates
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the plot to kill the seneschal. There are a few things that

Marie makes definite statements about and the devious
destruction of another human being is one of them, as stated
here and in fisclavret as well. The two lovers are condeﬁned
to death by their own attitudes and actions. They also
overstep the boundaries of propriety by committing adultery
in the seneschal’'s own bed.

The wife and the king. find their final resting place
to be one of shame and ignominy. Justice‘causes the plot to
turn back against those who instigated the action, giving us
a sinister variation on d tricheur, tricheur et demi. They
both end up caught +in the trap which was set for the
seneschal; a scalding tub where one is boiled to death and
the other is drowned. |

Marie giveé us a proverb to ponder at the end of this
Tat:
K7 bien vodreit reisun entendre
Ied purreit ensample prendre:
Tels purcace le mal d'auvtrui ,
Dunt tuz 17 mals revert sur lui. (Eg 307-10) B
Clearly she is condemning the actions of the coupfe. The

king is guilty of having broken his feudal duty to a vassal

as he himself admits. The wife, in the folly of her pride,



attempts murder. Our poetess seems to suggest that the two
deserved their fate, as she protects the seneschal by

choosing to.let him live.

There +His one other lai, wherein Marie prefers the

husband to the wife. Efisclavret contains a lady who out of

fear and superstition betrays her husband in order to
. secure her own position, as did the seneschaT's wife. In a
desperate attempt to assure her safety at home, she takes a
lover whom she admits to never having loved +in the first
pTace! Shéxdoes not realize that she has shut out the very
one who first gave her her social position.

We don't see much of the lady, as the story is narrated
from the werewolf's perspective, but when we do she s
acting selfishly and foolishly. There are two occasions
where she appears: in the initial scene and approaching the
king invthe_forest. When she s at home, the wife s well
able to h%de her intentioﬁs. She is in her element and thus
can hide her true intentions from Bisclavret. However, she
shows forth her true character as one of insecurity and
manipulative deceit. She uses her Hew love for her own ends.
He s a convenient tool, not a Human being for whom she
feels. She lacks compassﬁon and the ability to see things
from anothef's point‘of view.

Her basic act of treason, pointed ocut by Marie5, ruins
not only the 1ife of her husband but dindites hersve as

well., The wife is supposéd to be the central element of the

5 Issy fu Eisclavret trahiz
E par sa Ffemme maubailiz. (B 125,6) s
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home. It s she who breates the atmosphere of acceptance and
refuge for‘the man when he seeks shelter from theAwor1d§ Her
domain, the refWectioa of herself, manifeéts itself in the
home. The wife of Bisclavret fails as a woman, by being

incapable of taking her man for better or for worse, and by

having bétrayed her sacred trust;.

The king decides to go back to the forest wheré he had
found Bisclavret. The wife, hearing of this goes out to meet
him:

La Ffemme Eisclavret le sot.

Avenantment s 'appareilot;

El demain vait al rei parler,

Riche present 17 Ffait porter. (B 227-30)
When in the forest, the wife steps out of her proper domain.
She no Tonger has the disguise of civility about her. Her
protectién 1eft at home, she Tleaves herself open to the
vengeance of Bisclavret, who tears off her nose. The whoje
scene is one of suffering for the'wﬁfe. She 1is tortured by
the king'é men in order to get the truth out of her. In the
forest, hér mean and petty character comes forth. She dﬁes
not reveal the secret of Bisc?avret out of sympathy or

concern for her husband, but from pain and fear induced by

the torture. The truth surfaces, for the forest reveals life
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as it really 1d9s. Her punishment 1is equitable. She had

banishéd Bisclavret from the society of humans, entrapping
him in an animal's form. She, in Jjust recompense for her
betrayal, receives that wHich'she gave.

With 8fsc7avref, we have a case where the woman, aé the

antagonist, hides behind the facade of her social position.



She pretends to be what the circumstances demand. Yet she
manipulates the male characters S Just | as sUreJy and

skillfully as did the lady of Chaitivel. Her selfish and

base actions reveals a cold, calculating heart. ‘The one

mistake she makes +is in trying to move out of her domain.

For when she is stripped of the trappings of civilization,
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the real woman comes forth. The motion from the castle to

the forest unveils an unworthy creature who 1is rejected by
the very society she tried to court.

Yseut, as Tristan's Tover also appears in her true form
when in the forest: Invbhfgvr@fof7, sﬁe relates to Tristan
as the queen. Marie never specifically uses her namé.6 We
oﬁ1y read of the queen. This overt reminder of Yseut's
social status reinforces the reality of her posgition. She s
his lover, but first and foremost +in this lai, she is the
queen. They talk and take great joy in seeing each other,
she gives him news of King Marc, but nothing tangible occurs
between the two. It +H9s forbidden by their respective
obligations. The queen continues her 4Journey. She s
committed to the king, not to Tristan. They cannot deny the
impossibility of their Tove. There 1is no pretending that
things could change.

The queen 1dis in control of her 10ver's Tife. Tristan
risks hﬁs 1ife Jjust to be able to see her. He cares not for

himself. This attitude of worship 1ds counter-balanced by

8 "... she simply calls her "the gueen,' the title which,
because it reminds us of her position and responsibility,
also tells us how impossible their Tove must be in the
world." Hanning and Ferrante 195.



their friendship. While they are lovers, they also have

greatvcare and concern for the other's well-being. She is

hopeful that he will be reconciled to the king and thus
allowed back ﬁnto society. THe sad, tfagic_tohe'of the tale
of Chievrefoi] is communicated tb‘the‘readeﬁ is augmented‘by
their surroundings. They can't meet publicly, and so their
one chance to communicate occurs oufsﬁde civilized settings.

The forest rendez—wvous thus circumvents the Eu?es that
woujd otherwisé keep them publicly apart. Having been
banished by King Marc, Tristan has lost all possibility of
seeﬁAg the queeh. Yet when_he Was 1n'éourt, they, un&er fhe
guise of propriety, were able té carry on their affair. They
were able to do in court what théy can not do in the forest.
The $Urrounding of society‘gave them the protect{on they
needed to be Tlovers. Now, in nature, they realize the
futility of their mutual affections. Thus, what they were
unable to acknowledge 1in the city, they confront in the
forest.

beus Amanz presents us with a daughter whose fathenr
keeps her from developing as a person byl his refusal to
release her. The princess Jeads a sheltered Tife 1in the
castle. In order to keep her by him, her father sets an
impossible cha11§nge for the suitors to meet. The girl makes
a lover of the young man because the king thought hﬁgh?& of
him. She, however, has a deeper commitment to her father
than to her lover. She wi]1 not e?ope‘for‘feah of losing

contact with her father. In refusing. to leave, she places
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the king above the lover. Thus by refusing to move from her
place of security, she choses to remain an adolescent rather

than to grow up.

Her one ppsitﬁve act, in an attempt to mature s the
p1an which she devises to meet her father's demands. The
trip up the mountain embodieé her one futile gesture to be
free from the king. She fasts so0 as to make ﬁhé ‘burden
Tighter for the boy. She‘a1so sends him to_her‘re1ative in
Salerno to prepare for his trial. She_does want to be united
with -her lover. She contﬁnués to encourage him to drink his
medicine. But her time for action +is past. SHe'shoqu have
Weff home when given the opportunity. Whatever she says now,
the issue‘is out of her hands and in fhose of the lover.

She is unrealistic in her demands that he go througH
the motﬁons Just to p1eaée Beh father. Foé her refusal to
take decisive action, she loses her lover and she dies és
well. Théy are united +in death, as she coQWd not cope with
the demands of reality.

Milun also contains the tale of two young people who
agree to be Tovers. While not as young as the unfortunate
couple in Deus Amanz, they are defjnite1y playing at the
game pf Jove. The lady asks Milun to be her lover because of
hﬁs'good reputatﬁon.7 She meets her lover 1in the gPove which

serves as the scene of their affair. Their excessive

7 This is the same reason for an affair as given in. Eguitan
(38), Le Frasne (247-48), Deus Amanz (59-62), Laustic (26—
28), Chaitivel ( 53-54), and £77duc (273-74). Marie seems to
criticise this motive as in five of the cases, the Tovers
are punished while in the two other stories, the lovers
must demonstrate their sincerity through a trial.
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delights Tead to the {dnevitable results. When she becomes

pregnant her reputation hangs in the balance. She expresses

more concern for her public image than for the child and
proves her motives to be of a selfish nature.
Dist 17 cument est avenu:

S'tonur ¢ sun bien ad perdu,
Quant de tel fet s est entremise;

De 17 ert faite granz Jjustise:

A gleive serat turmentee

U vendue en autre cuntree. (Fr 57-62)
She néver tries to escape from .the confines of the
houseHOWd.' In gﬁvﬁng away her son, the woman denies her
affair as well as the responsibility and consequenées' of
Tove. She can easily play the part of lover and companion
to MﬁTuh, th she can not shift into the role of mother for
the baby. The total lack of maturity Jn word and deed‘
excludes her from the more sublime emotions that are present
in the other women whom we have aiscussed. Thus she can
never ascend in the esteem that Milun might have had for
her. | ‘

She marries and fo119ws the‘ social convehtions,
playing out her part. She néver tries to escape and Jjoin
MiTuH. In Guigemar and Yonec, the mere expression of the
desife to ]eave aﬁd follow their man was sufficient for the
heroine to realize this wish. Here, there is a lack of clear
, commftment on the part of the Wady. Her’ﬁndecisiveness costs
the two Jlovers twenty years of separation. She remains n
her husband's .ho&sehoWd,  Just~ as sheb remained 1in her

father's. The Tlady does manage to get out occasionally to

rendez—vous with her Jover, because, as Marie adds, no one



can be so closely guarded that they can’'t find some way

out.8
She continues to play the game by sending messages with
the swan. However, the lady never acts to free herself and

thus never develops beyond a conventional stock character.

She .must be rescued by her son, yet fate intervenes before

he caﬁ act. The death of her husband Fﬁna11y clears the way
for her to realize the love that heretofore hés Peméined a
game.

In ‘the last two lais to be examined, there 1is a

'shffting of focus Ffor the settings. Instead of the tower as
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a central point of ddolization for the woman, we see the

ladies being rescued out of or sent into abbeys or chapels

dinstead of towers. Here, . 1in Le Fresne and Elidue, the
emphasis 1is on moral as well as social redemption. . The
characters do not only succeed in interpersonal

relationships but also excel in their own internal
betterment. Often, the lady must be takenv out of one
repressive or encumbering environment in order to realize
her full potential. While the progression still +is toward
the bedrdom, and the grove still represents the reality
symbolized nature, the tower is. turned 1into a religious

sanctuary.

8 Fnsemble viendrent plusurs feiz.
Nuls ne poet estre s7 destreiz
Ne s7 tenuz estreitament
Que 11 ne truisse Tiu sovent. (M 285-88)



The mother in Le Fresne tries to ensure that her social
position remains secure. After having accused a neighbor of
infidelity, she falls +dinto the same trap herself. Marie

points out that she is deceptive and vicious:

Kar ele ert Ffeint e orguilluse
E mesdisanr e enviuse. (Fr 27+28)

‘Her domain s the household. She protects her place there by
threatening to commit murder when she, too, gives birth to
twins. The mother exhibits more concern for her reputation

than for the welfare of her child.
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The mother does not appear again until the end of the

vﬁaﬁe. Once again, she protects her own 1nterésts.’ She
doesnft care about Fresne and tries a sécond time to get rid
of the girl. However, this character redeems herself in that
she is able to confess her ggiTt. The sight of the cloth on
the bed causes her to fdnquire more deeply +into the
situation. She s no longer +in her own domain where she has
to pTay a role. The true nature of this wicked mother 1s
revealed to a11.the characters of the story, a fact that we

as readers are already aware of. Being removed from the

security of her own home, she 1His free to show her true

colorg. This honesty 1is rewarded by the ﬁecovery df her
long-lost daughter. Thus she undergoes a social redemption
that would not have been possible if she had remained at

home. She develops in relation to the others and

9 Pur mei defendre de hunir,
Un Ces enfanz m e&tuet murdrimg
Mieuz Te voil vers Deu amender
Gue mei hunir e vergunder. (F 91-94)



disfinguﬁshes herself as a major figure in the récit. The
Journey from her home +into that of Freéne saves this lady
from remaining 1in the realm of a stock, one-dimensional
character.

Fresne herself undergoes a series of spatial
transitions which reflect her various roles throughout the
story. Being brought up +9n the abbey 1influences her
heact%ons to all the situations that she will face. Her
_”éunt", the abbess, has instilled her with a patience that
will be tested to its Timits in the.subsequent stages of the
plot. Thé world has not put iés mark on her as ‘she was
raised in total seclusion. The atmosphere of the abbey
moulds and forms her character {into an ex;raordinary role—
mdde1 of Christian virtue.

The knight convinces her to lsgave the abbey and come to
Tive with him.  This transition causes no problems for
Fhésne. She s already his lover and vet both are concerned
with the propriety of carrying on an affair under false
preténses. She must make this move té correspond to the
cHange in roles that she has.undergone. It wou1d be wrong of
heh to rema%n in the abbey. Marie does not condemn the two
fn their‘ Tiving arrangement. Indeed, she rather applauds
their_choibe to be open and public about their love. Fresne
fits dinto Gurun's life perfectly; she belongs there. The
problem occurs when it s determined that Gurun must provide
a legitimate heir fof his people. Fresne 1is overlooked

because of her lack of "nobility", and vyet she will prove
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herself to be the most noble of them aii. She does not try,

~like the seneschal's wife in.Eguitan, to secure her position

in the house. God has been her protector since birth and He

will Justify her now. The mbthér arrives at the castle and

the two meet +in the bedroom, being forced back into the

orignal context wherein: they were>1ast together. Fresne fis
there preparing 'thé way for her rival to come 1in. Her
concern centers around others and is not dntrospective. She
is in her element and the mother tries to usurp Fresne's

rights to be there. However in this case virtue triumphs as

.the girl recovers not only the threatened place beside

Gurun, but the lost birthrights of her parents' home as

well. Thus she has gained access to the two locations which
were denied her and which confirm her didentity and rights in

relationship to society.
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The two principle women in £77duc go through a series

of change$ and developments which need to be examined.
Firstjy,.there is Eliduc’s original wife, Guildeluec. SHe
stays at home to gqard the property while her husband is 1in
exile. She exemplifies the. perfect wife. Not only is her
concern firstly for her husband’'s welfare but she is also
the agent which makes his happiness possible by her role in
the recovery of her rival. Like Fresne, the first wife
exhibits no Jealousy, but aids the other woman in her new-—
found.roTe. Having been Teft alone for so long, it +is not
surprising that Guildeluec choses to live her own Tlife 1in

the abbey. She is no Tonger capable of fulfilling the needs



of her husband and so retires +into the sequestered life.

Eliduc greatly esteems his wife for her choice, not only

because she has cleared the way for his future Joy, but also

because he recognizes in her that higher calling and
respects her decision to follow a godly life.

The second woman +in £77dvc goes through a process of
maturing, from adolescent to woman. When we first make her
acquaintance, Guilljadun Tives with an overprotective father
similar to that of Deus Amanz:

Viewz hum @ aunciens estevit;

Karnel heir madle nen aveit.

Une Fille ot a marier.

Pur ceo Kk'771 ne la wvolt doner

A urn suen per, 71 guerriot,

Tute se tere 17 gastot. (E 93-98)
The daughter invites Eldiduc to come into her chamber and
talk with her. They sit on the bed and it is at that moment
when she falls in Tove.

.o

Lta pucele k7 T 'ot vel
Wodra oe Tui Fere swun dru:
Ungues mes tant nul ne preisal (E 327-289)

It is she who instigates the first actions 4in the love
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affair. By {inviting him into her rooms, she opens herself up

to the péssﬁbi1ity of Jove. He continues to come to her
rooms and wvisit with her . There d9s no mention of the
consummation of their Tove, yet what 1is dnteresting is that
the king himself {dinstructs his daughter to become acquainted
with the foreign khight. Thus the king unwittingly saﬁctions
their ﬁe1ationship and his déughter’s subsequent elopement.
This‘ princess, unlike the one fn Deus Amanz, shows

enough {dnitiative to free herself from her father.. She



willingly goes with her lover. Her commitment +is to Eliduc,

60

not to the king. As his future companion, she must be able

to come to his country; as that 1is the duty of the bride.
She leaves her barents' household to follow her husband.
vHere, however, Marie twists the plot by having the girl go
"through one iast trial before their union 1is possibTé.

Having faihted en 1éarning of Eliduc's wife, Guilliadun

is left for dead in a forest chapel. She is given back to

God. When she wakes wup as a result of Guildeluec's
observance, what occurs Is thatv the two women end up
switching places. The original wﬁfé retreats to the forest
chapel which has now become her reguested abbey. The second
one takes over the former's duties as wife and companion to
Eldiduc. They not only exchange places but social roles as
well; all three end up in the religious l1ife. Marie seems to
be saying that both ways of life are vaTid and desirable.
But it is only by a free-will éhoice thét one can change.
The trio all attain to the moral superiority that
'exemp1ﬁfﬁes_itse1f in the abbey. They have not only aided
‘each other, but +in doing so they have advanced their own
cause bringing them all that much nearer to heaven's door.
In this examination of the 'settings_ and their
sigﬁificance in  the character development, it becomes
evident that, in chosing her locations, Marie was not merely
filling in details. The women that we have Jlooked at all
iseem to ‘react to thedir énvﬁronmént in distinct ways. When in

civilization, the women easily play the game of love. They



_can .deceive and manipu1ate their husbands and others as

well. They control the true action for they are acting from
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within their own personal domain- the home. Women are

sédentary and étationary in traditiona1 portravals of them.
In this sef of femihine stereotypes, each individual
hés had the opportunity to chose between moving on in life
or remaining content in her situation. They either met the
~challenge or failed the test. Whatever the resu1ts,‘ the
questidn was always one of a needifor relocation, actions
being a reflection of the will's convictions. Whenever a
particular woman +Hs unable to move forward, the latent
criticism s that her hardness ' of heart and selfish
mofﬁvationé have petrified and 1mprisoned her +into a social
subcategory. There often +dis, for these women, no way out
because they refuse to act responsibly. Where, on the other
hand, there 1is a will a way presents +itself. Thus this issue
“o% spétiai occupation and personal development is dependant
on the indﬁviduaj's an free will. Society can Timprison or

it can Tliberate.



A

Just as women are the stationary members of society, as
embodied in the home, so men tend to the opposite extreme

being the nomadic element, mobile and animated by that

society which they serve. And, Tike a mbthvdrawn fo a flame,
men are drawn by circumstances, fate and destiny to women
around whom they circle and to whom they return. Man, 1in
generai, 1# the foreigner who comes to court the lady,
persuading her away from her original microcosm of the
paternal manor. Taking her away from her world, a protected

a4

and secure place, he draws her through the <trial of

separation from her parents to his own world where they

start a family and thus renew the social cycle.

In the Lais, this spatial displacement of the male
protagonist often:.constﬁtutés the plot of the story. One
man's Journey 1in search of a woman 1in eight specific
instances s that éame man's search for himself, an attempt
to realize and develop his higher qualities. The male
protagonist perceives through the +Hidealization of his female
counterpart that he cén be so much more than he currentiy

is. This process of maturation for the man parallels that of
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the woman 1in that the signs of emotional and psychological

change are reflected in the character’'s ability to react to

and dnteract with his environment. However, whereas the

woman experiences a vertical progression, the man undergoes

a horizontal one.
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If we should attempt to formu1ate_a general plan for

the plot structure of the Laig, it would reduce to the

simple movement of a man from his society through the wilds
of the forest to the social setting of the woman and back to

‘his own world again. The woman joins him after his return to

the original scene. Their final destination, which denotes
the resolution of the plot, can be one of three plausible
options: they remain and settle down in‘the man's city, they
die and are placed in a fomb, or they return to the woman's
city. As well; we see that, in a great many cases, one or
more of the characters end up in a reWigﬁqus setting 6f some
sort, whether that be the location of their tomb or a place

to spend their final terrestrial moments.

As stated dJin chapter two, each type of character
inhabits thedir own unique gspace. in relation to their
function dn the story and thus that specific setting
magnifies and shpws forth their true constitution. When

displaced, the characters change 1in their manner of acting

and reacting. The proud, self-confident Guigemar becomes:

.1nsecure before h#s Tady love, for example. Milun takes on
a vengefu1 attitude when going to cha1jenge the knight, Sanz
Per. Each character exhibits anbther,voften hidden, aspect
of themselves. It is this hidden flaw which will be focused
on ‘through the course of the adventure; the process of
rectification reflected +in the movement through various

lTocales.
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Civilization, created by man, opposes nature 1in that

the Jatter +is a puhe and factual representatién of reality
while the former His forced and false, an "imposed structure
which represents man's attempt to rule and subdue nature,
from whence he céme. The cities visited stand as extreme
poles between which the male characters migrate. When in an
urban locale, the man fulfills a societal fuﬁction which
defines and delineates his existence. He serves that society
but must also Jearn to balance civic duty and .priVate

concerns which vie for his loyalty and devotion.

The distinction between the use of bois and Forest in

the La

e

s is the subject of an in-depth analysis by André
Eskénaz‘i.1 He attempts to distinéuish the type of discourse
‘which is associated with the use of thése two seemingly
similar terms. While the Fforest is wn séjour fmpénétrab?@?,
beis s wun séjour famf?ier,3 fois seems to be a qguantity
that is defined and limited in a culturally accessible
sense. The use of foﬁést tends to denote a Qi1der untouched
expanse that is un1im1ted_and savage in nature. Thus bois
focuses Ttself down to a state of civility while Fforest
expands out away from the society:

Cette distribution Tssue de T 'analyse

du contenu est confirmée par deux T
dices formaels: le degré zéro de T ar

1 André Eskénazi, Bois et Forest dens Jes Lais du Ms. H,

Alice Planche, Publications Annales de la Faculté des
Lettres et Sciences Humaines de Nice, 48 (Paris: Les Belles
Lettres, 1984) 199-211. : ‘

2 Eskénazi, 201.

3 Eskénazi, 202.



ticle dans aler en bois, et 7e nombre,

R R R X -4
toujours singulier dans Te cas de bois. ..

M. Eskénazi concludes that bo7s indicates a more civilized
type of arrangement whereas Fforest refers to nature 1in +its

purest state.

A man's wanderings between Tocales traverse the forest,
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- that part of his environment which has yet to be civilized.

and tamed.5 While 9n the forest, the man comes in contact

with his basic nature'and, having shed the socially imposed

identity, he can rediscover his true rarison d'étre. In

" gaining this knowledge, the ma1e‘ protagonist learns to
balance the various elements of his life. He %s Fheed from a
fa1se> sense of duty to his fellow citizéns and, having
discovered his natural talents, he now can make a Tégitimate
conﬁribution to society, both +9n personal and public

-affairs.

Chievrefo7]l occurs exclusively in the forest. Marie
sets the stage for her readers with twenty-four lines of
background +information. We thus know that Tristan has come
frqm South Wales, his place of birth. Tristan, having been
forced out of courtly society, finds himself waiting for thg
queen to pass by in hopes of speaking to her. He has been
stripped of all his status and rank by being exind and ig

forced to beg from the peasants at night. What we see here

4 Eskénazdi, 211. :
5 "... avec Forest, le but spatial du déplacement est

toufours associé au motiF du déplacement...", Eskénazi, 206.
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is a man compeliled by his one overriding desire to attempt

to possess what society cannot and will not offer him, to

risk death in pursuit of that one goal to its end.

Tristan knows that the Jlove he nurses for.thé'queén
will never be realized in this l1ife. Thgﬁrs is a tragic tale
in that both are victims not only of society but of fate as
wej1. From the moment of( having drunk the Tove potion,
‘Tristan has been locked +into his dire destiny. The Jjoy that
he experiences at seeing his 1over.is a feeling shared by
the queen as well. Their temporary happiness only serves to
make the tragédy more evident and poignant, a point which
Marie makes the reader awaﬁe of:

Puis en mururent en un Jur. (Cf 10)

King Marc has summoned all the barons by ban to Jjoin
him at Tintagel where he will hold court at Pentecost. It s
for this réason thaf the queen 1is travelling through the
forests of Cornwall. The general méod’of such a gathering is
one of Jo7e e deduit. (42). Tristan exhibits the exact
opposite emotions, being dolenzr e trespensez (25), as he has
been bérred from participating in the festivities. In the
forest, Tristan is not the nephew of the king, nor is he one
of the privileged barons, but merely a man who has had the
misfortune to fall in Tove with his uncle's wife.

Tristan seeks an audience with the queen, yvet we sense
that much more than a mere éhat 1é desired. He does .speak

with the queen. However, he goes away empty handed and



returns to South Wales. He never regains entrance into the

lady's society nor does he convince her to 1ea§é that
society and return with him. Yseut continues on her way as
she too must be true fo her real function- the wife of a
king. The only bright spot 1in this scenarioc. is the hopeful
whisper that the young lover might be recalled to court by
King Marc. |

Puis 17 munstra cumfaitement

Del rei avrat acordement,

E gque mut 17 aveit pesd

De ceo gqu'il 1'ot 57 cungeé:

Pur encusement 1'avert Ffait. (CF 97-101)
With this nebulous promise; Tristan returns home to wait
until his uncle should send for him. He set out from home
and yet he failed to gain entrance +into the Tlady's social
sphere. The 1intended displacement +is aborted and diverted.
Thus he has failed 1in His attempts atAsocianre~integration
within the context and scope of this lai, given that Marie
must work her tale around a pre-~established lTiterary
tradition.

8isc7év#et presents us with another character who,

having been banished from the society of which he is a part,
seeks'refuge in the forest. This man has éverything arranged
to his favor. He has a secure place in society, a wife who,
to all intents and purpoées, Toves him and a lord with whom
he is very close. Even his neighbors Tove .and admire.him.
Ho@ever, there s .one -prob1em: he s & werewolf  and

disappears at regular intervals into the forest to live out

this other role.
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This dual nature of the protagonist embodies the

gssence of the tale and contains the centraj issue_whﬁchAﬁs
the fdntrigue. It is this hidden side of Bisclavret which
will be the focus of the'nahﬁat%on aﬁd which'wi11 undergo
the process of social re-integration. He has covered up a
major flaw within his makéup. While he does not go in search
of a woman, he does, as a direct reaction to the woman he
already has, find the power to overcome this problem. When
he does ~finaW1y re-enter the court as a restored human
being, we no Tlonger hear of him re1apsing into his former
illness. Instead, the ‘physica1 curse seems to transfer
itsé?f to the wife in the form of a missing nose for
generations to come. Bisclavret has acknowledged and dean
with his problem publicly, therefore it ceases to plague

him.

Bisclavret +ds banished from his home by the'treachery
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of his wife. She has condemned him to a life of aimless

wanderings in the forest. He ceases to exist as a man and
thus he figuratively and socially, if not physically, has
died.

~Dame, Fet 71, pur Deu merci!

Mal m'en vendra s7 Jol wus o7,

Kar de m'amur wvwus partirars

Et me7r meTsmes en perdrai.s (B 53-56)

Contrary to the description of a werewolf given by

Marie in .the +introduction, Bisclavret maintains a very human

demeanor. It is this inner quality of civility which alerts

the king to the true situation and thus saves Bisclavret



from being torn to bieces by the hunting hounds. His

clothes, the symbol of his civility, remain hidden under a

stone by a chapel, thus Jndicating that his ultimate
security and hope of deliverance rests in divine providence.

“Dame, Fet 771, deler cel bois,

Ler la chemin par unt Jjeo vois,

Une vielr chapele 7 esteit,

K7 meintefeiz grant bien me feit:

La est Ja piere cruose € lee,

Suz un bussun, dedenz cavee;

Mes dras 7 met, suz Jle buissun,

Tant gue Jeo revienc a meisun.> (B 89-96)

The outward aspect of civility and the bestial facet of
Bisclavret have been transposed. Whereas his animal nature
had been denied and disguised by the protagonist, it is now
made evident for all to observe. Yet the human gualities are
a matter of displayed actions and demeanor. The king
recognizes this reasonableness +in the creature’s He takes
Bisclavret from the forest to his court. Therefore what .in
the wife 49s a mask of civility hiding a wicked nature

becomes for the man a mask of brutality hiding a true

nobility.
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During his sojourn at the court, Bisclavret acts as a

perfect "gentleman". He shows himself to be most Joyal to
the king. This serves to reinforce the idea that there is a
real man hid&en under the coat'of fur. The only exception to
this tékes place when the knight who aided the wife 1n

betraying Bisclavret comes to court. The werewolf attacks

& Cum ceste beste s 'humilie!
 Fle ad sen o Thume, mercy crie.

P O T P Y P R R T e R

Ceste béste ad entente ¢ sen. (B 153-54,57)



the man. This sudden change of character +in Bisclavret
prompts the king to return to the forest. It s there that
the true Tdentity of the wolf will be .revealed. Thus, after
having established firmWy'in the minds of ber readers that
the knight s a fit membéh of society, despite the strange
circumstances, Marie takes us back to the scene of the crime
to reinstate the protagonist to his rightful position in the
community.

Once again, a hidden aspect of his nature' will be
Eevea1ed as Bisclavret returns to the forest. Whereas before
it was his base, animalistic nathe that was 1in qUestion, it
is now a matter of unveiling the true identity of the
knight. In the forest, there can be no way of disguising
one's self, therefore each character acts aécordﬁng to his
innermost traits. Bisclavret attacks his wife and bites off
her nose. This punishment is perfectly reasonable as it was
the right of a husband to punish an adulterous wife. He
could have killed her but chose insteéd to make her Tive
out her 1ife 9n [dgnominy andlshame; a JQst recompense for
her vainglorious pride. Moreover, the king puts her to
torture in. order to discover the facts of this mystery. Thus
"they uncover the wife's plot against stc1avret.

Now there remains only the restoration of the clothing
to the baron. The kﬁﬁg places the garments in front of the
werewolf, dindicating that hié sovereign, the consummate
symbo1 of the realm, accepts him once again back into the

community. His peers accept him unconditionally, even after
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having found out his worst and deepest secret. Amazingly,

the beast refuses to don the proffered clothes. He Hs

embarrassed. This touching detail serves to remind us Jjust

how much the baron has changed. He now follows precisely the
conventions of propriety, waiting until he 1is alone in the

king's chambers to regain his human form. This also reveals
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that he does now have some control over the moment of

metamorphosis. He can now fully participate +in the
community, both in giving and receiving aid. So, by the end
of the tale, his social reintegration is compléete.

Equféan has two ma1é figures which interact équé11y
within the contéxt of the story.‘ fheré are two locales
which are dealt w%th in the plot; the seneschal's castle +n
the. country and Equitan's court. The seneschal is a good,
decent and straightforward character; vet his devotion to
duty renders >him unobservant of tensions and interests
around him. He has, to our knowledge only one fault, tﬁat of
blindness +dn matters concerning the Iconduct of his best
friend and his spouse. This 1nébi1ity to correctly perceive
reality will be remedied in the final scene in one swift
incident. The king, Equitan, by his démesure, reveals to the
éenescha1 what is bécoming apparent to_otheﬁs around him.‘

The king's Tove for the seneschal’'s wife causes him to
forsake his favorite Hobbies and thus he also forsakes the
forest} scene of his habitual exploits. He not only abandons
the personal pleasures of Eis position, but he also neglects

"the social duties related to that position. He deceives his
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~friend and his subjects are totally forgotten in the pursuit
of folly. The wife and kihg enjoy success 1in love yet they
are a failure in society. The king denies his social duties
and refuses the pressures put on him to wed:

L7 reis 7'ama mut Jungement

Que o Tavtre Ffemme n'ot talent.

I7 ne voleit nule espuser;

Ja n'en rovast ofr parier.
La gent le tindrent mut a mal, (Eq 197-201)

.He pursueé this course at the cost of breaking a multitude
of other promises. He doeé not sée that one must be able to
integrate personal and socia1‘1ifestyWes in order to have
true fqui)Wment. The failure to resolve this ihherent
tension betwéen the two lovalties results in his death as is
the,u1timate~outcome'of this tale.
Equitan effectively prophesies his own demise:

C71 k7 o amur sunt novelier

E ki s'aturnent de trichier,.

I7 sunt gabé e deceli;

De plusurs 1Tavum nus vel.

N'est pas merveille se cil pert

K7 par s'ovreine le desert. (Egqg 163-68)
He Bas behaved ignobly to the seneschal and to his people.
Wh§19 he did keep his promise to lTove the Tlady we11, he also
forfeited all his other relationships as a direct result of
‘the‘inFTuence that she exerted upon him. He is thus unworthy
to continue as king, vet the only way to remove him is by
death, an option which Marie exercises.

Equitan previcusly ignored the social life of court in

the excess of his passion for hunting. He was too personally

involved with the'pursuit of pleasure. Then, after meeting

the lady, he fnverts this unnatural preoccupation. He



ignores the private domain of the forest and exchanges it
for the social scene of the court or the seneschal’s domain.
HoweQeP,- once again, he se1fish1y pursues the private
pleasures of Jlove and continues to neglect his public

duties. He 41Hs unbalanced wherever he happens to be. He

cannot function equitably {dn either Jlocation and thus
refuses to déaW with the real world. Having rejected
rea1ity,Ait rejects him }n turn.

THe king fails miserably in his atfempt to fulfill his
evenry desire,-Equitan could not bring about a synthesis of
private and public domains. He has forsaken a part of
himself, made himself less than he was at the outset of the
tale. He gave up the forest activities of hunting and
hawking. Ih their place he substituted adultery. Love 1is a
debasing force in his 1ife because of Bis'se1fish and greedy
intentions. He has placed himself béjow the lady's level
while she tried to ascend to his. In his demise, Equitan
pulls the woman down with him. Once haying started along fhe
downwérd path, Equitan 1acks the moral fortitude or the
'abﬁjity to stop His slide. Instead of ﬁmproving, Equitan and
the lady sink Tower and lower, being fully united only in a
commoh death. -

Muldumarec, the méin male figure ﬁn Yonec, eﬁbodies the
greater part of the motion in that he is the one who comes
and goes accgrding to the 1ady;s bidding. He underwent a
metamorphosis, such aé Bisclavret had experienced, which

enabled him to achieve his Journey's end. Given the story

73



from the lady's point of view, we do not d%rect?y see the
route that he takes. Muldumarec tells his b7en aimée that he
Jeft his own country as a response to her prayver for
release. Thus, once again, we éea from a new perspective the
genera1‘ pattern repeating itself; namely that the man, a
foreigner, voyages from home to seek out the woman of his
desire.

We Jlearn of the route that he takés via the lady’'s own
Journey. She follows the trail left by his fatal wound.

Unable to fly, she Jjumps from the window and pursues the
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knight. By reversing the stages of her excursion, we can re- -

establish the sequence of events for the man before his
woundfng. After Jleaving his city, Muldumarec enters a
méadow, similar to that of Lanva1's,vand finds the hill with
its hoTe.‘Going thrbugh.the dark hole, he wou1d end ub at
the road which leads to the tower. Being a bird-knight, he
wou?d'have no problem gaining access to the tower, wherein
the wicked husband has Himprisoned the wife. He enters
throughrthe window, an effective portal between the reality
of his existence and of hers. Thus there are three stages to
his Journey.

The first section of Muldumarec's pilgrimage
" constitutes the search for maturity. He goes inﬁo\the meadow
to seek a compan'ion7 and finstead finds aﬁ obstacle to his

path- the hill. The dark, tomb-like interior of the hill,

7 See chapter two, wherein the significance of the meadow
and grove are discussed. These two places represent the role
of woman as companion and helpmate to the man.



while dntimidating, represents his only manner of gaining
access fo the lady's world. He cannoﬁ reach her except by
going through fhe deathlike transTati9n of this somber and
subterranean stage of the process. The time underground
comprises the second stage of his matﬁration, the ability to
"die" for the sake of his beloved. This transitional
experience prefigures their evéntua1 triumph of unity in
death at the conclusion to the lai. }And thirdly, there -fis
the trip from the hill to the castle. Having forsaken his
own people and figuratively having died to reach the castle,
thé remainder of the motion is easiTy accompﬁﬁshed. He gains
entrance to her chambers without challenge.

Muldumarec does die, but leaves behind a replacement

who will not only avenge, but also replace him. Yonec, as
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the son of the main male figure in this lai, does not enter

the story until the final lines. We find out that the lady's
pérsecution ceases as soon as she prodgces a son for the old
man . We.now have a wicked step~father figure dinstead of the
traditional step-mother fo deal with.

This old, incgmpetent character does not venture out
from hié home except for an occasional foray into the forest
to hunt.. He, twisted and corrupt iﬁ nature, takes this
penchant of pursuit and turns it against the bird—kﬁight,
whom he perceives as the enemy. For this base and vile deed
against "true love" he will bé punished by death. It s the
duty of his wife to bear and rear the son that destiny

created for his demise. There is a certain poetic justice in



this twist of tradition. The one desire of the old king's

heart embodies his greatest fear as well.

Pur ceo k'71 ot bon heritage,

Famme prist pur enfanz aveir, .

K7 aprés Jui fuissent s7 hevr. (Y 18-20)
He did not want to die without an heir to whom he could
begqueath his vast wealth. That ﬁgnomiﬁioué death irbnicaWﬁy
occurs at the hands of his heir.

The son +in question, Yonec, embodies the triumph of

forbidden Tove; his parents are ’prohﬁbited by their
societies from ‘heaTizﬁng their common attraction 1in  any

other state but the afterlife. Yonec becomes his mother's

sole reason to exist. She must, through him, carry out the
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last wish of Muldumarec. Therefore, he is also an instrument

of revenge. Thirdly Yonec signifies the step-father's
supreme arrogance and .ruthlessness 1in establishing the
security of his own perpetuity on earth. The three members
6f the preceding generation each have placed all théir
hopes and dheams within him.

His own Journey to matufﬁty occurs in the last hundred
verses recounted by Mardie. Upon reaching the abbey, on the
way to Caerleon, the boy learns of hig father's history from
tEe abbot. The.mother confirms that this 49s indeed Yonec;s
‘father. He performs his first act of adulthood by striking
down the stepwfather.'Yonec is then +installed by the city as
the proper replacement for his real father. The mother he

has laid to rest with Muldumarec. All of this occurs under

the auspices of the church, indicating divine approval of



the love affair. Yonec has travelled from his mother's
homeland to that of his father and at the same time he has

also left behind youth to take up the duties of a man.

We observe in these three male figureé two patterns

which are indicatﬁve'of the pre~estab1ished'11fe~cycTe of

men. Yonec and Muldumarec both are dindicative of the stage
of transition which occurs when a damrisesu becomes a
chavé?ier. They are both noble and full of 1ife, willing to
confront any adventure, all risks and consequences
inclusive. The old king of Caerwent typifies the opposite
sort of man. He lacks many qualities which would distingufsh
one of noble bearing;  kindness, compassion and comm;n
decency in the treatment of his bride. The king's sedentary
lTifestyle reveals to the reader a false corrupt member of
society. The father and son pair clearly manifest a
contrasting Tifestyle to that of their Joint rival.
Muldumarec and Yonec are able to develop as people and
'characters which is seen by fheir Joqrney through nature's
wilderness in order to achieve theiﬁ respective destinies.
Lanval also tells the tale of a youth in search of a
true companion. Unlike the egress of Muldumarec, the lady
meets Lanval at the halfway point of his Journey, the grove
rather than passively waiting. Here we are presented witﬁ an
inverse structure of the same character scenario as was
found in Yonec. The male and female characters experience a
role reversal in respect to their traditiqnaT social rank.

The fairy lady comes to rescue Lanval in a time of need.
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She seeks him out rather than waiting for hfs ca11lbecause
she ié a fairy and thus not suﬁject to the rules of society.

Lanval is a foreigner both 1in King Arthur's court and
to his. Jover. He has been rejected and d{dgnored by the
members and head of the court to which he s attached.

Lanval leaves the town for the forest to seek the
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companionship refused him by this group of peers. He finds

in. the fairy more than he ever could Have hoped for. She +s.

his ideal and he commits himself to her wholeheartedly.

LaﬁvaW vreturnsl to the city, now that he Has the
sponsorship and support of a sovereign, for she rules over
his heart; his fealty +H9s hers. This aspect of their
relationship is to bg tested by his sojourn +in the city.
Lanval is sworn to secrecy concernfng_her existence and the
related source of his new-found wealth. The ‘1ocation of
conflict and refinement, instead of occurring in the forest,
will in this case happen in thevcity..

By insulting the gueen, Lanval  stands accused by her

and the court, who had started to accépt him. This reversal

of attitudes shows us, the readers, the fickle attitude of

courtly society and allows us to see Just how far their
decline has progressed. Lanval, as a iﬁperfect man, fails to
keep his promise of confidentiality by revealing the
existence of his Wadykiove. He torments himself despairing
of ever seeing'her again. His commitment remains strong and
true. Despite his broken promise, the fairy lover proves her

loyalty towards Lanval. He is acquittéd by the society which



had so greatly wronged him. The couple decides to return to
Avalun. Having seen the reality of Arthur’s court, Lanval

has no desire to remain there. His Toyalty and commitment to

the lady reign supréme.

Quand 1a pucele st Ffors a 1'us,

Sur e palefrei, detriers 77,

De plain eslais Lanval sailli!

Ocd 77 s'en vait en Avalun, (L1 638-41)
He rejects reality and the false promises of a fickle
fortune and choses instead to follow love wherever it leads.
Reconciled to that society and having satisfied its demands
upon him, Lanval finds with his forest maiden all that he

previously sought from his social peers.

Chaitivel, a strictly urban tale, does not present us
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with a clear distinction between the city and the country.

It does however give us, as careful readers, an insight finto
the corruption of civilized 1ife. The four men who seek the
hand of the Jlady comprise é specific cross section of
society. Each +is a carbon copy of the other three‘and the
four can be seen as one whole wunit. These men are
continually associated with one anocther, both 1in l1ife and

death.8 They are the corruption of nobility, denoted by

their Jdémesure. More committed to an unworthy ddeal than

they are to the city whose protection is their duty, they

fall 4in battle. These men forfeit neither the glory of

8 Tant furent tuit de graht valur,
Ne pot esiire Je merllur.
Sur sun escu fu mis chescuns;
En la cité Jes unt portez .
A la dame kis ot amez. (C 53-54, 140-142)



battle nor the honor of victory for a truer, more noble
cause. Three die outright and the last lies crippled,

condemned to l1ife. The last knight's bitter speech reveals
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to u%.that all too late, he recognizes the folly of their

collective way. The false promises of the city show

themselves to be naught but.a shadow of reality.

Another urban tale as was Chaitivel, yet of a different
ilk, s Laﬁ#tfc. This story takes place in St. Malo’ between
two neighbors upon whom rests the.reputation of the city.
The conflict of interest which surfaces concerns one baronfs
Tove for the other}s wife. The bachelor was well known among

his peers as being generous and of .a brave nature. This

baron leads a very active life: Mut turnect e despendeit (L -

21). However, he suspends hi% Tove of adventure when he
falls in love with the 1ady’next doob; This shift to a very
sedentary, nocturnal Tifestyle denotés the commencement of
his decline. He no Tlonger dinterests himéeTf in external
matters, denoted by the suspension of motion and mofivation
in this charécter. He restricts his 1ife to the towér and
windowvfrom which he observes the WadQ at night.g His arena
of action becomes more ‘and more restricted as the plot
progresses. Finally, when confronted with the casket
containing thé-borpse of the Lalstic, the baron givesvup the
charade. He lacks the true force of love that is needed to

carry on the affair. Immediately released from the

9 A Ja Ffenestre ester veneit
Pur sun ami gu'ele saverst
Qu Tautreteu vie demenoct
£ le plus de 1a nuit veillote. (L 73-76).



relationship, the knight once again takes up his Tife where
he left 4t off, continuing to pursue his knightly duties for

which the nightly ones had previously substituted.

The major difference between the two men surfaces 1in
their ability to move and act within the context of their
respective positions. The married man frequently goes out
into nature, hence his reason for guarding. his wife so

strictly. These forays into the countryside reveal that he
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can and does remain Joyal to his first purpose, namely

protecting the town. While so obviously a failure within his’

marriage, he can successfully manage at Jleast one aspect of
his 1ife. He leaves no doubt in the minds of his wife,
friend and the readers that his Jaw %s word dn  his
household. The husband fares no better than the lover under
the cynical judgement of Marie's narration. The second baron
tréats his wife with a ruth1e$s crueltty, perceiving her to
be the sole source of faQ1t ‘in this tale. His merciless
murder of the nightingale more than adequately communicates
the man's opinion of his wife's conduct. The b1oody violence
of‘his act shows to the reader that he is no more worthy of
admiration than 9s his friend. While hﬁs will does triumph
in the.fﬁna1 outcome, the husband, as & human being, fs

severely criticized.

In this récit, as well as in the other +inner-city tale,
no one character comes forth as truly exemplary of noble

bearing and attitude. A1l of the major personae show
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themselves to have major flaws. Given that this is true, the

one person with the strongest will is destined to gain thé
upper hand. In this case, that one perscn 1is the husband.
-The nightingale symbolizes esach 6f‘the three peop1é. It s
the Tlover, too weak to successz11y fight the husband. B8y

virtue of +dts death, the bird also 1endévcredence to the

husband’'s negative reputation. Finally, the lalUstic reveals
the dnsipid qué1ity of the lady's love. Desiring to give
herself to the bachelor, she instead sends Him the symbol of
her iﬁadequate commitment. Given the vspecific spatial
reference of St. Malo by the narrator, we are also given a
g1fmpse of the lives of +ts supposed1y most famous citizens.
If this +H9s. the best that a city can brodﬁce, then this

commentary s very derogatory findeed.

Lte Fresne, while strictly neither urban nor rural ¢9n
nature, unveils another facet of noble 1ife in the twelfth
century. While the main story centers around Fresne herself
and, conseduent1y, her mother, there are two men to be
examihed. | They _resbective1y are Tinked to the
mother/daughter pair, tﬁe partners of each woman. Firstly,
the husband and father of Fresne appears in the p1qt. While
portraved in a sympathetic hanner‘by Marie, he obviously has
trouble contro11in§ his wife. She speaks wickedly and yet he
does nothing to réstfain her. He does issue a mild rebuke:

2PDame, fet 71, lessiezr ester!
Ne devezr mie Tss7 parler!

Veritezr est que ceste dame .
Ad mut esté de bone Ffame.> (Fr 45-48)



The final scene of the drama proves the father to be no more

forceful or distinctive than he was at the oUtset.‘He does
not act to punish his wife. He +instead proves hfmseTf to be
a moderate and equitable judge, accepting the repentant wife
as well as the Tong-lost daughter. This character
distinguishes himself +in no clear way except that of his
reasonable demeanor in the face of amazing circumstances. By
being neither hot nor cold, the father/husband relegates
himself to the realm of supporting casf.

The same wﬁTT hold true to a certain degree for
Fﬁesne's lover. Because the story essentially revolves
around Fresne, Gurun simply acts as a foil; a contrasting
example against which her love and patient deyotﬁon are
displayed. He 1is Tloyal to her, but that aspect of his
relationship with her will be tested. He disdains marriage
to any other until pressure mounts from his retainers. This
male persona leads a somewhat‘more active role +in the tale
as he s the counterpart to the girl. He €initially falls +n
109e with Fresne while out at a tournament. This pursuit of
honor and renown shows‘Gurun tovbe activé?y involved in the
community life, as doeé his donation to the convent (even
though théITatter is done under faWsé pretenses.)—Gurun is
" thus established as '@ success in matters of social
conseguence.

The second Tevel of {dntrigue occurs when the knight's
vassals urge him td wed and get rid of his mistress. There

must be a Tegitimate heir who could succeed to his land and
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inheritance. Here, Gurun fails in that he puts social duty,

a?reédy a proven virtue in him, above bersona1‘concérns. Yet
it is this very weakening of resolve in the young lover that
makes it possible for Eresne to be restored to her Eightfu1
social position. He therefore ‘is the agent of resolution
that triggers the dénovement of the original dntrigue. He
unwittingly 'brings the first .man's family back together
‘again. Through no virtue of his own does Gurun end up with
the right girl. He merely is an agent of dest%ny.vThe story
does end in the triumph of true love, yet it is because of
the steadfast witnéss of the daughter not directfy because
of anything done by the man.

 Deus Amanz contains a father and a lover who aWsé react
in relation to the daughter/lover, which establishes a
rather unigue twist to the traditional love triangle. Here
we are dealing with .a selfish old man who never moves from
his castle except to go to the foot of a mountain where he
demands much more of the variocus suitors than he was ever
capable of 1in his prime.- By the very nature of this
father/daughter relationship, the elderly king stands
accused of dincest. His refusal to let go of the‘gﬁr1, and
hence the past, reveals the king’'s ﬁnabiW%ty to cope with
reality.

The young son of a local count attempts to gain the
princess' hand. He has journeyed from his own land to
accomplish this. Setting himself up din the court, he

proceeds to work his way . dnto the maiden's heart. She
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however remains torn between family lovalty and the
maturity demanded of her by the reWationshﬁp. Thévde1fcate
state of affairs forces these two demands causes them to
come 1in conflict rather than complementing one another.

The young céntender must make an extra Jjourney to

Salerno in order to achieve his prime directive~ to obtain

the girl's hand in marriage at any coét. He cannot convinée
v?he girl to elope therefore he must prepare to attempt the
trial of carrying her up the mountain. This detour shows the
boy's determination to break out of ado1eséence and fnto the
responsibility Qf adulthood. He will fu1fi11 the letter of
the king's law while circumventing the spirit of it.

The training and preparation he undergoes serves mainly
to increase his own self-confidence and, essentia11y
immature, he pridefully assumes that he {is up to the
challenge. Refusing to drink the strength potion which he
had Journeyed to receive, the young suitor negates his
initial obedience to the princess in having made the trip to
Salerno.

This male persona has not yet learned the need to
occasionally bend the rules, especially whgn » those
regulations are unjust. The resultant death of both parties

stems from the boy's inability to accept the advice of his
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charge. The +impression from the tone of the narration is

that, even 4if the attempt had been successful, the two

Jovers would still be too immature to handle their success.



While in the c$st1e or at the city o% Sa1erno,‘thé boy
can fool himself {dnto beldieving that success s possiblie.
Yet once tHe two are out on the mountain, the task proves to
be too great, not by virtue of physicaT but of mental
possibility. The lad does attain the crest of the mountain
but has no strength Tleft to Wive.- His true stamina and
a§i1ities are sfretched to the maximum Timit. He Just barely
completes his task befpre going on fo another realm. The
girl, inAsyﬁpathetic despair, Joins him +in death. They are
united on earth only 1in their Joint tombs which serve as a
Tesson to all who care to hear their silent testimony. Tﬁose
who are strong enough to éurvﬁve the temptations’of_tﬁe city
are not always so successful when faced with the challenge
'preéented by man's original demain- nature.

Milun, the main character after whom the lai is named,
is a young knight who, as we shall see, has difficulty in
maturing. He gains a marvelous Peputation by his prowess.
But this reputation leads him to commit the ultimate folly
which becomes his trademark, changing the entire future.
Having heard of Milun's great renown, a young maiden offers

him her love and he readily assents to this proposal. While
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there is nothing unusual or extraordinary about this turn of

events, the duration of their affair, being a time of
testing and maturation, lasts well beyond the dictates of
reason. Twenty vyears of separation are needed before Milun

98 capable of obtaining his bien aimée in matrimony.



When we first make his acquaintance, Milun s a youngd,
but accomplished knight who +Hmpregnates his girl friend.
Meeting her freqguently 1in the grove, he gladly shares her

company and obviously enjoys her favors. He however cannot
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rise to the actual status of a true Tlover, seen by Milun's

inabiiity to move from the grove and become accepted in her

10
bedroom, the rightful place for all genuine Tlovers.

Instead of helping her to escape with him or offering
advise, he reticently agrees to whatever plan the damsel can
devise:

M7 lun respunt que 71 Ffera
Ceo gu’ele cunseillera. (M 65-66)

He is unable to commit himself to her and unwilling to take

his rightful share of responsibility. His inherently
immature néturé translates Hdtself +Hdnto an {Tnability of
action concerning the girl.

Milun subsequently decides to leave and goes abroad to
seek honor through martial exploits. There is no mention of
an effort to be united with his lover. As scon as the child
is remoyed, there.is no further purpdée for him to stay. In
his absence, the girl s given away by her father. When
Milun comes back, the affair continues as normal. Milun
exhibits a.certain amount of grief oVer the situation, but

circumvents = the problem  rather ingeniously. The

communication 1is established by the use of a swan as

10 This 9s the only lai, where the lover cannot seem to find
some way into the lady's bower. The two content themselves
with the al fresco setting, not even bothering to attempt an
entrance into the lady’'s household.



courier. The two also take up their old habit of rendez-
VOUS:

Ensemble viendrent plusurs feiz.

Nuls ne poet estre £7 destreiz

Ne =7 tenuz estreitement . ,
Que 71 ne truisse liu sovent. (M 285-88)

In re-establishing the previous pattern of casual love, the
couple in gquestion show'no signs éf Bévﬁng grown wiser with
time. They are content to remain within their circumstances
ingstead of rising above them. The crucial point for Milun 1in
this matter of development arrives when he 1is confronted
with the product of his ﬁrreéponsibi1ity— his son.

The ‘abandoned infant, now a grown' youth, gains his
stafus as knight and, in the manner of his father,‘searches
for fame and honor. He is Jjudged the best no matter where he
Jousts, quickly earning the title Sans Fer. He arrives at
the same stage of soéia1 development and responsibility as
Milun had achieved in the opehﬁng lines of the tale. Pure
and wholesome in nature, the youth triumphs abroad and the
news of his success reaches the Jjealous ears of Milun.

Desiring to teach a Tessén to this unknown knight,
Milun, dn the folly of pride, traverses yet agéﬁn t he
Channel to do battle. When they meet on the field, the son,
younger and therefore more powerful, unseats Milun. It s at
this Juncture in the narration | that the divergent
constitutions of father and son become evident. While Milun
continues to act immature1y_énd impu1sive1y, as he 1is woﬁt
to do, thé son Eesponds to the chaj1engé and, lwhen he

realizes that his contender +is an old man, prudently ceases
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the‘action. Helping the elder man to'hgs feet, the knight
Sans Per distinguishes himself as generous and humble. Thus

a potentially deadly tension s dispersed. The field of

combat reveals through the attitudes of the two men a common
heritage yet a vastly different result. |
By recognizing and acknowledging his son, Milun takes

the Tong avoided step to maturity, a step twenty vears in
the making. Having wronged the boy through rejection at
birth, he now has the fortitude and courage to accept
publicly what heretofore was only a mistake of youthful
exuberance in his eyes. This bubTic-acceptance'of the s0ON
redeems him {n the narrator’'s opinion, for now all the
obstacles which blocked hisffeebWe attempts at obtaining the
lady are removed, énd'the husband dies. Yet even.so, it s
the youth, not Milun, who suggests bringing the two Tovers
together. He forces his family to unite 1f“fcr no other
reason than for. his own legitimacy.

Unc ne demanderent parent:

Sanz cunseil de tute autre gent

Lur iz amdeus Jes assembla,

La mere a sun pere dona. (M 525-28)

It d9s through no overwhelming motivation that Milun
receives his woman. Marie seems to allow this étory to eﬁd
happily for the sake of the forsaken son. And so the two go
together to Jjoin the lady +in her domicile, where she
patiently awaits their return;

By Jleaving the resolving action to the son,‘ Marie
impWﬁcﬁtTy augments his maturity level above that of the

older man. The son accomplishes what twenty vyears of
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muddling around could not. His decisive spirit exhibits
itself not only on the field but +in matters of politic as

well. He is all that Milun could have been and more.

The activity and movement of Guigemar are much more

complex and offer to us a prime example Qf'the man in search
of himéeW% through his search for a suitable compgnion. Here
we are présen;ed with a knight who has won fame and honor
for himself at a tender age,.Wike Milun and his son. This
.Rnight howeveE has the distinction of being indifferent to

Tove, a situation which will subsequently be remedied. The

youth, after a brilliant debut, returns home, findicating

that he has not Just yet severed the apron strings.

g0

The first scene of activity we are given 1is 1in the

forest surrounding the paternal domain. Guigemar finds
himself confronted by the reality of His existence. Whether
born of vanity or ﬁndifference,'thét reality 1is nonéthe1ess
.shown for the fault that it +ds. Being separated from the
source of his social ddentity, the house, Guigemar cannot
deny the truth of  the hind’'s propﬁetic enunciation. He
accepts the challenge to grow 9n character out of the
neéessity of a :physﬁcaT wound . The wounded thigh
externalizes an internal fault thaf must be resolved before
Guigemar can successfully return to ciyﬁWizatioﬁ. The
background scene of the forest relieves Him of the social
duty and of the mask that heretofore he has borne. The naked

truth. forces him to act.



The resultant voyage by boat comprises the second stage
of Guigemar's Jjourney to manhood. For while he has all the

outward sign to confirm his adult standing in society, he
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lacks the personal confidence thereof. Throwing himself.

guite literally upon the winds of fate, Guigemar prays for
divine guidance and protection as well.

A Deu prie k'en prenge cure,

K'a sun poeir 1'ameint a port

Et i1 defende de la mort. (G 201-3)
This desire for protection stems ‘from his fear of the
unknown and, as we will lTater see, undergoes a

transformation in the course of events. He learns to protect

the lady rather than his own interests.

Gaining the shore in safety, Guigemar meets the lady in
whom resides his hope for suryivaT. He s removed from tbhe
boat and taken to her chambers. The +Hnitial Fflaw of
Guigemar, the inability to love, disappears in probortion to
the degree that he falls in Tove Qith the lady. Thus the
externé] wound is also healed. However there is now a new
wound that' Guigemar. receives, namely that, after having
enjoyed the fruits of‘ his newly éstab1féhed emotional
development, he 1ds forcefully separated'from the woman he

"loves. Now he will understand what comprises real suffering.

When in the boat, which once agaﬁn serves as a metaphor
for psychological displacement from the happy medium of his
existence, Guigemar testifies to the progress achieved by

falling in Tlove:



La damé regrefout sovent

E prie Deu omnipotent

Qu'il 17 dunase hastive mort

E que Jjamés ne vienge & port

ST ne repect aveir s'amie,

K'7] desire plus gque sa vie. (G 623-28)
He no_16nger cares for his own 1ife, now worthless without
the lady to share dit. She now embodies his raison o 'dtre
having replaced tHé former {idol of his own ego.

He goes on with his 1ife, returning to his native land.
Guigemar persists in fdgnoring the amorous fntentﬁoﬁs of the
local ladies. This time, however, his stance is acceptable,
Poofed in the true lTove of a worthy 1ad9 rather than sunk in
the mire of vainglory. The Tove knot which the lady had tied
in his shirt not only stands as a test to those who would
wish to gaip his heart but also as'a legitimate explanation
of his actions. No one can condemn him now of being a bore
in matters of the heart. Instead, it changes Guigemar from a
mocker? of manhood into the most mysterious and sought-after
bachelor, thus fincreasing his honor and social Qorth.

The Tady finally decides to leave her husband. Guigemar
finds her residing at the castle of a nearby friend, at
whoée port she arrived. he has proveﬁ his right to her by
virtue of  the knot and girtle, but the Jlord seTf%sh1y
refuses to give up the fairylike lady. Guigemar's duty now
Ties 1in Tiberating her from this éarth?y'prison._By defying
Meriaduc, Guigemér commits himself whoWeHeartedTy to. the
lady’'s cause. In freeing her by means of a siege, the young

knight proves to all involved that he has gained maturity

and wisdom. He <4s now able to commit himself to another



human being. This augments his worth to the society at
large, proving to them as well that he has overcome the
character faults which were previous1y.his trademark.

Having removed himse1% from Meriaduc's castle, Gdﬁgemaf

places himself outside of the social laws and customs that

have denied him his rightful prize. By breaking down that
"same castle, he splits open the false code of ethics,
exposing them for the fag?ty chains that they are. Thus
Guigemar makes himself not only fit for SOCﬁety, but of use
to it as well. He achieves that  tenuous balance between
30§ﬁa1 and  personal duty that others find so hard to
establish. He thus 1is rewérded by Marie in the "happily ever
after ending" of her choosing.

Eliduec, the final Tlai of the co11ection and of our
examination, also deals with the social rejntegration of a
male persona. Whereas Guigemar dealt with the problems of
budding masculinity, this lai addresses the concerns of the
older, wéWW established man. Eliduc, long a favorite with
the king, becomes the victim of slanderous gossip and s
exiled by his beloved sovereign. Heée we have a Happi1y
married man who s quite‘content in all respécts. Into the
midst of this complacent scene, the fbib1es of fate exert
their influence, thus proving that nothing is so stable as
tb be a constant.

The first episode of the story finds Eliduc on the
shores of England, near Exeter.-'Hearing rumors of war,

Eliduc proceeds to work as a mercenary, as errant knights
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are inclined to do. Herein lies the +intrigue of the récit,

for after having saved the day for a local monarch, Eliduc

meets the.man's daughter and falls in\10ve with her. There
is the glight problem in that Eliduc 1is already married and
as a foreigner he must behave properiy. While 1in the
country, he does act very courteous1y; except that he hides
.from the princess the presence of another woman in his Tife.
It is this aspect of their re1ationship that will be tHe
ceﬁter of the.pWOt and the issue to be resolved.

Eliduc easily gains entrance to the princess’ chambers,

having been dJnvited. there by the occupant herself and,

moreover, upon the orders of her father. Théy even sit ‘upon
the bed and converse for gquite some time, a direct allusion
fo‘their future relationship as husband and wife.

Cale 7T aveit par la mein pris,

Dasur wun 17¢ erent asis.
De plusurs choses wunt parlé. (E 297-99)

Having lived the love-Tlife of an arranged marriage, Eliduc .

now realizes the extent of what he has here—-to-fore lacked.

Once again, Eliduc has set himself up in a very advantageous

and desirable situation.

Yet, as before, his fortunes change as his originaT
king, haviné fallen on bad times, requests the aid of his
former vassal. Eliduc, as the faithful servant, goes to the
aid of the king who had treated him so poorly. Even though
he has failed to Reep his private promises to his wife, bhe

has proved himself to be an honorable member of sociéty in



respect to his public duty. He ¢truly 1is. the consummate

nobleman in this respect.
In his comings and goings across the channel, Eldiduc
readily fulfills his social requirements. Yet in the same

respect, he negates that good by his deceptive ways with the

two women. He cannot extract himself from the dilemma
created by the circumstances of fate. He desperately
‘attempts to obtain Gui]Wﬁadun.by persuading her tolrun off
with him. He thus wrongs the king who had been so hospitable
to E1iduc;‘fhe foreign knfght.

In the first three crossings, Marie does not make much
of the details of the voyage, restraining herself to one
verse;

A Ja mer vient, s7 est passe}, (E 87)..

When it comes to the fourth time across the water, however,

we get a more complete description of the vovage.

Mes quand f?kdUPent ariver,

Une turmente eurent en mer

E wun vent devant eus JTeva,

K7 Tuin del hafne les geta;

Lur verge brusa e fendy

£ tut Tur sigle desrumpy. (E 815-20)
The violence of the elements prevents the boat from reaching
Hand, as if nature rebels agéinst aiding Eliduc 1in his sin.
For, 1in thé words of the unfortunate sailor, he brinés the
majden back 1in defiance of God and the Taw. When -in the
girl's city, Eliduc was able to deceive her, but now; faced

with the reality of their situation, he can no longer hide

behind the mask of virtue and excellence that are bhis
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surface traits. Nature presents Eliduc with an accurate
metaphor of his inner turmoil- the storm.
As Just punishment for his lies, Eliduc Tloses the

maiden to a deathlike sleep. It is as if there were no

other a110wab1e way to get her to sHore. Alive, she torments
him with her presence. Dead, she haunts his every momeﬁt.
Eliduc leaves Guilliadun in the forest chapel, reflecting
theiﬁ natural right to be together by virtue of love. The
chap91 éettinglis chosen to symbolize that EWiduc'haé now

given up his love to God.

Devant 1'auvter la cucherum
£ a Deu Ta cumanderum. (E 929-30)

Only God can redeem them from this tragic situation.
Guilliadun's time in the chapel also speaks of the need for

sanctification {dn their relationship. Eliduc makes daily
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pilgrimages to the site as if to try to purge his soul with

sorrow. This éhoice of the_forest chapel as a continuance of
'their previous rendez-vous serves as a témporary storage
place for the girl and gives Marie time to prepare the way
for an integration of the two parallel existences that
Eldiduc has led.

The Jjoining of his two 1ives occurs as a direct result
of Guildeluec's concern for Her huéband. The virthus wife

becomes the tool of God. Divine Providence uses her to

revive her successor, unite the two lovers and then to

establish an abbey. Through no virtue of Eliduc's does he
receive Guilliadun. But because of his wife, the split

halves of his shattered life are fused back together. He €s



now free to bring Guilliadun {into his society. For now,
having publicly and privately acknowledged his wrongs,

Eldiduc is re-established to his formeh status and, like Job,

with the increased blessing of a new and prosperousrTife.

Despite this happy ending, Marie still continues her
tale. She choses to end this final lai by placing all of her
principle characters. in the abbey. There they can prepare to
make their final Jjourney across time ahd into eternity.
Marie describes this time as one of peaceful Joy. The three
are there as a result of having lives aﬁounding in good
works. This added detail to an already completed plot Tine
augments the underlying concept that God approves of their
previous resolution to the intrigue. It also serves to give
a moral Tlesson to the readers, showing that 1life can be
Tived with a peﬁfect love both between man and woman_and
between individuals and God. |

In® our examination of the wvarious TJlais, we see that .
they readily dfvide themselves +into three categories based
on the resolution of a common plot. That plot is one man's
inner search for himself through ‘the external actions of
seeking out a mate. The mést common reséWution chosen by
Marie is that of death for one or more of the pr-incipa’l
charactehs. In Ebuftan; Deus Amanz and Yonec, botH the man
and his lady die. In Chaitivel, three of the four suitors
are killed outright while the one survivor heméins virtually
useless to society. With Ladstic, there‘is the figuratﬁve

death of the two Tlovers substantiated by the dead bird.



Another possible outcome to the tales that is 1ess‘frequent
but still viable sees the two lovers going back to the
woman's cfty. This 148 most evident 1in Lanval, where the
voung prince follows his lady back to Avalun. Mi1un‘returhs
to his lover's home as well, but mofa with the igtent to
Tiberate her than to permanently reside there; With
Chievrefoil, Tristan tries to gain entrance 1into Yseut's
séciety, but fails 9n tﬁis goal. Finally, there‘are four
lais which end with some degree of successful closure. These
are the tales where the couple settle down 1n the. manfs
city, as is  the sécﬁa11y established norm. They are
Gufgamarz Bisclavret, Fresne and E?fdué. With E&isclavret,
the man s Justified before his peers even though he loses
his wife and remains 1in his original scene of action.‘The
other three present'us with two Tovers who settle down to
Tive bappily ever after in the man;s city. For the majority
of the lais, there is a somewhatvtragﬁc ending, indicating
fhat while Marie believes 1in the eventual triumph of love,
it s not a1wayé possible to realize this goal in the
vprésent 1jfe.

As previously noted, each type of character acts from
within his own unique setting and fulfills his function Hn
ﬁhe p1ot according to his reactions within the given
context. The spatial displacement of a particular individual
will result in é change of behavioral patterns. When in the
social milieu of the court or city, men are able to cover up

their true intentions and motivations. However, as soon as
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these men are removed fromh the sechity of their social
position, from which they derive their identity and sense of
se1fwwdrth, the true motives of their hearts are exposed.
This exposure 1isg necessary, for tHey cannot rectify a
character flaw until they are wi1]ﬁng to admit that a
problem exists. Thus the fuhctipn of the forest is to unveil
the source of the problem while the ciéy, with its pressures
and turmoil, serves as a crucible t& purge the evf1 from
within the man's psychological makeup.,

The man undergoes a horizontal displacement in contrast
to the vertical one of women. He wanders between the two
endposts of his own city and that of the wbman in an attempt
to achieve a realistic balance between the demands of
private and public duties. The repeaﬁed trips of Guigemar,
Muldumarec, Milun and Eliduc exemplify this type of mqtion.
As men are the most mobile members of society, thﬁs motion

often constitutes the plot structure of the récrt.
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In tracing theg path of development for each of the
characters in the +individual Tlais, we have examined the role
- of displacement 1in the presentation of male and female

persona. We have also discussed the reader reaction to being
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disassociated from his reality and relocated into the world

of the Lais. Each of‘ these various aspects is directly
derived from the general pattern of 'the : stories~

displacement and redemptfon. The cohesive structure of the
ggig forms a tight network of events that unite aréund a
central theme. For the Lais, this theme s the physical
displacement of characters as a motif of psychological
maturation and social redemption.

Marie's basic concern is with the personal needs of the
characters, while the social aspect of the plot Y seen as a
secondary PeéUTt of the primary need; As the +individual's
recognition of a need for self-fulfillment grows, his or her
StbquWQ Ffor the Vfreedom to satisfy this need creates a
tension between personal quest for freedom and social

obligation. The +internal conflict created by the divergent

demands causes the man to come to the realization that he fis

Jacking the resources necessary to resvae the dilemma. He
needs a Parac{ete, a helper who can supply that which s
lacking in his psychbWogic$1 make~up. This aide, the woman,
will render it possible for the man to resé1ve his dnternal
gonf?iét and thus free himself to be of use to the community

at large.



As the mobile and active member of society, the man and
his movements constitute the central action of the plot in

the ggig. Characters exist as 'fungtions of the plot.

Narration is how the plot is worked out and brought to life;
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a general plan expressed via the explicitness of detadil.

Thus in narrating the story of a man ‘searching for a mate,
Marie gives us twelve distinct narrations fothWatéd from
oné ba#ic plot, twelve vaﬁiations on one theme.

In each story, the male figqre;s gradual discovery of
real values. through Tlove develops thrdugh his .experience
with personal crisis. The protagonist goes:through a typé of
ordeal that exposes his true charécter as béing weak and
imperfegt. He then has the choice of rectifying the flaws or
ignoring them. Thé way ﬁn which he deals with the various
problems denotes whether or not he 1is a success or a
failure. The sign of a successful resolution lies within the
man's ability to confront the problem. Generally, this sign
of wvictory is the returh of the man to his original city
with the woman by his side. He cannot be successful if he
doeé not dnclude his femaTe counter«paft in the action.

Thus we see thét the goal of the ma1e protagqniéf is to
reversé” his horizontal displacement - his exile from one
city has forced him to traverse the forest and seek refuge
in the city of the woman. He needs to return to the maternal
locale from which he fled. The movement from -city to city
constitutes a search for someone. who will take over the

nurturing aspect of the relationship from the man's mother,
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a vital need for the man that must be filled. The woman

becomés the personification of his goal in that she will
‘take the place formerly held by his mother. She now guards
the hearth which +{9s the heart and center of the new
domicile.

A secdﬁd, compTementary‘and crucial goal of the manzis
to displace the female. The man mustlconvince his Tady fo
follow him back to his native land. She must Jjoin him in the
redemption phocess.which'wi11 gain him entrance back into
the community. When thé lady leaves héf home, she becomes
one with the man, shariﬁg his goals, dreams and aspirations.
She participates 1in the reintegration process of the man
with society but she dbes not mére1y fulfill a secondary
function 1in the plot. The woman must also undergo her  own
individual maturation by means of displacement.

The woman's spatial movement comprises a vertical shift
in direct confhast to the horizontal one of her mate. Before
the lady can be free to follow fhe man, she musf prepare
herself mentally aﬁd emotionally to leave her home. This
preparation embod%es the psycho1ogica1 shift in attitudes
about 1ife and ‘heh role 1in society as a .member of thét
society; The three traditional Jocations from which the
woman influences the man are the tower, the bedroom and the
grove or garden. These places indicate the various role of
the woman'as idol, Tover and companion. If the Tady can make
the required spatial and mental transitions -implied by each

space, she will have proven herself capable of aiding the



man in their now mutua1'goa1 of gaining entrance into his
city. '

The entrance into the community and the community's

acceptance of the new family unit created by the two

[

individuals denotes the résoWution of the plot. In o£her
words, if the cogp1e are admitted.badk into>the kin-group,
they are portrayed by Marie as victorious. The variety of
resolutions contained in the coWWectioh of 1éis reveals to
t%e conscientious reader that, while Jlove ﬁs  often a
positive force, it s not always possible to realize the
fruﬁtsvof vae in this world. Often the society will Fefuse
to re-admit the lovers because they cannot resolve the
cohfWict of TJoyalties between social and private duties.
Thus death becomes one of the mpst' common modes of

dénouvement stated in Efguitan: s

Eien Tes tiendrent, mut s 'entramrent,
Puis en mururent e finerent. (Eg, 183-84).

Another probable ocutcome s that the two must return to the
lady's home because of the incompatibility between the man

and his peers, which is shown in the case of Lanwval:

Pur vus guerpirai tutes genz. (L1, 128)
Thus, while the couple may be ready to re-enter and work
within the community, that group may not be worthy of their
efforts on ﬁts behalf. Thus Marie presents us with a variety
.of alternate resolutions to the dramatic conflict as seen by
the acceptance or rejection of the.600p1e by society.
The courtly soc%ety, of which Marie was a member,

provides an exemplary setting for the twelve plots of the

103



Lais. She examines the origins of her own social milieu and,
at the same time, transcends it by the universality of her

tales. We see the chivalric world +in {its most vulnerable

momehts.‘Whi1e the tales which she.Were were set in a more
distant past than that of twelfth century France and
England, the issues discussed afe none~the-less relevant to
her audiences both contemporary and future.

When writﬁHg the Lais, Marie obviousiy must have had a
specific audﬁence in mind. Discussed above, the reasons for
this composition are three fold: to ﬁreserve Celtic tales,
to occupy her mind and for the benefit of her reader‘s.1 The
first, and most obvious, recipient is'the king of whom she
speaks in the prologue.

En 7}hoﬁur de wvus, nobles reijs,

K7 tant estes pruz @ curteis,

A ki tute Jjoie s’enciine

£t en k7 quoer turz biens_racfne,

Mlentremis des Tals asssembier,

Par rime faire e reconter. (P, 43-48)
Having seen that tﬁe redemption of men comprises a major
porticon of the thematic and narrative structure of the
twelve stories, we can see where social instruction to men
in geheraT is implied.
| Theﬁe are numerous one-line instructions in the lais on
proper comportment of a man when in the presence of a lady;
one of the most notable instructions is found in £77iduc:

Quant en la chambre dut entrer,

Le chamberlenc enveie avant,

E 7] s'alat asukes targant
De ci que o7l revint arijere. (E, 286-88).

1 See introduction, pége 1.
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"One ought not enter unannounced dnto a lady’'s chamber" Hs

the dmplied rule expounded by these few wverses. Or, as 1in

the case of the two lovers, a man should be able to receive

counse frdm his Jady:

"Amis, bever vostre meschinel”

Ja ne Ta wvolt oir ne creire;

A grant anguisse od tut Je eire. (DA, 210-12)
Thus we can see that the men in the audience were certain1y
the recipients of a generous portion of Marﬁe's'atténfﬁon in
the composition of the stories.

A Tlarger and more homogeneous group of potential
recipients for the Lais can be found in thelfact that Marie
wrote out her stories. Thus the immediate and future readers
of her manuscript would have been taken into consideration
when she was composing the collection. Evidently, the focus
upon their particular needs of introduction to and
comprehension  of the context and setting of the Lais is
answered by the care and detail put Hnto the spatial and
temporal configuration found at the outset of each narrative
uhit. Marie é1ways takes metﬁcu1pus care to establish the
settings of her works.

As observed in Chépter One,‘the general setting chosen
for the colliection s that of E&retagne. Marie either states
dihect?y that this s the Tlocale or she uses place names
which are traditionally Tlinked to that Celtic land. As for
the temporal e1ement‘ of the texts, the use of _Jjadr7s and
ancien serve as signs to tell us that we are dealing with a

time distant from our own. Each introductory section of the



twelve tales serves to take the readers back in time, to

disassociate them from their current social context.

The purpose behind the dislocation of the reader is

analogous to that of the characters; namely, through the
experience with the text, a person can Tearn from.and gain
knowledge through readiﬁg about the characters' experiences.
Being taken out of their standard, comfortable surroundings
and temporarily placed in the context of‘the lais strips the
readers of their own socially-imposed identitﬁés and aﬁ1ows
them to explore and discover the same Jessons of 1ife tHat
are developed through the vahiéty of characters and
situations presented iﬁ the ggjg..

No matter what cross—section the audience is composed
of, tﬁe intent and motivation of Marie de France are the
same~ to instruct and entertain her readers in a way both
pleasing and productive{ By her style of Her narration'an&
. the Qit of her compoéitﬁon, Marie proves herself to be a
world—-class writer, attested to by the enduring popularity
and appeal of the ggié. A feading sf,the co1Te¢tion enriches
the recipient. The effort, energy and time put into the text
is never wasted but richly rewarded by the eﬁTightenment of
the mind and entertainment of the soul- the goal of

Titerature and culture throughout the ages.
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