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ABSTRACT

"CHAUCERIAN REALISM": A STUDY
OF MIMESIS IN THE CANTERBURY PILGRIMAGE

By

Carol Lee Shilkett

For generations scholars and critics, classroom teachers and casual
readers of Chaucer have talked about "Chaucer's realism," presumably
denoting thereby certain qualities of vividness and liveliness which
seen to the reader to have been drawn from observation of real life.
These qualities are known to contrast with those of other medieval works
such as the French courtly poets by whom Chaucer's art was nurtured,
Gawaip and the Green Knight, Pearl, and large portions of Piers Plowman.
The differences are evident in narrative management, description, and
characterization, but the constituent parts have never been systematically
snalyzed and evaluated with a view to understanding exactly what makes
readers describe Chaucer as a '"realist." Indeed, writings such as those
of Curtius, Schlauch, and others, have made clear that many qualities
formerly described as realistic are not so at all, but are rather
formulaic or conventional. The result of these scholarly references,
frequently casual and imprecise, is a confusion of denials and affirma-
tions, rarely documented, about Chaucer's realism. The aim of this
study is to determine with some precision what this realism is, what its
limits are, how it is artistically achieved, and how it is revelant to
Chaucer's central artistic vision.

Seeking to define Chaucerian realism inductively, through a close



Carol Lee Shilkett
reading of the text, the study examines Chaucer's techniques in the
General Prologue, end-links, and confessional monologues--those parts
of the Canterbury Taleg which are ostensibly "real." The realism of
the "frame" portion of the Canterbury Taleg is seen to consist of several
major elements: vivid concrete descriptive detail creates characters and
surroundings which seem lifelike and plausible to the reader; conventions
are freely used and habitually varied to present the personalities and
values of the figures depicted; lifelike interaction of the pllgrims
accompanied by natural dialogue, seemingly unstilted and unprogramed by
literary or scholarly precepts, produces an informal you-are-there
atmosphere in which characterization is substantiated and developed;
consistent use of haphazard organization and juxtaposition adds to the
chronicled-from-life topos; irony and humor, based in the naive narrator
persona, contribute an implicit level of characterization and moral
Judgment which serves to set pilgrims and pilgrimage in the context of
the medieval world=-in a world in which all actions are, in a figural
way, part of the divine plan.

Chaucer's work encompasses the changing aesthetic currents of the
Middle Ages. He offers, through the sensations of this earthly life, a
spiritual lesson concerning the individual pilgrimage of every soul to
the Celestial Jerusalem. The eternal verities are vivified by exacting
and artistic choice of particulars and lifelike actions and dialogue.

The fabric of the work is composed of carefully 1ntorwoyen stylized and
mimetic materials. Chaucer's realism is not of the "common=or-garden"
variety which produces a faithful copy of life around him; his art selects,
combines, and transforms the materials of both life and literature,

convention and individuality.
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CHAPTER I: INTRODUCTION

The illusionistic "realism" of a Byzantine mosaic seen in the rosy
glow of alabaster windows or of flickering candlelight is in many
respects similar to the vividneas of Chaucer's art. In the Byzantine
churches of Greece or those of Ravenna and Monreale loom the stern
Pantocrator, the mellow Christ--Man of Sorrows--the lifelike apostles,
surrounded by veritable gardens of flowers, animals, and the star-~
studded expanse of heaven. The stern, dignified, and stylized Panto-
crator, the all-powerful and perfect Creator, admits of no individual=-
1zation,’enconpaaaing all of creation as He does., But the apostles are
portraits, modelled not on men of the artist's choosing, dbut on tradi-
tion and pattern book. The huge dark eyes and the articulated waviness
of hair and beard are the same for each figure., But the individual
emerges in a variety of hair styles, beards, wrinkles, and facial ex-
pressions. The world in the dome seems almost to move and shimmer in
the dim light, the incoherence of its angular bits of stone and glass
come to life., The common animals of the fields--birds, lambs, rabdbits--
are depicted with photographic care and placed against ornamental bdack-
grounds, The foliage boasts lifelike leaves arranged on geometric
branches. From afar the dual impact of human and spiritual life is
complete, Within and sometimes transcending the framework of the type
breathes the individual,

While the comparison with Byzantium may seem dizarre, Chaucer's

1
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literary world likewise manages to balance individual and type, ideal
and earthly. He does not, like Dante or the visual artist, attempt to
Plcture the experience of Godhead, but is content to show the way to
that experience. Although Chaucer celebrates life, both the human and
the spiritual, it is in the earthier portions of that life that so many
of Chaucer's claims to greatness have been rooted. His portrayal of
the pilgrimage with its less savory characters--Miller, Reeve, Pardoner,
Summoner--~has gained him the epithet "Medieval Realist." Yet in many
ways the pilgrims, their tales, and the Canterbury pilgrimage are as
stylized as the Byzantine Apostles' neatly waved hair. The Capterbury
Taleg produce in us an aesthetic joy in perceiving the inanimate made
"real.," The pilgrims call out to us through the ages, even prompting
searches in the musty records of time for their "real" identities to
somehow justify their magic by explaining it away.

In an attempt to illuminate and understand that magic while neither
explaining it away nor tarnishing its glow, this paper will seek to
examine and define a medieval "realism."” For generations scholars and
critics, classreom teachers and casual readers of Chaucer have talked
about "Chaucer's realism," presumably denoting thereby certain qualities
of vividness and liveliness which seem to the reader to have been drawn
from observation of life. These qualities are known to contrast with
those of other medieval works such as the French courtly poets by whom
Chaucer's art was nurtured, Gawain and the Green Enight, Pearl, and
large portions of Piers Plowpan. The differences are evident in
narrative management, deacription, and characterization, dbut the con-
stituent parts have never been systematically analyzed and evaluated

with a view to understanding exactly what makes readers describde
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Chaucer as a "realist." Indeed writings such as those of Curtius,
Schlauch, and others, have made clear that many qualities formerly
described as realistic are not so at all, but are rather formulaic or
conventional., The result of these scholarly references, frequently
rather casual, is a confusion of denials and affirmations, rarely
documented, about Chaucer's realism. It is my belief that there is
some significant content in the term "éhancorian Realism." The aim of
this study is to determine with some precision what this realism is,
vhat its limits are, how it is artistically achieved, and how it is
relevant to Chaucer's central artistic vision.

A survey of the scholarship touching upon Chaucer's representation
of reality in the Capterbury Taleg will illustrate the surprisingly
small amount of attention the problem has received, By far the major-
ity of this attention is peripheral to other concerns. Critics refer
to Chaucer's "realisa" in almost every context, but rarely make the
term explicit. Or we find realigm undistinguished from paturalism,
often borrowed from art historians' terminology and used as a literary
synonym, as indeed it is not. Aestheticians and some literary genre-
theoreticians have on occasion made penetrating observations on the
nature of reality in the art forms which will be helpful in evaluating
medieval "redlism."” Unfortunately it seems to be the literary medieval-
ists who are least discriminating in their use of the term.

George Lyman Kittredge was the first to crusade for Chaucer's
"modernity" and "realism":

Bnnucoa is the most modern of English poets, and one of the

most popular., This is not a paradox; it is the sober, unrhe~

torical statement of a truism. For he knew life and loved it,
and his specialty was mankind as it was, and is. Besides, his

age was vastly like our own, in everything but costume and 'the
outward habit of encounter,' The fourteenth century seems less
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remote than the eighteenth; Geoffrey Chaucer is nearer to us
than Alexander Pope.

It was an age of intense activity,~-a singularly 'modern'
time, One is tempted to assert that all problems which vex the
world today, either sprang into existence or made themselves
especially troublesome in the sixty years of Chaucer's life.
For there is scarcely a political or social catchword of, the
present . o o Which does not fit the fourteenth century.

Kittredge goes on to enumerate those social and political problems,
concluding that Chaucer's modernity and popularity grow from his
careful deptction of the fourteenth~=and apparently the nineteenth-—-
centuries., Although he later admits that realism is only a portion of
life and of poetry, '"Chaucer the realist stands unmasked before us"

(pe 105) from the first page of modern Chaucer criticism onwards.
Similarly Stuart Robertson in his "Elements of Realism in the
'Knight's Talo'"z sees Chaucer's battles and tournaments as drawn from
1ife because they are similar to descriptions in Froissart's Chronicle.
The conventionality of those courtly elements is completely overlooked.
The illusion of Chaucer as chronicler of fourteenth society was continued

by John Livingstone Lowes in gggzzzgx,gh;ngg;.s

The non=courtly tales came to be interpreted as vehicles of
"bourgeois realism," primarily under the influence of Joseph Bédior.k
But the conventional elements of the fabliau and satire have since been
exposed by Per Nykrog in Leg z;p;;;;;? and by Lionel J, Friedman in
"i1Jean de Meung,' Antifeminism, and 'Bourgeois Roaliln.'"6 Both have
shown "bourgeois realism" to be burlesque and satire belonging not to
the bourgeoisie but to the courtly class. Much of the reality of these
"hourgeolis" tales is actually the age-old manipulation of plot and
character typical of the stock figures of the classical comedy of
Terence, classical satire, and the commedia dell' arte.

"Chaucerian realism" was neither illuminated nor explained away by






5

these discoveries. The term continues to be used to characterize
Chaucer's vivid charm by critics who are careful to leave it impression-
istically undefined. Haldeen Braddy writes, "Chaucer's greatest art
was realistic . . « This transcendent realism at times utilized secondary
elements of the obscene when true-to-life portraiture, or verisimilitude,
donandod."7 His comments would seem to identify, or at least causally
link, realism with the obscene., Others, like Michael West in "Dramatic
Time, Setting, and Motivation in Chaucer."8 recognize only the prodble=-
matic but still undefined “psychological realism" of the Canterbury ITales.
Edmund Reiss in "The Symbolic Surface of the Capterbury Tales: The Monk's
Portrait"9 speaks of realistic detail as symbolic, but fails to come to
grips with the conventional aspects of symbolism.

Those critics who are either careful to qualify the subject or who
are highly visible in their reluctance to define it, are typified by
S, S, Hussey:

Realism is a large subject, and for us who set high store by

realism (or at least verisimilitude) in literature a potential*ﬁ

dangerous one when we read the literature of the distant past.
Such is the dilemma of the Chaucerian unwilling to commit himself on
this "large subject"; he quivers on the edge of the abyss, hedging on
any term which might easily push him over the edge.

Of those scholars who have plunged into the dangerous morass,
D, W, Robertson and Erich Auerdbach may be said to represent opposite
poles. Robertson's A Preface to ggancgr1’ constitutes the strongest
argument against admitting any kind of realism in medieval literature.
His case for exegetical interpretation is based on:the medieval tendency
to view the world in terms of macro- and microcosm, a system of pro-

portionate hierarchies, each of which mirrors in its own imperfect way
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the Divine order. The love of God for His wayward children and man's
duty to return that love become the all=-embracing sentence of medieval
literature, according to Robertson. While caritas can be made the
doctrinal message of all literature, the exegetical process which does
8o tends to plane away the individual differences of the literal
levels of all poetry, insisting that for all practical purposes the
Wife of Bath and January are one and the same, exemplars in a sermon
against the seven deadly sins.

Such an interpretation cannot be made to square with the original
patristic bases of exegesis as outlined by Augustine in On Christian
Doctrine (III, Ye 9)¢ Man must understand both the literal and the
figural in their places. All texts shoiuld be read three ways: (1)
for grammatical and syntactical construction; (2) for surface meaning;
(3) for doctrinal content. The man who mistakes the sign (surface
meaning) for the thing (doctrinal content) falls into as deep an error
a8 he who mistakes the thing for the sign. Each must be studied in its
place. Robertson falls into the trap; seeking the figural in the
literal, he comes to disregard the literal level as unimportant or even
nonexistent.

The mimetic surface of literature and art falls as a casualty before
Robertson's approach, He does not disprove its existence; he refuses
even to consider it. This may be seen in numerous unsupported remarks
such as the following: "‘?oan de Meun's use of earthy wordé] has nothing
to do with 'realism.' The fabliaux are not actually 'realistic'" (206);
"{?hancor'q] interest was not in the 'surface reality' but in the reality
of the idea" (248). Robertson assumes that because an interest in

ideas did cxiit, there was no other concern in the minds of medieval
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poets. On occasion he will admit descriptive detail, but denies it any
autonomous existence:

But to speak of instances of this kind [Jean de Meun's

descriptions of the friars] as 'realistic' is not quite

accurate, since no realistic detall is included for its

own sake, It is used rather to make the principles involved

more immediate and striking. Like the 'realism' of Gothic

art, it is subsumed within a framework of abstract ideas,

which form, as it were, the medium of the poem, (204)
Realisa for Robertson must be realism "for its own sake," a modern
1'art pour l'art view which, following his own dicta against applying
the Romantic sensibility in our interpretations of things medieval,
Robertson avoids completely. The realism which he is at such pains to
avoid, is, after all, not medieva] and not technically realism, It is
more akin to a naturalistic Weltangchauupg which utilizes realism as a
technique to present a world independent and unloved of a higher power.
Such a world is of course not medieval. Robertson moves far to the
other extreme, regarding "abstract ideas" as the "medium of the poem,"
a not=too~sound critical approach which is amplified by his concern to
avoid finding modern realism in medieval art. That perfectly valid
concern, vhen coupled with his doctrinal-level exegesis, has prevented
his acknowledging the possibility of a medieval realism which exists
neither for its own sake nor for the sake of doctrine, but to "make the
Principles #involved more immediate and striking" for the artistic work
as a vhole, It is the work of art which subsumes both the realistic
detail and abstract ideas, not the other way around, as Robertson argues.

Erich Auerbach's collection of essays in w'z approaches the
subject from a different and more rewarding, if also more complicated,

point of view, His original premises are taken from Plato's discussion

in Book Ten of the Republic. He accepts imitation as a dasis for the
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interpretation of reality through literary representation, and thus
from the beginning embraces a much larger subject than does Robertson,
who limits himself rather artificially to doctrinal exegesis, Auerbach
avoids the problem of modern realism, not, like Robertson, by refusing
to see any realism in medieval works, but by eliminating today's
naturalistic realism from consideration: "The view of reality expressed
in the Christian works of late antiquity and the Middle Ages differs
completely from that of modern realism" (555). Auerbach does not move
to the extreme of considering only this-worldly reality, as Robertson
does other-worldly doctrine, however. He rather identifies the medieval
conception of reality as figural.

In this conception, an occurrence on earth signifies not only

itself but at the same time another, which it predicts or

confirms, without prejudice to the power of its cencrete reality
here and now. The connection between occurrences is not regarded

as primarily a chronological or causal development but as a

oneness within the divine plan, of which all occurrences are

parts and reflections. (555)

The crucial difference between Auerbach and Robertson in dealing with
figuration is reflected in Auerbach's phrase, ", . . without prejudice
to the power of its concrete reality here and now.'" Without the
1iteral level the figural cannot exist.

Auerdach attempts in his essays to illustrate the imitation of
everyday practical reality in literature of all kinds and times,
exploding, as he does so, the "doctrine of the ancients" which stipulates
that realistic subject matter be treated only in the "low style."

e o o both during the Middle Ages and on through the

Renaissance, a serious realism had existed. It had been

possidble in literature as well as in the visual arts to

represent the most everyday phenomena of reality in a

serious and significant context. The doctrine of the levels

of style had no absolute validity. (554=555)

Hence he undertakes an inductive search for ways in which "realistic
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subjects were treated seriously, problematically, or tragically."
Auerbach stops short of a history of realism and draws no theoretical
conclusions. His textual commentary speaks for itself and indeed shows
the existence of a serious realism in medieval literature. Auerbach
writes nothing of Chaucer.

Charles Muscatine has drawn on both Aunerbach and early works of
Robertson for inspiration in his examination of Chaucer's debt to the
French in Chaucer and the French W.B His treatment of
realism is incidental to his exploration of Chaucer's use of stylistic
conventions drawn from French literature, particularly from Jean de
Meun, the romancers, and fabuylisteg. He laudably attempts to balance
traditional scholarly concern for Chaucer's "content" by a treatment of
form and style, thus determining "Chaucer's 'meaning' as a complex
whole,"” but frequently falls into vague impressionism and imprecise
critical terminology. He justly sees realism as a technique, not an end
in itself as viewed by Robertson; but he muddies his picture by continual-
1y identifying realism and naturalism without ever defining either,
Furthermore, he tends, as the book progresses, to use the term naturalism
not in its technigal sense, but as a synonym for realism.

This confusion is illustrated by the following passages. At the
end of the book Muscatine approaches a definition which is close to a
modern dxplanation of realism:

e ¢ o naturalism involves a technical discipline which must

be learned in the same way that the technique of composing

ballades and invocations must be learned. The recording

eoye and ear are essential to the practice of the naturalistic

style, but they are by no means all, The artist never,

except for very special purposes, attempts merely to record

every grunt and irrelevance of phenomenal experience. What

he sees and hears, the selections and combinations he makes,

are partly the result of training, much of it literary train-
ing. Tradition guides observation. (198)
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This clear and perceptive observation is valid enough, although to
my strict definition it constitutes realism, not naturalism. Unfortu-
nately Muscatine does not adhere to this definition of realism/naturale
ism as a "technical discipline."” He speaks in other places of Chaucer's
"boldest naturalization of learning . . . in the adoption of the
exemplary 'sample' monologue" (210), a statement which is completely
meaningless, Or, " . . . for the special versions of realism represented
by the views of the Wife of Bath, the Pardoner, and the Canon's Yeoman
he uses the special naturalism of their dramatic monologues" (172). Such
loose use of terminology undermines the integrity of his critiques of
Chaucer's work.

Muscatine also sets up an opposition between the "conventional"
and "realistic" works, finding a group of mixed poems in between. The
distinction is artificlal, as he seems to recognize on two occasions
when he hints at a conventional realism, but throughout the book he
treats the two as opposites, identifying courtly elements as convention-
al, bourgeois as realistic. The inaccuracies of these classifications
and the looseness of critical terminology to which they lead will
become evident in the course of this study.

Margaret Schlauch in her perspicacious "Realism and Convention in
Medieval Litoraturo"’“ surveys in a cautionary tone some of the general
assumptions erroneously made about medieval realism. Her most valuable
observations concern the major role of convention in literature,
particularly in fabliaux and satire. She cautions us against identify-
ing the depiction of realja with genuine realism, but declines to
venture further to distinguish a realistic mode from mere description

based on realistic detail. Schlauch would like to see a "neutral'
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term such as "anti-romance" adopted to characterize this realja-
oriented literature, which she sees as midway between romance and
realism.

Like Muscatine she accepts conventional and realistic works as
somehow opposite, although she recognizes the existence of realistic
setting and unrealistic action in the same work. She accepts his
loose use of realism and naturalism as somehow related to the realjia-
realism problem, but makes no attempt to make the relationship clear.
The short article is intended primarily as a survey which formulates
rather than solves the problem:

Genuine realism as understood in modern times-~classically

exemplified, shall we say, in the works of writers like

Balzac and Tolstoi-~was less widely represented in medieval

literature than many critics have hitherto assumed; certainly

less widely than the usual handbooks of medieval literature
would qnsgent to our students. The examples I have cited

e o o indicate the need for more precise formulation of the

literary terms so frequently used. (12)

It is the aim of this study to achieve that more precise formu~
lation insofar as it applies to the mature work of Chaucer. Before
proceeding to an examination of the Capterbury Tales, however, I shall
attempt to outline, not a definition of Chaucerian realism-~that will
hopefully be an inductive result of this study—-but some theoretical
reflections on the representation of reality in the Middle Ages which
will serve as guidelines in the examination of the Canterbury Talesg.

Exploration of even a small portion of the criticism touching
on Chaucerian realism turns up numerous assumptions of which we are
wise to disburden ourselves. The dangers of looking for a preconceived,
nodern realism are obvious, but have nonetheless deen stumbling dlocks
to many acholars. The definition of modern realism has itself proved

& problem, perhaps 'bocauu we find ourselves stretching the term to
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describe a modern Weltanschauung. J. P. Stern describes this state of
affairs perceptively in his "Reflections on Realism":'>

Realism is thus not a single style and has no specific

vocabulary of its own, except in contrast to styles and

vocabularies employed by other modes of writing in any

given age. It is not a genre, nor a Weltanscha s but

rather a disposition of mind and pen, something like a

humour=-in brief, a mode of writing. As a mode it makes its

appearance in all kinds of cultural situations yet is

identical with none. (4)
It is the shifting vocabulary of realism "in contrast to styles and
vocabularies employed by other modes of vi’it:l.ng in any given age' which
causes many of our initial difficulties, including the problems of
terminology pointed out above. In this paper the word "realisx" will
refer to an artistic technique which through concrete or vivid detail
describes a lifelike character, an enviromment, or action. The term
"paturalistic," used so loosely by Muscatine and others, will be used
only in its strict philosophical sense to descridbe am autonomous world
which exists, independent of divine guidance, according to the immutabdble
laws of nature, FKRaturalism as we see it today utilizes realistic
techniques, but the techniques can be independent of the philosophy.
This is not to say that medieval realism does not have its own related
philosophy; I hope to show that it does, and that it encompasses con-
siderably more than Robertson's typological theorizing allows for., But
to somevhat improve on the generally vague use of the term, we must first
limit "realism" to a technique, a mode of writing. Naturalism is a
philosophical attitude which often employs realistic techniques. The
broader implications--the representation of reality in literature-—are
perhaps best denoted by Auerbach's term "mimesis." Modern naturalism
represents a closed system. Medieval roinn confri‘butn to a mimetic

art which is part of the open-ended cosmos extending bdeyond the sensory
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world to the spiritual universe-~Auerbach's figural concept of
reality.

Concomitant to the necessity of avoiding modern conceptions of
realism/naturalism is the need to put aside the modern norm of wmity
and the expectations of continuity in style to which it leads us,
While the medieval period is noted for its consistent belief in the
orderliness of creation, we must occasionally remind ourselves that
multiplicity and irregularity hold important places in medieval aesthetic
theory. According to Mroczkowski, Hugh of St. Victor stresses the
importance of "variegating the aesthetic perception by . . . deviation

from the ctandard.“'s

In the study of realism, we must constantly
remind ourselves that we will not find whole "realistic" works. A
story with realistic environs may not encompass realistic characters or
actions. Totally unreal, magical figures may participate in very real
actions. Thus medieval realism is fragmentary.

Finally, we come to the basic assumptions of this study. With
Plato we assume that art is mimétic. Secondly=--and on this point
medieval aesthetics both diverges from Plato and differs from views of
the nineteenth century~--we assume that at no point does art claim to be
or to create 1life. That is the province of God the Creator. Man
creates only in imitation. His creation is true or beautiful insofar
a8 it fulfills the norms of truth, not actuality. The artist must
somehow bridge the gulf between the ordinary and the exceptional by
finding the middle distance at which his work is exceptional enough
to be regarded as creation, but familiar emough to be plausibdble.
Realism aims at giving plausibility to something which we know is

artistic, imaginative.
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Icolatgd examples of Chaucerian realism may be found throughout
Chaucer's work, in both fabliaux and in such romanticized and idealized
pieces as the Knight's Tale., It pervades other portions of the
Cagterbury Taleg to such an extent that it dominates their technigue,
leading readers to describe the portrayal @f the Wife of Bath or
Merchant, for instance, as "realistic," "drawn from life." Close
examination shows, however, that those characters (Wife of Bath) and
situations (scenario of the Miller's Tale) which we most frequently
label realistic, often remain quite impossible in the context of every-
day life. The "realism" which we seem to find inheres not so much in
Chaucer's simple description of life around him as in his artistic use
of narrative, descriptive, and characterizational detail to create
pleces strong in mimetic quality, different from both the idealizations
and caricatures found in the respective modes of romance and fabliau.

It 18 not feasible to treat the whole of the Capterbury ITales in
a study of thia length, I have chosen to conceiitrate on those portions
of the Tales dealing with the pilgrims and their pilgrimage, specifically
the General Prologue, the end-links, and the long monologues spoken by
three pilgrims in prologue to their tales. This will provide only a
beginning for dealing with Chaucer?'s mimetic art; the tales themselves
hold much of the key to medieval realism. But the pilgrims and their
pllgrimage mark the obvious starting point; they are the mominally
"real" parts of the Canterbury pilgrimage, and the incidents along the
road are presented as ostensibly "real" occurrences. A close analysis
of Chaucer's handling of the apparently '"real" will provide many clues
to the nature of the reality which each of thé pllgrims stages for the

others in his tale,
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We have seen that critical language is notoriously impressionistic
and its terminology vague in dealing with literary style and artistic
vision, and especially in relating these aspects of literature to much
used and frequently redefined terms like "realism." The development of
an adequate analytical methodology and a critically acceptable defini-
tion of Chaucerian realism which is not a simplification are primary
concerns of the study. Beginning with close reading of the texts, I
will analyze them stylistically, placing Chaucer's varying modes of
description in the traditions of the genres which they represent.
Conventional topoj=--inherited or traditional mannerisms of the genre
being examined, or consciously used artistic clichés==will be identified
within the Chaucerian idiom and compared with similar conventional
material from romance, fabliau, and satire. The ways in which juxta=-
posed material of different genres or modes interacts will be examined,
as will the manner in which significant descriptive material is changed
by context and setting. The contridbutions of dia;ogue and other
dramatic techniques to mimesis will also be explored.

Every Chaucer exegete, like the Biblical exegetes of the Middle
Ages, finds himself confronted with a disconcerting surfeit of maps,
charts, guidebooks, trails, and roadsigns (often wildly contradictory)
left by his predecessors. His area is no longer new=-~it has not been
for centuries=-and he will be unable to ignore those who have exdplored
it before him. My examination of Chaucer's mimetic techniques is
deeply=--no doudbt sometimes unconsciously--indebted to generations of
scholars, snd many of my pages are inescapably old and familiar groumd.
It is often impossidble to avoid dealing at some length with what has

long since become the Obvious. The aim of this study is not to
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develop new interpretations of the '"meaning" or "sens" or thematic
content of the Capterbury Taleg, but to shed new light on Chaucer's
mimetic processes in the _'13193. Frequently, nevertheless, the examina~
tion of marrative and characterizational techniques results in interpre=-
tations which, if not revolutionary, at least modify accepted meanings.
I believe that my analysis of the Canterbury pilgrims and pilgrimage
does, in this manner, clarify certain perennial problems concerning
characterization, conventionality, and "dramatic" aspects of the work.
Moreover, through these sometimes extended examinations, that elusive
term "Chaucerian realism" begins to assume specific, and sometimes.
surprising, meanings.

In Chapter Two the study will examine the General Prologue to the
Capterbury Tales in an attempt to isolate the artistic techniques which
produce the spectrum of personages ranging from entirely non-mimetic
and idealized to highly individualized figures. Ch.aptor Three will
treat the pilgrimage proper, dealing with the many short end-links
which, though fragmented, relate a surprisingly well-crafted account
of the trip to Cmte;.'bnry; An examination of the three long confession=-
2l monologues of the Wife of Bath, the Pardoner, and the Canon's Yeoman
(the latter forming the first part of his tale), will be undertaken in
Chapter Four in an effort to discover the composition of the "psycho-
logical realism" which they are purported to contain. Lastly, Chapter
Five will survey the uses and limitations of Chaucer's techniques and
attempt to set this "Chaucerian realism"™ in the context of the Capterbury
Tales as a whole and, more broadly, of medieval literature and ac-tho;
tics, aiming to arrive at an acceptable descriptive definition of

medieval realism,
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CHAPTER II: THE PILGRIMS

Gothic art, explains Max Dvordk, is based on a concept of union,
not antithesis, and encloses a section of the infinite universe which
is transformed into the artistic medium.

The task of representation-- s not jpago,—-is to
substitute the jmperfectum of sense perception by the
perfectup of the divine ideas. Not & uniform degree of nature
observation is the aim, but rather a maximum of inner dias=-
cipline in an abstract structure. Gothic figure art is
organized as a hierarchy: 1) the higher the concept that a
figure is meant to embody, the more simplified is its formj}

2) only minor or secondary persons are characterized in their
transitoriness, i.e., naturalistically. But even the figures
of the higher order should not lack what is intrinsic to their
physical nature; in the words of St. Thomas, claritas must bde
Joined to jptezritag. Idealism and naturalism appear here not
as irreconcilable opposites but as an illustration of St.
Theomas's notion of,copgopaptie--a valid criterion for the world
of Gothic figures. '

The naturalism of which Dvoiak speaks is that of the art historians.

It corresponds to literary "realism" and is no doudt the cause of

the unfortunate use by literary critics of the word "naturalism" in

describing realistic techniques. Dvorék makes several points, based

on the writings of St. Thomas Aquinas, which should remain uppermost in

mind as wve examine Chaucer's poetry. Art aims to move from jmperfectum

to perfectum through gimilitudo--the process of mimesis. The closer

a figure approaches the perfect, the more simplified, and less indivi-

dualized, its form will be, a state admiradly illustrated by Dante's

Compedia; the souls in hell are consideradbly more individualized than

those glowing lights of heaven who care not for individuality but for
18
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divine unity. The ideal figures must not, however, lack "what is
intrinsic to their physical nature," a need which is determined in
Chaucer by considerations of mode or genre and purpose. Lastly,
Dvof‘k cautions us once more against thinking of the ideal and
naturalistic/realistic as opposites, for in doing so we set up arti-
ficial distinctions contrary to the figural mode of thought so prevalent
in the Middle Ages,

The focus of this chapter, the General Prologue to the Canterbury
Tales, will illustrate Dvo¥ak's artistic pronouncement. The portrait
gallery at the Tabard Inn contains a variety of classes and varying
levels of jmperfectum and perfectum. Those figures embodying higher
c0ncopt.—-tho‘Phraon and Plowman, for example--are the least differenti-
ated and individualized; they take their bdeing from the concept itself
and retain individual characteristics only insofar as they are "intrinsic
to their physical nature[s]." The various representatives of this
transitory world are indeed "characterized in their transitoriness,

i.0. naturalistically.” But even within this broad category of tran-
sitory figures, we find Chaucer's amazing breadth. All the portraits

are characterised by detail-~distinct, individual, and vivid. Much of

the detail which vivifies the portraits is described by Margaret Schlauch's
"realia," discussed in Chapter I. We shall see that the depiction of
realia is just one method of the realistic technique, although it has

been the most striking ingredient remarked on thus far by the examiners

of "Chaucerian realism." Many of the portraits conmist of conventions

of various genres~-romance, fabliau, satire. The use of convention is,
perhaps surprisingly, another major method by ihich Chaucer establishes

expectations and plausibility in doth courtly and non-courtly contexts.
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The portraits embrace the descriptive, the evaluative, the functional.
Seme consist of, or are dominated by, descriptive detail. We know, for
instance, exactly the appearance and social talents of the Squire, dut
know little of the actual inner man. The Parson and Plowman, on the
other hand, are described primarily 1n‘terns of their moral worth, and
we have clear ideas as to their opinions on many subjects as a result.
Others, notably the Physician and Man of Law, are described in terms of
their occupations or functions in society. The majority of the pil~
grims are combinations of various types of detalils, however, and none
of the types is exclusively realistic. We also find what might bde
called a "plausibility topes" (to be diacussed in the following chapter),
in which the poet expresses his concern for telling it "like it is."
Thus the methods employed are numerous; together they constitute the
realistic technique., Throughout the General Prologue Chaucer utilizes
primarily descriptive techniques, and in the following pages we shall
examine each portrait with a view towards the ways in which reality--

the pilgrims=-~is represented and made explicit.

The frame of the Canterbury Tales--the General Prologue and end-
links--1is to the body of the Tales as the decorative borders in the
Psalters are to the medallions of saints and scripture, the subjects of
meditation. In these borders one finds everyday medieval 1life caught
up in the twists of stylized tendrils and monster-spawning branches.

In one we ioe the scridbe and his dog caught in a hopeless tangle; in
another, scenes from the hunt or rustic occupations. There are fan-
tastic monsters and illustrations of well-known .torioi, such as the

Rogan de Repart. Ideal figures dwell in the central position of the
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medallion and are but little individualized. The marginal figures are
depicted with great attention to detail, however stylized that detail
might bde.

Such is the portrait gallery of the General Prologue. The pilgrims
range from the Wife of Bath and the Pardoner to the nniqnoly.perfoct
Parson, and Chaucer sketches most in detail. He seeks, after all, to
make his subjects plausible. The frame portion of the General Prologue
is concerned with the ostablishnent of the dramatic reality of the
pilgrims and of the pilgrimage. A jovial travelers' comitatug is
established among the pilgrims, and the narrator conveys that spirit to
the reader through the happy spring opening. The pise-en-gcdpe is
realized through dramatic presentation, the use of smelected realistic
detail, and careful menipulation and variation of literary conventionm.

The conventional opening is nonetheless real for its conventional-
ity. Every convention, in order to exist, must have referents in
reality. The use of convention establishes a pseudo-reality by evok-
ing set responses and expectations in the reader, Its function is
figurative. The convention is antithetical to realism only insofar as
it may utilize topoi, or artistic clich‘-, instead of detailed descrip-
tions of the real world. Many conventions do rely on detailed desciip-
tions, however, and since at least one aim of convention is the same as
that of realism-—-estadblishing plausibility through the familiar--only
an artificial analysis places convention and realism in oppositiom.
Convention is a method used by both "realism" and "idealism™; it can
be effective or catastrophic artistically depending on vwhether the
poet wighes to accept the convention as he finds it in other literature,

creating a stale "art" dependent entirely upon older writings, or to
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incorporate it fully into his work with an originality which transforms
it to his own ends. This is Chaucer's utilization of the conventional
spring opening. Beautiful in its own right, it transforms the Jocus
amoenus which it traditionally describes into the unexpected locale of
pilgrimage. The Canterbury Tales setting acquires an immediacy and
beauty which are borrowed from another world of love. And the shift in
mode prepares the reader all the more for something creative and original
on the part of Chaucer the poet.

From the evocation of spring Chaucer moves to exposition of his
story and its participants, and he speaks first of the pilgrims. He

Proposes

To telle yow al the condicioun

Of ech of hem, 80 as it semed me,

And whiche they weren, and of what degree,

And eek in what array that they were inne. (38-#1)
Chaucer steps early into the bland innocence of his narrator's persona,
outlining his purpose as though physical descriptions tell all., The
vignettes which follow are indeed primarily based on the appearance of
the pilgrim. Over half of the portraits consist overwhelmingly of such
details. The remaining sketches are dominated by details concerning the
"condicioun . . . which they weren," or the occupational function of the
pilgrim in society. Chaucer is less concerned with "degree" (though
this is never wholly separable from function in medieval society)
than any of his other criteria, emphasizing it for only two of the
personages.

The "verray, parfit gentil knyght" is portrayed from a shifting
point of view which contrasts concern for biographic detail with

romantic conventionalism, His character is indicated by the convention-

al phrases: ", . . he loved chivalrie, / Trouthe and honour, fredom and
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curteisie" (45-46); ". . . evere honoured for his worthiness" (50);
"He nevere yet no vileynye ne sayde / In al his lyf unto no manner
wight” (70-71). These are the words of romancers going back to Marie
de France, Chrétien de Troyes, and even the Sonug of Roland. The
qualities of the perfect knight were well known and always included a
love of chivalry, "gentillesse," honor, and largess. The knight of
romance proves his worth in battle against the numerous felon Red
Knights in magic forests of the Other World, Yet, as with all perfect
types, the qualities distinguishing him are abstract and do 1little to
individualize the figure. And Chaucer's Knight is by no means just a
romantic type.

The "parfit, gentil knyght" has proved his worth in the actual
world known to Chaucer's readers. The battles of Alisaundre, Algesir,
Lyeys, Satalye, Tramyssene, and campaigns in Pruce, Lettow, and Ruce
all lend a historical air to the biography and establish the warrior's
honoradle participation in the few battles in which the Christian
effort was able to vanquish the pagans, if only tonporlrily.3
Though it would have been physically possible, it is extremely unlikely
that any knight would have fought in all the battles mentioned. The
campaigns and decorations of this professional soldier are no doubt
exaggerated to enhance his abilities and worthiness. This in turn
increases the idealired elements of the portrait at the expense of
realism. Detail which is in itself realistic contributes to a con-~
trasting effect.

Chaucer further shifts his focus when he describes the "bismotered"
clothing and generally sedate attire of this middle-aged knight. The

heroes of romance are young and dressed like the Squire-="Embrouded
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e o o 88 1t were a meede." John Manly estimates that the Knight must

be sixty or sixty=five years old.“

hardly fit to grace a romance!

While realistic descriptive detail is not dominant in the Knight's
portrait, Chaucer has provided sufficient historical ties and non-~
romance details to keep this character from ideal conventionalized
knighthood. The resultant figure is neither realistic nor typed.
Enough description of his appearance is given to create a visual
picture, but the Knight has no personality. He is deacribed in terms
of wvhat he has done and of abstracts in which he believes: chivalry,
gruth, honor, generosity. The Knight is more an ideal than an indivi-
dual personage. EFnough detail is given to make him humen, to make his
existence possible, to verify his knighthood. But he is not an indivi-
dual who possesses faults of even opinions. Abstraction disallows
individuality and opinion in this portrait. Later in the course of the
Pllgrimage the Knight develops more personality as he interacts with
Pilgrims more human than himself. But in the General Prologue he is an
idealized figure, devoid of individuality, despite the fact that
Chaucer has carefully anchored his exploits in the real world. He
exists neither on the Canterbury Road nor in the magic stretches of
Broceliande, but somewhere in between, in a handbook of chivalry.

The Squire and Yeoman are presented as attributes of the Knight,
and each exemplifies an aspect of chivalry not accounted for in the
Knight's portrait. The Squire is the standard lover of many medieval
romances, "A lovyere and a lusty bacheler" (80). He has seen service
in_Flanders, Artois, and Picardy, but his motive, "to stonden in his
lady grace" (88), ia different from his father's. Stressed throughout

is the "luéty bacheler" motif, and all specific description is drawn
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from romance similes:
Lokkes crulle as they were leyd in presse. (81)

Embrouded was he, as it were a meed
Al ful of fresshe floures, whyte and reede. (89=90)

So hoote he lovede that by nyghtertale
He sleep namoore than dooth a nyghtyngale. (97-98)

The many skills attributed to this young lover are those expected of
the young nobleman: singing, playing the flute, riding, jousting,
dancing, drawing, writing, and even composing songs. Some exaggeration
may be involved here; this young man has fought in Flanders, Artois, and
Picardy and is only twenty years old, although even that is possible.
Unlike his father he dresses in the height of style: "Short was his
gowme, with sleves long and wyde" (93); the Parson later pronounces a
general indictment of such clothes, but on the Squire, the short gown
is merely typical.

The mention of the cavalry expeditions is the only detail which
places the Squire in actual life, and this is overshadowed by the
abundant description borrowed from courtly romance. The Squire is
presented as a romance figure transplanted, or, at the very least, as
an amueing case of life trying to imitate art. This slightly comic
effect is in fact the closest we come to realism in the portrait. The
Squire is the perfect exemplar of those aspects of chivalry which come
more from books than from reality. Like the Knight, he is a pastiche
of romance conventions, but: he lacks the variation on those conventions
which places the Knight in a half-way-real world. In terms of realistic
description, the iany vivid descriptive dotailn-fiio times as many
as in the Knight's portrait=-~do nothing to create a personage; they

merely o-tiblilh and reinforce the convention. This young lover lives
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in a world of song and flowers—=very much apart from the world of his
fellow pilgrims--and is a vivid figure there, but his portrait indi-
cates no depth of character, indeed no character at all, to grant him
a place among the living pilgrims.

The Yeoman, second attribute of the Knight, reflects a more
businese~like side of the soldier's profession, in opposition to the
Squire who embodies the literary aura of romance. Though he appears
only in the General Prologue and there but briefly, there is no dearth
of descriptive detail. In seventeen lines we learn of his dress,
physiognomy, skills in woodcrdft, hunting, and warfare, and his
relationship to the Knight., As in the Squire’s portrait, Chaucer
concentrates on the visual:

And he was clad in cote and hood of greme.

A sheef of pecok arwes, bright and kene,

Under his belt he bar ful thriftily, « « «

And in his hand he baar a myghty bowe.

A not heed hadde he, with a broun visage. . . .

Upon his arm he baar a gay bracer,

And by his syde a swerd and a bokeler,

And on that oother syde a gay daggere

Harneised wel and sharp as point of spere;

A Cristopher on his brest of silver sheene.

An horn he bar, the bawdryk was of grene. (103=105; 108-109;

111=116)
This pile=up of vivid detail constitutes the realia which Margaret

5 While it produces a

Schlauch warns us not to mistake for realism,
vivid visual picture, as indeed the conventions of the Squire's
portrait do also, it constitutes merely an external realism. The
vividness of the portrait ddes not of itself produce personation.

The Yeoman and the Squire do not exist in any mimetic sense beyond the
visual bse, If anything, the abundant descriptive detail is an
i1dealizing factor. The Yeoman is shown to possess all those external

attributes carried by sculpted saints on the fagades of Gothic
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cathedrals, the Yeoman and Squire are not interesting in themselves
except insofar as they add interest to the Knight, who is all the
more proper and ideal for having them at hii side.

All three of the opening portraits occhpw the non=-mimetic end of
a spectrum which stretches from jpperfectum to perfectum, to borrow
Dvo¥ék's words (see page 18 above), from mimetic to non-mimetic por-
trayal. Roalistic figures are detailed in their transitoriness,
idealized ones in the simplicity of abstractions. The Knight is thus
pictured in terms of truth, homor, "curteisie," the‘Squire as the ideal
lover, the Yeoman as the perfect, accomplished woodsman. Non-essentials,
especially those tending towards the transitory, are omitted. Details
are supplied only to establish the ideals-=catalogues of battles for
the Knight, social talents for the Squire, abilities to maintain and
use military and hunting gear for the Yeoman. The role in society of
each figure is deemed especially important, and consequently his
temporal thoughts, concerns, and faults--his personality--are ignored
for more ideal characteristics.

The Prioress is the first pilgrim who shows promise of taking on
personality and a life of her om, It is one disappointment of the
unfinished Canterbury Tales that she is not developed further as are
some of the other pilgrims. In her portrait Chaucer plays a delight-
ful geme, weaving ambiguously among the reader's set expectations of the
nun and the "aymple and coy" romance heroine. The portrait consists of
a studiedly haphasard misapplication of conventional detail which
produces a gently satiric picture, interesting for its variation and
refusal to be typical of any of the conventions from which it borrows.

The misapplication of conventions begins with the first lines of
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the portrait:

Ther was also a Nonne, a Prioresse,

That of hir saylyng was ful symple and coy;
Hire gretteste ooth was but by Seinte Loy;
And she was cleped madame Eglentyne. (118-121)

Lowes has studied the words “symple" and "coy" and cites their use in
the descriptions of romance heroines in Wétriquot de Couvin, Deschamps,
Froissart, Machaut, and Gour.6 The phrase is well-established in its
romantic context. Similarly the choice of Eglentyne (Sweet=briar) is

charming, but hardly felicitous in a nun. The fourteenth century

kmew of many romantic Eglentynes, ho'evor.7

The table manners, related with s0 much attention to detail, are
likewise conventional. They are those of the desirable woman as

described by La Vielle of the Roman de la rome, but they date back much

further to Ovid's Ars amatoria.

Et bien se gart qutele na mueille

ses doiz es broez jusqu'au jointes
Ne qu'el n'ait pas ses lievres ointes
de soupes, d'auz ne de char prasse,
ne que trop gros nes mete en sa bouche;
du bout des doiz le morsel touche
qu'el devra moillier en la sausse,
soit vert ou kameline ou jausse,

ot sagement port sa bouchiee,

qQue seur son piz goute n'en chiee

de soupe, de saveur, de poevre.

Et s1 sagement redoit boevre

que seur 801 n'en espande goute,

car trop rude ou por trop gloute

1'en porroit biem aucuns tenir

qui ce 1i verret avenir,

et gart que ja hanap ne touche

tant con el ait morsel en bouche.

S1 doit =1 bien sa bouche terdre
qu'el n'i lest nule gresse aherdre,
au mains en la levre deseure,

car quant greasse en cele deseure,

ou vin en perent les mailletes,

qui ne sunt ne beles ne netes. (13378-13402)7

L] L ] L] * ® L] [ 3 L]
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Let her guard against getting her fingers wet up to the joint
in the sauce, against smearing her lips with soup, garlic, or
fat meat, against piling up too large morsels and stuffing her
mouth. When she has to moisten a piece in any sauce, either
e yeorte, gigglino, or jauce, she should hold the morsel

lDahlberg: bit] with her fingertips and bring it carefully up
to her mouth, so that no drop of soup, sauce, or pepper falls
on her breast. She must drink 80 neatly that she doean't spill
anything on herself, for anyone who happened to see her spill
would think her either very clumsy or very greedy. Again, she
must take care not to touch her drinking cup when she has food
on her mouth, She should wipe her mouth s0 clean that grease
will not stick to the cup, and should be particularly careful

atout her upper lip, for, when there is groan on it, untidy
drops of it will show in her wine. (231)

CIx mucer adapts this text to his context by compressing and elevating
T3 @ tone through removal of details concerning the sauces, the mention
< X garlic, fat meat, pepper, and the spilled wine. The Duenna's woman
A mm , after all, the coquette. The Prioress is a gracious woman who
b X>@yned hire to countrefete cheere / Of court":

At mete wel ytaught was she with alle:

She leet no morsel from hir lippes falle,

Ne wette hir fyngres in hir sauce depe;

Wel koude she carie a morsel and wel kepe

That no drope ne fille upon hire drest.

In curteisie was set ful muchel hir lest.

Hir over-lippe wyped she 80 clene

That in hir coppe ther was no ferthyng sene

Of grece, whan she dronken hadde hir draughte., (127=135)
C 2 aucer modifies his borrowing, but the allusion is clear. The
T wanction of this allusion, and also the more general allusions to
X-«<>mance convention, is figurative. Characterization is accomplished
't=]btrough reference to another context kmown to the reader. Here, the
tﬁblo manners, the physical description, and the ambiguous rosary with
At legend, "Amor vincit omnia," originally from Virgil, place the
Priorua in the context of courtly love. She does not fit precisely,

© L course, but the reader is forced to evaluate her personal worth in

That 1ight.
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Similarly, the "charitable and pitous'" conscience evidenced

1 w2 the

e o o 8malle hounded . « . that she fedde
With rosted flessh, or milk and wastel=breed (146=147)

Z=3xa d her concern for the trapped mouse is touching in romance but
m % ssplaced in a religious. The allusion is more immediate than those
€T o romance, however. Even ladies of the court were reproved for
3= @ eping pets, and nuns were forbidden to do so. The Knight of La Tour-
10
T.mandry tells of a woman damned for fawning over her pets, and John
B xomyard likewise preaches against the wealthy who
e o o Provide for their dogs more readily than for the poor,
more abundantly and more delicately too; so that, where the
poor are so famighed that they would greedily devour bran=bread,
dogs are squeamish at the sight of wafer-bread, and symrm vhat
is offered them, trampling it under their feet. They must be
offered the daintiest flesh, the firstling and the choicest
produce of every dish, If, glutted, they refuse it, then, as
though they were infirm, there is a wailing over them on the n
part of those whose bowels yearn with pity for the afflicted.
X xn the same cold light we must view the rosary--nuns were forbidden
3 B -welry many, many times in the fourteenth century. And the Prioress
=32 ould not be on a pilgrimage at all; bishops repeatedly forbad the
X @ 1igious journey, even in fulfillment of a vov.'z Madam Eglentyne's
BR_eated wimple, fashionable broad forehead, grey eyes, and soft red
Mac>»uth likewise indicate a woman of the romances and of the world. The
< r~owning touch of secularmcloistered ambiguity is the finely-wrought
“oa.ry, its motto as amdbiguously suited to the beads as is the pleated
"% mple to Madam Eglentyne.
The details of the sketch are not of great vividness., They are
< ©ncrete but conventional. The Prioress comes alive not through the

% de la rege or nedieval romance figures, but through the shifting

t%o which describes a nun who eats like a fine lady, who pities small
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o gs and has convinced the simple-minded narrator that this is charity,
amm d wvho believes that love conquers all. Because she is not a romance
-3 gure, the details are packed with ultorior meanings. When we read
© X the Squire or Yeoman in terms of the convention which each repre-
s=exnts, ve find nothing illuminating in the expected, even though it is
w35 vidly handled. When we read of a nun in terms of romance we find

T @ 1ling comments on the personality of that nun. Her character gains a
<A e 7pth wvhich is exposed, not through any psychological realism or

&nxa alysis of thoughts or words, but through juxtaposition of unexpected
< onventions, each of which carries its own connotations. Without once
W-eamturing into the Prioress' mind, Chaucer has exposed the dominating
@ ®-hos of her personality, and he has done it through that old "enemy"
< £ realimm, convention. The substance and literary techaique of the
A e scription-~the catalogue--are both conventional. The figure produced
>3 this studied misapplication of convention and seemingly haphazard
= eamenbrance of a past acquaintance, is singularly mimetic.

The Monk is portrayed as a compilation of conventional criticisms
< & the medieval menk. Chaucer has selected three of the most commonly
< xx~iticized foibles: the Monk is outside his cloister, he hunts, and he
<A xr~esses oxtravagantly, In the Prioress' portrait Chaucer has utilized
< <nvention for a uniquely vivid end by mismatching his conventions and
“CXne subject described. In the Monk's portrait no such mismatching
<<curs, but a similar variation on the effect of the cenvention is
ER.cChieved by relating the Monk's scorn for the monastic rule at least
Ax part in his own words through indirect quotation. The effect is
Mm% milar to that achieved in the confessional menologues of the Wife of

- !ch and Pardoner, where the damning material is put in the subjects’






32

mouths. The <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>