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ABSTRACT
RUTEBEUF, PERFORMER=«POET
By
Linda Davidoff Palmer

Rutebeuf, as a jongleur, wrote with performance in view, intending either
to execute the material himself or have others execute it. Since dramatic
elements are inherent in performance, these elements are defined and
distinguished in this study of the works of Rutebeuf. The research is based
on the poet's complete works as they appear in the definitive scholarly
edition of Faral and Bastin, Second Edition, 1969.

The poet, as a jongleur in addition to entertainer, becomes a combination
of news commentator, editorialist and publicist. It is in the light of these
dual roles that his poetry is examined. The genre of the jongleur is
established by the term dit, whose essentially dramatic aspect is demonstrated.

A consideration of the esprits which dominated medieval literature =4 'esprit

épique, courtois, gaulois, moralisant, polémique situates the poet's work

with respect to their genres and concludes the Introduction.

Chapter One seeks to define "dramatic elements" and to establish a
structure and method to be applied to the study of the particular works.
The term "dramatic" is used to indicate that which has aspects usually

associated with performance, that which causes to stand out in relief,
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to lend a living dimension to, to portray instead of merely to state.

Accepting Aristotle's theory of mimesis plus harmony rhythm, the attempt is

made to establish parallels rather than to trace direct descent. If mimesis and
rhythm are basic human needs, then dramatization, wherever it develops or at
whatever period it occurs, will contain common aspects. Chapter One
establishes the following structure of dramatic elements and their definition:
dramatic form, dramatic interest, dramatic tone, dramatic genre, dramatic
action, dramatic devices, dramatic language.

Chapter Two deals with the poems of serious intent, which are tied to
the function of news commentator-editorialist—publicist. Appendix "A"
lists the poems of serious intent: 12 polemics, 12 crusade poems, 5 religious,
6 allegories, one allegory fable and one monologue, wherein Rutebeuf recounts
in contemporary terms, the admonitions of Aristotle o Alexander,

Chapter Three deals with poems of comic intent, tied to the function of
the entertainer, as listed in Appendix "B". These poems are divided into
three groups: the first as "Poems of Individual Characterization"; the second
as "Fabliaux", although the inclusion of Frare Denise seems questionable in
this category; and the third consisting of one tengon, probably a burlesque
of the Provengal form.

Chapter Four deals with the avowedly dramatic literature of which there

are three examples. First, the dramatic monologue le Dit de |'Herberie,

which Ham has called "The Rutebeuf Guide For Medieval Salescraft."

Second, the poéme dialogué Le Sacristan et la Femme au Chevalier,
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which deals with the miracle of the Virgin, but is not a "miracle" play.

And last, the only drama we have of Rutebeuf, Le Miracle de Théophile.

This drama is established in the theatrical tradition of the Middle Ages, being
considered serious in ton.'\e-intent and dramatic action, rich in language and in
potential spectacle. It is shown that the drama was consonant with the
prevailing convention of its time. While there are tragic elements to be
discerned in the play, its goal--the exaltation of God~ was the antithesis of
humanistic Greek tragedy. The Miracle provides the richest material for our
study and is thus given an in-depth treatment in this final chapter.

The popular genres of Rutebeuf's day are represented in his serious poetic
expression--allegory, sermon, polemic, hagiography—and in his poems of
comic intent, as well as in his dramatic literature. In all these, he conducts
his poetry with an ear for the felicitous cadence, a virtuosity of rhyme, a

versatility of image, a passionate intensity, a trenchant wit, a '

'justesse
d'observation", a sense of mission and self worth, and the ability to attract,

to hold, and to seduce an audience.



RUTEBEUF, PERFORMER-POET

Linda Davidoff Palmer

A THESIS

Submitted to

Michigan State University

in partial fulfillment of the requirements

for the degree of

DOCTOR OF PHILOSOPHY

Department of Romance Languages

1971



ACKNOWLEDGMENTS

Of the many who helped so generously and whom | thank en masse, | surely
must mention first the late Dr. Charles R. Blend, then Chairman of the French
Department at Michigan State University, who smoothed the way for a traveler
from 100 miles away and who made it possible for me to avoid the necessity of
taking a leave from my teaching.

His greatest favor, however, was in appointing Dr. Ann Harrison as the
Chairman of my Committee. | am deeply grateful for her inspiring guidance
and counsel, and her outstanding scholarship in things medieval, which have
made the task a delight. The members of the Committee have all been helpful
and kind, most especially Dr. Laurence M. Porter, whose advice during the
writing of the manuscript was invaluable.

At home, Hope College, Chancellor Vanderlugt, Dean Rider and
Dr. Weller, Chairman of the Department of Foreign Languages, eased many an
uphill pull.

My very special thanks go to Diane DeJonge, on the staff of Hope's
Van Zoeren Library, who repeatedly brought from the far reaches of Academe
the texts | had given up finding at all,

My loving appreciation goes to the "Grenoblois", those eight students who
came back from France so inspired by their study abroad; especially that unique

French Prayer Group. To Richard Pender, who spent many hours bringing
i



together the Bibliography, to Holly Nelmes, who rescued my classes in time

of need, and to my husband, Frank, | give my loving thanks.



TABLE OF CONTENTS

CHAPTER PAGE
INTRODUCTION 1
Introducing Rutebeuf, 13th Century Jongleur 1
Evaluation of Rutebeuf by Others 3
A Modern Evaluation 7
The Nature of the "Dit" 15
Breakdown of "Dits" in Manuscript A 16
The Performer-Poet 22

l. DEFINITION OF CRITERIA 24
Play — Mimesis —Aristotle's Elements 28
Dramatic Form 30
Dramatic Intent 32
Dramatic Tone 33
Dramatic Genre 38
Dramatic Action 38
Dramatic Devices 4]
Dramatic Language 43

.. POEMS OF SERIOUS INTENT—CRUSADE AND

POLEMIC 48
Thirteenth Century Audiences 49
Crusade Poems = Themes 54
Crusade Poems = Implementation 57

Polemic Poems 69



CHAPTER

V.

V.

POEMS OF SERIOUS INTENT--SERMON OR
MORALIZING

Themes

Implementation

POEMS OF SERIOUS INTENT—MARIAN
THEMES

The Cult of the Virgin
Three Marian Poems

Ave Marie, C'est de Notre Dame, Sainte Marie |'Egyptienne

Summary of Poems of Serious Intent
Grammatical Table of Audience Awareness

POEMS OF COMIC INTENT

Personal Lyrics

Tercet Coué Monologues

Octosyllabic-Strophic Monologues

The Fabliaux

Tengonrlnvective

Summary of Poems of Comic Intent

Grammatical Table of Incidence, Person, Number,
Imperatives, etc.

POEMS OF AVOWEDLY DRAMATIC INTENT

Dit de |'Herberie

Sacristain et la femme du Chevalier

Miracle de Théophile

Dramatic Devices

Summary of Poems of Avowedly Dramatic Intent

CONCLUSION

PAGE

98

98
100

134

134
136

160
165

167

168
170
182
196
214
217
220

222

223
229
243
281
287

289



CHAPTER PAGE

BIBLIOGRAPHY 292

APPENDIX A: Poems of Serious Intent 307

APPENDIX B: Observations on the tercet coué 319

APPENDIX C: Poems of Comic Intent 322

NOTES 323

vi






INTRODUCTION

Rutebeuf, thirteenth century jongleur, represents a true critical challenge.
No reference is made to him by his contemporaries, no archives attest to his
existence, shed light on his birth, baptism, marriage or death. Yet there are 56

1

poems attributed to him, ' in authenticated manuscripts, 2 ond the enigma of the
man who wrote them remains to pique the interest of modern medievalists,

Since the mid-nineteenth century, when Achille Jubinal brought out the
first complete edition of Rutebeuf's works, the portrait of the poet has undergone
considerable change. Critics in the 19th and early 20th centuries were inclined
to view him as a precursor of Villon, 3 to class him as a one-eyed, acid-tongued

lyric poet, plagued by poverty and a miserable marriage, with a proclivity for

losing at dice and toping at the tavern, who, faced with death, repented and

TLes neuf joies Nostre Dame and La vie du monde being of questionable
attribution reduces the number to the 54 on which this study is based.

2¢ ymond Faral and Julia Bastin, Oeuvres completes (2 vols.; Paris:
A & J Picard et Cie, 1969) I, pp. 11-31. All Rutebeut texts cited in this study
are taken from this edition, hereinafter referred to as F&B, quotations showing
only volume and page numbers.

3 7o cite one of many, Gustave Cohen in Anthologie de la Littérature
Frangaise du Moyen Age, p. 105: "...annonce Frangois Villon par le lyrisme,
Ta spontanéité, la satire et la foi, comme maintes personnages de |'Ancien
Testament annoncent le Nouveau."
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repudiated his evil ways.4 Edward Billings Ham was among the first to point out
that these so-called "personal" poems, "seeking merely to intrigue and bemuse. . !,
were well within the jongleresque tradition and should not be confused with auto-
biography.5 He further ventured the unpopular opinion that Rutebeuf "may have
been as many as three or four separate individuals"; that the "versifier-polemist"
and his influence were perhaps "little more than a minor statistic in the story of
ideas"; and that he was "rarely--if ever--more than a half-hearted believer in the
usefulness of late-thirteenth-century Holy Land activity." What is more, he flung
a challenge: "...should Rutebeuf scholarship relax under the restful spell of
repetitions which have been multiplying for more than a hundred years" (p. 227) ?
Happily, this challenge had a salutary effect on Rutebeuf criticism in the last
decade.

While, almost ten years later, Nancy Regalado accepts Ham's stand on the
"Poetic |I" and agrees that Rutebeuf, writing for pay, did not express personal con-

6

victions but reflected the views of his sponsors, ™ it is interesting to note that French

criticism in the interim looks at the poet with a different eye,

41t should be noted, however, that Bédier saw him more truly: "Rutebeuf
a atteint le plus haut sommet du génie tel qu'on pOt |'envisager au XIlI€ sizcle.
C'était un frai tempérament de podte, un coeur tres haut, trés généreux, |l s'est
passionné pour des causes réellement populaires, pour des idées qui grappaient,
troublaient alors les esprits. Il avait bien cette 8me des po2tes qui sont en communion
avec leur temps. . ."~--Joseph Bédier, Les Fabliaux.( Paris; 1925), p. 409.

5
Edwin B. Ham, "Pauper and Polemist", Romance Philology, XI, No. 3 (1958),
226-239.

6Nc:ncy F. Regalado, Poetic Patterns in Rutebeuf (University Microfilm edition,
1966) p. v.
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At about the same time that Ham was debunking Bédier and Faral,
Monsignor L.-G. Pesce wrote his "Portrait de Rutebeuf", painstakingly annotated,
in which the poet emerges as a believable human being, with strengths and weak-
nesses.7 Tracing him from "le jongleur & |'esprit jeune et vigoureux" who earned
a reputation for himself as a talented performer, to the "trouvere engagé", with a
sense of mission, who decried the changing values in a century that was to see the
last crusade and the passing of chivalry, and finally to the old man, "doué d'un
oeil plus indulgent”, resigned, but still holding fast to his idealism and his renown
as a poet, the Monsignor sees him as a "figure riche et 'attachante’ ", but not
enigmatic (p. 91).

Approximately two years later, Faral and Bastin published their remarkable
edition of Rutebeuf's complete works, minutely researched and historically docu-
mented, which is doubtless an important factor in the increased scholarly interest
which has manifested itself in Rutebeuf within the last ten years (see p. 1 n 2 above).
They consecrate an entire chapter to the author, dealing fully with his name, his
origin, his training and literary knowledge, his social condition, his ideas and
tendencies, the aspects of his talent, and his literary influence (1, pp. 32-64).
Their evaluation of the poet coincides in many respects with that of Monsignor
Pesce, and takes an opposite view from Ham, maintaining that Rutebeuf "a pu
n'obéir qu'a ses convictions personnelles, et la constance de son attitude. . .comme

de beaux mouvements d'éloquence. . .semblent 2tre venus de son coeur" (I, p. 46).

7L.-Gv. Pesce, "Le portrait de Rutebeuf", Revue de |'Université d'Ottawa,
XXVII, No. 1 (1958), 55-118.
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In 1963, Arié Serper affirms the poet's religious zeal and, Ham to the con-
trary, states "Rutebeuf préche la Croisade, parce qu'il croit que c'est une entre-
prise sacrée, & laquelle aucun chrétien ne doit refuser son concours, "8 Still, in
1966, Germaine Lafeuille asks again, "Qui est donc le vrai Rutebeuf, |'homme de
la priere & Notre Dame ou |'tpre adversaire des Jacobins, le 'journaliste’, 'écho
sonore' de |'actualité la plus brblante de son temps, familier des barons, ou le

confrere des Ribauds de Grave?"? In answering, she inclines towards the Bédier-

Pesce-Faral evaluation, citing Rutebeuf as a man of the people and an idealist
(p. 71), calling him "un grand potte frangais", who needed "de grands sujets. ..
oU des personnes. . .sont en jeu en un conflit presque manichéen" (pp. 46-47). In
her view, then, he would seem to be more than a mere versifier.

Omer Jodogne, in 1969, holds with Serper that "La sincérité des sentiments
religieux de Rutebeuf ne fait aucun doute." While Jodogne admits that the poet
composed to please his "employers", he insists that "On ne peut pas en conclure
que Rutebeuf n'a exprimé que des sentiments de complaisance, . ."]0 Further, he
would seem to reject Ham's stand on the "personal” aspects of the author's poetry,

"Rutebeuf est pauvre et ses poésies dites personnelles, me2me si elles relevent d'un

8 Arig Serper, "La foi profonde de Rutebeuf", Revue de I'Université d'Ottawa,
XXX, No. 3 (1963), 338, Cf. also Faral, Les Jongleurs en France au Moyen Age,
p. 163: "Rutebeuf a cru que la Croisade était une entreprise sainte, & laquelle nul
chrétien ne devait refuser son concours,"

9Germcxine Lafeuille, Rutebeuf (Paris: P. Seghers, 1966) p. 36.

]OOmer Jodogne, "L'anticléricalisme de Rutebeuf", Les Lettres Romanes,

v. 23 (1969), 219-20.
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5
genre littéraire qu'on appelle la poésie jongleresque, ne manquent pas de |'accent
profond d'une indigence @prement ressentie" (p. 224).

Thus Ham's gadfly tactics goaded recent French criticism to delve more
deeply into the problem of Rutebeuf. The picture that emerges lies somewhere
between the romantically lyric extreme of Cohen and Ham's somewhat too light dis-
missal of the poet as a "versifier" and a "minor statistic". That his voice and his
pen were for hire, all are agreed. That he'was of low birth, his name a sobriquet,
seems likely.11 A strong case might also be made for him as a "clerc". He ap-
peared to know a scholar's life at firsthand:

41 Diex . ja n'est il si bone vie,
Qui de bien faire avroit envie
Com ele est de droit escolier !

44 |l ont plus poinne que colier

Por que il vuellent bien aprendre; (1, p. 3795).

And also from the Dit de |'Université de Paris:

14 Li filz d'un povre paisant
Vanrra a Paris por apanre ;
21  Quant il est a Paris venuz
Por faire a quoi il est tenuz
Et por mener honeste vie,
27  Par chacune rue regarde
Ou voie la bele musarde ;
Partout regarde, partout muze ;
Ses argenz faut et sa robe uze :
Or est tout au recoumancier, (1, pp. 374-75).

He was undeniably sympathetic towards University battles with the Mendicant Friars

and the Pope, witness his defense of Guillaume de Saint-Amour and the Discorde de

5 this connection, see F&B, 1, pp. 34 and 43. Also, Monsignor Pesce,
p. 95, n 31 and 37, and Jodogne, p. 219.
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I'Université et des Jacobins., Ostensibly, he could read Latin. 12 In addition, as

Suzanne Nash ably points out, he had an explicit knowledge of Catholic ritual,
"...characterized by elements taken frim the Church service: prayer, incantation,

nl3

litany, Scripture. For him to have such knowledge without training, would pre-
suppose a prodigious aural memory which, while it would be compatible with the

jongleur, who often knew entire chansons de gestes by heart, would hardly explain

the trouvere's frequent recourse to Latin sources. Further, his works, as | shall show,

demonstrate an acquaintance with the principles of rhetoric taught in the trivium,

It is certain that, for the greatest part of his life, he was a Paris resident, 14

although some critics believe he came originally from Champagne (see F&B, |, p. 35).
Recent criticism is in accord with Ham that the so-called personal details in his

poetry must be taken cum grano salis, The point at which authorities differ seems

to be the degree of veracity they are willing to allow,

Monsignor Pesce's theory seems eminently plausible to me. A young man

15

with a good education and no trade, '~ unable to find a place in the Church or the

University, must use what wits he had to earn his way, as did the vagantes and the

]2To cite one of many instances, the Dit d'Aristote, F&B, |, p. 560, which
refers to a passage in Gautier de Chatillon's Latin Alexandréide, of which Faral says,
", ..il en a traduit certaines parties avec fidélité."

lsSuzanne Nash, "Rutebeuf's Contribution to the Saint Mary the Egyptian
Legend", The French Review, XLIV, No. 4 (1971), 697.

145ee Regalado, Poetic Patterns , pp. iii-iv; also "Two Poets of the Medieval
City", in Yale French Studies, tome 32 (1964), 12-21, '

15We have Rutebeuf's own words to support this, In Le Mariage: "Je ne sui
pas ouvriers des mains" (I, p. 550, v. 98; in Bataille des vices contre Tes vertus:
"Quar avutre ouvraingne ne sai fere" (I, p. 306, v. 11); and again in the Complainte
de Constantinople: "Que ne sai autre laborage" (I, p. 424, v. 5).
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Goliards, Unlike them, Rutebeuf would write in the vernacular, turning to account
as a jongleur his talent for rhyme, his ready wit, his keen sense of observation,
The word "jongleur" derives from the Latin ioculator which, Chambers tells

us, appeared in the 8th century to distinguish minstrels of the sc6p and mimus

variety, 16 14 came into general use in the 12th century and covered a multitude of
métiers, It referred equally to the tumbler, the acrobat, the animal act, the juggler,
the magician, the impersonator, the singer, the dancer, and the comedian with his
“patter", It also applied to the choreographer (if | may so dignify the mattre de

danse who led the caroles), the songwriter, the scriptwriter, and in the 13th century

took on a new dimension that of news commentator or publicist, According to Faral,
the jongleur reached his apogee in the 13th century only to decline and disappear

in the 14th, with the growth of the corporations and confréries. 17

Jongleur and trouvere, then, were one and the same in the 13th century,

as Faral indicates:

16¢, K. Chambers, The Medieval Stage, (2 vols., Oxford: 1903), 231,
Similarly, he adds, the word ioca became "jeu", the equivalent of the classical
and medieval Latin ludus, ~—

Ve type de |'ancien jongleur, qui était apte & toutes sortes d'exercices,
disparaissait, L'industrie complexe qui avait fleuri au X11€ et X111€ siacles, se
résolvait en une série de spécialités distinctes et isolées, On ne rangeait plus
dans une classe unique les chanteurs, les acteurs, les montreurs et les podtes, ..
C'est bien & partir de ce moment qu'il y a lieu d'établir une hiérarchie entre les
différentes sortes de jongleurs, ., .c'est dans les cours, au milieu d'un monde
choisi, que fleurit la littérature, Et ainsi, la condition des auteurs change; ils
deviennent, . .des 'homme de lettres' au sens moderne du mot,"--Faral, Les
Jongleurs en France au moyen 8ge, pp. 224-225, _
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Le trouveur, c'est simplement le jongleur considéré comme auteur, ..

Tout trouveur qui faisait métier de poésie était jongleur, et tout

jongleur qui composait était trouveur, C'est pourquoi il est factice

et purement théorique de vouloir distinguer entre les jongleurs et les

trouveurs ﬁt d'en faire deux classes séparées par les aptitudes et les

fonctions, 8
Since it is our practice today to separate these functions, accounting the jongleur
a performer and the trouvere a writer, | shall use the hyphenated form "performer-
poet" to designate the dual role, although | do not believe the two functions were
separated in Rutebeuf's mind, but that he wrote with performance very much in
view,

Another term often confused in this period--"mencstral" -~bears definition
here. Originally used to designate court officials in general, up until the last
third of the 12th century, menestral was restricted to jongleurs living in the service
of a lord or baron, By the 13th century, however, it had come to be used indis-

19
criminately for all jongleurs (p. 106), so that, for our purpose, the terms
jongleur and menestral are interchangeable and indeed Rutebeuf himself used them
in this way,

We can assume that Rutebeuf was a first-rate performer, who knew how to

interest, delight and manipulate his audience, First, there is the witness of his

name. Most of the writers of the Middle Ages were designated by a praenomen,

18Les Jongleurs, p. 79. Note the use of trouveur, which Faral prefers
over the nominative because "il est naturel, reprenant un vieux mot, de le re-
prendre sous la forme complément" (p. 73, n 1).

19 See also Chambers: "A street in Paris known at the end of the 13th
century as the 'rue aus Jugléeurs' came later to be known as the 'rue des
ménétriers', This is significant of a new tendancy in nomenclature which appears
with the growth during the 14th century of the household entertainers at the expense
of their unattached brethren of the road" (p. 231, n 29),
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followed by a surname of some sort indicating places of origin or residence as,
for example, Adam de la Halle, Baudoin de Condé, Henri de Laon, A surname

alone was usually reserved for champions, as in the case of the fabliaux writers

"Courtebarbe" or "Brisebarre" (F&B, I, p. 34).20 Then there was Adenet, dubbed
"le roi" in the same sense that Ronsard was called "Prince des podtes", an honor
reserved for pre~eminence or distinction,

Rutebeuf's renown is further reflected in the fact that his poems appear in
thirteen different manuscripts, the most important of which, A and C, are in 13th
century orthography, as are also F and S. Manuscript H has been identified as
end of 13th or first third of 14th, whereas |, T and B date, in part, from the 13th,
and D, R and G have been authenticated as 14th. Manuscript P appears to have
been written in the 15th century, but contains only 13th century pieces, evidently
copied from an earlier manuscript. In the thirty or forty-odd yearsm during which
Rutebeuf followed his "métier", obliged as he was to earn his keep, surely he may
be assumed to have written more than the 56 dits attributed to him. Yet the sur-
vival of even that large a number, mainly in 13th century orthography, bears wit-
ness to his popularity, particularly when we compare this output with the 21

changons extant of his contemporary, Colin Muset.

Dgee also Chambers, vol. 2, p. 47, where he speaks of "jesting stage
names", such as "Guillaume sanz maniere", "Reginaldus le menteur","Rongefoie",
"Brise-Pot", etc.

2lHis dates are approximate--1248 at the earliest, 1290 at the latest,
Although F&B indicate his death as occurring somewhere between 1270 and 1280,
Monsignor Pesce, basing himself on the line in the Mort de Rutebeuf, "por ce
siacle qui se départ", ventures the hypothesis that it was written about 1290
(p. 97, n53).
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None of the five fabliaux which have come down to us can be dated, 22 o

can the dramatic monologue, Dit de |'Herberie, It is not inconceivable that with

these, and other similar recitations destined to demonstrate his virtuosity as a per-
former, Rutebeuf earned his following and his sobriquet, making the rounds of fairs,
taverns, and weddings.

Having established his reputation as a performer-poet who had won the ear
and the approbation of a great many Parisians, he would be ready for the next rung
of the ladder--peddling this influence in high places. Now his talents would be
solicited by well-to-do bourgeois and nobly-born patrons, such as Alphonse, comte
de Poitiers, brother of Louis IX, and Charles d'Anjou (from whom he presumably
learned how to gamble at griesche.) A whole new career was opened to him, that
of news commentator-editorialist-publicist, where writing was primary, performance
secondary, =

That this was the role he preferred may be demonstrated by a consideration
of the subject matter of the extant dits, Thirty-six of the 54 authenticated poems
deal with the "grand sujets" referred to by Lafeuille--hagiography, marian prayers,
polemics against the Mendicant Orders, the Pope, the King, moralizing allegories,

and Crusade poems, These are the themes that prompt Bédier, Monsignor Pesce,

Faral, Jodogne and Lafeuille to consider Rutebeuf a trouvare "engagé" and seem

22Alfhough Charlot le Juif may be said to have been written sometime
before 1270, it is impossible to determine how much before that date it was composed.

In this connection, Arié Serper says, "Il faut croire que Rutebeuf était
fier de son état de podte qui faisait de lui un travailleur intellectuel et non manuel..."
Rutebeuf podte satirique , (Paris: Klincksieck, 1969), pp. 49-50.
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quite properly to belong to the realm of commentator-publicist. It is worth noting
in this connection that Huizinga, tracing the poet from the "primordial composite"
of the ancient vates--or, "the possessed, the God-smitten, the raving one"--sees
him as having a social and liturgical rather than just aesthetic function. Splitting
him up into the various categories of prophet, priest, soothsayer, philosopher,
orator, and many others, he goes on to say, "We can follow the primitive vates. ..
and find him, without straining our imaginations too much, in the 'jongleur' of the
feudal West, , . "24

Significantly, Rutebeuf wrote no courtly love lyrics. Of the remaining 18
dits, five are fablioux, one is a dramatic monologue, one a parody of a tengon

provengale, one a potdme dialogué, nine are "personal" poems in the jongleresque

tradition, and one is a drama, le Miracle de Théophile. Apart from this last, all

of these may well be considered jongleur's performance pieces, so that, of the
works which have come down to us at least, it would appear that the greatest pro-
portion (roughly 70%) were dedicated to themes of religious, social and moral
import, occasioning Faral's comment that Rutebeuf was "encore jongleur et déja

écrivain & la maniere moderne" (Les Jongleurs, p. 165).

Indeed, the 13th century may be said to contain the roots of modern litera-
ture. While the Golden Age of medieval French literature is generally accepted
as the second half of the 12th century, with the poetry of Provence, the lais and

ysopets of Marie de France, the romans of Chrétien de Troyes, the 13th was to

24 j5han Huizinga, Homo Ludens: A Study of the Play-Element in Culture
(Boston: Beacon Press, December, 1964), pp. 120-121.

25See Appendices A and C for a list of the poems cited.
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produce a prodigious flowering of writers who broke out of the courtly tradition to
take a more realistic view of man and his society.26 The reasons for this are many
and should be considered briefly.

Historically, the 13th century began with Philippe Auguste, encompassed
the regency of Blanche de Castille and the reigns of Louis IX, Philippe le Hardi
and Philippe le Bel. It was a time of change and upheaval. It saw the founding
of the University of Paris and the last Crusade; the burgeoning of the bourgeoisie,
and the end of chivalry. Feudalism, having reached its apogee and served its
particular purpose, was being eroded by the chartered communes which were to
become the cities of France. The Crusades had opened up trade routes, paving the
way for the development of commerce at home and abroad. This spawned the mer-
chants, the banker's, the artisans who formed the bulwark of a rich other-than-
warrior class, upsetting the balance of what had been three clearly defined estates,
It was to spawn yet another class--the students. Flocking to the new University,

they thronged the Latin Quarter, forming the basis for an intellectual élite called

"clercs". It was the century which saw the birth of French nationalism as, for the
first time, the people rallied solidly behind Philippe Auguste to rout the German

forces at the Battle of Bouvines (1214), And while it dealt a death-blow to langue

267his is admirably expressed by Faral in his article, "Le roman de la rose
et la pensée frangaise au XllI® sizcle": "On se platt,,.a admirer dans la littérature
...du XllI€ siecle une liberté d'allures que n'avait pas le sizcle précédent: moins de
délicatesse poétique, mais plus d'idées; moins d'imagination, mais plus de critique;
une humeur frondeuse qui n'épargne personne, |'ardeur indiscrete d'un caractere
raisonneur, la solidité en méme temps que la démarche un peu lourde, du bon sens
bourgeois, Les intelligences se mettent alors & fermenter, curieuses, anxieuses de
savoir; elles s'attachent a |'étude des phénom&mes naturels, dissertent sur le prince,
jugent les prélats et les moines, apprennent & désapprouver, & s'inquiéter, & couter,

& réver d'un ordre de choses meilleurs"--Revue des Deux Mondes, 15 sept. 1926, p.
453,
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d'oc in the bloody Albigensian Crusade, it saw langue d'oil gain considerable

prestige abroad. Paying fribute to it as the "language most common to all people",

Brunetto Latini wrote his Trésor in French, and Marco Polo his Livre des Merveilles.

It was the century of Albertus Magnus, Thomas Aquinas, St. Bonaventure, Roger
Bacon and Duns Scotus. 2’ It was also the century of Dante, St. Francis, and the
English barons who wrested the Magna Carta from John Lackland,

In the realm of the arts, it produced that gem of medieval architecture,
the Sainte Chapelle; the marvel of Mont St. Michel; the cathedrals of Rouen,
Reims, Amiens and Beauvais; the sculptures of Chartres and Notre Dame de Paris,
and the jeweled pageantry of stained-glass windows, In the realm of serious music,
Pérotin le Grand created four-voiced polyphony; the "organum tropé" developed
into the non-liturgical motet for three woices, with its opposing rhythms and

counterpoint; Adam de la Hall gave musical form to the rondeau, the ballade, and

the virelai, and, for the first time, we find "instrumental" dances, notated melodies

without words, even when the dance takes its name from a poetic genre, |'¢esfc1mpie.28

The 13th century brought Aristotle to light, and engendered a scholasticism
which sought to conciliate faith and reason, rationalism and mysticism, awakened
intellectual curiosity, and produced the naturalism popularly reflected in Jean de

Meung's Roman de la Rose. To be sure, this was the realm of scholars, its writings

restricted to an intellectual élite.

27 All of whom taught (or studied) at one time or another at the University
of Paris,

28Jcncques Chailley, Histoire Musical du Moyen Age (Paris: 1950) p. 220
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Yet, concomitantly, a literature of the people was developing. The
jongleur was its disseminator, and the dit the organ of its dissemination. Since the
term "dit" has been variously and loosely defined, | should like at this point to try
to clarify its nature. What, exactly, was the dit? Are there any attributes of form,
or tone, or subject matter that particularly characterize it?

In the early part of this century, Holmes defined it as "a brief poem, often
narrative, with a prece.pt'.'z9 We are arrested at once by the word "brief" since

Nicole de Margival's 13th century Dit de la Panthere d'amour contains 2,665

octosyllabes, and the Veoir Dit of Guilaume de Machaut is 9, 000 lines long. So
far as the balance of his definition is concerned, a "narrative with a precept" is
sufficiently vague to cover a fabliau, or a pious tale, and Holmes himself goes on
to say that the dit is difficult to classify, some being "so satirical or lyric in quality
--for example the dits by Rutebeuf--that they must be discussed under lyric poetry."
The idea of brevity persists, however, Chambers, quoting Gaston Paris
and Bédier, tells us that the term dit is applied fo "a number of short poems which
deal, 'souvent avec agrément, des sujets empruntés a la vie quotidienne.' Some
dits are satirical, others eulogistic of a class or profession, others descriptive"
(N, p. 79, n ).
Our task is further complicated by the fact that the same work may be

variously referred to by different critics. For example, the 12th century Dit de

29rban T. Holmes, Jr., A History of Old French Literature (New York:
Russell and Russell, Inc., 1962), p. 227.
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Richeut is called a fabliau by Bédier, whereas Lecompte is of the opinion that it

should not be so considered although it was born of the "same growing interest in

the painting of everyday life which, combined with a traditional story and touched
30

with humor, produced the typical fabliau,"”" Chambers, defining a fabliau as a

"conte & rire en vers" points out that the "distinction between the two is not very

well defined, and the fabliaux are often called dits in the Mss." (I, p. 79). A

few lines further, he calls the débat or disputoison a "special kind of dit.,"

If the early 20th century was unclear as to the nature of the "dit", what
evidence do we have from the 13th? Manuscript A (circa 1276) in the Biblioth2que
Nationale (frangais 837-ancien 7218) contains 33 of Rutebeuf's works, At the
head of this collection, in 13th century orthography, these words appear:

Ci commencent li dit Rustebuef

and, at its close:

Expliciunt tuit li dit Rusfebuef.Bl

In Table 1, | have listed the poems in the order of their appearance in the
Manuscript, indicating the number of lines contained in each, The shortest poem
is 24 lines, the longest 2,196, Seven are 100 lines long; 18 between 100 and 200;

three between 200 and 300. Of the three fabliaux cited, one is 76, one 170, and

one 336 lines.

0 I. C. Lecompte, "Richeut, Old French Poem of the Twelfth Century",
The Romanic Review, IV, No. 3, (1913), 266.

3lwe might compare, in this connection, Manuscript X containing the works
of Colin Muset, also in end of 13th century orthography, which begins "Ci commencent

les changons Colin Muset"--Joseph Bédier, Les Chansons de Colin Muset, (Paris: 1969),
vii, Rutebeut and Muset were contemporary jongleurs. Why the term "changon" for
one and "dit" for the other?
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TABLE 1

Order of poems appearing in Manuscript A

No. Title Number of lines
1 Sainte Elysabel . . . ... ... ........... 2,196
2 Secrestain et la femme au chevalier. . . . ... ... 766
3 Miracle de Théophile . . . . . ... ... ...... 633
4 Complainte d'outremer . . . . . ... ... ..... 174
5 Geoffroi de Sergines . . . ... ... ........ 166
6 Griesche d'hiver . ., . . . . ... ... ....... 107
7 Griesched'été . . . . . . ... ... ... ..... 116
8 Dame qui fittroistours . . . . . .. ... ... ... 170
9 Anseaude l'lsle . . . ... ............. 56

10 Dit des Jacobins . . . . ... ... ... ...... 64

11 Discorde des Jacobins . . . . . . ... ... ..... 64

12 Mariage Rutebeuf . . . . . . . ... Lo, 138

13 Complainte Rutebeuf . . . . . . . ... ....... 165

14 Voiede Paradis . . . .. ... ... ......... 902

15 Du Pharisien . . . . .. ... ... ... . ..... 114

16 ChansondesOrdres . . . . ... ........... 78

17 Petauvilain . . .. ... ... ... ... ..... 76

18 Brichemer . . . . . ... .. ... ... . ... ... 24

19 Complainte de Guilaume de Saint Amour . . . . . .. 196

20 Marie I'Egyptienne . . . . .. ... ... ...... 1,306

21 Charlot et le Barbier, . . . . . . . ... ....... 104

22 Plaiesdumonde . . . .. ............... 120

23 Guillaume de Saint-Amour . . . . ... ... .... 120

24 DitdesRagles . . . . .........000eue.... 182

25 Complainte de Constantinople . . . . . ... ..... 180

26 Bataille des vices contre les vertus . . . ... .. .. 220

/4 Ave Maria « v o ve o o o o oo o o o oo oo v e oo 164

28 Renart le Bestourné . . . . . . . ... ' v v eeenon 162

29 FrereDenise. . . . . ¢ o v o ¢t o v v 0 et o oo oo 336

30 Etatdumonde . . . . . ¢ ¢ v v vttt et vt e e 176

31 LomortRutebeuf . ... ........0.0.... 84

32 Ordresde Paris . .« v v v o v e oo 0 v oo 0o oo 168

33 Disputaison du Croisé et du Décroisé . . . ... ... 240

*34 Neuf Joies NotreDame . . . ... .......... 211

*of questionable authenticity
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Table 2 gives a breakdown of these poems from the standpoint of genre.
Twenty-three of the 33 authenticated represent 11 different genres, all of which
are referred fo in Manuscript A as dits, Included in the list is Rutebeuf's only
drama which, while it is a "narrative with a precept", can hardly be considered a

"dit" from the standpoint of brevity (633 lines) or genre, Le Secrestain et la femme

au chevalier fits Lecompte's requirements for a fabliau (in that it shows the "painting

of everyday life...combined with a traditional story...touched with humor.") Yet

it deals with a miracle of the Virgin, hardly a proper subject for a fabliau (conte &

rire) and Faral calls it a "po2me dialogué”.

Since Manuscript A is in 13th century orthography, we may assume that the
copyist was conversant with the then-prevalent connotation of the term "dit", To
be sure, he might have used it loosely (albeit hardly more loosely than the 20th
century) but if he did not, these Tables will suffice to show that a definition based
on length or genre is inadequate,

What of tone and subject matter? We find inthe same list poems of serious
intent dealing with hagiographical themes, the miracles of the Virgin, the Crusades,
the Mendicant Orders, the King and the Pope. We also find poems of comic intent,
such as the seemingly personal confessions of the poet on gambling, his marriage,
his poverty and the light veined laughter-provoking tales with a twist that compose
the fabliaux,

If length, genre, tone and content do not seem to yield viable criteria for
the dit, where else must we look? Etymologically, of course, the word is derived

from "dire". Robert acknowledges it as an archaic masculine substantive meaning
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TABLE 2

Breakdown of "dits" in Manuscript A

Genre
complainte
fabliau

vie de saintes
drama

po&me dialogué
fable

chanson
tengon
personal lyric
prayer

allegory

Incidence

4

3

Number of poem

4, 13, 19, 25
8 17, 29
1, 20

3

2

28

16

21, 23

6, 7, 12, 31
27

14, 15, 26
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"mot, maxime", and gives as an example of its use, "les dits de Socrate " 32
This would carry a connotation of sayings or pronouncements akin to the scribe's
use of the term with respect to Manuscript A,

Jauss, basing himself on the period from 1180 to 1240 sheds some further
light on etymological signil"iccmce.a3 He points out that Gervaise, in Le Bestiaire,
uses the term "estoire" to distinguish his book from the "fables des poetes profanes",
and the verb "dire" instead of "conter" to characterize his own wrifing.34 The
opposition of "estoire-dit" to "fable-conte" appears in other allegorical texts of

the period where "dit" closely allied with "truth" (as in the formula veritatem

dicere ) was antithetical to "conte", applicable to fiction, This distinction will

be drastically altered towards the end of the period examined by Jauss:

On verra que le mot dit, renvoyant plus tard indistinctement
aux genres les plus divers, était & |'origine limité dans son
emploi: par opposition & la littérature profane nourrie de
fictions, il servait & désigner le nouveau "modus dicendi"

allégorique. ..(p. 11).
But the problem persists: why was the term "dit" chosen to apply to certain

of these 12th and 13th century works, and not to others? Chambers yields a further

32 Paul Robert, Dictionnaire alphabétique et analogique de la langue
frangaise, (Paris: 1966) vol. 2, p. 267, In passing, we might note his definition
as a "genre littéraire, petite pidce traitant d'un sujet familier ou d'actualité”,
again in terms of length and content,

Hans Robert Jauss, Genese de la poésie allégorique frangaise au moyen
age, de 1180 & 1240 (Heidelberg: 1962), p. 11

34Cf. Rutebeuf, le Dit de I'Université et des Jacobins: "Que je vous wvueil
conter et dire", (1, p. 239, v. 12) where he seems to use both verbs as synonymous.
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clue: "It was principally. ..the dits and fabliaux that lent themselves to unmusical
narration (italics mine); and when prose crept in...even before reading became
universal, it can hardly have been sung" (1, p. 75). More recent research confirms

Chambers' understanding of this aspect. Zumthor classes the dit with the roman as

"les premidres formes poétiques non-chantées, "9 Chailley, recounting the hiring
of Adam de la Halle sheds further light on the matter:

Comte Robert Il d'Artois lui commanda un Dit que celui-ci composa
séance tenante, Ce fut sans doute le Dit d'Amour, violente satire
contre |'amour, par laquelle Adam, contredisant nombre de ses autres
pidces, . .se met dans |'ambiance de la nouvelle tendance (italics mine),
On peut donc noter que c'est sur la foi de son seul talent littéraire, et
non comme musicien, qu'Adam fut engagé par le neveu de Saint Louis. ..

(p. 205).

This new tendancy then was a poem without music, 36

Colin Muset sang his changons in the lyric tradition, and accompanied himsel f

on the viele, Adam de la Halle, as we have seen, was as talented a musician as he

was a writer-performer, But nowhere is there any indication of music in connection
with Rutebeuf, Quite the contrary. Chailley tells us that while the trouveres

prided themselves on being both musicians and poets, "ceux d'entre eux qui rimaient
sans musique--Baude Fastoul...Jean Bodel. . .Rutebeuf--avouaient par la n'ttre pas
musiciens" (p. 206). And those who were without musical talent devoted themselves

to the dits and became specialists in recitation and dramatic performance.

35 paul Zumthor, Langue et Techniques poétiques a I'époque romane (X 1°-
XIlI® siacles (Paris: Klincksieck, 1963), p. 11.

361 this connection, we might mention Eustache Deschamps' 14th century
prose freatise, L'art de dictier et de fere changons, virelais et rondeaulx, in
which he seems to make this distinction between the old and the new forms in the
title.
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We know that 12th century poetry, in the troubadour tradition, was closely
linked with music. Gérold quotes Folquet de Marseille as saying "Une chanson sans
musique est comme un moulin sans eau."37 In enumerating the various types of lyric
poetry, for North and South alike, Gérold points out that, musically, the genres did
not differ appreciably from one another and that their distinctive characteristics are
far more apparent in the realm of poetry. With the exception of the love song,
bound by tradition to an original melody, the same tonality might serve for a sirventes

or a chanson de toile. It would appear that more importance was given to poetic than

to melodic creativity. Nonetheless, there was always a musical accompaniment,
In the 13th century, however, we see a new type of poetry emerge. While

it may still cling in part to earlier lyric forms (changons, complaintes, disputoisons,

etc.) it will add the allegory, the fabliau, the pious tale, the dramatic monologue,

the poeme dialogué, the polemic, the parody, consonant with the change in content

and intent of the period and its bourgeois audience. The chivalric, the marvelous,

the courtly love song will wane, as will the emphasis on a hero of superhuman qual-
ities and accomplishments, Literature will turn its attention to ordinary man and,
wearied of fiction, will seek to portray his reality, be it religious, social or economic.
By their nature, the new genres were not destined for musical accompaniment.

Clearly, the fabliaux were not sung. Nor the polemics. Nor the hagiographical
accounts, They were commentaries, news broadcasts, biographies, eulogies. Their

realm was rhetoric, not melody. It is my contention that the term "dit" was chosen

37 Théodore Gérold, La Musique au Moyen Age (Paris: CFMA 78, 1932),
p. 90.
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to distinguish the new modus dicendi, or the poem recited from the song sung.

Again, we see this distinction made in the 14th century by Guillaume de Machaut
in a letter to Péronne d'Armentidres, "Je vous envoie un rondel dont je fis piéca
le chant et le dit. w38 Here, he clearly means "words and music".

In the "dit", then, we have the birth of our modern poetic form wherein
poetry is declaimed and not sung. It is interesting to note that not only did the
poem liberate itself from music in the 13th century, but music began to liberate
itself from the poem, to become an art form in its own right. | spoke earlier of
instrumental dances musically notated without corresponding words, During the
second half of the century, we also find a tendency towards the individualization
of instruments in linear if not harmonic value. By the 14th century, Guillaume de
Machaut will be using voices as instruments to implement his polyphony, as in the
case of the double and triple ballades, where two or three songs are sung simul-
taneously, the words unintelligible, lost in the harmonic ingenuity of the musician.
The two art forms, contemplating divorce, begin to go their separate ways.

Chronologically, we have seen that the term "dit" makes its first literary
appearance in the 12th century, and proliferates in the 13th. What of the 14th?
We have already referred to the Veoir Dit of Guillaume de Machaut (p. 14) whose

complete title well describes its nature : "Le livre du voir dit de Guillaume Machaut,

ob sont contées les amours de Messire Guillaume de Machaut et de Péronelle, dame

d'Armentitres, avec les lettres et les réponses, les ballades, lais et rondeaux dudit

38a, Machabey, Etudes de Musicologie pré-médiévale, suite d'article
dans la Revue de Musicologie (1935-36) 11, 329, cited in Chailley, p. 242,
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Guillaume et de ladite Péronelle."3? This purports to be the true story of the
Machaut-Péronne relationship, and the term almost reverts to Jauss's explanation

of veritatem dicere as being antithetical to fiction (see p. 19 above), the difference

being the profane content of Machaut's dit. Machaut wrote other dits and several
jeux-partis, but he had a nostalgia for the old forms and courtly themes which is not
typical of his century. On the other hand, Eustache Deschamps was enamoured of
the new genres and wrote prolifically on a variety of subjects in the commentator-

journalist tradition, if not the style, of Rutebeuf. We might mention two of his dits

in this connection, the Dit du gieu des dez and the Dit des quatre offices de I'ostel

du roy, the latter being a dramatic morality debate "& jouer par personnages".
Froissart wrote a Dit du florin, and Christine de Pisan a Dit de la rose, but in line
with the transformation of the jongleur into the "man of letters", the dit is much less
in evidence in the 14th century than in the 13th, and becomes virtually synonymous
with "poem",

By the 15th century, the theatrical potential of the fabliaux will develop

into farce; allegory will evolve into the morality play, and Rutebeuf's Herberie

will be rightfully accounted a monologue dramatique. The dit, having outlived its

usefulness, will pass into oblivion,

Let us now take another look at the selections in Manuscript A, May it not

Fror a sympathetic treatment and analysis of the Veoir Dit, see Gustave
Cohen, La vie littéraire en France au Moyen-Age, pp. 274-288. Cohen considers
it "un joyau unique de notre littérature". Also, cf. Chailley, p. 242, on the dual
talents of Guillaume de Machaut: "Il écrivait ses vers sans toujours penser a la
musique qui les accompagnerait: le Veoir Dit nous révale que plusieurs de ses oeuvres
n'avaient d'abord été écrites que comme poésies pures, et furent mises en musique plus
tard, & lademande de Péronne." According to Chailley, Machaut and Adam de la

Halle were both poets and musicians and not really "pote-musiciens”.
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be said of all of them that they are works of the jongleur Rutebeuf, in his rolesof
commentator, publicist, or entertainer? Do they not all appear to be recitations,
without music, intended for performance? If we conceive of the dit as denoting
the writings of a trouvere, intended to be spoken instead of sung, it may be a
fabliau, an allegory, a diatribe, a personal lyric, a débat, or pious tale. It may
be long or short, serious or comic, varying in content. Even the Miracle de
Théophile would be covered by such a definition.

Viewed as the medium of expression for a new kind of poeiry, divorced
from music, tovering a variety of intents, subjectsand genres, the destiny of the
dit would appear to have been tied fo that of the jongleur. Like him, it evolved
in the 12th century, rose to its apogee in the 13th, declined and changed character
in the 14th, Like him, it may be said fo have had a dual role--to demonstrate the
poetic worth of the writer and the virtuosity of the performer. In terms of chronology,
nature, and function, the dit emerges as the special genre of the jongleur who was
a poet performer rather than a musician.

Performance, then is implicit in the dit of the 13th century, as it is in the
role of the jongleur. Rutebeuf was not a singer, but a teller of tales, a performer-
poet whose economic well-being depended upon his popularity with the masses.
Although it would appear from his works that he preferred the role of poet, a man of
humble origin with no patron to sponsor him must needs earn a rept;tafion as a per-
former before he can claim to have the ear of the people. It is significant that his
contemporary, Adenet le roi, assured of bed and board and the protection of a

seigneurial court, clung to the courtly traditions and genres, whereas Rutebeuf,
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obliged to win his own following, catered to the demands and interests of a wider
and less aristocratic public. Having arrived at a point of eminence where he could
influence public opinion, he would have to maintain this position to sustain his
value to prospective patrons. A 13th century poet could ill afford to separate his
two functions, His fame and his livelihood as a writer depended on performance so
that, at all times, he must keep his audience in mind, striving to interest, delight,
and manipulate them to his purpose.

By what means did he accomplish this? Inherent in the term performance is
portrayal before an audience. It solicits the participation of the hearer-spectator
in a joint experience. To achieve this end, the performer will resort to sundry
techniques, as old as man, which have demonstrated their effectiveness in performer-
audience interrelation, for the successful performer is always alert and attuned to
the mood and desires of his audience. While performance is generally associated
with drama, it is not limited to the theatrical realm, A violinist performs a concerto,
A priest performs a ritual. A lawyer performs to a jury. If they perform in such a
way as to appeal not only fo the eye and the ear, but to the viscera and the intel-
lect, the performance may be said to contain dramatic elements, though it is not,
properly speaking, drama. Chambers defines "drama" as implying "impersonation
and a distribution of roles between at least two performers” (I, p. 81).40 By
"dramatic" | understand having aspects usually associated with portrayal, causing

to stand out in vivid relief, lending a living dimension to, having multiple sensory

40Eor his discussion of dramatic elements in the minstrel repertory, see
pp. 77-86.
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appeal. Performance implies the use of dramatic techniques.
It is the purpose of this study to examine the effect of performance on the
writings of Rutebeuf. In what ways did the all-pervasive presence of his public
affect the form, iu;\tent, genre, action, devices and language of the jongleur ?

Chapter 1 will seek to define the criteria to be applied.



CHAPTER 1
Definition of Criteria

Huizinga, in his admirable study on the play-element in culture, links
play to every human endeavor--language, ritual, law, war, myth, poetry, the
arts, philosophy--in that it reproduces many of the fundamental forms of social
life. "Ritual grew up in sacred play; poetry was born in play and nourished on
play; music and dancing were pure play...We have to conclude that civiliza-
tion in its earliest phases, played" (p. 173). He defines "play" as an "activity
which proceeds within certain limits of time and space, in a visible order, ac-
cording to rules freely accepted, and outside the sphere of necessity or material
utility, The play mood is one of rapture and enthusiasm, and is sacred or festive
in accordance with the occasion. A feeling of exaltation and tension accompa-
nies the action, mirth and relaxation follow" (p. 132). One might say, broadly
speaking, that this definition applies to drama, Indeed, of the three forms of
poetry Huizinga distinguishes--lyric, epic and drama--only drama, by its nature
and function, "remains permanently linked to play...Drama is called 'play' and
the performance of it 'playing' (p. 144).

Further characterizing play as a "contest for something or a representation
of something" (p. 13), he designates it as an essential human need, and points to
its presence in animals as proof that it antedates civilization. Inherent in play
as contest (or c:_g_o;n)l and representation (or performance) are the dramatic elements

which, as Chambers has shown, abound in the folklore of all ethnic groups (v. 1).

27
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The similarity of their origin is striking. They appear, in one form or
another, in the sun and rain charms, the fertility rites, the sacrificial cakes and
wine, the processions, festivals and contests of sacred play. Vestiges of pagan
ritual were superimposed upon Christian worship, and clung stubbornly, despite
the hostility of church and state. Early Christian Rome did its best so suppress the

|udi.2 In Moritur et Ride, Salvian demanded that Christians renounce the spectacula

in their baptismal vows. Chagrinned at the defeat of their once-supreme Empire by
the barbarian hordes, embittered Romans held that fascination for spectacle was
responsible for weakening the moral fibre of their countrymen, who preferred the
theaters and arenas to the battlefield. This play orientation of the Mediterranean
people was not shared by their more primitive Germanic conquerors. Yet so strong
was this drive that, in the 6th century, the Ostrogoth, Theodoric, "King of the
Goths and the Romans", was obliged to defer to popular demand and continue the
spectacula which he himself despised as an unwholesome influence upon the people.
And in the 13th century, Thomas Aquinas acknowledged, "Sicut dictum est, ludus
est necessarius ad conversationem vitae humanae., "3

Speaking of medieval liturgical drama, Young states that "No other dramatic

1Agon is the Greek word applying to combat or contest and, according to
Huizinga, was one of the chief elements in Greek social life. The Greeks staged
contests for everything offering the possibility of a "fight", such as beauty contests
for men, singing contests, riddle-solving contests, keeping-awake and drinking

contests (pp. 71-73).

2 {he Latin word ludus, carrying a semantic etymology of "feigning" or
"taking on the semblance of", was used to indicate the whole gamut of play--
childrens' games, recreation, gladiatorial combat, chariot racing, games of
chance, sacred ritual and theatrical performances (Huizinga, pp. 35-36).

3Summcm theologiae, Il, 2, quest, 168, art, 3




.
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tradition engendered it, or dictated its form or content."¥ It owed its genesis,
os did the Greek drama, to the human impulse towards sacred play, While claim-
ing no direct descent for liturgical drama, both Young and Chambers distinguish
three dramatic traditions as persisting throughout the medieval period:
(1) The literary drama of pagan antiquity:

Aeschylus, Sophocles, Euripides, Aristophanes and Menander were
unknown fo 13th century France. It was not until the Fall of Constantinople in
1453 that the Greek scholars fled to the West, bringing their precious manuscripts

with them. True, the Latin scholars of the Middle Ages were familiar with the
comedies of Terence and Plautus, and the ten tragedies of Seneca were adequately
preserved, although there is no indication of a wide-spread knowledge of them
before the 14th century,

Yet, these medieval scholars had some misconceptions about Roman
dramaturgy. The terms tragoedia and comoedia in the Middle Ages referred to
narrative rather than dramatic form, and were of fixed tone and content. Tragedy
began happily, and ended with misfortune, was written in an elevated style, dealt
with important events in the lives of persons of consequence. Comedy began with
misfortune and ended happily, was colloquial in style, and dealt with the lower
ranks of society, often with illicit love (Young, pp. 4-5). By these definitions,
Ovid's elegies would be considered tragoedia, Virgil's eclogues, comoediq,
Dante's epic a true "comoedia divina" and the narration of Chaucer's monk short

fragoedia.

——

4Karl Young, The Drama of the Medieval Church (2 vols.; Oxford: 1933),
ll P. 6.
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While Plautus was generally neglected during this period, the plays of
Terence were relegated to the classroom, his spare style lending itself to the
formulation of ethical precepts for pupil edification. In the 10th century, the
nun, Hrotsvitha of Gandersheim, wrote six plays in the manner of Terence, which
she herself indicated were to be read, ignorant of the fact that Terence's works
had been intended for dramatic representation (Young, pp. 4-5).
(2) The repertory of the mime:

Authorities are generally agreed that the traditions of the ancient scenici,

histriones, and mimi, while undergoing change, yet survived into the Middle Ages,
emerging as jongleurs, whose role as performers is particularly germane to this
study. (The jongleresque tradition remains alive in our times in the Calypso singers
of the West Indies, the troubadours of Yugoslavia and the Brazilian bards of the
backlands who engage in verse duels at rural fiestas, reminiscent of the contests of
the Sophists in ancient Greece.)

(3) Folk drama :

Originally a rite performed in a sacred enclosure by members of primitive
groups at seasonal festivals, folk drama had its inception in symbolic representation
that was more than imitative of the desired results in that it sought to reproduce
them by methectic action. Huizinga cites the ancient Chinese ritual where music
and dance were needed "to keep the world in its right course and to force Nature
into benevolence towards man" (p. 14). The performance was crucial to assure the
ripening of crops, and considered indispensable to the welfare of the social group.
Long after its sacred purpose was lost sight of, the ritual persisted, as in the case

of the Feast of Fools and the topos of the quéte which Chambers has treated fully
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(1, p. 211 ff). Here again, the ritual, if not its mystic import, survives in our
times in the Maypole dances and the American custom of "trick or treat" at Hallow-
een,
This deep-rooted drive for dramatization, which has manifested itself in-

dependently in various world cultures, Aristotle called mimesis plus harmony-

rhythm, It is cogent o point out here that Huizinga is unable to describe play in
other than mimeto-rhythmic terms.s If we accept his thesis that play is older than
civilization, then the mimeto-rhythmic drive antedates drama and the Aristotelian
analysis of dramatic elements, although stated in terms of tragedy are universal

in import., True, writing in the 4th century B.C., Aristotle looked back upon the
Periclean dramatists who certainly belonged to the Golden Age of Greek civiliza-
tion. It would be patently unjust for us to apply the criteria of so sophisticated an
age to medieval culture. Yet, if mimesis and rhythm are essential human needs,
then dramatization, wherever it develops or at whatever period it occurs, will
have certain common aspects. It is these that | shall attempt to isolate and define,

using Aristotle's Poetics as a point of departure,

What is meant by mimesis? Broadly speaking, it is the portrayal of life
through art, It may be a painting, a piece of sculpture, a dance, a play--but

whatever form it takes, essentially it imitates life. To be sure, we are concerned

Sn his words, "Our point of departure must be the conception of an almost
childlike play-sense expressing itself in various play-forms, some serious, some
playful, but all rooted in ritual and productive of culture by allowing the innate
human need of rhythm, harmony, change, alternation, contrast and climax (italics
mine) to unfold in full richness. Coupled with this play sense is a spirit that strives
for honor, dignity, superiority and beauty. Magic and mystery, heroic longings,
the foreshadowings of music, sculpture and logic all seek form and expression in
noble play..." (p. 75).
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here with its dramatic aspect. To dramatize is to give a deeper dimension to
reality by creating an illusion of reality with which the spectator can readily
identify, and to which he can relate because it enacts what he knows and per-
ceives, highlights and focusses on ideas, symbols, or abstractions which he has
understood dimly but been unable to concretize fully for himself,

By harmony-rhythm, we understand movement to measure, the elements
of rise, fall, flow, alternating and recurring beat or cadence, encompassing
Dance, Music, Language and the union of word and melody that we call Song.

Apart from its mystic aspect, as exhibited in ritual, mimesis is a tool for
teaching and learning, and experiencing vicariously. It may be conscious or un-
conscious. Dream, nightmare, hallucination, réverie, all are mimeto-rhythmic
manifestations. Although they occur in the imaginary world, they imitate elements
of reality and may be said to have dramatic content. So also does the play of a
child. The little girl thrusting an imaginary spoon towards her doll's lips, saying,
"Eat your spinach or you can't have any ice cream, " is enacting the "mother role"
as she has perceived and assimilated it. |If she becomes aware of her mother, smil-
ing on the sidelines, she may repeat the scene, intensifying gesture, perhaps using
props, or even reversing her admonition to, "Eat your ice cream or you can't have
any spinach." Then, what has been private play becomes deliberate performance,
calculated to provoke laughter or win approval. This has the elements of drama
cited by Chambers--"dialogue, impersonation, distribution of roles between two
performers" --and adds another essential ingredient, the audience.

Having recognized mimesis-rhythm as a basic human drive, let us consider

the dramatic elements which implement it. Aristotle sets forth six essential elements
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for drama : Plot, Character, Thought, Diction, Spectacle and Song.6 In his
"Preliminary Observations”, Fergusson tells us "The arts may be distinguished in
three ways : cccording fo the object imitated, the medium employed, and the

manner" (p. 4). Plot, Character and Thought are indicated as objects of mimesis;

Diction as manner of mimesis; and Spectacle and Song, medium of mimesis (p. 62).

In these terms, with certain relevant modifications to be explained, | propose to
establish the following structure of dramatic elements and their definition.

We have seen that the purpose of the jongleur was to please and instruct
through performance (i. e. mimesis plus the natural sense of harmony-rhythm)
achieved through:

1. Dramatic FORM.,

For our purposes, form will be limited to monologue and dialogue. A
monologue occurs where one person speaks at length to another, or to a group of
persons. In a broad sense, then, every piece of writing, every speech or oration
is a monologue, in that there is confrontation between author-performer, or reader-
audience, with one doing the speaking and the other, the listening. There is,

however, monologue with avowedly dramatic intent, such as the Dit de |'Herberie,

which will seek mimetic effect through characterization, thought, gesture, voice
inflection, even pantomime or mimicry.
By dialogue, we mean an interchange between at least two persons, possibly

more. One speaks while the other (presumably) listens, then replies while the first

SAll quotations from the Poetics are based on the S. H. Butcher translation
with an introduction by Francis Fergusson, (New York: Hill and Wang, 1961),
hereinafter referred to as Poetics,
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speaker listens. Under the dialogue form would be included such genres as the
tengon (or disputaison) a poetic debate in which first one, then the other protagon-
ist speaks to a specific question which may be serious or comic in intent; and the

poeme dialogué, such as the Sacristain et la femme au chevalier which, though

dealing with a miracle is not a play, since it was meant to be performed by one
person, who narrates the whole while playing the roles of the protagonists. This
form was intended to demonstrate the virtuosity of the jongleur and contained the
mimetic qualities of plot, character and thought, and the rhythmic properties of
voice (falsetto for the lady, baritone for the sacristain), gesture, and rhetoric.

It must be borne in mind that the term "dialogue" is being used here to
distinguish form and is not intended in the broad sense indicated by Aristotle as
Olsen interprets him: ", . .dialogue is ‘governed by probabilities of character,
thought, emotion, action, circumstance...by the nature of the depiction...
realistic or fantastic...by convention, as well as by the kind of theater for which

it was intended."” He sees it as encompassing "all the verbal acts which the per-

sonages perform, . in short all the things that people can do to each other by means
of words™ (p. 138). To be sure, in the course of this study, it may become neces-
sary fo use the term in both its narrow and broad implications, but the difference
in intent should be readily determinable by the context.

From the standpoint of form, the play or drama may be included under

dialogue. In accord with Manley, Young defines a play as a "story presented in

7E|der Olson, The Theory of Comedy (Bloomington : Indiana University
Press, 1968), p. 138, hereinafter referred to as Comedy.




35
action, in which speakers or actors impersonate the characters concerned" (1, p. 80).
Unlike Chambers, he does not consider dialogue essential for a play. This would
mean that pantomime would qualify as drama, as would monologue if the speaker
impersonated someone else, and a story were presented in action. For our purposes,
this definition is too broad. While we cannot rule out the possibility of pantomime
as a mimetic adjunct to a performer’s speech, in this study a play will be understood
to include dialogue, impersonation, a distribution of roles between at least two
performers, designed to be enacted before an audience.

Since mimeto-rhythmic appeal is the essence of dramatic quality, dialogue,
though not necessarily dramatic in itself, becomes so when used in combination
with characterization, plot, and diction. A combination of all, or almost all,
elements produces drama, A combination of some elements produces mimeto-
rhythmic appeal which enhances performance. Dialogue used as a rhetorical device
designed to be read, though it may have sensory appeal, calls for imaginative per-
ception by the reader instead of physical perception through a multi-medial ap-
proach. It cannot therefore be considered mimetic.

2. Dramatic INTENT.

By intent | mean the author's purpose in creating and presenting the work
(for we assume dramatic intent in the jongleur's performance.) Is his intent essen-
tially serious or essentially comic? The term serious may be defined as having a
high moral purpose, arousing to action through fear-pity, indignation, a sense of
justice, or similar sentiments. It would be linked closely to the news commenta-
tor -editorialist-publicist function of Rutebeuf. A “serious intent", according

to Olson, "endows with worth. . .exhibits life as directed to important ends"
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(Comedy, p. 36). In these terms, comic intent would have a low (or lower) pur-
pose, would seek to arouse to action through laughter, using satire, irony,
parody-burlesque, or whatever might point up incongruity. This would be linked
to the entertainer function of Rutebeuf. Though tragedy would certainly be serious
in intent, it is simply one aspect of serious intent and not the whole of it. A
serious goal is not necessarily tragic. In terms of a 13th century jongleur, it
might be merely to instruct, or edify, or arouse to action. Nor, conversely, is
a comic intent always "worthless" or directed only to "unimportant" ends. In-
deed, it may well have the same purpose for the jongleur, to instruct, or edify,
or arouse fo action, The difference lies in what Aristotle calls manner of presen-
tation, and what | designate as tone.
3. Dramatic TONE.

Tone is so closely allied to intent in the effect produced that they very
nearly form an entity and there is a phrasealogy common to both. Three types of
tone may be distinguished: tragic, comic, and bawdy, recognizing possible fusions
and combinations, such as tragi-comic, or bawdy-comic. By tragic tone is meant
the creation of an atmosphere or situation conducive to the contemplation of high
purpose. The tragic tone takes a grave view of the dramatic situation, endows it
with a sense of crucial importance and significance. In Aristotelian terms, Olsen
defines "tragedy" as "exhausting pity and fear by arousing these emotions to their
utmost and by providing them with their most perfect objects; it excites concern
and directs it into its proper channel; it brings the mind into its normal condition
by energizing its capacity for painful emotion" (p. 36). Traditionally, tragedy

has dealt with such themes as vengeance, incest, murder, rape, pestilence,
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jealousy, seeking equality with the gods, but the content in itself is neither
tragic nor comic nor bawdy. What determines the tone is its manner of presenta- |
tion. Treating such themes with solemnity, couching them in sublime poetic form,
wringing the last ounce of emotion from their portrayal results (in an artist of con-
summate skill) in tragedy. (In less skillful hands, the result may well be melodrama.)
The convention of our times often affects our attitudes. The atmosphere of the
Louvre is hushed, We regard its paintings with awe, our reaction predisposed by
the knowledge that the work of a second-rate artist would not be exhibited here.
We would be shocked to find a cartoon hung in its hallowed premises, for we as-
sociate cartoon with derision and laughter. Yet, if a cartoon were hung in the
Louvre, we would search it carefully for some universal truth, seek to discover
artistic merit in it, for we have been conditioned to expect worth and serious pur-
pose in the Louvre's offerings. Tone tells us how we ought to react,

If the tragic tone tells us the content is significant, the comic implies the
reverse. At the outset, we know we are not expected to take it seriously. The
clown enters the circus arena, his humanness travestied beyond recognition. He
is mute, his nose bulbous in a white-washed face on which lines of sadness or
despair have been boldly traced. His body amorphous in multi-color, ends in
enormous shoes that flap as he walks. Forthwith, he slips and falls into a bucket
of water from which he cannot remove his head. Are we deeply touched by his
plight? Do we feel an empathetic restriction in our own cranial area comparable
to what he must be experiencing? No. The moment he enters, we have our frame
of reference. Clowns are supposed to be funny. The predictability of our reaction

is crucial to his success as a performer. He has deliberately chosen the tone best
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calculated o produce the desired effect. For the comic tone seeks to create a
lighthearted atmosphere or situation, conducive to laughter or amusement, and

has a low (or lower) purpose than the tragic. It exposes to ridicule, and puts its
confent at once into proper perspective. We are not expected to take such things
seriously, Thus, Olson tells us, "comedy and tragedy differ basically in the value
which they induce us to set upon the actions which they depict" (p. 39).

The bawdy tone, more venerable in origin and less literary than the other
two, traces its ancestry to the ancient fertility rite, and | am indebted to Cornford
for its explunation.8 The purpose of the ritual or "sacred marriage" (hieros gamos)
was to promote fertility of all kinds by means of mimetic magic. "A sexual union
is consummated or feigned in order that all natural powers éf fertility may be stimu-
lated to perform their function and give increase of crops and herds and of man
himself. Between the imitative rite and the natural events it is intended to cause,
there is the bond of sympathetic mimesis, cansisting in the actual likeness of the
act ritually performed to the desired event" (p. 65).

Another mimetic aspect of the rite is the choice of two performers to imper-
sonate the Earth-mother and the Heaven-father "whose rain falls in a life-giving
stream into the womb of Earth" (p. 65). At one stage in the development of this
rite, the role of the Heaven-father was representedby a bull, or a goat, or a ram,
and it was customary for the worshippers themselves to wear animal skins or masks.

It is not difficult to see in this the origin of the Satyrs, nor their relationship to

8rancis M. Cornford, The Origin of Attic Comedy (Garden City, New
York: Doubleday & Company, Inc., 1961), 54-66; 106-109; 111-12,
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the Satyr plays which accompanied the tragedies at Sth century religious festivals,
Later, in the Bacchic rites, Dionysius or the lesser god, Phales (who personified
the Phallus, symbol of procreation), would play the role of the fertility spirit.

Developing from this ancient rite, came the Phallic Song, sung alternately
between a Chorus and a succession of Leaders. It began by invoking the god's
presence:

"O Phales, Phales . Hymen, O Hymenaee . lo, Paian "
and continued with a ribald improvisation by the Leaders at the expense of various
individuals present. This latter aspect is of particular interest since it is the fore-
runner of our present-day locker-room humor concerned with man's bodily functions
and performance in bed and bathroom. Despite its unliterary origin, the bawdy
element concerns us because it appears in the fabliaux and formed part of the
jongleur's repertory,

The three tones may be summarized in the following terms. The tragic tone
exalts, and appeals to the godlike nature of man. The comic tone decries or ridi-
cules and appeals to the human nature of man. The bawdy, of earthy origin, leers
and appeals to the animal nature of man. Although these are the tones generally
associated with Greek drama, it is not my intent to limit their application to the
Periclean dramatists. Gilbert Murray postulated that tragedy stemmed from a
primitive ritual origin,9ond Cornford made a similar claim for Comedy and the

Seasonal Pantomime. While Cornford’s claim is still quite generally held among

IGilbert Murray, "Excursus on the Ritual Forms preserved in Greek Tragedy",
in Jane Harrison's Themis (Cambridge : 1912), 341 ff,
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cognoscenti, 105, 1965, Gerald F. Else seriously challenged Murray's hypothesis.
He traces the origin of tragedy from the elegiac and iambic verse of Solon, to the
institution of the Panathenean Festival by Pisistratus, in which Thespis, the first
actor-writer, competed. According to Else, "Tragedy did not begin as a transposi-
tion of epic material into dramatic form, complete with debate, conflict, battle;
it began as a self-presentation of a single epic hero. . .of the hero's situation, his
fate. . .the whole development of Greek tragedy from the beginning to the end of
its life span, was a flowering from this single root. .. nll Decrying the fact that
"tragedy is a fashionable genre nowadays", treated with respect by critics and
playwrights among whom a feeling prevails that "it is the highest and somehow
the 'truest' literary genre", Else affirms that "Tragedy is a rare and special plant;
not a universal form of serious literature but a unique creation born at a particu-
lar time and place" (p. 8). This is also Young's position on medieval liturgical
drama. Springing from man's undeniable mimeto-rhythmic impulse, drama evolves
to meet the particular needs of a particular public. It will hold certain tones in
common with other drama, and these are the ones | have sought to define as

generally applicable to performance.

There is a corollary to be noted here. We have seen that tone reflects

intent and sefs the guidelines for spectator reaction, If the tone is solemn, we

10}, the Editor's Foreword fo Cornford's work, Theodor H. Gaster says,
"We can now recognize that even if his particular analysis of the plays of Aristo-
phanes be highly dubious or even wholly untenable, his broad theory about the
origin of Greek comedy can still stand up on independent grounds. Much that
invited challenge. ..can now command assent when it is so richly illustrated, if
not actually confirmed, by more recent discoveries." (p. xxvii).

N Gerald F. Else, The Origin and Early Form of Greek Tragedy (Cambridge,
Mass.: Harvard University Press, 1965), p. 65.
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anticipate serious intent. But what happens when tone belies intent, when it is
contrary to expectation? For example, suppose our clown, head stuck in bucket,
were fo proclaim in Sophoclean accents:

Woe is me | Alas, alas, wretched that | am !

Whither, whither am | borne in my misery?
O, thou horror of darkness that enfoldest me,

Ay me . and once again, ay me .

How fast my head is 'prisioned in this bucket !
Here, the tone is tragic, the intent comic. Because the frame of reference for
clown is funny, laugh the audience will, and the effect produced is opposite to
- the tone implied. This divergence of tone and intent results in irony, a weapon

in the arsenal of satire.

4, Dramatic GENRE.

The term genre has a multiple connotation. First, broadly, it embodies
those classifications linked with serious or comic intent, such as tragedy-comedy,
allegory-parable-fantasy-dream, parody-burlesque, satire, polemic, hagiography

and similar categories. Secondly, it may be used in the narrower sense of type of

poem, within the broader framework, such as tengon, complainte, chanson, fabliau,

état du monde, voie de Paradis, and so on. We have also used it in terms of manner

of presentation fo characterize the dit, a spoken genre, ancestor of the poem with-
out music, intended to be heard, rather than read. Here again the context will
quite readily determine the sense in which the term is specifically used.
5. Dramatic ACTION,

There have been, and will doubtless continue to be, many interpretations
of Aristotle's connotation for action (praxis). Butcher explains it as art seeking to

re produce "a psychic energy working outwards", and Fergusson elaborates this as
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the "whole working out of a motive to its end in success or failure" (Poetics, p. 9).
As he interprets Aristotle, action (praxis) and passion (pathos) combine to arrive

at theoria, or "contemplation of truth™. In philosophical rather than dramatic

terms, praxis is active, moving towards a desired goal; pathos is passive, encoun-
tering something it cannot control or understand and is moved by the encounter,
The first is rational and consciously controlled; the second, affective and beyond

control. This reflects Kenneth Burke's "tragic rhythm of action"--Purpose (praxis)
12

to Passion (pathos) to Perception (theoria)--which he applies to literature. ' In
purely dramatic terms, Olson defines action as impersonation which "can be repre-
sented directly or indirectly, by external behavior. 13

If we combine these concepts and define action as the "whole working out
of a motive to its end in success or failure, through impersonation represented by
external behavior", it becomes apparent that we encompass the first three of Aris-
totle's six dramatic elements--Plot, Character and Thought, the objects of mimesis.

Speaking of tragedy as "an imitation of an action, and of the agents mainly
with a view to the action", Aristotle gives Plot, which he defines as "the arrange-
ment of incidents", primacy over Character, or "the agents of the action". Both,
however, are secondary to Thought (dianoia), described as the "faculty of saying
what is possible and pertinent in given circumstances. . . the art of rhetoric". The
ramifications of Thought, as defined by Aristotle, belong quite properly in the

realm of Language, but to label the motive aspect of Thought related to Action

12K enneth Burke, Counterstatement (New York : 1957),

13€ | der Olson, Tragedy and Theory of Drama (Detroit: Wayne State
University Press, 1961), p. 19, hereinafter reterred to as Tragedy.
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I should like to use the word "theme",

For the purposes of this study, then, "action" is understood to mean the
interrelated movement between:

Theme: or the unifying principle which binds Plot and

Character together, representing the concepts
the poet seeks to portray, or the story he wishes
to tell.

Plot: or the basic, structural form of the drama, the

choice and sequence of incidents which will
prove or disprove the motive, or Theme. A
plot may be descriptive or didactic, and the
incidents of which is is composed may be similar
or dissimilar in pattern, but they exist only to
express the Theme.

Character: or the delineation and motivation of the human

counterparts through whom the Theme and Plot
are implemented. Character may be revealed
in dialogue (through Thought) or in incident
(through behavior).

We have seen that, for Aristotle, Plot takes precedence over Character in
tragedy. With respect to comedy, the situation may be reversed, with Character
superseding Plot. Yet, whatever the hierarchy may be, it is the combination of
these three elements that comprise Action. For, as Olson indicates, everything

arises out of action, which must be primary and comprehensive, not incidental
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to declamation, song, dance or anything else (Tragedy, p. 9). This becomes clear

in Adam de la Halle's Jeu de la Feuillée, where there is no unifying thread (theme)

to hold the play together, so that the incidents (plot) occur without discernible se-
quence or order. Characters gather, chaff each other, leave, make way for other
characters who do the same, the fairies sing, there are changes of scene and décor,
the tone is lighthearted and ribald, but all seems aimless. Primacy is given to
character, diction, spectacle and song. However entertaining a diversion it may
have been for the good folk of Arras who understood its jibes and raillery, as
theater it is froth rather than substance, since there is neither theme nor plot for
its characters to implement.
6. Dramatic DEVICES.

As the term Action has been used to encompass the objects of mimesis --

Theme, Plot and Character--the term Devices is intended to describe the manner

and medium of mimesis--Diction, Spectacle and Song. Devices implement Action,

their dual function being to enhance Thought in the broad sense of dianoia.

Strictly speaking, Thought is not a dramatic element. Fergusson sees it as referring
to "a very wide range of the mind's activities from abstract reasoning to the per-
ception and formulation of emotion" (Poetics, p. 25). Yet, all dramatic elements
derive from Thought and indeed we cannot define Plot, Character, Diction,
Spectacle, or Song except in terms of Thought. Conversely, Thought while not

in itself mimeto-rhythmic, owes its existence to the mimeto-rhythmic elements
which give it life. Thought with respect to Action (designated as theme) represents
motive. Thought with respect to Devices represents "the perception and formulation

of emotion" aspect of Fergusson's definition.
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For our present purposes, the components of Devices are defined as:

Diction:

Spectacle:

Song:

The delivery of Thought and Action through
voice, inflection, gesture, grimace, panto-
mime, mimicry or any other means of effec-
tive portrayal. Diction, viewed as the art

of acting can illumine Thought or lessen its
effectiveness. In this sense, Thought is de-
pendent on the actor's performance for its
mimetic apprehension and interpretation.

The heightened portrayal of Thought and
Action by means of costumes, props, scenery,
dance, procession, contest, or some other
form of rhythmic movement. Like acting,
Spectacle enhances apprehension and inter-
pretation of Thought through multi-sensory
appeal, but its implementation is the province
of the producer rather than the poet. The
poet can envision and prescribe Spectacle;
the producer-performer animates it.

The use of music to implement Diction and
Spectacle. Here again the appeal is rhythmic
and encompasses instrumentation (from the beat
of a drum, or blare of a trumpet to a full or-

chestra) and the human voice in solo, duet,
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trio, quartet or choral singing. Music sets the
tone of Spectacle. It may be lighthearted and

gay, as in the Jeu de Robin et de Marion of

Adam de la Halle, or pious and uplifting, as
in the Te Deum which terminates the Miracle
de Théophile.

7. Dramatic LANGUAGE.

Language, like Spectacle and Song, is a medium of mimesis. While not
in itself mimeto-rhythmic, its manipulation is basic to the implementation of Plot,
Character, Thought and Diction and as such, it is germane to this study. Further,
we can assess Rutebeuf's awareness of his audience only in terms of Language,
since there is no other evidence on which it may be based. In Aristotelian terms,
Language would be considered an adjunct of both Thought and Diction. Under
"Thought", he tells us, "is included every effect which has to be produced by
speech, the subdivisions being proof and refutation; the excitation of feelings,
such as pity, fear, anger, and the like; the suggestion of importance or its op-
posite" (Poetics, XIX 2, p. 93). Since by Diction, Aristotle understands "delivery
of Thought and Action", its relationship to Language is apparent. Yet Diction,
as the art of acting can be expressed in other than Language form, such as
gesture, grimace, pantomime and rhythmic movement, while Thought relies for
its communication on the unit of Language called Word., A complex organism
determined by lexical, phonological, morphological, syntactical and rhythmic
properties, Word is to Language as Note is to Music, and in the same way that

music enhances Spectacle, Language expresses Thought. In my view, therefore,
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the Language-Thought entity is reciprocal, with neither able to fulfill its function
fully without the other. If Thought requires a medium of expression, Language
needs ideas to express.

It is within this framework that | use the term Dramatic Language, under-
stood fo mean Language utilized for mimeto-rhythmic effect, most often a con-
comitant of poetry. As Huizinga sees it, "all poetry is born of play--the sacred
play of worship, the festive play of courtship, the martial play of the contest, the
disputatious play of bragadoccio, mockery and invective, the nimble play of wit
and readiness" (p. 129). We can discern in these mimeto-rhythmic activities the
various poetic genres discussed in the Introduction.

Accordingly, the components of Language to be distinguished are:

Lexicon: or the relationship of vocabulary to tone-intent-

action. What words are used? How are they
used? Why are they used? In what way do they
affect the reaction of the listener? Is there a
specialized vocabulary? A particular semantic
value? Olson says: "The history of poetry offers
no evidence whatsoever that any word or style or
device of language is per se inadmissable to poetry,
or that any is per se constitutive of poetry. Good
poetry has been written in every conceivable kind
of diction; conversely, the mere use of a given
diction has never been sufficient in itself to

produce poetry" (Tragedy, p. 258).
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Grammar:

Versification:
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Lexicon must be viewed in terms of the 13th century
and much may be lost to the modern reader through
the carelessness of a scribe, or ignorance of a meta-
linguistic frame of reference which obscures a pas-
sage or invites equivocal interpretation,
or Morphology and Syntax, the form of words and
their structural relationship to each other, Zumthor
holds quite rightly that "une poétique tient sa nature
de la langue & laquelle elle s'applique" (p. 47). It
has its roots in linguistics and depends for its effects
on the language's structural advantages or limitations.
or the mimeto-rhythmic qualities of assonance, rhyme,
cadence and meter, which dramatize Thought in the
same way that gesture emphasizes Diction and music
heightens Spectacle. Why, Huizinga asks, does man
subordinate words to measure, cadence, rhythm,
beauty, emotion? Because the verse form is the most
satisfying means of expressing solemn and holy things.
In virtually all human society, poetry precedes prose
for its harmono-rhythmic beat not only moves man
emotionally but intensifies his apprehension of Thought.

Olson distinguishes verse as having two chief
functions in the theatre: "--the acoustical one of

making the words carry better. . .and the dramatic
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function proper of imitating as closely as possible
the inflection, accents, and rhythms of speech
where these are signs of character, thought or
emotion" (Tragedy, p. 259).

Rhetorical
Form: or devices of rhetoric, such as anaphora, divisio

per verba, interpretatio per literas, annominatio,

and others dealt with in Faral's work on the "arts
poétiques” of the period, 14 a5 well as proverbs
and proverbial expressions which Rutebeuf used
widely,

Rhetorical
Figures: or figures related to imagery, such as onomatopoeia,

metaphor, metonymie, periphrase, hyperbole, analo-

gy , synecdoche, allegory, prosopopeia and others,

The Rhetorical Form and Figures are the truly mimetic aspects of poetry,
translating Word into Image and Symbol, embellishing Thought. Versification is
the rhythmic aspect of poetry, translating Word, Image, Symbol and Thought into
beat and cadence. But it is the poet himself who, working within the limits of
grammar and lexicon, manipulates Thought, Word, Image, Symbol and Versification
into the art we call Poetry. And if, as in the case of Rutebeuf, he is a performer-
poet, it is the Language-Thought entity to which we must address ourselves in our

search for dramatic elements.

14E. Faral, Les arts poétiques du Xlil€ et XIlI® sizcles (Paris: Honoré
Champion, 1910).
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With this in view, | shall seek to apply the above-defined criteria of

Form

Tone-Intent

Genre

Action

Devices

Language
first to Rutebeuf's poems of serious intent; next to his poems of comic intent; and
last and most fully to the poems of avowedly dramatic intent, to ascertain what
elements occur, and the relationship that exists between Tone-Intent and Form,
Genre, Action, Devices and Language. Further, | shall attempt to evaluate

Rutebeuf's awareness of his audience and the concessions he makes to this aware-

ness in his writing. In this way, | hope to assess in concrete fashion, the effect

of performance on Rutebeuf's poetry.






CHAPTER 2

Poems of Serious Intent -- Crusade and Polemic
In the foregoing chapter, we recognized two entities: Language-Thought
and Tone-Intent, interpreted as follows:
Language, as the MEDIUM of expression
Thought, the IDEAS to be expressed
Intent, the author's PURPOSE
Tone, the MANNER of treating purpose
We might, with equal justification have linked Language-Tone (medium and manner)
and Thought-Intent (ideas and purpose), but to do so would be to neglect the basic
interdependence established between Language and Thought and between Tone and
Intent. These four elements, however linked, constitute the area of investigation
in this study., We are looking for two things: (1) What dramatic elements may be
discerned in Rutebeuf's poetry and what relationship, if any, they bear to Tone-
Intent; (2) How LanguageThought indicates the poet's awareness of his audience.
In the next three chapters | shall deal with those poems in which the theme
indicates the author's intent as serious, i. e. "having a high moral purpose, or
arousing to action". Their emphasis is on the Thought expressed rather than on
the performer. By theme and treatment, they are linked to the news commentator-
editorialist-publicist function of the poet, and listed according to title, date,

theme, and genre in Appendix A,
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These are the poems which have earned for Rutebeuf the right to be con-

sidered the premier podte engagé of French literature. They underscore his sense

of poetic mission, the need "pour agir sur les esprits, pour faire prévaloir une idée
ou un sentiment, pour entrafner une adhésion" (F&B, 1, p. 47). His diatribes a-
gainst man's vices and the Mendicant Orders, his antipathy to the Pope, his criti-
cism (though not wholly disinterested) of Louis IX, his devotion to the Holy Virgin,
reflect the prevailing preoccupations of his century,

Perhaps it would be well at this point to consider the mental and spiritual
attitudes of Rutebeuf's audience. Henry Osborn Taylor characterizes medieval man
as "not spiritually self-reliant. . .Subject to bursts of unrestraint, he yet showed no
intelligent desire for liberty. He relied on God or, more commonly, upon the super-
natural. He also looked up to what he imagined the past to have been, and was
prone to accept its authority. He was crushed in the dust with a sense of sin; he
was ascetic in his deeper thought. He was also emotional and with heights and
depths of emotion undreamed of by antiquity. He had no clear-eyed perception of
the visible world. What he saw he looked upon as symbol; what he heard he under-
stood as an allegory. For him reality lay behind and beyond, in that which the
symbol symbolized and the allegory veiled."!

In itself, reality had little to recommend it. Shelter, even in castles, was
inadequate against the piercing cold. Famine, disease and pestilence stalked man's
steps; his nights, black against feeble candleglow, masked untold terrors, wolves

and demons. Small wonder that medieval man showed "an astonishing sensibility

]Henry Osborn Taylor, The Classical Heritage of the Middle Ages (New York:
Frederick Ungar Publishing Co., 1957), p. 18.
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to what were believed to be supernatural mcmifesfcli'ions."2 Of what avail was
human effort against uncontrollable forces? In an inimical world, where the Devil
was as real as God, and as omnipresent, man recognized his impotence and accepted
it. In the main, he considered himself incapable of salvation through his own merit,
and relied on "the prayers of pious souls, . . .the merits accumulated for the benefit
of all the faithful by a few groups of ascetics, and...the intercession of the saints"
(p. 86).

The fear of Hell was all-pervasive, and salvation the primary preoccupation
of the times. In a world of absolutes and opposed extremes--Vice versus Virtue,
Lamb against Viper, Sinner against Saint--Life was agon, the Psychomachian
struggle between God and the Devil for the possession of Man's soul. The sojourn
on earth was seen merely as the novitiate which led to Judgment Day, and predeter-

mined how one spent Eternity.3

2Marc Bloch, Feudal Society, trans. by L. A. Manyon (Chicago: University
of Chicago Press, 1961), p. /3.

A less grim aspect of life on earth is described in Huizinga: "Medieval life
was brimful of play: the joyous and unbuttoned play of the people, full of pagan
elements that had lost their sacred significance and been transformed into jesting and
buffoonery, or the solemn and pompous play of chivalry, the sophisticated play of
courtly love, etc. ...That was the case wherever medieval civilization built directly
on its Celto-Germanic past or on even earlier autochthonous layers. . . The initiation
and dubbing of knights, the enfeoffing of a tenure, tournaments, heraldry, chivalric
orders, vows--all these things hark back beyond the classical to a purely archaic past,
and in all of them the play-factor is powerfully operative and a really creative force.
Closer analysis would show it at work in other fields as well, for instance in law and
the administration of justice with its constant use of symbols, prescribed gestures,
rigid formulas, the issue of a cause often hanging on the exact pronunciation of a word
or syllable. The legal proceedings against animals, wholly beyond the comprehension
of the modern mind, are a case in point. In fing the influence of the play-spirit was
extraordinarily great in the Middle Ages, not on the inward structure of its institutions,
which was largely classical in origin, but on the ceremonial with which that structure
was expressed and embellished"<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>