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attitude toward digression. A few scattered examples should
amply demonstrate this trait:
But how this town com to destruccion
Ne falleth naught to purpos me to telle;
For it were here a long digression
Fro my matere, and yow to long to dwelle. I, 141-144
What sholde I make of this a long sermoun? II, 1299
What nedeth yow to tellen al the cheere
That Deiphebus unto his brother made,
Or his accesse, or his sikliche manere,
How men gan hym with clothes for to lade,
Whan he was leyd, and how men wolde hym glade? II, 1541-1545

But al passe I, lest ye to longe dwelle;
For for o fyn is al that evere [ telle. II, 1595-1596

What shold 1 lenger in this tale tarien? 1II, 1622

Withouten more, shortly for to seyne,
He most obeye unto his lady heste. ITI, 1156-1157

Resoun wol nought that I speke of slep,
For it acordeth nought to my matere. 111, 1408-1410

[ passe al that which chargeth nought to seye. TII, 1576

How myghte it evere yred ben or ysonge,

The pleynte that she made in hire destresse?

I not; but as for me, my litel tonge,

If 1 discryven wolde hire hevynesse,

It sholde make hire sorwe seme lesse. . . . IV, 799-804

And shortly, lest that ye my tale breke. . . . V, 1032
Repeatedly in the examples cited, Chaucer passes hurriedly over
material unnecessary to his story, even slighting some episodes
that might contribute--as, for instance, Criseyde's sorrow. This
impatience is reflective of, first, recognition of the staying power

of the audience, and, second, the consistent lack of digression

typical of the aural work. This impatience, this refusal to digress,
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has occasioned considerable critical comment, as, for instance,
Bronson's suggestion:

. . it is likely that in the matter of pro-

Tixity Chaucer's own instincts chimed with those

of his audience. There are signs enough in his

work that he was temperamentally not devoid of

a certain nervous impatience. He himself liked

to get ahead without much delay and circumstance.
In essence, then, occupatio here becomes a tool not so much of
classical rhetoric as of the aural mode.

It was mentioned earlier that the rhetor-poet's concern
will be either with amplification cr with abbreviation. Abbrevia-
tion, it has been noted, is pertinent to Chaucer's lack of di-
gression, but amplification is deserving of more extended comment
in that it applies most fully to the poet's development of his
theme., It will be remembered that aural poetry consistently dis-
plays a pattern of thematic repetition, both minor and major stress
on theme. In other works examined, this thematic stress is car-
ried by narrative and situational repetition. In Beowulf, for
instance, there is repeated narrative repetition as the singer
returns again and again to summarize events already past. Similar-
ly, the pattern of situational repetition is quite evident, as the
many digressions parallel the themes of the main story-line. In
the Troilus, however, there is little or no narrative repetition.

Chaucer simply does not return to retell events already past.

Neither is there any clear pattern of situational repetition; the

39Chaucer's Art,” pp. 15-16.
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poet's strict adherence to his central story, his refusal to di-
gress, does not admit it. How, then, does the poet develop the
pattern of thematic stress so necessary to the aural mode? Again,
at least part of the answer to this problem lies in the poet's

use of rhetorical techniques, including the tools of amplifica-
tion.

Among these techniques of amplification is sententia, the
epigram or proverb. As might be expected, such a prosaic and
conventionalized device easily becomes a dry, dead thing, better
put in the mouths of bores than in a viable work; Shakespeare'’s
Polonius comes immediately to mind.

It might be argued, however, that Chaucer makes of the
sententia a capable tool, particularly in its minor function as
a theme repetition, and thus escapes what might otherwise have
been a trap. As one example, we might note the proverb of Book
I, 841-849, which ends with the words "For if hire whiel stynte
any thyng to torne/ Than cessed she Fortune anon to be." Payne
notes that although this proverb promises eventual success to
Troilus in its reference to the continual turn of the wheel, and
thus fulfills the immediate purpose of the sententia, it goes
ever further: if Troilus had listened closely, he would have been

aware of the certainty that such success would not last.39 Thus

40The Key of Remembrance, p. 210.




the device serves a function beyond the immediate convention in
that it is expanded to include Chaucer's theme of the brevity of
earthly love.

In another example of the use of sententia, Payne notes
that as hope dims for Troilus in the last two books, Pandarus in-
creases in the frequency of his use of this device. In one respect,
we might arque, the purpose of these proverbs is to cheer Troilus,
and thus they appear little more than conventional. Payne, however,
suggests that they "remind us of the relationships between man,
woman, and Fortune which the poem illustrates.” (p. 210) We might
notice, for instance, Pandarus' lines in IV, 414-416: "And ek, as
writ Zanzis, that was ful wys,/ 'The newe love out chaceth oft the
old';/ And upon newe cas lith newe avys." Thus again the rhetorical
convention moves beyond its initial limitations and becomes a method
thematic stress, filling the need for the aural mode.

Another technique of expansion, the apostrophe, was noted
earlier as an introductory device. Of these apostrophes, Koretsky
suggests that '"Apostrophes do not advance the action; rather they

delay it."4) This comment seems strongly simitar to the complaints
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ATuThe yse of the Apostrophe in Troilus and Criseyde," p. 243.
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that the digressions in Beowulf delayed the action. Again, it is
arqguable that what appears to be a delaying movement actually fur-
thers the progress of the theme:

In Troilus and Criseyde, it is the system of
lyric and apostrophe, set within the struc-

ture of the narrative proper, which provides

the openings through which Chaucer may move ou&-
ward from the action into a larger evaluation. 2

The functions of these lyrics need careful consideration.
We have noted that in the aural work thematic stress occurs through
a variety of minor and major repetitions. The minor stresses in
the Troilus have been noted; it might well be argued at this point
that a major thematic stress is developed through the lyrics Payne
notes above. Payne isolates a group of ten lyrics, listed below,
which, considered in light of the aural necessities, seem to bear
particular significance:

I, 400-434 canticus Troili
11, 827-875 Antigone's song
II1, 1422-1442 Criseyde's aubade
I11, 1450-1470 Troilus' answering aubade
II1, 1702-1708 Troilus' second aubade
111, 1744-1771 Troilus' hymn to Love
IV, 958-1082 Troilus' predestination soliloquy
V, 218-245 Troilus® plaint, "Wher is myn owene lady"
V, 540-553 Troilus' plaint to the empty palace
V, 638-658 second canticus Troili

Payne notes that each of these ten lyrics comes at a major
point in the action, in each case accompanying a crucial develop-

ment in the story.43 Such a pattern is obviously too consistent

42Iﬂg Key of Remembrance, p. 184.

43IDS.EEIHQ£ Remembrance, p. 184.
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to be coincidental; it might be suggested, rather, that such lyrics
provide the thematic repetition and stress of key points common to
the aural mode. An examination of the lyrics seems clearly to sup-
sort this assumption.

The first canticus Troili, for instance, occurring in lines

400-434 of Book I, reads in part:

If no love is, 0 God, what fele I sg?

And if love is, what thing and which is he?
If Tove be good, from whennes cometh my woo?
[f it be wikke, a wonder thynketh me,

When every torment and adversite

That cometh of hym, may to me savory thinke,
For ay thurst I, the more that ich it drynke.

And if that at myn owne lust [ brenne,

From whennes cometh my waillynge and my pleynte?
If harm agree me, wherto pleyne I thenne?

I noot, ne whi unwery that [ feynte.

0 quike deth, 0 swete harm so gueynte,

How may of the in me swich quantite,

But if that I consente that it be?

And if that 1 consente, [ wrongfully

Compleyne, iwis. Thus possed to and fro,

Al stereless withinne a boot am [

Amydde the see, bitwixen wyndes two,

That in contrarie stonden evere mo.

Allas! what is this wondre maladie?

For hete of cold, for cold of hete, I dye. 1, 400-420
This lyric comes close after Troilus first sights Criseyde and thus
summarizes his suddenly smitten condition, his puzzlement with the
nature of love. Particularly in line 401, Chaucer poses a prablem
for the rest of the poem. What is the nature of love, its qualities
and effects? A bit further, lines 419-420, Troilus repeats the ques-
tion and summarizes his immediate quandary. Thus, in the space of a

few compact ltines, and combined with the sort of characterizing that
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aids in developing the struggle of the poem, Chaucer stresses for the
audience the immediate events and the direction of the material to
come.
A similar effective use of the lyric is demonstrated by

Criseyde's aubade, IIT, 1422-1442, and Troilus' reply. The two
tovers have just achieved the consummation of their passion, and,
knowing nothing of the misfortune yet awaiting them, lament the neces-
sity of parting for the day:

"Myn hertes 1if, my trist, and my pleasaunce,

That I was born, allas, what me is wo,

That day of us moot make disseveraunce!" TII, 1422-1424

And ek the sonne, Titan, gan he chide,

And seyde, "0 fool, wel may men the dispise,

That hast the dawyng al nyght by thi syde,

And suffrest hire so soone up fro the rise,

For to disese loveris in this wyse. [T, 1464-1468
In such lament, of course, the two lovers reaffirm their joy and love,
but it might be argued that the major thrust of these lyrics is the
ironic counterpoint they provide in light of the future events. The
fullest degree of this irony is seen only later, when the two face
not a brief day's parting, but eternal separation, and the triviality
of their earlier lament becomes apparent.

This irony in retrospect is also developed in Troilus' hymn

to Love in 111, 1744-1771, a part of which follows:

“Love, that of erthe and se hath governaunce,

Love, that his hestes hath in hevenes hye,

Love, that with an holsom alliaunce

Halt peples joyned, as hym lest hem gye,

Love, that knetteth lawe of compaignie,

And couples doth in vertu for to dwelle,
Bynd this acord, that I have told and telle.
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"That that the world with feith, which that stable,
Diverseth so his stowndes concordynge,

That elementz that ben so discordable

Holden a bond perpetuely durynge,

That Phebus mote his rosy day forth brynge,

And that the mone hath lordshipe over the nyghtes--
Al this doth Love, ay heried be his myghtes!

IIT, 1744-1757 (italics mine)
This joyful praise, in itself a summary of the mood of the
poem at this particular moment, again rings hollowly as events develop,
and thus again becomes a thematic stress culminating in the concluding
events of the poem.
In Book V, some of the irony of the earlier events has become
apparent in the wake of Criseyde's departure and her seeming slowness
in returning. Troilus' lyric in Tines 540-553 stresses the mood of
tense, troubled doubt appropriate for this stage of the poem:
Then <eide he thus: "0 paleys desolat,
0 hou. of houses whilom best thight,
0 paleys empty and disconsolate,
0 thow lanterne of which queynt is the light,
¢ paleys, whilom day, that now art nyght,
Wel oughtestow to falle, and I to dye,
Syn she is went that wont was us to gye!
"0 paleis, whilom crowne of houses alle,
Enlumyned with sonne of alle blisse.
0 ryng, fro which the ruby is out falle,
0 cause of wo, that cause hast ben of lisse.
Yet, syn I may no bet, fayn wolde I kisse
Thy colde dores, dorste I for this route;
And farwel shryne, of which the seynt is outel!”
The culmination of this irony and the final use of lyric to summarize

situation and stress theme occurs in the second canticus Troili, lines

638-658 of Book V. From his earlier state of glory, Troilus has pro-

ceeded to a state of being "evere derk in torment. . . ." Thus again
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Chaucer pauses to stress the theme, here the trivial brevity of earthly
love, while yet continuing the action of the poem.

0f these lyrics, Payne suggests that "“Taken as a group apart
from their individual contexts these ten lyrics constitute a kind of
distillation of the emotional progress of the poem. . . 44 1n this
Chaucer's artistry can be seen at its fullest. In the face of the
aural necessity of thematic repetition, the poet weaves such repeti-
tion into his work, utilizing a pattern of lyrics that repeatedly
bear the burden of theme, yet in dofng so continue the action of
the story. The sophistication of this technique, and indeed all of
Chaucer's use of rhetoric to satisfy the audience's needs, can be
seen in a comparison with the digressive style of the oral work--
for instance, the theme-bearing repetitions that have drawn so much
criticism for Beowulf.

Thus it appears evident that Chaucer responds capably to
the aural mode, providing for his audience both the conveniences
and the necessities of attractive presentation. In his use of
rhetorical techniques to achieve these ends, the poet blends the

classical modes with the newer patterns of the English tradition.

44]’_!_13 Key of Remembrance, p. 186.




CHAPTER 1V
CONCLUSTON

Some insights appear, once they are stated, to be so obvious
as to create a sort of blindness, a tendency to ignore the fundamen-
tal in search of the obscure. Bertrand Bronson describes one of them
as follows:

In a world of printed books the enjoyment

of literature has become for most people a
solitary form of pleasure. We are accustomed
to gather our impressions of an author through
the silent and conventional symbols of type.

. Before the invention of printing,
however, the situation was reversed. It is
worth while, in reading the work of an early
poet like Chaucer, to readjust our point 0{
view to that older habit of communication.

This study has attempted to follow Bronson's advice about
point of view. When Chaucer is examined in light of the conditions
of his "publishing," some conclusions appear obvious; these conclu-
sions have been reached in a variety of studies already cited. Such
1nvestigations, however, have in general approached Chaucer's works
with a slightly different set of criteria than has been offered here,
and the results have thus been appreciably different,

As has already been noted in this study, earlier investiga-

tions of the oral qualities of Chaucer's works can be divided, with

a few exceptions, into two groups. First, such critics as Ruth

TeChaucer's Art," p. 1.
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Crosby and George Wilson, regarding the poet as an extension of the
English oral tradition, have concerned themselves with proving the
existence of that tradition and identifying its features. Second,
more recent critics, including Robert 0. Payne and Dieter Mehl, have
denied either Chaucer's participation in the oral tradition or the
importance of this form of "publishing.“

One of the conclusions of this study is that both groups
pay insufficient attention to important aspects of Chaucer's techni-
que. First, Chaucer is not an oral poet in the meaning of the term
popularized by Parry, Lord, Magoun, Creed, and most other students
of the oral tradition. Creating his works in the relative leisure
ot the written form and delivering them orally, the poet thus utilizes
a technique apart from the oral tradition, a technique that has here
been called aural. Second, those critics who deny the importance of
Chaucer's form of publication clearly slight the effects such a manner
of delivery must impose on the style of the work. Such a form of
delivery must inevitably shape the final product, for the poet is
limited in certain respects by the needs of his audience and must
certainly be aware of those Timitations.

To a great extent, the earlier studies just cited have
approached both oral and aural literature in search of the features
identifiably present, attempting to formulate justifications for
these features after they were identififed. In general, the tech-
nique here has been somewhat the reverse in that, approaching Chaucer

from the viewpoint suggested by Bronson, ! have attempted to identify
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first the needs of a listening audience and a poet writing for spoken
delivery, and then have examined the Troflus in an attempt to deter-
mine the poet's accommodation of these needs.

The results are those enumerated in the earlier parts of
this study. An audience of listeners demands certain approaches
from the speaker, whether he is an oral or an aural poet. Ffirst,
the poet must compartmentalize his work irto a series of coherent
units, each unit suitable for understanding individually and in the
context of a larger work. In providing such compartmentalization,
the poet recognizes the time limitations imposed by his audience's
patience. He thus breaks the work into discreet units, each unit
capable of presentation within a time span satisfactory to the
audience.

As a result of this compartmentalization, the poet must then
provide clear transftions between the units, often offering at the
start of the work a summary of what has gone before or a summation
of the situation. He recognizes, as Whitelock has pointed out, the
need to ". . . inform newcomers and remind the previous audience
of what has happened . . . e Similarly, the poet will provide in-

ternal transitions, clearly denoting movement from character to

ZThe Audience of Beowulf, p. 20.
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character or scene to scene. Such obvious transitions are present
in each of the works examined in this paper, as a reference to
Chapters II and 111 will demonstrate.

Further, both the oral and the aural poet consistently
provide a clear pattern of thematic repetition. We notice in Beowulf,
for instance, again and again the stress on the qualities of the
noble warrior; similarly, we note in the Roland a recurring develop-
ment of the Christian-pagan struggle. Of this pattern of thematic
repetition, Auerbach argues that "Varied repetition of the same
theme is a technique stemming from medieval Latin poetics, which
in turn draws it from antique rhetoric. . 3

Accompanying this list of required features in both oral
and aural poetry are a number of features of convenience less than
necessary but attractive to a listening audience. C(learly defined
by Crosby and cited earlier in this work, these features include
repeated expressions, religious frames, addresses to the audience,
and the casual intimacy of most spoken works.

Another of the conclusions of this study arises from consi-
deration of this list of features. Students of Beowulf have long
puzzled over the poem's digressive and repetitious quality. It has

veen sugqgested, of course, that the digressions of the poem are not

Mimesis, p. 105.
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really digressive in that they continue the pattern of thematic stress
noted earlier, and this study supports that theory. Further, I have
suggested a modification of the traditional three-part division of
the work. Earlier studies have generally divided the second and
third episodes approximately at 1ine 2200, as Beowulf becomes king
and the dragon story begins. Such a division, however, fails to
provide the introductory summary of previocus action so common to
the oral or aural poet's transitional technique. [f, however,
the division between the second and third episodes occurs about
Tine 2000, beginning with the return of Beowulf to Hygelac's court,
the account Beowulf gives of his adveniures becomes a recapitula-
tion of the first two episodes, bringing the audience up to date
and thus providing a suitable response to the need for an effective
transition.

It is obvious, therefore, that close attention to the needs
of the audience provides a useful tool in the analysis of either
oral or aural poetry. In those features arising from such needs,
oral and aural poetry are similar. The distinction between the
two forms and the most obvious differences arise from the demands
on the poet each form makes.

First, as has been noted, oral poetry is inevitably formulaic.
Considering the conditions of its creation, the necessity of producing
line after line of metrically acceptable verse without pause for de-

liberation, it cannot be otherwise. Aural poetry, however, has no
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need for such formulae; composed at leisure, it may include repeated
expressions as a convenience, but such repetitions are not formulae
in the traditional meaning of the term.

Similarly, as a result of his mode of creation, the oral
poet often digresses, moving from topic to topic as he estimates his
audience's reactions. Because he creates as he delivers, the oral
poet is able to judge his listeners' response and interest in any
particular topic as he touches upon it. The aural poet, however,
has no such flexibility. The form of his work is fixed in advance
from the poet's evaluation of the audience's interest. Once fixed,
the form is relatively rigid and therefore less prone to digression
than oral poetry.

With these features of aural poetry identified, the major

effort of this study has been to examine Chaucer's Troilus and

Criseyde in search of the poet's response to the necessities of
his mode. An evaluation of each feature demonstrates that the
poet repeatedly makes a virtue of necessity, transforming stock
patterns into a carefully interwoven framework blending elements
of the English oral tradition with the tools of classical rhetoric
to enhance the poem.

It has been argued, first, that Chaucer adjusts compe-
tently to the features of convenience, particularly in two aspects.
The mood of intimacy his addresses to the audience create contri-
butes, particularly in the admonishments to lovers, to the develop-

ment of the theme throughout the poem. Similarly, the poet's use
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of religious frames is interwoven with figures from classical mytho-
logy; in the cholce of these figures and in the ending frame for Book
V, Chaucer again develops his theme, first with the attention to roman-
tic love and eventually with the result of that love.

This combination of religious frames with transitional
techniques thus elevates the Troilus, satisfying the necessity of
clear movement and providing the thematic stress common to aural
literature. Particularly in this last element, the necessity of
thematic stress, Chaucer extends the earlier English modes of
narrative and situational technique demonstrated in Beowulf into
a more sophisticated style, rhetorical thematic repetition. This
insight into Chaucer's technique clearly supports Curschmann's
contention that ". . . evaluation of individual achievement and
meaning should concentrate on the use of units larger than single
words or phrases.“4 Curschmann's argument, essentially, is that
analysis of spoken literature has for too-Iong concentrated on
phrase-counting and linguistic analysis. Such analysis has been
undeniably productive, but the result is that the larger elements
of structure have been too much ignored.

It is possible, then, to argue that some further atten-
tion to the structures of aural literature, with the revised cri-

teria offered here as guides, might well be productive. Such an

4'0ral Poetry in Medieval English,” p. 40.
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analysis of the Canterbury Tales, for instance, would be challeng-

ing, particularly since the unfinished state of the work adds
complexity to structural analysis. Some aspects of such an analysis,
of course, are rather obvious and have already been well covered.

The transitional techniques of the individual prologues, the com-
partmented nature of the separate tales, each suitable for one

day's presentation--these things have been widely discussed. The
overall framing of the work, however, and the quality of thematic
stress, while treated toc some extent already, are still open to
discussion and analysis in the light of aural criteria. Nor, finally,
is the application of aural criteria limited to Chaucer. Chaucer's
age was a transitional period, and this period, covering the move-
ment from strictly oral literature to the printed text, is rela-
tively lengthy and should include many writers worthy of such atten-

tion.
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APPENDIX
MODERNIZATIONS AND TRANSLATIONS

Leowulf

11. 1-3 Lo, of the Spear-Danes of ¢ld
We have heard much of their fame and glory,
Their great kings and warlike deeds.

11. 86-89 Then a powerful demon whe Tived in darkness
Endured it angrily, impatiently,
That he heard each day the joy
Loud in the hall.

11. 100-105 . . . until a fiend of hell
Began his evil crimes. This wrathful
Spirit was called Grendel, a demon grim
who held the marshlands,
Fen and fastness.

1. 702-703 Then through the gloom of night
Crept the walker of darkness.

1. 710-7111 From the wastelands, under cover of darkness
Grendel came, the accursed of God.

11, 720-721 He came to the hall of the wandering warriors,
0f joy depriving them.

11, 867-882 Now and again a king's thane.

A good singer mindful of sagas,

Wove a song in proper words

Singing the story of Beowulf's victory,
Chanting the tale in skillful verse.
A1l the songs he had heard

He sang of Sigemund's glory

Stories of the forgotten Walsings,

O0f their great rovings and wars,

Strife and fighting unknown to men
Excent Lo Fitela, that he told

To his nephew when they werr companions,
The time of the bitter strife.



1T.

11.

1719-1720

1722-1723

. . did not give rings
To Danes after gqlory.

. learn from this act,
See the virtue.

La Chanson de Roland

M.

11.

11.

.

1.

11.

1-3

15-21

331-335

674-675

740-744

2021-2026

Charles the king, our great emperor,
Has been for seven full years in Spain.
He has conquered the land from sea to mountains.

"Hear me, lords, we are in great danger.
The emperor Charles of gentle France

Has come here for our great misfortune;
I have no host to meet him in battle,
Nor power to shatter his power.

Speak , give me your council;

Defend me from this death and shame.

The emperor holds out his right-hand glove,

But Count Ganelon wished to be elsewhere,

And when taking it let it fall to earth.

Said the frenchmen: "God. What does this mean?
This is an omen of great misfortune.”

Ganelon comes, the false one, the perjurer,
And with great polish begins to speak.

"Lord Barons," said the Emperor Charles,

“Look at this land and these straight passages;
Judge for me whom I will place in the rearguard.”
Ganelon replied: "Roland, this stepson of mine.
No baron like him you have in your service.”

Dead is the count, who could endure no more
The baron Roland weeps for him and mourns;
On earth you'll never see a sadder man.

The count Roland, when he sees his dead friend
Lying face down upon the ground
Quite softly says farewell to him.
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11.

11.

11.

11.

2144-2163

2681-2684

3750-3756

3993-3998

129

Says the archbishop: "“Damn him who won't fight hard.

When Charles returns, he'll avenge us well."

Said the pagans: "We were doomed from birth!.
A bitter day has come for us today.
We have lost all of our lords and peers,
Charles is returning with his great host,
We hear the clear-voiced calls of the French,
Great is the sound of the battle-cry 'Monjoy.'
Count Roland is so fierce
No mortal man can ever defeat him.
Let us throw our spears and let him be."
They hurl at him a shower of spears,
Feathered arrows, lances, darts
That pierced his shield and burst it
And ripped his hauberk, cutting off its maii,
But not a one went into his body.
They wounded Veillantif in thirty places,
Under the count they killed him.

The pagans take flight then and let him alone;
Count Roland {s still upon his feet.

"I'11 go into France to fight with Charles;
If he won't beqg mercy at my feet

And turn his back upon the Christian law,

1 shall take the crown off his head.”

“Lord barons,” says Charles the king,

"Judge Ganelon for me with righteousness.

He went with me among my host to Spain,

And lost for me twenty thousand of my French,
And my nephew whom you never more will see,
And 0liver the brave and courteous.

The dozen peers he has betrayed for gain.

Saint Gabriel came down from God to say:
"Charles, summon up the armies of your empire,
For you must invade the land of Bire,

And there give succor to Vivien at Imphe,

The city that the pagans have besieged;

The Christians there call and cry out for you."
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