
Book Reviews 

Gerard J. Brault 

Jacques Horrent. Les Versions françaises et étrangères des Enfances de 
Charlemagne. (Académie Royale de Belgique. Mémoires de la Classe des 
Lettres. Collection in-8° - 2e série, T. 44, Fascicule 1.) Bruxelles: Palais des 
Académies, 1978. Pp. vii, 281. 

NE OF THE CHARACTERISTIC WAYS in which the jongleurs capitalized 
on the popularity of certain epic heroes was to compose youthful 

adventures for them. This gave rise, inter alia, to the Enfances 
Garin, Enfances Guillaume, Enfances Ogier, Enfances Renier, Enfances 
Roland, Enfances Vivien, and, naturally, the Enfances Charlemagne (or 
Mainet) .  According to the latter tradition, young Charles quarreled with 
his father Pepin (or his two half-brothers) and fled to Spain. There, while 
in the service of Galafre, Muslim King of Toledo, he slew the giant Brai- 
mant. Later, he returned to France and ascended the throne to which he 
had a rightful claim. In some versions, Charles had a romantic encounter 
with Galafre's beautiful daughter, Galienne, in Spain and became 
involved in a military campaign in Italy before going back to his native 
France. 

Jacques Horrent, Chef de travaux en langues et littératures romanes at 
the University of Liège and son of the late distinguished medievalist Jules 
Horrent, earned his Licence en philologie romane in 1966 with a mémoire 
devoted to this subject. Updated, expanded, and slightly revised, the pres- 
ent version won the 1977 prize for literature awarded by the Académie 
Royale de Belgique. Carefully researched, closely reasoned, and clearly 
written, the study is exactly the kind of work one has come to expect from 
products of this great center for medieval studies. 

The bulk of Horrent's book (pp. 48-233) deals with fifteen major vari- 
ations of the story in French, German, Italian, and Spanish, and with their 
relationship with one another and with other narratives containing allu- 
sions to the tale. A concluding essay seeks to establish the filiation of 
twenty-four different versions, all deriving ultimately from a lost original. 
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The earliest extant poem is the French Mainet which, in its present 
form, dates from the second half of the twelfth century. This epic survives 
in three fragments of a single manuscript containing 996 verses, of which 
only 800 are legible. Horrent considers this version to be the fountainhead 
of all the others except three. The Latin prose Pseudo-Turpin Chronicle 
(source of the Enfances Charlemagne episodes in David Aubert's Chroni- 
ques et Conquests de Charlemaine and Dresden MS 0.81), composed before 
1150, comprises two brief passages clearly alluding to the legend but does 
not mention any love affair or Italian adventure, both of which are fea- 
tures of Mainet. It appears, then, that the lost source of the Pseudo-Turpin 
and of Mainet existed in the first half of the twelfth century. 

Horrent attaches a good deal more importance to Mainet (and to Gir- 
ard d'Amiens's Charlemagne, written before 1308, which parallels it 
closely) than did his predecessors. Rejecting earlier theories that the story 
was patterned after events in the lives of historical personages�either 
Charles Martel or Alfonso VI of Spain�he believes that "la chanson est 
née dans la première moitié du XIIe siècle, sans attache avec le passé" (p. 
252). Composed in the wake of the Song of Roland, the poem was simply 
an effort to show how Charles, through youthful deeds of prowess, rose to 
eminence and eventually became the defender of Christendom. Horrent 
maintains that the early-twelfth-century original included the love story 
but that, as in Mainet, Charles was wary of the enamored Saracen princess 
even though she aided him greatly. Influenced by courtly romance, later 
authors developed the episode, made the love reciprocal, and had Charles 
wed Galienne. The Belgian scholar's opinions in this connection are both 
novel and convincing. 

Horrent's study should be read in conjunction with John Robin 
Allen's Ph.D. dissertation1 for the divergent view it contains on the filia- 
tion of the different versions but also for its structural analysis of the leg- 
end.2 Allen believes that in this story Charles is continually being reborn 

1"The Genealogy and Structure of a Medieval Heroic Legend: Mainet in French, Span- 
ish, Italian, German and Scandinavian Literature," unpublished University of Michigan 
Ph.D. dissertation 1969 (Dissertation Abstracts International, 30 [November-December, 
1969], p. 2010-11 ). Horrent places himself in opposition to Allen on several points. 

2This chapter of Allen's thesis, which is not discussed by Horrent, was published in 
French as "Les Structures de Mainet," Charlemagne et l'épopée romane: Actes du VIIe Con- 
grès international de la Société Rencesvals, Liège, 28 août - 4 septembre 1976, Bibliothèque de 
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(Death and Rebirth archetype) and thus achieves sapientia, usually associ- 
ated with age, while already possessing youthful fortitude. He also points 
out that the Mainet legend no doubt exerted great influence on later 
enfances. In a penetrating study of wider scope, Friedrich Wolfzettel (Uni- 
versity of Giessen) similarly characterizes the enfances theme as a variation 
on an archetypal initiation myth (exile, testing, and return).3 

I note, finally, that several elements found in Mainet appear in epics 
of the Cycle of William of Orange. For example, in the Chanson de Guill- 
aume, young Rainouart, like Charles, is relegated to the kitchen and later 
arms himself with a tinel (cf. the pel or roasting spit with which the young 
Charles arms himself when he is similarly relegated to the kitchen); in the 
Couronnement de Louis, William encounters a Saracen king named 
Galafre at Rome where he also slays a giant adversary; and, in the Prise 
d'Orange, William weds a Saracen princess. Similarities such as these, 
though admittedly frequent in the chansons de geste, suggest some as yet 
undetermined connection with Mainet. 

Gerard J. Brault 
The Pennsylvania State University 

la Faculté de Philosophie et Lettres de l'Université de Liège, 225 (Paris: Les Belles Lettres, 
1978), II, 405-414. 

3Zur Stellung und Bedeutung der Enfances in der altfranzösischen Epik, I," Zeitschrift 
für französische Sprache und Literatur, 83 (1973), 317-348 (abstract in extenso by Constance 
B. Hieatt in Olifant, 2, 1 [1974], 53-58); mentioned only in passing by Horrent, p. vi,  n. 1. Part 
2 of Wolfzettel's article appeared in Zeitschrift für französische Sprache und Literatur, 84 
(1974). 1-32 (abstract in extenso by Stephanie Cain Van d'Elden in Olifant, 3, 2 [1975], 
117-124 
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Jean Miquet 

La Chanson de Roland. Traduction, préface, notes et commentaires par 
Pierre Jonin. (Collection Folio, 1150.) Paris: Éditions Gallimard, 1979. 
Pp. [285]. 

A PREMIERE FOIS que  Pierre Jonin m'a parlé  sa traduction, 
à la suite de séminaires post-doctoraux que je suivais avec lui à 

l'Université de Provence à Aix, j'avoue que je ne me sentais guère 
enclin à suivre l'argumentation "moderniste" qu'il invoquait pour sa tra- 
duction. Les années ont passé, cette traduction a paru, il est temps de faire 
le point. . . .  

C'est ici la première traduction s'adressant véritablement au grand 
public: celle de Bédier, parue en 1921, s'était imposé un public de lecteurs 
plus restreint; celle de Moignet, parue en 1969, adopte avant tout une 
démarche scolaire et universitaire. Si tous les hommages sont dus à ce 
deuxième texte, comme le signale à juste titre Jonin, c'est avec le premier 
qu'une comparaison se justifie davantage. Parce qu'elle est la première en 
date, à cause de la grande poésie qu'elle comporte pour les initiés au voca- 
bulaire arthéologique que le moyen âge a laissé dans la langue française, 
par ses tournures archïsantes ("Nul ne le voit qui ne s'épouvante," v. 1433) 
ou pseudo-archaïsantes ("Il pleure, il ne peut s'en tenir," v. 773), cette tra- 
duction continuera quelque temps encore à jeter un voile romantique sur 
la grande légende. Mais, s'agit-il encore de cela aujourd'hui, où nous 
acceptons de plus en plus mal les voiles interposés entre l'époque histori- 
que que nous voulons connatre et celle que nous vivons, où notre désir 
porte avant tout sur une communication aussi directe que possible, où 
nous voulons en somme voyager dans le temps comme nous pouvons voy- 
ager dans l'espace? Pour "visiter" les textes du vieux français, presque tous 
doivent s'en remettre à l'interprète, c'est donc de communication qu'il 
s'agit. 

C'est ici le premier pari de cette traduction et, sans employer le terme, 
c'est bien la communication que vise Jonin dans son introduction: ". . . 
pourquoi limiter à un public lettré et choisi, qui se restreint de plus en 
plus, la lecture d'un chef d'oeuvre populaire [je souligne] et universel?" (p. 
46). La traduction qui s'imposait n'est certes pas pour le lecteur 
"populaire"�c'est un leurre que de penser qu'il retourne jamais aux 

L
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légendes et contes qui ont fasciné ses ancêtres�mais pour 1'"honnête 
homme" auquel s'adresse la collection Folio (et également au lecteur 
"initié" qui pourra toujours s'en tenir au texte "original" donné en 
regard). 

Nombre de ceux d'entre nous qui ont utilisé la traduction de Bédier 
dans un séminaire, avec un public "semi-initié" donc ont dû finalement, 
pour éclairer cette prose poétique, lui consacrer presque autant de temps 
que n'en aurait exigé la poésie originale. À quoi bon traduire une traduc- 
tion? La nécessité d'un texte plus clair, reflétant plus directement le texte 
médiéval, semblait évidente. 

Je lis dans la traduction de Jonin à propos des bacheler et serjanz: 
"jeunes" et "serviteurs"; pour blialt, healmes, halbercs: "tunique," 
"casques," "cuirasses"; pour veltres et destrers: "lévriers" et "chevaux de 
bataille." Certes je regrette le bliaut, les heaumes et les hauberts; person- 
nellement, je les aurais peut-être conservés, mais il faut bien se rendre à 
l'évidence: le devoir du traducteur c'est de trancher et de s'en tenir à une 
ligne de conduite ferme s'il veut la compréhension immédiate chez son 
lecteur, le contact instantané et non le recours au dictionnaire. C'est ainsi 
que l'on évite la "dextre" pour la "main droite," les "ports" pour les 
"défilés" (voir la discussion de Jonin, p. 45), "bouté" pour "enfoncé" et 
ainsi de suite. Il faut donc rendre ici hommage à un médiéviste d'avoir osé 
dissipé l'obstacle des mots qui ont survécu dans le dictionnaire, certes, 
mais n'appartiennent plus au vocabulaire du lecteur, afin de permettre à 
celui-ci l'accès immédiat à la substance du texte. Une longue série de choix 
individuels n'aurait pas été facile, on l'imagine, seule une prise ferme de 
position pouvait éviter de constants "remords" et assurer une cohérence au 
texte. La difficulté de cette rigueur ne doit pas être minimisée; cette traduc- 
tion elle-même n'échappe pas à quelques contradictions: ainsi pourquoi 
avoir conservé le terme de "parâtre" qui provoque chez le lecteur moderne 
des connotations fâcheuses auxquelles le terme de "beau-père" aurait 
échappé? 

Deuxième pari, annoncé luì aussi dans l'introduction (pp. 41 à 43): 
celui du dynamisme de l'oeuvre. Il s'agissait d'élaguer le vocabulaire et 
d'essayer de redonner vie au texte en faisant réapparatre, à la lecture, la 
diction et le geste. C'était là un pari à mon sens intenable et il ne faut pas 
en être surpris: le lecteur ne peut se transformer en auditeur. Je crois que 



Miquet / Chanson de Roland, éd. Jonin 71 

Jonin a, là encore, suivi la seule démarche possible qui s'imposait à lui en 
modulant la transcription des "dit " ou "dient " qu'il rencontrait, mais cette 
démarche reste très limitée dans sa portée. Si l'on ne bouleverse pas la 
nature profonde de l'épopée, comme le ferait sa transformation en "Dit," 
par exemple, avec des notations quasi-scéniques, on se condamne à rester 
dans une tradition livresque, et non orale. Il faudrait ici un autre médium 
pour renouer avec la tradition orale de l'épopée, la vidéo-cassette par 
exemple, mais comment parler en ces termes de restituer le texte d'Oxford? 
On peut se féliciter que Rohmer ait mis Perceval à l'écran, mais est-ce 
encore du Chrétien de Troyes? Reste que par la simplicité et le moder- 
nisme de la langue, par le recours constant au présent de narration (là où 
Bédier retourne généralement au passé simple), par la brièveté de la 
phrase, le texte dans sa lecture a pris un caractère vif, haletant parfois, qui 
rapproche le lecteur de la tension que devaient susciter nos vieux trouvères 
chez leurs auditeurs. Il faudrait ici citer tout le texte. Je renvoie, par exem- 
ple, le lecteur à l'évocation de la traversée des Pyrénées par Charlemagne et 
son armée, laisse 66: 

Hautes sont les montagnes, ténébreuses les vallées, sombres les 
rochers, sinistres les défilés. Ce jour-là les Français les traversent 
au prix de grandes souffrances. On entend le bruit sourd de 
l'armée à quinze lieues à la ronde. Quand ils arrivent à la Terre 
des Aïeux, ils découvrent la Gascogne, le pays de leur seigneur. 
Alors le souvenir leur revient de leurs fiefs, de leurs domaines, 
des jeunes filles de chez eux et de leurs nobles épouses. Pas un 
seul qui ne pleure d'attendrissement. Plus que tout autre, 
Charlemagne est serré par l'angoisse parce qu'il a laissé son 
neveu aux défilés d'Espagne. Pris par l'émotion, il ne peut 
retenir ses larmes. 

Troisième pari: permettre au lecteur de cerner plus étroitement la 
réalité psychologique de l'époque (pp. 31-39), plus exactement de 
"franchir les limites de la littéralité pour découvrir le plus largement pos- 
sible l'espace psychologique du texte" (pp. 38-39). C'est là sans doute le 
plus important, le lecteur ayant été gagné au texte par l'accessibilité du 
langage. Les lecteurs modernes se préoccupent avant tout de rejoindre la 
mentalité des personnages évoluant à l'époque qui les intéresse et, s'il se 
peut, celle de toute leur époque�les évocations de nature archéologique 
ou poétique viennent en second plan. Il est vrai qu'existent toujours ceux 
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qui cherchent le dépaysement, mais tout le renouveau actuel d'intérêt pour 
les études sociologiques ou historiques semble les ranger dans une mino- 
rité. 

C'est donc à bon droit que Jonin s'attarde sur le terme de "preux" dans 
les pages de son introduction (pp. 24-38). Les traductions variées qu'il 
donne de ce mot, allant des quasi-synonymes ("vaillant," "valeureux," 
"brave") à l'acception isolée ("téméraire") permet d'une part l'économie du 
dictionnaire (car qui est encore "preux" aujourd'hui?); d'autre part et sur- 
tout, elle éclaire l'affrontement des deux mentalités symbolisées par 
Roland et Olivier, le confrontement d'un âge déjà fondamentalement 
révolu (mais dont l'influence persistera encore longtemps) et d'un âge 
rationnel à venir. Il s'agit bien sûr ici du vers 1093: "Roland est téméraire 
et Olivier réfléchi," le plus célèbre de la Chanson, où l'interprétation de 
Jonin permet de mieux rendre compte de la désapprobation du trouvère 
pour la démesure du héros, qui perce dans tout le texte. On pourrait 
encore relever que le terme barnage appliqué à Charlemagne (p. ex. au 
vers 535) correspond beaucoup plus à la "vaillance" transcrite par Jonin 
qu'à la "noblesse" figurant dans le texte de Bédier; que "tomber dans le 
déshonneur" (v. 969) trouve une résonnance moderne plus immédiate 
qu'être "honni." 

La traduction de pitet illustre le danger des faux-sens dont discute 
Jonin aux pages 47-48 de son introduction. Si l'on conserve le terme par 
souci d'archaïsme comme le fait Bédier, piège il y a et danger de trahir une 
attitude mentale. Car il est évident que, si le lecteur moderne risque 
d'éviter le piège que lui tendrait le maintien de "gêne," il n'est pas 
nécessairement averti du glissement sémantique de "pitié," pas plus que de 
celui subi par "courage" ou "gentillesse." C'est donc "émotion" et non 
"pitié" qui est ici la traduction fidèle (voir la fin de la laisse 66 citée ci- 
dessus). 

La préoccupation de fidélité aux gestes et aux actes des personnages, à 
leurs attitudes, leur comportement, à toute leur situation enfin, est con- 
stante. J'en citerai deux exemples pris dans deux laisses choisies au hasard, 
les laisses 89 et 90: 

�Turpin sermonne les Français: Pur nostre rei devum nus ben murir, 
v. 1128. Si l'on traduit "nous devons," le verbe se trouve affaibli: on con- 
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nat le glissement sémantique du verbe devoir, exprimant à la limite le 
doute; "bien" reste vague et, joint à "nous devons," renforce le caractère 
équivoque du syntagme. Il faut donc moduler et c'est ce que fait le traduc- 
teur, évitant le calque: "Pour notre roi nous devons bien mourir," et pro- 
posant: 

Notre devoir est de mourir bravement pour notre roi. 

�Roland s'adresse à Olivier: vous saviez, dit-il, Que Guenelon nos ad 
tuz espiez (v. 1147). D'une part s'impose un changement de temps pour 
refléter le souci de marquer plus soigneusement le passé dans le passé 
d'après la syntaxe moderne, d'autre part la traduction du lexème verbal 
exige "trahis" et non "espionnés," encore moins "épiés." Le traducteur 
propose donc: 

Que Ganelon nous avait tous trahis. 

Quelques autres exemples permettent de contraster la traduction de 
Jonin et celle de Bédier. Ceux-ci sont tirés des laisses 126 à 128: 

La bataille est e merveillose e grant, v. 1663: La bataille est prodi- 
gieuse et grandiose / La bataille est merveilleuse et grande. 

La veïssez si grant dulor de gent, v. 1665: Quel spectacle que celui de 
tant de souffrance / Si vous eussiez vu tant de souffrance. 

Einz que il moergent se vendrunt moult cher, v. 1690: Mais ceux.-là, 
avant de mourir, ils feront chèrement payer leur vie / Avant qu'ils meurent 
ils se vendront très cher. 

Tanz bons vassals veez gesir par terre, v. 1694: Que de bons vassaux 
vous voyez étendus à terre / Voyez tant de vaillants qui gisent là contre 
terre. 

Les commentaires semblent superflus. Dans les trois premiers exem- 
ples, la traduction de Jonin, citée d'abord, permet respectivement: de ren- 
dre compte de l'évaluation sémantique des adjectifs; d'alléger la syntaxe en 
renonçant au plus-que-parfait du subjonctif et en évitant l'ambiguïté du 
calque de Bédier qui veut à tout prix conserver un aspect exclamatif, dis- 
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paru de la langue moderne, à l'adverbe si; d'éviter l'autre calque ambigu 
qu'est la traduction "littérale" de se vendrunt. C'est donc bien ici partout le 
parti pris de clarté et d'appréhension directe du texte que nous avons déjà 
noté; quant au quatrième exemple, il permet de rendre compte du rajeu- 
nissement que connat le texte. 

C'est une belle version, forte et fidèle, qui est offerte au lecteur. Que le 
petit nombre d'initiés aux vieux textes et à la vieille langue s'en 
réjouissent: elle permettra à un public plus large d'accéder à la littérature 
d'une époque à nouveau découverte, étudiée et appréciée.1 

Jean Miquet 
Université Carlton 

Larry S. Crist 

Lion de Bourges and the Fourteenth-Century French Epic 

Lion de Bourges: poème épique du XIVesiècle. Édition critique par Wil- 
liam W. Kibler, Jean-Louis G. Picherit et Thelma S. Fenster. (Textes 
littéraires français, 285.) Genève: Librairie Droz, S.A., 1980. Pp. cli, 1246. 

HE FOURTEENTH-CENTURY  FRENCH  chanson   de  geste   does   not 
enjoy the most sparkling of reputations. In his overview of the 
whole genre, Martín de Riquer voices what is probably the stan- 

dard opinion: 

La matière de l'épopée française tombe dans une franche 
décadence, sur le sol natal, à partir du XIVe siècle, sans doute à 
cause de la grande prééminence acquise par le roman d'aven- 
tures, qui s'empare du goût des publics courtisans et bourgeois. 
Nous trouvons, au maximum, de nouvelles refontes de chansons 
plus anciennes, continuations de thèmes ayant eu du succès 
(comme ceux de Beaudouin [sic] de Sebourc, Lion de Bourges et 

1Depuis la rédaction de ce compte-rendu, j'ai eu connaissance d'une autre traduction de 
la Chanson de Roland, publiée en 1980 par Jean Marcel [Paquette], aux éditions VLB à Mon- 
tréal. Tel est l ' intérêt que suscite encore aujourd'hui l'épopée que Voltaire ignorait. 

T
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Li Bastars de Buillon, qui suivent l'épisode des Chétifs, de la 
geste des croisades), et des poèmes de type historique (comme la 
Chanson de Charles le Chauve et celle d'Hugues Capet).1 

This is the total treatment given these five chansons in that 351-page book. 
I do not mean, by this remark, to qualify de Riquer's work as lacunary. 
One must set limits, and his was to stop with the thirteenth century, leav- 
ing out the ''late" (and also, often, long) epic. 

Of the five works cited by de Riquer, up to now only one had been 
published critically and recently, the Bâtard de Bouillon.2 Length is cer- 
tainly a problem; if the shorter Bâtard (6,546 alexandrines) and Hugues 
Capet (6,361 alexandrines) are rather easily handled, yet from there we leap 
up to the ca. 17,500 verses of Charles le Chauve,3 through 25,733 alexand- 
rines of Baudouin de Sebourc (a preliminary count, sauf erreur, which lat- 
ter can be counted on), to reach 34,298 alexandrines in Lion de Bourges.4 

Baudouin de Sebourc was published quite early as far as chansons de 
geste go, in 1841 (anonymously, by Louis-Napoléon Boca, at Valencien- 
nes). Hugues Capet was published in the Anciens Poëtes de la France 
series in 1864 (edited by the Marquis de la Grange [Paris: Franck]). Charles 
le Chauve remains unpublished. 

The longest of the lot, Lion de Bourges, is, of course, now published 
critically. With the Bâtard done, work on Baudouin de Sebourc proceed- 
ing apace,5 and Tristan de Nanteuil done to boot, there remain only 
Hugues Capet and Charles le Chauve / Dieudonné de Hongrie. For all I 

lLes Chansons de geste françaises, 2e éd., traduction française par Irénée Cluzel (Paris: 
Nizet, 1957), beginning of chapter VII, p. 288. 

2Ed. Robert Francis Cook, Textes littéraires français, 187 (Genève: Droz, 1972). 
3L. F. Flutre, "Dieudonné de Hongrie, chanson de geste du XIVe siècle (alias Roman de 

Charles le Chauve)," Zeitschrift für romanische Philologie, 68 (1952), 321-400; length on p. 
321; thé verses are alexandrine (see p. 371, for example). 

4To give an additional figure from a work which should be studied together with the 
above-mentioned five: Tristan de Nanteuil, ed. K. V. Sinclair (Assen: Van Gorcum, 1971), has 
23,361 alexandrines. 

5Modesty prohibits advertising the editor(s), but it can be noted that the whole thing is 
now transcribed, edited, and typed out w i t h  variants. The introduction remains to be done, 
along with ful l  notes and glossary. 
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know, Professor Flutre may be finishing the latter; as for the former, it is 
just  the right size for a dissertation. One wonders why it (along with 
CC/DH, whose case [Flutre absente] is more easy to understand) is listed 
neither among the dissertations/editions in progress in France6 nor in the 
similar list covering North America (although not limited thereto).7 

Thus from the simple point of view of general study of the epic in 
medieval France, this edition of Lion de Bourges is to be welcomed. It 
turns the scale of availability of workable editions of the fourteenth- 
century subset of the genre. We are now, slowly, working toward a point at 
which a study of the fourteenth-century epic will  be possible. To hazard a 
prophecy�however astonishing the proposed date may seem, it is less 
than a generation away�I would set that date early in the next century.8 

Well, one may ask, could one really set out to ken the fourteenth- 
century epic? Could one survive? How long would one need in order to 
have at it? Any such full survey would, of course, be a long-haul enter- 
prise. For what it is worth, let me note: setting myself a goal of 1,000 verses 
per day, and bettering this on some weekends, I got through Lion de 
Bourges in a little over a month. The daily reading was close enough to 
the length of an oral "session" very tentatively set forth by Jean Rychner:9 

it took, depending on the fullness of the day preceding the evening's read- 
ing, from one to two hours; no speed reading was attempted.10 

As a very rough sketch of some of the ways in which such an examina- 
tion could direct itself, I note briefly certain observations. I confine myself 
to the f irst  de Riquer group, BS, LB, adding TN to it; BB, as a formal 
sequel to BS, poses a problem, which must be taken up elsewhere. 

6Perspectives Médiévales, No. 4 (1978). 
7In Speculum, 55, No. 1 (January 1980), 195ff.; see also the October issues (No. 1) of the 

French Review. 
8This gets the task away from us and leaves it for our fortunate successors or�some 

would not blush to say�our disciples. 
9Jean Rychner, La Chanson de geste: Essai sur l'art épique des jongleurs, Publications 

romanes et françaises, 53 (Genève: Droz; Lille: Giard, 1955), p. 54. 
10As a gauge, let another anecdote serve: I once set out, in an open summer month, to 

make it al l  the way from Combray to Time Recovered. This Recherche occupied some 3,000 
Pléïade pages, at 100 of them per day (ca. three leisurely hours) for a month, just as for LB. 
The comparison will  be carried no further. 
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These longer epics tend to place much emphasis on family descent 
(not at all foregrounded in the Roland, present in the Guillaume 
poems taken as cycle). 

They deal with loss of two sorts: 

of one's fief; if the fief is ultimately recovered, it is not "enjoyed" 
long before further departures (it is seen by TN, but not recovered); 

of one's child/children, carried off in one way or other right after 
birth, often at the beginning of parent's exile. There is always 
recovery. 

The end is not always "happy": 

TN is killed by his son, discovered to be such after the involuntary 
parricide; 

Both of LB's sons are more or less treacherously killed. 

The end sets things going again: 

BS, with his "happy" end, sets off with his son to defeat more Sara- 
cens; 

LB's grandsons must avenge their father Olivier's death. 

As for LB in particular, what can perhaps most easily be seen to char- 
acterize the work is its triple division; by very rough approximation: 
Herpin de Bourges, 4,667 verses, qui genuit 

Lion de Bourges, 23,643 verses, qui genuit 

Olivier (and  Guillaume) de  Bourges,  6,414 verses,  quorum 
autem primus filios genuit . . . 

Both the second and third parts begin the same way: loss (theft) of child, 
upbringing of child by lower-class person, "blood prevailing" with child 
becoming knight much to the expense (before ultimate reimbursement) of 
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the adoptive father. In these three divisions there is alternance, so that we 
get a series of episodes rather like: 

HB LB O(G)B 
1 2  
3 4  
5 6 7 
 8 9 
 10 11 
 12  

It is only fair to point out that the longest sequence, 4, is over half of the 
LB total (13,664/23,643) and over a third of the total poem. 

-o-oOo-o- 

The preceding remarks on the fourteenth-century epic may be 
vaguely interesting, but the heart of the matter is the edition itself, so to 
that. 

The long (151 pp.) introduction contains the standard items, the first 
of which is a brief (3pp.) survey of earlier work on the poem. Remarks on 
manuscripts follow; the text at hand is edited from B.N. fr. 22,555, con- 
trolled (and, on a few occasions, complemented) by the free octosyllabic 
rendering in B.N. fr. 351. There follows a nicely detailed (35 pp.) summary 
of the poem (pp. xx-liv), albeit somewhat less rollicking than the one the 
two male editors published in English in Olifant, 2 (1974-75) (both analy- 
ses, nonetheless, more rollicking than the poem itself: the benefits of brev- 
itas). 

The traditional "source" study occupies 49 pp. Connections with over 
a dozen French epics or epic cycles are described, as well as connections 
with the romances of Richard le Bel, Haveloc le Danois, and with Phi- 
lippe de Rémi/Beaumanoir's La Manekine. The epic connection is 
mainly with the "Cycle of revolt"; the closest links are with Tristan de 
Nanteuil (pp. lxxiii-lxxvi). This rapprochement is based on a comparative 
study of themes and episodes. It is not surprising, then, to find that the 
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approximate dates of TN ("vers le milieu du XIVe siècle"11) are likewise 
used for LB (p. cxxi). Its locus of composition is the Tournaisis (p. cxix), a 
bit more precise than Sinclair's placing TN in Hainaut (p. 58; same for the 
BB, but in the region of Valenciennes: p. lx). 

Thus all five of Martín de Riquer's list, plus TN�comme de raison- 
are not only dateable in the mid-fourteenth century, but they all come 
from the same area, "une région comprise entre Lille, Arras, Cambrai, 
Maubeuge, Mons et Tournai" (Flutre, art. cit., 398). This makes all the 
more intriguing the hoped-for study of these poems of the third epic/ 
chanson de geste generation.12 

An interesting aspect of the "source" study is the theme list (index 
would be too formal a word at this stage). Referring to R. F. Cook's wish 
to see work such as P. H. Kennedy's 1967 dissertation on chanson de geste 
motifs amplified and made available (Cook, p. xxxv), they list nine prin- 
cipal themes and twenty-eight secondary ones (pp. lix-lxi). To this second 
list should be added: 

an angel halts a combat between two heroes and brings about their 
reconciliation (in LB, Doon de Mayence [LB, p. lxvii], and Girart de 
Vienne [ed. W. van Emden; SATF (Paris, 1977), vv. 5,830-5,967]). 

The prière du plus grand péril or "epic prayer" might also be listed as 
a motif. I have noted five occurrences (17,006-23; 17,782; 28,406-72; 
29,925-42; 31533-75) to be added to the growing list.13 

11Ed. Sinclair, p. 59. The exact same wording is used for the BB: ed. Cook, p. lvii. A brief 
complaint: the dating does not show in the table of contents; it is tucked away as section II,  
"Lieu de composition, Date de composition," of part V. "La langue du poème," of the Intro- 
duction (pp. cxvii-cxxi). 

12I prefer "third" to the LB team's "second" (p. lv), since they put thirteenth- and 
fourteenth-century poems together, against the twelfth-century "first" generation. 

13Edmond-René Labande, "Le Credo épique: À propos des prières dans les chansons de 
geste," in Recueil de travauz offerts à M. Clovis Brunel (Paris: École des Chartes, 1955), II, 
62-80; includes prayers from BS; Jacques De Caluwé, "La "prière épique' dans les plus anci- 
ennes chansons de geste françaises," Olifant, 4 (1976-77), 4-20, reprinted in the Hommages 
des romanistes liégeois à Jeanne Wathelet-Willem, Marche Romane, 26 (1976), 97-116. 
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Such a listing is a good step in the right direction. As motif/theme 
lists are established, on a more or less ad hoc basis, for the rather large but 
nonetheless finite corpus of the chanson de geste (and, eventually, the 
romance), we will be able to move beyond the Stith-Thompson type of 
inventory�valuable as it is�to something more handleable and theoriza- 
ble. Then, perhaps, we will be better able to make a distinction between 
use of real textual artifacts as sources, stricto sensu, and analogues or sim- 
ply ambient ("floating") themes as part of the culture in general. 

The third member of the editorial troika was principally responsible 
for the linguistic part of the introduction,14 divided into: I (13 pp.), 
"Langue du poème " (=author's language, verifiable at the rhyme or by syl- 
lable count); II�hidden away here, as noted above�on place and date of 
composition 5 pp.); III, Scribe's language (8 pp.). 

There follow ten pages on versification. But one must go back to the 
beginning of the chapter on sources to find readily that the average laisse 
length is 49-50 verses (Doon de Mayence 55, TN 51, but BB 29-30, BS 30, 
CC/DH 37). 

A list of rhymes is provided, of course, with numbers of laisses for 
each (pp. cxxxiv-cxi), but no percentages have been worked. This is unfor- 
tunate, however standard it may be. In improving order: TN has the total 
of verses per rhyme (but no percentages) (pp. 770-772), Labande15 gives 
percentages per rhyme (but no indication as to whether this is the percent- 
age of laisses with a particular rhyme or the percentage of the total of 
verses); only Flutre, for CC/DH, gives rhyme, number of laisses, percent- 
age of total poem (pp. 378-380). 

A comparison between these will show that certain rhymes are regu- 
larly high, but not in the same order. For LB, I give the total of laisses per 
rhyme; although one cannot equate number of laisses with percentage of 
total verses, it can nonetheless give a rough idea: 

14The book everyone in middle French has been waiting for has f inal ly appeared, too 
late to be used in LB, though: Christine Marchello-Nizia, Histoire de la langue française aux 
XIVe et XVe siècles. Collection Études (Paris: Bordas, 1979) (91 F in September 1980); see 
Robert-Léon Wagner's warmly favorable recension in Romania, 101 (1980), 116-24. 

IS'Étude sur Baudouin de Sebourc (Paris: Droz, 1940). 
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DH/CC TN BS LB
-a           13.3% -ie           3139 -on        8.37% -on      78 lai. 
-ant      12.64% -on          2794 -ie         8.61% -ier      71 lai. 
-on        11.7% -a            2756 -a           7.9% -ie       59 lai. 
-ent       10% -ant         2181 -ent         7% -er       57 lai. 
-ie            10% -ee           2055 -er         6.43% -ant     55 lai. 
-ier        8.8% -er             1871 -ier        6.2% -a        54 lai. 
-er          8.2% -ent          1456 -is          6.2% -ee       51 lai. 
  -ant       5.85% -ent     51  lai. 
  -ee         5.85%  
  -és/ez    5.21%  
(total of 
30 rhymes) 

(total of 
46 rhymes) 

(total of
65 rhymes) 

(total of
37 rhymes) 

There is certainly a great lot of work to be done in this area, beginning 
with a simple listing of all assonances/rhymes, percentages, correlation of 
average laisse length per rhyme. From the above one can at least note the 
exceptional number of rhymes in BS and the relatively low number in LB, 
the longest of the lot. 

The text has been carefully edited. I have noted only a few clear errors, 
evident typos which have managed to slip through all the re-readings: 

In v. 28,457, "Et toute lez rachetais de l'infernalz prison," the toute, 
lacking a note, seems clearly someone's mistake. What is more, it gives a 
hypersyllabic line. It "should" be tous/touz. One can account for it as a 
typo only if the original were touts/-tz, a form I cannot recall encounter- 
ing in LB. If it is the scribe's form, a good deal of explaining is needed, 
unless one puts it down to simple doziness. Of course, it could be an edito- 
rial error, one of the three to which any editor(s) have a right. 

Four clear cases of punctuation to be corrected: 

1) v. 684; Lion's bereaved mother is speaking of herself: "Qu'avient a 
cest! Laisse, bien est mes cor honnis!" Clearly, cest is the demonstrative 
adjective for the nominalized adjective laisse. If one, with the editors, ref- 
uses the prosodically regularizing emendation to cest[e], then cest laisse! 
Bien could be treated as a case of lyric cesura, coming as it does at a full 
stop. 
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2) v. 954, Dient qui de vallour tout le monde passoit, should read qu'i. 

3) A comma is wanting in v. 20,466, so as to read: "Pour Dieu com- 
ment vous est, le Roy de parraidis?" As it stands in the text, the question 
asks: "By golly, how d'you find the King of Paradise?" ("What do you 
think of that King?"). The second hemistich is much better taken as in 
apposition to Dieu, construing the line as "By God, who's King of Para- 
dise, how are ya?"). 

4) On the other hand, a comma is to be deleted in v. 19,692, to begin: 
C'est voir . . . .  

The pleasure of catching the editors, however, in a full-blown error, is 
afforded on p. cl (n. 7) and continued, following their consistency, in the 
notes to vv. 3,037, 5,559, 4,326 . . . , in re the construction they entitle απο 
ΧΟΙΥΟU one must, of course, correct to ΚΟΙΥΟU (kappa, not chi).16 A venial 
fault. 

What might cause the most raised eyebrows is the use�or non-use, 
rather�of the tréma. The LB editors have hacked apart this particular 
Gordian knot by simply deciding to eschew the tréma completely (see their 
discussion, with examples, pp. cxlvii-cxlix).17 Such might seem an overly 
radical decision, but their frank exposition of the problem, as well as of 
several exemplary cases in the notes, I, for one, find quite acceptable. 
Quite realistically, one expects very few first- or second-year students of 
medieval French to make much thorough use of LB. Those scholars who 
will most probably account for ninety-nine percent of the utilization of the 
text will be able to do their own line scanning, getting up to twelve (or to 
six twice) by themselves. 

Line 9456 can serve as an example of the problems of scansion: 

"La eussiez d'yaulz veut une moult grande piteit." 

16Cf., inter alios, Alfred Foulet and Mary Blakely Speer, On Editing Old French Texts 
(Lawrence: The University Press of Kansas, 1979), p. 65. 

17See the rather thorough treatment in Foulet and Speer, Ibid., pp. 69-73, a work in the 
LB bibliography. 
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The second hemistich can be "regularized" by reading it "etymologically," 
with two syllables for une, but dropping the -e of grande. But the first is, at 
maximum: Lä eüssiez d'yaulz veüt (seven syllables). Keeping the adverb 
separated from the verb, we get a minimum of five syllables. The problem 
is which part of the verb to trematize; my preference would be to keep veüt, 
but, of course, a fu l l  statistical analysis�as mentioned by the editors, p. 
cxlix�alone would provide a scientific basis for deciding whether to keep 
the tréma on the auxiliaries and the imperfect subjunctives in preference 
to all other forms. 

An even more conundrous line is 27,635: 

N'eust prince ens ou pays qui lez peust grever . . . 

We can probably all agree that the sixth word should be disyllabic: paÿs. 
That given, we are faced with the choice between the imperfect subjunc- 
tives of the existential verb avoir and of the modal auxiliary povoir. The 
ruthless textologist would keep both as trematically disyllabic and get rid 
of the filler ens. Many would hesitate to go that far. 

There are other examples of items with which one might quibble at 
f i rst  sight, but which are taken care of in the notes, with help from other 
readings in the text. We find, in v. 2,331, the first occurrence of the soubri- 
quet "Fol-z'y-bee." Our first impulse is to "correct" it "Folz-y-bee," but, as 
the note points out, it is found in the form "Folz-s'i-bee" in vv. 10,617, 
21,773 (and v. 5,717) and in the feminine form, "Folle-s'i-bee," in v. 10,119, 
and is thus�rightfully,  one can admit�taken as the way the scribe 
"understood" it (not necessarily to say "as a scribal error"). 

A similar solution from the text for an apparent incorrection occurs 
for royamant " raemant "rédempteur" =/ roy amant, which we meet first, 
in the two-word form, in v. 1,772; the note thereto directs us to the proba- 
tory form Roy Perre amant of v. 15,632. 

But I differ from the editor's decision as concerns the two-word form 
par donner. It is regularly used in its English cognate sense and is always 
found in the syntagm 

[Dieu . . .] qui sa mort par donna(it) 
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in vv. 3,305, 8,495, 9,125, 11,450, 16,161, 18,491, 19,256, 21,774 (and 
perhaps some cases I have missed). There seems no cogent reason for not 
making this into a single word. Indeed, the separate form were best kept to 
distinguish the "forgive" sense from the augmentative/superlative sense of 
par verb (although a par donner with this sense, = "donner le plus possi- 
ble / une très grande quantité," is not found in the poem). 

A final note in the nature of a complaint: nowhere is there treated the 
scribe's peculiar habit of alternating, in the perfect third person endings of 
the first conjugation, the spellings -a and -ait. See the first laisse in /a/, VI, 
the very first two verses: 

". . . Dieu qui tout crea! 
Li duc . . .  les baron acollait . . . "  
      (vv. 277-78, p. 11) 

and ainsi de suite (it is listed, in passing, in morphology sections 78 and 88 
[pp. cxxiv-cxxv], and on p. cxxxv). One would have at least hoped to see 
something in the orthography section (pp. cxlii-cxliv), if not in the pho- 
nology or morphology sections (author's, pp. civ-cxvi, or scribe's, pp. 
cxxii-cxxviii); this irritating habit is not even mentioned in the notes. The 
omission is surprising since this is, above most other traits, one disturbing 
to the modern "silent, eye" reader, who must struggle against automati- 
cally decoding the -(no r)-ai t  as an imperfect tense mark. It is, in addition, 
a trait absent from TN and from BS, from CC/DH, from HC, and from 
BB. 

I will close with a few miscellaneous comments. 

The author of LB is not a great dispenser of proverbs, unlike the BS 
composer, who bestrews them with Sanchopanzan largesse. But those that 
are present had well been listed. We can all recognize at least one cognate 
to a familiar proverb in English, given in two variants: "Après le chevalz 
perdut, vuelt l'estable fermer" (v. 11,663, p. 364; cf. vv. 5288-89, p. 167). 

At the beginning of Lion's adventures we find a fascinating comment 
by the jongleur-poet (?) regarding poetic license. Having referred to the 
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(female, of course) lioness that saved and suckled the lost infant, he notes: 

Elle estoit lionesse, maix lion 1'appell'on 
Pou ceu que muelx a rime nous vient en chanson 

(vv. 587-88, pp. 20-21) 

And, indeed, this is the sole use of the feminine gender noun lionesse. 

The second of those lines raises an interesting problem. It will be 
noted that, to get twelve syllables, the word rime�the key word in the 
line�must be taken as straddling the normal place of the cesura which, if 
it exists in the line, must come after -me as the seventh syllable. Thus a 
case of a line not-symmetrically divided by the cesura and of "lyric cesura" 
as well. This aspect of the prosody was not studied in depth by the editors 
(they have�we can be thankful�left  much for others to glean), but both 
phenomena are mentioned on p. cxxxii (n. 2). 

Verse 723 provides a fine case of long-range metonymy. The duchess, 
disguised as a man, requests boat passage to go on a pilgrimage 

. . .  En la citet ou Dieu ot sa chair lapidee. 

This is clearly Jerusalem. But Jesus was never stoned;18 however, lapida- 
tion, as crucifixion, belongs to the paradigm of capital punishment�and 
it is of course mentioned, in other contexts, in the Gospels. The substitu- 
tion is forced by the rime, since lexemes better fitting, "cloufichiee," 
"crucefiee" (even excluding the expected Picard form "cloufichie") rhyme 
in /je/ (or /ie/). 

To sum up: this monumental piece of work (nearly 1,400 12° pages) is 
most welcome. It provides us with a carefully-edited text that can be used 
with confidence, and the text it so provides fills a major gap in the field of 
the medieval epic. 

A final remark should be added. The edition is a f ine  example of 
scholarly collaboration. Begun in the form of two University of North 
Carolina dissertations, in 1968 (Kibler) and 1971 (Picherit), it was 

18The closest to Levitical execution is at Nazareth; but there he is taken out to be thrown 
over a cl iff  (Luke 4:14-30). 
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complemented in 1976 by the dissertation of the third editor, done under 
the supervision of the first. The collaboration did not stop there. Having 
obtained subventions from their respective institutions, the editors pro- 
ceeded to supervise all of the typesetting, to provide the publisher with 
camera-ready copy. As printing prices soar, this is at least one way to help 
limit costs of publication. We can thus thank the editors for this admirable 
example of determination, especially when the final product is so good.19 

Larry S. Crist 
Vanderbilt University 

William W. Kibler 

Études de langue et de littérature françaises offerts à André Lanly. Nancy: 
Publications de l'Université de Nancy II, 1980. Pp. xviii, 594. 

OL L O W I N G  A B R I E F  B I O G R A P H Y  and a bibl iography of 
works by the honoree, this book groups forty-nine articles under 

the following headings: "Langue et littérature françaises du 
moyen âge et du XVIe siècle" (twenty-nine contributions), "Langue et 
littérature françaises modernes et contemporaines" (fourteen contribu- 
tions), and "Dialectologie" (six contributions). Five of the articles deal 
directly or indirectly with epic-related topics: Robert Aulotte, "Sur quel- 
ques traductions françaises d'épopées antiques au XVIe siècle" (pp. 1-20); 
Charles Brucker, "L'adjectif qualificatif dans les chansons de geste du XIIe 

siècle": La Prise d'Orange" (pp. 37-49); Bernard Guidot, "Ingérences 
romanesques dans la technique narrative de La Prise de Cordres et de 
Sebille" (pp. 137-153); Marguerite Rossi, "Sur le Huon de Bordeaux de 
Tressan: Source ancienne? Vocabulaire "médiéval?"' (pp. 313-328); and 
Jean Rychner, "La Vie de Saint Alexis et les origines de l'art épique" (pp. 
329-345). 

19A late note: see François Suard's "L'Épopée française tardive (XIVe - XVe s.)" in Études 
de Philologie romane et d'histoire littéraire offertes à Jules Horrent (Liège: J. M. d'Heur, N. 
Cherubin, 1980), pp. 449-467, for a more extensive discussion of the ca. 25 texts (list in note 
10, pp. 458-459). 

F 
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The most interesting of the five is that by Jean Rychner, in which the 
eminent Swiss medievalist compares the laments by Alexis' mother, father, 
and wife with that by Charlemagne over the dead Roland in the Chanson 
de Roland. His intent is to show that the question of whether the Alexis 
influenced the Roland or vice versa is still an open one; Rychner, himself, 
leans toward the notion that "une Chanson de Roland, très proche de celle 
que nous connaissons, existait dès l'époque où le poète du Saint Alexis 
transposait la Vita, que ce poète l 'aimait et l'admirait, et qu'il choisit 
d'écrire son poème hagiographique au moins partiellement dans ce style 
..."(p. 342). 

Bernard Guidot shows in convincing fashion that the Prise de Cordres 
et de Sebille in its details, its narrative technique, and particularly in its 
atmosphere was strongly influenced by romance. He proposes no direct 
sources and is content merely to note the sumptuous and gratuitous 
details, the important love intrigue, and the use of motifs generally associ- 
ated with romance rather than epic. He concludes that the Prise "illustre 
un genre qui se cherche" and that the poet was "plus sensible à une ambi- 
ance nouvelle qu'à tel ou tel roman en particulier" (p. 147). 

Through a statistical study of descriptive adjectives used in the Prise 
d'Orange, Charles Brucker concludes that a limited number of adjectives 
are employed in formulaic expressions which recreate a stereotyped 
world-view; further, their usage is generally concrete and hyperbolic. 
These conclusions will astound no one who has read more than a couple 
of chansons de geste. 

The studies by Aulotte and Rossi relate to the medieval epic genre 
only in the broadest sense. Aulotte's carefully researched article lists the 
major translations of Classical Latin and Greek epics produced during the 
sixteenth century, with comparative passages from the most interesting. 
Rossi shows that Tressan's unique source for his 1782 version of Huon de 
Bordeaux was the earlier adaptation by Oudet for the Bibliothèque Bleue; 
and, whereas the Bibliothèque Bleue preserved much of the archaic vocab- 
ulary from the earliest extant printed edition (Michel le Noir, 1516), Tres- 
san consistently updated his lexicon: "il est moderne en matière de lexique 
comme dans ses goûts littéraires" (p. 323). Unlike Lacurne de Sainte- 
Pelaye, who during the same period was genuinely concerned with every- 
thing medieval, Tressan had no curiosity about the past and was interested 
only in recreating the old legend in perfect eighteenth-century style. 
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In sum, for those interested in the Old French epic, the Études . . . 
André Lanly offer very slim pickings indeed. Only the article by Rychner 
can be considered a significant contribution, and it is far from settling the 
issue of precedence. Guidot's and Brucker's contributions will bring more 
grist to the mills of those studying romance influences on the epic and the 
use of descriptive adjectives in Old French, respectively, but both lack any 
vue d'ensemble. 

William W. Kibler 
University of Texas, Austin 

Joan B. Williamson 

The Old French Crusade Cycle, Volume 1: La Naissance du Chevalier au 
cygne: Elioxe, ed. Emanuel J. Mickel, Jr., Beatrix, ed. Jan A. Nelson, with 
an essay on the manuscripts of the Old French Crusade Cycle by Geoffrey 
M. Myers. [University, Alabama]: The University of Alabama Press, 1977. 
Pp. 370. 

HE EXTENSIVE CORPUS of material which constitutes the Old French 
Crusade Cycle is evidence of its importance in the Middle Ages. 
The texts are long, and the manuscripts are several, with complex 

interrelationships. The annotated edition of these texts with variants is a 
vast undertaking which the editors estimate will eventually comprise eight 
volumes. The first volume of the series contains an essay on the manu- 
scripts by G. Myers, followed by the edition of the first part of the cycle, the 
Naissance du Chevalier au Cygne consisting of the Elioxe version edited 
by E. Mickel and the Beatrix by J. Nelson. 

G. Myers provides a clear overview of all the manuscripts pertaining 
to the Crusade Cycle, including those containing either the consolidated 
verse or the abbreviated prose forms. Particularly interesting is his discus- 
sion of some lost manuscripts. He then gives detailed descriptions of the 
manuscripts of the cyclical form on which this series is based. We appreci- 
ate the clear picture he provides of the different branches of the cycle and 
of their locations in the various manuscripts. We value also the accuracy 
and detail of the descriptions and of the histories of these manuscripts. 

T
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This represents a prodigious amount of work well done. I make a few 
specific comments because the reader should have the information, but 
this is not to detract from the value of Myers's introduction. The initial 
description of MS A on p. xxiv is somewhat confusing due to ambiguity of 
the term "MS" (the codex as it originally stood, or as it now stands?), 
although Myers does make clear what he means in note 26. A is a compos- 
ite MS, the body of which was copied by a single thirteenth-century scribe 
and to which were added the last five folios, written in a fourteenth- 
century hand and containing the end of the poem. Robert Francis Cook's 
discussion of the group of Brussels manuscripts now in the B.N. in Paris: 
"Note sur les Mss. de Baudouin de Sebourc et du deuxième cycle de la 
Croisade," Romania, 91 (1970), 83-97, has solved the problem of the his- 
tory of A raised by Myers on p. xxvii and in notes 35 and 38. The notion of 
jongleur's manuscripts which Myers invokes on p. lv is seductive but is by 
no means a universally accepted appellation. For example, Charles 
Samaran in La Chanson de Roland (London, 1932), p. 49, opposes such an 
origin for the Digby 23 MS. The size of MS S is not of itself proof of jongl- 
eur provenance since we have other small manuscripts with illuminations, 
proving that they were presentation copies. Myers's chapter contains a few 
inconsistencies: the sudden use of "pages" when discussing MS O in place 
of the term "folio" he uses elsewhere; the outmoded distinction of form of 
address in referring to male and female critics; and the failure to provide 
information on the number of columns and lines of writing for MS B. 

Parity of detail is of value because the rationale for detailed MS 
descriptions is to establish, among other things, possible affiliations based 
on physical similarities. In this respect it is to be regretted that no study of 
the different scripts is offered. The very reason that Myers gives for not 
providing this analysis, that all the manuscripts were executed within a 
relatively short time between the middle of the thirteenth century and the 
second half of the fourteenth century, allows for the possibility that the 
same scribe, rubricator, artist, or workshop might have participated in the 
execution of more than one MS or that one MS might have served as model 
for another. Perhaps we shall see such matters discussed in Myers's further 
elaborations on the manuscripts, which this reader hopes might take the 
form of an editorial volume. Myers himself tells us on p. xv that "no single 
epic associated with the cycle has survived in pre-cyclical form," and that 
"there are as many attempts at a unified poem as there are cyclical manu- 
scripts." While the redactors of the texts as we have them have attempted to 



90 Olifant / Vol. 8, No. 1 / Fall 1980 

smooth over and disguise the original separations, the editors of this 
series, by the fact of publishing the material as separate branches, are 
establishing divisions. This is to venture into the difficult realm of Mal- 
larméan delineation of the ideal: "Je dis une fleur! et lors de l'oubli où ma 
voix relègue aucun contour, en tant que quelque chose d'autre que les cal- 
ices sus, musicalement se lève, idée même et suave, l'absente de tous bou- 
quets." (Divagations, Genève, 1943). A joint presentation of the MS tradi- 
tions of the different branches, by ensuring the use of the same criteria, 
would contribute to the analysis of the highly complex MS relationships. 

An editorial volume would also serve to eliminate problems evident in 
the first publication. This book suffers from a certain unevenness, as if the 
editors had different audiences in mind. For instance, in Myers's scholarly 
introduction we find the abbreviation "canc." (as on p. xxiv) which a non- 
initiate will not readily understand. Yet the inclusion in the glossary of 
words commonly found in modern French dictionaries, such as "vivier - 
"fish-pond," to cite only the last entry in the second glossary, suggests a 
different audience from that envisaged by Myers. 

Mickel and Nelson's editions, extensively annotated and furnished 
with variants, have the merit that all changes are noted. However, there are 
some lapses of editorial criteria. For instance, Beatrix, v. 2620, fol. 103a, 
has a clear nasal bar over the final "e' of "amaine" while Nelson's text 
reads: "Li cisne ki amaine," without benefit of note. The scribe's misap- 
plied nasal bar should be pointed out in a note or introduction. Indeed, it 
is to be regretted that no presentation of graphic peculiarities has been 
offered for either text. Modern practice tends not to correct a scribe's 
grammar, and particularly not to regularize the two-case system. Yet Nel- 
son emends scribal "Hondres" to "Hondré" in Beatrix, v. 2341 on the 
grounds that "B is consistently correct in its usage for this name as well as 
for the noun generally" (Note 56). One must reject his emendations of such 
frequent variations in spell ing as "herbe[r]jement" for scribal 
"herbejement," Beatrix, v. 2856. Mickel's editorial criteria are not free of 
disturbing elements either. For example, he explains in note 75 that the 
scribe wrote "roit Lotairet" with "t," Elioxe, v. 3422, because of confusion 
of "t" with elongated "s." This is highly unlikely, since the ductus of "t," 
which the scribe would recognize, is different from that of elongated "s." 
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It is, however, particularly in the resolution of the abbreviations that 
these editions require revision. One wonders at the rigidity with which 
tironian 9 is always transcribed as con in Elioxe. For instance, it is ren- 
dered as conpaignie in v. 343, but the scribe wrote that word out in full as 
compaignie in v. 353, fol. 3a. The last entry under point 4 of the abbrevia- 
tions gives the form p∂for "puis." Yet Elioxe, v. 372, fol. 3a, clearly gives p9. 
The forms under 19 do not seem to correspond to the most frequent scribal 
practice in either MS. Setting aside the question of whether s is a capital, 
the letter is preceded as well as followed by a period and is surmounted by 
a curved bar in both manuscripts: .ŝ. In effect, the form listed under 19 as 
 tes in Beatrix, v. 812 is, on fol. 95b of the MS, .s. followed by "tes." Under 

26, superscript s is given the value of "ier," but is in fact transcribed as "ie" 
in Elioxe, v. 773, fol. 5b, in the word arbalestier. The MS clearly shows the 
end of the word as "trs" with a superscript sign. Consequently the word, in 
accordance with item 26, should read arbalestriers. Of course what may be 
involved here is not an error of abbreviation resolution but a failure to 
note the written "r" which would be in keeping with the editorial failure 
to record the final "s." It is always problematic to render scribal graphies 
by appropriate signs on modern typesetting machines. But perhaps the 
choice of "s" to represent this particular sign is not a happy one and is the 
cause of this error. The scribal sign is in reality much closer to a tilted "z" 
which the editors would perhaps have done better to use. The preference 
for this form becomes evident if we look in both manuscripts at the apos- 
trophe listed under 25. This is mostly angular, appearing as a truncated 
form of tilted "z." The apostrophe can also represent "ie" as in "ciers 
amis," Elioxe, v. 426, fol. 3b, as well as the listed values of "re" and "er," 
which further complicates the matter. In all events, the apostrophe in 
Elioxe, v. 1673, fol. 10b (rounded this time)  gives us "perdre," not 
Mickel's "prendre," because the scribe did not include "n." When we exam- 
ine whether Mickel was correct to transcribe  as "prent" rather than 
as "prant," Elioxe, v. 824, fol. 5c,�given the fact that the scribe also uses 
"pًnt," (v. 2533, fol. 15a, for example)�we find that this editor has written 
"present" in v. 1744, fol. 10d, where the scribe wrote "presant"; Mickel thus 
presumes the interchangeability of "ant/ent," an option that should be the 
scribe's. 

Errors inevitably creep into a transcription. A modern editor makes 
all the scribal mistakes plus those rendered possible by modern technology 
such as hitting the wrong typewriter key. However, verse with its short 
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lines facilitates proofreading where the editors might have used more care. 
A spot check of Elioxe, p. 39, chosen at random, reveals "muler" for 
"mulet," v. 1737 where the meaning signals the error; and "mais treüs . . . 
soit" in place of the scribal "mes treüs . . . soient," v. 1742, where both the 
meaning and the missing syllable point to a mistake. A similar check of 
three pages of Beatrix, randomly chosen to the extent that the error at the 
rhyme caught my eye, reveals on p. 189 "defait" for scribal "defant," v. 
2655, in a laisse ending in "ant"; "Et tout l'or et l'arjent n'i aront partie" 
for scribal "Et tout l'or et l'arjent ja n'i aront partie," v. 2672, where the 
missing syllable indicates a problem; on p. 198 "El palais" instead of scri- 
bal "Al palais," v. 3083, where the meaning provides a corrective guide; 
and on p. 199 "escuer" for scribal "escuier," v. 3105, where "Escuer" is at 
the rhyme in a laisse in "ier." 

Given the broad scope of this project and the important resource that 
it could become for the scholarly community in years to come, the editors 
owe themselves, their co-editors, and their readers more careful control of 
their texts. We may hope for the verification of final text against scribal 
copy. 

Joan B. Williamson 
Long Island University 

M. C. Fernandez 

Julio Rodríguez-Puértolas. De la Edad Media a la Edad Conflictiva:. 
Estudios de literatura española. Madrid: Editorial Gredos, 1972. Pp. 406. 

N THIS WORK.  Julio Rodríguez-Puértolas  has collected  twenty- 
two essays, most of them written between 1964 and 1970. Though 
now a bit  dated (unavoidable circumstances having delayed the 

appearance of this review), they are notable examples of both the skillful 
use of the apparatus of historical criticism�such as comparison of manu- 
scripts to establish a basic text and the use of internal evidence for dating, 
localization, and authorship determination�and the demonstration of 
historical realities within literary works. The first section of nine essays 

I 
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complements his editions of Fray Íñigo de Mendoza's work,1 while the 
second includes studies of works dating from the Middle Ages through the 
Baroque. 

The second section of the book, "Del Poema de mío Cid al barroco," 
contains thirteen essays, chiefly studies of literary works as reflections of 
the society in which they were written. This will be the most interesting 
part of the collection to readers studying the epic. 

In "Un aspecto olvidado en el realismo del Poema de mío Cid" (pp. 
168-187), R.-P. focuses on the socio-economic realism within the work 
which, he maintains, has been ignored by critics or obscured by abstract 
interpretations.2 This socio-economic realism, for R.-P. the true signifi- 
cance of the work, has its origin in the Cid's background as an agrarian- 
based minor noble, his search for status and wealth, and the framework 
within which he must strive for these gains.3 

Exiled because of his enemies' machinations, the Cid's fundamental 
aim is to acquire power and wealth. He must "win his bread" and that of 
his followers, for his feudal obligations continue in exile, and he must 
ensure a rich inheritance for his daughters. The first step toward this goal 
is the trick he plays on the Jews, Raquel and Vidas: the money thus gained 
enables him to shelter his family at San Pedro de Cardena and to feed his 
men. Through conquest, wealth, and power, the Cid now will seek to 
resolve the problems of his status and relationship with Alfonso VI, and to 

1Julio Rodríguez-Puértolas, ed.. Fray Íñigo de Mendoza y sus "Coplas de Vita Christi" 
(Madrid: Editorial Gredos, 1968); Fray Íñigo de Mendoza, Cancionero, ed. Julio 
Rodriguez-Puértolas (Madrid: Espasa-Calpe, Clásicos Castellanos, 1968). 

2Pp. 169f, 187. The classic work on the Cid, and the one R.-P. worked with the most in 
this essay, is still Ramón Menéndez Pidal, La España del Cid, 2 vols. (Madrid: Editorial Plu- 
tarco, 1929). For recent bibliography, see Colin Smith, ed., Poema de mío Cid (Oxford: Clar- 
endon Press, 1972), 177-184; Humberto Lopez Morales, Historia de la literatura medieval 
española (Madrid: Exceliser, 1974), I, 360-367. Alan D. Deyermond, ed. Poema de mío Cid 
Studies (London: Tamesis Books Limited, 1976) was not available to this reviewer at the time 
of writing. 

3Rodrígo-Puértolas believed that the redactor was familiar with the Cid's "pre-epic" his- 
tory. See also Roger M. Walker, "The Role of the King and the Poet's Intentions in the 
Poema de mio Cid, " in Alan D. Deyermond, ed., Medieval Hispanic Studies Presented to Rita 
Hamilton (London: Tamesis Books Limited, 1976), 265 and note 17. 
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enrich his family. This theme of gain recurs repeatedly in the epic: the Cid 
personally supervises several divisions of spoils; he enriches his men when 
he sells Alcocer back to the Moors; he wins Valencia for Jimena and their 
daughters. In spite of his initial opposition to the alliance, the marriage of 
his daughters with the Condes of Carrión is a step up in society, an addi- 
tion to the Cid's "honor," making him the equal of the greatest families in 
the kingdom. When Rodrigo seeks justice before the king and court for his 
daughters' dishonor, he demands the return of the money and the gifts he 
has given the youths, including the swords Colada and Tizón. He is as 
concerned over regaining this wealth as he is over honor. Ironically, his 
daughters' later marriages to the Infantes of Navarre and Aragon will raise 
the Cid's status higher than Carrión's. 

R.-P. then considers the Cid's relationship with Alfonso VI. Rodrigo 
attempts a reconciliation three times. After his victory at Alcocer, he sends 
Minaya to the king with his petition and a gift of thirty horses. While he 
allows those who wish to do so to join the Cid, Alfonso does not pardon 
him. After capturing Valencia, Rodrigo sends Minaya for his family, with 
a g i f t  of one hundred horses, and the king sends the Cid's womenfolk to 
him "with great honor." Finally, after defeating Yusuf, the Cid sends 
Minaya and Per Bermúdez with two hundred horses and the tent of the 
King of Morocco. This time, under pretext of arranging the girls' mar- 
riages, Alfonso grants an interview, to which Rodrigo brings sixty horses. 
The Cid is not pardoned until  after he has seized Valencia, when his 
power makes him useful to the king. 

The Cid's ambitions and his preoccupation with all aspects of his 
economic affairs further supports the thesis of socio-economic realism: he 
personally has the baggage of the Moorish commissioners from Valencia 
seized and searched, and he forces Ben Yehhaf to inventory all of the lat- 
ter's wealth. Rodrigo's insistence on cataloging, controlling, and directly 
involving himself in the division of gains is part of the obsession with 
wealth and power seen in the epic. 

The encounter between the Cid and Count Berenguer Ramón of Bar- 
celona, revolving around the ganaçias of the former in the Count's terro- 
tory, carries further the theme of gain. In exaggerating Rodrigo's poverty 
and forgetting that the Cid did not ask the Catalan warriors for any ran- 
som, the redactor has made gain the fighters' main motive and the origin 
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of the conflict. This motive is evident even in the monetary valuation of 
the sword Colada, which the Cid wins from Berenguer in combat. 

R.-P. concludes his study with some reasons for the socio-economic 
realism of the poem. He believes that the epic, recited to the common peo- 
ple, reflected both their conflicts with the nobility and their taste. Hence, 
the PMC was an outline of the Cid's career, as well as an image of the soci- 
ety in which it was written. 

While convincing as to the importance of the socio-economic realism 
within the PMC, the essay as it stands raises more questions than it 
answers, questions about thematic relationships and about the author's 
purpose beyond entertainment. This essay should be considered in con- 
junction with R.-P.'s later work, in which he suggests that the PMC was a 
sort of propaganda by a new, rising middle class against he established 
order. 4 

De la Edad Media a la Edad Conflictiva is a valuable collection of 
essays on several aspects of Spanish literature. A certain lack of thematic 
unity in the second section might have been amended with a brief com- 
mentary connecting the essays in each main category�medieval, renais- 
sance, and baroque subjects�into a coherent whole. The focus on the 
political and socio-economic realities seen in the medieval essays suggests 
a need for further study of the development of medieval Spanish literature 
as a form of political and socio-economic expression from the reign of 
Alfonso VI through the reigns of the Catholic Kings.5 The essays on Ren- 
aissance and Baroque literature focus on a gradual imprisonment of the 

4Julio Rodríguez-Puértolas, "Poema de mío Cid: nueva epica y nueva propaganda," 
Literatura, Historia, Alienacion (Barcelona: Editorial Labos, 1976), 38. See also Julio 
Rodríguez-Puértolas, ed. Poesía de protesta en la Edad Media castellana (Madrid: Editoriales 
Gredos, 1968), p. 15, where he calls the PMC a species of protest. Erich von Richthofen gives 
a brief résumé of some source and conflation problems in "Conjeturas sobre un primitivo 
"Cid' y "Roland"' in Tradicionalismo épico-novelesco (Barcelona: Editorial Planeta, 1972), 
23-32. Colin Smith, who believes that a lawyer wrote the PMC, finds four major themes in the 
epic: power and wealth intertwined, honor, "the good soldier," and perhaps "uprightness." 
(Smith, op.cit., xxx-xxxvii; lxi-lxvii.) 

5Rodríguez-Puértolas's introduction to Poesía de protesta en la Edad Media castellana 
is a good example, although it is rather brief and specialized. 
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Spanish mind within a system of myths of Spanish blood purity. The per- 
sistent reappearance of the preoccupation and its related phobias 
throughout these periods indicates the importance of the problem as it is 
reflected in Spanish literature. 

M. C. Fernandez 
University of Virginia 

Alison Goddard Elliott 

Josep Miquel Sobré. L'Èpica de la realitat: L'escriptura de Ramon Mun- 
taner i Bernat Desclot. (Biblioteca Torres Amat: Edicions del Departament 
de Filologia Catalana de la Universitat de Barcelona, 5.) Barcelona: 
Curial, 1978. Pp. 134. 

O B R É  BRIEF BUT ELEGANT STUDYof the literary aspects of two of the 
four great Catalan chronicles (Desclot, ca. 1225 - ca. 1289, and 
Muntaner, 1265 - 1336) contains much to interest the student 

of medieval epic as well as the specialist in historiography. Sobré's 
thesis may be summed up by the sentence, "Les cròniques són l'èpica her- 
oica de Catalunya" (p. 15). Sobré starts with the premise that all writing is 
a game, a form of play for which rules can be determined; he derives his 
methodology from Erich Auerbach's Literary Language and its Public. 
Focusing primarily upon the Crònica of Muntaner, Sobré concludes that 
Muntaner's "game" arises from a combination of epic and history and 
develops in the direction of the novel (p. 126). 

That a relationship exists between the Catalan chronicles and epic is 
nothing new. In particular, the debt of these works to lost cançons de gesta 
has been much discussed (for a convenient summary, see Martín de 
Riquer, Història de la literatura catalana, Vol. I, 373-94). Rather than 
looking, as others have done, for evidence of lines in assonance embedded 
in the prose text, Sobré concentrates on style and ethos. He points to a 
number of stylistic features reminiscent of, and probably derived from, the 
epics of the previous century�apostrophes with veer (cf. la veisiez in the 
chansons de geste), the formula que us diré, the transitional expression, 
are lexerem aço star, the use of emphatic sí. In his examination, Sobré calls 

S
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at tention to an important  paradox. The predominant stylistic 
characteristic of Muntaner's prose is its vivid, colloquial nature; the popu- 
lar tone is in great part a condition of the genre (p. 69). Yet in chronicle as 
in epic, popular style coincides with high style, with that sublime style 
appropriate to the narration of great events, whether in epic verse or his- 
torical prose. 

Considerations of stylistic similarities lead to observations on the gen- 
eric similarity between epic and historiography. Sobré maintains that a 
sharp distinction between "epic and historiographic material is perhaps 
the result of an anachronistic viewpoint, born of judging historiography 
not by what it was but by what it was to become" (p. 68). For Muntaner 
himself, the parallel between his hero, King Peter II of Aragon ("the 
Great") and the heroes of the past was explicit: 

Mas no us cuidets que anc Rotlan, ne Oliver, ne Tristany, 
Llançalot, ne Galeàs, ne Perceval, ne Palamides, ne Boors, ne 
Estora de Mares, ne el Morat de Gaunes, ne neguns d'altres 
poguessen fer tots dies ço que el rei En Pere feïa . . . .  (Ch. 51) 

Roland sets the standard for heroic behavior: "lo senyor infant En Fer- 
nando . . . hac fet d'armes aitant com Rotlan gran res pogra fer si hi fos" 
(Ch. 247). Muntaner's heroic ethos is clear; "The deeds are the same, if not 
even greater, but the characters now are not fictitious. Muntaner transfers 
the epic world to the historical. His is the epic of reality" (p. 127). 

Sobré concludes by looking beyond the world of the chronicles. He 
notes that "epic of reality" is a paradox, since the strength of the epic is 
precisely that it is not real. In Muntaner, the invocation of the epic world 
of fantasy, of Roland and the heroes of romance, serves to alter historical 
truth profoundly. Muntaner, however, replaces the fictive world by a 
political one which is not real. Muntaner's world is one-dimensional; 
there is no strife between nobles and monarch, no rebellion. Sobré suggests 
that when literature loses contact with the pluridimensional nature of 
both fantasy and reality, the result is a certain weakness. Muntaner's 
course leads, perhaps, to the decadence of sixteenth-century Catalan litera- 
ture. 
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Sobré's monograph raises s igni f icant  questions.  If the  
"contamination" of the world of historical veracity by epic norms and val- 
ues constitutes a drawback from the viewpoint of the historian, it is pre- 
cisely this epic color which contributes to the importance of that work for 
the student of literature. My only criticism of the book is that it is too 
short. I, for one, would like more speculation on the impact of epic values 
on historical perception, on "reality." Sobrés concluding remarks on the 
reductive nature of Muntaner's epic vision are provocative. It would be 
interesting to compare the ethos of the Catalan chronicle writers with that 
of the epics over a period of time, for later chansons de geste present a more 
ambiguous world than does the Roland, for example. 

The book is attractively printed and concludes with a useful summary 
bibliography listing all works cited in the notes. This bibliography, inci- 
dentally, reveals a considerable scope, ranging from the standard works on 
Catalan philology to contemporary critical theorists who write on the rôle 
of the author (Foucault) and on autobiography (Starobinski). I note in 
passing one minor factual error (the poet Callimachus was Greek, not 
Latin) and a few typographical errors, chiefly in the notes. 

L'Èpica de la realitat is the only monograph devoted to Desclot and 
Muntaner and, as such, is a welcome contribution to the history of Catalan 
letters. It touches, however, on questions broader than the concerns of a 
particular medieval literature. In its observations on the strong link 
between the epic and historiographic genres, it raises issues vital to all stu- 
dents of epic. 

Alison Goddard Elliott 
Brown University 


