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Introcluc tio.n 

Th~ tl t.lc or this Lhes:i.:::; .is, I :fc:):ctl', nnt cnl.)abJ.e of' 

llave to .face. A brief' ._;enera l introd1.1ctlon j_s llcr.es::;ary 

lJ~?.cavse o.f the rather 11eteroe:;eneous rwt11re o.r. tho >v·o r~.;s to 

he cli.,c.nssecl. 

As 1\i:t.S aJ.ready lJcon :.~tatccJ i 1.1 tl1e Pre:face th.i.s t:hesi.3 

st<.u·tc<.l a~ a iJ y-~)rolluct o.r studios in short :forms of .11.ar-

rativ<:;s. ~.y studies , ai;ain c; at tii.scovori nc- comuon ltlGntr. l 

patter:;s bc·l.tind sl10r t piecc·s o:r epic litr~r;:~ture , lt:~cl h!C to 

b0lievc that there n~u::-: t b r; nn OX.i) lc• .L t:.a:;le rel.::t tion bet>veen 

the author ' s nrti~:t ic •• i . , 1ds J•Hlr(~ or l<)SS e:f:loctive c'.lil-

nppro c Lt tiH;_, j ts <H'S t1H tic v:tllh). Tl1e render itl<'l~' r<t j .•e (~1Je 

objr->cl..i.o;t thnt it !nust lJc:.: c1il~i·' ·ict llt t<.1 .i.ntcrl)rnt <-1 p:Lncn of 

J.it:Oi'<lttir0 , st:,:rt'i.nc_:· v.i.th t:·<·l <HJi;ltr):r ' s art.i .. si."i.c Lnl.cnticn. 

T.r .·e , it if3 n llcn .. c.JcPt'ic ci"r.lc m~d o •<'l h;.:-;, i ·l fnct, to 

.i.-'oi 1t o :l ' the r.:Lrcle n.'f1 fo] low its 1 i.!.l') tj ll we:: r(:): ell the 

st: rt-Ln .:_; .:.:-oi,,t H ~;.:i n , ,,r-i tl1, 110\\'('·ver, <1 .fHll c:r 1H·c:t'rst: •J1 L ill~· 

t.o 1ue 
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The fottr older lh'lrrative~: to i>e d:iscu~5sod arc tiH.~ " Gesta 

L.erwnrd t " , a Lnt :i_n work partly belu·· ~·:i t1e,· to lli. storioc;rc.tpll.{, 

partly to :,elles-J.ettres, "fro.rt t:!u.,:o ;qj_cJdle of the 1?tl1 c:P.n-

ttJ.ry ; "Tite Le~·end o.r Full< F.it:ZII<1r.i ll 11
' 0 _;_.'ro~e rc:.;n:.lllCO rrom 

the s~conrl q:_"t1i' o-r the 13th ce n tury ; the " 'l'ale o:f Game.lyn", 

a r 1 1 y .ted t r 1 e \H' i t ten a b o 11 t 1 J 5o , a' 1 cl t: he 11 Gn s t of n. o Ly n 

i1 b 0 u {; 1 ~, 0 0 • 

Lil:.c It: " ~wve heen inc:lude<l : .. s the "Tn1e o.f G-. ,,eJyn" Js 

t ,, ' .. COl orse OL this 

Th"L~ sllo:r·t stuc.l: · caw10t be an attempt to c;ive a full inter-

The;·e ha::: bc<Jn a .fl <.tod o r critic<:l ~tud:Les on the rc~lrttion 

betwoe n "Ros<..:.lyt,dc:•" at•d 11 •• \~; You Li\ (~ It 11 , a. :d 'war] y evc:.Jry-

tltille,· :,as been sa ~id at leaf't once. But , of cour:::;e , lllost of 

thc~~r-:. st.nr15es lw.ve <:lS t 1teir il!ctiil :i.llterest ti1e tlr< ... :oa t.i..st; ' H 

.H<.U-:'terpi cce a .d roofer to the rouiauce only as to a use ·ful 

source. T~1ey ~•r0 all conc <:·r•.ed to state ho''' [~h :.t-:~es.i-'e:cre .i . .l­

_::)roved wh::1t he aclapi.ed. I lle:tve not .fot·nd a :.=;tu(;y 1vhi. ch ··as 

as .i..ts ce (t trnJ. tlJc~ .. lc the ,;;ain short:comiuc:; ~; o.r 11 1lo:,.;a .l)-nde 11 

UJHJ the b<:t.sic reaso:1s of t:lle~e f'hortcomill[;'S. This poi ... 1t coulc.l , 

I felt , bG trc;.ttccl .L1 tl1is st; ·cJy wii.llOtlt ••Y l1avjn_::;· ai ·.;ed at 

too hit;'h ...t unrk. In acldtt.i on I hu.ve c.tlso ut tc;!mpted a fc>v 

obscrv:.1tions 0 .1 the co:n.:•d}' n.s well , :nore in or•_; 8r to ... )rovi:le 

a 'fo.i.l to the ro: !a nee t~1a: . one ·.ore c::r:i.tic~d. ai.-'l-'rociat:Lon 

c:f tl: e play. 

Tl\0 work:.=; discussrcl c::..rc , oC c:>l..lr£;E", on 1 y a .l .i..:J itl:"d 

select ic;n trt: ... cn f'ro:o a l ~- 1"~nr n un;ber o .f _pieces of ~ ttera ture 
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tre<::t l n6· the outJ.fn·;-the. 1e. To 11:uile only a -rc~w more, tlJ<7rC:! i_s 

tlle story o:f 11 Bu f".t~tce, tl1 1~ ~~onk", "),<l .'m _)ell " ;:.!d: sc:>rL~~s o:f 

vorsions of' tile Her.e1·:••rd :::.tory st.ch as tlte "Excerptwn cle J'a­

l.tilia .ier\.i:l.r.clj_" , tlte t:erC'\vJrd. epi.so<le :i.D Gaim::_r ' ~ "L' est:orie 

des Bn.:.:;·les" , in the " Liber E Licnsi~" l;y Tht.Jrtas o.f Lly and t11e 

fragte!lt;.,r;; e~~~isoci. e in "In· .... Hlpl, ' s Citr()niclc" . .Bllt th:~rc c1.re 

<.tl::;o mo~!orn o:tt[;e:nt;.)ts to re~)resnnt titat Rtol.;t ::.axon huro. 

Ch:_,rles .:ucf.' .. rlane 1.·.<rote c-..n histori ·al nove l e 1 (;i tlecl "The 

C;.tmp of' ~u~:ru.::;c" in ,;;~L~- . Two yenrs loter Tl!nmas 1frit;ltt pub­

lished tl1e " .\.dVC1Jture~ of Eere1•arcl tr1e S<D:on" j n the sucond 

volu=1te o:l h Ls "Ess•1.ys on the J..,i tern ture, Su1).: r tj_ tj on , <:~nd 

.:-listory of' J..:uc;l:_n!d jn th~ l\_inc1 Je -~r;es". hrjsti·,n :;:·_:;-:;ter. >-;rotE:: 

a Dc.nish vnr.sj_on pub.:;__.i_::;1t8d in 1K(i5 lindP.r the tit·:_e " 1'or1·-aoll:irJc; 

that volu::t Lnou:=:: nov .:J. 11 i~ere c. rd t.he Va:.::e , La:::t or the l:u "'·li~h" 

( r /' . ) , 1 ,_, tJ I: 

the ::-~axon" (H'99) l1_: 1 .c._ ro~> Hu:&litt, ~· :.,;t'a ~dsuq (_;.f h'j_.JI iam 

bctlJan pL.:ys "TI1c Do~o.r.n:l;•ll of r:obcrt. :;__._,_rl o:f l:IJPtjpc t0n 11 a·'cl 

"The De~•.l.h or ;:r.::.H~rt L<.trl nr ~lllo,t.:io~ .:_,t o!\ 11 (l)of:::l 1.:.;01·:) H'ld , o.f 

1 -• 'l"'" Ill(' l''.r t ,)' '- ._ I, 

fT) \ - . 
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A sr.co11d -~P,;.Jc·nd .ix (Il) devel o;_.>ed -.-hen I r~o·o.c-1 tl!P v :iv:LrJ 

rC"_:_•r,~'-ent• t.Lr•n o.f v. l•::trt ur .:.. •H'C'h- .. rd ' ::: Jjfc: i.:1 Gai::!<.•r ' ."' 

"L' estor.j <~ de:> .Sn~·] e:::, " . Tlli.!'> v::i.Jl ~-i-vc 2 r:nuci:.:;e ap!)rt·cio­

tion of : :.·i.·rn- ' s St~JrctiJ n ar•t~ tre t .· :11 t c•i' t.llL ::crc,~:-.ct;_ 
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A. 

I. The Na:llve No:;.·a 1 1 ) 

Generally the f a iry-tale is regardeu as a moral narra­

tive, in which virtue is rewarded, wickedn-;ss punished. Thus 

it a ·akes in the child's (listener's or reader's) mind the 

wish to be equally happy as those who, in the fairy-t · ,l e, 

are finally rewarded and happy. At the same time the child 

dreads the punishment which the wicked persons in the fairy­

-tale have to suffer. 

But, if we look more closely at the positive fi g-ures 

in a fairy-tale, we find that they do not live up to the 

high mo :L'al standards ·we would expect them to r~ach. Puss­

-in-Boots, for i nstance, lies, betrays, persuades in a rather 

dishonest way and even threatens. Or the Prin ce in 11 The Sleep­

ing Beauty 11 ki s ses a sleepinb girl withov t her permission. 

Neither the lying Puss-in-Boots nor the kissin~ Prince 

are, however, fe l t by t h e reader to act in an explicit-ly 

immora l way. On the contra ry, w·e are hap!:)y at their final 

success. How can this discrepancy be explai ned ? 

Both Puss-in-Boots and the Prince provide the reader 

with a certain s a tisfaction. Thi s s a tisfaction springs from 

the fact tha t in t h e ~a iry-tale, at least in its conclusion, 

thing s hap~en t~at corres1.ond to the hizh~st possible deg ree 

to our ex~ectations of how thin bs should h a ppen in this world. 

Very ofte ,l , on e must a (omit, t .. e initial situation in a 

fairy-tale does not contai n anything clearly moral or irr~oral. 

But a feeling of injv stice is evok e d in the r e ader and the 

urgent wish th~ t this in j u s tice should be corrected. 

1) cf. Jolles , 2J bff. 
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Andre' Jo l les s ees the sat~sfa ct~on we have at the end 

of a fairy-t< le not so much in the fact that a morally good 

person's virtue is finally rewarde d as in the fact that the 

happ enings represented corr espond in the end to what we ex­

p ect of a just arranc ement of things in our world. 

I :J this expectation of what s h ould a ctually happen in 

the world Jolles d iscovers an ele . .Jent which is s ignificant 

for the literary form of the fairy-tale. It is the mental 

attitude tha t is behind it. 

Andre'Jolles adGlts that the fairy-tale is, in a certain 

sens e, moral, but not in an ethical sense. It does not c ive 

an answer to the question 11 >vha t have I to do?". Jolles f~nds 

that it rather answers "how should things happen in this 

world?". Behind the answer to such a question stands, con­

trary to p :ilosophical and systema tic et,lics, the "eth ics of 

events" or "naive moral". 

The naive-ethical judgements we pass according to this 

n aive moral are emotional jud0 ements. They spring from a 

general sense of justice in •'1an nd aim at the righting of 

t h e cou rse of events in this world. These n aive-ethical judge­

ments may be passed by anyu ody and e qual ly without hetero­

nomous measures. Tht.: s the:,• are valid unconditionally . \'le 

could as well call t h em categorical or absolute judgements. 

This result l eau s Andre' Jolles to a partial definitio_, 

of the fairy-t a le. In the fairy-ta ..Le, :1.e says, we have a 

literary form in which the course of events is arran · ed in 

such a way as to harmonize c ompletely with the postulations 

of the naive mord~. 

Th is mental n tti tude becomes ef1~ecti ve 1-vhen the fairy­

-tal·e juxtaposes the real course of eve~ -~.ts i n the world ,_,.i th 

a new reality. The prosaic reality understood naively as im­

mora l is confronted with a fairy-tale reality t~at is iden­

tical with what we exp ect according to the naive m .. r 8.l . 

To give a fuller definition of the fairy-t l e type in 

literature Jolles pe1:etrates , of c ourse, into the world of 

t he marvellous as well. 
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For the aim of this study his first step and its results 

will suffice. The mental attitude of the naive moral is ob­

vio~sly not restricted to the genre of the fairy- tale, though 

it seems to be most distinctly o b jectified here. It can be­

cou e structurally effective, more or less cle .:· rly, in any 

narrative and dominant e specially in early epic literature 

such as ballads and ro!L ~nces and a lso in modern lif;ht f iction . 

This study tl·ies to demonstrate thc:..t the naive moral 

is the significant mental attitude behind a s e ries of o u tlaw­

-narrat ives. A structural analysis of the works in their 

parts r elevant to the outlaw-theme will be followed by an 

attempt to show i n how far certain ncrratives and Shakespeare ' s 

"As You Like It" are structural ly influenced ,;y the mental 

attitude o~ the naive moral. 

II. Outlaw 

The term out law as it ap r>ears in the wor · ·s to ·.•e dis­

cussed h~re ori~inates in certa~n anc ient Germanic legal prac­

tices. The legal status of an "exlex" or "outlaw112 ) ras the 

usuu l consequence of ":. .. ' riedlosign::c i t" \p0 aceles .... ness). With 

this everyone i n Germanic ti11Jes , on the Continent as well as 

i n the British Isles , was punished who had "violated any 

property o~· t ·.te people or sta t e" or "co.!l .. li t ~ ed a criu e of dis­

honesty". All his let al bolLds were a.tu..'.led: his wife became 

a widow, "1is child. ·en orpdans and his prO•) erty lost ; he Has 

denied any i~uman society, no,)ody ·was allowen to "hous e" him 

(cf'. Ger .. a n " l1a-usen" and "ho i'en 11
) withottt beco,t.ing an exlex 

hi .. :self . J) T e outla-w- h ad to flee anu b e. come a " lv'aldl :i.ufer" 

2) This and t i1 e following quotations cf. ivli t teis , 25f. 
3) cf . "T.ne ~~·anderer", l L tes .) , 2o, 32; "The Seaf'ar ~r", 

lines 15.~.·. 57; set also"Beowul .~. · u, lin es 2220f. and 
22 u o-2285 
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(one who lives in the forest), a "werwolf, c-erit cat)Ut lu­

pinem". The outlaw usually was suoposed to be kill8d with 

irnpuni ty "like a wolf". So .. Jetimes a prize was put on his 
, 

head, similar to the reward offered for every wolf one might 

kill. The Gerut;.:.nic word "gewargian" which means outlawed, 

t th o t' b t outla~ and ~olf. 4 ) oo, .~,)roves 1s connec 1on e ween •• .. l!.ven 

in the " Talc of Gar.~elyn" which was writ ·ten in the late l\iiddle 

Ages this idea is indica ted: "1vhen Garnelyn her lord wolues­

heed was cryed and maad 11 and a little later on "And he hath 

endited the and wolues-heed doth the crie".5) 

The legal status of an outlaw could be anulled in late 

Germanic times by "1viedereinkauf in den .t•rieden116 ) This phe­

nomenon p rovided, perhaps , the historical origin for the tra­

ditional reconciliation between the outlaw-hero and the king7). 

It was not before the eib'hties of the last century that t h e 

law concerning outlawry was abol i shed. 

III. Outlaw-Narrative 

For our purooses any predominantl·y eoic piece o l' litera­

ture is reG'--rded a...; an ontlaw-narrative if it h<-..s c1. s its 

central character a nerson who lives his life partly or com­

pletely outside society a .. 1d its lec-ul system. The narratives 

in question are, of course, arbitrarily select ed out of a 

larger number of o utlaw- stories. T.c1ey seem, however, to be 

typical re·t)resentatives of their a._.e and ; ·enre. Tb.e fact that 

4) cf. Germ . vart;r = wolf 
5) Gam, 7oo, 71o 
6) his paying money or performi.::1g so .. :e sevice 
7) cf. "Beowul:t'", lin es 2229, 22o4f . 
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Shakespeare's "As You LL..:e It" has been included seemed to 

be ju~tified by its close relation to Thomas Lodge's prose 

romance "Rosalynde" and to t h e "Tale of Gamelyn". 
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B. I. Introduction to the Works Discussed 

1. "Gesta Herwardi" 

a. The Gesta as a Historical and Literary Genre 

The plural "gesta" of the neuter "gestum'' was unusual 

in classic Latin; t.1e expre ~sion commonly used i n stead was 

"res ~,estae". The plural "ges ta" spread during t11e late 

phase of t he Latin tongue and was adopted then as a feminine 

singular form by the developing Fren ch language. In the 

"chanson de geste 11 the Latin word appears as a feminin e , 

the Latin genitive "ae" having been contra cted to "e". The 

Latin a s 'v-ell as the r.·rcnch forr,Js were in use in England 

simultan e c·usly as ".;esta", "geste" or "gest". 

The "gc :::.: ta" as a his tori cal and a literary t;;cnre has 

its origin in the famous "Ges ta Pontificc:.lia" which c;o oack 

to the sixth ce~1tury. The:,. give a list of a ll the popes who 

were believed to have succeeded Saint Peter as t te leaders 

of t ile Christian Church. b) up to t~"le late ,•1iddJ_e Ages t his 

kind of historic report as a simple sesuence of more or less 

historical f'acts abou t p t. rsons of hit,·h ranL (_, t f j_rst re-

stri cted to t.1e hie;h c lercy, but later on als o extended to 

all people belongi 1:g to the nobility succeedin~ on e another 

in an office) was very popular. 

The genre o f the "gesta" is, in its early f'orm , a report 

with a strictly chronolocicel and biographic character. Some­

ti. ,es, when one or more scribes c oncentrated on 1vha t t h( y 

reg·ar ded as a person of importance, the "gesta" c ame c lose 

8) cf'. Gn .. ndmann, J8f:f, 



- 7 -

to a "vita". One of the most famous examples o f thi s srye­

cial kind of the c;enre is the "Ges ta Ca roli 1-.Lagni" ( 083) by 

Notker Balbulus. In Englond n e a rly ever y king since William I. 

had hi s "gesta" written.9) 

lfuereas the early forms of medieval historical writing 

often had a rather modest a ppeara nce, t n e "gesta" of the 

twelfth century and after dev e loped, at times, to a fantas­

t ic , fairy-t~le-like narrative of ~ittle or no historical 

value. Thus, in the course of time, the "gesta" became more 

and more a literary form the f a rther it withdrew from its 

strictly historical origin. 

The genre's increasingly elabor ated a n d detailed tech­

nique of narration flourished i n England during t h e twelth 

and thirteenth centuries. How wi~e a tradition is embraced 

by the term "ges ta" - the monkish-clerical as well as the 

urb <-.. n historicc... l and the ficti •.nal forms - may be illustrat­

ed by the difference wh ich exists between the plainness of 

a "gesta 11 as a list of succeeding abbots and the rich world 

of the 11 Gesta ROl:Ianorum" . 

b. The Text of t he 11 Gesta I-lerwardi" 

The "Gesta Herwardi" wa s written by the monk Richard of 

Ely about the year 115o. 
10

) It uas been transmitted to us in 

two manuscripts: 

1 . In the orit;inal manuscript of t h e library in Pete r­

borough Cath edral. This manuscript is a body of the 

abbey's uo~uments that were c ompiJ ed a t t h e close of 

the thirteenth or beginn ing fourteenth century. The 

"Gesta Herwardi" is at t .L1e end of t :Je man uscript. 

----------9) cf. Richter 
1 0) 
1 1 ) 

c~ . Liebermann, 2 5-267 
Printeqat t ~_e end of t i1e :firs t voluHle of ''L' estorie 
des Eng:les", ed. ·-'Y Hardy c:utd l\lartin , Lond on 1d88 
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2. In a deficient copy at TrJ nity College, Cambridge. 

This study refers to the "Gesta ~-.er>varcii" as it has been 

edited by hardy-~~rtin. 11 ) 

c. Plot and Contents 

The "Gesta's" plot can be summed u p simply: After the 

wild and heroic adventures of his boyhood Hereward experience s 

the consequences of the Norman conquest. Hi s relatives are 

slain and the fc.J:lily' s property falls into the hands of the 

victors. Herew<...rd collects a band of faith ful and unyielding 

Saxons and throu~hout his wi10le l1fe leads a "\var a~ainst the 

new king and his Norman knights. The story e nds with Here -

w rd's reconciliation to aud his investiture by King- William I. 

1-i ereward cannot be called an outlaw accordi~.tg to our de­

finition until the moment he starts his fight against the 

Normuns . Up to this point of the action the yo~nu hero ful­

:fills the function of the typical kni[;ht of adventure litera­

ture, a type th<:tt \vas certainly well known to the "Gesta' s" 

author from late classic <:.nd tde developing medieval chival­

rous ro~ance. rlereward exp eriences miraculous adventures such 

as killing- a b oar endowed with hwd~n intelli . ence, defeating 

a Cornish gian t --nd savirl0 princesses . bp.isodes such as those 

concerning his 'vondcr!'ul mare "S,v-allo\v11
, Hereward' s ::..'ights 

in "Scaldin:urj_l and" and t L.e love-story in. 'd1ich tne hero wins 

the beautiful Turfrida (or rather how Tur .• rida win s the love 

of Hereward) belone to a traditional c enre of the romantic 

adventu re story, and have little , mostly nothin~ to do with 

the outlaw-situation in t h e strict se.1se of t :1e word. This 

st . rts with his .l.'ir.::;t figll ting the i~ orwans. 
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Shortly after Duke William's invasion of the island Hereward 

returns from Flanders and learns that his young ; st brother 

had been slain by Norman knic-hts on the previous day. 1-Jhen 

he approaches his house he finds his brother's severed 

head fixed to the door post as a Norman trophy. Hereward 

enters his house and takes fourteen drun~en Normans by sur­

prise. L e kills all of t~1em and fi:xes their bloody heads to 

the wall above the entrance. 

The ne\vs of his deeds sprertds and soon more and more 

Saxons join herewurd. In Peterborough Hereward is dubbed a 

knigh t by the l a st Saxon Abbot Brand who is related to the 

Hereward fan1ily. For one year the outlaw-hero leuves England 

in order to fetch his wife 'l'ur1~rida and her rel<."<. ti ves from 

Flanders. On his return he burns three manor houses. This 

is the sign for the strongest and br...t.vest S :...xons to join 

him. Finally Hereward becomes the leader of a dangerous band 

of desperate outlr~s. 

~leanwhile a number of Saxon s defend themselves against 

the invaders in the fortified monastery of Ely. They are 

supported by the monks who are not willing to accept an ab­

bot by the grace of' .1.\.inb William. Tho author also mentions 

that Archbis.11op Sti.;aud was among the rebels , a statement 

which is not in accordance , ,i th L ;.ct, as Stigand w,cs at that 

time being kept prisoner in \4e::>tminster by the NorJ,:ans. 

When the defenders of Ely learn the news of Hereward's 

return to England, they s ·~nd him a message in wh.ich they 

ask him to join them as quickly as possible. In fact, Here­

ward and his band succeed in reaching the fortreso, wnere 

he, f'or a while, acts as leade r of the re belliou s Saxons. 

According to the 11 Gesta 11 tlu fortified monastery of Ely, 

with its island position, was reg r d ed as unconqueraole then. 

And, i ndeed, several atta cks of the Nor;,J ~,ns unuer the leader­

ship o:f 1\:ing \·1Filliam I. failed. 

One episode is interspersed in which Horeward disguises 

as a po tter in order to spy in the enemy 's cam>. He learns 
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the news of a plan for another l\'orman a ttac. ~ a nd can thus 

prevent a catastrophe by taking appropriate measures . 

Berew; ·rd s u cceeds i n deceiving the Nor mans a second 

time b y the u se of disBuise. Under a fis~erman's net he 

ap~roaches his enemies and sets fire to their s iege- work s. 

But, as a result of a monk's betrayal, the fortress of 

Ely is finally conquered by .i.~ing llilliam. 

According to tlle "Gesta" I-'ereward a n d a few faithful 

companions are huJ.ting whe n the catastrophe hap ;Jens. They es­

cape and tak e re~'uc-e in Br uneswald. \;i th only a few of the 

Saxons h erewa rd continues his privu te w,_.r a gainst the King. 

When the Abbot Turold of Peterborough breaks a promise 

given to Herew2rd, his monastery is sacked by the outlaws 

and all the treasures a re carried away. Ye~, Hereward's mind 

being chane eu by a vision of St. Peter (a typical legend­

ary motif) he has everyth ing thut had ~e _ n tu~cn restored 

to the monastery. 

After many more fierce struggles with Norman kni g·hts 

Hereward grows tired of his lifelong fight. He c h ooses a new 

wife and Tur£rida takes the veil. h is second wife succeeds 

in reconciling the old opponents. Hereward pays homage to 

..... ing 1-lilliam a nd out of hi s hands receives his estates where 

he is recorued to have died i n h onour and peace. 

2. "The Lecend of Fulk l''i tzwarin" 

The story of Fulk Fitzwarin is recorded in a French prose 

romance. We can with certainty ass~ne that the French version 

is based on a rhymed ro .. tance, frag .. tents of which have been 

used, tho1.•gh not very satisfa ctorily, in the "Lege_td". 
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The story, as it is told in the prose romance, is con­

cerned, in its first part, with the origin of Fulk's family 

and his father's life . 

The second part of the "Legend" records Fulk Fitz­

warin' s l ife and his fight ae;ainst King John LackL.md. This 

is the actual outlaw-narra t ive. Its plot is, naturally, 

similar to that of the "Ue:;ta Herwardi 11 • 

When John succeeds Richard as Aing of bngland he takes 

from Fulk his rightful fiefs a g ainst all common and feudal 

law. Fulk and his brothers fight for their rights. In the end 

Fulk utters his oath of allegiance and Kin g John restores his 

fiefs to him. Before he dies Fulk repents his rough life and 

is forc iven by God. 

The course ot' events, as far as it is r e levant to the 

outlaw-motif, shall be given in a brief outline. 

King John enfeoff's Moris Fi tzroger of Pmvys with I''ulk 

Fitzwarin's fiefs. After a futile talk with the King, Fulk 

releases himself from his oath of fealty and leaves the King's 

Court. 

A few knights who follow Fulk with the or~er to bring 

him, dead or alive, befo ... e the l>-i n g are slain by the outlaws. 

Only one of them is able to edcape and delivers the bad news 

of the defeat to John. L'his is the starting point of an al­

most life-long conflict between Fulk ~itzwarin's family and 

their liege lord King John. 

First Full<. flees to Britanny, but soon returns to ~ng­

land in oru er to lay claim to his hereditary righ ts. He and 

his com~anions do not dare to attack the King openly , because 

they a re far uutnumbered by the I~ing' s knights. So Fulk be­

gins to live in a manner lvhich be rs obvious resemblance to 

that of the later outlaws of the Robin Hood type. By day the 

refugees hiae in the forests and swamps . At nigh t l<·ulk leads 

h is band to bet~er refuge or prepares anotl1er attac~ on 

the ~\.ing' s men . 

After :nany failures to Get hold of the renel l\.ing John 

summons a hundred knights to h ave his dan.:: erous opn onent 
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killed. Yet even a large sum offered as a reward for the 

capture or death of Fulk is not a sufficient stimulus, as 

Fulk is feared and even admired by many. 

In a gay episou e Fulk robs the King's merchants in a 

charming manner . 

Once more a hundred knights attack the outlaws vigor­

ously. Hard pres~ed, Fulk and his followers seek refuge in 

a monastery. Disguised us a. .nonk Ful k manages to lead the 

majority of his pursuers on a wrong track. The rest are cap­

t u red by t he outlaws. But a head-woLmd inflicted upon one 

of Fulk Fi tzw< rin' s brothers forces the ba_ .. d to rctrefl t into 

the woods. 

\Vhen Archbishop Hubert of Canterbury sends a messenger 

to Fulk and asks him to come a nd see him, Fulk and his broth­

er William disguise themselves as merchants and set out to 

ride to Canterbury. Archbishop Huber t recommends warmly to 

Fulk to marry Dame 1\.ahaud de Caus who suf'fers continuous per­

secution at the hands of King John. ~ulk marries the noble 

lady and two days later the brothers return to their outlaw­

crunp in the woods. 

The scene of the next adventure is Scotland \vhere Fulk 

puts an end to the unchivalrous activities of a robber­

-kni[.ht called Yiers de .dryvyle. Under the name of Fulk Fitz­

warin he has been committing various crimes, particularly 

acts of robbery. Fulk succeeds in ta!~ing him and his band by 

surprise, when they are just about to rob the house of one 

of Fulk's old friends. Fulk administers severe justice. He 

makes Piers de Bryvyle behe, d his own men . And when everyone 

o f Piers' band is d ead the leader, too, is decapitated. To ­

ge ther with Fulk's rescued friend and wife the outlaws hnve 

a feast before they leave. 

Ar;a .. n l'ulk' s band roam the woods and swamp ::; of the South. 

They manage to lure ;\loris .._i'itzroger of Powys into a trap, 

the knie;h t who was given Fulk' s fiefs by n.in.:;,· J'o :<n . Fulk 

kilJ.s his personal enemy and many of his k 11 ights. AlFays in 

fear of the superior force of 1\.ing- John, Fulk leads his band 
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of outlaws westward and takes re f uge in lfales, where he is 

welcomed by Lewis, Prince of Wales and brother to King John. 

When the King learns tlle sad news of l•ioris' death and Fulk' s 

whe reabouts he g;a thers a powerful army and approaches the 

Prince's territory. But with Fulk leading the army of the 

Prince and taking brilliant defensive measures the Kine has 

to give up and retreats. 

Meanwhile Dame 1\lahaud de Caus has given birth to three 

childr0n, two girls and one boy. The boy is baptized F'ulk. 

When King John's acts of vengeance f c. il a gain and again 

he sends a letter to his brother Lewis and asKs him to extra­

dite his d eadly enemy. Fulk is warned by Lewis ' wife and, to­

ge t her with his men, le;.ves Bn c land. 

Fulk's more realistic adventures springing from his sta­

t~s as outlaw are now succeeded by a series of co l ourful es­

capades in France, Scotland, Ireland, and in the Kingdom of 

CarthaGe. These adventures convey t he tone and atmosphere of 

traditional chivalrous literatu re and h ave next to n othing 

to do with the outlaw-motif. The ou tlaw-situation loses its 

actual si~nificance and is reduced to an external cause for 

a different theme. 
' After his return to EnglandFulk manages to t~ke hing 

John prisoner. Under penalty of death the 1\.ing promises to 

restore to Fulk and Ili s family everything that had been taken 

from him. Yet, as soon as the prisoner is set free, he takes 

up the pursuit of the outlaws. Fulk and hJs men nearly fall 

into the hands of their e.1emies , who far outnumber them . 

Fulk, howe,. er, disguises himself once more a nd again manages 

to deceive his pursuers. They all escape, but their pursuers 

follow on their heels. In a fierce attack of the King's 

kniehts Fulk's brother William is s~verely wounded, and 

Fulk has to be carried unconscious to Dover, from where the 

outlaws leave ~ngland. 

This is the start of another series of miraculous ad-

ventures in the convention of the literary genre of chiv-
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alrous romance. 

The outlaws'return to England has as its main end 

William's release from King J ohn's prison. The difficult 

task is solved by John de Rampayne, Fulk's minstrel and 

juggler. Tog ether with William the b a nd sails to Britanny 

and celebrates their reunion. 

After half a year of pleasant life in France , Fulk de­

cides to go on fighting for his hereditary rights and fiefs 

in England. 

In the New Forest Fulk encounters King John and manages 

a second time to take him prisoner. Be and six of his knights 

are brought aboard Fulk's ship. After l ong and difficult 

debntes the King finally agrees to their reconciliation and 

is set free. 

In We~tminster King John publicly announces shortly 

afterwards that Fulk F itzwarin and his family are restored 

to all their rights and fiefs by inheritance. Fulk and his 

men bend their knees before the King and are re-enfeof fed. 

With this act Fulk's career as an outlaw is at an end. 

After a final adventure in Ireland Fulk returns for ever 

to his estates. As a first sign of repen tance he founds New 

Abbey . Stronger and stronger, however, becomes the feeling 

of guilt ~nd remorse because of his rough and not always 

Christian life. In the end he receives peace of mind in a 

vision at night. Witho~t proper blending into the narrative 

a r hyrr1ed prophecy by Merlin follows, and, as abruptly, t h e 

prose narrative continues with the action. As a mild punish­

ment Fulk is blinded and lives another seven years. lvhen he 

dies he is buried in New Abbey with great honour. 
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3. "The Tale of Gamelyn~. 

a. Introduction 

T11e "Tale of Gamelyn" is the oldest outlaw-narrative 

which has been handed down to us in the .c,nt;lish language. 

We owe its transmission to an error. For a long time the 

"Tale" was thought to be a work of Chaucer's pen. In ten 

manuscripts of the "Canterbury Tales" the "Tale of Gamelyn 11 

is printed after the "Cook's Tale". }letre, language, and the 

atmosphere conveyed, however, separate this popular tale 

clearly from Chaucer's achievements. ive can assume, though , 

with some certai nty that Chaucer intended to comp ose a con­

venient "Tale" for his cycle out of this r ough, yet, in some 

ways, ae s thetically satisfying story. Perhaps Chaucer would 

have made the Squire's Yeoman tell it. 

The language of the 11 Tale of Ga.nelyn" belons-s to a 

Middle English dialect which is closely related to a line of 

development that has become important for the g rowing liter­

a ry Engl ish. Professor Skeat 12
) as sw•;ed that the "Tale of 

Game lyn" as "'vell as t h e "Lay of Havelok" came from the Lin­

colnshire area. '\vi th its old fourteener the "Tale" antici­

pates the more recent metre of the ballad . Stressed and un­

stressed syllables u.re stil l extremely v ariable. This gives 

the impression of a general i .rregulari ty. lve can easily im­

agine how this kind of metre was gradually handled in a more 

controlled way till the metre of the ballad was reached. In 

other respects, too, the "Tale of Gamelyn" is related to the 

literary form of the ballad: in the popular language and 

subject matter, the fact that it was comJosed for recitation 

12) H.~v.Skeat, in h is introduction to Ga1.1. 



- 16 -

and t i.1e enormously fast speed of the narration. But the 

"Tale" is , 1..ri th its 9o2 long lines by far too long for a 

ballad. As for the technical aspect of composition the "Tale 

of Gamelyn 11 stands close to th"-- genre of the rhymed ro·1:ances, 

but tone and style are absolutely unromantic. One could, per­

haps, for definition's sake call it a rhymed popular tale. 

b. Plot and Course of Events 

There is a tradi tionr.l plot: a youn1~;e s t son is at his 

father's death left in the care of a wicked elder brother 

who tries to cheat him out of his heritage. Yet, the elder 

finally fails in consequence of his younger brother's sense 

of j u stice, coura=e and strength. 

In order to make an understanding of the following, 

more detailed chapters easier a short sketch of the action's 

chief events is given here. 

The old I(night Sir Johan of Boundys divides his land 

among his three sons. This introductory scene is followed by 

the first quarrel between t h e two brothers who represent the 

two contrary poles of justice and injustice. 

Gamelyn, who feels that he has become a young man now, 

realizes how badly his estates have been administered and 

demands his rightful herit~cge. When Johan, his elder brother, 

oru ers his servants to give him a severe hidinG, the young 

man fi ghts them with a pestle and drives his brother into a 

loft. Johan is shrewd enough to promise Gamelyn all he wants 

and finishes this argument with a kiss. 

In his second adventure Gamelyn tries his luck at a 

wre~tling-match. He avenbes the almost fatal injuries of t wo 

sons of a franklin by breaking the cha mpions arms and ri bs. 
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1fuen Gamelyn, tobether with a crowd of young admirers, 

approaches his brother's house in triumph, he finds it 

locked. 

The third adventure tells how Gamelyn brea:s in the 

door and kills the doorkeeper by throwing him in a deep well. 

Then the hero and his friends have a wild feast. For seven 

days and nights the gay company lives on the provisions of 

the cellars. 

In the fourth part Gamelyn is taken in by a foul trick 

of the wicked Johan. His elder brother tells him that, while 

Gamelyn was drinking and eating, he had S>vorn an oath to 

have his younger brother bound for his dissipation. In order 

not to compel Johan to be forsworn Gamelyn allows Sohan to 

do what he had sworn. Joh<ln now takes revenge and leaves 

Gamelyn several days fastened to a pillar without drink or 

food. At last one of the old servants secretly sets him free . 

Together with this old man , Adam the Spencer, Gamelyn exerts 

cruel revenge upon his brother and a party of clergymen who 

have shown little pity for the suffering young man. With 

oaken clubs the h l artless peo~le are thrashed out of the 

house. Tl1e wicked brother is now, half dead, in turn bound 

to a pillar. 

The arrival of the sheriff and his men forces Gamelyn 

and Adam the Sp encer to flee deep into the forest. They 

reach an outlaw-camp and receive a friendly welcome. lvhen 

the outlaw-leader is p~ rdonned by the hing)Gamelyn succeeds 

him as outlaw-king . 

. Iennwhile his wicked brother has become sheriff of the 

shire and has confisca-ced Gamelyn' s es tc...tes. 1fuen Gamelyn 

learns the bad news he decides to go and claim his rights 

at the next assizes of the shire. In fact he dares to come 

and is made prisoner by Johan. Now the second brother, Sir 

Ote, who has .Jeen mention -:. d in the introductory lines, ap­

perrs, and has him release d, but has to offer his own life 

as bail. 
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In the sixth and last adventure Sir Ote is in a des­

perate situation: his brother Joha n wishes him to be hanged. 

But just at the right moment the outlaws and their leader 

appear in the court and free Sir Ote. Gamelyn forms an out­

law-jury and the wicked Sheriff, together with his men, is 

sentenced to death by hanging. All the outlaws receive the 

.s.i..ing' s pardon. Gat..elyn is made Chief Justice of the :B'orest 

and Sir Ote Judge of the Shire. 

To finish the story the last two verses shortly hint at 

Gamelyn's marriage and death. 

Contrary to the outlaw-narr<=ttives which t1ave been in­

troduced the "Gest of Robyn Hade" is not the work of on e 

author in the nor1t1al sense. The "Gest of Robyn h ade" is a 

conglomerEJ te of four olu er ballads. Although it cannot - for 

its very size alone - be c2.lled a ballad, the "Gest" as a 

1vhole still has the e~ntial characteristics of its parts: 

a mixture of lyrical , e '-:>ic a nd drcHTlJ. tic ele.•!ents, ballad 

metre and popular language, the ballad telJ.er' s point of 

view with his little distance from the objects recorded, the 

subject based on interests and ideas of a rustic social 

stratum, the c;eneralized. characters, the repeatable stock 

situations, the local hero and a lan~uage apt to propel the 

action. 

We c<.n assw .. e with some certainty that the "Gest 11 was 

composed by a compiler from popular ballads as early as 

c. 14oo. Accordin0 to its original single parts tl: e "Gest" 
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contains more than the usual one plot, three complete plots 

and a 'rump' plot giving to the whole story an obviously 

forced denouement with l~obin Hood's death. 

In the first plot the reader is provided with a general 

introduction to the ethics of Robin Hood 's l~fe and a first 

adventure showing Robin Hood in the position of lending a 

poverty-stricken knight a large amount of money. This first 

part closes with Robin's recovering the sum by force, though 

in a charming way, from the tr~asurer of a rich abbey. 

The second plot is bas e d on Robin Hood's conflict with 

the Sheriff of Nottingham. It ends with the Sheriff being 

beheaded by the out l aw- hero. 

Plot three has a s its t heme the outlaws' relation to 

the hing. It culminates in the ~ing's pardoning Robin and 

his men <..nd ends 'vi tb Hobin Hood's returnint:; to the woods. 

The "Gest's" fourth plot is a portion of six sta nzas that 

h ave been ada pted fro m a b~Lllad such as the one preserved 

called "Robyn Hodes Death". 

The particular mode of composition as it appears in the 
11 Gest 11 wiJ.l be discussed more precisely later on in this 

study13 ). As the structure given by the sinr;le plots is 

simple and the text easily under~tood I do not think it is 

necessary to give a detailed enumer~tion of the story's events. 

Basic to the conception of the outlaw-ballads and , thus, 

to the "Gest" as well is a clear code which i s formulated at 

the beginning of the story. 

"' Naistar' , than sayde Lytil Johnn, 
'And we ou r borde shal sprede, 
Tell vs wheder that we shal go, 
And what life that we shal lede. '" 

13) VI, 2 , b 

( 1 1 ) 



- 2o -

The author has Little John ask his leader to give gener­

al rules of conduct. And Robin Hood's ans,..rer is, in fact, 

understood as a set of principles which has to be strictly 

followed, a moral code. 

but: 

"• ... no force', than sayde Robyn, 
'We shal do well inowe, 
But lake ye do no husbonde no harme, 
That tilleth with his ploughe; 

(13) 

No more ye shall no gode yeman, 
That w-alketh by grene- wode shawe; 
Ne no knyght ne no squyer 
That wol be a gode felawe. 

( 14) 

These bishoppes and these archebishoppes, 
Ye shall them bete and bynde; 
The hye sherif of Notyngham, 
Hym holde ye in your mynde. '" 

( 1 5) 

1vi th this the rules of conduct are given. They are 

binding for the characters of all later Robin Hood ballads, 

and even the old "Tale of Gamelyn" seems, though not as con­

spicuously, to be influenced by them. 
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5. Outline of Action in Lodge' ~~~aly!lde~'_-~nd Shak es­

peare's "As You Like It" as far as Essential to the 

Problem 

a . "Rosalynde 11 

A noble knight has three sons. On :1is death-bed he be­

queaths a considerable amount of money and land to them. But 

Rosader, the youngest of th0 three, is cheated out of his in­

herited rights by Saladayn, the wicked eldest. One day, when 

Rosader suddenly realizes that he has Grown to maturity, he 

threatens Saladayn _demanding his rights. Frightened, Sala­

d a yn promises to fulfill everything Rosader demands. So the 

argument is settled for the time being. 

In a wrestling match c t a tournament a short time later 

Rosader proves his strength and gains, in addition to his 

victory, the sympathies of a beautiful princess, Rosalynde, 

the daughter of the la"lvful, but exiled King Gerismond. 

After some further struggles against his eld est brother, 

Rosader and his only friend, the old Adam Spenser, take 

flight to the Forest of Arden. 

In the meantime Rosalynde who, together ,,-i th her bosom­

-friend Alinda, daughter to the usurper Torismond, has also 

been banished from the Ki ng's Court, has arrived in Arden. 

Both the girls are disguised and Rosalynde, under the name 

of Ganymed, serves Alinda as her page. 

Soon Rosader encounters the girls and, as he has not the 

least idea who they might be, the love-sick young man pours 

out his love-s Lrmons to them. 

In a ,,-ooing scene Rosalynde makes the unsuspecting Ro­

sader promise to marry her. Up to the very last scene Rosa­

lynde makes brilliant use of her twofold change of roles and 
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has her sport with the unaware Rosader. 

Heanwhile Saladayn, too, has fallen into disgrace with 

Torismond and is banished from his estates. Repenting, he 

sets out on his way to the Forest of Ar d en in order to find 

his brother and be reconciled to him. Soon Rosader meets 

Saladayn in the forest and, after long explanations, the old 

quarrel is settled. 

When rtosader and the two girls are one day suddenly 

attacked by a handful of scoundrels, Saladayn appears as the 

rescuing hero and in a twinkling conquers Alinda's heart. 

Another love-action is introduced with the shepherd 

Montanus wooing the beautiful, but coy Phebe. Montanus' ef­

forts, however , do not prosper, particularly fr om the moment 

when Phebe sees Ros ~ lynde and falls deeply in love with the 

disguised page. Rosalynde promises to ~arry her in case 

Phebe ' s passion would not cool off in the end. 

With Bx-ning Gerismond as a patron the wed0ing between 

Alinda and Saladayn is celebrated, when suddenly Rosalynde 

reveals her identity to the as toni shed wedding-pa.r:·ty. Thus 

two more brides are led to the altar, Rosalynde by the now 

toneue-tied Rosader, and Phebe (cured of her wrong-direct ed 

passion) by hontanus. 

The wedd:tng-banquet, however, is interrupted by the 

middle broth er Jaques, who brine s the news that the eleven 

peers of France have decided to call the rightful h. ing Geris­

mond back to his throne and that Torismond is ready to de­

fend himself in a final battle. Inunediately Geris:u: .. nd leads 

b is outlaws into the b ~ ttle and wins a victor y. Torismond is 

killed in action and t h e exiled are richly renumera ted 'vi th 

offices, est tes a nd noble brides. 
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b. "As You Like It" 

As a detailed recording of the course of events in 

Shakespeare's comedy would lool<: very simila r to what I have 

tried to show with Lodge's 11 Rosalynde", I should rather like 

to give a few of the striking differences between the two 

works. 

Shakespeare adhered rath er closely to the general plot 

of the prose romance. A few changes of action 1vhich he made 

in the interest of better drama shall be mentioned. 

In his source the exiled ruler (Gerismond) and the 

usurper (Torismond) are unrelated . In "As You Lik e It 11 they 

are brothers (Du;-.e Senior and Duke .l"rederick) . The plot they 

belong to is thus paralleled by that formed out of Orlando's 

and Oliver's story. The two banishe~ girls who were merel y 

friends in Lodge's romance are cousins in the comedy. 

Orlando (Rosader) takes his refu~e inwediately after his 

triumphant return from the wrestling mat ch. Con sequen tly 

there are no further fights between the two brothers. \v'hen 

the repenting Oliver is reconciled with Orlando , he wins 

Celia's heart with little effort, whereas Saladayn has first 

to rescue the prin cess fr o!ll a band of dangerous scoundrels. 

In the source the main difficulty, the existence of the 

two r i val kings, is solved by Lodge's having the u~urper 

killed in a f inal battle with the lawful Gerismond. Shakes­

pea re, on the contrary, has the usurper (Duke Frederick) con­

verted to lea d a solitary religious life. 

These obvious points may be sufficient for a prelimi­

nary orientation. De t a i ls and subtleties s howing more es­

sential differences between the two works will be elaborated 

in the course of this study. 
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II. Corresponding Motifs within the Four Older Narratives 

The four older narratives'popularity can be derived 

from the fact that the heroes represented defend themselves 

openly against injustice, an idea that was deeply root e d in 

Germanic and, conse~uently, medieval thinking. The narra­

tives are linked not only by the characteristic start and 

solution to the outlaw-situation, an initial injustice and 

final justice with the reconciliation of king and outlaw 

and the outlaws representing the law, but also by a great 

number of motifs that occur again and again, more or less 

changed, but alwa ys recognizable. 

According to the great differences in the social status 

of the authors (and their audience) and the date of writing 

there are, naturally, motifs which do not occur in all the 

stories, but have parallels in the one or the other. The 

"Tale of Gamelyn" is closely related to the "Gest of Robyn 

Rode" through the social layer which they both represent and 

the same code, the s a me enmity with rich lords and clergy­

men of higher rank. 14 ) 

In the "Gesta Herwardi" t.i:lere is an 'adventure of dis­

guise ' when HereW<-lrd, disgui sed as a potter, spies in the 

Norman camp15), a motif which is not given in one of the 

narratives discussed, but has a very close parallel in the 
1 6 ) ballad "Robyn Hode and the Potter" . Only the scen e and 

the names of the characters are obviously changed. 

Ful k Fi tz,va rin' s robbing the King's merchants 17) is 

immediately recognized in t h e "Gest", where Robin Hood de-

14) cf. Gest, 1Jff. Gam, 521ff. 
15) Her, J 84ff. 
16) Child, 121 
17) Fulk, JJJff. 
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prives the treasurer of St.Charite of a larg e sum. 18 ) Even 

the episode's light mocking tone is re-evoked. 

The first capture of the King in the "Legend of Fulk 

Fitzwarin" 19 ) has a close parallel in the episode in which 

the Sheriff of Nottingham is taken prisoner by Hobin Hood . 20 ) 

Both the prisoners are force to make the promise to stop 

pursuing the outlaws and both break it as soon as they are 

set free. 

A motif 'vhich one finds in all four older stories is 

the outlaw·s' final pard on by the king. 2 1 ) This parj'allel, ~~ 
though , is more one of outer events. The particular relation 

between outlaw and king in the "Gesta Herwa rdi 11 and the 

" Legend of Fulk F'itzwa rin11 is basically different to that in 

the "Tale of Gamelyn" and the 11 Gest of Robyn Rod e" . Th e dif­

ferences s pring mainly from the fact that the n a rratives 

and their authors belong to different social stra ta. 22 ) 

18) Gest, 21J f f. 
19) Fulk, J87ff. 
2o) Gest, 1 ~1ff. 
21) Her, 4oJf. Fulk, 4o6f. Gam, 888 ff. Gest, 414 
22) cf. IV in this study 
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III. Corresponding___£Iotifs a_!ld Parts of Action in "The Tale 

of Gamelyn", 11 Rosalynde 11 and "As ;ou Like It 11 23) 

1. "The Tale of Gamelyn" and "Rosalynde" 

It is a generally accepted opinion, and everybody w'ho 

compares the two works 1vill acree, that Thomas Lodge has 

used for his "Rosalynde" the medieval "Tale of Gamelyn 11 as 

a direct source. The "Tale" was known to the Elizabethans 

from several manus cripts of the "Canterbury Tales" and Lodge 

must have had access to at least one of them. He has taken 

significant parts of the action and elements of tone from 

the "Tale" and made use of them in his pastoral romance, in­

deed with little critical attitude towards many points, as 

will be demonstrated. 24 ) 

The initial si ·.;ua tion with a dying J.'a ther settline his 

estates upon his three sons is, one must admit, a tradition­

al motif, but here the resemblance is too striking to leave 

any doubts. A second trauitional motif, often combined with 

the first, is t he situation of a youneest brother left under 

the protection of a wicked elder who tries to cheat him out 

of his rights. But it is not the mere fact of a sequen ce of 

parallel motifs that occur in the oriGinal and in the Eliza­

bethan romance, it is the t reatment of the motifs, the tone 

of the situations as retold that make the close relation so 

obvious. In the "Tale of Ga1~1elyn" as well ns in "H.osalynde" 

23) 

24) 

cf. Anders, Baird, Boswell-Stone , Conrad, Delius, Dra­
per, Gosse, r-r.J&coff , t·.(uir , Tolman, Walker, Zupitza 
VIII,1 in this study 
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the middle brother (Sir Ote, Fernandayne) does not reappear 

before the denouement sta rts. 

Gamelyn's second adventure , the wrestling match, has 

the same place in the composition of"Rosalynde 11 as in the 

"Tale of Gamelyn" and is recorded with, as for essentials, .::-. 

no differences. 

As in the original the wrestling is followed by a drink­

ing bout and the elder brother's revenge. Rosader, like 

Gamelyn, is fettered to a pillar of the house, scoffed at 

by Saladayn and his clerical guests, and nearly dies of thirst 

and hunger. 

An old servant, Adam the Spencer in the original, now 

Adam Spenser , sets the prisoner free and helps him to thrash 

the clergymen and his malicious brother. 

Rosader and Adc:.m, just like Gamelyn and his old servant, 

are forced by the Sheriff and his men to flee into the woods, 

w·here they find a re fuge in an outlaw-camp. 

Up to this point of the action the plots of "Rosalynde 11 

and the "Tale of Gamelyn" are practically identical. .ve can 

sum up these items by stating that Thomas Lodce took the 

plot of the first four adventures from the "Tale 11 and made 

it the first part of his romance. 

The King's enmity, the love-action, the reconciliation 

bet\\Teen the two brothers (in the "Tale" Johan is sentenced 

to death by hanging by Gamelyn), the interspersed lyrics 

and all t he other pastoral ele .ents are obviously Thomas 

Lodg·e' s own invention. 

There is no doubt about the fact that Shal: espeare used 

" Ro salynde" as a direct source and fashioned essen t i al parts 
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of the prose romance into his pastoral comedy. Shakespeare 

most probably had a copy of the fourth edition of Lodge's 

"Rosalynde 11 published in 1598, 1vhen he started to compose 

"As You Like It" in 1599. 

The main strands of action in "Rosalynde" can be clear­

ly recognized aeain in the comedy: the enmity between the 

two rulers, the conflict between the two unequal brothers, 

the motif of diguise and its use, the love-actions of Or­

lando-Rosalind (Rosader-Rosalynde), Oliver-Celia (Saladayn­

-Alinda), Phebe-Silvius (Phebe-Nontanus) and the use of the 

interspersed lyrics. 

Yet, all these apparent parallels must not lead us to 

jump to the conclusion, that the comedy is a mere dramati­

zation of a given prose story. Important parts of the action 

in the original have, of course, been dramatized. But, if 

we compare Lodg e's "Rosalynde" with 11 As You Like It", we 

immediately feel that, apart from t h e insignii' icant fact 

that one is a piece of narrative, the other a drama, soQe­

thing totally new has been created despite the many obvious, 

but superficial parallels. 

How far Shakespeare moved away from his source will be 

considered later. 2 5) Besides the many subtle cha nge.:; and the 

complete change in atmosphere, there is the significant am­

plification of t h e world represented by adding the cynical 

malcontent Jaques who can "s1..1ck me lancholy out of a song, 

as a weasel sucks ege;s •• 26 ) a n d the court jester Touchstone 

who sometimes 11 Sl)eaks wiser than he is ware of 1127). 

25) cf. V, VIII in thi s study 
26) AYL, II,5,11f . 
27) ibid . II, 4 ,54 

-----
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J. 11 As You Like It 11 and the "Tale of Gamelyn" 

As to the question, ~1eth~r Shakespeare has used the 

old "Tale of Gat.telyn 11 as an additional direct source, opin­

ions are divided. 2 b) 

Such a thesis is, however, supported by the fact that 

we can find some si&;nificant passages i n which the comedy 

seems rather to follow the "Tale" instead o.t~ the Elizabethan 

romance. 

1, Orlando complains like Ga~•:elyn in the "Tale 11 that he 

has to eat with the serv~nts . 

2 . Orlando lil<:e Gamelyn grumbles about his brother's mal­

administration of his estates, an incident ;-vhich we do 

not find in Lodge's 11 RosalJ-nde 11 • 

J. Orlando and Gamelyn point, in a similar way, at their 

noble birth. Orlando says: 11 I am no villain, I am the 

youngest son of Sir Rowland de Boys; he was my father, 

and he is thrice a villain that says such a father be­

got villains. " 2 9) And in the "Tale" ~ 11 ' I am no worse 

ga<.lelyng, ne no \verse >vigh t, But born of a lady and 

geten of a knight. 1 "Jo) 

L~. Oliver ' s wish that his youngest brother might be killed 

in the wrestling is expressed in a way very much like 

the thoughts Johan has at that occasion. Oliver suggest s 

to Charles, wrestler to Frederick, "I had as lief thou 

didst break his neck a s his finger. 1131
) And the wick ed 

28) Stone and Conrad support this thesis 
29) AYL, I,1 ,5Jff. 
J o ) Gam , 1 o 7 f . 
3 1 ) A YL , I , 1 , 1 3 7 f . 
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Johan"besoughte Iesu Crist, that is heuen k yng, He 

mighte breke his nekke in that wrastelyng."32 ) 

5. As in the "Tale" the wrestling match in "As You Like 

It" takes place after a public challeng e and on the 

road, whereas in 11Rosalynde" it is combined with a 

tournament. 

6. The wrestler's disparaging words before the match are 

only to be found in the comedy and in the "Tale '1 • 

7. In Thomas Lodge's romance the Franklin's two sons are 

killed by the wrestler, wheras in "As You Like It" and 

in the "Tale" they are only badly wounded. 33 ) 

t.s. The Franklin's lamentation which is a credible human 

behaviour in the old "Tale" and in "As You Like It" is 

replaced in "Rosalynde " by a completely unnatural atti­

tude. The "Tale's" author reports: "And ther he herd 

a frankeleyn wayloway synge, And began bitterly hi s 

h~des for to wrynge , 'Allas! 1 seyde this fraru~eleyn 
1 that euer 1·as I bore! For tweye'.stalworthe sones I wene 

that I haue lore; A champioun is in the place that has 

iwrought me sorwe, For he hath slayn my two sones but­

-if g od hem borwe. n3
4

) In "As You Lii.ce It" Le Beau re­

lates: "The eldest of the three wrestled with Charl es, 

Charles ... threw him and broke three of his ribs, 

that there is little hope of life in him; so he served 

the second, and so the third. Yonder they lie, the 

poor old man, their father, making such pitiful dole 

3 2 ) Gam , 1 9 3 f . 
33) :fl.lost likely Thomas Lodge has made a mistake in trans­

lating the :t·liddle Bnglish text. The line of the "Tale 11 

in question is: "For r1e h : th slayn my two sones but­
-if god hem bor~ove" ( 2o4). They are n ot slain, but they 
may die, if God will not save t h em. 

3 4 ) u-a m, 197f. and 2 o 1 ff. 
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over them that all the beholders take h is part with 

weeping."J5) Compared to these passage s Lodge ' s version 

shows little psychological empathy: "The franklin ..• 

never chan J ed his countenance, but as a man of coura­

geous resolution took up the bodies of his sons without 

show of' outward discontent. u36 ) 

These parallels between the medieval story and Shakes­

peare's comedy do not provide us with an exact proof that 

Shakespeare used the "Tale of Gamelyn" as a direct source. 

But they make it appear more probable the:· t t h e dramatist 

knew the text. And why, one could ask, sllould Thomas Lodge 

have had an easier access to the original th a n his contempo-

rary. 

35) AYL, I,2,114ff. 
J6) ROS , 18 
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IV. Decline in Social Status of Author and Audience 

and the Conseq_~~~-for _!he 1vor~B~E~.!!!~Q. 

1. The Ideal World of the Christian .rCnlg-ht 

as a Possible St~£!1QE_Roint 

TI1e use of the phrase decline in social status of author 

and audience does not mean that the "Gesta" is the beginning 

of a development that finishes with the "Gest". "Ge - ta", the 

"Legend of l<ulk Fi tzwarin" and the rhymed tales are merely 

points on an assumed line of developme nt from which one can 

trace a decline in the above-mentioned sense. It had begun 

before the "Gesta" and continued after the "Tale" and the 

"Gest". And, indeed, we are conscious of this continual de­

cline, if we look at the tradition of the Robin Hood ballad 

and find examples compared tc which the "Gest" belongs to a 

higher social class.37) 

As possible st,1 rting points I should like to choose, on 

the one hand, the treditional picture of the hero ~s it was 

known from late classical literature (e . g. Apollonius of Tyre) 

and, on the other, the developing ideal of t h e medieval 

Christian kni_s'ht as it 1..ras cherished , first in the Provence 

and from there to spread over 1•'rance and :8urope. Both lines 

o f this literary tradition have one significant element in 

common. They belone; to an aristocrc.; tic world as far as t .:e 

subject matter or to a well-read social stz·atum as fur as the 

audience is concerned. 

The definition of the perfect knic'ht, as it can be de-

37) cf. Entwistle, 31 
38) Auerbach, 129 
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rived from the genre of late classic adventurous l iterature 

and even more distinctly from the typical chivalric hero, 

implies, above all, feats of arms and courtly love. "A whole 

social class understands its real task a s lying in the over­

coming of danger."JB) And, in most cases, it is love th~' t is 

the cause for a knight accomplishing n n heroic feat. "The 

ruling class gave itself an ethos and ideal and recorded its 

own existence a s st nding outside the historic connections, 

free of any purpose, an absolute aesthetic form."J9) 

2. Cha~ed Idea s in the "Gesta" and the "Legend" 

a. Realism in the Stories of Hereward and Fulk 

At first glance one might, perhaps, associate the "Gesta 

Herwardi 11 and the "Legend of l! ulk Fi tzwarin" closely '\vi th the 

aristocratic literary tradition, especially if we contrast 

them with the two rhymed tales. But the "Gesta" and the prose 

ro1..ance are in fact already considerably removed f r om the 

ideal world of the aristocratic genre o f romance. How is t~is 

expressed and what is the reason for the change? 

When we look closer at what I called feats of arms a nd 

courtly love , we will f 'ind an answer. Those feats of arms, 

characteri stic of every medieval romance, cannot be called 

wars or not even minor political activities. They ~re more 

"kreuz und quer vollbrachte Taten", t ... 1ey lack the "poli tisch-
4o) 

-zweckhaften Z.usarunenhang". 

38) Auer~)ach, 129 
39) ibid. 1 J6 
4o) "feats performed aimlessly", "political and purpose­

ful r elation" , ibid. 1 39 
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The two heroes' adventures, however relevant to the out­

law-theme, are of an historical-political nature. They are 

not ideal, but real; real in the sense, that they derive from 

or, at least, could derive from an historical event, a con­

dition we cannot make with a romance. 

The strongly emphasized idealization in the chivalrous 

romance which necessarily distracts the author's mind from 

the "mimesis" of reality41
) is , in those passages relevant 

to the outlaw-theme, replaced by a more realistic view and 

narrative technique. This obvious change must be extremely 

felt in the love-episode in w·hich Fulk sees his future wife 

for t he first time. Not the smallest trace is left of courtly 

wooing. According to the calamity the introduction and mar­

riage are consummated and solemnised with laconic brevity: 

"Fulk saw her and knew 1vell t hat she was fair, good 
and of good reputation, and that she had in Ireland 
fortresses, cities, lands and rents and gre at homag­
es. By the assent of his brother \:illiam and by the 
archbishop Hubert he married dame :Mahaud de Caus." 

(342) 

And later on in the story, when Fulk's wife and children 

are mentioned the style is as realistic as if only plain 

facts were recorded. 42 ) 

It is the realistic representation which separates the 

two narratives most distinctly from the world of chivalrous 

roHlance. 

To give an example of the realistic style used in the 

11 Gesta", I have chosen a part of Deda's description of the 

outlaws' way of life in the fortress of Ely. Deua, a Norman, 

41 ) cf. Auerbach, 1 35 
42) Fulk, 362 



- 35 -

had been taken prisoner by the defenders o f the monastery 

during one of King William's attacks. 43) He was tr~ated in 

a chivalrous way and, after a few days, sent back to his 

King. To him Deda describes in a matter-of-fact way and with 

many details the way the besieged monks and outlaws live. A 

short excerpt will illustrate these statements. 

11 Quotidie enim durn illuc tempus exegi, more Angli­
genorum epulis in refectorio monachorum frstidie­
bamus, reficiente ad prandiurn semper et ad coenam 
milite cum monacho, ad superiorem tabulam a bbate 
cum tribus praelibtttis comitibus simul etiu.m re­
cumbentibus, et cum duobus praeclarissimis viris 
Herewardo et Turkillo cognomento puer. Desuper 
autem unumquernque equitem et monachum clipei, lan­
ceae prieti adhaerentes pedebnnt, ei in medio do­
mus a capite usque deors~.:.rn super scal!lnUiiJ loricae, 
galeae cum ceteris armis e rant appositae, ut sem­
per monachi sicut milites spreto vices suu s per­
agere essen t, et in expeditione belli ire. 11 

( 381 ) 

b. Elements of :rtomance in the 11 Gesta 11 and in the 11 Legend 11 

The emphasis of the more realistic way of representation 

must not, however, lead us to come to the rash conclusion 

that the two narratives represent a compl ete rejection of 

traditional love and adventurous literature. Some examples 

of the "Gesta" and the 11 Le :_;end 11 may suffice to illustrate to 

what a hi.::;h degree both auth ors Jlla.Ke use of the miraculous 

elements despite the g enerally more realistic vie w. 

Herew< .. rd is driven to the coast of Flanders by a terrible 

43) Her, 377 
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tempest: "per turpinem maris ejectus iterum in Flandrium, 

Sanctwn .3ertinwn, nafrac;ium pertulit. 1144 ) Since the times of 

the Odyssey the ~1otif of the tempest belongs to the imple­

ments of narrative art. In Virgil's Aeneid the hero is driven 

to the coast of Sicily. The same motif is effectively used 

in the "Apollonius of Tyre", a Latin revision of a Greek 

original. ~s the Apollonius romance was one of the most wide­

ly-read books of t he Middle Ages, and as there are obvious 

parallels to it in our 11 Gesta", we can asswue with rrreat 

certainty that the author of the "Gesta Herwardi" had known 

this late classic piece of fiction. In ~act Apollonius, like 

Hereward , is driven to the cliffs by a severe tempest a nd is 

hardly able to reach ~he coast alive. 

The purpose of such a tempest is, in most c ases and as 

far as narrative technique is concerned, to enable the hero 

to face new adventures, to confront him with new and stirring 

people, particularly with heroines of noble rank, with whom 

a new love affair may begin. The most famous examples of this 

kind of adventure are the episodes of Odysseus and Calypso, 

Odysseus a,ld Nausikaa, Aeneas and Dido. Thus here and in 

"Apollonius of Tyre" a ternpest forms th.e introuuction to a 

love adventure. Li 1<:e1vise the author of the 11 Gesta" tells us 

how the shipwrecked Hereward performs miraculous feats of 

arms in Flanders and wins be~uti£ul Tur~rida's heart . Deutsch­

bein45) has c~aract erized this type of motif as follob s: 

"An audacious hero or prince is forced by unfavourable 

circumstances to leave his native country. During his "'lvander­

ings he comes, very often as a result of a tempest, to a 

foreign country. He perf'orms a illazing and heroic deeds there 

and, s o draws the attention of a noble lady to himself - very 

often she is a king's dau~1ter- and is chosen by her as her 

husband. 11 

The tempest as a motif that allows t h e author to fill 

4L~) ibid. 353 
45) Deuts chbein, 32 
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his story with a good deal of miraculous episodes is impor­

tant, too, in the "Legend of Fulk Fi tzwarin". Iii th only very 

little alteration we have the same motif and t h e same func-

tion: "Then came a v e ry frightful tempest, whereupon all 

thought that they '\.vould die by the tempest. And they cried 

devoutly to God ••. Then they saw land, but did not know 

h u
46 ) It J.·s tl th tt t t w ere exac y e same pa ern: empes - un-

kno'\.vn country - new adven tures. Fulk and his men discover a 

princess who is kept in a dragon's castle. Fulk kills the 

dragon and brings the princess back to ller father, the King 

of Carthac;e. "The duke fell at tl-1e feet of Fulk and thanked 

him for his daue;hter, and prayed him, if it pleased him, to 

remain in the country, and that he would give him all Car­

thage with his daut;hter in marriage". 47 ) This last point of 

t he motif is varied here. As Fulk is already married, he re­

fuses the Kine;' s offer '\.vi th a ref8ren ce to h is Christian 

duties. 48 ) 

These few examples demonstrate how deeply both works are 

rooted in the literary genre of love and adventurous fiction. 

Quite a few· more could be added. Despite t 1J ese passages bor­

rowed from the fairy-tale world both authors always find 

their way back again to a more realistic way of narrating, 

a style postulated by the basic pattern of tl1e outlaw-situa­

tion: the conflict between the outlaw-hero and the 'injust' 

liege (:.dng William I; King Joi1.n Lacklan d) . 

46) J:i'uU::, 379 
47) ibid. 3~5 
40('1) . 1 . 

J_ 0 J.l_ . 
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c. Po~sible Reasons for the Change 

The transition of a literary genre to a ne1v one or, as 

in most cases, the gradual preference of one for another 

among already existing possibilities is a historical-philo­

sophic problew. Every age finds its particular literary ex­

pression. The outstandj_ng characteristics of a special histor­

ic<:l si t uation are implied in a composition of any work of 

literature. 

If we approve of tbe statement "eine realistischere 

we Zeit fiihl te das .'Jediirfnis, sich vom Vers zu befreien"49), 

could regard under this aspect t.l:e disintegration of the 

older rhymed romance of Fulk ... i tzwarin into the prose version 

transmitted to us. 

The totality a nd absolute nature of the world valid in 

chivalrous ron1ance is no longer acceptable to the author of 

our outL.:lw-story as well as to h is audience. Rhyllled courtly 

romance and prose roHtance are separated according- to the 

historic situation and subject the author chooses. If the 

author of the "Legenu of li'ulk Fi tzwarin", as we know it from 

the prose version, wished to do justice to his subject, he 

had to choose a more realistic point of view , a more realis­

tic representation of the life and conditions of his time 

and the time recorded. He h a s chosen it and, as far as I can 

judge, the value of the story h a s risen. It is the question 

of art's identity with the epoch to whi ch it belonc·s . 5o) 

Th.: s does not mean, of course, tha t as soon as prose 

sty.1.e was used in ro __ lances by some authors there w e_: s no longer 

any justific<:;. tion for rhymed romances. But the f'act t~1.at the 

partly roinantic "Legend" could be writ ., en in .LJrose shows that 

~- 9) l<'r :i edei,tann, 15; "a more realistic tiJne felt the need 
to release itself from verse 11 • 

5o) And also, one .. :ignt add, a question or a work of art's 
identity with a certain social class. cf. pacre 39 
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the rhymed romance of the Arthurian type was in a decaying 

stag·e. Prose and verse versions lived side by side , for a 

considerable time. 

It would lead beyond the narrow limi ts of this study 

to follow the deeper historical causes for the changes from 

courtly romance to prose versions, from there to the fore­

fathers of the novel and finally to the novel itself. It 

may suffice to state t h at one of the cau ses has to be seen 

in changing historical conditions. 

Compared to the second reason I will bive for the 

changed ideas in the "Gesta" and in the "Let:·end" all this 

sounds, perhaps, rather vague, but is a necess hry prelimina­

ry to what fol l ows. 

A more concrete a nd easily appr0ciated i n fluence re­

s p onsible for that change has been exerted upon the epic 

tradition by historiography. 

We have seen alreauy that the "Gesta" as a late repre­

sentative of the gesta literature is a direct descendent of 

the historiographic tradition. And the "Legend of Li'ulk l'"'i tz­

warin" shows, apart from its romantic passae·es, with its 

c h ronicle-lik e brevity of style and in the composition of 

the £acts a conspicuous influence o£ historical writing.Sl) 

There is a trend in the "Legend" that leads away from the 

ideas of chivalrous romance to a more historical viewpoint, 

or, one could as well say, a trend a way from the ideal to 

the real world. 

Here, again, one must emphasize that the intrusion of 

an historical, i.e. realistic view of life, muant a re9~ acing 

of the miraculous element in liter~ture; but it also meant 

an enormou s enrichment. 

A third factor, which seems to me significant for the 

movement tha t brought a considerable p a rt of ~iddle ~n~lish 

l i terature back to 'earth', is the influence a rustic audience 

and group of authors b er:.,an gradua lly to exert. 

51) cf. Fulk, 294, 321 , 32JfE . 342, 362, 394; 



- 4o -

J. Differences between the Prose Narratives ----·---------·---
and the Rhymed Tales 

Compared to the two rhymed tales, the "Gesta Herwardi 11 

and the "Leg end of Fulk Yitzwarin" form a unity, they belong 

more to an aristocratic tradition. 

Hereward dare s as a Germani c knight to raise an organ­

ized rebellion against a king on the basis of the general 

right of resistance in the feudal law. Here1va rd is k n ighted 

by an archbishop, his enemies a re King William and his Nor­

man knights and he finally finds his way back to his feudal 

bonds. 

On a soci~lly very s imilar level does Fulk conduct his 

fight against .iCing John Lackland. 

This separates th<.: two heroes distinctly from the l a ter 

outlaws such as Gamelyn and Robin Hood. 

Gamelyn ' s father is not a knis-ht of the court who boasts ,">< 

w=!J;h feats of arms and victori.es in tournaments . He is a 

knight of a s .hire a nd p roud of the fact that he h a s been able 

to enla rge his estate with his own hands. "'And my myddeleste 

sone fyve plowes of lond , Tha t I ha.lp for to gete with my 

righte hond'".SZ) 

The opponents of Gamelyn as well as of '{obin Hood are 

the s h eriff and local justice-officials: "And the scherref 

was aboute Gamelyn for to t ake 11 and Hobin Hood reminds his 

men "The hye s~; erif of 1\otyingh a,a , Hylll holde ye i n your 

i.lynde". 53 ) 

Here>vard and li'ulk i'i t;h t for and represent an aristocrat­

ic group that has been deprived of' its inherited riJ;hts. 

Gamelyn and Robin Hood speak for the small f arnters a n d peas­

ants who suffer tyranny at t l1e hands of a higher cla ss of 

52) Gam, 59f. 
53) Ga~ .• , 55o·; Gest , 15b 
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worldly and clerical lords: 11 Goth, greteth hem wel myn hous-
54' bondes and wyf, I wol uen atte nexte schire haue god my lyf! 11 1 

The world of aristocracy is replaced by a world of husband-

men and small landowners. 

It would have been impossi~le for Hereward or Fulk to 

prove their strength at a pui)lic wrestling on the road as 

Gamelyn does. 55 ) 

How much, by the way, Thomas Lodge was influenced by 

both sides, the cristocratic and the popular one, may be il­

lustrated by the fact that he has combined the v restling 

match with a tourn~tent. But this a s pect will be discus s ed 

in det a il later. 56 ) 

Taste and ideas of a rustic audience reveals itself, 

too, in the traces of class hatred which is disti:1ctly marked 

in the rhymed tales, '.vhereas it is lacking completely in the 

older prose narratives. 

This hatred ltlay be exeuplified by th.~. t cou.rse scene in 

which Gamelyn is thrashing the clergymen while Adam is stimu­

lating him with the words: 11 They be men of holy chirche ..• 

brek bothe her legges and siththen here anues. 11 57) Class 

hatred is one of the main elements, too, in the 'guiding 

principles' Hooin l-lood in:presses upon his 111en at the begin­

ning of the 11 Gest 11 5B) 

Another phenomenon which comes to light with the social 

change of author and audie~ce is the disappearance of the 

miraculous element in th:: action. The adventures of Hereward 

or l"ulk '"i th a bea r gifted with. llUJ.1an intelli ~0nce, giants 59), 
. 6o) 61) pr1ncesses and dra~ons are replaced by the merely real-

54) 
55) 
56) 
57) 
58) 
59) 
6o) 
61 ) 

Ga11 , 71J£". c±' . ibid. 5o5ff. and Gest, 1Jf. 
Gam, 169-284 
cf'. V, VIII in this s tuciy 
Ga ... , 522ff. 
Gest, 1Jff. 
IJer, J4Jf . J46 
ibid. J49f. Fulk, 375f. J81ff. 39~ f. 
ibid. J t/Jx' . 
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istic events of' the later outlaw-stories. There are no more 

heavenly visions 62 ), the myth of the rescuing animalGJ) or 

prophecies 64 ), At best one could value the father's curse in 

the "Tale" which i'inally is fulfil l ed as a residue of those 

older ideas. 65 )In the first place, though, one must see that 

its possible former significance has been reduced to a mere 

structural function. The curse and its fulfilment serve as a 

't' l l 66 ) compos1 1ona c amp. 

Furthermore the change reveals itself in the fact that 

the n a tional heroes of the older narratives are superseded 

by local heroes. Hereward and Yulk fight English and foreign 

armies and travel from country to country, whereas Gamelyn 

is explicitely restricted to a shire, Robin Hood to the area 

of Barnesdale and Nottingham. 67) 

The courtly etiquette and knightly ethos are replaced 

now by a coarse sense of justice68 ) and t he slightly finer 

fair-play code of Robin Hood. The rebellion against a king 

and the loss of rich fiefs becomes the r ualistic complaint 

about maladministration and untilled lands, grievances of 

ev, ryday life. 69 ) 

62) Her , J9f. Fulk, 411 
63) Her, J96, cf. Jolles, 12off. 
64) Fulk, 285f. 412ff. 
65) Gam, 8 
66) c.r. VI,2,c, (?>in this study 
6 7 ) Ge s t , J , 1 5 , 2 1 
68) Ga'n, 468ff. 577f. 712f. 821ff. 
69) ibid. v3ff. 96ff . 
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4. Style and Tone in the "Tale of Gamelyn" 

One might conclude now with the generalization t.w. t the 

still more romantic heroes Hereward and Fulk had turned, with 

the modification of their social foundations, into the more 

realistic outlaws Gamelyn and Robin Hood. With the "Tale of 

Gamelyn" this is true, with the "Gest" this conclusion can 

only be accepted with certain reservations.?o) 

The Tale represe .1ts a final and complete rejection of 

chivalrous ideas and ideals, though a small remnant of these 

ideals may be recognized in the already mentioned coarse 

sense of justice Ga1.1elyn shows. :>lore significant, however, is 

the fact that Garnelyn sees and experiences his surroundines 

as a world of facts. 

\fuen Gamelyn has to flee into the woods, it is no fairy­

tale wood that protec~s him, it is u real wood with thorns on 

w·hich the clothes are torn, a ,.,ood in w·hich one has the feel­

ing of thirst and huneer . 7l) 

It is the style and p a rticular tone that separates the 

"Tale of Gamelyn" most distinctly from the older outlaw-nar­

ratives. The "Gest", thou.gh it stands next to the "Tale", 

has a certain lyrical charm, the gay atmosphere of the ' G,-reen­

wood' which is completely lacking in the "Tale of Gamelyn". 

The levity a.1d gaiety of t h e story's representation in 

the second.part of Thomas Lodt;;e' s "Rosalynde 11 and in Sha:(es­

peare's "As You Like It", ,.,i t.1 their subtle relations between 

the love rs (in tll.e "Tale" tiJ.ere is not a single female char­

acter), the poems cut in the barks of trees and hung upon 

bushes , places the BlizabetJ1an ro .. Iance and, still more ob­

viously, the comedy apart f'rom the old lay. 

?o) see IV, 5 in this study 
71) ibid. 6~2, 6J2 , 6J6 



- 44 -

A certain realistic brutality, a rough vigour are pre­

dominant in the "Tale of Gamelyn 11
• Even then, w·hen a flash of 

irony seems to supersede the author's lack of distance from 

his narrated objects, the tone remains coarse and brutal.72 ) 

The author's way of looking at things reveals itself 

best ·when realistic detail is recorded. Gamelyn' s complaints 

about his brother's maladministration and his untilled lands 

are not presente~ in gen ~ral terms. One by one the damages 

are enumerated: 

"He thoughte on his londcs that layen vnsawe, 
And his faire okes the. t down were i-drawe; 
His parkes were i-broken and his deer byreued, 
Of alle hi& goode steedes noon was hiffi byleued; 
His bo"rses were vnhiled and ful yuel die-;ht; 11 

( 83ff. ) 

The author makes effective use of his knowledge of the 

cot.mtry and its laws. 7 3 ) The theme of the courts' corrupta­

bility is a well-known historical fact and can be .fouud in 

many medievn.l texts. 74 ) It is, too, hinted at in the "Tale 

of Gamelyn" and in the "Gest od Robyn Hode 11 : 

/ 

"'Thou hast y-geue domes of t 11e wors assise; 
And the twelve sisours that wuren of the quest , 
They schul ben hanged this day so haue I good rest!'" 

( 87off. ) 

"'I am hold with the abbot', sayd the justice, 
Both with cloth and fee ... '" 

( Gest, 1 o7a) 

7 2 ) Gam , 52 1 f :f . 
73) ibid. c:f . Gamelyn' s father announcing his testament,53ff. 

and formulas of law, 7oo, 71o, 722, court day, 855ff. 
74) c.f. also "A Poem on the Tin1es of .c,d,·.· . II.", 11. 469ff. 

"And thise assisours, th .t comen to shire and to hundred, 
Damnetb men for silver, and that nis no wonder. 
For whan the riche justise wol do wrong for mede, 
Thanne thinketh heen tbei rnm,en the bet, for thei han 

more nede to winne. 
Ac so is al world ablent,that no man douteth sinne." 
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As tyrannical lords in the Niddle Ac;es the landowing 

clergy are represented in their inhum~nity: 

"Than seyde an abbot sorwe on his cheeke! 
'He schal haue Cristes curs and seynte haries eeke, 
That tne out of prisoun beggeth other borw·e' 11 

( 479ff. ) 

"After that abbot than spa.k another, 
'I wold thin heed were of though thou \·, ere my 

brother!'" 
(48Jf.) 

"Than seyde a priour yuel mot he thyue! 
'It is moche skathe, boy that thou art on lyue. '" 

( 487f 0 ) 

The author's realistic description becomes distinct, too, 

in his moulding the character of Adam the Spencer. Adam is 1'. 

not portrayed as the typical old faithful servant who, out of 

pure charity s1..1pports his youn€:; master. There is a consider­

able amo\.ult of egoism in Adam's mind when h e releases Gamelyn 

from his fetters. In his helpless position Gamelyn had prom­

ised the servant a piece of land if he would set him free: 

" 1 Adam' , seyde Gamelyn, 'also mot I the, 
I wol holde the couenant and ihou wil lose me '"· 

(41Jf.) 

"He vnlokked Gamel.yn bathe hondes and feet, 
1n hope of auauncement that he l·lim byheet. 11 

(417f.) 

As soon as Gamely_;1. and Adam have reached the woods and 

are safe from t h e Sheri ff 's men, the s e rvan t regrets his 

daring behaviour: 
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"'Now I see it is mery to be a spencer, 
That leuer me were keyes ror to bere, 
Than walken in this wilde woode my clothes to tere. '" 

(62off.) 

The style and the tone of' the "Tale of Gamelyn" can be 

illustrate d best by giving a few examples of' those passages 

in which brutal fights are described: 

"And kaste him on the lef'te syde that thre ribbes . , 
And t herto his oon arm that gaf' a gret crak.u tobrak, 

(24.5f . ) 

"And gerte him in the nek:k.e that the bon tobrak, 
And took him by that oon arm and threw him in a welle, 
Seuen f'adnen it '"as deep as I haue herd telle." 

(Jo4f'f.) 

"Euer stood his brother and made foul chere, 
Gamelyn vp with h is staf' that he wel knew , 
And gerte him in the nek.ke that he ouerthrew; 
A litel aboue the girdel the rigge-bon to-barst, 
And sette him in the fett eres ther he sat arst." 

( .534f'f.) 

The effect of such scenes is enhanced if' to the realis­

tic detail is added an element of' that bitter irony, sarcasm 

and cynicism which are so charact . ristic of' the "Tale's" 

tone. As a climax of this coarse ar t the representation of 

Gamelyn's and Adam's revenge upon the clergy men may be ad­

duced. The abbots and monks have not seen the chance which 

was given to them by the fettered Gamelyn.7S) He and the still 

vigorous Adam attack Johan's guests with oaken clubs. And, in 

order to provide the scene wj th more vivacity, the author has 

his heroes shout blasphemous remarks to each other which tend 

to increase their fury: 

7 5) Gan;, 48o-48b; cf'. the hero ' s sense of' justice , 468f'f. 
577f' . b21ff. 
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"'Gamelyn', seyde Adam, 'do hem but good; 
They ben men of holy chirche draw of hem no blood, 
Saue wel the croune and do hem non harmes, 
But brek both her legges and siththen her armes. '" 

( 521 ff.) 

"Gamelyn sprengeth holy-water with an oken spire, 
That some that stood vpright fellen in the fire." 

(5oJf.) 

The irony' s bitterness here can hardly be surpassed. In 

none of the other outlaw-tales is anything that approaches 

to this tone. 

This bitter irony as the author's basic attitude is ma­

terialized in the composition of the "Tale of Gamelyn". The 

irony has the effect of reversing the accepted system of 

values. The scene which is the climax of this reversal of 

values is the wicked Sheriff's and his men's execution by the 

outlaws at the end of the story.76 ) 

This reversal can only be understood, if we see it in 

connection with the fundamental conception on which all the 

outlaw-narratives are based. 1~ is co1mnon in all later out­

law-stories, but in the "Tale of Gamelyn" it appears in its 

purest form and most consistently applied, as far as the 

structure is concerned.??) 

The king' s officials <:lre, with few exceptions, corrupt. 

The outlaws who accoru.ing to the law are criminal s, cherish 

the lost justice. And this is, according to the outlaw-tales, 

only possible without the corrupt society and outside the 

corrupted laws. 78 ) 

When the .s-uilt of the law's represen tatives becomes too 

great, the outlaws tak e the law into their o'"n h ands. In the 

76) ibid. 879-886 
77) cf. VI,2 in this study 
78) cf. ~een 92 
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"Tale" they form a jury, the Sheriff and his men having to 

stand trial before them. 

"Gamelyn sette him doun in the Justices seet, 
And Sir Ote his brother by him and Adam at his feet. 11 

(8.5.5f.) 

And Gamelyn condemns all he finds guilty to the gallm,vs: 

11 He ordeyned him a quest of his men so stronge; 
The Justice and the scherreue bothe honged hye, 
To weyen with the ropes and with the wynde drye;" 

(878ff.) 

The author cannot help commenting sarcastically on the 

fact that the corpses hang dangling from the ropes and will 

dry with the wind. 

The execution is carried out according to the very pro­

cedure of the r:1edieval system of justice. The l{inc-' s officials 

hang according to the rules of their own rite. And, in the 

end, the >vhole is legalized by the l,:Lng pardonine; a nd re­

warding the outlaws. This pointed action \\1as, most likely, 

one of the main reasons why Chaucer showed an interest in 

the "Tale of Garnelyn" . 

.5. Elements of Idealization in the "Gest of Robyn Rode" 

Realism in outlaw-literature seems to have reached its 

culminatint;· point with the "Tale of C.a.aelyn". For, even if 

we only peruse the "Gust o:f Robyn IIode" we are immediately 
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aware of one significant difference. A different atmosphere 

predominates. Besides the trend to r ecord realistic and cruel 

events, whiclL is found in the 11 Gest" 79 ), the narrative as a 

>vh ole is characterized by a lighter tone. 

Ny thesis is that this new tone springs from a re-ideal­

ization of characters and action. This idealization does not, 

however, brin~ forth results similar to those we know frcm 

the prose narra~ives. 

According to the new social sphere, which is, of course, 

closer to the sphere of Gamelyn, Robin Hood is not confronted 

with dragons or other stock figures of the fairy-t a le world, 

but he gains fe a tures of the miraculous as a protector of the 

poor, as a guarantee of the final victory over all social 

injustice, as unsurpassable kine of the archers80 ), in short, 

as the noblest representative of his own· fair-play code. 

I n h is forests Rob in Ilood has such wealth that he can 

give away his riches in a generous way. At the King's court 

he .;TO"\vs poorer ai"·!d poorer until he has even spent all 11is 

friends' money: a paradox which is only accepted as natural 

by a fairy-tale audience. 

"Had Robyn dwelled in the kyngE!s courte 
But twelue monethes and thre, 
That ne hc>d spent an hondred pounde, 
And all his ;aennes fe." 

(433) 

The idealization becomes more evident to the reader if 

he remembers t hat in the Robin Ho od ballads as well as in the 

"Gest" the outlaws live a permanent summer life. The winter 

and the hardships t i1e outlaws have to overcome durin~· this 

79) Gest, 3L~7f'. 
So) ibid. 294f. 
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season are neglected. The author chooses to do this in order 

to provide the reader with an ideal picture of o u tlaw-life. 

To take only one typical example of this summer tone, I 

should like to adduce the description of Robin Hood's return 

to the woods after having been away for more than a year at 

the King's court: 

"lfuan he came to grene wode , 
In a mery mornynge, 
There he herde the notes small 
Of byrdes mery syugynge." 

(445) 

Social decline of a custom and idealization are mingled 

to form Robin Hood's new custom, namely not to dine until a 

guest has been invited to his table. 81 ) On the one hand this 

c u stom is an ironic equivalent to the well-known and similar 

custom of King Arthur. The custom of an ideal knic.,-ht has be­

come the custom of an idealized robber-knight. On the other 

hand Robin Hood's custom includes, ironically again, an ideal­

ization of a fact and the actual reason: An outlaw was not 

able to dine before he h ad stolen something to eat. 

A further clement of idealization could be found in the 

fact that Robin Hood is extremely pious and shows great ven­

eration for the Virgin :11·1ary an(~ all women. 

11Bueryday or he wold dyne 
Thre rnes sis wolde he here." 

(8b) 

" Robyn loucd Oure dere Lady; 
For d out of dydly synne, 
1volde he neuer do compan:L hanue 
That any woman was in." 

( 1 0 ) 

81) ibid. 5-7; H3f . 25, Jo, 143, 2o6, 2o9, 22o 



- 51 

The shift from one social background to another , from 

the aristocratic level to a social layer considerably below, 

brinL_,-s forth, on the one hand, a ,..,i thdrawal from the ideal 

w·orld , from the miraculous ct tmosphere of the fairy-t&le world. 

On the other hand these thus di~ferent stories do not neces­

sarily adhere to a merely realistic view of tbe world; they 

c~n, as is sho·w·n by the example of the u Gest" , be li:fted 

again on to the level of the 'miraculous', though with the 

distinct features of oalladry. 
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v. The Different lvorlds in "Hosalynde" and 11 As You Like It" 

1. Nature and Love 

a. The Pure Pastoral in 11 Rosalynde" 

Thomas Lodge represents Nature according to the conven­

tions of Elizabethan literature. His pastoral world, an ide­

ally heightened reality, appears as a e;uarantee of virtue 

and contented way of life elevated above the dissensions and 

intrigues of the civilized world and , particularly, the court. 

The mere chance from one place to a nother, frcm court to 

pastoral solitude, has an ennobling effect upon the characters 

concerned. 

The remains of a more realistic view of Nature and en­

vironment can, without exception, be ascribed to the author's 

freely borrowing from his source. But these isolated rel!lna.nts 

are not capable of exercising a corrective effect upon the 

purely pastor<•l char<:,cter of by far the largest part in 

11 Rosalynde". 82) 

Not to be separated from the Elizabethan pastoral ideal 

is the Petrarchian conception o1' Love which is, in "Rosalynde 11 , 

expressed by the stylized Euphuistic language. In Lodrre's 

romance the reader is confronted with the concept of pastoral 

Love representing a pure and ideal form of affection. The be­

loved partner is exuberantly celebrated in eclogues, madri­

gals, sonnettos, passions and songs. 83) And even in ordinary 

conversations the norrr.al JPode of address is replaced by a 

stilted and artificial diction. Hosader uses the following 

82) cf. VIII,1 in this study 
83) ROS, 4off. 27f. 49f. 66, 11 6f. 35f. 1 61 f. 
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words when he addresses the disguised .rtosalynde a nd Alinda: 

"Gentle shepherds, all baiJ, and as healthful be 
your flocks as you happy in content. Love is rest­
less, and my bed is but t he cell of my bane, in 
that there I find busy thoughts and broken slumbers: 
here , although everywhere passionate, yet I brook 
love with more patience, in that every object feeds 
mine eye '\vi th variety of fancies. When I look on 
Flora's beauteous tapestry, checked with the pride 
o£ all her treasure, I call to mind the fair face 
oi' Hosalynde, whose heavenly hue exceeds the rose 
and the lily in their highest excellence: the 
brightness of Phoebus' shine puts me in mind to 
thi nk of the sparkling flames t hat flew from her 
eyes ... 11 

( 77f. ) 

Not only the love-stricken Rosader uses an artificial 

language, but even the old Adam Spenser and Cor ydon the shep­

herd enrich their laneuage with La tin fr ,_gments . 84 ) 

The Euphuistic diction , too, oake~ the world represented 

in "Rosalynde" distinctly distant from the everyday world 

and thus from Lodge's source. To feel the difference sharply 

one must only try to imagine Adam the Spencer of t h e o ld 

"Tale of Garnelyn 11 use a phrase such as "sicco pede ". 

That Lodge has not achi eved, in all points, an a esthet­

ically satisfactory projection of the old story on the level 

of pastoral romance will be discussed separately. 85) 

b. The More Complex 1vorld of Nature 

and Love in "As You Like It" 

Nature as a background in "As You Lil<e It" is a grand 

modification of that given in the original. Shakespeare has 

84) "sicco pede" ROS, 53; "Satis est quod S"Lifficit" il>id.47 
85) cf. Vlii,l in this study 
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every solution which offered itself questioned and contrasted 

•t "b"l "t 86 ) w1 h a new poss1 1 1 y. 

Although the contrast between life at court and life in 

the ' greenwood' is taken over from 11 Rosalynde 11 , the final 

impression the audience receives is a completely different 

one. On the one hand the 'areenwood' life is enriched and 

i dealized by the h obin Hood motif8 7) which Sha.i.;,espeare did 
, 88) not find in Lodge s romance , on the other band the free 

life of the hunter is contrasted with J aques' complaint about 

the dying deer. 89 ) The praise of the life in the forest9o) is 

made relative by the realistic picture the audience is civen 

of the distressed old Adam9l) and also by Touchstone comment­

ing sarcastically on his new environment: 11 \fuen I was at home 

I was in a better place 11 9 2 ). 

In spite of all these sceptical attitudes towards the 

life in the forest and the ideal of a Robin-Hood-type freedom 

the comedy emphas izes these aspects so strongly that, for the 

critical reader, it would 1noan distortion to neglect them. 

Thorndike, in his study9J), co1ncs to the conclusion that 

Shakespeare 11 added a Hobin Hood element to 11is 'As You Like 

It' i n rivalry o f Robin liood plays then being acted at an 

opposition theatre 11 94 ). 

Thorndike's thesis is, most probably, correct, although 

one has always to JJ.ave in mind the fact that the Robin Hood 

theme had been generally all.ve in the people ' s mind since the 

86) cf. Evans, 8 7ff. 
87) AYL, I,1,1o9ff. 
88) ROS, 62 
89) AYL , II,1 ,45ff. 
9o) ibid. 11 ,1, 1f:L 
91) ibid. II,6,1ff. 
92) ibid. II ,4,1Jf. 
93) Thorndik.e, 69 
94) Thorndike refers to the t1.vo plays "The Doivnfall of 

Robert .c;arl of Huntington 11 and "The Death of Hobert 
Earl of Huntington 11 whicl1 were both performed in 1598, 
one year bef'ore "As You Like It 11 >vas finished. 
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end of the Middle Ages. How strongly the 'greenwood' motif, 

however, is emphasized ;)y Shakespeare becomes obvious, when 

we realize that three scenes of the play have their central 

aim in the display of the 'greenwood ' life .95) 

Even in nam~ing his dramatis personae Shakespeare used, 

in a playful way , the 'g-reenw·ood' theme. Lodge's Sir John of 

Bordeaux becomes Sir Roland de Boys ( \'.rood) , Montanus becomes 

Silvius (born in the wood), Sal::tdayn becomes Oliver (cf. Oli­

vier or olive tree). 

These examples would stress only the forest's function 

as atmosphere-providing background. This is certainly true. 

But we know that Sha~espeare intended to give the forest a 

further function, when he has Touchstone remark: "You have 

said; but whether wisely or no let the forest judge". 96 ) As 

this remark comes from one of the important com:nen.tators of 

the play we can attribute the background of the forest to its 

corrective ele;nents, and , in fact, it is under the influence 

of t he forest t hat all the trivial and important s hortcomings 

are adjusted. Thus ,.,e may see the forGst in one line with 

the comedy's didactic elements whose most noble expression 

is found in the figure of Hosalind . 

The love theme as Shakespeare found it :1andled in his 

source is cha~1ged and enriched in a similar way to tile ' green­

wood' motif. A few examples may be sufficient for our purpose. 

Here, too, cor:.:ecting a nd contrastinG' juxtaposi t.L ons rob the 

scenes of their possible claim to absolute validity. 

~ach one of the two main love scenes is introduced by 

on e of Jaques' ironic retuarks: "Farewell , good Signior Love" 97) 

he says to Orlando a nd with " Nay , then God buy you, and you 

95) AYL, II, 1 i II,5; IV,2; 
96) ibid. J"II,2,11 9~ . 
97) ibid. IV,1,29 
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talk in blank verse" 98 ) he leaves Rosalind alone wi ti< her 

Orlando. Of course, the~e two remarks do not question the 

genuineness of Orlando ' s or Rosalind's feeling in their es­

sence, but they are consciously put there by a dramatist who 

wishes to prevent his play from giving rise to sentimentality 

and to show that both lovers - even Rosalind, though less 

so - have not yet passed the stage of catharsis which vlill 

have them purged in the end. 
r, 

A further correction of Lod:e;e' s handling the love theme \ 
; ' 

is achieved by the juxtaposition of completely different love 

scenes. ill1en Orlando had promised to woo the dis~uised Rosa­

lind with the words "by the faith of my love" 99 ) and "with 
1oo) all my hearttr there follows that coarse but gay scene in 

which Touchstone woos the goat girl . 

Yet Shakespeare has not chanced everything he has t&ken 

from Lodge's romance. The well-known literary norm of the 

pure pastoral which he, in most parts, has modified so reso­

lutely is, too, to be t'ound in the comedy. Silvius and Phebe, 

pure pastoral figures, serve as necessary foils for the rest 

of the characters. They are essential to the play and the 

dramatist has not confronted them with Touchstone or Jaques 

who would have definitely destroyed them with their sarcastic 

wit. Silvius and Phebe remain the same pastoral characters un­

til the very last scene. 

98) 
99) 
1oo) 

ibid. IV,1,29 
i bid. III,2,4o7 
i ()id. III,2,412 
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2. The Social Levels 

a. A Distinct Raising of the Social Level in 

"Rosalynde" Compared to Lodge's Source 

If Thomas Lodge intended to integrate essential parts of 

the "Tale's" action with his pastoral atmosphere he had to 

change t he world of that local hero Gamelyn completely. lifi th 

this he succeeded to a certain dugree at least in so far as 

he lifted the social c lass represented in the old "Tale of 

Gamelyn" considerably. 

The folk-tale situation of the "Tale" in which the dying 

knight bequeathes his heritdg-e to his three sons is socially 

lifted by changing the knight of the shire into a knight of 

the court, a knight 1-vho is proud of his victories in tourna­

ments a nd chivalrous virtues. Accordir:g to the higher class 

of society to 1vhich the knie;ht belone:,s Lodge has multiplied 

tb.e heri ta._;e. Joh.:..n, Ote and Gamelyn of the "Tale 11 had to­

('3'etb er inhc-·ri ted some ten "plowes 11101 ), wlH:reas to the sons 

of Sir John of Bordeaux flre left fortytwo "ploughlands 11102 ). 

The wrestling match which, in the "Tale of Gamelyn", 

takes place on the open road after a general challenge is com­

bined with a tournament by Tholllas Lodge . Thus the backeround 

of the KinF's Court, which is the scene in question, appears 

better motiv:=:tted and credible. What, in the ~~"l'ale of Gamelyn", 

had happened among villagers, is now pt1t in tl:e midst of a 

society o:r peers and a king. Although Gamelyn, too, is con­

nected with a kine; at the end of the "Tale", this winding up 

is typical for the outlaw-narratives, as ~ ~ as been shown, and 

has no influence upon t he social class represented in the 

1 01 ) 
1o2) 

Gam, 57ff. 
ROS, J 
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old story. 

The outlaw-company in the Forest of Arden is also cJ.ear­

ly distinguished from what we know about the characters in 

the "Tale". A banished l;:inc; leads a gay forester's and hunt­

er's life together with his courtiers and according to the 

rules of courtly ceremonies. 

Naturally an aristocratic usurper cannot be tri ed and 

executed by a rustic court of justice as we know it from the 

"Tale of Gamelyn ". In a final battle in which kings and court­

ly entourace f ight for a European throne the usurper Toris­

mond loses his crown and his life. 

Lodge was consistent enough to follow his principle of 

raising his original to portray a hic;-her level of society 

right through to the end of the romance, where a g-eneral re­

warding takes place. In the "Tale" Gamelyn is made "Chef 

Iustice of al his (the Kine( s) fre forest" by the King 1 oJ), 

whereas in "Rosalynde" Rosader is appointed "heir apparent 

to t u e kingdom 11104 ) by King Gerisrnond. With kingly generosity 

Gerjsmond distributes estates and high offices among his 

friends. Saladayn i s given back his heritarre and the "Dukedom 

of Nameurs 11 into the bargain. Fernandayn, the middle brother, 

is nominated the Kint.;' s "principal secretary", :-.iontanus be­

comes "lord over all the forest of Arden", Adam Spenser is 

appointed "Captain of the Kin~'s Guard" and Corydon 

of Alinda's flocks". 105 ) 

"master 

All this can be put forward in favour of Lodge's inten-

tion to raise his source as fnr as the society represented 

was concerned. And, indeed, this intention is directeu to 

create a harmony in the pastoral world of " H.osalynde" accord­

ing to the author's stylistic sense. 

1oJ) 
1o4) 
1o5) 

The more obvious become all those factors '\vhich show that 

Gam, 
ROS, 
ibid. 

892 
164 
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Thomas Lodge did not fully succeed in creating, according 

to his plan, a homogeneous pastoral romance, based on a 

source '\vhich had been conceived in a completely different 
. ·t 1o6) sp1r1 . 

b. The Comedy's Position between the 

"Tale of Gamelyn 11 and "Rosalynde 11 

As in Thomas Lodce's romance it is a predominantly aris­

tocratic society that is represented in 11 As You Like It 11 • 

Shakespeare, however, remained content with the social stra­

tunJ of ducal nobility as his highest class. The Kings in 
11 Rosalynde 11 become Duke Frederick and Duke Senior in the 

comedy. The heritage Or1.ando is bequeathed with proves to be 

very modest. In this partic~lar matter the play follows the 

old "Tale 11 closer than the prose romance. 

Orl. "As I remember, Adam, it was upon this fashion 
bequeathed me by will, but poor a thousand 
crowns, and as thou sayest, char~ed my brother, 
on his blessing, to breed me well." 

(I, 1 , 1 ff. ) 

The rewards at the end of tae comedy are consistently 

adjusted to the ducal level: 

Duke S. 

1o6) 

"Thou offer' st fairly to thy br~ther' s \.redding: 
To orle his lands '\Ti thheld, and to the other 
A la11d: itself at l a rge, a potent dukedou1. 11 

( v' 4' 1 6 5ff . ) 

cf. V, J; VIII, in this study 
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Hore significant I thinl-.::, with a view to the society 

portrayed, is the fact that Shakespeare, unlike Lodge, has 

characters make their appearance who form a credible contrast 

to the world of the court. Characters such as lvilliam, Audrey 

and, above all, Corin the shepherd who lives in a real nature. 

LodGe'~ shepherds follow tl1e same pastoral pattern (cf. Cory­

don) , \.vhereas Corin is endowed by Shakespeare with the genu­

ine characteristics of a real shepherd. 1 o7) 

Corin. 11 Sir, I am a true labo1.~rer: I earn that I eat, 
get that I wear , owe no illan hate, envy no man ' s 
happiness, Glad of other men's good, content with 
my harm, and the greatest of my pride is to see 
my ewes graze and my lambs suck." 

(III,2,71ff,) 

As far as the social world is concerned "As You Like It" 

ta~ces a middle position between the "Tale of Gamelyn 11 and 

"Rosalynde". 

The 11 Tale 11 which is clearly restricted to the society of 

the r1.1stic nobility and peasants is contrasted with the come­

dy 's enormously richer and wider social world including ducal 

aristocracy with court ly manners and ideas as well as the 

real shepherd s~elling of grease a nd soil, 

"As You Lit<e It" dif:fers frvm the social world of 11 Hosa-

lynde 11 in t~at it portrays a society at various social levels , 

inclu0ing a few realistic ones and others which, realistical­

ly seen, are impossible (especially Silvius and Phebe). 

1o7) cf. Delius, 231; Delius obvio11sly disregards these facts 
wh en he says in his study t ~mt Lodge's realistic motiv­
ation of the wrestling match (distraction of the peo­
ple's interest in politics by festivities) is a motif 
"das zu dem m· ~rcllenhaft gehal ten c:n, aller das prosaische 
Lebe:-1 betreffenden Beziehungen geflissentlich entkleide­
ten Dramas weniger passen wollte''· (which would not go 
with this fairy-tille-lik e play wnich is totally lacking 
in features to do with the prosaic life) 
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J. Tone in 11 RosaJ_ynde 11 and "As You Like It" 

a. T\vo Levels o:f Tone in 11 Rosalynde" 

On the one level of' tone in "Rosalynde 11 one could pro­

ject all those elements of' the story that aim at a concilia­

tory effect, the lyrical, the comic , the gay and the pastoral. 

They provide the romance with its particular character, and 

criticism generally sees the charm that 11 Rosalynde 11 apparent­

ly has to a high degree as a result of' these elements . For 

the largest portion of Lodge 's prose romance this observation 

is certainly true. 

Besides this more conspicuous level of' tone there are to 

be found in the romance a number of' factors which could be 

characterized with the attribute 'coarse tone'. Their signif­

icance for this study springs from the fact that they are not 

restricted to only a few far-fetched examp les. Especially in 

the first part of' 11 Rosalynde 11 these factors occur very fre­

quently and become determinative for the tone. 

1fuen the story enters its phase of' complication, Rosader 

realizing his own poor situation and his brother's injust 

attitude, begins the first combat. "Stepping to a great rake 

that stood in the garden, he laid such load upon his brother's 

men that he hurt some of' them, and made the rest of' them run 

a'vay. 111 oS) His brother takes to flight and finds refuge in a 

hay-loft. Thus, t:'.. t the beginning of' a romance, \ve come to 

:;:no\v the hero as a po1verful, bellicose young man w·bo is not 

very fastidious about the means he chooses in order to achieve 

his aims. 

The lvrestline match, in which the strong Rosader is the 

1o8) ROS, 1 J 
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victor, has a fatal outcome for the Norman challenger . 

After this victory a triumphant Rosader, accompanied by 

a party of young admirers, approaches his brother's house. 

As h e finds the entrance locked he tries to e n ter by f orce. 

"He ran his foot a gainst t h e door, and broke it open, drawing 

his sword, and entering b o ldly into the hall. 11 1o9) 

A wild drinking-bout follows . 1.ii th overber-ring words 

Rosader encourages his companions to drink more: "Hy brother 

hath in his house five tun of wine, and as long as that last­

eth, I beshrew him t hat spares his liquor. 11110 ) I n order to 

provide his friends with more provisions , our wild h e ro breaks 

in anoth er door: "He burst op en the buttery door. 11111 ) Final­

ly when the party runs short of meat, they havE.: to make up 

fo r it by drinking more of Saladayn' s wL1e: "1fua t they 'van ted 

in meat, Rosader supplied with drink ." 112 ) 

After the drinking-bout Saladayn tukes reven~,;e of his 

brother and has hi:n :~.'ettt'red to a pillar in his house. Not 

before Rosader has nearly died of thirst and hunger, is he 

released b y the old Adwn Spenser . 

Rosader, for his part, avenges hims e lf upon Saladayn and 

a host of gue::;ts w·ho <.line and drink in f ront of Ho s ader. A 

quarre l follm-.rs that surpasses t he ;arlier fiehts by far in 

b rutality , even the original, without being capable, however , 

o f e vokinG the "Tale's" briJ J.iant sarcasm. "Rosader shal;ing 

off his chains got a poleaxe in his hand , and flew amon5· them 

with s uch violence and fury , that h e hnrt many, slew some. 111 1J) 

Utmost brutaljty is des cribed in realistic language, a foct 

that can be said to hold true for the first p:...rt of t h e romance 

and does , as has been maintained, give the impression of a 

'coarse tone'. 

---- - ----·-
1o9) ibid. 23 
11 0) ibid. 
1 1 1 ) il.Jicl. 
112) ibid. 
11 J) ibid . 54 
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In the second part of "Hosalynde" with its forest-, dis­

guise- , a t •d lov(;;-scenes t his level of the 1 coa rse tone 1 and 

harsh &tmos~lere is almost completely suporsed a d by t hat f irst 

mention_d level of the proper atmosphere of romance. 

At the end of the romance, however, the gay wedding ban­

quet i~ abruptly interrupted by the news that the Eleven 

Peers of I'ra.nce wish to restore the lawful l\inrr to his throne 

and are going to fie;ht the usurper who, together wi th a hand­

ful of desperate men, will take advantage of the opportunity 

to defend his claims in a bcttle. In this decisive battle 

Torismoncl, as has already mentioned, is killed. The death as 

a means of a complicated action's final solution should also 

be attributed to that second level of the 'coarse tone• . 

That this opinion is not at all far-fetched is supported 

by the fact th c-. t Lodge himsulf felt the discrepan cy. This 

point will be discussed more explicit¢ly in the final chap­

ter. 114) 

b. The Nany Seemint;·ly Contradictory Elements 

of To11e in 11 As You Like It" 

Contrary to what has been said about Thomas Lodge's ro­

mance we cannot speak of two fundamentalJ.y different a n d 

parallel levels of tone in Shakespeare ' s "As You Like It". 

It is a tnul ti tude of seeminely contradi.ctory elements of tone 

that becomes relevant to the atmosphere in t h e comedy. 

To start with two extre mes we could contrast the picture 

of the daydreaming , love-sick poetaster Orlando with that of 

tbe rustic and simple of the old sbepherd Corin. The cl1aracter 

114) VIII,1 in this study 
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of the youn~ Orlando who, at least to a laree extent , is de­

pendent uoon the Elizabethan pastoral tradition seems to 

contradict basically tha.t of' the shepherd ·h1ho can be under­

stood as a Corydon transported f'rom the sphere of' t h e pasto­

ral into that of' reality. Yet, this apparent contradiction 

is not experienced as a breach of style by the audience. 11 5) 

Another seeming-ly irreccncilable juxtaposition is Jaques­

-Touchstone on the one side, and Silvius-Phebe on the other. 

A bitingly critical, often disillusioninG view of' the world 

on the one side, typical behaviour a nd outlook according to 

the pastoral pattern on the other. 

Oliver's and Celia. ' s marriage , too, may be reg::, rded as 

not sufficiently well motivated and undeserved and, therefore, 

as one of' the dramatist's mistakes. Swinburne commented on 

t h is point: "That one unlucky slip of the brush which has 

left so ugly a little smear in one corner of' the canvas. 11116 ) 

The windinc; up of the play's action with the usurp<:;r ' s 

sudden conversion has also aroused some criticism. 11 7) 

It is a well-lcno>vn. f'act that in "As You Like It 11 , in 

spite of' all these point in question and in contrast with 

Thomas Lodg·e ' s "Rosalynde", a masterly harmony has been 

achieved. 

How this can be explained according to the process of' 

transformation from the prose romance to the comedy I will 

try to show in the f'inal chapter on "As You Like It". 118 ) 

11 5) 

1 1 6 ) 
1 1 7 ) 

1 1 (; ) 

The reasons for this will be discus ,.; ed und er VIII, 2 
in this study 
quot. Tolman , 69 
ibid. 68; One could object to this criticisw, however, 
by saying that t he Elizabethans devoutly believed in 
sudden and valid conversions. 
VIII , 2 i n this study 
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VI. Some Structural Details 

1 • The Individuality of the Narrator Reveals Itself 11 9) 

a. Topics of the Exordium and Conclusion 120 ) 

Apparently the author of the "Gesta Herwardi 11 1vas well­

-conversed with late-classical rhetoric. The motivation of the 

"Gesta's" composition takes up a large space and the author's 

sources are explicit¢ly enumerated. 

On the one hand the author had used, as he says: 11 pauca 

et dispersa folia, partim stillicidio patrefactis et abolitis 11 

which are supposed to have been writ~en in Anglo-Saxon by 

L D . f d' . 121) efric 1aconus, one o Herewar s compan1ons. As to the 

second part of the "Gesta" the scribe refers to his own mem­

ory and the personal recordings of some of Hereward's old 

attendants . 

These statements are supposed to obviate the possible 

doubts of critical readers. The author wants to ascertain in 

advance his readers' belief i.n what he is going to record. 

The author has consciously incorporated the more credible 

source, notes by one of Hereward's personal companions, in 

the first part which is full of fantastic and miraculous epi­

sodes. For the "Gesta's" second part which is much more con­

trolled and restricted to the presentation of what we might 

call a possible reality it was not necessary to give such a 

strong verific~tion. 

1 1 9 ) 
12o) 
1 21 ) 

At the beginning of the "Let,;end of Fulk Fi tzwarin " the 

cf. Friedemann, 3 
Curtius, 95 
Her, 339 
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impression is created that the reader forms a unity together 

lvi th the narrator of the story: "Then we ought to recollect 

the adventures 11122 ). A motivated justification for having 

lvri tten this romance is achieved by the narr<-'.tor' s suggesting 

to the reader a n opinion - the author's m..rn - that postu­

lates the reading· or listening· to his story. The narrator 

starts with a picture of blossominG· Nature in spring: "In the 

time o:f April and .ilay, when the meadows and the grass grow 

green aeain ..• then we ... should speak of such things as 

may be profi tv.ble to many." 123) An introductory conditional 

clause like this was very popular in Middle English narrative 

lite:cature. It reminds us in particular of the "Prologue" at 

the beginning of the 11 Canterbury Tales" where Chaucer st <-<rts 

with these words: 11 ivh.n.n that Aprille with his shou.res soote ... 

Thanne lonr:;-en folk to s-oo:-1 ... 11124) 

After having e;iven his reasons for telline the story and 

thus having persuaded the audience to listen or read, the 

narrator g j_ves up the first established unity including the 

audience and himself. He distanc0s himself from the audience 

by addressin g it: "Lords, you 11ave heard ... "
125) 1{i th this 

the kind of audience is fixed at tne same time: an aristocratic 

company or men. 

The illusion of a real orn l narrator li)..:e a "Rhapsode", 

the "archtype of any narrator"
126

) is evoked particularly and 

urgently by the initial forms :i.n the two rhymed tales. The 

"Tale of Ga:nelyn 11 st a rts with this "call for attention": 

122) 
123) 
124) 

125) 
126) 

11 Litheth and lesteneth and herkeneth ari&ht, 
And ye schulle here a talkyng of doughty knic;ht. 11 

( 1 f. ) 

Fulk, 227 
i b id. 277 
lines 1 and 12; c:f. also t h e opening of Piers Plow­
man: "In a somer sesoun "\vhanne softe was the sonne" 
Fulk, 277 
Friedetaann, 34 
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Lik ewise in the 11 Get;t 11
: 

11 Lythe and listen, gentilmen." 
( 1 ) 

The original task of these forms was to arouse the au­

dience's interest in t he recitation, to attract the listener's 

attention127) and to make m~rked sections of the action appear 

more obvious. The forms ' last function of outer organization 

is, in the written versions, still relevant to the stories' 

effect. 

Contr1:..ry to the prose tales the authors of the "Tale" 

and the 11 Gest" do not make any attempts at veryfying their 

stories or giving reasons for their writing t hem . 

After a short address to the audience the authors make 

their narrators step aside and let the audience look , more 

directly, at the action; an action, however, which is still 

filtered through an authorial medium into the listeners ' minds. 

The topics of t he exordium have a culminating point in 

LodG'e ' s 11 Rosaly.1de 11 • The actual narrative is preceded by a 

dedication of abou t 5oo words , an introductory address to the 

a udience of about 25o words and an appendage of Euphues' 

testwnent o f about the srune lenffth . 

The whole dedication is an elabora tion of the topos 

" sapie.ntia et forti tudo 11 that •Jecame known in the literature 

of the Renaissance t hrough didactic writings about courtly 
. d l 128) 

1 ea s. 

The dedication addrc~ sses Philautus, Lord of h undsdon, 

whose two soHs •·."ere educa ted by Thomas Lod::.;..:l. In "Hosnlynde" 

the trDdjt ional topos :r sapientia et fortitudo 11 i s connected 

127) 

128) 

Ga;;r , 
2b2, 

1f. 169f. 289f. 341£. 5S1f. 769f. Gost , 
317 

1 , 144, 

Curtius, 1C6; Curt.i.us mentions that this topos is 
used by SpensP.r in hi s "Fa erie Q.ueene" (II,J,4o) and 
in 11 i s "Shepheard e s Calender 11 (Oct. IJ:, 6(,f. ) 
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with the usual panegyric for the author's p :.:1 tron and thus 

forms the topos 11 irnt>era tor litera tus 11 or t: learned ruler". 129) 

and: 

"Seeing your Lordship to be a patron of all martial 
Jncn , and a 1·faecen8.s of such ati apply themselves to 
study, wearing with Pallas both the l<:mce nnd the 
bay, a nd aimine with Augustus -.t the fc·vo·ur of all, 
by the honourable virtues of' your mind, being- my­
self' first a student, and a:fter fi:i.J.liLig- from books 
to arms ... 11 

(XXVI ) 

"Cor..nna1·1ded and embolded thus with the consideration 
of' these forepasscd reusons, to present my book to 
your Lordship , I humbly entreat your Honour will 
vo11Ch my labour~ , and favour a soldier's and a 
scholar's pen ..• so d evoted to your Honour, as his 
on ly desire is, to e ·1d his life und,:. r tlle favour 
of so martial and l. : ~~rned a patron. 11 

(XXVIIf'.) 

In the first part, "The Epistle Dedicatory", a reason is 

also ~iven for the author's writin~ of the followin~ romance. 

11 Havine· with Captain Cl<:~rl{ ;. ;ade a voyae;e to the 
i~land of' Terceras and the Canarjes, to beguile 
the ti;··e with labour I writ this bouk, 11 

(xxv:::.:I) 

Before the actual story beeins Lodge tries, with apolo-

getic remarks, to meet any possible criticisms from readers: 

129) Curtius, 186 
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11 Rough as hatched in the storms of the ocean, and 
feathered in the surges of m<:\ny periJ ous seas. 11 

(XXVII) 

In h is address "To the Gentlemen Readers" Lodge wishes 

his work to be urJderstood as a modest attempt and distinguish­

es it from other possible ambitious wri tint,·s , calling himself: 

11 A soldier and a sailor , that eives you the fruit 
of his labours that he wrote in the ocean, when 
every line ••as wet with a surg·e a n d every humor­
ous passion counterchech:ed with a storm. 11 

(XXIX) 

The topics of the conclusion in the four older texts 

look very much alike in the sense that they all bring a rather 

abrupt turnint, to e t ernity. 

11 ac sic demum quievit in pace, cuius animae 
propicietur Deus. Amer~ . 

Explicit vita Herwardi incli ti miJ.j_ tis. 11 

(Her , 4o4) 

11 he was buried at New Abbey; upon whose soul may 
God h c>.ve mercy! Near t..·1e altar 1 ies his body. i.'~ay 

God have mercy upon all, the livinB a n d the dead! 
Amen." 

(Fulk, 414f.) 

"And si then w·as Gamelyn _::raven under molde , 
And so s c h al we alle may thc r no man fle: 
God bringe vs to Joye that euer schal be! 11 

( Gam , 9 o off . ) 
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"Cryst have mercy on his soul 
That dyed on the rod~! 
For he was a good outlawe, 
And dyde pore men mach good." 

(Gest, 456) 

Only in the "Le.:;-end of .,. ulk Fi tzwarin" ,• this new sphere 

and the relation between hero and God is incroduced 11ith 

Fulk's vision and blindness. 13o) 

In the "Gesta Herwardi'' the "Amen" is folJ.owed by the 

final '\vords "explicit vita Iierward i". This expli.ci tly stating 

that tl·.e story is at its end has a particular justification . 

As t he medieval rnet11 od of reproducine:,· wri. tin_3·s depended, 

generGJ lly, on di:fferent scribes, it was very use .L'Ul to k now 

that the work in questio n 1vas complete. 

The author of the "Gesta H1:r1-1ardi" has his hero in his 

mind until the very last words o:f the story. In the " Legend 

of 1-'ulk Fi.tzwarin" the author leaves his hero and, with his 

final biblical formula, a ~eneral benediction, i 1:•plies t~te 

1vhole of mankind. 

In the "Tale of Gc=tmelyn " we have a similar situation . 

As at the becinninb· the narrator again under s tands himself 

as a part of a full circle, as belonging to the a udience and 

watching an action, now in retrospect, after havine detached 

11 imself f1:om the listeners (readers) through his function as 

narrator. This, too, adds to the effect of homogeneity w· tich 

is so important a characteristic of the "Tale". It '"ill be 

discussed more explicitly in a spec i al chapt er. 13l) 

Analogous to the introductory speech addressing the 

11 Gentlei•1en Re r. ders " in Lode-e' s "Rosalynde" there is annexed 

to the story a passage of fin al re;;:arks in which the author , 

in a didactic way , sur.1s up thu mora ls which the reader can 

1Jo) 
1 31 ) 

Fulk, 411 
VI,2,c; see also VII,4 in this study 
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learn from the romance . In accordance with the postmedieval 

'Zeitceist' of the Renaissance the auth or's final return to 

eternity in the older stories is replaced, in "Rosalynde", 

by a distinctly worldly outlook. 

In the end Lodge, as in his introduction, asks the read­

er to view· his story with a kinC and benevolent eye. The 

author takes leave of his audience calling their attention 

to his next book "The Sailor's Calender" \vhich he promises 

to publish soon. 

The introductory and concluding authorial remarks in 

Lodge ' s pastoral narrative provide us with an intricate mix­

ture of reality <lnd fiction, a fact that is not found in the 

older outlaw-stories. Lodge portrays events at a merry and 

playful distance. This finds a particular expression in the 

use of the name 11 Euphues 11 as the story' s fictitious author. 

But also the artificiality wl1ich is one of the outstanding 

characteristics of the whole romance becomes distinct in this 

outer frame of exordial a r1d concluding chapters . Thomas 

Lodge's intention to compose a narrutive completely following 

the rules of th~ Elizabethan ~astoral convention cannot be 

better shown than in these parts of the composition. 

b. Dire ct Authorial Comment 

i{e c an assume that the tension wh :;_ch spriags from the 

chancing dista nce bebveen subject (author) and object (char­

acters, even ts) is not exploited. This proves true despite 

the many occasions upon+the author explicitly shows that the 

level of the events narrated is di£i'erent from the narrator's 

+ which 



- 72 -

level. So, for example, in t b e "Lec,·end of Full< Fitzwe.rin": 

" :Nmv have we heard 11 (323) 
"Now let us leave " (362) 
"God have .nercy on his soul rt ( 321 ) 

The above-mentioned tension is not eL':'ectively used in 

Lodge's romance either, if we leave out of consideration the 

intricate use of th ... : initial and conc1.uding parts which has 

already been discussed. In the course of the narrative, how­

ever, t:1e author does not expJ_oi t tbe bipoJ_ar s ituation of 

the story's ~1thorship. It hecomes irrelevant to the reader 

and for the 111eaninc; of t he narr,_ ti ve. The direct authorial 

comments w1tich occur within the story serve almost exclusively 

to mark the chan~e from one strand of action to auother . 13 2 ) 

The authorial comments are set more consciously in the 

"Tale of Gamelyn". This is a surprising fact, all the more so 

if '"e take into co1tsicieration its ear.ly sta::se i n the develop­

ment of t he narrative technique. 1·te h ave, of course, always 

to distinguish bet1veen essentia l commen ts and mere e~pletives. 

Blessings as well as curses serve , in n1ost casAs, to maintain 

metre and rhyme . 

"(eod save him good grace!) 11 (265) 

The moclern e<..:.itor felt, most probably, that he should 

make this expletive more distinct to the reader by putting it 

in brackets . Anyway, besides its function concerning the 

rhyme this phrase adds to the effect of the narrator's posi­

tion b etween the action narrated a -•d h is audience. Once the 

132) cf . VI,2 , a in this study 
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author uses an expletive, except for the purpose of the rhyme, 

to remind the audience of the fact that he has not only the 

story, but also some of the realistic de tails from hearsay. 

11 •• as I . have herd telle." (Jo6) 

Those direct authorial comments become more significant 

in the "Tale of Gamelyn" where they have a distinct structur­

al function. On the one hand they are those 'forms with which 

the author introduces the different adventures. They remind 

the audience of the narrator's personal existence at about 

equc.ll intervals. The narrator and the act of narrating are, 

together with the narra ted action~ objectified in the reader's 

(listener's) mind. 133) On the otner hand authorial comments 

gain structur,·Ll sisnificance as indicators. 134 ) 

c. The Karrator ' s loJ'ithdraw~tl 

In those pc.:rts of the story in whi.ch the action is not 

narrated , but presented scenically the narrator of necessity 

either vli thdra •-;s to a linti ted extent or completely. In the 

four older narr tives, however, the act of narrating is a l­

ways objectified in the ruader 's mind by the fact that the 

direct speectJes are .in most cases introduced l>y ' inquit'-forms. 

1JJ) 
1J4) 

cf. St:..mzel, 23 
cf. VI, 2, c, ~ in this stud.y 
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In the whole uGe::.t of Robyn Hode 11 there is only one example 

which does not remind the reader of a narrator ' s existence 

by a "saydeu. 135 ) 

No1d1ere is the narrator ' s wi.thdraw8l developed so per­

fectly t hat the reeder hc.: s the impression that be is seeitle; 

the action t b rouch the ey es of' ,, character bclonc;ing to the 

scene. Such a dcveloprn~nt in the epic technique was, as far 

as t he outlaw-story :i. s conc(.rned, not even reached by Thomas 

Lodge . 

2. Hode of CompositioE_ 

a . Simple or Complex Plot Structure 

Accordine:; to the biocraphj c form, Khich is the be:tsic 

pattern of t:le f'our older narratives, the action in the out­

law-stories is concentrated on on e character. Con ..3equently 

there is a simple plot stz~cture , the story follows a sine;le 

stran d. of action. Even if th e a ut;hor c..t times concentrates 

more on a mir10r ch-Lracter and r ecords i n t,-reater detni1 his 

actions, there is no resulting d evelop.nent of' a separate 

stream o:f action. Tho characters relieve one another ljl<.e 

relay-runners, the next character is always close at h<:~nd. 136 ) 

The dic;ressj.o n is ahvays q td.cl·:ly reunited with the main stream 

135) 
136 ) 

Gest, 324 
c:r. G0rland , 99 
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of the act~on. 137 ) Par allel act~ons do not occur at ~lJ, An 

at t e mpt to :fono~ a double strand narra t ive is nw de ~n the 

"Legend of Fulk F~tzwarin". 138 ) Fulk has to flee '"hile h~s 
brother H~l1. iam after h.nv~nc- reci eved near-morta l wounds is 

ta~ :: en pr~soner hy the Kin g·. Th e n arr ator, i n a few sentences, 

~rJforms us about the E~nc' s s~de, t h en, w·~ t h out ·1.ny proper 

trans~tion, returns to the wa~n action and the outla w-band. 

A second opportun~ty to develop a dou~le-strand act~on ~s 

offered 1·1hen Fulk is separa ·ced fror;1 his companions. 1 39 ) But 

th~s opp ortunity, too, re ~a~ns un11s e d, t h e action is still 

the c h ain o:f Fulk's adventure s . And F u ak's and his compani ons ' 

meetin~ again ~s re c orded only n s a certa~n culminatinG po~nt 

~n the outla1v-hero' s experiences. The adventures the major~ ty 

of the outlar s had held ,\·hiJ e they we re separated from their 

leader, aru not narr· • ted to the reader 1-m til the end of tha t 

battle in which Fulk a nd Ph~lipp recoenize each othe r as broth­

ers. And even then the reader does not feel that the adven­

t ures recorded by Ph~lipp form an autonomous strand of act~on . 

Phillip's a dver. tures are U!J cJ er:3tood as belon ging more to the -
d~alogue between h~ms0lf nnd Fulk and, thus, mi ngle with the 

ma~n act~on. 

A relative pro.:.:;ress is ach~eved by t h e narr;,tor of the 

"Tale of Gamelyn" when he explicitly po~nts out to the reader 

that t i;ere is a chanGe of the objects nar rated: 

"Lete we n ow th ~s false knj.2,·ht lyen ~n h~s care, 
A.nr'l t <:l..lk we of Gamelyn and lokl<.e how he f r, re. 11 

(615f.) 

Th~s ~s the start of a n attempt, t h ough stil l a pri rni ­

t~ve one, to present a complex action, t h e different str~nds , 

however, being firmly woven round t h e ma~n strand with the 

137) 
138) 
139) 

Gest, 82, 86 , 97, 125 
Fulk, 39 5f1'. 
ibid. 3~)6 
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hero of the "Tale". After Gawelyn's adventures in the woods 

and their clii.1ax with the hero's be in~ crow•ned " l.:yng of out­

la,.;es" 140 ) the strand of action cbanges 141 ) - this time with­

out a direct authori.al comment - a11d the reader learns , i.n 

a sunuaed-up report, a few details about Gamelyn' s eldest 

brother. This strand is only cont inued ror two l j nes , then 

the narrator turns t o Gautely n 's h1...sbandmen142 ) and records 

their feelings about Gamelyn' s condemnation. This last side­

-strand finally runs into t he main strand of action with 

Garnelyn as its centre. 143) 

As for the plot structure Lodee ' s narrative appears far 

more complex than the older outlaw-stories. "Rosalynde's" 

action is in the m< in conr1ccted with three different strands 

which, i:r.r the first part of the rom:_nce, exi.st side by side, 

in the second part, meet and pnrt again, while in the last 

fifteen paces of the narrative then finally combine ar'd form 

one strand of action. 

The first and, in the beginning, most important strand 

of a ction is that '-.rhich is connected with Rosader. The narra­

tor follows it up to Rosac1er' s und hi ~ ; cOiapanions ' triumphant 

drinking bout. \Vi th the ·words "where lea vine,; them in this 
1 4L~) . 

happy league, let us return to Rosalynde" he then :forms 

a second strand 'vhich is connected with Ros<·.:.lynde ~~nd A linda . 

With a quite similar direct authorial comnent "leaving 

her (Rosalynde) thus famous auo:r:,~st the shepherds of Arden , 

aea in to Saladayn'1145 ) the initial stra nd is taken up again. 

A third strand is developed ,.,i th Saladayn' s irnpri.sonment 

and banish.11ent. 

TI1e manner in which the author has h is nar rator chan~e 

one strand of action to another is basically the same throl.:gh­

out the whole narrative. A direct authorial conu:;ent such as 

14o) 
141 ) 
142) 
143) 
144) 
145) 

Gam, 695 
ibid . 697 
ibid . 699 
ibid. 7o5 
ROS, 24 
ibid. 52 
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">vhere we leave them and return to" 1 
Lj.()) usually introduces 

the ruader to a diffe rent strand of action. 

By far the most elegant change between two strands of 

action has been achieved by Lodge at the point '"here the read­

er leaves the recently reconciled brothers (stran d I and III) 

and has his attention turned to the bani~hed girls (strand II). 

II commodities that belonged to his walk. 
In which time he was missed of his Ganymede, 

who mused greatly, with Aliena, lvha t should become 
of the i r forester. Somewhile they tho1 1.ght " 

(1oJ) 

Only here a cenuine progress in the technique of chanc­

ing from one strr nd of action to ~nother has been achieved. 

The narrator's ou tspoken order to the reader to follow him 

to a new scene is omitted. The reader suddenly realizes that 

thA two young men have vanished from the scene and that the 

two girls ~tave taken their places. The julllp :from one straud 

to a new one has not been made by the reader as consciously 

as usual when h e had follo,,,red the narr::ltor ' s explicit guid­

ance. A more gliding transition, a blending has been accom­

plished. 

Thomas Lodge has not used what is demonstrated here on 

a small sca le to advnx•ta c e in hi s romance. The above-me11tioned 

example remains isolated, it is the only one in tl>e whole 

story. 

A more general development, however, is to be seen in 

the independence and significance which the severc:t l strands 

o:f action gain i n "Rosalynde 11 • Tbis :fact has no p a ral l el in 

any o.f the older outlaw-s tories. 

146) ibiu. 0': .,.• _,I, 133 
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b. The Particular Composition of the 11 Gest of Robyn Hode 11147) 

The 11 Gest of Robyn Hode 11 is subdivided, externally, into 

eight parts. These eight sections, called "Fyttes 11148 ), do 

not exactly correspond to the inner course of events. The 

progress of action harmonizes with the arrangement of the 

single ballad plots. The author , or rather the compiler, has 

apparently made an attempt to abolish the flaws that nec0ssar­

ily resulted from the putting together of the different bal­

lad. plots. He has been only partially successful. 

The f.irst plot is represented in Fytte I, II, and IV, 

the second in Fytte III, V, and VI. A comparatively intense 

connection has been achieved here by a close linking together 

of the two first ballc.ds. Tho third ballad plot and tl1.e rest , '··· 

plot with Robin Hood's death form t . e Fyttes VII and VIII. 

The close connection between the first two plots springs 

from the fnct that the compiler firstly transplanted several 

parts of the second plot in the first and secondly moulded 

out of originally two different characters, the knight of the 

first p lot and the knight "Sir Richard at the Lee" of the 

second a a d third plot one person. This coales cence, however, 

is not perfect as the compiler :forgot to abolish an obvious 

flaw: the knight of the first plot is never called by his 

name, whereas in the second and third he is suddenly addressed 

as 11 Sir Hi chard at tbe Lee". 

Plots tw·o and three are l :i.n ··.ed togctner by the compiler's 

intersp8rsing certain stanzas in the second plot anticipating 

the King's appearance, t h e signi:ficant motif of plot three. 149) 

In addition, stanza 354 at the end of Fytte VI uay be regarded 

as a link bet1veen the two ballad pJ.ots. 

147) 
148) 
149) 

c:f. Clawson; Hausler, 4Gff. 
Ge ;.: t , 1 , 8 2 , 1 4 4 , 2 o 5 , 2 8 1 , 3 1 7 , 3 54 , 4 1 8 
ibid. 321-327 
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The compiler's intention to create, structurally, a unity 

may, too, be seen in his somewhat awkward attempt to c·ive the 

"Gest 11 a proper conclusion w·i th the six :final stanzas record­

ing the outlaw-hero ' s death. 

In spite of all these attempts to blend the different 

parts into one homoeeneous \vork , the 11 Gest" is, still, a com­

pounded work. A perfect whole has not been created. 

Characters, tone, scene, tirne and motivation are handled 

\vi th astonishing carelessness. The range of tone, above all, 

is considerabJ_e. The second plot with its acts of viol e nce 

contrasts strone-ly with the merry first and the conciliatory 

third plots. In the second ballad plot Robin Hood ' s arrow 

kills the wicked Sheriff of ~ottin~1am. 

"Robyn hcnt a full coode bowe, 
.An :Jrrowe he drowe at wy1.1; 
He hit so the _;_Jroude sherife 
Vpon the grounde he lay full still." 

(347) 

The eleuent o:f brutal :force is eliminated in the tlLird 

plot or r a ther replaced by an element o:f rough Manliness. In 

a shooting match between tho outlaws and their 1 ~uest 1 , the 

King, disl_;uised as a n abbot , gives Robin Hood , accordiJl5' to 

t ~1e rules of t h e match, a vie·orous box on the ear as 1 punish-

i:Jcn.t 1 for a be'-(~ shot. 

"And sycl! a bu:f:fet he c;c.,ue Eobyn, 
To crc unde he yed e fllll nere: 

1 I m tk e ·,·yn avowe to God! 1 
, ::;ayd r:obyn , 

1 Thou art.e a stalworti · e :frere. 1
" 

(4o8) 
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In the course of the "Gest" Little John, who adapts the 

name Reynold Greenlefe in order to deceive the Sheriff, de­

velops into two different characters . 

"Lytell Johan and good Scatheloke 
Were archers good and fre; 
Lytell Much and good Reynolde, 
The worste wolde they not be." 

(293) 

The compiler obviously does not find it necessary to 

motivate the fact that he introduces, within the last six 

stanzas, a new a nd very significant character, Robin Hood's 

murderer. No reasons are given for Robin Hood's quarrel with 

this Red Roger, the compiler has not even hinted at a pos­

sible enemy of the hero before these final lines. This care­

lessness in motivation applies to the whole outlaw-situation, 

We are not told how Robin Hood and his followers have been 

outlawed. 

In the sense of a perfect whole, a perfect piece of art, 

the compiler has not achieved a unity. But this fact does 

not, as far as I can see, only sp'ring from the compiler's 

inability to do so. The "Gest's" amazing and general care­

lessness can b e derived, too, from another fact: 

The story or, more exactly, the parts of stories repre­

sented were very p opular at the time when the compiler was 

writing. Conscious of this popularity of motifs and characters 

the compiler felt he could dispense with a new artificial and 

more controlled unity. The motifs' popularity itself was the 

unity within which the reader (listener) was able to accept 

t he "Gest" as a part. 
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c. The Linking of Di:fferent Phases of Action 

Simple Linear Sequence of Differen t Parts of Action 

The "Ges ta Herwar<.;i" represents, ;;.s fur as na rrative 

technique is concerned, the type of story with a simple lin­

ear sequence of loosely connected episodes. In the w·hole 

"Gesta. 11 therP- are no indications that llecome structuraJJ.y 

effective. Th.e arran.eemcnt of the diJ.:ferently conceived parts, 

the more fairy-talc-like and the more realistic outlaw-epi­

sodes, is not subject to a certajn structural aim. TI~ere is 

an obvious bi:rarti tion. The first part not based on an actual 

source naturally developed accordinG to the author's ima~in­

ation. It beloncs to the world of the miraculous, The second 

part based more on historic events bRlongs to a more realistic 

world. But this bip~rtition doe~ no t serve a possible aesthet­

ic end; we do not feel that it is an aesthetically necessary 

or particularly effective arraugelllent. The episodes' ar~ub'e­

ment does not serve to lead the r eader up to a culminating 

point; rnany of Herew~1rd ' s adventures could be interchanged 

"tvi thout a sie;nifican t e.ffect upon the value of the story. 

The "Legend of Fulk Fitzwarin", too, must be accounted 

as one of these stories with a simple linear sequence of parts 

of action. But, compared with the "Gesta", there is an obvious 

progress in narrative techniCJ.Ue, There is no simple biparti­

tion. The author of the "Legend o:f Fulk Fitz,'larin" has ar­

re~ne;-ed the different episodes in such a "tvay t lla t on Rffecti ve 

rhythm of the more realistic and the more ideal - in the 

sense of the ideal fairy-tale world - parts has been a­

chieved. 150 ) 

15o) Thj s wi11 be discussed furtlter under cl1aptcr VII in 
this study 



- t32 -

Despite this progress the general control exerted upon 

the story by the author is conspicuously scarce. rhe insertion 

of the rhymed prophecy of ~.:erlin at the end of the story does 

not help to ~ive a more controlled structure to the narrative. 

The "Gest of Robyn Hode" does not , though partly for 

quite different reasons 1 5 1
), surpass the simple sequence of 

adventures as a strictly "linear ro>v of events 111 52 ) i.n the 

sense, that an event A is followed by an event B, this by C, 

or, tha t an event C takes place after A and B have happened. 

~· The TP.chnique of Correlative Connection in the "Tale" 

At fir: t glance the "Tale of Ga1.·elyn" may , i.n its struc­

ture, appear to be little different from the three works dis­

cussed. And its basic narrative technique muot in fact be 

called that of simply narr:l ting one episode after another. 

But, and this is the signi:ficant difference, the several ad­

ventures appear to be selected and subject to a certain system. 

They correspond with one another. Together these different 

parts become aesthetically effective as an autonomous and 

locical construction. This effect is achieved mainly by the 

following two means: 

1. By indications given at the bec;-inning of certain phases of 

action and their ful£ilment in the course of the story. 

2. By the speciHl arrangement of dirferent parts of the action 

that are apt to emphauize a pC:<rticular interest of the 

author. 

1 51 ) 
152) 

The kinds of indications used in the "Tale of Ga1ne lyn" 

cf. VI,2,b in this study 
Lugowskj , 58 

[ 
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could be subdi vidcd i.t' those referring to smaller unt ties of 

action and those referring to the whole plot. l5J) 

Gamelyn ' s f irst adventure ends in a reconciliation 1vhich 

is made obvious by the brothers' mutual kiss. The two final 

lines of this phase give a valuation, or devaluation and, at 

the same time , hint at possible future events in which the 

unsuspecting Gamelyn could be betrayed by his elder brother ' s 

perfidious plans: 

"Alla ..... ! yonge G<:~.melyn nothing he ne wiste 
\vith which a false tresoun his brother him kiste!" 

( 1 67f . ) 

In a more direct way the sawe effect is achieved in line J7o: 

11 Th.er:fore he h iw 1:d.t~yled in a li tel wllile. 11 

An example of the second kind uf indication , the one 

that refers to the total plot and thus implies a narrator 

who hus r.~lready determined the end of t J1e story and h as it 

present in his mind, is found tn the exposition of the "Tale " : 

"The eldest clet;erued his fadres curs a1; d had it at 
the l a st. 11 

( 8) 

T he initial f'orrn to t he sixth and last aclvc;nture, too, 

points to the :final result o.f the story: 

153) cf. ibid. So 
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"Litheth, and lesteneth and holdeth you stille , 
An(i ye schul here how Gamelyn hadde all his "\'lille. 11 

( 769f'.) 

These two kinds of indication discussed correspond with 

t\'/O basic :forms of tension. Tho sentence "Tllerfore he h:i.m bi­

gyled in a li tel while 11 11as the effect of cre1.. tinz in the 

reader ' s mind a tension that is directed towards the final 

result of a particular phase of action. The question t he 

reader asks or wishes to ask i~: Will the hero be able to 

escape? This kind of tension ·forces the reader, more than the 

second kind, to long for the end of a particular phase of the 

actj_on. 

By the second kind of indication a tension i s evoked in 

the reader ' s mind that is directed to the ' how ' of the hap­

penine;s. This tension could be characterized with the sen­

tence uThe eldest deserued his f~.dres curs and had it at the 

last " . Hitll line eight th.e knowledge of the story ' s positive 

ending is fixed in the reader ' s mind and re~ains in a latent 

form until the end. This second kind of cension is based 

upon a "limitation of obstacles 11154 ). The obstacles the hero 

has to overcome imply, from the very beginnina, the quality 

of being surmounted by a hero and thus lose their actual 

character as obstacles. They are J_imi tell as f ar as their 

quality is concerned. As for quantity, however, they remain 

indefinite. Gamelyn could, theoretically, be confronted with 

any amount of qualitatively restricted obstacles. That he is 

not has nothing to do with the essence of the 'how'-tension. 

And the single arcs of tension within the several adventures 

are not influenced by this f act either. 155) 
The basic tension evoked by any ldnd of indic ation 

sprines fro1n the discrepancy of awareness between the listener 

154) 
155) 

ibid. 9o 
cf. VII,J in this study 



- 85 -

and the hero represented. It becomPs effective in the audi-

ence 's wish to promt the hero as to the rules of conduct. The 

author of the "Tale " has not made use of the :nany possibilities 

that can be exploited by using this basic tension. 

The second factor adding to the "Talc ' s " effect of a 

controlled str ucture is the directed mode of composition. 

The introduction - the first 68 lines - is, at the same 

time, the story' s exposition. All the important 'dramatis per­

sonae' are introduced, the 'apple of discord' and the charac­

ters of the 'dramatis personae' are briefly described. It is 

there already that the reader is provided with hints and facts 

that direct the distribution of his sympathies . The theme, the 

fall (:.nd punishment of an unjust lord, is revealed. Thus the 

introduction becomes acsthutically effective as a strict 

function of the w·ork as a whole. 

The bipolar structure in the "Tale", Gamelyn's suppression 

on the one hand and his victory and the punishment of the un­

just on the other, is not only the framework of tlle whole 

plot, it is to be f'ound, as a determinative, in the individual 

parts of the story. This phenomenon will be discussed by in­

quiring into the functions of the arcs of tension belon~ing 

to the single adventures and of that one which l1olds together 

the '\vhole story. 

l'ii th the laconic remark "Tho thoughte Gamelyn it wcnte 

nought aright 111 56 ) the conflict between the two brothers 

starts. An injustice committed by the eld er brother Johan is 

put at the l1eginning, Gar,telyn's victory and a tempor ary recon­

ciliation at the end of this :first phase of the action. l57) 

The reader does not only learn from this scen e the:ct the two 

brotl1ers are reconciled, but his attention is also drawn to 

the fact t l ta t it i~ not a lasting conci liation in order to 

156) 
157) 

Gam, 88 
The exposition is not ree·arded as an 1 adventure 1 
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make bim await with some anxiety a further ... -iclced act on the 

part o£ the brother. 

"Allas! yonge Gamelyn nothine; he ne wiste 
1vi th "lvhich a false tresoun his brother him kiste!" 

(167£'.) 

At the end of' this first advent11re we are alro<..,dy aware 

of the consistency with wh~ch the author has handled the 

story's structure. 

A new injustice , the i~itial event necessary as a st~rt­

ing point for the second arc of tension reveals itself in 

the rualiciou s thought s with wh ich Johnn taL:.e::: leave of his 

unsuspoctin~ brother. 

"The false knic;h t ltis brother .lokked it after that, 
And bysoughte Ie::;"Ll Crist that is hcuen ](ync..;·, 
He mighte brek.e his nekke in that wrasteling." 

( 1 9 2 :r. f' . ) 

It is not signi:ficant herP th;.:;.t Gamelyn if; not aware of 

his wickPd bro ther 's intentions. Sic;nif:.i cant alone is the 

reader's reaction towardB '-Tohan's attitude. The rec:u:ier wishes 

to see tl-:_is ev:i.l character punished, the j u s t cllaracter res­

cued Cl.nd rc· <·trded. The culminat i ng point of this Sf'.cond au ­
venture is Gamelyn' s victory over the 11 c harnpioun 11 and his 

trilmll:hc:·nt return. 

"Thns "Ivan Ganelyn the r;1m and the ryne, 
Ancl. went e wi tlJ r;Joche ioye howe in the morrryng. 11 

(2C;Jf .) 
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Before a new adventure starts with anothAr 'call for 

attention', n further wicked act on Johan ' s part is indicated. 

"His brother scih wher he cam with a grete rowte, 
And bad scrcitte the cnte and holde him withou.te." 

(28Sf.) 

The third arc bee-ins at the point where Gai:Jelyn finds 

the c-atc of. his ancestral bouse locked. He understands this 

as an unjust act and n.<Jintains his rights. 

and: 

"Gamelyn come thereto for to haue comen in, 
i\.nd thanne was it ischet fo ste with a pyn i 
Than seycle Ganielyn 'porter; vndo the ya t. 11 

(291ff.) 

"He smot the 'vyket 1vi t.1 his :foot and brc-11< away the 
pyn. II 
(298) 

The rouch drj n .. king bout, Ga.,relyn' s third adventure , 

ends when the tired guests t<.ke their leave of their host . 

11 T:nts made Gamelyn his feste and brou~·ht it wel to 
end e." 

(399) 

The fourth adventl..lre and arc of tension cl{J-ain is intro­

d11ced wlJ en the elci est brother ' s insidious plans are indica ted. 

"Herk eneth, lordynges and lesteneth aright, 
111lan all e the ge:s t cs \vf.;re eoo.n llOW Gawelyn \vas dight. 
Al the wb il that Gar,w lyn heeld his manc::;erye, 
His brother thoughte on him be wrcke with his 

treccherie." 
(J4Jff.) 
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Thus, again the reader understands the succeedinc reconcilia­

tion as a piece of deception. The arc actually stc-,rts with 

Johan mana.;;ing to deceive Gawelyn to have him fettered to 

a pillar jn the hall. 

11 1 Garnelyn 1 
, seyde he, 1 o thing I tl.:le t!~lle; 

Tho thou threwe my porter in the dra'\v-welle, 
I swor in that wraththe and in that grote moot, 
~~at thou schulde~t be bounde bothe hand and foot; 
Therfore I the biseche brother Gamelyn, 
Lat me nout:;'ht be forsworen brother art thou myn; 
La t ue b ynde the no,.., bothe hand and feet, 
For to holde r1·yn auo1ve as I thA beheet. 1 11 

( 371 ff. ) 

"Tho made they Garnelyn to si tte mic;hte he nat stonde, 
Tyl tl-:ley hadde him bounde bothe foot and honde." 

(381f.) 

11 Ga;,1elyn stood to a post bounden in tho halle. 11 

(387) 

This plan is so wicked and its achievement causes such 

injustice that another reconciliation between the brothers 

no loncer seems possible and , '\vha t is very sic;nificant, is 

no longer expected and 1vished for by the audience. That the 

author has obviously aimed at this effect becomes clear when 

he adds to this initial injustice another even more h1.mlili­

a ting one; Gamelyn is not on1.y forced to suff'er hunger and 

thirst; in addition to this he is mocked by his brother and 

a company of rich clergymen 1vho celebrate in front of the 

helples s young hero . 

The scene has its cljmactic injustice in the abbots ' 

and priors ' cruel reaction to Gamelyn's plea for mercy. 

Gamelyn's brutal revenc;e upon the clergymen and the elder 

brother's fettering to a pillnr, in short, Gamelyn' s victory , 

marks the end of this fourth arc of tension. 
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In the fifth and sixth adventure the arrangement of 

arcs becomes more complex. The formerly simple sequence of 

arcs is replaced by a structure of several intersecting arcs. 

But the bipolar idea of injustice and justice fundamental to 

the sinele episodes is still apparently effective. 

Gamelyn'::;, fifth adventure can be reduced to three smal­

ler arcs of tension the first of which starts with the Sher­

iff' s attack understood by the hero and the reader to be un­

just and ends ,.lith Gawelyn' s and Adam's victory. A second 

arc is developed from the moment of Gamelyn ' s flight to the 

forest and leads up to Gamelyn being crowned 11 kyng of out­

la"\ves" 158 ). It ends at the point where the outlaw-hero leaves 

the woods to support his husbandmen at the assizes. A third 

arc of tension could be drawn from the irr:prisorunent of Gamel­

yn to his release by the middle brother Sir Ote. 

Besides these three smaller arcs one must not overlook 

a significant :fourth, the actual outlaw-arc. I ts start coin­

cides with that o£ the second small arc in the :firth adven­

ture, with Ga; ;elyn ' s and Adam ' s flight. The climactic phase 

o.f this outla·w·-arc is, naturally, Gan1elyn ' s outlaw-life a nd 

outlaw-leadership in the :forest. Its end coincides 'vi th t he 

end of the story, Gd.melyn' s return and the restoration of 

his inberi ted rights to him and the nullificatiorJ of his 

outlaw-existence. 

"Thus wan Gamelyn his lond and his leedc. 11 

(895) 

In the sixth adventure there is to be :found, besides the 

arc just discussed, only one other . It takes its start at the 

moment when the reader learns about Johan's baso plan to have 

158) 
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Sir Ote hanGed. 

"The false knight his brother yvel mot he thryue! 
For he was :fast aboute bothe day and other, 
For to hyre the quest to hancen hi.s brother, 11 

(784f:f.) 

It culminates in the moment o:f greatest danger :for t he 

middle brother and ends >vi th Sir Ote being released by the 

outlaws :from the Sheriff's custody. 

"Gamelyn J.eet vnfetere his brother out o:f bende." 
(837) 

All arcs discussed are subject to the mnin arc covering 

the total story. It start s with the sixth, at least with the 

eit;hth line which has been mentioned several ti,.ws. 

"The eldest '"as moche schrcn,•e a nd sonr> he bygan. 11 

( 6) 

"The eldest deserucd his i\.1dres curs 11 

(t1) 

Tl1e end of this t<~ain arc is finally rcw.c:hed with the 

fulfiJ.ment of the pa. torn a 1 curs 

"He was h<:ne-ed by the nekke and noucht by the pnrs, 
Titat was the meede that he hadde :for his :fadres 

curs." 
(885f.) 

and with Gamelyu's victory: 
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"Thus wan Gamelyn his lond and his leede , 
And wrak h i m of' his enernys and q u itte hem here 

meede . " 
(895f'.) 

1ih3reas the quick.ly narr ated episodes wh ich are so char­

acteristic of the older ou tlaw-stories are usually represent­

ed in a loose sequence, they are arranged j_n the "Tale of 

Gamelyn" in such a way t hat they all ai111 at t h e same aesthet­

ic end . 

The cause O J~ this conscious arran~::;ement of the different 

phases o:f the action is rooted in the author ' s artistic sense. 

It will be discussed in chapter VII,4. 
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VII. The Na:ive .l·Ioral as a Possible !~ental Attitude 

behind the Outlaw-Motif and its Realization 

in the Five Narrativeb and in "As You Like It" 

1 • The ~-ia:ive j:.Joral 1 59) 

In order that what I say may be better understood I shall 

repeat here in short ~1nt has been said about the naive moral 

at t h e beeinnine of this thesis. 

In ltis studies of rudimentary literature such as s ermon , 

fairy-tale, legend , example, fableau , jest, 111yth etc, Andre' 

Jolles tried to demonstrate that each type can be reduced to 

a basic mental attitude. For t~1e fairy-tale he found, as t h e 

author ' s significant mental atti tude, the naive moral. He has 

defined it as an ethic$ which is dir0cted at tJ1e rigbting of 
...1--

' na:iv0ly understood wrongs . Its existence is derived from a 

General feeling of' justic0 in the human mind , its universal 

validity from the generu.l satisfaction we feel if the '\vhole 

cours0 of event s finally corres ponds to the demands we make 

of' j us tice in the world. Thil::l expectation of how things should 

be handled in our 1-vorld is understood by Jolles as the me ntal 

attitude behind the fairy-tale. The jud~ements we pass accord­

inG" to t hi s attitrde could be caJ_led na!vc-etllical judgements 

or emotional judt;·ements. From the fact that these jud 1~;ernP.nts 

are common to all people Jolles derives the assumption that 

they are valid cenerally Lnd without heteronoi.Jous laws, and 

calls them categorical or absolute jud:?;ements. 

As J olles was concerned i n particular with ' pure ' liter­

ary f orms , it u ould 11ave gone beyond the aim of his studies 

159) CJ.·. Jolles, 2J8ff. 
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to follow the way this nafve moral took in narrative litera­

ture. It can be found, o:f course, iu any :Lorm of literature 

with fairy-trtle elements. But, as the nafve moral is only 

one, thou~~ a very characteristic feature of the fairy-tale 

( the second important eleHwn t, the miraculous, 11as been 

~~entioned at the beeinnlne o:f this stucty160 )) , it is also to 

be found, more or less distinctly, in any other unsophisti­

cated piece of literature. 

The degree to which the nafve mor a l becomes important 

for the structure of a story seems to me to provide us with 

an index :for typolo~·ica l studios . I feel, fnrthermore, that 

the dependence of a story's structnrc upon an aim likP. that 

of the realization of' the na :'i'.ve moral can , perhaps , cive u.s 

an idea o:f the author 's artistic control over his work and , 

thus, form an a esthetic neasure. 

2 . Thosos I and II 

Readin::_; trw early ontlcnv-storieH one soon realizes that 

the idea of sutis:fylng tl1e rca~er ' s nu!ve wish :for jus ticn 

is represented in them evnn r.10re distinctly tl:lan in the 

eeneral rairy-t~le . This fact was so c onspicuous a rF .sult 

t hat it l od to tl' e :roruatl< , t i on of th C' follm.-, ~ nc; tw·o thet:.cR: 

I. ThP b:\~ ic tl1eme of the four older o1.1t law-n<:trrat.ives 

alld o.c1e of the basic the··1es in "Rosalyucte 11 aud "As 

You Lih. e It" is t h e reestablishment of a di::;turbed 

ordor . 

16o) cf . pa.:::;e ~ in t;h:i s st·udy 
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This theme is based on a naive feelil·g o:f justi t..:e, on 

the naive moraJ.. N'atl'r,~lJy tll.e n arrc::.t ives di~-;cu~::;eo and 

Sh.E'..kespcaro ' s coraec.ly are not equo::lJ.y deternd nc:.<l by the ment:--1 

attitude of the na!ve moral. In order to he able to dis­

tine·uish the 1\ 0rks wl1en vj e1.-ed fro1:1 tbis point of vi~..:w I 

shonld like to un .larc;e the first thos:Ls by a second: 

II. The more the a 1.:. thor' s mind is concerned with the 

realizut ion of the na!ve moral, the idea of doinG 

away with a state of injustice ~nd re-e~tablish­

inc one of j us tice, the more control llc 1·us over 

h i s nc-;rrative ol"Jjects, the more eff'ectively c an 

he ere:. ~ te an nrtis tic order ancJ cone en tra te his 

work on tha objectivation of this idu a. 

All the wor ks c'l.i s cusscd ltcre h a ve in cormnon an arc of 

ton. ion which t a:ces its st...:.rt at n poi.nt where (~vents h<:: ppen 

that e;o aG·ains t Ot<r naive i.uea o.f t' jtlst 1f0rJd. 

In the "Gesta i:~env<:rdi" this point is reached with th e 

Nor:•Ja n conl'!ues t fnl.d the cr1• c-l t rea t 1nent ... lerP-'·J;.;rd ' s rel:1 t.i ves 

suf.fer. In t h e 11 Letsond of F'ull< Fitzwr·rin" the start inc point 

coincides wi th tl te eve11 t in which l~inc; Jo:bn en:f.'n of:fs one of 

his favourj tes \vi t h I'ul~:' s anrl 1:is br(~ tl 1ers ' fiefs. In the 

"Tal e of Ga:Helyn " tbe arc starts wi t :1 t1le nw licious elder 

bro theJ· ' s intention to de prj ve Ga:·te] y n n"f his heri t2.~·e. Ac­

cord inc to the compilatory crwre:J c ter of tile "Crest or Robyn 

Iioc1e 11 t'tere are 111 0re sucll. ;.~res . Or, if 1ve und.er:-.ta nd t h e 

... ~in~· ' s p~·~rdoning r{obin Ilood as t l1e end of a possible on tl<.niT­

-arc \\hose expans e covers the '"l10le 11 Gest 11 , t :1 e arc 1\' 0uld 

a lre < ely have:: reached a certain heia.:,·ht at t':e bec-innin ... ; o:f 

the story. The event contraverd.l 'e: t"1e n<' .'i1.ve moral wculd have 

taken place t :·, en be ::ore the b cc-inn:Lnc o:f the narrative. It 
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would have been t h e injustice that made Hobin Hood an outlaw. 

Lodge ' s "Rosalynde 11 and Sh;.tkcspeare' s "As You Like It" have 

at least the s tar-l:in:;: point of the rn<dn u.rc in c omr.1on wi tb 

the "Tal:~ of' Gamelyn''. It takes its start analob'ou s to the 

"Tale" with the insid iovs inten tion of SaJ.adayn and Oliver 

respectively to rob Rosader ancJ Orlando of the:Lr p . · terrwl 

h eri ta; ·e. In the course of both w·orks thi::; arc first carried 

respectively uy Saladryn. and Oliver is transferred to other 

nets-ative characters, King Torisuond and Duke Frr:derick. 

The end of this main arc is reached with the heroes 

being reconciled to tl1eir kine and restored to their fiefs in 

the 11 Gesta Herwardi" and in t:h e nLegend of Fulk Fitzwa rinu. 

In the "Tale of' Gamelyn 11 and the "Gest of Robyn I-, ode" t;ds 

p o int is r e ached with the king' s pard on and the abolition of 

unjust lords~Jip. 1:i th the f :::tll of an unjust lord, too, end 

Thana s L odce ' s rmJ<.:tnce and Shakespeare ' s comedy . 

Starting point and enc; ine; of these main arcs nre obvious­

ly very si.milar. The sic;n:L.li cant diFference between the out­

law-ar cs l i e s in their different lengths a n d the reasons 

therE:'for. 

J. Deviations from tlle Theses 

a. n Gesta Harward i 11 

In the "Gesta Herwardi" and in t h e "Lecen d o:f Fulk Fitz­

w;:rin" t h e de~-ree of deviation f'rom the theses can be rec-ard­

ed as identi cal with tl1e stKee of i ndepen dent development 

which the s i n g le adventures acl:ieve. The exact number o.f these 

[ 
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adventures is not very import<'l..nt, though the number of a 

h ero ' s F.Ldvr~ntures , too, is dependent upon the <iec;ree to 

which the author felt obliged to express i n his wo r k the 

ideas formula ted in the tbP.ses. !-!ore important is, however, 

the value an individual adventure has, and , thus, how far 

this individual adventure is structurally separated, by the 

greater interest it nrouses , from the other parts of the 

story . 

As for the " Gcsta Eenvardi" tho outla•v-situation is 

given as :.1 historic fact in a poetic disguise . On the one 

hand there is Herc1-vard who leads a just (accordinG to Ger­

manic ideas of justice) and even necessary rebellion acainst 

an 'vnjust ' kint;;. On t~1e other band Hereu:-rd is tre:Lted as 

an outlaw by a kine who , fro1 u 1 o66 onwards, rightfully pro­

tects Conmwn Law, while Hereward disregards the king' s 

estates an d his servants. If the a.uthor of the " Gesta" h·1.d 

restricted himself to tl1e portrayal of thj.s con£ljct alone, 

the "Gosta J.:e:i:''l--rardi " 1v-ould have b~~come a 'pure' outla"lv-story. 

But the t n ste and expectations o~ the twelfth-century audi­

ence postulated a :;JOre vivid and broad narrative , a fact 

thut is l_;enerally confirmed by the more ' sophisticated' 

literature of the time. Even h istorical wri tine·s were often 

deter.mi n ~.-<J more by the a1.1thor' s desire to tell ... -:. story t~tan 

by the wish to describe comparatively objectively hj_storic 

facts. 

Before the actual outlaw-story starts we learn about 

llereivard ' s birth and his amazinG" f'ea ts as a boy. Tlle episode 

of "quali ter maxiiilum ursum Herewar(.US interfeci t, uncle locwn 

cum ;nili tiLms ubi ~mnc...ba t promuori t 11161 ) and t ltn t of "quali-

ter quemqu~Hn te~)ramum v:i ceri t, et quomodo insicncm ipsius 

gl3 dium acceperit 11162 ) are narrated according to adventure 

p a ttern of literar y tradit i on . TI1e w<.r in Irelanct 163 ) that 

1(-)1) 
162) 
1()J) 

Her, Jl~J 
ibid. J4h 
iLld. Jl ~· 7f':C. 
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goes back to an h~stor~c fact and, as Deutschbe~n has plau-

'bl d t t d1(i4 ) . " d . . !!"' '' . s1 y e mons ra e , 1 s x oun aea1n 1n hln~ Horn , 1nd~-

cate~ as do the above-ment~oned ep~sodes, a deviat~on from 

the outlaw-pattern. It def~nitely h eloncs to a vorld wh~ch 

I should l~ke to call, for s~mpl~c~ty's s a ke, the world of 

the m~raculous or the fairy-tale world. 165) Hereward ' s res­

cu~ng a pr~ncess 166 ), the episode of the tempest and tbe 

fall~ng ~n love of Tur:frida >vi th the hero 1 67) , the >·1ar ~n 
Scald~m · r~land 1 68 ) and the ep~s ode ~n which Hereward \v~ns 

16q) 
h~s mare Swa llow ' bolonc more obv~ously to that world. 

About one th~rd of the "Gesta" has nlready been narrat-

ed when the outltnv-s~ tuat~on ~n the str~ct sense of 

f~n~t~on ~s reached. 170) Here the outlaw-arc starts 

ends w~ th "Eerewarct ' s patr~mony is restored", 1 71
) 

our de-

that 

But w~th~n th~s arc, too, we f'~nd a numh0r of ele.~tents 

wh~ch., thema t~cally, belo:·l G' to the world of the fa~ry-ta.lP:s. 

Partj .. cularly the t1vo adventures in which we are told "quo1r1o­

do Herwardus fieilum SE' f~nx~t :td reeis curiam p(;regens" 172
) 

and "quomodo piscatorem se f~nxit, unde ~terum regum delu si 

~ t" 173) and the one in >vhich ~aint Pe t eo1 r appears to him in 

a v~s~on 1 74 ) and f~nally the episode in which Hereward ~s 

164) 
165) 

166) 
167) 
168) 
169) 
17o) 
1 71 ) 
172) 
'173) 
174) 

Deutschbe~n , 55ff. 
Of courije , one should d~st~n~uish p recisely betw·oen 
t h e sag-a, le:::;·end, fairy-tale and the ma11y :Lnterwediate 
types. But a:.:; the importa nt th~ne;· about Lhi s episode 
is the fact t i1at it record ._, •nainly the tn~raculo u s 
s t;rengt11 of an invinc~blt~ hero and not, as for exalllple 
sac;a epi ::; odes, more or less histor~c events, ~ts be­
in.e; accounted one of the t ;• les of the fairy-tale 'vorld 
does not make ~ t any more di.fficul t to u r;derstand. 
He r, 34?ff. 
ibid. JSJ:f:f. 
ibid. 359ff. 
l0.i.(L 363 
ib ~cJ. 3()4 
ibid. IJ.o3 
ibid. J84 
ib~d. 38 c> 
i1Jid. 395f. 
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resc·ned by a wolf who l e ads him throuc,-h the nocturnetl :for­

e~t.175) 

If we merely evaluate those episodes reprnseLtine- the 

miraculoub and those concerned more with the outlow-situation, 

we rllic;ht come to u statistical conclusior' 1vld.ch, regarded in 

complete isolation .fror.1 other results , ivould not lJe of much 

help. But if wE· bear in rnlnd the fact that the wl1ole iR an 

outLnv-nn.rra tive 'llld has been consciously J"larked by the at.l-

thor as an outlaw-story not only in the title "GeHta Her-

~1ardi Incli ti :.=xuJ.is et ;:~i J.i tis'' - bu t ..1ls o in the events 

of t1'e second part of the "Gcst::t" and its characterib tic out­

law-encl.ine, we may c~oEJe to the followint.s· conclusion: 

In the course of the "Gesta" t l1e anthur turns to a vari-

ety of individual epi s odes. The sin.::;le adventure becOl,tes Pwre 

sic;n.i:fj_c<:1nt. The reader fort...;·cts at tin~ 0. s th:· t all those :feats 

are onJ:y c?..rried out to rj e·ht <.=m initial wrong. Thu s , Here­

w~.rd ' s reconciliCJ tion with Ein::; \Hllinm at t11 c end of the 

story UPl'en.rs abrupt ~:.nd b~! dly motivated. It is no l ancer 

expect ed by the audie~ce so ur3ently as a necessary solution 

of a _;_Jroblem gjvon a t the boc-innine 0f the- story. Tbe author's 

pleasure in telline his story as a determinative .!ental Dtti­

tvde behind the composition contraclicts bas icc.. l 1y tl1e atti­

tude o:f the naive nwrc:cl. That f'irs·t occupation of an auth0r' s 

mind, tllc pleasure o:f narr<.-1t:Lne; a story , has the e:f:fr: ct, if' 

it beco;nes strvctur8lly effective , of broade r1 i..nc- the \vhole 

work , whereas the uaive moral tends to concentrd.te and stabi­

lJze a story ' s structure. 

These two mental occupations Rr(: opp0:5ed to one another 

in the 11 Gesta Eerwardi ". The pleast1re of tel"iing u story is 

the one responsible for the deviations . 

175) ibid. J96 
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b. "The Lee,·end of' Fulk Fi tzwarin" 

As already wentioned the dec-ree of the "Let:,·end of Fulk 

Fitzwarin's" deviation f'rom t he theses i~? al~o due to the 

auton omy the indi vidual episodes ea~l. 

If we look closer at the relation between the pure out­

law-episodes and those beloncine to the miraculous world , the 

rusult i s one of a more complex character , which should be 

discussed. 

The :first p..1.rt of the "Le::.:end of Full<. Fi tz1varin" must 

be reg~trcl ed as a kind of gene s is of the hero ' s family and is 

insignif'icant for Full<:'s outlew-lifc. The fact that the au­

thor al1o,ved it to take up about one third of the "Lecend" 

dces not only disturb the story as an outlnw-narrative , but 

also as the 'leE;;end' of' Fu1k Fi tzwarin. 

In that p <::.rt w)licn is interestinE for our purpos e the 

author h 3 s arranGed the two contrary elnments of the outlaw­

-e~isodes and o f the fuiry-tule world in such a way that they 

evoke in the readvr ' s rn:lnd a certain rllythm of strone tension 

Rnd satisfaction . 

From the moiPent 1vll en Full;: j s unlEn·Tful·l y dcpri. ved of hi~ 

fiefs the r<.lader is alan 1ed hy events which either sprine,' 

:from historic facts or, at least , from possible historic facts , 

by the long and fluctuating i'ic;ht bet\teen Fulk and his liege. 

The tension the reader neccssarj ly fc <; ls incr::ases until the 

author feels he should intersperse a relaxin~ digre s sion be­

tween thAse episodes. I.Vhen Fulk ' s frel:dom .... nd life arc in the 

greatest dancer by t h e future betrayal of Lewis, Prince of 

\Vales, the a11tl10r has :.?ulJ<" a n d his men escape to Fran ce. 1 76 ) 

A ser:LAs of advcntnres fo.llo1vs separa t 0 d from a11d in a 

cornplete .l_y different manner to the actual outlaw-t;.,otif and 

176) Fulk, 365 
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accord~ng to the rule~ of the literary cenre of romrnce. 

Tournau1ent , tempest, robbers on a distant ~sland, rescuine 

seven beautiful da1~1sels, f'i.g~1ting w·ith the snakes driven 

from Ireland by Saint Patrick, a fight ac;ainst a drag-on , 

Fulk ' s rescu~ng a princess and h is dangerous return to Dug­

land, are the episodes in th~s intercala ted pass~ee. 

After Fulk' s retnrn to Enclnnd the story ac;ain follow·s 

the outlaw-pattern, the conf'l~ct bet·w·een Kine John ar!d Fulk 

Fi tzw~<.rin. This time, too, the action loads up to a point 

where the Kine·' s victory see:ras inevitable. 1\.nd a.::;ain the 

an thor allo·w·s Full{ to flee to a sectA.re ideal worJ d. 

Dr :i ven by a tnnpest to the Saracens Fulk commits honour­

able feat s , is courteously loved by a princess, fi Ghts acainst 

h:Ls 0"1-Tn brother 1vi thout kno>;inc; uho ho is, reveals his iden­

t~ ty to him and, richly rewarded, ret1.1rns to England. 

After a :few GlOre evAn.ts in the outlmv-style the final 

sa tisfact~on is {iran ted to t11 e rend.] r by the r f' r.oncilia tion 

of the enemiel'>. His f i.ef's are restored to Full< wl10 kneels 

"before the I\:inc at ~voshtinst,;r" 177 ) toG·ether with his 

brothers . 

Fulk's repentance, vision, blindness, and his Christian 

end (he is buried in ?-iew Abbey) is, compared to the routZ·h­

ness of' the o1.1tlaw-li:fe, the m: thor's concess ion to the 

partly n eglected :Jostulations of c...n audiunce ' s t~: ste deeply 

rooted in a world o:f Chri:.; tiun chi vetlry. 

The author of' Fulk w<·, s aware of the aeRthetic dan~:,·er or 

appeali11t; to the re<·der' s ~1aive sr~nse o.f justice too much 

and of then lea vine it 1.111 sa tis:f:i. ed :for a long t L1, e (as 1-vould 

result from the late r o concilj a tion he tw·een outl<:n v and k i.n~· ). 

Therefore 'le gn .. nts the rea(ler p< rti~ l satis:fa.ctio.n. This 

interrupted satJ.sf. ction is achieved by a conscious arranee­

ment of the more realistic outlmv-ep:i sodes a.1 .:d t te more 

ideal chi v nlrous ~\nd fairy-tale-like p~1.;;sa._.es. Two parts of 

177) ib.i.d. 4o8 
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the first type of narrative are juxtaposAd by turns by two 

of the second type. The denouement - the characteristic 

outlaw-ending 

conciliation . 

i~ forwed by a last con:flict and the re-

Tite parts of the story which nrn of the second t}pe 

stress our na:ive sense of' justice vory little , as t1ley ne~tllr­

ally irnp.ly their positive endinc; .f .·om t.l.e very be::_:;in 1ing·. 

Co.ntcary to tite outlav:-act:i.ou wj th it::-. relatively eenuine 

obstc.J.cles Fulk is, in tht: i'airy-t<.tle world, confronted 1vi th 

.nerely app ... 1.rent Ot)stacles. Even the vounds that come from 

a draeon ' s pnw heal quic 1<:.er th<::.n thcJse the outlaw-Lcro a n.d 

his brothers rec~i ve fro:n the h.inc· ' s a ttend .. l.nts . 

The author has won 1vi t <·t his etn:;:.)hasis on these relax in.:; 

pa.rts of the narrat.Lve a considerable distance -from the out­

law-motif and 1vl (:11 it fro;n its tendency to form a more 

closLd and concise structure. The ... vuthor is :free to enjoy 

narration wh.i.ch , as has l.Jeen emphasi~ed , thw<.~rts the effect 

of the naive .nor<!l. 

The ba~ic tllerue of' the reos tc-lbLlslunont of a distnr:,ed 

ortler is dropped :for cer tc:d n perj ods in f'..cvou r of siuc;le 

theilLes well-~<nown f::..~o,·J the courtly nu.rrative tradition- _._1 -

thoue;h these individ1·al epi.sodes are objectified as passae;es 

w:i.th a relaxing effect and th11s a.re consciously arran c;ed by 

tlle author within tho 1vllole work ' s structure , the n.arrc:~tive, 

\vith t11e devJ2..tions from tho main the:1e, loses its strict 

structure , it beco~es comparatively long, 
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c. Tl1<~ "Ges t of' Robyn Hode t t 

The ttGest of Robyn Hode" has , a s a result of' its com­

pilatory character , a very particular relat ion to the theses . 

The mental attitude of' the naive uoral can be seen as 

a deter.ainative element behind the sincrle ballad plots, us 

they aro all c omposed in such a manne r that they start with 

a state of' injustice \vhich is , at the end of' eac11 individual 

plot, abolished in favour of' one of' j u stice esta.b lishcd by 

the outla\vs. 

Lt the first plot the s ta. te of' i.njustice is ei ven vi th 

the knicht \vh o i::; in the sad position of' either havinc to 

pay a large amount of' mon('y to a rich abbey or losing IJ:Ls 

property. The reversa. l o:f th is unj ust st~.te i nt o a just one 

is ac~d eved uy Hobin Hood a.11d 11 i s men recoverine; t l1e su111 by 

force from the treasurer of that v ery abbey . 

Plot two h as as its initial i n just i ce the P OlYLllar e vl -

ui ty beb·Jeen the Sheri rr of ~-Tott.i..n.:;ham ~:.m] the ou tlti.WS. Tt 

ends \vi ti1 Robin Hood bnh A ad ing the unjust off ; c i::".l c:-.nd, thus, 

\vi th a reestabli shment of justice . 

The third plot di s plays a more subtle effect of' the 

na ive moral. Th~ initial .in justice is to be seen in the 

1\:inG' s intention to c;et riel of' those outlaw-crininals in his 

f orest, In the coul.'se o i:' the episode, however , the 1~ine- is 

persuaded :.1y the chi valrous behaviour o:f the out la\·IS and 

their sim~)le w::y o:f 1 i . .fe :i.n the f'orest of the ric;·hteousJl ess 

o:f Robin Hood <-<-n cl th e wickedness of the Sheriff. Thj.s resnlt 

( t~1e _,.inc ' s p:.trdonin;_s tlt e outla\vs) is the reestabl.i..s}l :aent 

of' :Robin Ho od' s as5W!lO d f' , ru1er state and , accorclin::_;- to the 

po;=-;tulations o.f the naive u·orvl , the pro;_>er ~~nLliiJ(:;" o.f an 

outlaw-story . 

But if' we be;1r i'.> · .:Lnd the ttGcst of Ro~.1yn Hode tt as a 
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>vhole and compare it \v:i th the .'>e postuln tions , we real ize that 

t1lC naive rrwl~Cll i s u o lon~cr tJ te predominant l'tental attitude 

hehin.d the ivork. The n<·.:fve rnor;__l i:-; repl ac'-'d by tlle itlea of 

~i ving ~l portrayal o.f tlle f'::.:tmous outlaw in emotiono.lly con­

ceivod anrl lyrical pictures. TI~is new i rl ea £inds i ~s distinct 

objectificatiun :Ln the sot'lewJu::·Lt abrupt at tempt to provide thG 

"Gest" with a bioe;rapbic ending, the hero ' "' death. 

The deviations from the theses Cdn be derived , in the 

11 Gest of ~··.Obyn liode 11 , frn,:t tlte f : •ct that tl1e untlt o r lli'S m~de 

the '-'tte:ilpt to rGpJCice th~ ment(::.ll attitv(.e o:f tlH' na'!rvc mor:ll 

th t stood be]d;·cl tr·o i·ld:ividual b< lJad plots by a ne\v o1t e 

t~1at i .s svpp<.>.sed to ~\cld to the " Gcst ' s" hono.:_;cneity , Vi:3. t ·he 

idea of a more com:_)lG:x: portrayal of Hobin Hood t han i•J<.ts Jiven 

in the early bnlJ.ad s . 

cl. ThOJ:IHS Lodee ' s " Ros;.:lynd~" 

Lo(~c·e uses the outl<=t>v-moti:f e- nd tlte moti:f of 3 .:;roup o:f 

people dP,'.l!'i ved of tl.!eir rj .::.;hts i11 d tr<.1di tional way: a nwP­

ber o:r 'jut>t ' po o 1.Jle :is c on.fro11ted >vith ~ u 1 ul1juf<t 1 society. 

Tlle ironic revers:-•.1 accordinc· to whic h tho outlr.n· s are re­

stored to t~1e:i..r r:i[:';htf11l posi tinn a:;.1d the u.n j ui:it arc pun~.sl1od 

b y th outl:.i,·S is also zivcn in " Rosnlylldu". 

3vt , we ouv:in1.1s.ly do .not feel thoi: tlle oni.l~1.w-act:inn is 

the essentjal elernt:nt iJ, Lor:Ge ' s rownnce . \·jhat is tite r<::!a~·.on 

For this dii'f'ert=!nce? Gr-mernlly s :"'n~<kine t"h.e :.~udim1.ce ' s inter­

est is distrncted to a l;a·ge degr.ee from thf injnstice-jnstice 

liiOtif ancl its atter:tion is caLled to a Jove •.tcti on c:nd the 

p::u:::toral \vorJd. 
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1vi th the beginninG o:f tb e ac tu•;. l ro;;Jctr.ce, that is to 

s<Jy the point w1.ere Lode;e leavc::s the course of' events adapted 

from the sm1rce (Gamelyn' s fic·ht ac,<'tinst the Sheriff' ond his 

men ), t1Je author escapes the structure:tJ co1apulsi()n the old 

"T:tle of Gamelyn" exerted upon his m:i 11d. Th:i.s 11 elps to ex­

p .lain tl1e liberty w:i t:h ~-rhich t~1e lyrj cs :.•.re i-:1ter~.;persed, the 

way in '"hic:h t1~e fast speed of nurrotion of the first part 

is slowed down in the pastoral second part, and , indeed, the 

manner i11 which the atmospbere of the pure pastoral idyl] is 

created. 

It is hy tlwn that a preponderance o.f the pastol:';; J. and 

romr•nce elements over tl1e orie·i.n<:rl injustice-just ice motif 

and the 01Jt.l:.lw-tll01:1e is accomplished. 

The romalJce-lil~e part of "Rosalynde" cannot reasona.bly 

bC' me<tsured a:;·ainst the thesef , as the J:!Oti:f:.-:; of' injustice , 

justice, outlaw-s:i. tua tion arld pun ishment-rew;.;.rd <.' re depri vecl 

of' tbe.ir more rco.listic motivation and subj(.cted t;o the ideal 

1vorld of' the fairy-tale a:r1d its particvlar Jaws. 

The fight for heritage and rights loses prior sic;ni.fi­

c :-r.nce; the love action ~LJ.d its h.ap~·)y end inc become the essen­

ti~l thing for the reader ' s interest. 

Re-establJshed heri tac('> a;1d rights are, in "Rosnlynde", 

mere wedding-gifts and su1::plenentary presents in connection 

"\vi th a positive solution o:f the problems, '"hereas in the 

older outlaw-n~rrutive they are the pivot of' the whole story, 

that point in the action to which the wholc structure is 

directed. 

1.11en after Hosader' s :fi c·h t aL_-;ains t the Sh<:'ri:ff (end of' 

Gamelyn' s fou.rth adventure ) Thomns Lodce st;·rt.s forest life 

the l1ero 's opponent Saladayn has alrAa~y committed most of 

his wicked d~eds. After the wrestljne episode the story is 

provided 1vi th a second anta.:.,onist, the usurper Toris'!Jond . 

In the :fore :, t Saladay n ' s role as tllf~ hero's opponent j s fi.­

nally t ransferred to Torismond; Saladayn is released of his 

role as 1 Johan 1 aud thus free :for tlre task o:f ct pastornl 

wooer. 
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But the usurper, thoue;h l10 can be regard eel as the suc­

cessor of' Salaclayn who h~:s e·one over to the outlaw-group, 

ba.sicalJy has as the hero ' s opponent a different function 

to that o:f the traditional outlaw-enemy: he no lancer active­

ly intervenes in the action - cf. in the 11 Gesta 11 I~ing 

1iilliam, in the 11 Lecend of Fulk Fitzwarin 11 .t~ing· John, in the 

11 Tale o:f Gamelyn 11 Johan and in the 11 Ges t of Robyn I: ode 11 the 

Sheriff o:f l'Tottin'-)wm! - a::-.d thus is, in his :function, de­

graded to a re:note cause of the outlaw-si tua tic.m. Once the 

outl8W S are no lon&er pursued , forest life can deliberately 

develop into the p~;. stor;::~l idyl.l, The pa~:toral w·orld is 

crc•ated in its particular autor:omy; this means a erea t de­

viation :from th.c theses. 

By the fact that the first opponent ' s role is trans­

ferred to the usurper tl1e bipolar situat ion o:f the outlaw­

motif is compli. cc:.~ ted.. The original protagonist, Rosader, 

has to compete with another protagonist, Gerismond, the law­

ful King, A deviation :from the theses now sprin gs from the 

fact that, as a refmJ.t of his brother's withdra\val as the 

villain, Rosader loses his personal e n emy a:r.d, as no real 

substitute appears, is debased in his importance as the out­

law-hero in favour of King Gerismond. 

It is the leading role Rosader begins to play as a 

wooer that allows him to ~aintain his position as favourite 

in the rl-ader' s mind \vbj ch he had L.;'<:>ined at the beginning 

of the story ( Gac telyn plot) as a bully. 

On the one hand the outlaw-motif has provided Lodge 

'"i th a vi tal first part of his romance and a useful framework 

for the handline of his real interest i.n t he story , namely 

the pastoral woJ:l.d. On the other hand the old outl;nv--story 

seellls to have had a stronc; ~tructura l att1·;,ction for Lodge 

from whi ell he could free hiins elf on] y 'l)y con sideruo le ef:fort 

( and not before the e nd of Ga .. Jelyn ' s fourth adventure). 

And, what is more sic;ni:f:icant, the essen i; ial wc•aknesst::s o:f 

the romance can he redLlced to this attraction . 

178) cf. VIII,1 in this ~tudy 
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e. "As You Like It " 

One could arc;ue that a play shoultl not be considered 

under tlle aspect of narrative structure , a~!d "As You Like It" 

should not be analyzed 'vi th the preoccupation that it is a 

play about outlawry. 

As to the first objection one could ntaintnin that narra­

tive structure ill a wider sen~e c c·mes v .ry clo"'e to drarnatic 

structure in a witler scnse. 179 ) The two can be nearly identi­

CH.l as f':1r as the selection of events necessary for a 'linal 

aim is cor..ccrned. As to tJ1e second objection t11a t which re­

·fers to this final a i m of t,,.e comedy J: must adm:i.t that the 

reprE>se.nta t:i. o n o:f the outlaw-motif , the 11 Greenwood " and its 

inh<=•.bi tants are not the g.i. st n:f tlle play. But WI:) cannot dis­

reg<"rd the.se elutncnts ci thor; Shal;:cspcare llas too obviously 

Htade use of them. Ee has exp.loi ted the traditional outlaw-

-pattern and, even more conspicuously, the pctstoral convPut.ion 

to prese•tt his rich and hilarious '\vorld of hUiac:n possibi.li ties 

in con trus t to o n e ;·nother. Li'i;;: e Thon~as Lodge Sh2.keEIX are has 

used the 0 11tlaw-si t11ation as cl f'r ru. elJork f'or th,J action nee-

essa:r.y in his co.n ody . Hut he h s not nllo,·:ecl this structural 

element to slip out of his control as it did in " Rosc..lyn.de". 

The dramatist has suhj ; ·cted the outlaw-cle•:IEmts to thu cor:1edy 

atmosphere. 

The main deviation from the theses lies in the fact that 

Shakespeare, controry to all tl1e ot11.er authors dlscuss0d C'X­

cept, to a ce1·taln det:;roe, t;.~e a ut1lor of the 11 Tale of' Gn.melyn 11 , 

ha:, hancllc.~d his dif'.fe rettt mo tifs strncturall) culd thematically 

in such a way that one s .i11e;le combi n lne rnen.tnl a tti tu<ie he­

llind the co1n edy i:; revealed: t1 Je reali>~atlun or the ic:lea of 

h u'nc::u1 in tet.;ri ty. Es scnce and apflet:'.rance are, tileiilatically, the 

179) cf. Arist o tl0. , 23: " TracGdy is, tl1on., a reprosent-t tion 
u.r an action . II 
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cruc ial points in Shakespeare's play. Thi:., nn.in theme is 

consistently follo\'led throuc;h the play , and those pas.saces 

that provide the audience with a ction, particularly in con­

nection with the outlaw-situation , only serve to prepare f o r 

the scenes in \vhich the main characters and their :t'oils act 

a c cordine to the dramatist ' s art i stic intention. 

Tll e cornpara ti ve ly simple l!l<Hl tal a ,, ti tude of the naive 

mor<J l j_s r •. placed in "As You Like It" by a comparatively ex­

tre:nE'ly complex one o l ' the 'idea of huillan in t(·)gri ty ' . This 

idea cannot be revealed any lancer ~jy lileans of a simple 

action, but b y a complex texture of atti t udes und opinions , 

by a larae variety of characters wo Aduc ate and are educated. 

4. The Theses ' Approximate P..ealization 

in the 11 T G.le o:f Ga1:1el vn " 

The " Tale of Camelyn" apparently follm·.·s cl;:"~sest t he 

demands of the theses. 

The main theme , tho reestablishment of a disturbed order, 

is pursued tllrour;hout. It is indica tnd L1 the exposition and , 

1vithout any di.::;-ression, re_pres 011ted in the course of the 

story. The author has, accordin& to his a:Lm -the realization 

of the ideas formtl.lated in thesis I - , accomplished the 

select:Lon and restriction of events in such a ,.,.ay th: t all 

the siPc-le parts ~·ain struch.1ral sicnificance. 

Naturc...lly the unique heroism o.f Gamelyn t encln to c;ive 

t'1e sinele adventure more individual importance. This tend­

ency wonld , h owever, as bas beun shown wi tll thn ot11 cr out­

l<n; - stor:i.os, hnve t1nv•trt0.cl t11e a u thor ' ;:> styl i stic :i.ni.:13ntion 
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to create a tale uccor<.lin~ to our theses. The author bad to 

find a way in which he could combj_ne the slncJ e adv enture 

1vi t h the artistic goal 11e aimed at and thus form an homo­

geneous whole. Tie W i:t S sncces :,ful, because he subordinated 

the single aclvf'ntllres to his particular end . 

He allo\ved ltis mind to be forced by the na.ivc~ liloral to 

compose the "Tn.le ' s 11 strv cture nccordinc; to its lai'1S. Thus 

the Jl.::t.ivr. I:ICJJ:'< :l l1as ·uecome structurally t-d':fP.ctive ~-nd ric­

t erminative . 

Ga. 1elyn' s s ln,:::le adven tu :t·es are , 10 lon.:.;er jus tif'ied hy 

their !ilr.re existen ce, t hey are arra:r::_:·ed in a special WL.y to 

exp.cess effectively t)1o autl1o:r ' s iclc'a of nn.ive j u:,; l. ic0. ThLJS 

the :ent .l 2.ttitnde of th11 nc..i'.ve mor;.>J reve· ls itself as Ll 

structure-forminc vower. 

·aut tl1e nn!ve mor<.~l :iinds vent, too, ~in an :.:ttti tude re­

pre::>en ted by the on..,law-h oro. It bec()mc_::; c:l i:-> t .i nc t "for thl. 

rer- d ' ·r in t11 o ho:ro ' :; et11"i.c:: 1 sy s te •:, what Fe call eel earlier 

his £air-pla y code. 

Compared to t he other outlm . .; -worl<s, it is in the "Tale 

o:f Gar.w1yn.11 th; t ti1e auti1or ' .1 sty] istic 1•.i.ll 1 1as wost e:f:fcct­

:Lvcly boon clet ~rnlne<l :.;y ti'e n:.dve sens e o::' jnstice , hy the 

n~_.ive ntoral. Tllis is t11c reason for (;Jle "Tale of Gamelyn' o" 

amazine;ly c o.ttrolled ~ r.ructnre, i ts restr i.ctt~c~ C01 • 'osi tio1 

and , tl ' llE", :Li-s d~nsil:y a ·1d breYit.y, 
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tl· P. Structure i_: "A:.:; You Like It" 

1 • Ae ~·'t!~..9 tic l)iscr£r?.::~1.ci e ~--~!: "I-;.o _. ;<1 vnclc 11 

and their -~airl Cause 

In tl1e clui.pter <".bout t; ~.e "Tale of GaJ!lelTn ' s " mode of' 

co.Hposi i.ion
180

) o.ne or the sign:i.:l.icant rc-!~ ul ts w .. 1s the :fact 

tlw.t the :.:incle adventur es or t he 1;ero arc rolnt )d (;o on{~ 

anot1Jer i 11 sucl' o. w:.y the. t !.;hE> :follo\.in c adv~nture nJwuys 

brin::;s 1d.tl·1 :i.t an i .o teusif:i cation o:f the injusti c0 presented 

i'l th l; pr0cc.:dii'G arlv Hture and that t~1ey n.J 1 J l acl, in a 

str..~ic;ht line, to tho cli. ,;·.x and, ·f~!Jen , do1·. n t ; the :fall o:f 

the wicked • 

Thi. s res11lt. i..., aJso 'V'.!TY si.l_,n:i:ficP. J' t .for T'~1o:nas Lode;(j 's 

" Ros.1.lyn(lc ". ..~ocJc~-~ h2.s con s is ten tJ y adnpted t11c Ga;:tc!lyn J.Jlot 

.from tll~") bec·iun.in~· 11p to th e ::_)oi.n!.; 1vbere Garnnlyn he. s to .fJ.ee 

to the f'orost, t:1;:tt is , the end o:f. the fourth <t<.lve r' ture. 

At tllis ::;. t: t;::;e tl~ e pcot)le' s att.i tucles u.n d deed;:; hr·vc 

reac>ed a br1.1tal:i ty, an ir!'econciJ.abiJ.ity, th:·! t conld not 

suddunly be clHl.ll ,:_-;ed ir~ to <.n .1 t.r; ospllere of e;enerr1l serenity 

·w:i. thout c :>ll.s.i.c1er;)u] e ba tllos. ,h.1dg-od :from the point of vie,., 

oi' thi!: f ;rst rouc11 part an o.E:>sthet:i.colly co:.lsi..;tent con­

tinuation of tl1e story h;.id to resc-Pnh l e n;. c h n or•'! t11e olcl 

"Tale" . .Jut l.odc;e hacl ct c1i:f'fcre:;lt <•im , the: couposition of 

a conve~ticnal pastoral roaance. 

The breach iu tone <1ncl ;·~t:Itospllcn~e l :; the r•10ro obvious 

as T hchiHS Loclcc hcs,.s no/; mac1e n11 ef'i'c~cLive aLte· I;:'t to ~·:ive 

the :firs t llU<:trter of t.1Je narratiYG a wore conc:LLLa tc.:ry and 

Hlo) VT,2,c,~; s0e also Vli,4 



- 11o-

. 181 ) 
gentle a~r. The aes tl1et:i.c bre ach is conspic uous , wllen 

t h e rurfian und toper or the £irst p a rt, ~10 has thrashed 

people on sevc!ral occasions and eve n ki11ec..l some, who 1-"a s 

clefea ted a feared ch.ahipion :in a wrestling mn tch , snddonly 

bursts into tc nrs in the Fore s t o :f Arden rilerely because he 

:fears he hH3 to starve inc;lor i ou.sly. Cr when Tio sader , in 

Gerismond ' s outlaw- camp , sheds tears as a resu lt o.f the 

bani s h.Irwnt o f R o salynde. The former b ru te suddenly d e ljvers 

l onG anrl s tilted speeches , compose s po e ms a :nd songs and has 

become a most gentle pastoral wooer in the Fore st of Arden. 

The coarse Ro~a<ier on Saladay n ' s esta te and the fanci­

ful and adori ng '"ooer in the :for<! ....; t are definitely two cli:f­

ferent characters : GaaJP.lyn of the o.ld "Tale" and Rosacle r of 

the pastor:! l romance , of :Sod e;c ' s o•~-n inver:..tion . 

E v en i n the _p;trt in 1vh i ch Thomn 5 Lodge ' s o,,,n invention 

b-uilds u p a cb armin g- pastoral world now and then an element 

app ea .L'S that r e mi nds us o .r the rout)l , llarsh a tnwsphere o:r 

the " Taln of G<-"u.;olyn " . Torismc)uct ' s d 0 a th i n t h e fir;.al b a ttle 

was :feJ.t e ven b y the avtllor ldmself to be a n o t cowpletely 

t . f t l t' f' . d ' l 182 ) Ad 't tl t sa ~s ac ory sou 1on o a z1ven 1 eMna . - ~ 1 1war s , 

in f act , t he outspoken hope of t l 1. e S(~cond heroine: 

" Thus t h0y leave tl1e L;:;..~ides :f.1.1l l o f sorrow , ospec i al­
ly Alincla, ~ 1110 d e s :i.recl Ge r :i s mond to · be e·ood to her 
:father. 11 

( 163) 

After Tori sm(lnd ' s de a tll is reported , the U.l.l tll or t r j cs to 

reconcile the reader ' ~ f'oel i nt,. \vith t hi s fact by d :i stractinE,· 

his atten t ion, tb01!C'h not s:l tis:factori l y , from Al:i n <ia ' s e .r ·ief 

to l1er h ap.:_)ine::;s "\vith Saladayn: 

1 8 1 ) 
182 ) 

c f' • V , J , a j n t ' li.::; s t u d y 
c:f. il>id. 
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" .i.lincla beinc veJ:-y passi0nate for the death of her 
father , yet brookine it "ri th the :.JOre pu tience, 
in t}tat she "\vas contented with tl1e "Wo.)lfare o:f. her 
Sn.ladayn ." 

(1 61+ ) 

The co1npariso:1 1Je -~Hc en Lt>d.:_;e ' s 11 Hosalynde 11 and "As You 

Like It 11 will not J.ead , however , to t!te assumpt ion that the 

p o stulations of Elizab ethan comedy are transferred here to 

a narrative. Sut after the serene and conciliatory middle 

part with its son.b'G 2 •. nd love scenes and happy wed dine s n t 

the end o f' the ro:Pance , the hard punisl"uae nt o.f the uourj)cr 

contradi.cts the reader ' s n<:ive sense of ju~tice. Particular­

l y s ince SaL,dayn (•vh o a t the b e g innin c; h:l.d been pre~ent ccl 

as a scoundrel much wore "\·Ji c~ced than Torismond) re •. :ains at 

the end not only 1.mpunis'1ec~ , but i:::; even rewarded \vi t11 the 

1wnd of a nobll: ::;irl. 

The maln rea. on for the di~cropancies in " .~:osalyndc" 

are to be seen in the fact that Tho.nas Lo dge had not svccecd­

ed L • remoulding those parts adapted from the "Tale of Ga:u­

elyn 11 in such a way tl: : 1 t tl'..0Y forr:1 n 1Jarmony wi tl1 the a tmos -

pllere or the [J<·lStO:!:'<tl WOrld . 

2 , Tl1 e Problem 1-h s tered in 11 As You Like It 11 

The Gamelyn plot , as far ;.;. s :it has heen. used by Lod.::;-e , 

is put almost completely in ·,;l1e first act: ":[n rj .fty lines, 

we know all abov t t he t11ree bretlle r:3 and tlLe younGest is at 
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t}le e.lclest throat". 1SJ) The dra:·;o.tist felt th<.:.t he could 

not allo1v the harsh action o.f the old Ol,tlaw-tale to occupy 

more space, with out spoi 1 ing the spirit o·f the comedy. And 

even in these f .i.rst :fi:l.ty 1.ili.cs tite :fi.chts so c1Jaracteristic 

for Garucly"<l-Hosader are mni.ttec1 . 

Bow ir•tonsely She::.kespcarc was co·o cerncd wl th moultlinc; 

tliC~ rough G~tlLl-..!lyn-Hosader into an OrldlH'l.o, stt:Ltal1J.e .for l1is 

cosnedy ct tttlospllcrc, is obvion:-· at tl!e encl o.f the first scenP. 

The dra.matist ;i1akes Oliver characterize ld.s younc;er brother 

in such a 1-rn.y t'tat t1 ~ e brutc".lity of trw sources is eliminated. 

" H>~ ' s t::.:·<~ntle, never ~chool ' c. t.nd yet learned , 
fLlll of nob.l_p device , of all sorts e ... lcba•ll.in&;ly 
·beloved , ar.d indeed so much in the he:·rt o:f the 
world " 
(I, 1, 157:f:f.) 

The v ery word 'gentle' .iiamt.s the quality 1-r1licl1 we COlJ­

sciously or tm cor:s ciously connect ,_.i th OJ' .lando 1 s cltara c ter 

throu~hout the whole plny; a qu; . 1 i ty tr1e ;, oro o.f til c· old 

"Tale" h;;rd 1 y ha~ at all anrl Rosacio-:n~ only in the S <. cond p r..rt 

of t 1 le ro•nance. 

S1J:tke:.pe:·.re l1<1s , at tl1e hee:Lnn:Ln..::,· o.f ld.s play , bu.ilt 

tl1c foundatinn 11pon '.·hi.ch he could allow hi.s hi lariou:; world 

o:f coliledy to develop. Tl1 e charac teri;:; tic :feat l' re we con-

:ferred u.:.)on Orlando can be tr;_•.rw:lcrrt;d, too, to t!1e 1vl1ole 

li:an;·f'old , p Jr :nanently qne r_.t:Lonecl a.l<"l still. harmoni.ou...- world 

o:f II As You : Jike It II : "The ul ti::ta te cr l tici Sin or life is 

t 1 . t . tl 1, t .f Sl . I 1 1 II 1 i~4) c-en · e: :.t .1.s · 1e me .•.01,/es - o l::u,;cspe<.'l~e s many h'Or r s • 

In those scenes , esp0.c Lc1ll)• in the :fi.rst net , 'vllere S!·ta!<es ­

_::)eare ll:·. s used :1. real:L::;tic pro.~ e .::; tylc, he h::ts reduced it 

to an :Lntrod11ctory linl( bcbvl":)G:n t'1e ' ·'orld of rc · 1 i. i:y a Pd the 

Je ,(.;.ins , h1 
:Sv~ 1.11s , 8 7 
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world of his comedy. These passages may be also understood 

as contrasting with the later pastoral scenes. 185) Thus the 

dramatist has made use of that realism which originates from 

the old outlaw-tale and which, in Lodge's romance, led to a 

serious bathos. Shakespeare has changed it according to his 

one aim, namely, of creating a gentle world and has given 

it a defined function. But Shakespeare has not, as one could 

assume, eliminated all the realistic elements Lodge was not 

able to master. On the contrary, he has found his way back 

to realistic situations where Thomas Lodge had spoiled the 

scene with his pastoral cliches. So in the scene in which 

Orlando and the old servant p rove steadfast friends at a 

time of utmost distress. Rosader's unrealistic attitude i s 

replaced by a more credible one, that of how a young man 

behaves in an emergency. With Corin, too, Shakespeare juxta­

pose s beside the pastoral, romantic scenes a realistic cor­

rective: "With Corin Shakespeare provides us with a touchstone 

with which to t e st the pastoral, 11186 ) 

The realism in "As You Like It" always lacks, hmvever, 

that roughness that is so characteristic of certain parts 

of "Rosalynde" and of the whole "Tale of Gamelyn 11 • All the 

coarse elements have been eliminated in the comedy. The 

wrestler is given a name and , as a result of this, appears 

more human t han the "Tale's" champioun or the Norman in 

"Rosalynde". Neither the wrestler nor the franklin's sons 

die in the combat. There is no room for death in the world 

of Shakespeare's comedy. To give one more proof one could 

p oint t o the fact that t h e episode in Lodge's romance in 

which the two girls and Rosader are attacked by a b a nd of 

ruffians is left out in "As You Like It". Neither would 

Rosader's severe wounds which he receives in t he fight fit 

in with the general tone of the comedy. 

185) 
186) 

cf. Draper, 76 
Jenkins, 48 
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The :fact thut Oliver wins tlH-: tw.nd o:f the b E!antif'u1 

Ce l ia without beilJ L,; purifj ed fir~,;t by much r<::.rentance a nd 

punisll!!!Cnt, fl. solution that has inclucec Swin b urne: to ma~-.e 

his crj tical remc:~rl. 187), can be i n t;crpretcd as wel l as J'en­

kir:.s does ir r llis essay: 11 1vc~ shol'ld rathc!r see tl1at Ol:i.ver ' s 

easily reconciled to ill~ for!·wr nr:isdeE!<ls o:f Clj.ver, f':i.rstly 

because the dc[Jree of in justice comnd t t ed has h een COJ.lsider­

a:)ly lcsf,ened CO!!lparE~d wi t!1 that i.n ·the two so11rc c : .. : ; s econd ­

l y, by Oliver ' s c hara c ter:i.:.d ne; lliS y ounc-er bro t.hr:)r as I e·entle I ) 

th;,; t ac;cressi.Ve COtll!ter ~ ~ O"'H~r j S eli::tin:_:, ted Wl' iCh had h ..:td the 

e f fect o:f incrt.:o.s i nc; the iu jus tic c: and irr eco nciJ.Rbi li ty in 

the 11 Tale o f Gatwlyn 11 and of making the reconci l.j at:i.on be -

thctic point of vi e'\v , not :fully satis:fyi11g a.ftf;!r all the 

brut .. J deeds that hc:.cl been cornmi tted , thirdly there is in 

the comedy a f.h :i.ft o:f the .-•ucU cucf'' s intcrc:>t: the aud i ence 's 

attention is diverted .from t lt e si..r1cle d eto il o:f nction , s o 

si~ni:ficant :i.n tl1e old "Tal e " airc' c"t lso i.n 11 Uosa.lyndc: 11 , ctn.cl 

dra.Kn to t h e hilario1JS atmosph~re ,,rhich is me1 inly created b y 

char<J ctcrs and opinions thro'\virrt; one a nother in to relief by 

contras t a.nd by t he b n ckeround of the crcenwood aucl th e pas­

toral laudscnpe. 

The .firm structure and the S\vift sequence of events in 

the first act m<t rl~s t b e significance of' the action as an 

introdtrctory part. Grat'~ually tJt e action is replaced by 

sir,e;-le pictures a nd eii~o tional1y concniv e d situations . l.vit.~1 

the p erson::.; ' arriV'.ll in the Forest of' Ardc::)n the action is 

reduct~d to a minimum of ne c es s nry lwppen:i nL;'P.. 

Shakespe<4r~ ' :.:; at tP.mpt to b riuc; tl1e cl.i.f:fGrent ele.;;ents o:f 

tone j n to h:rmony is, '-lbove all , f ,"ll t at the eud o.f the comedy. 

cf . :footnote 1 16 i ;t tlds study 
Jenkins , 41 
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m1at for Lo<ie·c had still 'been au acceptnble solution, n<unely 

t 11e usur.::)er ' s deo.tl1, did not suit the homocP-neou s atu:o.sphere 

in "A.s You Like It" and ~:.:li?.t~bctha.n drc:unntic conventjon. 

Looked at from a merely rea:U s tic point o.r vie11r Shakespeare's 

solution (Duke Frederick ' s abdication and choice of a.n ere­

mite's life) ap.!_Jenrs unmotivr: tecl and increrlible. Tolm<i.n ob­

vio~sly judces it in this lJay when he criticises this purt 

o:f the p .l a y and calls it "the lligh-·wn.ter mctrk of extravagant 

rolllantici;:;m in tho entire play" . 189 ) Tl,_e motivation o:f thi s 

"easy solution111 9o) is not very conspicuous, one m1Jst ~Jdmit. 
i:aybe Tolman is ric·ht •~ith his cri ti.cisr.1. But thr:) fact th:.-. t 

the <·udier:ce does not fe 0 l n.n urc;ent uesir~: to see Duke Fre­

d.eri ck rnHd shed, ns were Tori sr:-:ond aEd Joh;. n , and is qni te 

.·illi.ne to for.;ive him l1i.s mi deeds ~, ::: the banished f.'or.:sive 

him proves, ir: ! ty ovinion, tlw.t, from the aesthetic at:d 

drawa tic point of view , the DuJq-; ' s repentance is more acceot-

able tban a sAvere puni sh111ent , in ·h·11a tever f'orm, '\-vot:ld be. 

It would definitely spoil the wellow world of this gentle 

play. And if we do not judg-e the co;1.edy only :fro;n this sirJc,·le 

ryoint o:f view, btlt look at it as a piece of literature that 

has been dev0lopcd .for the most p:.~rt :from J.:i.terary soul.'cos, 

\ve realize that "As You Like It" meaDs the end and hic-hest 

achievement in a line of' literary attempts. Thus , the Duke 's 

mi1J trea~ment, too, means n con~istent step from a harsh 

to a more conciliatory attitude on the p2.rt of tlle author. 

'\•Dlereas in Thomas Lodc;e' s "Rosaly n.d e" we have a con­

glomerate or pastoral, r0altotic, subtle a n d coarse, rdcan­

cilab.l.e and irreconciJ nblc ele.:Jonts side by side, Shakespeare 

provides the audience , in 11 .h.s You Li~.; c It", with an hannon­

ious world , a11 homot;eil.eot:.::> a ttnosphere . And this vorld and 

atmosphere ·.re re.:_1reser1tecl 'as the auclir::!nce likes Jt'. Seen 

£ro1:1 this viewpoint the 11 easy solL,ti<Jns 11 a re, as aesthetic 

139) 
19o) 

Toliil<ln, 6:-; 
i "'d.d. 
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possib~Jities, not only tolerable, but satisfying, 

In "As You Like It" a h~lrmony has been acllievect, ac the 

elements of the olrl outlAw-narrative as well as those of the 

pa .c:: tor; Ll ro.ne:cnce have been <:1ltered whP.re_ever they were apt 

to endan£;er t he essence of the comedy. 
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c. Conclusion: The I-~ain I:esults Sunu.wcl up 

The forec;oine stud~· has tri...:d to Give a n analysis o:f a 

liu:i t. f_cl n"LHPber o:f '\.vorks connected witll the ou.tlrnv-th e;;te Pn­

ller the special as.~._)ect o.f tlloir authors ar t.i ~>tic aims '1.nd 

the rov.li:.->ation of these aims. The rnsul ts 1.1ay no\v be hri ef­

ly recapitulated. 

1 . Corref=>ponc.Li nr, i\lo t.i.fs wi.th:i n the Four Older ~';arr·a ti ves 

Tl1e popul<,ri ty or the .fovr older narrc.·. ti ves 1nay 1je de­

rived .r.rom t~1e :f<.tct t~Htt the heroes represented ci.ef'und thern­

seJ.vos openly l(;tt.i11st injunt:ice , an ide<'\ that was deeply 

rooted in Gcrn1n.nic as well c s in !uedit:'V<"l thinkinc;. Tl1e nar­

ratives are linkE-d to..:;·P.tl1er , not only by tho ch .. lrac teri.stic 

hc.:_;inrli.ng a~1c.l t-nd i ng- of' t he ontJaw-situnt :i.on , ;_,_n inltinl jn­

justice anrl .f·i_n,.,_J. justice \.ri.tlt the r._cuncj_l.i.ation of' 1,_i.n(3' 

and out1.::nr, hut al~•o hy a lr.c.r~·e nlJJ.iher o:f 111ot .L fs tha t ocr.ur 

a;:_;<d.n. ;,_,ld ac.;ain , in cJj ffer ettt :forms , 1)nt al\v tys r(.;cocn.i~ahle, 

2. Corre?pO:Jdint; i': Oti:fs anci Pnrts of Action in t11e "Tale 

vf Ga--~e .lyn", 11 ;:i.o .:;aly'lde " and "As You Li'ke Ic 11 

Beside the correct <:s sumpt ion tll.a t ThO'l'as Lod ce u;-;ed 

the 11 Tal e of' Ga 11Cly n 11 and Sha!-:.es;_)e<.,re "Rosal;-nde 11 ~~s cl Lrect 
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sourcus, there is a d i : .. tinct possih:i li ty that Sh.:.tkespeare 

used the "Tale" aJ.so ns a d:i.r.~ct source. 

J. Doc.lino in Social St<., tus o:r AtJ thor ancl Atld5 once 

and t~le ConseqnellCGS ·for t~:e \Jnr.lcJ neprosonted 

\·Jith its mixture of.' historioc-raphic and Literary el L:ments 

the "Ges ta I-Ierwardi " can be c;_,llocl a ty1JiCc:il e _·umple o:f thj s 

literary cenre of the l~th ce~tury. A social dnclinc in our 

special sense can l)e observ. cl as thu "Ge ~;ta " only borrows 

:fro n the devclopin3 chi v.:tlric a1;d late classic adventure 

litera tnre (A_;:Jollonius o:f Tyre: ) "lor the .. 1erely :fantastic pas­

sages, w~1ore< s most of l;llu hook is narre:: tecl in a more re;-,1-

ist.lc ••tanner, 

A~· 1. in, it is the roalist:Lc re .. Jrcsenta tion that s eparates 

hlUClt o:f the "Lec;eud of l!'ulk Fitz, ·arin'' from chj_valruus liter­

ature, especi[:lly the hy-no1v tradj_ tionn.l Arthorj.an ro:.-,,_tnce. 

Ide8lized love and battle, the two essential activities in 

ro .•tance, have become, in those IJctssages i;·,l:)ortant :for the 

outlaw-theme, mere f'acts in the d2..ue;erous li:fe o:f the -fugit i ve. 

The "Tale of G:.melyn" di:r;·ers :from chivalrous literature 

in its comDletely di:fferent ev'~'ryd<.'.y world , its rouc;h, brutal 

and se:~rcus tic tone, and its tot~l lack of' the love ther.1e and 

the ele;aen ts of the ;;~irc.culous. 

The "Ges t o:f ~:;.obyn Hod~" dons not 1)rovicle 11 s wi. tb ~ more 

realisticalJ.y narr:.t ted story. T~1e real i.sw is , in ;,;an:y pas­

s <·<c-es , SUl)C: r:-v c~ed hy an ideaJ i~?.atinn o:f act.i.on ~~nd c!1aracters. 
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4. Some Structural Details 

An ...tttel'tpt has been macle to s'ilow l>y ltleans of structural 

analys i..; whj_ch narr..1 ti.ve devices the cli.fferen t ettt thor::; have 

used, a•;cl to 11h<.'.. t c1ec;ree they h::-tve used tbem e:f.fectively . 

As :for the topics o r the exorcliurn and conclusion anu 

the met1Jod of le.·din.::.; the roa<ier 'from one ~Jllas~ or uct.i.o11 

to another , Thomas Lodc;e ' s "l'l.os :.J.y;lde 11 :>y f'ar surpas::.;es trl<:.~ 

older nc:\rrntive.s . Lod,:s0 ' "' prose romance does 111..1t, however , 

s11o·w, a ,::; far as t:<e strnctnre <.:. s a whole is concerned , the 

strictest anthorial control. 

The ma:i.n conclusion ~li;;wd at i.n this chapter js that 

tlte 11 Tale of' Ga;.w J Yi 1 11 , de;:-.pi te its relative simplicity in 

narrative t;C'clmique, meots .nost satisfactorily t~H>. dei•tands 

or a clearly concelved story. 

5. Tfte Di.ffertPlt: 1-Jnl.' lds jil "l1.osaly,Hle " 

aud "As You Lik<:) It 11 

Tho>~tas Loc..i.t,·e tried to create tr1c p11re pastoruJ or El:i za­

hethan COllVCn t:ion. nnt tho. e par Ls i.H.la~;ted .from tl·w "Tale o .f 

Ga;rrelyn" do not h1eud s ~ tl'.j_ t-;f': ctorily w.Lth t'-,(~ :;_.'astorill >vnrJ.d , 

tltey retnain isolated aLHJ do not exert a mo<.~iryi ;I C e.ff.'ect on 

the 'ro antic' (~ lc·lents. 

As f'ar ~ts tl•n socinl levol :L.:> concer rtc-)cl , Lod.Le ::>uccecclec: 

i 1.1 ,.-,_<JjiiSti::t; '1 is sot•rcP. to 'his p;t stor: · l wo.rld :>y cunr; _iderab­

ly elcv..1tiu...:,· t''1.a t of tlJe source. 

T'llerf) are t1vo 11as.Lc<·lly cour-._~<.dictol'Y levels (If' toile in 

~~ ~~o:=:~d.yPc1e 11 : t;w leve·l. o.f t :1e :i.de•:<l ~),\f_;to:r; _ l i..UJ<J t'1;•_l; of 
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brutc..d. realisu . 

Sha\::o.speure i:J:;IJlc.h:<.l out o.f Lod ~·o{: vas !~orul a w·orlLl ca-

pabll. of Ltcludin;0· hn:.I:tn possibili tic..s of l.Ltel'<lry convention 

as well ~s or real li.fe. 

_'...s f or t h e soc i ;:1l Jeve1 tl1e coi .. ·dy st<'nrls bPtween thr~ 

pur<.ly ru.::.-1-ic 11 ·l'a1c of' Grt! lC'lJ utt aJJd tll.<.: c ot,ri:ly u::.osi"J yl•cle". 

In 11J_s "ou Lik::- It" th tHo irreconcilable levels o:f 

tone arc~ SE~Jcr ::; 2<.led ~Y)' a ricl1 co.rlc t. rt of' so e·J:i.l•~·Jy coutru­

d i ct1->r)· e1c.:~ent~ o.r tone . 

Tll o :ltLlc t.inu of' tl1e .i.::.a.'i'vr. morc-•1 w i C1ir tl!.c ou t. la\v-1,orks 

h<:'. s be en :r o t'luuJ ·, t E'd .iu t' o r c" "TIT '-' 1 'i'1 1c T ,, •• , t. • \ _, , ... 1 .. '"'"- ,vuJ __ s <.1 :Ls-

cu~sed clep~ nd upon tJ c t1t0~'<:A to a d. iffe rent (lc:c;rcc; the de­

v in tion~> a ad the rc:!r.t!" O!J s .for t; 1 eir c xj ::.; tcnce 1lc<ve buc>n ~'lo] ntcd 

out. 

tnra1 r·rir1ciple o.f a nur:r'<<t.ive. 1:n tl!e c as e o.f t ;· e uTnJe 11 t' ~e 

autl1.or ' s 1:1:ind 1vns rletorl<.il:r~d , to -1 very 1e:H'u 0 cxi..or· t , ~'Y tl1e 

c•.'nStJ:Pcted ,:· d , dns ... 'i t.e its r:ich ;:.c tion, rc : ;.d,iveJ) sl~ ort 

is <.lue , above al], t.o t.i1e iu.rJuence i:1:<Jt tl!e aPt1, cn· ' ::; sense 
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The obvi.o11s (liscrupnncj es in Loc! ~-c ' .s ":!:"tosaJ yn.cle" s~:-rine 

.r.rom t1te f•.•ct t~1at tlre atd~l1or. ~1a<.i not ::n;cce~..·ded il~ altc:rinc· 

t:;e moti.f's ;:r;cl cle;rrents o.f tone ta .. on over :(';:·oar t1 •::> 11 'n le of 

GaJ;:elyn" ln ~•Ltcll ~:t way tJt ·d; they could :form t. uew ·i:<:'rmcny 

with the IJastornJ worJd . 

In "As You Li\':e It" a hontocen~o1•S world !:us 1.H"0 i l crcatccl, 

l:.ocause svch. clc•:'01Jts <.• s ;1ave i>een adap t ed f'ro~rt t}l~_; t\,'O 

so1.rrccs lrn-ve been sub~ccted to the c:u~thor ' s SE":n~•e of un:L.lorm-

i ty o.r style and reshapucl accordinc ~co the bas :i c fl;~t tures 

and esser:tial tone o.r tJ1c co.;.cdj- . 
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Appendix I 

A Short Introd u ction to the Tiolatj on ·unt \ve u n the 

"Ges ta ~Ic~r~i.~.:t..92- " a!l;i__91n.r·lc-7...:.:_~~~-~L~ 

"Eere~urd _t)~<~ _ _l:a1~-l. Li::tst of' tllo :Cn.cl-1. ~11 11 

"Eere\v: rd tlte 1ia!·~c 11 i:,;; , without doubt , t h e JlOorest o.f 

Charlc u .~.~inc;sloy' a three historical novels. ~.•fe find fe1v of t.l1e 

G0 0d CJ.Uf.l.l i tios o:f his best b ooks and many of the old 'tveaknesse ~ . 

The cle s cript:ions of scer.er; wt.i.c:ll .1<1d.0. hjn1 .fmuous as an a:rtist 

are, l..U1.:fnrl.l!!.'atel~, , r estricte<.l to a few e x a H'ples i.11 11.::Ierewarc.l ". 

:-:os t o:f them a; ·cl the best arc c;j "en in t "1e "Pre 1 ude ". Tile :f,·n s, 

the baclq.;round ol. t !J e 110 v (:l, is t'te laDcL.cG<pe :..~i.ilt_;sloy l1 t ·d 

l.:uown A.nd loved sL1ce h j s c ·. ildlloocl dc..ys . The sty le is of'ten 

bombastic and lly ~Jorbol j_ c. Grec; ( Lj terary anc.; S··-ci.al .Jude;-- ,-, . ..... .. . 

ment e , 1 i-H~9) u~ 0s t ito .foJ 1 o·win c; s ~t tir-LcHl picture :Lo:;.· :its 

war-11 orse pan tL1c; J'or iJa t tlc ; ]'d s u stw 1 style i s mc.·.rvellotlsly 

a ' ha! ha ! i:U ' : O .n::_; the tn:.mpc ts I. rr Another 

aestheticall y di. s:~at isfyi!l(; p oint is the ::act t :;at t1te r0ader 

is oft v n de~.ll' i ved or ti1c-~ illn~i on o f' accO•ili)a~-ry :i -ne:; tl1 e 11 Gro , 

of J ivin e; i11 the p<tst. The Ei<:tllY com,Jletely Ulllte cessary c~. ic·res-

dov•n ev . ·ryt1-liilt; t11 , t occ u rred to ltim. l'i'l•cn Ilere'\v"rd :i.t> o n l tis 

\\IUY to Crowl;-l l.' d to speak r.o h j s \d . .fu , l:.i :·, :. .. ;slc~y CO<.L-'edt -'1 : " If 

tobacco l1<:d bec:'n l :no•..rn, t hen IIerew· rei 1..ronld ~~ave s ;r:o J:0d all 

Ll ' e ··Hy" ( " I,258). Aud a l·i tt le l<.'. t<~r , w · e n He C\.: · rd ride s 

past t he pJ.ace where 1~.-L nd~ur Ca :-; tlc now s ta c~ds t r1e C\.1..li; :1or re-
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rtr~~amcd of wiJ<...t that Vi<le would 1Je witldn e.L,_:;ht 11vndrod 

y ears t he ey<.. o:r Enc·land , and i t ma~· be o:f the world " 

TT --> :-;'"' ) 
-- '~- _..,. I ' com-

pc.>.res Herc,•<:;rd al1d Turfrjda \\lith :i\a.i_Joleon ~t nc.l Josephjne 

(II , Jo5) , Eere\v<.. rd \d. th !·:aho1nct :, II , J o6) , with I~ann.ib o. l, 

Co esar , rrederi c tl~e •...:rea t a: :d · ·Allington ( Il, 47 ) . All these 

d.iL;rer.>sions C~n.c1 the con.stunt refereri COs to l d : ... toricnl sot.rces 

reJJJ.i nd us , e very now and then , o:f the fact tlw. t ti1 e " Uerc­

w:: rd" is handled IJy a morlern <: .. uthor , and t' ~ey cief'jnitGly ::;poil 

t ;1e narrative ' .. cc;-.1.t;inuity. TlLc GndinG" i.-; di::;appointint;ly 

uncontrolled. T'tus , little can l>e sa:i.d ir1 defenc~ of "here-

ward the ~fa\;.e " a.-.; n piece o:f art . 

li'or thit; study , howevc~r, tl'J C nov el is sti l l o i' COtiSi<..ler­

;;.:.ble i11terest: ·fir:-;tly aPd i n 1.-1 g·eoGral VH'<Y a::; the mo ... t ar.~­

bi tious literary a tt<..' J•lpt to expJ ui t t he HerelvrL.ed ::; t.ury; 

soco1ld1~· uud i11 lln:rt:i.cuL. r as an at te1:'11t tu •11ould out; o:f a 

P•cd ieVcl1 so·u rce e 'nbo r: y .Lnt;· a cc r t<d 11 u t ti tude of mind a 

' modern' uovol with llliitP. a dif'f,_rent attitude , a Christian 

In <.>rde:r. to !H'UVide the reader uf tids tlH'sis wil;h .,n 

idea o ·f l-1ow i~..i nc:·sley ltas exploi .;ed 1Jis it<>d .n source the r:wre 

s.i G'llif'j cant phase:) o·f a c t:Lon a;,cJ ti.1e ch<:ractur~ iY'r the two 

\·.- or;~s 1vilJ he br·i o:fly c o lP_pared . 

.. :~inc;sley h:.: ,';) IISGd <..lwost e'·ery event pr e- sented in tl1e 

"Gcsta ber;·;<;rdi" , :1c 11~-ts el!L-r::,:0.d lli s or·j c;in<J l in ·;,;:u'y I.ll::-1ces 

a,~d aclcl ... d 1!(:;\> u :J rr: t.i..ve .,,._, t \-~r:ia l. Dev:i.atiovs f'rom his •T•ain 

source c...rc fov , tl11:~ only one of' iJ:ll-•CJrtance coneor1: s t1Je 

"L' est:or.ic;:) dE:-~~ E.<lt)es". A S!_ . • ·:ir :s o.r '''i.JH)J' evetli.:-:; luJVl~ L>e<:~n 

sl,ort~:.-nleci or lc.!!.f!.. out such n s ~Icrw~.arll ' s ; ,al.t1es i lt Ire -

l:Jll<.l 

"'vard ' s w: r 

( '. •t UL' . 

J·!'7.f.), jn Scaldi. ·•.ar:ilc.nd. (~-icr . 

th e Viscount of PinktH:~-y 

]59f'f.), Here­

(Eer. J7of'.) , tlle 
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to the 19th ce11tury <~ud iencc. 

T!1e rest o:f t'1e so11rce hn,; h ·.·en con~j t.lL·rt=J.bly enlarc·ed 

by C1 1 a:r·1 es KinesJ~y. The ll!:·d.n reason "for tlt:Ls expt~nsi(Jn o:f 

the ~tory is due to a prei erence :for drai,n t; j c speech. Then 

tltere arc the in tor:_;_::_,,r ... .E~tl ~one-s lyy JHe:tJ1 s of' w!d.ch ilerev-:ard 

c;tve .. plea~ure <tnd new C011raL';C' to :1 i.A :fr:i t~wis. Sl<.E~ l;c1Jc~s of 

tll e his tory o:f Ir<:~ lund and Flc:.nclers , a (. d the re_;:.>nrt u:f sev­

eral rebell i1.Hl8 ;.t . .:..;·n i.nst Kine; L'i 11 i.am are n:)t to !>e found i.n 

the ori .. [;inal. Auother important rna.son ·for tl<c <.~xpan.::;.ion of 

the old story j_s .1'-inesl~\y ' s interest i.n tbe cl:i.ff'<:-!r0nt racc~s. 

The autr1or has 1:-:~tcle an at tou,..>t to contrast the Da1ws , 1\or­

'>~an s <FH.l Scot ,.; 110 t. o :1ly :yy means of tllcir na.mes , l.>flt .. . 1 so 

•>Y mea,rs of the i ·r cU. fi'crent c1 :s to·ns and outer <olppe:traJJce. 

As K i.n.:..,sley •. a.-:; in f'avour of' the Da11ish element , 1.,re under­

st<.~nd ld s enriching t!Je book w.i th old Nordic •dythoJ.o~-y and 

.im i. t.:tted Scactdinavi~ln poetry. 

Trrc 'l' ore .-....ic·.d.f'icant p;_trts o.f t h e action w'J.ich .!.~.i.•tcsley 

invented .fc•r Jd.s own pu:r:)osec:; are: firs i.:..ly the i'act tiH:l t 

Al'ftr1.1da a.1cl ~Iere\:, .rd have already met b<~f•..:re tlle lh~ro 

warr:i.e::; Tor~.'rida, so t~J;:.t t Iierew~.r<1 ' s 1:.: ter dis loya lty aplJears 

motivated , at least to so,;te extent; seco;;dly a l_.rge nu:nber 

of th ~ eveu ts wh:i.cl1 tal, e pluce in Fle:tnders , a ,cd t~: irc1.ly 

tllose parts o.f t~1e action .L1 ,-~d. cll ~,_ine;slcy borrows :frr.:,m 

coute;q>or~lr-y 1·.:i .. d torio.:..,r.a1>h i.e sourc0s. T ile fal l of' ~ly il":' 

:followed , .iil th ; r:ovcl, ;,y t'tc::} leG·ends of' St. I:;t:lelt1recla ' :5 

rev~uue , eve11ts lvl:iclt :1re not ro~eGtionod iu the "G·c. ::;ta i.~er­

W<trtli11 either . 

T~ce j j fe and the L>a. t tles j n the :'1runesw<.-~. lcl 3.re rl.escribecl 

in tl1e nove l in .::_;Teat clet<. .• il .. Kl11e;sley llr.s llE?lliJcrate.l.y used 

mc.)tif's fro ." tl 1e Hobin l-~ oorl baJ l <•.ds to creat (.. a 11wre vivid 

icupress:i.on. 

In chapter XXXV:i.:II llcre~v· . :·d travel:-; to .. :i.;1e· ~!ill:L~m, 

Thu description of t ~1 e countryside a:•d II• .r·. w ·, r.d ' :-> audic:nce 
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with the l{.inc; ..:.re .l,_ins·!'>lc-y ' s invention. So are the .let.;·cnd 

o:f Borl ;fal the of' ,·ho i::; lHHlourod as c::.. 1i1artyr ( clw.pter ~(L 

d ~-L·.l·I) ' t' an ;;. a ;;u .ne .finr~ . .l episode of flere'" rd ' s crand:.>on , 

Ilichard de Rulos. 

As i'or the characters, l.,._iug.sley h:~s ex.L)loited CV!·~ry-

thint; llc found in the 11 G<~st<:~. 11 • For tllc old. scribe, 1-:i:crew·.::lrd 

\vas o:f out f' tand.ine- interest, < :JJcl n.J.l th<... other cbarac tcrs 

appe;,,r colourless in co1np:1ris on '"i th the hero . 

1·.in::_;·sley has emphasized, nbove all else , EereK rd ' s 

heroic wildn0ss, h.i.:-. .r.eac'!.yness to "~vene·e 1limself , J1is un­

riv::,lled courace, his c:ar<.•usinc nature an.cl l1is bo<:~stfnl:te~;s. 

A co'.IJ.JV: tely ne''' :rca Lure is the Berserker in Lereward. Soute­

tj_wes , d1 1rinG a drinkiilc--bont , lte runs off to ~.1crforrn heroic 

.fe~"'.ts . On one occasion wltcu he reI:; urns frorn one o.f those 

expediti·.nls the ~tnthor d.e1 criu•"' :: ltim thus: "~Iis ::;hirt was 

i>rowq \d th core , t..nd t,,rn v.ri t1J wotlnds , a11d throuclt :L ts ren t;s 

sho;-;ecl •nore f:;h.:.tn o•w h r<ily healed SC[..J.r. IIis ha Lr and heard 

, \·ere all in el:f-locks ; a11d one 1H~.::lvy cui: across tl 1e ~1eacl lw .. rl 

shorn not only hr-tir , bltt l.Jrain-pan , very clo:::;e" (I,2Jo). 

1 :t n;::;s 1 ey has d e:fi n j_ t ely c-one too fc~r in tlw s e c1 c s crilJtiuxu. 

This i.>eCO•ltes obvious Ln t1tose p; <SS<::L.:.:;Gs in which the hero 

appe_trs u.s a '·oocr. · '1t en Torfricla con fosses th; t she lov(:·S 

o:L \vol.f ancl r~.vcn ' .· I • ~ O .l . I · ... •as a 

·.•<etc1·; J'<) r c-.L'nts. ii.o1v mnch '!lOre now t1 ia t I 0.111 ~1 ••• an v.llotn 

lHdies love? ~:any<) clHtltll)ion iP·s qunilc~d i..>t=:: Cn .t · c Iii)' very 

e·1 aru·e. Iic.n·· llii.' Ch II!Ore now t[l"! t I ''ear '.l'or:fricla , ~· G":i ft? Aoi! 'II 

No woncJ . r , Torf'rida slnl<ld<:·rs at tlH)se ...rorl1S ; ~u:cl so do 1ve. 

The to.no o.f ~·Ier .,v·.rd ' :-;; S~)ooc·!, l:-; tlllbeurable. T~~_i~·, i:-; .n.ot t l ,e 

heh~!.V.i.our of a ,,,_;,n ,.,ho 1 t;ts jllst won the: love v.f a ucct.t•t-iflll 

Girl . . : in~_;:;lny ' s ::.rti:;tic tactl<-=!ssness could here 1;: .. trdly be 

surpls~;oc:. Tlte dr-::ve:lrJptnGnt oJ.' ;-tero• .. r<l' :;, a11d Tori'rida ' s lovf-' 

:L::; h; ·· l.ld led a !;.,>.:.: i.11~l;• s'' ..... c r r :i ci ·.~lly . .i.\.iH~· . .;lny has t.:r-:i (~cl to 
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1aotivate t 1 1e 1H'H'n ' ,.., later breach of .f<:d th lllO .i 'C cc.t:.' efully. 

Twice in her you t h is Al"ftruda re~cu<?d by ~~ere\\' ... rd. Sllc re­

m .in:-; a bo<~utiful 'l.vOJ::;ul ; ,t court, wi:_<?>r!' OS Tor l'r :i. c1;,:~ ' .s :.~eauty 

The:· antllor d•:·V~::!lops at con:-d.de·,·r•bl ' le.:Jc;th tho irr\•f.:d.stiblc 

alienation b <Jt ·.,·een Eercw; rcl i::~.ncl 11i::; 1:iJ.e. 

ideal. 

:fr:!.da l1<1d ox<Yrt. c d ll_pon his cLtar;;•ct.er, ShE! trie:3 to 11 t.ea.ch 

a11d t r<1iF t1'1e \.ild outla ,, iLto ll;·:r lt3oaJ of aver,; pe:r-:fect 

i~Jli t:;llt". This :i~ a 1:10t.if t::p:ica.l for <ll 1 or .... ~i ;:-::;;-:,;Jey ' s 

.ttnvt=~ .ls, t1Je nohili~~inc· n:ffect. t1l o. woman upon ' · l"<II1, Eere­

w~·.rd fi.r,nl.ly :fr•.ils to 1:i.ve :.•ccorcli.• c tc LiE"; \'life ' .· ideas, 

nncl ~ -i1:csJ ::y rPi)re ~~r:mts , ici. th so<Ho et1·:i caJ p<t tbos , the hero ' s 

dc•·tth as a <le:::.ervecl purJ:i.sh"'Pl'! t f'or Jti.s di~; Ju-y-alty. Eerewarc' ' s 

is ntonod :for. 

or r:..olle birtll' 

<-!t fj_rst c;lc:HJce. T1Je novelist has ' 1c·re :JH ·.de no n.ttcJ,,pt to 

mot.iv; tc or (..; :ivn a l.tsycl .lo.1ocir.r:t.1ly more convi :ucinc devf~lop­

mPn t. I ·<' l:or en ill th0 novel Ei ·l(:;"lC'y c:,rct'J: lly ~><>r'Lr ;,J;'s Tor-
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t~,-~ (~11?.: · c'· d l•r. {.L1 .L'"'Y"'i·; · ·J'(J l 1t·• ,ll~ '·l ""• ••'J.:']' 1~· - ~-.... ~~ • ... t-.. .•. ' :; \ ~;. ~- 'i ( 1 . I "' ( .. ~ I • :..... - - - ) .. '~ecause I loved 

.) nu. Doc•·.<Ufic I 1 ovo y cn1 s t i. J l . t 11 (TT 1q-•) ~-1 .._ 
, __ , J 1 .wUt, durinz tl~e 

This tr;·: gcd) 1:.os bem1 presented uy .i_·;_i:::J.g-sley with c;rent 

psycholocJ.c;:! 1 ins Lch t. It see·-,s to me tJ t (1 t tld s is the s tronc, 

point ol' tLe nove]. 

The f'm.v :f<::1Ct.s the rcncler o.f the 11 GestH" Lncn.;s about 

Alftruda nre also to be f.'0u.nd in "liermv-: .rd the ·:;.·ake". The 

antececte:1ts nre :1\ . .in:.:_,!"· lcy' :-; inventi<,n. In the nove] AJ ft. ruda 

gnins sic;.Ji.f'jccnce <:ts tha ch;:·rctcter .fcli.l to Tor.f.'rjda. She is 

ri! O l'u beuut .i .. :ful than Ee.cei·r;:rcJ' s wife, but lle<·rtle..:;s • . -\ware o.f 

her beauty she !!l<'l.!U1CGS to estrnr1 ge ~Icrew<,rd from his wife. 

Dnt soon theJ'G ure serj ous consequences. Ir<' ~reward' s b;;.;_d 

I1.abit:s appo:.'r ac;a.in; hi.s carousing , JJj s boast:f'ul n es s and 

qw'lrrelsoJIJCHless. On.'ly .fer a Khile if., Al:ftrvtla' s beauty ca­

pnble o.f !!<<:kine, Fere•v·ard :fore;(') t his f'j rst wif'e. Soo .1 he 

realj_?:es t:Jat he lws nwrri ed a "Jl <'nds oEJe f'ien d 11 ( IJ: ,Jol-i). 

To 1:ine,sley Alf t.ruclc:t wc::.s not i m,_Jor tant as an indivi.ch.!nl, but 

as contrc:>!,tinc Torf'r ida und h e.r. true love. For t::1is reanon 

J.:ine;s ley d o <":3 J1Cl t t ell ·us wlwt llo:lf.'CJ1(~d to Al:ftruda after 

L.ere,v<~rd ' !; doatlJ, 

in the~ nove l as 

s ()rt s Tor frida . ;c.rtin Li.~·h t f'oc t cli:sn.p_c>ears from his side. 

Trlis i~ a clever v-ay o:f s tic;·:1;_l_ t L~ir1 c Her e·u:rd ' f-:. a c t:i.nn as 

an inr·aFiy, At t.lte e r,c~ o ·l' the no'\•cl 110 <1L:r·cnrs <t~-·- in , he­

'v-ailins· 1lis , 1 • . s ter' s death. 1-:<,rl-in Li~·ht.i.oot ' s e.r:d is not 

re:;;orted: " \ihen :-i~.rt .Ln Licl1t:foot died no nw.n ll<.1s said; for 

no illl1D i 1 1 th.o:=H~ cL·ys took ':ccount or' Sllch poor churls a .nd 

runH.illt; SF~rv:i.n::;- · '"n " (II,J22). 
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The rest o'f t!10 ch o. ra ct er f.; are port cnyed 1-::i.t h little 

power. Charles ~incsley was not ~b]c to c;ive life to so rnnny 

fj .. :::;u c e .:;; . Ivo Tcod.llebc,is, ~~inc; Edua rd, .:.ang \villiam, IIere­

W<:Jrcl ' !3 uncle .Jrc.nd <:tnd the typically Korn1an monk I-Icrlu.Ln i.tre 

re;>res ,;nted morco to J.;:.ec;p up the neccs ~ ary action tlt<~n to 

provide the re <" der td t h a sa tj_s:fyill[; p :Lctnre or the ir pcr~on­

al:i.tie s. 

At t1H; 0;1d o:f this ~,hort intr,Jcluction w•:: mis-ht ask what 

w<.~s Char] es ~~inc;Aloy ' s <:lrti::;tic aim J n .,T:i t:i.nc the novf)l 

"IIerew<trcl the \!akc 11 • T·is Illain dim, o.r1e mic;ht state, was to 

erect a nw.m .. nnent to t'1e '0rf'lver~0.ss a n d P<"tr:ioti s ·· of t1·e :nen 

of the Fell country . Kinc;sley clori.f.i.<~s t 11c {leo;_:lc o:f tlle 

Dane lac;h whosu i ;;1~>ort:.:1ncc :for tile development o:r the Bnc-lish 

national chr-:racter ouc,11t nut to be u n clerrat.ed. O;:~P 111ore out­

st:).J"din c; intc:rest o:f tl l e writer tv~ls in the encoun l;e r of' d :Lf'­

fnrent nnt:i.ons and cultures on . .:.:nclJsh soil. TlH · .i_>aSHHL,·es 

tJ:-e<•i..i.ne thi::; problem have been h<tndlocl with much care <1ud 

lJelons to ·1:he best t~1c hool< o'ff'ers . These are the 1.w.:Ln points 

that reflect Cll;. rl u s id.ugslcy ' .s :inte•1tions as au h:i s to.;'ian. 

But beh.i.nd t:Jn r i clt ,, ctj.un a1H~ t1le mnny ld.storical names 

t~1ere is one ,:JO l 'e aim to i>e ~een. A typi.cally 19tlt ccnt1or-y 

rne s .':; ac.;o I'~' s to ~><:;) ccnV!·'Y'"d· Otle micht suJn u11 t11e "'cssage of 

the book (t11at is th<:t 1ve sl1oulc1 l<:>.e~:rn .f'roia t ·l:e pi't st) .in L!1e 

f'o1lowi.n;:_; ' ''ay: 

Firstly, t;1e vit<:·lity of' former days i::; prc::;ented in 

cont1'ast ·with tl1e Llissez-Ld.re attit·ude of' KingsJey' A t1.1!1e, 

Secondly , tile e,·]ury of those C,T(:)<"\t r_,Jn:::;-lish' i ;.., Sl <p.:_lOSUJ to 

revive a sc. >se or J (' <~dersl'l:i. p :i.n tPOc~ern lll[.t lJ . Thirdly , the 

c wphasis o:f pnt.r'iotic s;.lirit i n t1le I~erew:; rd story sho u ld 

arouse nati ~:nc:. l 1Jride i:1 the cnuntJ'y' .3 .::,·r' <: <. . [: p;.st a .ncl thvs 

h elp to c;sta blish <i 1JtLify.L1c; so c i<1l ideal. ::-' o u rthly, i.J s a 

p a rticularly C1 n'i ~, t-La :..J-etl l.i <: <1 1 1He:-- ~><1r_:;e, : ~ere w;.: n-~ ' f> J'nte 
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rJ':'he mot:i. [ of the C1lrj . .stian j larrJaee wld ch ~·ives illail tlH~ 

v.i t•.:l enerc;y an<l the power to l.i.ve <:1 ccordiEe i.o h:i c·h mor<d 

st~· ndRrds scc•nts to itnve COl!!C :frot:-: l~ine·sJ.<~·:;r ' s hc<,rt. Tlte :fact 

tl1 , t til.i r; t-:l8•'1ent lJJ~<:: tlle otlH:rs .. . QnttolJecl w< . .s no t Gclpc.>.ble 

of n ; ·l·: . .:in~ the 11 llfH'e\vo:rc1 11 a tsnoc... •. novc.~l , cannot de trc-1 c t .from 

EiP. sJ.c....y ' s h.it:h :intentions. The n.rti.stic :fc:tilu .:·e i. · more 

due to u co:npl0te physicnl a~1d l!!Ont<:tl cxlH'Justion o.f tlle 
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Tl.1 e E e r e,\.: rrl .~to .IL2:!.!_..9 .-1 i JW1 r ' s 

" L ' et;tor.i c) clns r;Hcles 11 

j\·faJ strt> Gerf'ro.i. G<:•. i .• u::t r wrnt ... ! h i. .o~ rhy l.l<'-!cl chron:i c.le bc­

twceiJ 111:.7 and 11.:.11 :for F .i.z -G:isle i>•'. J.'t ' s w:i :l0 Consi:alJGC. 1 :1e 

" Estorie rlos 'Lnc·.les " j ::; only one part of n lur~·er hi.st oric.:t l 

work o'f '~>ihicl.J t1tn f .Lr::;t :)or-t-:Jon SO(~Pls to lln.Ye heen .l.c.1st. In 

l.inP.s 5l.J-57 - 5 7 oo Gait·l tr treats the IIcrcw~~rd stocy. He ap­

p a rentJ.-y owed :1 oth.inc to the " Gcsta Hcrw.:1rd:i. " . Th(..; .fact tllc.tt 

t·!,e Sai,Je !llnter.i.<•l il ''. R been trC<J.t od ~~y t\\'0 d. :i. f'fcrent ant!.Jors 

;>t the sa ·'C t:i.m0 sce;nod to me <..1 eood r<..'::tson .f<.>r a conci.se 

COldlJ ,ri::;OIJ o-r tl1e wor:..:.s. 

"; 1 JBn we co.n.._Jare t he 11 Go :=:; t ;J. IlC'nvardi " wi t h a sum.l..l s c:!C ­

tion o r Ga imn r ' s " ~storie" \ e rr.n::; t , or course, 8. J.I•'<:t3 s be 

aware of' t11e f'<.~c t t ;, ;. ·_ t the two wocks <'.re t\,ro c o:.llJ] e : . (~l.y c:i 'f­

·f<-)rcllt l:itnrary attewpts. The " Gcst; l:en ·. rdi " i:-; an incl.c­

pc.nd(!nt a nd co;,; p.l ~..~te L2.tiil ;_.•rose narr:•tj_ve, wh0rea::; the 

Herc~ward :-:, tory _Ln G<..i:•Jar ' s cllr.onj.cle is onr:! p<.'..rt o.f r. >v1tole, 

a section s.i.miJ..tr - tho11Cll s :nallE~r - t o the Hav~Jok story 

w!·li c ll is <1lso to be fo nnd i "l " L ' e:-;tnric (lef_; .Cn.::;lcs 11 , 

Beside t : Je::;e mor-.) obvio~<s rl.if'C' .. rm·1ccs i.t would per~H.tps 

1)e o.f solilc interest to u·:i vc a ver-y si1ort a~1alys i.s o:f Ga j ;nar ' s 

selec I; ion and trea t;·IEmt o.r the s i nt;.lc (0pisodes wi t1I in t h e 

Hnre' · .r d ~ection , and to COillparo t.1·1e r :.~ s1 1 l ts br .i.e :fly with 

those of' the !! Gesta " . 

As :,._~s L>c(qJJ s11ow1" .in tile cuur.H~ or t.l1e tllesi :-:; , t 1te 

" Gesta Hcrw.~rd i 11 consists of' two .•t<.i n pe:r t .3 wll i.ch, to;:_;cther , 



- 1]1 

for;,1 the compl•. tc history of the outlaw-h(:ro ' s lifu. T1:e au­

thor , the monk H.ic)JRrd of Ely , has provi.clcd t~:c 1::orc i'antas t::ic 

"first p ~rt o.r 1l.is "Gcstn " wit'1 a seomtnc_;J.y more cr ~.Jclible 

sollrCE>, a11 OJd I~n::::lis~1 chroni.cJc, ,~·llercas t1e ~lat- mcnti()11.ed 

oral reports of so ,11 e o:f Herew: -rd ' s comr<.1.dcs to he the so11rccs 

f'or t ·::e second, l•istoricall; · :nore np~)a;.·e;J.t l)::trt. As C 1:1rlcs 

~;incs ley ·hns , to a very h :L.:)l c1 cc-rec , bee.1 couv.i.IlC8d of' tl1e 

credibility of' that first fe>litnst·i.c part ~1e !las alloi·led i.t tn 

occupy a con;;j dor<·'ble s,;y".tco ~ 11 nove 1. Gef'froi Ga.Lmar , on 

al eve11ts. About one half o:f the 11 Gustu I:er1v<.rrii 11 r•:~prrson t s 

i;1} e hero :i.e c:·.nd rnarvclJ ous f'e<.: ts of th(~ youno3· 1te co prior to 

h:L::; arr.Lv :.t 1 in the monastery o:f :Sly. Here GalHJ:,n· pL.-tees t~te 

bceinnin.:.., o:f lti::=: story. Conparcd to the "Cc si;a" t1;e rhy .. ,cd 

vers.i.on is short ( ".JL~ J i. il eS). T !1e e:Jj sodcs co>H: erne:d i!i.th tlll.: 

mn rvellons , u11icJJ are cv<?.n t·ound in tlJe second ~CLrt of' t.he 

" C'estd ", are c0mplr·tely lackiu._; j_i, G:Ji.rnnr ' s wor1
'-. On lli.s f.l'Lc;llt 

to the Brw·ust·:.:.l<i IIe eh·arcl is no{; led by a 1;:ystcrious wol-F, 

Herctvarc'l ' ., rob1> i i t::?,' 1?etGrl>oro1~ .;-h Ls nCJt :lol] owed :Jy that le(...;'Glld­

a.ry !Tit> t:Lf of' tl1e vis:i.un o:f St. Pc t er. IIcrev•; : rd is marrtcd 

only once <l. •:d t.o ;\.l ftrned. 'L'orf.rida 'viJO is t'1e lllOSt important 

char<·JCt0r IJes:; des t 1 tu l1cro L: tl·~~ 11 nes t:a 11
, · uH1 iJho, _i.n Char~_cs 

1\.:LnzslG) .. ' s nove 1 , :i.s I:ercw~1 . .r.·cl' s cood n. •c.·el, is nut. even ; ; • ('\Jl.-

ticJilGr1 hy G<.t :i .Q:·, r. Tltus t;;,c rc;::u:nr .L:·, JJoL ~on·frr..nlt , ·d w i t:h that 

traci.c situation o1' I:erewarcl ':-. ancl Tor~ricL.t ' :> cnst;r;t.•.:.;o e•1t 

to rcconcj le the ::>axon l.'.i.t11 j:in;:;; 1villic.•.nJ. Tlle ··t 1: e are told by 

Gai.rna.r t•wt Ilere\!: .rd .f.i.~·~Jtr-;; .Cor 11.i. s h in_:j· tn lc3!:c.1..itJe. Ti1e s tory 

conclt:des '"'·it11 ::crc.:nvar<l ' s l:t ~, t h: tt:lo. In con : rast t:o [.l1e 

1nnc- and hP.p.:.•Y Jir•, Gal .. t:>r c;ives a vivid roport of; , row ~-:or­

-:l<-111 k n ·i c·hts ott: · c' inc [;1,~ 1nmr··· ed llc'!ro undo ~' :~ cCCi!<:l'c' ' s !1ero-

.i.e do'Lcncc <li\cl d<?.il. th. 
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I.f '·e c o.il~)are the leu~t:J of tho rU l'.fer C'n t ::.Ldvc:mtures 

1:i t h:i.n t he Herew" L'Cl story i . t hP.co.lcs evicl<~llt t ; ,,_tt GaJ. ,Jar 

has not arld.tr[-t.r:i ly .:. nt wr.i t;ten. p:Lec<=f- of. cr<:'r~ibl<~ tc<~cJi t.i o n 

C~estltetic: A:ffnr.t :-:;l1ould U<.'. T;10 v.lH>l<~ stor~ cons.ists nf 

2!1. l~ lj_il <::=: , if' 1;< cn'·llt titr. t<::>JJ i. troC L· Ct.ory 1 j ·'<~ G too • 

.~~lJOt!t one :=;ixt1! u'f it i:-; u:=-;ecl f'or ro1•orti1:c on the d<?.feJHlcr . .., ' 

sit<,at:i_r;n ill ;·:ly, C~bot •t a qu: rter :rur tho .f<tlJ of' t:tc· .fur-

r<~conciJ..i <1 tion 

to .!.~il'C l!il.1itrrol , <Jr:c: 011~: tlri.rd :L-, re<lllj_r€c1 to r<.:port 011 

i:cl'OW< rd ' :? laL-: t b:1t tJ. o <.P•rl du;.•tll. 

rcrc 11 i ::-. t.orir:;.. l.l y l;(J~;._;j h 1<.'. t'i tiJi.n t11is r!H) :;: · c~ Lenoral :i.n tcnt i on 

1vi th GiE:r iE .Jr;•n OP>I'<?ld .:ut r1 t'lc.., folJ 0\\ri.u..:.,· deHcril>t;ivn o·f tll0. 

110-rt•' :. stre·1c;th nbvio11: Jy h<t< • \\·on t1·,o aut'•o.c ' s _;y .rtir.L:J.,,r 

T:10. s<=ctlon cont;,in:il' (::; \~cro,·.:ar.ci ' s J.ast b <.·tt. lc .. is t!le 

Elost i.n~'~ort 111t L.1;·rt of' t· · r wrJoJ c stor;r , rw t o;·,Jy a~ f'<:-lr a s 

situation .i s i nt.ruclt>ccd : ·. r,( l:nr·ew .. rd ' :~ futlt 1.'t." C<Yt.tr~'0e a ,,t; i c.i.-
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11 -':~unnt J.i 1,:-or:;:aut co cnt0. ::<':i.re1It, 
FrL~Rsent la pos , sjl n~a iljren t . 

~. SO.il Jlan c-<!r J 011t ass;"J.i l .i . 
S:i. liPrctv;; rr'i e :n :u:::-t ~-lwrnJ , 

;·_.e 1 lll.lt> i1~1l.'d ::;,~ t;;bl~l~t cvard. 11 

(5( 15ff.) 

( I.f Ecrch.r;' rrl wo u .l.d h~ ve been wn.rl c.c1 , 
Tile brnves t woulcl hnvc appenr.ccl n c o'I·J; ,rc'l. 

11ir' t0r ~s the only one: o:r }li.~ companions to cl<:~:feud hi.lil. 

Ee .!J.I'OGccts Herc1r:·rd ' s bac!:. ~iit1J01lt a lwulJcr;._ , <1r.~t·c1 o n1 y 

tl 1e .sur,,G r ior :fnrce o:f tlH:- ~-~orn:;_•ns. 3e;·ore t l1.e b;-: tt.l e stc-•.r t s 

"Trih•es ;:->aneit done li reis; 
:_es VlJS vertez i r.ee1 ·cnt , 
I.e m.i.en p 0:rLez , ct tuez :.ta i:;'0!<L , 

Suspris t! ;.~nn-; n :.11.111 lilr:t l! [o;er; 

Fels i.;_,_., ,i crr·s , V<-.:n0.r<: i .. te ., c l1or !" 
(5(,Jh:F:r . ) 

but .is 'f.i n.·~J.ly mor t rd ly 

wcn,JHied i.y fot•r l ;n; c es tlJr11st i nto lJi ~ bncl.;: . DyiHt; }l p throws 

his shield at. c.; Brc:~t on <H'<"l k.i J.J s h ·im. C'nc . of the Xonilf\.1113 

tl 

Tu:t:; 
s·i J 
]C!'i 

)}(" rllst 'i,c;,o:;:i_ ncci:-o, 
enc.!1a,c::cnt FnJ'f: clel " ; · i ;:;" 

( ..- t;~C f) _lt . .,.' ... • 

(T'f ~Je 1H•d 'l Ot be c~n }~j l.J f'!O ti 11.; s, ' - . 
::o 'lvoPJc! ltr:ve d:rive,J then! e.J J out of' t :1e ~ouu.try. 
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LTl both works tl1ere arc wiu(;'lecl eJe,•.ents or LllG trac1ition;1l 

a uthorial int('~ntion r prodesse et dcJ.nctare r ' to te;: c1-; (to be 

of use) :1.nd to entert<·in, a topns v:(•l.l ].;,!01·!11 ft ·om ln.te 

clt•ss.ic nnd mer1il..val J·i.t<~rature . In the "Gesta " t::e st.res:=> 

1i<~s more on tlle secnn<l elc•lcnt , -heroe:'s jp Gr-1 .L:-wr ' :-:; "bsto-

ri<-! 11 ti,oro is a sld."fl; o:f e~t~l•h<:'. :=> is to l· <.;r<: s tl10. :fir~;l:. Tll:i.s 

J..~:; , of' crn.:.rs0. , not so <l.isti11ctly .fe:~lt ~)y th0. rettder e1t .first 

glance. !-\.ltc'l at ti" ns .it cv0.n ::-eelllS us i:f tl1u np:;_.)ositc were 

true. ''le r.cod only call to ruind Deda ' s dot: iled and ren.listir. 

dc:-.cription of' t:te outlmv.s ' l.i :fe in the fo r.l:re:=>s of' E ly. ~;ere 

t~Je to:ilF: is much uore histor..ioc-raph.i c and cl:i.d: .ctic ti:a<J. in 

tlw tr<.:diti ·m[· J. yet vivid description o f' Eerr_warcl ' s fln ._t l 

battle. In general, however , the "Ge:=>ta ' n 11 nuthor dw·eJ.ls :f:1r 

more on the ,.; .. ,:rvullot~:=>, tile .fairy-tale atltwsplu~re than doe.s 

Ga:i.m; !r, 1'' _!lS :intention was , 

vi<~ e the reader ui tll a. p.l. easn:"-t s to:ry , thm:Gh supported by 

some 11istorj_cal P.V:i.<lence. GnL11:•r, on t~1e contrary, h<.ts exer­

cJ::.ed con.sjderable control over tl1e Hercw ·ro story in the 

sen::.'~ th.nt. he a1>J<Jys i1<1d in l•:Lnd t :J e complete " Dstorie 11 ;11<d 

11as n ot allo,,ed t he Eere,, ;1.rd !ll<:•ter.i..al to PXlJ<.t.:i1c.l too mu ch i11 

comparison w:i. th, for e:cHJTill.le, the ,: tory of' ... ,_.i.nc; UiJ li Cli11. Th i.~ 

conscious balnnci. nc; of th8 c.Hf:fG:re nt h.i.::;toric; Jl f'it_;"llres 

strictly f' ollOI>'CrJ HJ.:d if: to 0 <) f'ound Jc~S .L •• t i l(! 11Gt_:,'it1l1i.tlt;' 

on myth a• :rJ :1<·1.:::: tco;tt~cJ .it .i11. the !;<wle W<tY as the 1 ter a:nd, 

histor5.cally, ,,;ore accurate eYeLt.J, '.'ith t11e .fi.~ure o:f Ilere­

"' :·d j.t i:.:; dif.LecE'lnt. As the 11 Gesta 11 s11o1·;s t11ere wcrP. •!lttllY 

J.euendar7 a.J.::1 :f;_;.iry- t<.t 1 e-l:i.ke eleii!ents co rr:10ctocl ·d t~1 tl1at 

h<~rc: c.1 f t1H~ 11th ce~~tury. C:.<JJt:Jar c~olll<; have used tl1er.t as ]lA 

h<l s u~;:;ed s i.E!i..L:·r f(!<.L t11rF:s in t:Je s tor>' of II: V< ~ l.ok. B•-t then 
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l:ept the 1)erspcct:i.vc. I n the "Gos tt: 11 ~-GrC'h'; lJ.'d is the onJ ~ 

hero a~ld t1lt1S t~.: C;.S 11 : ) llJOSt of the spn~e 1 ,,,h:i ll.~ t1 10 f'i(Stll'G 

o.f' ~-.inc ··-; j11J;L!l Tt)!•lrtin~; rc"~str:ictul to .its :functJon a::- t11e 

oll"Ll<.,,v' :=; oppo::,:nt. 

Tl1cre ) s not P.11.0tl[_:;h :,pace in th:i.f> At.'nenrii:x ...... 

however: should. be n;eJ.tt:ionod . i,' ·i. tll r.!(:'," rcl tn l1<:1rr:,tive struc-

l.t1re the two '"orks dn not dlLfer too ohvicJttsly i .1 v: · ]11e. 

Dut "L:f 1,·c t; \1;:e t1JC) .:;ty.le j_nt:o cor,s.ldernt.i.on , the dif'<·ere1lCe 

rhy .:od conpl0t~. T:1c -:- .. <-1 t:i.n 1::-ed in tl~c 11 Gc:=;i:a" i ~.-; reti:.er 

poor, 1 .1 ~~~·rca.s Gr1.i.u<:~r ' n F.::·~.:nch is "f"lt't~nt, nt t:i.E1es ol~e·nnt, 
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