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where miniatures were to be executed but for some reason were not, which

seems to confirm that the illustrator was the last to execute his work.

Developments in both the layout and the style of secular illustrations were closely
related to those of hiturgical or devotional books, and in many cases there is
evidence that both were produced by the same workshops and artists.'® There is,
however, a sharper division between hiturgical and secular books in the fourteenth
and fifteenth centuries.” Although the illuminator had pattern books from which
he could copy, the differences between the illuminations seen in the different
manuscripts indicate that each limner executed his own interpretation of his brief
to a greater or lesser degree. This can be seen by examining the difference
between what is described in the text, and what appears in the illustration. Itis
possible the scribe could not read and he relied on either his own knowledge of the

old stories, or on his memory of what he had been briefed on.

In the first half of the thirteenth century the illumination of secular texts was rare
and often mferior to that in religious books; moreover, the illustrators of secular

books often adapted pattemns from liturgical illuminations. Later,

1@ Stones, M. Alison, Seculsr Mapuscript Mumination in France p.92.
1 Thid, p. 92-3. o )
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however, not only were secular illuminations. as splendid as liturgical, but the

motifs take on an independence of the context of the text. There is, for
example, a marginal scene of Roman de la Rose ~  in the Bibliotéque
Nationale, which shows the copying of a manuscript by a man and a woman
at work, with the leaves of a freshly written parchment hangmg up to dry on
the washing line (Fig. 1) The main difference between liturgical and secular
manuscripts 1s in the use of the full-page miniature which was executed
much more often in liturgical than in secular books. The closest
approximation to the full-page hxiniature in most secular books already
present at the beginning of the thirteenth century is found on the opening
page which is frequently treated dafferently from the rest of the decoration of
the book. By the fourteenth century, the opening page 1s usually marked
out by a series of miniatures, two or four over two columns, or three or six
over three columns.  Alternatively, a single miniature could be divided mnto
two or more compartments which 1s the case in the Grey Roman de la

Rose.®®

Sandra Hindman argues that we can best recover mediaeval readings of a

particular text from a close scrutiny of the actual manuscript and that the

Stones, Alison, op.cit., p.93.
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illustrations, far from merely offering visual diversion from the miniatures,

when read with their texts prompt distinctive and sometimes highly mventive

! Manuscripts that have been dismissed as having little interest

readings. ?
for the text tradition because of textual errors, could be of value for the
reading their pictures offer; for, as Robertson has pointed out, the visual arts
reflect the same ﬁgurativé conventions that appear in literature.” Unlike the
printed book, each illuminated manuscript is unique. The text differs from
one copy to another, sometimes due to scribal error, but occastonally the
scribe élte:red the meaning where he saw fit. Similarly the illustrator,
although copying from previous manuscripts using conventional designs, or
employing pattern books, sometimes added his own details. The Roman de
la Rose 1s further complicated because since the second part was written
some 40 years after the first, the scribe often used more than one manuscript
in copying the Roman, and so the two parts of the poem would not
necessarily come from the same source even in late manuscripts.

However, unlike the modern age, people living in the Middle Ages were

accustomed to reworked or continued poems which might even have been a

way of the reviser expressing admiration for a great poem.”

2 Hindman, S. Sealed in P 4,
= Robertson,, D. W.. A Preface to Chaucer, p.x.
B Huot, 8. The Romarnce of the Roge and its Medieval Readers, p. 9.
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In my investigation of the Grey Roman de la Rose, 1 will consider diverse

evidence including the physical characteristics of the ménuscript, its pictorial
content and’relevant textual content. I propose to examine each
illumination and relate it , where possible and where relevant, to the text, and
then offer a cautious reading of the role played by the illustrations in the
understanding of this particular manuscript by mediaeval people. However,
as Robertson asserted, the cultural products of any age can be understood
only 1n terms that would have been comprehensible at the time and therefore
in any analysis of the miniatures it is necessary to bear in mind other primary

SouUrces. 2

H Tbid.
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The ROVVAN DE oL DSE (4 ¢ 12)

1 |
CODICOLOGICAL ASPECTS *

1.1 Physical Structure
The mtanuscript s made of vellinon and contains

133 original folios each folio measuring approximately

290x 210 mm.

12, COLLATION

The collation conmsists of seventeen gathe}r&mg@ of

eight folios, but the first gathering has leaves which are out of place: the
present folio 6 which was originally after folio 4 now follows folic 5; and the

seventeenth gathering is missing the original folios 131-133 and have been

B A more comprehensively formal codicological description of the manuscript appears in Appendix One.
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replaced by folios 131,132 and 133 inserted vellum.  There are catchwords

and signatures in Roman numerals at the end of each gathering except 2 and

7.

1Lz, ARRANGEMENT

Each folio is arranged im two columns, recto and

verso. There are mostly 41 lines in each column, but sometimes there are

40 or 42. The margin of the text is 25 mm on the left and approximately
40 mm on the right.  The top of the folio to the text measures 15 mm, and
the bottom of folio to the text1s 45 mm. The written page measures

approximately 155 by 225 mm. (Fig. 2)

1g.  RUILING

The 3m{1l€umg is im ]P‘imm1met but it is mot always visible.

There are treble bounding vertical lines at each colummn from the top to
bottom edge of the vellum.  Two horizontal lines stretch from the left to
right edge of the page at the top and bottom of the text which contain
hornizontals within for each line of the text ( Fig.3). There is evidence of

pricking at the edges, but they are mostly trimmed off.
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tg. HAND
The text is written in brown ink apart from the

final folios (131-3) which are in black ink. (Fig. 4) The scribal hand is
gothic textura, semi-quadrata - rotunda of medium to excellent grade; there
is a biting of bows, and a flourish on s endings.*® The first letter of each line
of each column is separated from the word and 1s larger than the other
lettering and often 1s decorated with a flourish.  Folios 131,132 and 133 are

copied after an incunabulum printed at Lyons.”’

16, BINDING

The manuscript is bownd. in an eighteenth-century

light brown leather with a stamped gilt shell- and- spray pattem on its inner
and outer board edges and spine. (Fig. 5) The spine 1s bound on five raised
bands, and an applied maroon leather label is between the first and second

bands with the gilded title:

“LE ROMAN DE LA ROSE".

% See Appendix Four for confirmation by Prof. T.J. Brown of the University of London, in 1965.
n Bourdillon, The Early Editions of the Roman de la Rose, p. 212.




Fig. 5
e i :
Fig. 6. ]
Among the manuscripts 3’. mo 100' rteenth century, the

earliest 1s perbaps that of the world-renowned “ Roman
de la Roes, ou I'art d'amour est toute enclose.” Tiis
quarto manuscript (No. 20., fol. 133} is illuminated itk
beautiful miniature paintings, the costumes of which enable
us to fix almost exactly its date. Mr. W, Tasker Smith
has by these means ingenioaely shown that it must have been
written in the early part of the fourteenth century, say from -
A.D. 1300 to 1320, or, as the “Roman® was not finished
before 1304, after this year. This copy, tkerefore, as written
immediataly after, if not oonumpouneonaly with, the com-
pletion of the poem, ma be conaidéred as one of the enriiest
1ssued, and very Likely the earliest At prrsent in existesce.®
The mdu:gl of this manuscript greatly, eimost in every

line, from the E'nted edition, wiich has been comnparedwithit.

Decameron, vol. 1, pp. ccxvii) is evidently of later date.

® The oldest manuscript of this poem seen by Dibdin (Biblb'm@!"q‘_’g
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The folio edges are gilded on all three sides.  There is a twentieth century

cutting pasted to the front flyleaf describing the manuscript (Fig.6). See my

comments regarding “‘earliest ...in existence” under 1.8. Date , below.

7. PROVENANCE

The provenance of the mamiﬁ@mripﬁ: cam only be

traced back to 1857, when it appeared as an item for sale in the Wills and
Sotheran catalogue on August 25 for ¥10.10.0.  On Apnl 2 1859, there

, ’ which stated that it had been
appeared an entry in the Libn Sale catalogue A sold to Quanitch for
£30. In 1859 Quartich advertised it, and then agamn in 1860 at ¥36, when it
is assumed that Grey purchased it.*® In 1861, when Sir George Grey was
Govemor of the Cape Colony (1854 - 1861), he donated it to the South
African Library in Cape Town, it being one of about 112 manuscripts which
he had collected.  (Another collection of his, smaller, and considered less

interesting, was given to the Public Library in Auckland, New Zealand,

where he had also been twice Gévemor}. ®

1.8, DATE

Mr Williamm Tasker Smith in 1861 claimed that

= Casson, Quarterly Bulletin, Vol. 14, p.30.
» Tbid
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this manuscript was ‘one of the very earliest copies issued’, basing his

opinion on an examination of the style of clothes depicted in the miniatures,*
As it is known that Jean de Meun finished composing the manuscript in
1304, the manuscript must have been written sometime after this date, but if
it is compared with other manuscripts of the same period (e.g. Yvain, by
Chrétien de Troyes)’' it would seem that this manuscript could be dated in
the second quarter of the fourteenth century, and this has been confirmed by
M. Francgois Avril, Curator of Manuscripts at the Bibliotheéque Nationale
after perusing a photocopy of the Grey Rose manuscript.”? It seems certaih,
therefore, that this manuscript was not “one of the earliest issued”, nor “the

earliest at present in existence”.

g, TEXT

The text of the manuscript was wiittem in

Contimental, standard literary Old Fremch, possibly

North Eastern, but more probably Panis or Ile de France, by two authors, the
first part reputedly by Gillaume de Lorris in the early thirteenth century up to
line 4058, and the rest (approximately 17, 000 lines, by Jean de Meun, some

forty years later).®

H Written notes on the Roman de la Rose héld by the S.A. Library.
3 Busby, K., Les Manuscrits de Chrétien de Troyes
3z This was confirmed when I visited the BN in 1997, and showed M. Avril photostats of the Grey

Roman de la Rose.
B Seec Appendix Five for letter of confrrmation from David Ross, Birkbeck College,.
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Lro. RUBRICS*

Numerowus rubrics occur in red which identify the

personifications in the miniatures and highlight the textual content or provide
headings.  Often the text of these rubrics is wnitten 1n a very small
handwriting in the margin, although sometimes the marginal notes occur
without the rubrics.(Fig.7) There are no rubrics after f. 68r but since the
small marginal notes occur sporadically until the end of the manscript, it
seems that they were originally intended to be inserted.

L. DULUSTRATION®

There are 18 miniatures which are mostly frammed

within square borders of blue or red with geometn'é patterning, and 1vy leaf
sprigs at the outer comers. The backgrounds are either solid gold or
tessellated in blue and gold, or red and blue. Apart from the incipit which
measures nearly half the written page, and one other which takes up nearly a
quarter of the written page, the minatures measure approximately 50 by 70
mm. On{ 132 there is a pencil and ink copy of a woodcut from the Lyon
incunabulum. There are also numerous mtial letters usually indicating new

paragraphs or sections, which are gold on a blue and/or red background with

white decoration. (Fig. 8)

M See Appendix Three for a detailed list.
3 See Appendix Two for a full list of miniatures.



26 e W e i

B
5

< s g SRS
S L SRR

J% e
ey Pl
pees gen, dieis q on lbngpas

i% A fe fablon NG vt i ITSONGES

€0 lea puure wier fongey fongier’

Mi Lo oont I A0 EE0 aeer

e e npcw b ayAvane
bt e poaarawe

il h " q m mlt et racobig.
due e paé (bhges A lobed
et CX1T !UT icll!lﬂmi
AU QI BT wmw
din coniea CHHE 10 i O
-'*f‘gi (shie W Lt
e gad l,r.tﬁt aupeque
Cbonoi ot Gt mantedne
i cneaie ol AL e creduce
dgea iy (oelance
oF e (’lfmtﬂm Axis '

3%

_

& Lozt 16+ el takte P
R 1) plirens fongent & nds
B {hates choide toyrigenet!
& 1w noic PR ppreniene:

e

W vt i B¢ Mg

hi'pprat (i A6 P
T 08 Tetivuie et F&

& v monhe it o R

¥ e Tovmbie” m&ﬁq
%pmi \ .j_‘mm_
N’n ET "‘(i; v

;I At v

519 Lnﬁ‘mmm




21

2

TBE YDINIATURES

2.1. THE NARRATOR/DREAMER (ﬁl r)

he Grey Roman de la Rose opens with
nearly a half-page double minlature,

framed by a square border in red and blue with a gold

zig-zigr pattern. (Fig.g) I the left miniature, a figure is sleeping in
a conventional pose propped up against pillows. In the background is a
swirling rose tree with many roses in full bloom. Towards the centre,
between the roses in the background and the sleeping figure in the
foreground, is a bearded man with a club over one arm; the club extends
into the next miniature. ' The right miniature shows a young man basting his

sleeve in front of a river which flows into a garden enclosed by a turreted
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wall with a door. Three stylised trees show above the garden wall against a

diapered background of red and blue and white pattems.

The sleeping figure in the left miniature portrays the third section of the text
(marked by the illuminated initial O in the second cdlumn). These lines
describe how the twenty-year-old narrator had a beautiful and pleasing dream
one night but he gives the assurance that there was nothing in this dream
which did not happen almost as the dream told it. He now wishes to tell this
dream in rhyme since Love begs and commands him to do so and if anyone

asks what he wished the romance to be called, it 1s

..... le romans de la rose
ou I'art dam\or/s est toute enclose (11.37-38 £.1v.)*

These words also appear rubricated below the incipit illustration across the

two columns thus emphasising the poem’s subject.

We are told that five years had passed since he had had this dream. By
placing the fime of his entire narrative within his related dream, the poet
broke away from the traditional framework of situating narrative in an

historical time and was able to position it in a time impossible to determine.

¥ ...the Romance of the Rose i which the whole art of love is contained.
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The author simulates the conditions of autobiography but also signals the

genre of the dream-vision which expounds the revelatory nature of the
hidden truth of dreams declared in the opening words of the Roman.

Although:

Maintes genz diens q\uw/en songes
na le fables no\n/ et mensonges (1.1-2)%

he asserts that one may have dreams which are not deceitful, whose import
afterwards becomes quite clear; at night most men dream of many things
couverteme\n/t / que len voit puis apferJtement (11.19-20). He offers as
his witness the testimony of Macrobius’ Cc.;'mmem;ary on the Dream of Scipio
which was a recognised authority in the Middle Ages on both the prophetic
power and the truth of certain kinds of dreams. Dahlberg suggests that an
examnation of Macrobius’s doctrine on dream-allegory “leads to the
conclusion that Guillaume’s citation indicates that he 1s using a fabulous
narrative (narfatz’o Jabulosa) to conceal, and reveal, an art or developed
doctrine of love” *®  The rose, of course, can be a symbol of sexual love.
But several scholars have argued that the Roman 1s a Chnistian allegory, or,
as D W. Robertson asserted, “a humorous and witty retelling of the story of

the Fall”. * A mediaeval audience would not have been unaware of the

3 MMany men say that there is nothing in dreams but fables and hes..

% Dahlberg, C. The Romance of the Rose, p4.
% Robestson,D.W., “The Doctrine of Charity in Medieval Literary Gardens”, from Essays in Medieval Culture

New Jersey: Princeton Undversity Press, 1930, p. 34.
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significance of the sleeper, for sleep was a common symbol for both sexual

love and spiritual oblivion.*®

The importance attached to the truth of vision is emphasised at the beginning
of the text where the decorated initial, M, has within its arms two loops
displaying a pair of eyes which appear to be gazing from the page. Speanng
has observed that in mediaeval thought both religious and courtly accounts of
love regarded looking as the first stage in a process culminating in sexual

union. "

Since the face and hair of the young men in the left and right panels are alike,
one might assume that they depict the same person and as the text describes

how in the twentieth year of mon eage ......couchie inestroie /en mon lit (1l.

21,24)one mught also assume that the sleeping figure illustrates the narrator.

Later, the narrator recounts the beginmng of his dream:

Avis miere q\ui/l estoit mais

Il avie/ . V.anz et V mais

Q\ue/ du mont de may ce so\n/joie
En icelui tens deliteus

De toute rien damer se sfroie
Songai une nuit que je estoie

De m’iere avis en mon dormant

@ Ibid, p. 345.
Spearing, AC., op. cit. p. 195-6)



De matin estoit durement ;

De mon lit tantost me leve [11.45-7; 84-9]%
As Hult has pointed out, there is a blurring of levels evident in these lines
regarding the Narrator (the story-teller), the Dreamer (the past self of the
Narrator who had the dream) and the Lover (the persona in the dream who
experienced the various events). Although avis m iere clearly refers to the
Dreamer’s perception of the original scene, while il estoit mais describes the
dream story itself, the application of the following line to one or the other
level is nearly impossible.*® It is not clear whether the dream occurred more
than five years ago when the Dreamer was twenty years old, or whether the
Dreamer at the age of twenty dreamed of a period of five years earlier when
he would have been at most fifteen, or whether the Narrator was aHuding to
the dréam’s tulfilment, which would have occurred five years before that
time. One may surmise that the poet is deliberately being ambiguous to

prepare the reader for the different ievels of meaning which occur through

- the whole poem.

The Dreamer is shown by the side of the river flowing into an enclosed

garden in the right- hand mimature, progressing like a modem-day cartoon

“ 1 became aware that it was May, five years or more ago; I dreamed that I was in May ........
And so I dreamed one night that I was in that delicious season when everything is stirred by love,
and as I slept I became aware that it was full morning. I iromediately rose from my bed.

o “Hult, op.cit., p.112.
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strip. We can see that the dreamer is a beardless tonsured cleric who is

basting the sleeves of his outer robe of blue under which is ared garment.
The significance of these two robes is revealed in later mimatures where the
shedding of the outer blue robe symbolises the revealing of the mner persona

of the narrator/dreamer.

We are told that in this dream

........... onques riens nur

g\uw/i avenu trestout ne soit

si g\ue/ le conte racontoit. (1. 28-30)*
The sequentially framed images would prefigure the mediaeval
understanding of a quest - in this case of a rose in an enclosed garden, but
also with the added proleptic presence of Dangier. The Qpening page
miniatures may be seen to illustrate the prophetic nature of the narrator’s
dream which was to foretell his personal history, a love-affair fraught with
danger and desire. But, as Speaning has suggested, Macrobius’ teaching
also referred to a “statement of general truth”, in that dreams employ
personification and myth to define a universal truth belonging to thé: past and

present as much as to the future.* Allegory only reveals general truth by

concealing it.  The truth of the dream in the first frame will not become

“ .mothing which did not happen almost as the dream told it.

43 Spearing, ., op. cit. , p. 199,



27
aparant (1.5) till afterwards: our covert dreams prefigure what later occurs

openly.

There is a passage in Macrobius® commentary which speaks of nature
preferring to maintain her secrets veiled before men, much as she disguises
her naked body.*® The passage on May in Roman de la Rose with which the
dream narrative begins reflects Macrobius’ words where 1t repeatedly
describes Nature’s wish in spring to cover its winter nakedness:

g\wi en may parer ne se veille

et covrir de novele fuelle
Le bois recuerent lor verdure

...............................................

lors devient la terre si gove

g\ue/l velt avoir novele robe (11.50 -60, my underlining)*’
In the second frame, the Dreamer/Narrator is clothed, and, as narrated in the
text, is stitching up his sleeves. This symbolizes his adoption of the garb of
civilization, in which the repression of desire that makes civilization possible,
enforces both the external clothing of the body and internal censorship that
hides the latent truth of dreams.*® The concept of covering, or concealing,
is further illustrated in this frame by the walled garden. The high turreted

wall with a heavily barred door (quite unlike the narrow and tight hittle door

“  Hult, op. cit, p.123.
4 “...when one sees no bush or hedge that does not wish to cover itself with new leaves. .. then the earth

})ccomasopmudfhnhwmamwmbe..”
8 Spearing, op.cit, p.200.
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described in the orthodox Roman de la Rose manuscripts, which presumably

would have been written on the missing leaf of the first gathering in the Grey
Rose) reinforces the forbidding nature of the quest.  Like the walls of
Jehan and Jericho, the wall is designed to keep unsuitable people out of the

garden.

D.W. Robertson has expounded the significance of the garden image for the
Middle Ages. All the features of a garden, such as trees, flowers and
streams are symbolic of the most important doctrines of Christianity as it is
contained in both the Old and New T‘estamem;s, particularly in Genesis and
the Canticum.* Mediaeval gardens are often depicted containing wells or
streams which water the trees and flowers, and are variously interpreted as
baptism, wisdom, the true doctrine, Charity or the Holy Spirit.™® Moreover,
the fact that the narrator/dreamer is standing before the well of Narcissus,
emphasises the importance of the Narcissus episode in the Roman which

David Hult and Fleming see as a “central figure™.”!

“ Robertson, D.W., The Doctrine of Charity in Medieval Literary Gardens: A Topical Approach
Through Svmbolism and Allegory, p.20.

* Tbid, p. 28.
o Hult, D. Self-Fulfilling prophecies, p.8. and Fleming, op. cit. p. 93.
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Kuhn has observed that the arrangement of the incipit illustration in many

manuscripts was significantly like the iconography of the Nativity. 2 Itcan
be seen thai the left-hand frame of the Grey Roman is no exception:  the
Dreamer corresponds to the typical position of the Virgin in her
accouchement, while the figure of Danger resembles Joseph standing guard
‘over Mary, his club reminiscent of Joseph’s staff. Behind the bed, where
the cradle is usually seen in the scenes of the Nativity, there 1s the rose tree.
The tree occupies a significant position in mediaeval literature.  In the Old
Testament story of the Fall, it is the Tree of Knowledge of Good and Evil; ’in
the Gospels it the Tree of Life, the Cross of Redemption. Such tropological
elaborations were very popular in the Middle Ages whether the tree
symbolised virtue or vice, or both.”>  Thus the Rose-tree as an evil tree
could represent idolatrous sexual love, an extreme form of cupidity and a
reflection of the Fall, as well as a good tree. The Grey Roman de la Rose
shows, in common with many other Rose manuscripts, a conventionalised
rose tree growing upward behind the Dreamer’s bed. It 1s denived from the
Tree of Jesse, which has Christ at 1ts summut. It 1s positioned behind the
dreamer where the cradle is usually found in the Nativity scenes, thus
emphasising its association with Christ.>® Furthermore, the Dreamer’s

position 1s reminiscent of the position of Jesse in some pictorial

52 Kuhn, Die Iustration des R pp. $7 1L
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representations of the Tree of Jesse.”® In contrast to Jesse trees which are

tall, sfraight and bi-symmetrical, the branches on this rose tree are curving,
sometimes downwards, which suggest spiritual corruption. As in the case of
the tree, the rose flower also has both good and evil meanings. His
associated with charity, martyrdom or the Blessed Virgin Mary, but also
with lechery and idolatry.’®  Moreover, flowers, which may be beautiful
and fragrant, and associated with women’s beauty, are transitory, in contrast
to the green leaf which does not wither on the Tree of Life. Transient

human glory is contrasted to spiritual eternity.

The roses all have five petals. This is symbolic of the five corporeal senses ,
which Saint Augustine ranked in the descending order of sight, hearing,
smell, taste and touch which link the body to the soul, just as the five
spiritual senses link the soul to God tllrough the medium of charity.”” Saint
Bermnard classified five types of love corresponding to the five bodily senses,
1.e., amor sanctus, the love of God (sight), amor violentus, the love of
enemies (hearing), amor justus, love for all men, (smell); amor socialis,

love between companions (taste), amor naturalis, love between parents and

= Robertson, D.W., Essays in Medieval culture, p.23.

# Dahlberg, C. Love and the Roman de la Rose, p.579.
33 Tbid.
56 Ibid, p.27.

7 Dahblberg, Love and the Roman de la Rose, p.576.
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children (touch).®  Cupidinous love, on the other hand, also starts with

sight, and proceeds through the other senses, heanng, smell, taste until it
reaches its goal, by touch. Therefore, the five petals of the rose symbolise
the path to either cupidity, natural love, or chanty, love of God. The

marginalia, as will be scen, also reflect both these aspects of love.

Although it has been argued that since the context 1s secular, any
resemblance to religious iconography is purely coincidental, * other scholars
such as Fleming agree that “in the [Gothic] book painting what we should
call sacred and secular subjects are mextricably blended .... all art was
religious art, or, what comes to the same thing, all art was secular art.”*
However, as Huot warns, one must always be tentative in the conclusions one
draws “since artists could have drawn on famihar patterns in designing new
1conography without intending the new scenes to be associated with those on
which they were modelled”.®  Nevertheless, the universal world view of
mediaeval man was Christian, and theological influences were in every area
of ife. Biblical exegesis, developed by theologians such as St. Augustine,

was seen as important because 1t was thought that 1f the great truths were

58 .
Ihid.
5’9 Parmisano, ¥, Medium Aevum, xxv (1966}, p. 279. (Review of A Preface to Chancer by D.W.
. Robertzon.)
o Collingwood, R.G., Speculum Mentrs (Oxford, 1824), pp. 27-28 , quoted by Fleming J., hid, p. ix.

& Huet, 8., The Romance of the Rose and its Medicval Readers, p. 275,
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stated too openly, the consequence might be to “cast pearls before swine’ or
that people might simply reiterate without genuine understanding. Towards
the end of the Middle Ages, Petrarch used such arguments to defend the
obscurity of poetry.®?  The opening words of Roman de la Rose assure the
reader that the narrator ‘is convinced that a dream signifies the good and evil
that come to men since it may reveal things apertement that are there stated
covertement; inthe same way, the illustration may be expected to contain

hidden truths.

@ Robertson, op. cit, p.8.



















































































































































































































































































