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A STUDY OF THE MINSTREL DISGUISE ENTRANCE TRICK IKING HORN
AND SIR ORFEO

MAJOR PROFESSOR: Dr. Mark Addison Amos

This study focuses on Stith Thompson's minstrgjudge motif K2357.1
"Disguise as musician to enter enemy's camp,"@nthstrel disguise entrance trick, and

its use in_King Horrand_Sir Orfeo Heroes in this motif use unexpected cunnindkényg,

posing as minstrels to enter an enemy stronghadegdelly, overcoming a formidable
problem.

This study compiles a comprehensive catalogue efntyvthree twelfth through
fourteenth century Northern European minstrel dsgentrance trick episodes,
undertaking a comparative analysis defining theiftaditasic features and typical
patterns. Along with providing the necessary ceiu@ framework for a study of Horn
and_Orfets disguise episodes, this analysis suggests angetitg motif's currently
indexed title, increasing the number of episodé¢alegued from three to twenty-three,
and adding a previously uncatalogued motif, "ndbsterling excels in music."

Additionally, this study examines the motif's argipal associations, revealing
two main informing traditions in Hermes the mythgitmal trickster and David the
Biblical cunning harper king, resulting in threassifying categories for these episodes:

Chronicle Tales, Tales of Enchantment and the $terk and Noble Fosterling Tales.



From the harper king tradition, these episodes @dlgeontain a cunning,
higher-ranking/ noble hero who is a soldier andlanted performer in the northern
minstrelsy tradition, with a substantial probleiihe trick also represents five distinctive
Hermean characteristics: border-crossing, disgtne&ery, music/ the bard, and
paradox. Each of these disguise-heroes also usasappears to be a form of human
magic combining trickery, technical skill, and nwsr spoken words, all of which
traditionally have magical connotations. The tra&o illustrates two creative thinking
processes in its intersection of contradictory epts—minstrel and warrior—as well as
evidencing a boundary-crossing form of identityyphath the hero's simultaneous
possession of two incompatible sets of societaéetgtions as he assumes the identity of
minstrel without relinquishing his identity as khtg Although cunning can be a
dangerous trait, these heroes or their tricks aneiglly portrayed positively, as the
welcome resolution to a seemingly insurmountabtdlem, most often performing a
positive function in these episodes and highligitime value in medieval society of

leaders with creative ingenuity.



DEDICATION

Praise yethe Lord. Praise God in his sanctuary:

praise him in the firmament of his power.
Praise him for his mighty acts:

praise him according to his excellent greatness.
Praise him with the sound of the trumpet:

praise him with the psaltery and harp.
Praise him with the timbrel and dance:

praise him with stringed instruments and organs.
Praise him upon the loud cymbals.

praise him upon the high sounding cymbals.
Let every thing that hath breath praise the Lord. Praise yethe Lord.

Psalm 150 (KJV)

"What has appeared to me to be an impossible situation is fast becoming a possibility."

Robert H. Schuller
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CHAPTER 1

THE MINSTREL DISGUISE ENTRANCE TRICK

What does a hero do when he finds himself in arossjble situation where
customary tactics are useless; magic is not icéings, and divine intervention unlikely?

He could give up. Or he could use cunning. Ihli¢ing Hornand_Sir Orfepthe hero

wiggles out of just such a squeeze by using a naihdisguise entrance trick—a sort of
musical Trojan horse for which the enemy's clogelgrded gates swing open in
welcome.

In King Horrs second disguise episode, Horn encounters Fikknktone tower
while attempting to rescue Rimenhild from a secondesired wedding. Disguised as
minstrels, he and his men are invited in, gainingindered access to their enemies.
Orfeo, too, encounters a seemingly hopeless situafiter his adored wife, Heurodis, is
abducted by the Fairy King while under the protatiof “ten hundred” of Orfeo’s armed
knights and whisked away to an Otherworld cast#&3@)! By posing as a minstrel,
Orfeo is admitted to the Fairy King's castle anacpeds to win Heurodis back. Each of
these disguise moments is made upwaf important elements: 1) disguise as a minstrel
in an attempt 2) to enter enemy territory peacgfullogether, these elements combine to
create what | will call the minstrel disguise entra trick. It is this moment of minstrel

disguise, most particularly in the two Middle Esgjlitexts of King Horrand_Sir Orfep

that this study will investigate.



This trick is used to cross boundaries, pass thraungafe territory safely or enter
a hostile compound, such as an enemy camp, casfl@tress, by appearing harmless.
The focus of these disguise episodes is on theésheositive use of cunning or clever
strategy to succeed in the face of what would néyrba certain failure. Once inside,
the hero can undertake a number of different astifor example espionage, attack,
rescue, or theft.

This disguise moment is a recurring motif indexe&tith Thompson's Motif-

Index of Folk Literatureas K2357.1 “Disguise as musician to enter enewsfsp,”

though neither Hormor Orfeois among the three entries listed here. The ecgrérick

itself, using disguise to enter an off-limits aregists in many forms. As sub-categories
to K2357 "Disguise to enter enemy's camp <castli@idwing musician, Thompson
lists pilgrim, beggar <pauper>, merchant, leperpeater <tradesman>, juggler, churl
<bachlach>, and woman. Additionally, the oppositeation is also acknowledged:
entry K521.4.2.1 designates “Musician in danges ut his musician’s attire as if about
to play; escapes.”

One example of a non-musical entrance trick reabnde¢he fourteenth century is

the Welsh tale of Culhwch and Olwenwhich Cei, known in later Arthurian literatuas

Kay, poses as a tradesman. In this story, Arshmen are required to get the sword of
Wrnach the giant as one task in a complicated quEsty are told that the giant “will

not give it to any one, neither for price nor favéur, nor canst thou compel him” (Jones
120). The men appear at Wrnach's castle gatesknitha@ gatekeeper to open up. He

replies: “Knife has gone into meat, and drink ihton, and a thronging in Wrnach's hall.



Save for a craftsman who brings his craft, it wdk be opened again this night" (121).
Cei explains he is a sword furbisher, is invitedand handed his prize.

The early critic J.S.P. Tatlock provides severamegles of the use of beggar and
pilgrim disguises for gaining access to restri@sehs or untouchable people. Among

them he lists the Saxons in Geoffreidistoria Requm Britannia€VIll, 24) who dress as

beggars to enter the British court, spy, and pogurell to kill Uther; Brianus who
disguises himself as a poor man with a staff ireotd gain intelligence and finally to
murder his master’'s enemy, Pellitus (XIlI, 7); anakk who dresses as a beggar in King

Horn andHorn et Rimenhildo rescue Rimenhild and destroy the intended gr(8-

48)? Likewise, in Guy of WarwickGuy enters the German emperor’s court disguised a

a pilgrim, and Bevis in Bevis of Hamptgmins access to Josyan and is led within the

castle to his horse by dressing as a palmer.

The minstrel figure, however, stands out amongihay disguise pilgrims,
lepers, tradesmen, and beggars in medieval literaisia figure particularly rich in
meaning, and when the minstrel disguise is wovgatter with the entrance trick motif,
we discover a resonant archetype leading us tofeécdBiblical, mythological, and
even anthropological studies. To access theseiaisos, however, we must go beyond
surface-level questions of plot construction, ad#lantent, or artistry, seeking deeper
levels of the image’s meaning.

When we compare multiple examples of this motif,y\ik see that the minstrel
disguise provides some practical advantages indh@tive not necessarily offered by
other disguises. For example, when a hero appédnge gate of his enemy dressed as a

minstrel, he is immediately welcomed in, and gelheeaparty-like atmosphere ensues—



a distinct improvement over Horn's first disguiseébaggar, when he had to kick the gate

in to be admitted (C1069-74). The situation in iand_Orfeds more solemn than usual

though: Rimenhild believes she has been forsaketdogy and is being forced to marry
Horn’s enemy; Orfeo enters the Fairy King's caditlesd with all variety of disfigured
people. In these two instances, the minstrelsvateomed-in more to provide solace
than revelry. But it is typical in literature thatce the minstrel arrives, a celebration
begins or is enhanced, creating a sense of trikeiaudience for the bringer of this
mirth, as well as providing a distracting perforroan

A celebratory or at least solace-inducing moodateaditg of trust, and a distraction
are all very helpful for the hero when he is ustienethrough his enemy’s gate. These
three benefits appear repeatedly in minstrel dssgantrance trick episodes, as we will
see, and they make practical sense on the nartatigefor plot development. Several
additional practical benefits for the disguise rtri@ishave been noted by the critics.
Glynnis Cropp, for example, explains that the jenigldisguise provided "mobility and
security for the traveller....Added to this ease alvement was the facility with which
thejongleurentered a court and directly approached a nobdedoking” (43). We can
see an example of this in Sir Orfetnen Orfeo arrives at the Fairy King's palacerafte
living ten years as a wildman. Here Orfeo apptac®me from the lowest levels of
society, but his wild appearance does not keepftum performing for the king. In fact,
Orfeo attempts to educate the Fairy King in cotiuette concerning minstrels by
explaining:

Y nam bot a pouer menstrel,

&, Sir, it is pe maner of ous



To seche mani a lordes hous:

Pei we noyt welcom no be,

3ete we mot proferi forp our gle.” (A 430-34)

Like this literary image of Orfeo as a poor minktreal-life performing minstrels
were generally not found among the upper clasBeswhile "the ability to sing,
compose, and play an instrument was a courtly skplected of nobles in the Middle
Ages" (Lawrence 35), possessing the skills of maisy does not equate to being a
professional minstrel. The occasional upper ataisstrel did exist, however. The

Chevalerie Oqie for example,'a chanson de gesteritten about 1200, states that its

author was gongleur, Raimbert de Paris, who was the best of his kinde manuscript
of the poem adds: ‘He was a gentleman and alldmsly also; he wrote many songs of
great heroism™” (13). Likewise, Urban Holmes mens minstrels who were "laymen of

high degree" such as Conte d'Arras, the authileoét GaleronandEracle and the

troubadours in the south of France as well asrthevéresin the north (160). We can
also see literary examples of disguise-minstreltheld in noble apparel, such John de
Rampaigne's disguise as a wealthy Ethiopian minstiene of two minstrel disguise

episodes iFouke Le Fitz WarynCropp too mentions the splendid dress of the non

entrance trick minstrel disguises of Fresn&aleran de Bretagnand Merlin in

L'Estoire de Merlin(38, 41).
More generally, however, real-life traveling mirdsrwill have come from the

lowest orders. John Southworth, in The English iéeal Minstre| underscores this

harsh reality for the majority of minstrels: "lt®t just that the status of the minstrel was

low; for very many of his contemporaries, he wasgdther beyond the pale of social



acceptance. In this respect, he was worse offdhsanrf; if the serf occupied the lowest
place in the medieval hierarchy, the minstrel hagblace at all" (4-5). Dieter Mehl
explains that wandering minstrels "often made gaange of themselves by their begging
and importunity so that special laws were procl@iragainst them” (7). Lee Ramsey
remarks: “minstrelsy, though it required trainimgs an accomplishment shared by all
kinds of people, including beggars” (12). Thusdimguising as a wandering minstrel or
even a beggar minstrel, the hero could becomenresueasure invisible, while still
ensuring his admittance to the innermost circisbility, security, proximity and a
certain anonymity—coupled with a celebratory maotkeling of trust, and a distraction—
would make this disguise attractive to poets fa@cpcal purposes.

A comparison of tales containing the minstrel disgwentrance trick will reveal
that these fictional heroes who disguise themsedgasninstrels are very often actually
members of the aristocracy and masterful performeos a real life, performing
minstrel, such references to noble minstrels coblously be a boost to his ego and
craft. Tales featuring a minstrel disguise enteatnick would allow the minstrel to
imagine himself, like the tale's hero, capablemfaing feats and a savior to the people.
A tale like Orfeoalso provides a minstrel with the "opportunity foe glorification of his
own art. Itis a story of the triumph of minstsetsver seemingly insuperable obstacles,
and one in which the greatest test of a ruler'stwseems to be whether he enjoys
minstrelsy and is generous to minstrels" (Speaf@)g But these practical features,
while important to the overall significance of tleistrance trick, barely scratch the

surface of its meaning. We have to go deeper.



The first step in defining and exploring this magito examine its defining
features. What features commonly appear in tredes or episodes? Which aspects of
the motif remain constant in multiple examplestsfuse and which are altered or
alterable? Understanding the motif itself andtHer, evaluating its use in Hoamd
Orfeowill require a sampling and analysis of medievatiss containing minstrel
disguise entrance trick episodes. Up until nowyéner, a comprehensive index of
medieval narratives including this motif has noéleompiled. Although Thompson
created a designation for this motif, he includaty three examples under it. Likewise,

several critics have noted episodes similar tcetiteance tricks in Horand Orfeg but

none of these lists is comprehensive. And asm®a frimited comments over these
episodes which will be discussed in chapter twostndy of the uses and meanings of the
motif has been undertaken. It was necessary ier dodprovide a context for this study

of the_Hornand_Orfeadisguise episodes, then, to collect a more thdr@agalogue of

medieval minstrel disguise entrance trick episodes.

While gathering examples of the motif, rather thamting the search to a
specific time period or geographical area, | focusstead on finding any medieval
stories containing an example of this entranc&,tdefining medieval as ranging roughly
from Beowulf through Chaucer. The resulting twethixee episodes in twenty-one tales
stem from Welsh, Anglo-Norman, Middle English, Bt Latin, Danish Latin, Icelandic,
Norse, Old French, and Old Provencal sources,dddat manuscripts dating
approximately from the twelfth through the fourtdeoenturies. Three of the twenty-one
texts are Scandinavian—OIld Norse, Icelandic, Dah&in. One is Old French. One is

Provencgal. And one is Middle High German. Buaasverwhelming fifteen of these



twenty-one tales could be classified as Britishddfie English, British Latin, Welsh, and
Anglo-Norman), the motif seems of particular ingneithin English culturé.
In the English court, the thirteenth and fourteerghturies, within which we can

place four of the combined six Hoamd_Orfeamanuscripts, was a time in which

minstrels were particularly in demahdAs we will see later in this chapter, the three
Middle English versions of King Horas well as the Auchinleck version_of Sir Orfeo
likely belong to the reigns of either Edward | "lgstanks" (1272-1307), his son,
Edward 1l (1307-27), or of his grandson, Edward1827-1377). The best version_of Sir
Orfea namely the Auchinleck manuscript, dates from aigr the end of Edward II's
reign, during the opening years of Edward llI's fact, in-text reference to the difficult
reign and end of Edward the Il and then to "gang king Edwartlis the basis for the
positive dating) (Bliss x). Paul Taylor in "Sirf®@o and the Minstrel King" dates the
composition of Orfephowever, from the reign of either Henry 11l (1218) or his son,
Edward I, based on dialect (12). Likewise, Rosadnfitlen argues in “The Date and
Provenance of King HorrBome Interim Reassessments” that King Heas composed
during the 1270's before being copied into itstexgsmanuscripts (Date 125). We also
know that the stories of Horn and Orfeo both existeearlier versions: Thomas's Anglo-

NormanHorn et Rimenhildca. 1170-80); and a now-lost twelfth century GtdnchLai

d' Orphey and the stories of both also existed in ballachfap until the nineteenth
century (Dunn and Byrnes 216). Because of theeeakistence of both stories and the
evidence pointing to composition dates prior tasBRg manuscripts, we may assume that

these stories were popular and likely circulatedame form even before Edward I.



Evidence shows that the reigns of Henry lll, Edwiemdd Edward Il all favored
the services of the minstrel and particularly thokthe harper. Edward | "grew up to
have a marked patrtiality for the harp, and is irakdy found to have had at least one
harper closely at hand throughout the whole ofifes beginning from early childhood
on; his father Henry Il employed Richard the Haypeho achieved the level of Master,
to entertain the children in their nursery when B was only three (Southworth 60).
In fact, such musical enrichment in Edward's ealnljdhood was not an accident.
Southworth describes the musician-friendly atmosploé Henry's court (1216-72):
"From the beginning, he surrounded himself witlisgstof every description—poets,
painters, musicians and harpers—irrespective af tngin or nationality; and though
individuals came and went, he continued to do sospite of the unpopularity that they
often brought him” (57).

As an adult, Edward | also provided minstrels ttegain his small children
including one Matilda Makejoy, a female acrobat] ane Matrtinet, a taborer
(Southworth 78). There is also the possibilityt thach visits included music lessons,
since Martinet is recorded as having received angay in 1304-5 of 7 s. for the repair of
his tabor, broken by the children, and a year latether 11 d. for repairing the king's
son's drums (77). In 1290, records show that Ediwpaid 426 minstrels for the
entertainment of his daughter, Margaret, her broleqp, and their assembled wedding
guests (57).

Edward I's fondness for and patronage of minstrels an "extravagant
partiality... which had not raised a breath of créie” (Southworth 83). His son,

Edward I, likewise, shared an affection for miesdr though in this case, it becomes "an
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inordinate fondness for minstrelsy” (83). Minstrelere not just enjoyed by the king's
court, however: "by the reign of Edward I, theréasdly a country manor visited by
Bishop Swinfield of Hereford which does not boadeast a harper in residence”
(Southworth 93). So we can see that during thegevhen the stories of Horn and
Orfeo may have found their greatest popularity,Ehglish court appears to have been a
minstrel- and music-rich environment, one partidylevelcoming to the harper.

The church, however, was not quite so favorablined toward the minstrel.
We are told that "Churchmen such as John of SalsBeter the Chanter and Thomas
Cabham condemned tfengleurson moral grounds; the Church objected to their
frivolity and to the effect they had on their audie in arousing lasciviousness and moral
turpitude” (Cropp 36). It is possible though, thia type of minstrel portrayed by this
motif's disguised heroes—whose acts included skiit$ as harping or playing of other
musical instruments, singing, juggling, storytedliitomposing or reciting—may have
received special consideration. Thomas Cabhamlitékpexempted from
condemnatioongleurswho had musical instruments and who presentediynain
chansons de gesénd saints’ lives” (Cropp 36). Specifically, Caloi"reserves some
praise for thgoculatores ‘who sing about the deeds of princes and theslofesaints and
bring consolation to men in sickness or hardshiigdmsey 12). Cropp states: “Approval
of this section of the profession seems to have ledespread” (36). Southworth notes
that "even the severest critic could view the herpath a degree of tolerance, even
favour” (70). In fact, Southworth reports a fewidents of harping from this time period
that were surely not singularities: between 1289 H200, Richard de Swinfield of

Hereford, "a scholar, renowned in his time as q@ee@slly conscientious bishop—is
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entertained by a succession of harpers as he goes lais diocese" (70). A little later, at
the 1309 installation of the abbot of St. Augustiltkose who assisted...'accompanied
their songs with a harp™ (91).

Here we must differentiate between two distinctstnel traditions, one stemming
from the Greeks and Romans and another associgted&ermanic and Celtic tradition.
The first strain, which derives from the "Romarcas or the masked mimi of the
Atellane farces" included, in addition to musidyertacts such as trapeze artists; jugglers
with balls; jugglers with swords or daggers; stiitkers; fire-spitters and sword
swallowers; tumblers; trained dogs, bears, anddspend animal sound imitations
(Southworth 20, 13). Some of such acts were lemabsecene (14).

The second tradition stems from Anglo-Saxon Englamdl "the harpers who
celebrated the heroic exploits of their lords dmertwarrior bands” (Southworth 20).
"The Germanic sip, like the Celtic bard and the Anglo-Saxgieoman was the
guardian of those links with the past which wergeesial to the identity and coherence of
thecym(kin)” (21). It is this northern tradition andgtmore respected and tolerated

harper in particular which most directly conceims $tudy of King Horrand_Sir Orfeo

and their minstrel disguisés.

The heroes in this motif, as we will see, are galheoutstanding musicians or
performers exhibiting the various talents of playinstruments, singing, juggling, and
composing or reciting poetry and stories. Soutllwvootes: "Juggling with swords and
knives is a recognized skill among both Saxon aadrdn minstrels” (33).
Additionally, he explains that medieval audiencesild consider what modern drum

majors do, tossing a mace in the air and catchiagdin, juggling (30).



12

But Horn and Orfeo are specifically harpers. Hisrtrained to harp and to sing
lays. We are told early in the tale, when KingrAgk decides to take Horn as his

foundling that although Horn's companions will hedgd into “opere serfg,” ‘forms of

attendance, duties’ (Allen 403), Horn was to ban&d in musical skills. In all three
manuscripts, the king orders his steward to teamtm itb harp. In fact, it is mentioned
twicein the list of the areas in which Horn will be edted (C 225-240), and Horn is
said to have learned his lessons well. Laterndutie poem'’s minstrel disguise episode,
once inside the castle Horn sat on the bench, haokarp, and made a lay: “Hegtte hm

on pe benche / His harp for to clenche. / He makydeenhilde lay” (C 1475-77).

Orfeo too was a harper. Right up front, the peks us: “Orfeo mest of aping /
Louedpe gle of harping” (A 25-6). In fact, “He lerned, $er noping was / A better
harpour in no plas” (A 31-2). All three manuscsipigree on this basic fact about Orfeo.
And when he chooses to exile himself, leaving betthiis kingdom and wealth, other than
the simple pilgrim's mantle aclauinhe takego cover himself (in the later Bodleian
text, he also takes a staff), Orfeo took "nperayode, / Bot his harp...,” including shoes!
(A 230-31). So there is no question that Orfeayels as Horn, are trained and talented
harpers.

Beyond the minstrel's musical and performing dutiesre were several other
military or hunt related jobs carried out by difat types of minstrels in the medieval
period. The connection between the harper anddaooeflict seems to be a complicated
one, but key to this type of entrance trick. Dgrihe time of Edward | and I, the herald
maintained genealogical and military knowledge amdnged "state entertainment” such

as pageantry and tournaments (65), and the watcbmaait sounded the hour during
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the night, guarded against thieves, and watchefirés (74-75). Southworth also reports
that between the reigns of Henry Il (1154-89) adav&d Il (1307-27), the professions

of huntsman and fool were "linked" (49). The miakalso often played the role of
messenger, going on special errands for his emp(@{9. Despite their connections to
military action and arms, however, none of theds as likely to bring a minstrel into
direct combat. In fact, Southworth shows througlesample out of Edward the Ill's
reign that during war: "the minstrels' functioneaertainers of the king and his
courtiers—now his commanders—was as important as' €¥/02).

Along with their duty to entertain, minstrels notending to fight could easily
find themselves on the battlefield. Southworthlaxys that following the Norman
Conquest, the Anglo-Saxon tradition of minstrelsyfished again in the thirteenth
century through the English harpers (87). Of dretltarpers appearing at the 1296
Ipswich marriage of Edward I's daughter, Elizab&twuthworth states that "most had
probably been engaged" in Edward's recent raidomti&hd: "their main task on
campaign was to take note of those individual atfgowess that were afterwards
recorded in the form dfirventoisor 'duty’ songs to be recited after the battle, then, in
a more polished state, on occasions such as tivictpgeast” (87).

This conclusion seems logical when we considematls Anglo-Saxon scop and
his role: "The harper-poet of the oral traditionsvedso a storyteller and historian; the
stories and songs that he sang were the peopleésirance of their past” (Southworth

21). Posit The Finnesburh Fragmemaldere The Battle of Maldonand_The Battle of

Brunanburh each seeming as though it might have been cordpogke thick of battle.
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These poems preserved the Anglo-Saxon history gfwrgenerations by their repeated
recitation in the hall, and preserve it still fa& today.

For that reason, during times of war, this typengistrel might have been
something like our modern war correspondent, olisgmhe action but not usually
participating in it. In that case, a soldier wobklaccustomed to seeing such a minstrel
on or near the battlefield but would likely not seater him a threat. Southworth even
describes one occasion occurring in 1136 in whaahrinstrels were used as bait to
draw-out would-be attackers: Gerald of Wales wifites&/ Richard FitzGilbert, after
being warned of a possible ambush by the Welsbwvalll his singer and fiddler to
proceed him through a thick forest. The Welsh ashbts cleverly allowed the minstrels
through safely and waited for FitzGilbert himseHere again, the ambushers knew the
minstrels were no threat and so allowed them te pately. Additionally the Welsh
wisely gained the element of surprise against Rilbg@&, who was prepared to sacrifice
his musicians for his own safety.

Additionally, in the stories of Daurel and Betand Gerbert de Montreuillsa

Continuation de Percevdt is portrayed as unheroic to fight against astrl. In

Continuation Perceval explains that he would "debase" hintseléying even a hand on
a minstrel (Fresco 1136). And in Betarhen the hero taunts his downed opponent
explaining he was bettered by a minstrel, "The mmaomrade saw him fall and was
angry and ashamed" (Shirley 78).

Because musicians may have been a common sighedrattlefield, often
present but rarely posing any threat, real-lifestrigls may have from time to time used

their benign reputation in order to gain a tactadantage (at least in somewhat-
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embellished historical accounts). Take for exantipdestory traced by Southworth of the
Norman Jongleur, Taillefer, who apparently playadmaportant role in the Battle of
Hastings: "we have five separate testimonies tmgleur's decisive intervention in the
Battle—all written within a hundred years of theeet—of which four refer to him by
name" (33). The most complete version of the swtgld by Gaimar in Norman French
in about 1140. Gaimar tells how thiglere went alone in front of his own ranks toward
the English frontline on horseback, carrying a éaand a sword.

Before the English he did wonders.

He took his lance by the butt

As if it had been a truncheon.

Up high he threw it,

And by the head he caught it. (qtd. in Southw@aah
He did this three times and then threw it into Bmglish ranks, injuring a soldier. Next
he threw his sword into the air three times andjbau.

One said to the other, who saw this,

That this was enchantment

Which he did before the folk. (31)

Wace'sRoman de Rodeclares that Taillefer sang the stories of Rolkamdi

Oliver and of Charlemagne and Roncesvals befoilersirthe first blow of the battle
(Southworth 32). William of Malmesbury, though matming Taillefer, confirms that

the song of Roland was sung (32). Another so@eemen (Songq) of the Battle of

Hastingsnotes that Taillefer performed his feats followliagperiod of uncertainty on the

part of the Normans " (Southworth 31). In otherd# the minstrel sang and juggled his
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weapons in front of the enemy. Why? The Careguiains that his actions "heartened
the men of France and terrified the English" (Sauattth 32). Gaimar explains that
observers regarded the performance as some foemcbantment.

Causing such a disruption in the enemy ranks alamdd provide an opening for
the Normans. But Taillefer does not stop aftersimging and juggling performance,
returning to the sidelines. Instead, he does sangeven more unexpected and actually
precedes the rest of the army into battle. AfiggJing his sword, Gaimar reports that
theioglere"charged into the English line and was engulf&btuthworth 31).

However courageous, Taillefer's solitary charge alas a clear infraction of the

strict chivalric code which forbade men of inferrank (let alone minstrels) to

advance against the enemy ahead of their bettasis;lmhavior was viewed as a

snatching of honour from those who were propertitled to it. (Southworth 35)
Such a move must have been a real shock to theyeineops, and if it was an
individually planned act and not a last ditch effam the part of the Norman leadership,
an equally large shock to the friendly troops ali.widere we see an example of some of
the practical advantages built into the minstregdise. Taillefer creates a distraction
with his music and show and then takes advantageedfust the men have for minstrels
by charging them, a very unminstrel-like thing tm BBut here the additional factor of
magic also comes into play. Although Taillefer slo®t use actual magic, to the
observers the music and performance contained tatnmas of magic or spell casting.
But even without casting real spells, the minsdgs®ims to carry a sense of wonder and
magic, which in these disguise episodes is amglifgthe hero's use of cunning trickery

and technical skill—each of which have magical adations. Thus, as we will see,
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even when the hero is capable of performing maygibese episodes, he does not take
advantage of these powers to enter enemy territdeyuses instead this trick, which in

itself appears to be a very potent form of humagima

Outline of the Study

Although the minstrel disguise episodes in King tHand_Sir Orfecare examples

of a catalogued folk motif, as we will see in thexnchapter this motif has never been
investigated. Therefore, in order to move forwamust begin by first taking one step
back and building the necessary framework for ¢iigloration by compiling a
comprehensive catalogue of twelfth through fourtie@entury Northern European
minstrel disguise entrance trick episodes and timelertaking an analysis to define the
motif's basic features. This | do in chapters fdinre, and six, which respectively cover
what | have termed Chronicle Tales, Tales of Entthant and the Trickster, and Noble
Fosterling Tales. An explanation of the analysethndology and a brief overview of
findings are also located in chapter four. Addhtibresults as well as details on how the

Horn and_Orfecepisodes compare within this catalogue can bedauAppendix A.

Despite my harsh criticism of earlier critics foctising mainly on the practical
benefits of the minstrel disguise, much of my worklefining the typical features of this
motif will remain at the narrative level—but in dgi so, this comprehensive analysis
provides the foundation for chapter four, five, @nds deeper investigation into the
motif's mythic and archetypal associations, leadawveard the identification of its two
main informing traditions in the figures of Hermése mythological trickster god, and

David, the Biblical cunning harper king. This agtypal exploration culminates in
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chapter seven with an investigation of the mofiftais on the positive potential of
creative ingenuity, its representation of two areathinking strategies, and its
exploration of boundary-crossing identity-play.

As natural expressions of these archetypes, it madse to include the

investigation of the King Horand_Sir Orfeaninstrel disguise episodes among their

companions within the three comparative analyaiglietypal investigation chapters.
But additional analysis of these two focal poentsasao be found in the chapter three
individual investigation of Horrthe chapter seven examination of creativity, @&ittin

the appendix. A more detailed outline of chapteitents is provided at the close of this
introductory chapter.

Within this study, the first text | will focus os King Horn According to A.C.
Spearing in "Early Medieval Narrative Style," Kiktprn requires a special level of
attention as an example of what he calls non-metagdi style early medieval narrative
(55). Spearing explains that the modern readeotigracticed in reading and
appreciating this type of poem because the styleaah texts "are so simple as to seem
transparent; they dissolve under scrutiny, leat@lgind only the actions narrated, not the
narrative itself" (55, 24). To appreciate the ta@chl and artistic aspects of this poem,
according to Spearing, the reader must make "acamuns effort to be analytical,”
requiring a technique of close reading (55). Witbach of the chapters, therefore, |
follow Spearing’s dictate, in effect pausing thé@t of these poems with close reading,
to gather evidence directly from the texts, prawidmy own translations of Old English

text and leaving Middle English in its original &l form.
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King Horn exists in three versions, found in three manusrip text—

Cambridge University Library manuscript Gg.4.27, Q)text—Laud Miscellany 108,
Bodleian Library, Oxford; and L text—Harley 2253;ti&h Library, London. All are
believed to date from between 1290 and 1330, aarRaisd Allen reminds us in her
note, "Some Textual Cruces_in King H6@3). Allen reviews the dating of each
manuscript in detail in the introduction to hertexdt of King Horn The "commonly
agreed date" for C manuscript is 1300, but schdélave dated it as early as 1250-75 and
as late as mid—fourteenth century (Allen 3). Thed. Miscellany, or the O text—
(Oxford), is considered the earliest. O manusagpitains two different hands and dates
late 13" century or around 1300 (3, 8). The Harley maripsaor L text—(London),
contains three different handwritings and accordmgllen is the latest copy, thirty
years later than manuscript C, dating from aboB03140 (3, 13).

Unless otherwise noted, when quoting from any efttitree versions | will refer
to Hall's 1901 edition of the three texts, whichegns the standard. Hall provides all
three versions of the text but places the greataghasis on C text, stating: "C
approaches the original more nearly than L or @rasensus of L and C, or of O and C,
in doubtful passages gives the text of the origigav).

Allen's 1984 edition of King Horgontains one text, based on the C manuscript,
but also provides notes listing variant readingsnfthe other two versions. Although
Allen feels that C text dates between the other shie gives it precedence because she
too believes it to "present an earlier state oftéxe than OL" (3). Allen does not simply
provide the text of C manuscript, however. Becalmebelieves all three extant versions

to have been heavily corrupted by "100 years obatdebasements,"” she has attempted
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to "restore its original form" by including "conjecal emendations” within square
brackets (1-2). | have avoided quoting from heti@d, though more recent than Hall's,
in order to remain truer to the extant manuscriptsave, however, taken advantage of
her scholarship by quoting from her supplementdenmels, which Ralph Hanna praises
in his review of the edition, explaining: "a sulbygtal portion of the volume is devoted
to...a concerted analysis of all the evidence. Adgamines something more closely
approximating the total variant sample for a MidBleglish poem than any other editor
has ever done" (938).

The 1990 Dunn and Byrnes edition_of Hoom the other hand, is based on the L
text or Harley manuscript. Although it is nicestee this manuscript represented on an
equal footing with O and C, | have not quoted fidomn and Byrnes'’s text.

When deciding which version, O, L, or C, of Kingitddo focus this study on |
often quote from C text mainly because it is ugugiven precedence by scholars.
However, | find myself strongly swayed by Roberngsworth's assessment that the
medieval romances are a special breed of textinatlyg delivered orally by minstrels,
differing at every telling and individualized byakaperformer. Although “it has usually
been assumed...that variants are symptomatic ofrmmgynous with textual and artistic
corruption,” Longsworth suspects that “variationsweth expected and encouraged
among medievalomanciersin the telling of their stories” (2). ldentifyinte definitive
text for such a story would prove an impossiblé& tascause a definitive text may never
have existed. Longsworth explains of Sir Orfé&he three texts may represent three

distinct and equally authentic realizations of thmance" (3). Since | find the same to
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be true for King Hornl am reluctant to lean too heavily on C text al@md instead often
qguote from all three versions when making a ponae the story of King Horn.

Sir Orfeq the second focal text of this study, exists Hanin three extant
manuscripts: A text—Auchinleck MS (Advocates' 19)2H text—MS. Harley 3810;
and B text—MS. Ashmole 61 (Bodleian 6922) (Blisk iBliss reports that based on
internal evidence, the Auchinleck MS, or A textn ¢ "confidently” dated at about 1330
(x). He also explains that this version is "natriamoved from the original and
represents it with reasonable accuracy” (Bliss X@nn and Byrnes base their version of
Orfeoon the A text. The H text, or MS Harley, on thikey hand, is "much abbreviated,"
consisting of just 509 lines as compared to thed@®rtained in version A, with
handwriting pointing to the start of the fifteertbntury (xv, xi). Bliss assigns a date of
after 1488 for the final manuscript, B text, or Asble 61, and calls the text "a curious
mix of accuracy and corruption™ (xii, xvi). As \wiHorn | will use all three versions
when referring to the text of Sir Orfequoting from Bliss's 1954 edition.

Each chapter of this study includes examples faoohtextual analysis of relevant
medieval texts. Chapter two begins by looking elpst what critics have already said

about the minstrel disguise episodes in King Hamd _Sir Orfeo It then considers two

minstrel disguise studies, and finally moves to engeneral studies of disguise in Middle
English as well as some non-English medieval texts.

Chapter three presents a close reading of the mairtgsguise episode in Horn
illustrating how the poet's use of sea-threat irmagénis exploration of deception and
fidelity points out how Horn makes and keeps pra@si® Rimenhild. This chapter also

examines the poet's addition of tides into thigaiise episode as the poem's culminating
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water-threat image, thus more closely integratirgentrance trick into the poem's
overall theme and heightening the level of Horhallenge. Within this chapter, we will
also investigate the poet's careful descriptiotheftiming of events during this episode
and their possible coordination with real-life fidgcles. Finally, we will explore the
real-world castle that may have inspired the spéegdures given to Fikenhild's tower.
Chapters four through six present this study's pewinpiled catalogue of

twenty-three Northern European minstrel disguideamce trick episodes, including King

Horn and_Sir Orfepand provide a comparative analysis of the tadéset on six basic
components found in each story. This discussiaeparated by chapter into three story-
type categories: Chronicle Tales, Tales of Enchantrand the Trickster, and Noble
Fosterling Tales.

Chapter four begins this investigation in two péndirst outlining the
methodology for this analysis and giving a brieéosew of some of the findings.
Second, this chapter discusses each of the setaribi€hronicle Tales and begins the
work of isolating the basic features of the archetynspiring this motif.

Chapter five explores the Tales of Enchantmentthedrickster, including Sir
Orfeo. Here we will also examine the special relatigpsletween the minstrel disguise
entrance trick and the mythological trickster-figuHermes, explaining some of the less
positive features of these entrance trick herodsuaicovering Hermes's specific
connections with border crossing, disguise, trigkerusic/ the bard and paradox—the
defining features of this entrance trick. Thisuiea also reviews the underlying
connections between music, trickery, and magiateutstand the entrance trick hero's

special form of human magic.
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Chapter six completes the comparative analysis avitok at the Noble
Fosterling Tales, among which we find King Horhhis chapter considers the multi-
talented, innately noble, musically gifted butlsgsdmewhat smudged character of King
David, the cunning harper king, as a model forgteviously uncategorized motif of
"noble fosterling excels in music," representethmnoble fosterling hero. Additionally,
this chapter outlines the three-part story fornmaafind in the Noble Fosterling Tale,
comparing it with the early years of David's lifgain as a model. This chapter also
considers the split between Trickster and Nobladftisg Tale heroes, which echoes the
trickster's general move away from dualism towacti@omy, as the noble fosterlings
are almost completely gleaned of their more negdtickster qualities and enhanced
with inherent nobility. Finally, here we begin teeamination of the nature of cunning,
focusing on its connotations of dangerous ambiva@end its associations in both the
Biblical and mythological tradition with the divine

In chapter seven, we intensify this investigatibcunning by focusing on
creative ingenuity. Drawing on the research o&tivity and the trickster, as well as on
an exploring instinct called the Ulysses Factoeldasn the character of Odysseus, we
examine how the two forms of boundary crossindgheseé episodes represent processes of
innovation which can lead to real change.

In this chapter, we also learn how the entrancé ttself illustrates two distinct
creative thinking processes in which the contraayctoncepts of minstrel and warrior
intersect in the entrance trick hero when he assuheidentity of minstrel without
yielding up his identity as knight. In additionrepresenting the conjunction of opposing

concepts (such as celebration and mourning), tmeseents also illustrate the
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simultaneous coexistence in one character of twompatible sets of societal
expectations. Yet while evidence of the entranick hero's rule breaking is upsetting to
convention-bound characters, we also see that his afever trick, as the welcome
solution to an otherwise overwhelming problem, galiefulfills a positive function in
these tales.

Finally, this chapter will explore the cultural &ap of this type of hero and
possible reasons why this motif seems to havequdaitly piqued the interest of medieval
British culture, which again leads us back to asaderation of the motif's roots in the
trickster, the harper king, and human innovation.

Chapter eight, the concluding chapter, providesveew of the study as a whole
with recommendations for amendments to the Stitbnipson and Gerald Bordman folk
motif indexes. Appendix A provides a review of t@mparative analysis results,

locating_ Hornand_Orfecamong their companion tales, as well as highlighéind

discussing each poem's unique deviations from rtypieal formulations of this motif.
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Notes

1 Unless otherwise noted, all quotes from Sir Odsmfrom the A. J. Bliss text,
and those from King Horare from Joseph Hall.

2 See Tatlock 347-48 for additional examples ofjdise in literature. Hall 154
also provides several references to medieval disgepisodes.

% Four of these fifteen tales are versions of #raesBaldulf story by different
authors, contained in histories of England. (Iet,faight of the twenty-one stories occur
as Chronicle Tales.) If we call all four versiafsBaldulf one story, however, then
twelve of eighteen stories are of "British" origin.

* Glynnis Cropp also notes that fleagleurswere popular "especially in the
thirteenth century, perhaps as a result of Louis péatronage" (36).

® The idea that King Horis part of a northern tradition is supported Hyeot
internal evidence. Jamison notes: “Based upon siichmation as place and character
names, scholars guessed that the story of King Elaufd have originated from the
Anglo-Saxons, the Anglo-Normans, Norse VikingsPanes (Burrow 89)” (48). See
Schofield for a specific discussion of Norse chemastics in_ Horn

® Southworth also notes that Gaimar's version ofettik describes its hero as a
jongleur "because of his skill in overturning ahdowing opponents in wrestling

matches, staged for the amusement of the cour}’ (30



CHAPTER 2
A REVIEW OF MINSTREL DISGUISE CRITICISM FOCUSING ON

KING HORN AND SIR ORFEO

To dig into the minstrel disguise entrance tricktifancovering the heart of its
meaning, we must concentrate on the fusion of timstnel figure with the cunning
trickery inherent in the entrance trick. Here weaunter a very specific mix of features,
including physical boundary-crossing, disguiseadax, music or the bard, and trickery.
This unusual combination of elements leads us tirex Hermes and the trickster figure
with his life- and society-changing powers. A ¢arstudy of this motif, then, must
consider the relationship between the disguised &ed the trickster as both use creative
cunning to circumvent typical societal or heroioigentions when they are found
ineffective. In addition to its trickster origingis motif is closely associated with the
cunning harper king image, finding a model in KIdgvid's character traits and early
life. David too, therefore, deserves a closer lobikkewise, cunning, identity-play,
music, magic, and the divine all find a place i thotif, calling for a study of both its
Biblical and mythological traditions. And perhapsmisingly for a medieval motif, this
investigation must consider creativity and the poafenuman ingenuity represented in
these characters.

Unfortunately, despite the rich archetypal assamatfound in this motif, critics

have largely ignored these minstrel disguise en&anck episodes, and thus far, no
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studies of the minstrel disguise entrance trickiht@ve been undertaken. What

attention Hormand_Orfeoscholars have paid to these disguise moments terimsslight,

either simply mentioning the disguise within platremary or noting the very practical
purposes disguise serves in the episode, inclutiirfignction as a plot device or
reflection of a medieval proclivity toward the rdié use of disguises.

Even when we widen the scope to include researtideuof Middle English
literature, we find only two studies in which thengral disguise of minstrel is examined
in depth: Glynnis Cropp's brief article "The Disggiiof theJongleut' (1986) and
Marilyn Lawrence's unpublished dissertation, "MiakDisguise in Medieval French
Narrative: Identity, Performance, Authorship" (2DOCropp underlines this lack of
research at the start of her article: "While refeeshas occasionally been made to the
disguise of 'jongleur' and its use in medieval Erenarrative, particularly in two or three
well known examples, there has been little attetmgixamine the disguise episodes”
(36). Marilyn Lawrence, too, reports that "few slgrs have focused on minstrel
disguise and the particular questions it raised).(In fact, Lawrence's research uncovers
only one article, Cropp's, which considers the tngtglisguise in multiple medieval
texts. The "few other studies" in her focal aremedieval French narrative consist of
articles that explore a single issue in a singlé te

General disguise studies, too, which could alsorattis investigation, are
difficult to find in any number. In fact, the tegracy to avoid disguise studies already
appears almost a century ago in Gertrude Schogpadatment of Tristan's disguises in

Tristan and Isolt: A Study of the Sources of therRace(1913):

There are legions of instances in medieval fictirowhich the hero disguises
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himself in order to accomplish a purpose. It setrtik to attempt to classify

them. They occur in ballads, romances, and histaty inevitable uniformity.

The favorite disguises are of course those of wamglelasses, such as traders,

pilgrims, lepers, minstrels, and fools. (Schoelg227)
By 1998, however, Debra Black, in "Anagnorisis: Baling Didactic Purpose in the Use
of Disguise in Middle English Romances," notes thiaguise studies have indeed been
neglected, but her comment indicates an improveithaetion toward the value of this
research, one finally welcoming in-depth invesimad: "Because it has remained
relatively unexplored except as a narrative detoamove plot, the use of disguise in the
Middle English verse romances then becomes ancfilggowledge about medieval life
that still has much to tell us if we look beyone gurface” (9-10).

This chapter will review the limited critical commtary on the King Horand_Sir
Orfeo minstrel disguise entrance trick episodes, motieq to the two extended studies
of minstrel disguise by Cropp and Lawrence. Theltportion of this chapter will have
an enlarged focus, handling general studies oligisg

Although it doesn't explain why so few general disg studies exist, one
possible reason for the lack of direct criticaéation to the disguise moments in King
Hornis that until relatively recently, critics haveasgtioned the artistic value of the
poem. In the more recent criticism_of King Ha®well as that of Sir Orfea great deal
of energy has been expended illustrating the hyeralue of both texts, which have
traditionally been viewed as flawed or of infenmeorkmanship. In Horneritics have
objected to what they considered flat charactaanat a skeletal description of events,

and lack of true emotion, sometimes calling thenp@eimitive in comparison to Mestre
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Thomas'Horn et Rimenhild Although_Orfecusually faired better because of its magical

fairy charm, almost invisible artistry, and morefrad status as ki, critics have
sometimes complained that the final scene of tgstid recovery of kingship seems
tacked on rather than fully integrated; the hapmpiey seems trite, as if altered from the
classical form to better please audiences; andhheacters' motives are often unclear:
Why is Heurodis abducted? Why does Orfeo abdiuatéhrone and go into exile?

As recently as 1986 in his introduction_to King Ham Middle English Verse

Romancesfor example, Donald B. Sands writes: "With thie &f Horn and the fair
Rymenhild we have the earliest extant English razearihis distinction it can claim;
other distinctions, especially technical and esthate hard to come by" (15). Despite
Sand's recent defamation_of King Hpenitics had already long begun to repair Hern

negative reputation. Walter French, for one, iedys on Horr{1940) argues against the

nearly century-long "fashion” to consider Ha® "rough and primitive," announcing to
modern readers that Hoisin fact: "an accomplished work on the techngidée, with a
sure and practiced art behind it" (1, 2). Evereagntly as 1988, Anne Scott in "Plans,
Predictions, and Promises: Traditional Story Teghes and the Configuration of Word
and Deed in King Horn” found the need to illustrite poem's achievements, stating,
"King Horn is a fine poem appealing to readers of all leeéksophistication. Its story
evokes profound archetypal images, and its stydpase yet beautiful and effective"
(38). The current generation of scholars, thamkfabncurs with the view that Holemd
Orfeoare skillfully crafted texts, warranting full agal attention.

Early critics, however, probably came the closesttidying the minstrel disguise

entrance trick in Horand_Orfegidentifying examples of the motif but tendingg@ant




30

them a very surface-level handling. Joseph Halhis 1901 edition of the three parallel
texts of Horn for example, lists episodes comparable to “Hodisguise as a harper”
(174-75). William Henry Schofield, in “The Story dorn and Rimenhild” (1903),
mentions several examples of the minstrel disgussel by a character to “gain access”
(61) or “obtain admission” (63) to a place to whiehwould not otherwise have access.
Constance Davies too, in “Notes on the SourceSiofOrfeo™” (1936), provides a “see
also” note: “For the trick by which Orfeo gains ige" (354). We also find such a note
in Morgan Dickson's much more recent research,b&lesind Visual Disguise: Society
and Identity in Some Twelfth-Century Texts" (2000here she cites examples of
chronicle episodes in which "the hero assumesdleeof a harper in order to infiltrate
the enemy camp to gain information” (50), perhapkcating that following Black's 1998
call for further disguise studies such disguisedects are developing a new relevance in
modern scholarship.

In addition to the "see also" notes, some of thiy eatics venture an explanation
for these disguise episodes, suggesting (ratheglisiically) that the hero dresses as a
minstrel merely because it is his only option foceess. Schofield, for example, writes
that the minstrel disguise is Horn’s “only meangenhetrating Fikenhild’s castle and
gaining access to Rimenhild” (62). Hall providesade at this point in the texts of Horn
explaining: “It was apparently the British custooneidmit none but artists after the feast
was begun” (175). Likewise, in a discussion ofstey of Baldulf, a warrior who
dresses as a minstrel to gain access to his brotlagoesieged castle, Tatlock states, in

The Legendary History Of Britain: Geoffrey of Monath'sHistoria Regum Britianniae

and Its Early Vernacular Versio950): “the only way... Baldulfus can gain access t




31

him is in the disguise of a minstrel” (346-47). dddition to being a very surface-level
consideration of these episodes, this argumentégnane of the most important
elements of these entrance trick heroes. As wesed in the chapter three study of the
King Horn episode, each of the three manuscripts emphadaess personal
resources—including his cunning ability and learskitls. The manuscripts also
emphasize that no one can enter Fikenhild's ctstheigh any means; yet Horn finds a
way. Therefore rather than illustrating a lastredgasolution, the trick represents just the
opposite, resourceful ingenuity. Horn as wellresdther heroes from this motif can
devise a trick to solve any problem. The logicdkasion of this concept means that the
next time Horn encounters a situation that stunfipsti@er heroes, he will again find a
way to prevail with or without a minstrel disguise.

These early critics were also interested in findirgjorically accurate elements in
these stories. For example, while discussing $estorical accounts that include reports
of disguise, Tatlock states: “The main thing ist thlaviously in the view of a historian
jongleurs were privileged characters who might gpadere unsuspected” (347), which
is, of course, an example of the mobility, secupipximity, anonymity explanation
often offered for these disguise episodes. Weaasreprising twist on this argument,
however, when Tatlock adds one page later, "Songemonriters on medieval romance
speak as if it developed in a historical vacuund asif picturesque things never really
happened.... Disguise was common; for slipping abouabticed what better disguise
than the make-up of such unimportant persons astralg, pilgrims and beggars?" (348).

Davies, too, makes a similar statement regardiagteryday use of disguise: “the
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assumption of minstrel and pilgrim disguises [we®Jmuch a real practice as a favourite
literary device” (356).

Hall, one of Tatlock’s sources, states more resktyv€As minstrels, palmers and
beggars moved about freely and without questiom wishing to disguise themselves
usually adopted the dress of one of these clag$B4). Here Hall turns the argument of
the others slightly, not stating that disguise wa&®mmon practice but rather that men
who chose to use disguise typically dressed asyfieeof person who had freedom of
movement to avoid calling a great deal of unwaiatéehtion to themselves.

As an example of the use of minstrel and pilgrisgdises as a “real practice”
(356), Davies cites MapBe NugisDist. V, cap. 6 which relates how Henry V, Emperor
of Germany, faked his own death and went into “wtduy exile” presumably dressing
and living “poor in garb” (Map 481). Davies alagggests the possibility that the
disguise incident in Sir Orfewas actually drawn from “a more explicit and indita
source” (356) and quotes the following passageatimlfrom Dugdale’svlonasticon
Anglicanum VI, Part Iconcerning Ela, who having lost her mother two ggaeviously
was orphaned by her father, William FitzpatrickrliEd Salisbury, in 1196:

She was taken by relatives and acquaintances tm&taty, and there she was

brought up in safe and close custody.

At the same time in England there was a certaidieotalled William

Talbot, who put on foreigner’s clothing and crosteslsea to Normandy. There

he stayed for two years. He wandered this waytlaaicto seek out his mistress

Ela of Salisbury, and when he had found her he tfbkis foreign garb, dressed

like a minstrel and entered the court where shest&@gng. Since he was a jovial
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fellow, with an excellent knowledge of the explaifsthe ancients, he received a
popular welcome there, as though he were a clesadfr When he found a
suitable time he returned to England, taking with that venerable mistress Ela,
the heir of the county of Salisbury, and introdubedto king Richard. He
adopted her in a most particular way, and marrexdd his brother William
Lungespe... (Quintus).
Here we see an example of the real-life welcomaraéfd to a skilled minstrel. In this
case at least, the disguise-minstrel “receivedpailam welcome, as though he were a
close friend.”
Tatlock too mentions an historical disguise incideom James MacKinnon’s

History of Edward the Third'As late as 1341 John de Montfort, claimant te ttuchy of

Brittany, escaped from the court of the hostildiPNI disguised as a minstrel” (347).
Instead of asking what these moments mean or wdyftscinate the imagination,
occurring twice in some tales, these critics singulggest that the minstrel disguise
entrance trick appears and works in literature bee@f the same practical features that
make it work in real-life.

More recent critics have shown even less interestase disguise episodes then
their earlier colleagues. When they do mentiomthigowever, it is most often as an
element of plot. Although these more recent @itio longer hold the earlier concern for
historical accuracy, they touch on ground simitathie earlier scholars, again noting the
practicality of the disguises. For example, Howdnahchinsky in his comparison of

three expulsion-and-return type romances, "Qr&allaume and_Horfi (1968), cites

Tatlock, explaining: "Disguise as a minstrel wgsaular device in medieval romance
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and history for moving around freely undetectead adding that in the Horstories,
"the impersonation is merely a way of penetrathmg\tillain's castle. This deception
introduces the last climactic scene of the romajust as it does in Sir Orfé¢11-12).
Thus, Nimchinsky does note the similarity betweemrHand Orfeo's minstrel disguises
but dismisses them as "merely" a way of getting the castlé.

Patricia Ellis too, in her dissertation The JourMmntif in Fourteen Non-Cyclical

Middle English Verse Romancét983), explains: "In both instances, first asaber

and recognized through a ring and then as a harpecognized until he attacks, Horn’s
disguises are those of commonplace travelers,tandi¢lcome afforded them, the easy
access they have to people and places, is typickdast as a literary convention” (39).
Likewise, Cropp, though one of the few scholardedicate an entire, albeit short, study
to thejongleurdisguise, also notes the mobility, security, arakimity the disguise
provides for the hero (43). Thomas Garbaty (1984)mentions the practicality of such
disguises, stating: "The use of this disguise [g&]ras a plot device is common in
medieval literature due to the freedom of acces#hi® characters involved, access that
might not be available under other circumstancgsbied in Black 77).

Trickling through the criticism of King Horrwe find critics occasionally turning
to the question (or problem) of duplication withire story. Early on for example,
Schofield is distressed by the repetition of disguncidents in King Horbecause the
second disguise episode "does not impress onegasabr There was an abundance of
popular stories slightly varying from one anotterd if one feature found favor it was
often duplicated in the same romance by minstréis thought thus to increase the

effect” (62)° R. M. Wilson (1939), quoted within Kenneth Gadaitss‘Narrative Style
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in King Hornand _Havelock the Dan¢1985), also takes issue with the duplicateduwesc

episode, again attacking what he sees as a laaitistiry:
Already, in the double rescue of Rimenhild from @hs@me wooers we see the
appearance of that duplication of incident whiclswaprove a godsend to the
later writers of romance and a weariness of thehfte the modern reader. There
can be little doubt that the poem was written fomadience who demanded
adventure and incident and little more. (134)
But not all critics have viewed this repetitiondisapprovingly. Bruce A. Beatie,
for example, in "Patterns of Myth in Medieval Ndiva" (1971), explains that the
"pervasive patterns" in medieval narrative "arated to patterns of myth" (108). Beatie

guotes Northrop Frye's Anatomy of Criticisehowing that if we "stand back" from the

literature, we can see its mythic patterns or "atybal organization" which are obscured
when we focus in too minutely on details (104).

Beatie does not mention Horn's minstrel disguisé hle does note Horn's two
journeys which both end in bridewinning. Here Beauilds on the research of Theodor
Frings and Maxim Braun (1947), who demonstrate ldeatmann Marquardt's 1933
"bride-winning" pattern is common in medieval Eugap narrative. The work of Frings
and Braun also showed that each text shares asistilicture, namely that "the bride
normally had to be won twicéhe initial success in winning the bride was ffieltl by
some outside agent or event with the result theah#ro had to win, or rescue, the bride a
second time" (105).

Beatie also groups King Homaithin a more inclusive pattern called the

"Husband's Return," typified by or perhaps origimgtvith Odysseus. He states: “In a
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general sense, the whole Trojan epic cycle is [ghtal the pattern of Rothemnd King

Horn" (107). A comparison between Horn and Odysseparicularly fitting as we will
discover in the chapter seven analysis of thegteskspirit and creative ingenuity. And
although Beatie does not focus on the minstreluiésgepisodes in medieval narrative,
his approach of identifying archetypal organizatiah benefit this study within its
comparative analysis and mapping of minstrel dsgeintrance trick episodes in
chapters four through six.

Focusing-in more closely on the details of the Hewtt, Judith Weiss, in

"Thomas and the Earl: Literary and Historical Cautgdor the Romance of Hdin

(1999), also notes the duplications apparent in &wa of HornKing Horn and_Horn

Childe but believes they occurred through a complicatedgss of borrowing between

Gesta Herwardand Romance of Horn

Mary Hynes-Berry in "Cohesion in King Hoand Sir Orfet (1975), on the other

hand, asks how the double disguise episodes fumaiidin the romance. Hynes-Berry
also sees the "double climax" not as a flaw intéxe or as a lack of artistry (652) but
rather cites D.M. Hill's 1957 argument that "thesd similarity [of the two disguise
episodes in Holrshould make us look more carefully at the meaingpe romance”
(658). Although she has trouble with what shescdill's "elaborate” symbolic
interpretation of the romance, she does appeagreeavith Hill that Horrrepresents the
development of the hero from boyhood to manhodtdérealms of love and adventure
(658). She argues that the love story has precedarer the adventures in war since the
"double climax" occurs within this segment of taéet(658). Hynes-Berry also explains

that within_ Horn'sconstruction: "Emphasis is created through colettialepetition of
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events rather than elaboration of an idea. Thegblthe romance consists of several sets
of analogous situations, varied slightly” (658).n& tackling Horn's particular

disguises, Hynes-Berry notes that the minstrelussycalls up a different set of
analogues [than the beggar disguise], and testdiétorn's skill in courtly as well as
martial arts" (662). Although she begins fruitjuiere with her reference to a set of
analogues, she unfortunately never explains witatetlanalogues might be but instead
moves on to a replay of more typical statementh®flisguise's practicality (662).

Scott also considers how duplication functions witihhe text. Scott indicates
that the poem's repetitions and doublings are d®ério make us see the events as
unavoidable, as prediction and fulfillment: "Thigremetry, like the poem's frequent
folktale-like doubling, fulfills expectations byeating, and resolving, suspense through a
predictable pairing of events" (48). Scott's eatitn of the duplications as prediction
and fulfillment, like Spearing's 1987 work in "Barhedieval narrative style," and
Hynes-Berry's recognition that emphasis is cretitealigh repetition of events, each
makes sense in dealing with Has a text, reminding us that poems like King Hoawe
been sculpted in a manner unfamiliar to the modeader, requiring different reading
techniques and expectations. Such studies haed aidhe remediation of King Hdm
formerly uncertain literary value. Scott's comnseort Horn's personal characteristics
within "Plans, Predictions, and Promises," howewdt,have more specific relevance for
this study in chapter three within its exploratafrKing Horrls theme of deception and
fidelity.

Turning specifically to the criticism of Sir Orfewhich is much more bountiful

than that of King Hornwe find several lines of thought focusing on ©@ideharp, the
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harmonizing power of music, and issues of kingségzh one melding slightly into the
other. Michael D. Bristol, for example, in "The&tture of the Middle English Sir

Orfed' (1970), describes the traditional analogy betwsesmic order and musical
harmony emphasized within the poem and explairtsthigaimage of the king playing a
harp symbolizes the ways he motivates his peopéeniorace a "hierarchical society”
(342). After discussing Orfeo's inability to speakis wife in the hunting procession, he
explains: "In rediscovering the importance of sjpreged music...Orfeo brings his trials
to an end and changes his identity back to itsdraidorm, becoming a minstrel in the
final section" (346). Here Orfeo's disguise anttace trick is enveloped into a
discussion of the greater meaning of music witharomance.

N.H. Keeble in "The Narrative Achievement_of Sirf€at' (1975) is "tempted" to
see the harp as "a symbol of the integrity he haistained by his self-imposed exile"
(199). He interprets the line 'Where-on was algh#sto: "suggest not only that in his
harp he found pleasure and happiness, but thagithialy his sole comfort and stay; and
by his harp, by his fidelity and integrity, he welbme to final victory" (199).

Keeble makes special mention of the scene at tieehgaie: "From the heights of
splendour we descend to the porter at the gatd’) (20guing that this moment provides
a break for the audience before "an altogether sippcesponse is evoked" (202).
Keeble also calls Orfeo's declaration at the daehe is nothing but a poor minstrel
"dramatically ironic" (202), explaining: "Not onlgn the simplest level, is he Orfeo the
king, but, in adopting the role of a minstrel, ben fact declaring his true identity. He

appeals now not to ten hundred knights but to arg-h-his own true self" (202).
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David Lyle Jeffrey, in "The Exiled King: Sir OrfesoHarp and the Second Death
of Eurydice" (1976), weaves his analysis arounc@#ds "both an Adam and a Christ,"
focusing on the symbolism of tlyenpe-treand the harp (57). According to Jeffrey's
research, the symbolism of the harp is significanihtaining both classical and Christian
associations. It is "the instrument which heaésgbul, which 'makep the wit sharp,’
which entunes man with natural order, which brihgs to know himself, the kingly
instrument identified with the tree of Calvary, terifice of Christ and even 'holie
Scripture and theologie™ (56).

Lee C. Ramsey in Chivalric Romances: Popular Liteeain Medieval England

(1983) also touches on music's traditional assocatwith order and harmony. He
states: "From a king skilled in harping, Orfeoaduced to a poor minstrel...and it is in
this role that he comes to the greater court obther world, begs entrance at the gate,
and attempts to win back his wife" (154). For Rayj®©rfeo's harping represents
courtliness "and serves as evidence of the heno&te nobility and courtly
accomplishment" (155). And it is courtliness, ading to Ramsey, which overcomes
"the threats of the world outside the court" (155).

Robert M. Longsworth too in "Sir Orfedhe Minstrel, and the Minstrel's Art"
(1982) focuses on the importance of the harp ir@while at the same time exploring
the poem's overall treatment of illusion and rgatiteating the theme of disguise but
never really digging into the disguise moment ftséle does hit on some of the paradox
of these disguise heroes when he explains: "Tlee@oleo plays—the wandering
minstrel—appears to be a disguise, but it is it fég true vocation" (10). In chapters six

and seven, we will examine how this disguise mornegptores identity issues and the
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breaking of societal conventions by allowing theoh® assume two incompatible
identities at once, becoming for a time the conttady figure of a minstrel-knight.

In this article, Longsworth sees disguise as plaahaoverall pattern of illusion
and reality within the poem—Heurodis's dream offaey King "is a kind of disguise
worn by reality” (9); the Fairy King's attendamsthhe hunting party "have the quality of
apparitions” (9). Likewise, the Biblical allusions in the poem hdeen handled with a
"corresponding method of disguise": Heurodis'sgsieghe garden is reminiscent of the
Song of Songs which "leads not to the fruitionafd but to a nightmare in which love is
broken by separation” (9, 10); the Fairy palacecsapplike the Holy City but in fact
holds the gruesome remains of the king's victin@g.(1

In addition to noting this pattern of disguise le poem, Longsworth also points
up the important role music itself plays within tieenance, with Orfeo's harp in
particular at the center of the poem. Longswottéscleffrey, stating: "Orfeo's harp has
throughout the poem the power to bring into harmoatyre, society, and other temporal
powers" (8). He explains that the poem moves frimencarefully cultivated royal
gardens to the stark wilderness, from the comfafrtbe court to the emptiness of
homelessness, and from the ease of everyday aditat the confusion of
otherworldliness (8). From the moment Heurodis @gik the garden, order crumbles
into disorder. The only thing that retains itsemdaccording to Longsworth, is the poem
itself and the music that symbolizes the poem withe story (8). But, finally, when
Orfeo and his harp reach the source of the disprdsolution is found, and order quickly
returns: "Orfeo and Heurodis are reunited, the dkamg is restored, and loyalty is

rewarded" (8).
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Spearing too finds great significance in the meisyr and music represented in
the text, noting the traditional link between muaind cosmic order, while taking little
notice of Orfeo's minstrel disguise. He explalmat in Orfeg as in the stories of
Orpheus, music "is presented as a magical harnrmgnand civilizing power" (79).
Spearing also notes the importance of Orfeo's Haiie poem implies a minstrel
performance.... Itis also a story abauinstrelsy. The hero is a minstrel king, and his
sole weapon is his harp, the one civilized objeat he takes with him into the
wilderness and that is not thereby subsumed ita@ehlm of nature" (79).

Connections between Orfeo and King David have faésqpuently been noted by
the critics. Both Jeffrey and Spearing providesgussion of music's healing power,
including Orfeds connection to the story of David's soothing hmyor Saul. Patrizia
Grimaldi (1981), in "Sir Orfe@s Celtic Folk-Hero, Christian Pilgrim and Medieva
King," refers to Pierre Bersuire's discussion gbl@@us as both Christ figure and a "type
of David, because both were musician-kings" (158 too will look into the story of
King David but will take a different tack, tracitige pattern of his earlier years, and
noting the flaw in his otherwise honorable behavasra model for the Noble Fosterling
hero and story-formula.

The symbolic associations connected with musidjqaarly those implying
magic, certainly play an important role in stotilieat make use of the minstrel disguise
entrance trick, as we will see in chapter five.dAidnally, the king's ability to create and
maintain order and harmony within his realm is eakand is likely to be reflected in
the image of any good king. Thus portraying thelas a harper king could indeed help

to increase the sense of his control, as well iagoree the feeling that he has been
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divinely chosen to lead his people. However, mltornand_Orfeadisguise incidents

the hero is not merely presented as a king or nodohewho has mastered music. Instead,
in these moments this same hero is shown usingrogiiamd deception, developing a
tricky strategy, in which part of the truth is heid in order to achieve a goal made to
seem nearly impossible to attain; yet he is abntdch it almost effortlessly. So
although the use of music may help to reinforcedlis as God-appointed, order-
bringing, well-rounded ruler, the greater emphasthese disguise episodes is not on
this aspect of music but rather on the hero's aynand skill and his clever use of
strategy, issues not explored by these critics.

Another topic that flows into discussions of kingsim this criticism, often
overshadowing any mention of Orfeo's first minstisguise, is the beggar minstrel
disguise and his testing of the steward. For exey#pJ. Bliss's 1954 edition of the
three texts of Sir Orfeavhich is the standard text, mentions the "impexidé¢ disguise”
Orfeo uses to test his steward (xliii). But of € first use of disguise and his entrance
at the gate, Bliss writes only: "The remainderhaf section, which tells how Orfeo
entered the land of fairy and recovered his wgearrated quite straightforwardly, with
an effective use of dialogue” (xliii).

Dean R. Baldwin, in "Fairy Lore and the Meanindgsaf Orfed' (1977), notes
Orfeo's disguise as beggar-minstrel upon his rdtom exile, explaining: "The
treacherous steward is Thompson motif K2242, wihidedisguise-testing motifs are
Thompson P14.19, L4.10.4, H384.1.1, and K1817f. Bardman K1817.3" (142).
Although Baldwin does not mention Orfeo's use sfydise for gaining entrance at the

Fairy King's gate, it too should fall under Bordrsalk1817.3 "Disguise as harper
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(Minstrel,)" not to mention Thompson's K2357.1 "fugse as musician to enter enemy's
camp."

A.S.G. Edwards's only mention of disguise in "Mage, Harping and Kingship:
The Unity of Sir Orfet (1981) also refers to Orfeo's testing of the stelv"In his own
kingdom disguise becomes a manifestation of stateshp, of re-discovered kingly
acumen, obscured earlier in the poem by his prezatmn with Heurodis to the
exclusion of his larger responsibilities” (290).

Although critics are generally more interested nfie@'s testing of the steward
disguised as a beggar minstrel than in the mindisgluise entrance trick at the gates of
the Fairy King, these two episodes share severalaities, as J. Burke Severs shows in
"The Antecedents of Sir Orfé¢1961). Severs illustrates that the loss of lddig and
the loss of the kingdom are balanced by scenesisgdie recovery of both (202):

(1) Both [of the recovery scenes]...are laid inyat@ourt. (2) In both Orfeo

comes to court in the guise of a minstrel. (3)badth his appearance in old and

ragged clothing plays a part....(6) In both he plaigsharp for the ruler, and the
playing leads to the climactic incident. (7) ot he employs a strategy of
misrepresentation, or at least a withholding ofwile truth, and it is through

this exercise of his wit that he proceeds. (201)

As Severs shows, the second use of disguise by Odiefully reflects the first
disguise episode. But is this second disguiseodpisn which Orfeo tests his steward’s
loyalty, also a minstrel disguise entrance tridkthe second episode, we are told that
Orfeo arrives at a beggar's lodging "As a mingifglour liif," (A 486). Next he goes

into the city (A 501) and "gan mete" the stewaaivhom he cries: "Icham an harpour of
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hepenisse: / Help me now in pis destresse!" (A513;14). Out of love for Orfeo, the
steward brings him back to the castle where hesdlaythe court. In this scene, Orfeo is
disguised as a minstrel, hiding his true identitgl anisrepresenting his intentions (which
we will discuss more in a moment) and is brougtd the castle. But we are never given
the scene where he appears at the gate and tgastentrance, though this exact scene
may not be indispensable to the motif. Likewisthaugh he is entering a court that may
be hostile, another defining feature of this mati& don't know the court’s mood for
certain, hence part of the need for the incogmisb. t

Another important difference in Orfeo's second disg episode is that we are not
given the impression that the hero must use hisiogrhere against insurmountable odds
by entering a compound that is impossible to emt@me in which he is otherwise likely
to encounter a formidable fight. It may have bt as possible that, as_in Avowing of
King Arthur where a minstrel tests the hospitality of the |oh@ doors were open to all,
so there would be no need to disguise to gainesafy. Though this use of minstrel
disguise may loosely fall under the heading ofarte trick, the emphasis here appears
rather to be on Orfeo's use of clever maneuvedrgde his true identity while testing
the waters and specifically—as has been amply deresl in the literature—while testing
the loyalty of this steward. Here again we hag@aw of the hero's clever intellect and
his use of the minstrel disguise to enter what b&gnemy territory, but this use of
disguise appears to fit better within a motif caltee king-in-disguise.

Elizabeth Walsh in "The King in Disguise" (1975)éadins that examples of this
motif—in which a king visits one of his common sedds in disguise, accepts his

hospitality, and rewards him later—“abound in tbklore and literature of every



45

people” (3). She lists the following tales andreegts of tales as examples of the motif:
“The Lord Appeared to Abraham by the terebinthMainre,” Odysseus’s return to
Ithaka, Rauf CoilyearAlfred and the Cakes,’ the testing of the watemm the
Antapodosi®f Liutprand of Cremona (?922-7972), the storiafl and Vandrath told

by Snorri Sturluson (1179-1241) Heimskringla pPorsteinspattr austfivings “Der

Kohler und Kaiser Maximilian JT and others. More directly related to the tinezipd

and geographical origin of Hoand_Orfep Walsh considers “King Edward and the

Shepherd,” “The Kyng and the Hermit,” “John the Re&and the “King and the
Miller.” She states that in the fourteenth anteghth centuries the “motif of the king-in-
disguise became the central theme of several roesaanod a number of ballads” (11).
Joseph Harris in “The King in Disguise: An Intetinatl Popular Tale in Two Old
Icelandic Adaptations” (1979) calls the fourteeog&mtury a period that “accords well
with the probable time of the greatest populardf/these stories (76). Harris also notes
that the king-in-disguise motif is central in theéakes, qualifying them to be considered
international popular tales:
the tale embodies thlerweltsmotivof an incognito king or god among his
people but it is itself not merely a common ‘motf ‘theme’ but an articulated
narrative that maintains much of its structurahiity and many details from one
version to another, in short, an international paptale. (58)
In Orfeq however, rather than finding an internationalydaptale, we find only an
instance of this motif within the larger story. d\although the king-in-disguise motif
has received a great deal of critical attentiomsddise is not a vital element in these

[king-in-disguise] stories” (Harris 61). Here “Thiang is unrecognized but not always in
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disguise” (58). So, although the steward-testipigade in Orfeas constructed to
balance and mirror the first example of minstrebdise at the Fairy King's gate, as
Severs has shown, the two minstrel disguise epssadtully reflect two separate motifs,
the entrance trick and the king-in-disguise.

Another theme surrounding the entrance trick e@sodrfeocriticism is the
rash boon granted to Orfeo for his harp playing thnglepisode’s connections to the
Celtic harp and rote episode. Helaine Newsteatl e Harp and the Rote: An Episode
in the Tristan Legend and its Literary History” 6B, cites Schoepperle's work showing
that "the scene of the rescue in Sir Orfearesponds to the scene of the abduction in the
Tristan legend. In both, a harper appears bef@&ing, wins from him an indefinite
boon because of his superlative performance ohdhg demands the queen, and obtains
her after persuading the king to keep his prom(469).

Critics who focus on the rash boon often ignorenthastrel disguise at the gate,
noting only that Orfeo gained admittance or enténedrairy King's realm. For instance,
Schoepperle states: "He knocks at the gate ofabiecand receives admittance. The
king, having listened to his harping, declares beatvill reward him with anything he
may demand" (542).Nimchinsky explains: "After O. follows his wife the
underground realm of the fairies, he plays his lefore the Fairy King and succeeds in
rescuing Heurodis by claiming her as the unspethi@on granted him by the Fairy King
as a reward for his minstrelsy" (2). Newsteaddeems to ignore this moment entirely
stating: "Entering a luminous realm within, he galradmittance to the king's court”

(468).
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The harp and rote episode is particularly relevart study of Sir Orfeas well as
King Horn, but the most interesting part of this story altjusomes after the rash boon,
in a minstrel disguise entrance trick by Tristddere Tristan appears at the Irish knight's
camp with an instrument and is welcomed into hesngyls company to entertain them.
Once he has played, in two versions of the stonydas his knowledge of the tides, as the
knight intends to sail back to Ireland, to gain dpportunity to steal Isolt back.
Although Orfeocritics generally focus on the first half of tis®ry, the second half is
just as meaningful in that, Orfeo, like Tristanactually stealing back his own beloved
from someone who first robbed hfinLikewise, the Fairy King's castle, like the Irish
knight's camp is obviously enemy territory; in #hes of the abductors, both Orfeo and
Tristan clearly have a hostile purpose for comiiige harp and rote episode, which we
will explore more in chapters three and six, withuse of tides also has specific
connections with the entrance trick in Horn

Schoepperle reviews three of the stories we witlsaaer in this study's

comparative analysis, Trista8ir Orfeq and_Cormagin her work on the harp and rote

episode but never latches onto the recurring nehdisguise theme here. The closest
she comes is mentioning the "display of skill,"ls@as in chess or harp playing, which
sometimes occurs in these stories (536). Newdstegathentions another story containing

a minstrel disguise entrance trick, Gerbert de vianktsContinuation de Perceval

which we will also review, but also does not confrthe question of the minstrel
disguise as a motif in itself. Newstead does eraniristan's reputation throughout the
tradition as a master musician, stating that tepeat of Tristan's character was

"powerful enough to attract the Orfeo version & @eltic abduction plot" (469). But as
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the comparative analysis will show, it is typical these entrance trick heroes to possess
a mastery of musical or minstrelsy skills, with thek being used for a number of
purposes beyond rescuing, such as spying, attackmpstealing.

While evaluating Orfeo's acts in the Fairy Kingtalm, critics have also pointed
to what they consider the hero's use of magicdéssent from mythological gods and
goddesses, or his human attributes. Grimaldiexample, illustrates what she sees as
Orfeo's use of magic in the tale. In her discussibfolktale elements in the poem, she
considers Orfeo's departure into exile along wighhiarp, calling the section: "Departure

and the acquisition of magical age®trfeo leaves home, with a harp that functiona as

magical agent (not acquired, since it belongs ¢ohkro)” (149). To this description we
might also be tempted to add: (not magical, sinded>® power to tame beasts is based
on his musical skills). And again in the sectiowering Orfeo's use of the harp in

Fairyland, Grimaldi lists "Indirect combat of heand villain The struggle here assumes

its mild form in enchantment through the use oftiag" (149). As we have already
briefly explored, music itself does traditionallsie magical connotations, but clearly
Orfeo possesses no truly magical powers or matpgants,” and the texts give us no
real evidence that the court or Fairy King hasythéden enchanted by Orfeo's harp
playing. In fact, it is specifically because hamat work magic with his harp that he
invokes the rash promise in order to win his wiéek Grimaldi does also note that
"Orfeo eventually wins Heurodis back not simply d&ese of the power of his music over
the fairy king but because the fairy king has gitienword" (160).

When we consider the figure of Hermes in chaptey, llong with the magical

connotations of music, we will also explore the magsociated with trickery and how
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the combination of music plus trickery seems to l#gnghe sense of magic in these
entrance trick moments. But however helpful thasgerlying magical associations may
be, as they were in the performance by TailleféhatBattle of Hastings, actual magic,
even when the hero is capable of performing meger used to get in the door.

In addition to the critical focus on music and speally on Orfeo's harp within
the poem, scholars often refer to Orfeo's moreamis/mythological associations with
Orpheus. Newstead, for example, explains: "Siheehero of the Bretonized version [of
the classical Orpheus myth] was Orfeo, his musk#ll became the method by which he
regained his wife" (469). Like Newstead, manyicsihave compared Orfeo to Orpheus,
assuming that Orfeo appears as a minstrel in imitatf his classical counterpart but
missing a crucial variation which Severs calls Odestrategy of misrepresentation”
(201):

In place of his frank revelation of who he is angaivhe wants, as in Ovid, Orfeo

hides his identity, elicits through his music aale@sh promise that he may have

whatever he desires, then when the king demuris ahloice of Heurodis wins

her back by an appeal to the king's sense of hoi&8)
This acknowledgement of Orfeo's use of decepti@msythe door to a discussion of
ingenuity, cunning or wit. And although Seversdioes on the heart of the minstrel
disguise episode by noting this deviation fromitrad in Orfeg he does not connect
Orfeo's use of deception here to other exampldéseominstrel disguise such as we find
in Hornor, even more relevant in this case, in Tristhalp and rote episode. Likewise,
Hynes-Berry, who quotes Severs's list of corresponds between the two recovery

scenes, touches lightly on this strategy of migsg@ntation: "The caution with which
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Orfeo never admits his real interest in comingdortand his reliance on his wit rather
than the Fairy King's sympathy strike us as vepns (669). Unfortunately, she does
not elaborate here on Orfeo's wit.

The fact that Orfeo, breaking with classical traxctt hides his identity in the
Otherworld and misrepresents why he has come msfisignt. Unlike Orpheus, Orfeo (as
well as the other minstrel disguise entrance tniekoes) uses an act of deception, of
cunning strategy, to trick his opponent into legtmm in the door, an essential first step
before he can even begin to consider elicitingsa kon. There are practical reasons for
Orfeo to hide his true identity and purpose for oan For, although he is descended
from classical gods and goddesses, Orfeo is madralcan tame wild animals when he
plays his harp, but he does not possess the samwer pmwenchant with his music as
Orpheus. Most telling in this respect is the saanghich Orfeo fails to protect Heurodis
by typical measures, emphasizing his relative pteseness against the Fairy King.
Likewise, after Heurodis's abduction, he does motkkthe location of Fairy, but rather
stumbles upon it after following the ladies' hugtparty. Keeble, too, explains that
because Orfeo must request admission, we are rechinfdOrfeo's "apparent rank in
contrast to that of his adversary" (202). We atk then, to expect the acts of a man, not
a god, when he enters the Underworld. Edwardspmiois up that compared to
Orpheus, Orfeo's "powers" are much more limited:

in contrast to the various sources and analogutdsedinderworld episode,

Orfeo's prowess as harper is distinctly muted.ekiEutes none of the feats

found in most of the major versions of the OrphEusydice legend at this point:
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for example, halting Sisyphus' labors or makingmsvcease to flow. (Marriage

288)

Orfeo simply does not have the power to mesmehigd-tiry King into performing his
will; instead he must work within the frameworkafnortal man. Interestingly, we will
find that like Orfeo, Horn too is infused with cantations of divinity while possessing no
real godly attributes. And in both cases, nestiealthese superhuman associations, we
find the overriding emphasis on their use of hurskah and cunning.

Like Severs and Hynes-Berry, there have been afher critics who graze
across the importance of Orfeo's human cunninge®wa Allen in "Orpheus and Orfeo:
The Dead and the Take(1964), for example, does emphasize these geslii Orfeo.
Allen's article shows that according to Celtic ttiath, most people who appear to die,
particularly those who die prematurely, are acju@ken away to Fairyland. Allen
therefore argues that Sir Orfeothe result of the substitution of "takifay death" and of
the "sidfor Hades: by that change the myth enters inty taadition, and upon it the
presence of all Sir Orfé&ostrange and marvelous detail depends” (109gnAloes not
mention the use of cunning or wit until the finat8on, where she compares Sir Orfeo
the classical myth and quotes the Fairy King'sathte Heurodis:

Upon this sense of danger and unease the poers f@ligs strength, for in its

subject it has none of the grave yet passionatatgigf the antique myth—to win

back the dead requires a love strong enough tacores the laws of nature, to

win back the taken requires only cunning and resoiu (110)

Just before concluding, Allen states: "In Sir Orfesource has taken the place of

feeling, and the recovery of Heurodis turns upsha@rt battle of wits between her captor
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and her husband" (111). Although Allen does nbé&itportance of cunning and wit at
this point in the romance, she too seems to focs N the rash promise rather than on
the disguise and entrance trick motif. Additiopaller comments here seem based more
on emotion than on argument and evidence withattéu exploration of what
significance the use of cunning or a battle of widsld have within the greater context of
this piece, such as what the use of cunning pathput Orfeo's human qualities as a
hero, lover, or king in the face of seemingly urmagerable supernatural powers. And,
unfortunately, Allen's tone in these two quotes esarfeaseem a slightly tarnished
reinterpretation next to the deeper and more pawé€nfpheus myth.

But even when scholars seem to agree that Orfgesating with human powers,
arguments ensue over which characteristics are malestant in the poem. For example,
while Allen notes Orfeo's cunning and resolutioegKle sees "courage, resolution, and
integrity” (203) as the keys to Orfeo's successelie explains that "where brute force
failed (albeit chivalric force!) individual couraged integrity may succeed" (202).
Because he sees the poem revolving as a wholedatbarconcept of integrity, he takes
issue with Allen's emphasis on Orfeo's cunninglarmg that this attitude does "less
than justice to the import of the scene in the exindf the whole narrative" (203).

Edwards, on the other hand, in "'Sir Orfeo,' 458“41972), questions Orfeo's
honor in light of his neglected duties as king—dtislication for purely personal, selfish
reasons and thus emphasizes the irony of Orfesestpht the Fairy King remain true to
his kingly honor while we are aware of Orfeo's poes failures as king (198). He states:

"In endeavouring to define the duties of king iway favorable to his role in disguise,
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Orfeo provides the audience with criteria for asessment of his conduct in the past”
(198).

Baldwin perhaps does not consider this a full-fletigisguise moment, but he
does acknowledge Orfeo's ingenuity here too, noti@gverly, he talks his way past the
porter (11.379-386) and convinces the fairy kirgf the is no more than he seems—a
poor minstrel seeking employment (Il. 429-434)"ZL4Baldwin mentions Orfeo's clever
behavior but misses the motif through which itosferred.

By 1989, however, Spearing brings the discussiak baa more concrete idea of
cunning or human ingenuity, explaining: "Sir Oris@bout a kind of therapy; at the
same time it is itself therapeutic, in giving itedéence an implicit understanding of how
human courage and cunning can suffice to overcamers and dangers that we do not
fully understand"” (82). Spearing hits close tortierk here but does not explore the idea
of cunning any further than this one comment. Aadcerning Orfeo's use of disguise,
he states only: "He told the porter that he wasrestrel who had come to entertain his
lord, and was admitted” (57).

We can see in the different focuses of Sir Orfesearch that there is a mingling
of the magical, the divine, and the human withim poem. And in fact, we see a similar
interplay in other minstrel disguise entrance ttales, which in all cases nevertheless
maintain their emphasis on the human power of inggn We will follow these threads
in chapters five and six to explore the magical diwthe associations embedded into this
motif.

Cropp's article “The Disguise aiongleur” (1986), which is the first of the two

studies focusing specifically on the minstrel disgualso alludes to the use of cunning
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or trickery but never notes the minstrel disguisgance trick although it or a variant
appears in six of the stories she discusses. ghrbar brief analysis of the minstrel
disguise in twelfth and thirteenth century texenstning mainly from the north of France
or Anglo-Norman regions, she hopes to "establiststbck features of thengleur
disguise episode and to discern associations wajlommarratives” (37). We will
examine some of Cropp's stock features in chaptetsfintroduction to the comparative
analysis.

Cropp begins by outlining the folk motifs she seg®ngleuror minstrel disguise
episodes but does not mention K2357.1 "disguisaLasician to enter enemy's canip.”
She does appear to recognize that the situatitte isame in the entrance trick episodes

occurring in_Romance of Homnd_Daurel and Betotfithe stratagem of Daurel and Beton

recurs here [in Romanféut without the same preparation of the charaaed
description," (41) but she does not pick up onahigance trick motif here. In her search
for analogues, she states that the minstrel disdwas certain connections with Orpheus
and Tristan tales and even mentions Orfeconnection with the second half of Tristan's
harp and rote episode, where Tristan steals Isck from the Irish knight by appearing
as a minstrel, but again misses the entrancermmtf. Here she does note the "power of
his [Tristan's] harp playing, and his cunning” byplains: "Unarmed but not disguised,
Tristan presents himself as a harper and ming#d): A comparison of entrance trick
episodes will uncover, however, that sometimesrastrel disguise can consist of nothing
more than a statement by the character callingdifraaninstrel, backed up with

excellent performing skills.
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Cropp does appear, however, to be tuned into tpertance of cunning in
minstrel disguise episodes when she states tkh&ety "underlines...the distinct
character and function of thengleurdisguise as a narrative unit" (44). But she then
goes on to minimize its importance by relegating i& meaningless moment of
deception in the case of short, stand-alone epssodan aspect of plot construction to
create or enhance the denouement in longer, clogelyrated episodes:

The division of the examples into two groups digtiishable structurally by

length (with the exception of [Romancg biorn), by relation to the overall

narrative structure and by retention or droppinthefdisguise permits us to

conclude that the short episodes are principadtyatagem and a piece of

deception, whereas the longer episodes, more glogegrated into the narrative,

lead (with the exception of Gerart in tReman de la Violetjg¢o a dramatic

revelation of thgongleurs true identity, which surprises, and probablyghes,

the person who has been deceived. (45)
Although Cropp uses Sir Orfeas an example of the links these stories have with
Orpheus and Tristan tales, Orféoes not fit this model. In Orfethis short episode is
closely integrated into the narrative. Yet desgiieeclose integration, there is no
dramatic unmasking for the person who has beenwaste And if there had been, | am
fairly certain the Fairy King would not have beeglighted. Cropp has not taken into
consideration what the shorter, non-integratedogigis (as well as the longer, more
central ones) contribute to the development otctheracter's personality traits within the
story, specifically what the use of this trick damtrates about the hero and his abilities.

And of course, by missing the minstrel disguiseante trick motif and minimizing the
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importance of the use of cunning in these disgoisements, Cropp misses the
opportunity to explore the motif's trickster contieas as well as what possible cultural
or anthropological significance may be associated eroes of this special nature,
though a deeper analysis than determining stodkresiand identifying analogues was
not her stated purpose in this short article.

As one of her stock features of fleagleurdisguise, Cropp lists the following
statement: "for all the characters, the secrecypaotéction furnished by the disguise are
important” (43). And she concludes by explainitapincealment of the real person, who
is usually a major character in the work, outweiglse and deceit" (46). But we may
discover that in cases of the minstrel disguisea@ge trick, cunning and trickery are
even more central than secrecy and protection.

Marilyn Lawrence's dissertation, "Minstrel DisguiseMedieval French
Narrative: Identity, Performance, Authorship," m¢her study focusing on the French
episodes of minstrel disguise, but here the tepds she late-twelfth to the early fifteenth

centuries and includeolie Tristan(Oxford), Gerbert de MontreuilSontinuation de

Perceval branch IlRoman de Renar¥Ysae le Triste andLe Chevalier du Papegau

Lawrence, like Cropp, does not mention or dischesinstrel disguise entrance trick
motif. Within each of the four studies, which mathhan providing one extended, in-
depth study are separated by chapter into fouindtsthorter articles, Lawrence
considers how the authors use minstrel disguiSediablish a character's identity as a
lover or a knight"; to "define a character's trderitity as a powerful narrator"; to

“construct a character's identity as a writer ankighlight the craft of the author over
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that of the performer”; and finally to "exaggerpgeticular traits and functions of the
literary minstrel figure" (11, 12, 13).

In a concept similar to what we will find in Blaskivork, Lawrence attempts to
show authorial intent, explaining: "Gerbert exglicexpress [sic.] the danger of play
with identity in a culture and society built onisty hierarchical definitions of and
delineation between identities" (59). She stdtas Perceval, who interacts with a
disguised Tristan i€ontinuation "makes explicit the danger of disguise and tludish
and dishonorable nature of violation of boundabiesveen identities" (60). But we will
find that heroes who disguise as minstrels ancparentrance tricks are most generally
portrayed in a favorable light, despite any negateactions from convention-bound

characters such as Perceval.

Within this discussion, Lawrence calls the idenpitsty in Folie andContinuation
a "blurring” of boundaries (52). In her introdwuctj she explains: "In minstrel disguise,
issues of identity are magnified because a charassmes the mask of the protean
minstrel, a shape shifter and boundary crosserepitomizes ambiguity and plurality of
identity" (1). We will explore, however, that rattithan a blurring of boundaries or an
ambiguity of identity, minstrel disguise entrandeklt episodes in general illustrate the
intersection of two specific incompatible identti¢hat of knight and minstrel. The
result of this intersection is not a blend; ratle@ch hero is both fully knight and fully
minstrel at the same time—a vexing paradox thas dogeed cross societal boundaries
but one which most often results in the positivahetion to a considerable problem.

Based on Lawrence's statement invoking the "prot@iastrel,” the "shape shifter

and boundary crosser," it appears that her dismousgil connect the minstrel disguise
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with a study of the trickster, but that is not ttase. Instead, shape shifting here refers to
the fact that minstrels lack any exclusive idergipnifiers marking them as minstrels:
"The conception of the minstrel differs from autho@author, and opposing images of the
minstrel can even co-exist within a single naredti{28). In fact, Lawrence finds that
"Because no one sign universally identifies thestneiqua minstrel across all narratives,
it is ultimately the author's use of the term "nedred" or "jogleor” that signifies to the
reader that the mask a character dons is unquabtiothat of a minstrel” (39), but we
will explore this idea more in chapter four. Arthaugh Lawrence does not consider the
differing minstrel traditions, she does determim&t the best definition for the medieval
minstrel is "professional performer,” which we vae does fit minstrels in this motif
who perform both musical and non-musical entraricks.

Lawrence does note that Tristan is a trickstertaatiher chapter two, "Disguise

and Domination: The Storyteller's Verligngleriein 'Renart jongleur™ will focus on
another "well known trickster,” Renart the Fox (6Bhe also mentions the various

disguises of Tristan, as well as Fouke and JoHRatepaygne ifcouke le Fitz Waryn

among examples of trickster tale characters, emxiplgi "Because disguise is by
definition a form of dissimulation that in itselh@bles further deceit, authors of trickster
narratives... frequently structure stories of de@ptiround disguise” (62). And yet
Lawrence includes no discussion of the trickstdnisispecific relevance to the minstrel
disguise. Instead, echoing Cropp's emphasis argeand protection, and Black's
concern for authorial intent, Lawrence states: "Tloister's need to keep his identity

secret in order to pursue objectives that politicgigious, or social statutes forbid often
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leads him to rely on disguise. Trickster narraitend, therefore, to be rich targets for
analysis of authorial construction of and experitagan with identity" (63).

Her almost two-page conclusion can provide only averall finding for the
minstrel disguise—the image of a minstrel has chdrtigroughout time but always
seems to portray a performer who brings festivity:

The variety in our authors' use of minstrel disguas a literary theme and device

indeed reflects changing trends in historical migisy and shifts in society's

attitude towards the minstrel. However, despitthsechoes of the historical and
social climate in which our works were composed,marratives nonetheless
persist in representing the minstrel as a perfonnar brings his fellow

characters joy and amusement. (177)

This conclusion that minstrels are bringers ofigpglso one of the observations | make
when comparing multiple examples of the minstregdise entrance trick. In my work,
however, it is viewed on one level as one of thaymaactical features making this
disguise effective for its user. On another lelielyever, the minstrel's role as joy
bringer is at the very heart of the motif's paradalxmeaning. Indeed we will see that in
these episodes, the enemy's expectation of jogealethration from these minstrels is
very often fulfilled instead with sorrow througrstgontradictory use of extreme force.

Both Lawrence and Cropp, the two studies most tyreelated to this research,
consider the minstrel disguise in multiple medidgeats but focus mainly on only French
or Anglo-Norman literature, examining the disguiseadly in its many forms and uses.

These two studies, neither of which handles thestrehdisguise entrance trick, provide
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a useful overview but not a great deal of depthriderstanding what the minstrel
disguise can tell us.

Debra Black's "Anagnorisis: Revealing Didactic Rugg@in the Use of Disguise in
Middle English Romances" (1998) brings us to ogcdssion of general studies of
disguise. Such disguise research, as we wilhaag,often focuses on the nature of
identity and how disguise is used in this literatto hide, enhance or generally alter
identity. Black's study, specifically, consideifseien Middle English verse romances
dating from c. 1225 to c. 1500 to determine thedid purpose these poets may have
had in their use of disguise and incognito. Sh@ams that using disguise in the
romances works to move plot, as we have alreadrtasced, and also to entertain the
audience. But her main focus goes beyond theitéwvel to explore how poets use
disguise and incognito to reinforce establishedscind gender boundaries. She argues
that the use of disguise in the romances reflestsceety in transition in which the
traditional hierarchies are being tested and dassidaries are being crossed, chiefly by
the wealthy new merchant class. She demonstizéslaring what she considers
didactic uses of disguise, a character from theeuplass takes on the identity of
someone from the lower classes and, importantpiteethe disguise continues to
exhibit noble traits—in others words, true innebiity cannot help but show through the
false lower class exterior. In her introductiomadk states decisively: “In all cases [of
the fifteen texts selected for closer analysis]ahagnorisis re-affirms the justness of the
traditional hierarchies based on class and ger{égr”

Although disguise does appear to allow charactecsdss class and gender

boundaries, the opposite of Black's thesis conagrtiie didactic intent of such boundary
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crossing cannot entirely be ruled out. She stdbesll of the plots examined that use
disguise, the original status is restored as dinedtion of the ideology behind the
guestioned power structure, and the status quaditional order is restored” (236). But
it may be just as likely or even more likely thiag¢ poets are using the safe environment
of the romance, with a happy and seemingly appatgending, within which to
seriously engage issues of change. Black addrdssesounter-side briefly in her
conclusion, explaining that the poets address gogienrest or anxiety by providing an
instance of the carnivalesque, through which chiara@re allowed to reverse positions
in play but that the poets do not allow for a sgsitbok at such reversals. As evidence,
she posits the fact that these reversals gengnallyde the opportunity for social
mobility only to the upper class, which indicatkattchanges in social class are not
appropriate for the lower classes. In closing tligsgussion, Black states: “the verse
romance poets are hardly advocates for change’) (238

Attempting to define an author’s ideology, howevem’ complicated business.
Susan Crane underscores the problems associatethigitask in her 1997 discussion of
medieval selfhood in “Knights in Disguise: Identégd Incognito in Fourteenth-Century
Chivalry,” which we will consider in a moment. @eastates that chivalric literature
seems to define individual identity in a very diéfat way than scholarly, religious
writing. She explains that identity or the ideaadfelfhood is “ideologically
conditioned”:

identity might be multiform even in one era, difatly configured, for example,

in clerical and secular circles or in popular ahigé®@nes. These circles

interpenetrate, of course, in chivalric literatuself, where authors’ clerical or



62

reformist impulses cannot be fully disentangledrfrheir representations of an
ideology specific to chivalric practice. (65)
And Richard Kaeuper in "The Societal Role of Chiyah Romance: Northwestern
Europe" (2000) even goes so far as to call roméamtieerature of debate, criticism,
reform" (99):
As the practice and ideal code of the dominantaswélay society for roughly
half a millennium...[chivalry] became the framewodt tiebate about how the
dominant laypeople should live, love, govern, figirtd practice piety—real
issues with real consequences. Romance literaineeof the major purveyors of
chivalric ideals, thus becomes the locus of dedbtait such basic social
issues.... (99)
So Black's declaration that the “original statusestored as a reaffirmation of the
ideology behind the questioned power structure,thadtatus quo of traditional order is
restored,” (236) appears to be an over-simpliftcatf the matter. One thing is certain,
the audience can read its own agenda into anytiiddement, regardless of what the
author's original intent may have been, if it weven possible to determine authorial
intent. But Black does appear to be correct indssessment that the anxieties of the
upper classes during this time are perhaps bemgg@lout within the confines of the
romances. And instances of disguise do indeedvdtio the exploration of these issues,
whatever position the individual poets may havepsuied. We will consider the
potential for real change unleashed through thakimg of the societal boundaries later

within a discussion of creativity and the trickster
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Susan Crane also explores issues of identity dfftbsd in “Knights in
Disguise,” dealing specifically with “protagonigtgho] adopt plain or fabricated arms in
combat, often just for the space of a decisivertaorent” (66). Crane focuses here on
how during this period renown could be the basisaftype of individual identity,
deriving from “public judgment” (65). She explaihew disguise plays into the
formation of this identity:

The pivotal function of chivalric incognito, theis,to establish or revise the

perception of others concerning the disguised Kiggherits. That is, incognito

is not significantly self-concealing and self-pigiteg, but the reverse: the

disguised knight draws the curious and judgmen@laad stands clear of his past
to be measured anew. Moreover, the full semidsisoognito requires that the
knight complete his adventure by giving up the disg and incorporating the

renown he has won into his earlier identity. (70)

Horn’s use of incognito while he fights in Irelaadl Cutberd, as well as when he
lands for the first time on the shores of Westesagdoes seem to fit Crane’s thesis. He,
in effect, fights under a “plain” shield upon hisi@al in Westernesse and a “fabricated”
shield when he assumes the fictitious identity oft@rd. In addition to providing a form
of protection for himself, through which he canntfy his enemies before they identify
him, here Horn wants to make his own name as a enasayrior, and finally a king,
rather than simply relying on his heritage.

Jonna Kjaer’s paper “Disguise and CommunicatiothéFrench Verse Tradition
of the Tristan Legend” (1985-86) also exploreseassof identity but more importantly to

this study, touches on the role of music in thef@n corpus. In a secondary set of
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Tristan myths, (those Kjaer considers “interpretadi of the texts in the primary group”)

“Lai du Chievrefoiby Marie de France, two interpolationsLia Donnei dez

Amanz..and Gerbert'€ontinuation de Percevalshe identifies the key theme of music.

In Chievrefoil Tristan becomes a “harp-playing poet,/Donneihe “sings like a

nightingale,” and irContinuationhe disguises himself as a minstrel (51). Kjaentso

out that in all of these episodes, “Isolde eith@ows his identity beforehand or she
recognizes him by his voice or other features dedps disguise,” while Marc never
recognizes Tristan’s true identity (51). Kjaerirgrets this to mean that “music
functions as an exclusive language which perméddiiers to communicate, so to speak,
beyond society. In all versions of the myth, musgresents Tristan and Isolt’s intimacy
and the specific autonomous world of their mutoael’ (52).

Is this true of King Horror Sir Orfe®@ Does music represent a form of intimate

communication between the lovers in these textd®eM\Horn finally reaches Rimenhild
in the second rescue episode, all three texts exgilat Horn sings, Rimenhild cries, and
then she swoons: “He makede Rymenhilde lay, / &hekede walaway. / Rymenhild
feol yfwoze" (C 1477-79). Schofield argues that Horn, likisten in Gottfried's rote and
harp episode, reveals his identity to Rimenhildtigh familiar lays (60). However,
these lines in Horare ambiguous. This passage could mean eithieRtireenhild
recognizes Horn by his song, and the emotion alief ege too much for her, causing her
to swoon, or it could mean that she is perhaps Isnezminded of Horn. His long
absence along with her unwanted marriage to Fikemhioo much for her to bear, and
she swoons. In either case, whether music repieaesecret language operating here

between the two is possible but not explicit.
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But even if not specifically music, some form of“amclusive language” or
means of communication between the lovers may thedunctioning in Horn Hynes-
Berry also touches on this possibility, drawingtib@ associations between music and
harmony. She says: "Horn's disguise as a minstredt used to test Rymenhild's love,
but to produce a manifestation of it; music is pprapriate symbol of the harmony
between them that will prevail over all treach€§59).

But even more fruitful areas in Hota search for an exclusive language may
include the ring given to Horn by Rimenhild or direams had by both lovers. In fact,
Hynes-Berry notes that the ring becomes a "liteyaibol of love and recognition” in the
Mody and Fikenhild disguise episodes and that dagioal powers are downplayed to
accentuate it as a symbol of Horn and Rymenhitd/e bind the power of that love (660-
61). Likewise, Hynes-Berry explains that Horn'mglic dream "results from the close
spiritual union between them" (661). But we casoaee that images from Rimenhild's
fishing dream, along with Horn's name and the rbeg,ome the intimate language
through which Horn communicates hints of his idgrtth Rimenhild at the Mody
wedding. The two fishing dreams, as we will explor the next chapter, are also part of
the sea-threat theme running throughout the poem.

Sir Orfeq on the other hand, does not appear to use ansgxelform of
communication between the two, in this case mart@ers. For example, when Orfeo
arrives at the castle in the land of Fairy, Heusasliasleep:Per he sgje his owhen wiif,

/ Dame Heurodis, his lef liif, / Slepe vnder an e¥tpe: / Bi her clopes he knewat|it
was he” (A 405-8). The Harley and Ashmole textbalg this reading. “By her glowes

he wyst it was sche” (H 378). “Be hyr clothys hye knew” (B 395). Although he
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recognizes her clothes, this cannot be called alugixe form of communication since
anyone who saw her the day of her disappearancklwmare than likely recognize her
gown again. There is no further mention of Heusdactions until Orfeo has played,
won her back, and they are about to leave: “Hi§ hngitok bi pe hond / & dederhi
swipe out of pat lond” (A 473-74).
Heurodis does, however, recognize Orfeo while shgart of the hunting party

before he arrives at the castle to rescue her:

3ern he biheld hir, & sche mieke,

Ac noiper to oper a word no speke,

For messais pat sche omtseie,

pat had ben so riche & so bei

pe teres fel out of herss. (A 323-27)
At this point in the story, Orfeo has been in exdeten years and looks like a wildman.
He is “barfot” (A 232); his body is “oway duine” (261), and his beard has grown to his
“girdel-stede” (A 266). When Orfeo approachesRaey King, it is this wild appearance
coupled with his harp and musical prowess anddbethat he calls himself a “pouer
menstrel” (A 430) that constitute his disguise asstnel. Presumably Heurodis is
accustomed to seeing Orfeo with his harp, so fothwe is no disguise. It is his
appearance as wildman that is alien for her. Sisbacked to see how he has changed,
fallen from the position of king to that of wretchexile. Yet despite this complete
reversal in his position and appearance, she kikawsmmediately. His subjects and
the Fairy King, on the other hand, as in the kimglisguise tales, do not recognize him at

all.
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It seems unlikely that Heurodis’s recognition oféoris associated with his
music or any other token that is exclusive betwertwo. Instead, the most relevant
theme here seems to be his reversal in fortune. t&tt says she wept to see this man,
who had once been so rich and mighty, now in sistodhfort, reflecting here the
Boethian theme of Fortune's wheel. Heurodis appigreoves Orfeo as a man, not just
as a king, since her recognition of him does npedd on his role or position of power.
Orfeo and Heurodis, therefore, although very ckrsetionally, do not seem to use an
intimate form of communication.

Morgan Dickson, in "Verbal and Visual Disguise" (20, also considers the

connections between disguise and identitlyolie Tristan Romance of Hornpomedon

andGesta Herwardand concludes that "disguise is used to examm&ature and

eventually the integrity, of a character's iderit{§1). She explains that a character's
identity is made up of both exterior and interiacéts. In addition to the interior self, the
external qualities of physical appearance and bstatus are important factors
determining identity. Dickson asserts, thereftiat disguise allows a character to
remove the self from the position he normally hatdsociety, thus allowing him the
freedom to define himself and then reveal thisrddin to society. Dickson explains

that in the pilgrim disguise in Romance of Horn

the adoption of a disguise allows the hero to erisbciety without the
expectation that he should behave as a knight,hwtacadoxically allows him to
prove conclusively that he belongs essentiallyexdusively to the morally
rigorous class of knighthood which he claims fa twwvn. By proving, while in

disguise, that the interior identity of the selhatks to the social identity that the
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knight would like to claim, once he has shed hsgdise the knight is able to

claim that identity unequivocally. (53)
Although there may indeed be some validity to Dacks argument concerning the use of
disguise in general, in the specific case of tlesestrel disguise entrance tricks, the
emphasis is rather on the character's internalirese and appears to be one vehicle to
illustrate the special qualities these heroes @ssstiich make them superior to other
champions. And although Dickson does note sevaled in which the hero disguises
himself as a harper to enter an enemy camp tosfgyapmmunicate with a princess or
gueen, she does not explore the idea further.

In this review of the criticism of disguise, inclad both general studies as well

as those focusing specifically on King Hand_Sir Orfepwe can see that the minstrel

disguise entrance trick motif has not yet beenstigated. Likewise, the minstrel

disguise episodes in Hoemd_Orfechave not been seriously reviewed, indicating alnee

for this study. Additionally, the greater parttbé relevant research that has been done
focuses on Sir Orfemther than on King HornAnd one critic, Spearing, even questions
the general validity of much of the existing Sif€rcriticism: "There has been much
scholarly commentary on Sir Orféfar more than on King Hojnsome of it

illuminating, but much seems to be based on falsapretive premises, and actually to
function as a barrier to the reader's responsg' (8&hough critics may have found
Orfeoas the proverbial mirror to their own souls, tllegcussions have provided us a
starting point from which to consider the entratrak in Orfea With Horn on the other

hand, there is simply less critical material instence to look at and work with. For this
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reason, the next chapter will provide a closer labthe entrance trick episode_in King

Horn, allowing us the necessary entry into this romance
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Notes

! As I did not have access to a translation oftims, | had this portion translated
by Quintus, P.O. Box 320, Keysoe, BEDFORD MK44 2Xlnjted Kingdom.

2 Nimchinsky also examines how Hézbeggar disguise episode corresponds
with Orfeds beggar-minstrel disguise scene. In both ofetlseenes there is an exchange
of clothes with a beggar, and each hero uses figgidie to test another's loyalty—Horn
tests Rimenhild, and Orfeo tests the steward. thaddilly, both heroes make use of a
recognition token—Rimenhild's ring and Orfeo's h@i1).

3 Although Schofield doesn't say so, he may haes beacting here to the theory
by Ward concerning corruption in the text. Hadltes in 1901 that “...as Mr. Ward
suggests (Catalogue, i. p. 448), [hypotheticalisard—a non-extant common original
of our three versions may] have added the King Mepigode, and thus duplicated
Horn's disguises and rescues of Rimenhild" (xihe King Mody episode is Horn's
disguise number one as beggar. If Schofield betid¢lie appearance of two disguise
episodes to be a corruption, not contained in tinigihal” version, it would explain his
irritation. Some careless scribe or poor writesilgal his thesis, causing us to doubt that
King Hornis a true narrative. However, we can work onlthwhe extant texts we
possess and not with hypothetical common origimasurmise could have once existed.

* Longsworth appears to build on part of an argumeade by James F. Knapp
in "The Meaning of Sir Orfeo" (1968). Knapp alsmings out the "theme of illusion and
reality” in Orfeq while chastising Bruce Mitchell for claiming i®@4 that the grim

catalogue of Otherworld inhabitants was not patheforiginal poem (270). He explains
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that this description of horrors, coming after tiiparalleled beauty of the palace itself,
"constitutes a powerful and significant ironic aast” (271).

®> In her defense, Schoepperle apparently did nsggss an adequate edition of
the poem while performing her study for this 1948t She states in a note: "l have had

access only to the edition of Ritson, Ancient EstgiMetrical Romancesondon 1802,

1" (541).
® Newstead notes that in the Tristan harp andapigode, "the Orfeo theme is
attached to the abduction rather than the resauet is echoed in the rescue of Isolt
since Tristan wins her back by playing the rotsinailar instrument” (469).
” Cropp finds the following motifs in tjengleurdisguise:
the lover who assumes a disguise in order to gaiass to the lady he loves, the
lover or princely suitor masked as a minstrel,dlsguise of a woman as a man,
and the hero’s disguised return as typified by ti&dysseus disguised as a
beggar, but it also has connections with the staféMerlin, Orpheus and
Tristan. (36)
We do see elements of these motifs in Horn anddGrigses of the minstrel disguise—
each hero dons the disguise “to gain access tiadyehe loves.” Horn is a “lover...
masked as a minstrel” when he goes to save Rintefrbiin her second unwanted
wedding. Orfeo and Horn both perform “the herasydised return.” And finally, Orfeo

of course has connections with the story of Orpheus



CHAPTER 3

“WIP NONE GINNE™: HORN'S CUNNING
AND THE TIDES OF FIKENHILD'S TOWER

The minstrel disguise episode_in King Hdras elicited a variety of critical
reactions. From statements of inartistic craftsshgy visions of true-life nobility
slipping about with harp in hand, and images obeerwhelmed hero undertaking his
last-chance option, critical commentary later mawesxplanations of efficient plot
development—mobility, security, proximity and anaomty for the hero. Many critics
have noted other tales containing comparable erdrtaick disguise scenes. Critics have
also identified the second bridal rescue episoqeeof typical mythic or folktale
patterning. But few scholars have stopped to thginty examine this scene, examining
its design and function within the poem.

Clearly this second disguise episode in Hgran example of the minstrel
disguise entrance trick motif or Stith Thompsonz3K7.1 "Disguise as musician to enter
enemy's camp."” Chapters four through six will canggmultiple examples of such
episodes to determine the defining features ofrttasf. But in the meantime, this
chapter will look more closely at this scene in ¢kiHorn beginning with the nature of
Horn's challenge, Fikenhild's impossible-to-entever. We move next to an exploration
of how the description of this castle functionshitthe poem as a whole, and will then
consider the special features of this tower inijetad finally end with a comparison of

another minstrel disguise episode that also madkegrcuse of the tides.
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In this second disguise episode, Horn returns fearddenne to find Fikenhild's
newly constructed tower, which he must accesswe Bamenhild. In L and C
manuscripts, Apulf's cousin Arnoldin explains thise mai per come inne / Noman wip
none-: ginne” (C1455-56). If no one may enter this astlithnone ginnewhat exactly
is aginne? Allen glosses the woragp ginneas “by means of siege engines (mangonel,
arbalast, etc)...[Aphetic form of Oéngir}” (KH 382). Based on this line, it would seem
fairly clear that the castle is formidable, but wta we really know about this structure?
Rather than as a reference to war machines, DuhBwames glosso gynneas
“any stratagem,” in their edition of Ho(h text, Harley Miscellany) (148). Joseph Hall,
although citing the French origengin glosseginneas “device, artifice” (207), which
appears to imply trickery or ingeniousness. itriportant to note that as soon as
Arnoldin has finished speaking to Horn in this @ages the C manuscript narrator tells us

that Horn is very clever: “Horn cupe al pgdi/pat eni man of wite” (C1459-60). The

University of Michigan’s online Middle English Dichary (MED) provides the

following definitions forlist(e), with listesas the plural:

(a) Dexterity, adroitness; ability, skill; clevesse cunning...

(b) an instance of adroitness or cunning; a skillart; trick, stratagem;

(c) a device, design; token; (McSparran).
As the narrator here is describing Horn's attributeabilities, definitions (a) and (c)
seem the most appropriate. Likewise, Hall glo€s@sanuscript'diste as “cunning,
craft’ (214). L reads “Horn coupe alle p&ds’(1479), which according to Hall means
“accomplishments” (214). But as the pluralitte, we may readistesas something like

"skills," with the connotation toward mental skiflickness, clever abilities, or
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resourcefulness that we find in the words "dextéand "adroitness.” We are told early
in the tale after all that Horn has the best urtdading of the boys: "He was pe fdige/
& of wit pe bedte" (C173-74).

O text is formulated a little differently, contang the words “herkenede alpe
lyfte” (1506). According to Hall this means that Hoiok all the advice that his
companions offered” (174), apparently because ettidition oherkenedewhich
implies that Horn listened to the clever ideasisfrhen. However, if we consider the
next line, which is the same in all three manussrifpat any man of wie" (01507), we
see that Horn is not taking heed of just the adefd@s companions, but rather he takes
heed of all possiblelever ideas. In other words, he is aware of (iséaned, learned and
taken in) all the tricky plans or strategies anyooeld try. In fact, each text explains
that Horn "in herte lge" (243), "caught in his heart," all that he wasght And
indeed, by the time Horn arrives at Fikenhild'seéovihe has well surpassed the abilities
of his teacher—who was instructed to "tech him jpéidiites / pat pou euer igt" (239-
40)—by actually knowing as much as any man cotldis announcement of Horn’s rich
resources signals to the audience that despitat¢héhat no other man could figure a
way to get in, Horn has the cunning ability or ¢inearesourcefulness to come up with a
ginnefor entering the castle.

The MEDlists four definitions for the wordinnein addition to its use as a
surname, noting Old French as the word’s ofigin

1. Inventive talent, ingenuity, cleverness, skilso, skill in magic or occult

science....
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2. (a) A means of effecting a purpose, an expedseheme....
(b) clever policy, strategy; trickery, treachery....
(c) aclever scheme, stratagem; a trick, ruses.wil
3. (a) Aningenious device or contrivance; a shimechanical contrivance,
machine; an instrument....a hoist, crane....
4. Mil. (a) A machine or structure used in assaultingedertling fortifications, a
siege machine or tower....
(b) a siege machine for throwing missiles....?a weapf personal combat....
(McSparran)
Essentially, within this episodgnnecould mean any of the above. Arnoldin's statement
could mean that no one can enter the castle byn@aynsincluding ingenuity, scheme,
strategy, trickery, an ingenious device, or by siggachine. In other words, according to
Arnoldin, there is no way to get in. In chapteefs exploration of the entrance trick, we
will learn that the Homeric Greek term for trickused interchangeably with the word for
technical skill and that both have connotationmafjic. We see this same three-prong
meaning inginnés first definition, which combines cleverness|iskind magic.
When we compare the problem and the solution ind_@ texts, we find lock
and key in the concept of cunning. That is, fer pihoblem of the castle for which no
ginne(no possible ingenious schenegood enough, the poet offers us Horn's
possession of the ultimalist(e), (the most ingeniousness possible in a man). Bath
problem and the solution focus on the necessitlesirability of clever cunning. But the
problem is shown to require in the tegmnenot only human cunning and skill but also

possibly magic. Yet both problem and solution d&tsms on human ability; we are told
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no manmay enter there with any kind of clever schemetaed reassured that Horn has
the greatest cunning ability of any maBut will the best powers of a man be enough to
enter where no man apparently can? Almost in answiis question, the very next line
has Horn bringing out his harp, and the disguiseogle begins. Horn and his men are
welcomed into the castle, without the violence isfditempt as palmer. His immediate
success then leads us to wonder if perhaps therelidssguise offers its hero something
that pushes beyond human ability? In chaptersanasix, we will consider the human,
magical and divine associations contained in thestrel disguise entrance trick and
perhaps learn how this archetypal moment couldagorihe extra boast necessary for
Horn to enter where no man can. For now, howdgeus return to Horn's impossible
challenge.

As we discussed, in L and C manuscripts Arnoldinnsaddorn that no man may
enter Fikenhild's tower with nginne And in each of the texts, Horn appears with his
ultimateliftes ly/te, orlijte to do the job. Butin O text, rather than poigtto the
inadequacy of all possibinne Arnoldin focuses on exactly why no one may ettter
tower, explaining: Per may no man on legge / By pafe by brigge" (01502-03),
meaning that the tower is not possible to apprdggbath or by bridge. In Weiss's

translation of an earlier variant of the Horn starliomas's 1170 Romance of Horn

Wikele's castle is "very fine and strong; he madd stone and cement in an
impregnable spot" (115). In King Harhowever, what was earlier merely an
impregnable spot has now become a position surexlibyg the sea: “Strong ftal he let

{ette, / Mid{éé him biflette” (C1395-96). Each of the three osamipts gives a



77

corresponding description of the tower’s constarcend positioning:

Ston he dude lede

Per he hopedépede.

Strong céel he letlette,

Mid {éé him biflette. (C1393-1396)
Although each of the texts confirms the castl@aatconstruction, L and O manuscripts
actually omit the word "strong,"” emphasizing wasithe castle's main defensive feature:
"Caltel he maddette / wip water by flette" (L1411-12); "A l& he dude fiée / Wit water
alby fette" (01444-45)

The narrator continues in C and L by explaining tha tower is reachable only
by bird in flight: “per ne mite liste / Bute fgel wip fliste” (C1397-98) In the first of
two such references, O explains more concretehythigetower is not reachable by path
or by bridge: “Mit no man hon on legge / By pape ne by brigge” (3445 occurring
once in the initial castle description and thenratgter in Arnoldin's speech with Horn
(1502-03).

Logically, though, the tower must be accessibleetwow; Fikenhild must have a
way in and a way out, after all. And indeed wendaom the final two lines of the
description in all three texts that the castleasmerely surrounded by a moat, rather this
water is also affected by tidal movements: “But wie pele wip drage / Mizte come
men ynge” (C1399-1400). Therefore, the main feature mgkive castle inaccessible by
any clever scheme is its positioning: surroundedusit by water but by tidal waters.

When the tide is low, a path or bridge is appayemretvealed which leads to the castle.
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During periods of high tide, that path or bridg@tiesumably hidden below the waterline,
making entrance impossible.

By enhancing the castle's defenses to includedhget of surging tidal waters,
the King Hornpoet has raised the level of Horn's challenge.lddger is he merely
attempting to access a strong enemy fortress. INotas the additional problem of time,
as he races the clock—or rather the next tide-dardo reach Rimenhild. And indeed, if
we examine this section of the poem, particularliFzikenhild’s preparations for the
marriage, we notice a fairly intense awarenesh@ptissage of time:

ffikenhild or pe dai gaffipringe

Al rist he ferde to pe kinge,

After Rymenhild pe bsie,

To wedden hire binte.

He ladde hure bi pe derke

In to his nywe werke;

Pe felte hi bigunne

Er pat ros péunne.

Er pane horn hit vie,

Tofore pelunne vpreie,

His {chupftod vnder ture

At Rymenhilde bure. (1427-38)
Spearing too points out that in this passage "#iserbecomes full of indications of time:
‘or the dai gan springe’ (1427), 'bi nighte' (143fl)the derke' (1431), 'Er that ros the

sunne' (1434), 'Tofore the sunne upriste' (1428l)these phrases emphasize the passing
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of time, the inevitable coming of the critical ddW@#2). This awareness of time,
however, does more than just heighten the susarkthe anticipation of dawn's

arrival, which will decide the outcome of the rdmmgween Fikenhild's preparations and
Horn's return. This catalogue of time referendss eecounts the timing of the
characters' actions, which the audience knows fitusto the appropriate tidal
movements if anyone is to safely enter or leavetthier. These tidal defenses are not
just a random detail added by the poet, howeverattwally form part of a series of
deliberate water-threat references appearing tinauighe poem. We'll leave this
discussion of the tower for the moment to explare these recurring water images carry
the theme of faithfulness and betrayal throughlo@ttoem.

According to Hynes-Berry, within the story of H@mourney to manhood
"emphasis is created through controlled repetitibavents rather than elaboration of an
idea" (658). But this poet also creates emphasrejetition of images. In this case,
images depicting the sea's ability to derail huplans and intentions. Anne Scott
explains: "the bulk of the poem concerns itselhwitorn's deeds, the promises or
predictions foreshadowing them, and the statenrestsunting them" (42). And indeed,
we find that sea-threat images appear througheupdlem, connecting characters'
promises, actions and their consequences, likdspaaa string. Each of these images or
pearls is coupled with a reminder of one of Homews or a statement indicating
deception or both. These images also enable twadio Fikenhild's vows, his obvious
treacheries, and their consequences. But mostriamty, they allow us to follow the

developments between Horn's carefully made promiseslelayed returns, and his last-
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minute rescues, highlighting these pivotal momeants$ guiding the audience from one to
the next throughout the poem.

The heart of this poet's exploration into faithfeds and betrayal lies in the poem's
two rescue episode sections, which share a vegyfgpepeated pattern, each built
around a vivid drowning scene. In both sectiorsane shown how Horn and Fikenhild
each honor or possibly compromise their promigeghe first section, the emphasis falls
on Horn's possible misdeeds. In the second, tesfs on Fikenhild. But in both we are
encouraged to compare how each handles possitdeha of fidelity. We will examine
this pattern in detail after considering each efploem's guiding pearls.

King Hornincludes numerous allusions to the sea. In addit eight sea-
voyages, Saracen ships, and natural referenchs et which surrounds these
characters, we find a rudderless boat fitleo fishing metaphors and an additional
reference to Rimenhild's fishing dream, Horn'sifadied sea death, the drowning of the
messenger, Horn's dream of Rimenhild's drownind,adrcourse, the tidal floods

surrounding Fikenhild's castle. The earlier RoneamicHornalso includes sea

references; in fact Rosamund Allen explains that '4ea is a prominent feature in the
tale of Horn" (Date 123). However, the King H@oet builds even further on this
"inherited narrative feature... by highlighting therils of navigation, pirates, sickness at
sea, and drowning" (Date 123)With "highlighting" here, Allen appears to referthis
poet's enhancement of existing scenes and additioew references which include
danger or threat from the sea, as we have seée jprotective tidal waters. Of the
poem's eight existing sea-threat references, feeevadded by the King Hopoet

himself: Rimenhild's fishing dream, Horn's referema the dream before departing to
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Ireland, the drowning of the messenger, Horn'systbhis own death by sickness at sea,
and the tower's tidal defenses. Each of thesearafes plus the existing dream of
Rimenhild's drowning becomes a guiding pearl onsthieg of this narrative.

King Horn has been criticized as offering flat or dichotomaharacterizations.
Spearing says: "The world represented in King Heimghly stylized; it is a world of
extremes with no middle ground between them" (&)ott states: "King Horis replete
with characters who are clearly good or clearly batinever both simultaneously” (44).
And in this type of world, Horn is obviously onetbk clearly good characters. Hynes-
Berry, for example, praises Horn's ability to hamze love and duty: "as each episode
progressively shows how fair and perfect a heranHgrand how he himself integrates
his love with his heroic deeds, we close the rormampressed by how decisively heroic
and fair this lover is" (663). But the world of khas not quite so dichotomous as we
may at first believe: Fikenhild's treacheries dea¢ but Horn is a more complicated
case. For example, Scott argues that the poetcte® out a kind of grey area that exists
between absolute promise and expected fulfillmenkorn's use of conditional
statements in his promises to Rimenhild (62). &t@ains: "the syntax and wording of
Horn's promises contribute to their indeterminattire, and to our impression of Horn's
cleverness" (60). Scott sees Horn's use and hanoficonditional statements while
maintaining a "conventional valour" as an indicatad his individuality (64). She goes
on to note, however, that there is "something datmg in the expression of Horn's
words and deeds that provokes, in however gemtlaya our own calculations about
Horn's motivations, and about the degree to whehpbem's language extends beyond a

codified framework to support an individualism tfle and character” (64).
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The sense of Horn's open-ended formulation of pgemas "something
calculating” is communicated to the audience sulitipugh Horn's own words, which
stand on their own for the audience's assessniémbughout the poem, in fact, the
author allows the characters to speak and relatsttry themselves wherever possible:
"Nearly half of King Horn-- almost 700 lines -- consists of direct speegthle
characters; and the poet sometimes converts nagiato direct speech by having one of
the characters tell another about some of the goevents” (Spearing 31). There is, in
fact, a relative absence of narrator interferenceughout the poem. Spearing shows:
"there are none of the devices by means of whiten faedieval poets...make us aware
of a narrator distinct from the material of therative, who is consciously aiming to
present that material to us in one way rather grarther" (31f. Despite this absence of
obvious narratorial intervention, however, we cae that the King Horpoet is still very
much in control of his material and his audiené@ad although Scott suggests that the
poet uses Horn's conditional promises to make gerahpossible actions seem
appropriate (64), we will see rather that throughtmlled water-threat imagery and the
repeated rescue scene pattern, the poet has ceetyfeel of silent moral compass which
causes us to reconsider the integrity of Horn'sd&@nd actions. Whenever Horn is
wavering morally (either by misleading, honoring bhonditions legalistically, or
delaying) a water-threat image appears togethér avieference to deception / betrayal
or with a reminder of one of Horn's promises to &mmild or both. In addition to
reminding the audience of Horn's promises and ptesfailure to keep them, in two
specific instances (the drowning of the messengettize tidal defenses) water-threat

images actually prove a hindrance to Horn's successplicating the situation and
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making him work harder to set things right agalinus without heavy-handed narratorial
comments, the water-threat images allow us to gaiporn's possible missteps in love
or honor on his path to maturity, like an early t@lot as he hesitates to board the cart or
Gawain as he flinches at the Green Knight's fixstlalow. The text assures us that in all
kingdoms "Nas non his iliche" (C 18), and indeezldontinued success despite enhanced
obstacles maintains our impression of his supgyitoiall other heroes. And although
Horn may commonly be labeled a stereotypically @acharacter, this study's
comparative analysis of entrance trick episodekshidw that this negative touch in
Horn's otherwise peerless makeup is representatigeypical class of cunning entrance
trick hero, who despite their obvious traits ofenént nobility generally demonstrate
some type of flaw. We will investigate the implicas as well as the possible origins of
this type of hero later, focusing here on an exation of the Horrpoet's use of imagery
and repetition to explore the concepts of honorfatelity in how Horn constructs and
honors vows when confronted with a conflict betwhenheroic and romantic goals.
King Horn's string of pearls, or the poet's series of wHtezat images which help

to reveal Horn's missteps, begins with Rimenhili&sressing dream of the broken fet.
But to understand this first water-threat / dea@ptmage, we must rewind the action to
before the images begin appearing and look at Bloeguest to be knighted:

Help me to knjte

Bi al pine mite,

To my lord pe king,

pat he megiue dubbing.

panne is mi pralhod,
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lwent in to knithod,

& ifchal wexe more

& do, lemman, pi lore. (C435-42)
In all three manuscripts, Horn promises that dfeers knighted and elevated to
knighthood he will continue to grow and do Rimedtsilwill. Once the knighting is
completed, Rimenhild asks Horn to honor his proniiBe nu pat a er offpake, / To pi
wif pume take" (C535-36) Two of the manuscripteregharpen her request to include a
direct challenge of his honor: "Ef pu art trewedefles, / Do nufa pufedes" (C537-38).
But Horn is blameless here because as Scott aliesty he built room into his promise for
further growth by stating: fthal wexe more" (C441). And in each text, Hornireta
Rimenhild of this stipulation: "Midpere ichal futt ride, / & mi knithod proue, / Ar ihc
pe ginne to wee" (C544-46). Horn then goes on to make anothenjse that should he
survive this proving, he'll marry Rimenhild:

Today,fo crift me bldfe,

Ihc wulle do pruée

Fo pi luue in pe felde

Mid {pere & midichelde:

If ihc come to lyue

Ihc {chal pe take to wyue. (C555-60)

By including the word "today" in his request forri3tis blessings as he goes out with
spear and shield, he implies that he will marry &itmld immediately if he is successful

today.
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The problems begin, then, after Horn returns vithhiead of a Saracen king on
his sword, illustrating his success and growth ksight, and his safe return shows he
has obviously survived his adventures. But beRireenhild gets the opportunity to
press him on honoring his word, which seemed tacatd immediate compliance, she
dreams of the burst net. The nature of Horn's tation does not stipulate how much
growth need occur before Horn will do Rimenhildil vbut at this point, Horn begins to
tread on shaky ground morally. And it is in thisment that we encounter the fishing
dream, our first pearl, which is combined with @ement of deception, two such
statements in L and O, and marks the occurrenet®oi's next vow. Rimenhild
describes her dream in C as follows:

To pefe my net icée,

& hit nolde nat ilaste;

A gret fill at pe fufte

Minet he gan to bée.

Ihc wene pat ihéchal leofe

pe fifl pat ihc wolde chde. (659-664).
Horn's response in each of the texts includesexgrte to deception: "Nehal ipe
bifwike, / Ne do pat pe mislike" (C667-68). Here henpises not to deceive her or do
anything that would displease her. In L and Odgttte dream description itself contains
an additional, more poetic reference to deceptioat fylflh me so bycahte /gpy nout ne
lahte” (L 663-64) Although there is a variant wording in O, Hall exipls that this

passage in O and L means “the fish so beguileaided, me, that | failed to catch

it....These lines contain the central idea of thewdreHorn is the fish that Rimenhild
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would fain catch, but he will prove false” (136Jhus the first pearl appears where Horn
has arguably fulfilled the growth stipulation irshiow to Rimenhild. But had the dream
not interceded, he would likely have pointed ot ¢areful wording of his promise to her
like the small print on a contract, further delaythe marriage. And importantly, at this
moment he adds a much more binding and determvoatdo this contract by promising
he will not displease her.

Horn's reference to the fishing dream just befeawing for Ireland is the second
pearl. Horn tells RimenhildPe fifl pat pe net rente, Fram pe he faete" (C725-26).
Here Horn shifts the meaning of the dream frompibssibility of his betrayal to
Fikenhild's treachery, though we know the marriageld most likely have been delayed
until after he regained Suddenne—with or withokielRhild's interference. In a way, this
shifting of blame makes Horn appear unwilling tketaesponsibility for his own
promises, but it also reminds us that when Horn kvéghted, Fikenhild also took a vow
to serve Horn. In fact, the poet makes much &f thdment by mentioning three times
that Horn himself, not Aylmer, knights his comparso First, in C and L the king plans
to have Horn knight his own men (C487; L491). Ith® king plans to knight them
himself. But in each of the texts, Apulf requesist Horn knight the men because it is
his or their right (C515-16; L515-16; O535-36). dAfinally, Horn himself does actually
knight his companions (C519-20; L521-22; 0539-40).

In addition to noting Fikenhild's promise to Homdaits violation, Horn's
reference here to the fishing dream is anotheriggipearl, reminding the reader of the
vow he made when the dream was first described-tendéceive her or do anything that

would displease her. But it also occurs togethi#r tis next promise to Rimenhild, the
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length of time he will be away, in which he instsuber how long to wait for him: {dhal
wune per / Fulleuesere. / Atfeueseres ende, 3ef ine come neéende, / Tak pe
hufebonde" (C732-35).

The third pearl, the messenger's vivid drowning-e-like later dream of
Rimenhild's drowning—is more prominent than theeoshboth because of the violent
nature of the images and because of the lengtldetad of the descriptions. The
drowning of the messenger is presented in an invalg first leading us to expect a
happy conclusion as the messenger hurries to Riildenith news of Horn's return from
Ireland, then ending in tragedy. All three textplain that the messenger was very
cheerful and quickly boarded his ship or hurriedkodpe page wes wel blype / &
shipede weluype" (L977-78). Abruptly the mood changes, aredrtbxt lines begin to
describe his death, which is actually detailed éwrcall three texts. On the first
mention, the narrator in each manuscript desctiteslirowning. Two texts, L and O,
provide a morbid description of the sea tossing &lrout: Pe fe hym gan op prowe /
Honder hire boures wowe" (01016-17). L manus@y@n adds that he was already
dead at this point (981). And then a few linesrathe narrator in each text describes
Rimenhild's discovery of the drowned man (C977LB8B7-88, 01022-23).

This pearl occurs within the first instance of tepeated rescue pattern, which
begins with the statement of a possible misstelddiy, his lingering too long in Ireland
without contacting Rimenhild, and continues throtigd Modi wedding rescue. The
pearl itself, the messenger's drowning, is couplithl a statement of deception, which
though not formulated in fishing terms causes ugdtall Rimenhild's dream of being

deceived and Horn's promise not to deceive helieBeg he has failed to find Horn, the
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messenger cries out: "Nu wurp Rymenild bigiled" %8P 'Now Rimenhild is' or ‘will be'
'betrayed' or 'deceived.’ The violent nature of thore prominent pearl, the messenger's
drowning, indicates that this is where things sebégin to go wrong.

We know that Horn promises he will be gone sevdryaars, but does Horn
actually overstay his own time limit, breaking tkswv? To answer this question, a
closer look at the manuscript variations here igraler. In each of the texts, this section
opens with a reminder of Horn's last promise to &ihild and the indication of a
possible broken vow: "Cutberd wonede pere / Hallesere, Pat to Rymenild he ne
{ente / Ne hinfelf ne wente. / Rymenild was in \ierndie / Wip wel mucheforinele”
(C917-22). But L and O have slight variations hégedmod wonede pere / fulle six
sere / ant peeuepeer bygon" (L925-27). In O, Horn has remained &ldnd "Fullefixe
yere /Pe feuenpe pat cam pe nexte / Afterfpet /To Reymyld, he ne wende" (O0959-
962). To this length of time we must also addtiime it took to assemble his force and
set sail. Although the time limit had probably get passed when the messenger finds
Horn, we are given the impression that it is rapapproaching. In fact we see the clock
ticking when following Rimenhild's engagement todildhe narrator explainspe daies
werefchorte" (C927); presumably the wedding is schedfdegust after Horn's deadline.
But Horn tells the messenger he will return in tirfieor ifchal beo per bitime" (C965).
And when Horn does arrive back in Westernessendhetor tells us, "Ne nie he come
no latere" (C1020). Additionally, in his fishingetaphor at the Modi wedding, Horn
tells Rimenhild his net has been set for "Fidigesere" (C1140); "Al pideuesere”
(01175); or "nou is pis peuepesere” (L1140). Therefore, the chances are good that

Horn does arrive just at the final hour, but omlgough Rimenhild's actions in devising a
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writ and sending a messenger to remind Horn opfosise. Even with Rimenhild's
intervention here, Horn still arrives at the vagtilmoment.

Horn was on shaky ground with his further-growipgation after gaining a first
success in battle, especially since he made thmipeousing the word "today," which
encouraged Rimenhild to expect a short rather éimaextended waiting period. But here
he is on even shakier ground with the length ofhay in Ireland. In fact, in an overt
move which also occurs in the second rescue sethiemarrator's opening statement in
this section implies failure and blameworthinesgHomn's part: "Cutberd wonede pere /
Fulle feuesere, Pat to Rymenild he nfente / Ne hinfelf ne wente. / Rymenild was in
Wetterndie / Wip wel mucheforineie” (C917-22). Horn's behavior causes Rimenhild
pain and allows her father to set up an alternaeiage at the end of what would be
Horn's broken deadline. Thus, by the end of tklhdine of this section, we have been
reminded of two of Horn's possibly violated vowss time limit and his promise not to
do anything that displeases her. But the poensgifies the indictment through the
messenger's cry that Rimenhild is deceived, pantunt a third possibly broken promise,
Horn's vow not to deceive her (C958). This is app#y all too much for Horn. When
he hears the messenger's distressed proclamatenheeseems to recognize his own
culpability and breaks down in tears: "Horn ihewdp his ires, / &pak wip bidere tires"
(C959-60). In L the tears are "wete" (970); inh@yt are "blody" (1005). Next the
messenger happily returns with Horn's reply butwi®just before completing his task.
Horn does not cause the messenger's death, baafliseturn would have set Horn's

possible missteps right without effort on Horn'stpadnstead fate, in the form of a
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senseless water death, steps in and re-complittegesstuation for Horn, highlighting the
possibly broken vows and making him work a litteedier to correct the situation.

The fourth pearl also appears within the first vesscene pattern, during the
Modi wedding. Here Horn repeats the fishing thehRimenhild's dream, calling
himself a fisherman come to check his net. Uhi® point, the other pearls were each
images newly added by the King Hgroet. And here too, although the fishing metaphor
is repeated from Romanoeur poet incorporates a new sea-threat imagehmaexisting
scene: Horn's fabricated death at sea. In thisese®rn the fisherman claims to have
known Rimenhild's Horn, explaining that Horn becasiok and died after their ship took
to the sea (C1183-85; L1189-91; 01224-26). Anfhat, Horn's sea death as the guiding
pearl here is combined with both a reminder of Mowows, the net's seven year service,
and the question of deception, Horn's testing afidtihild's fidelity. Horn explains of
the net: "Hit hap ileie pere / Fulleuesere. /lhc am icome to loke / Ef eniffhit toke"
(C1139-42). Although the fishing dream originaftdicated Horn's possible future
betrayal of Rimenhild, Horn turns its meaning twicece to point out Fikenhild's
treachery and later to check Rimenhild's fidelity.

The remaining pearls, the dream of Rimenhild's diag and the tidal defenses
appear during the second rescue section, whicmgegithe statement of Horn's
lingering too long in Suddenne while Rimenhild p#ys price and continues through the
Fikenhild wedding rescue. Again as with the eapiearls, these last two are also paired
with statements of deception, but in this secondogle something has changed because
both statements now point to Fikenhild's treachattyer than to the possibility of Horn's

broken vows. This is perhaps because Horn haadyifenally honored his word and
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married Rimenhild after rescuing her from Modi. eMiedding appears in each
manuscript but comes through most clearly in O: tétegen pe bellenJle wedding for
to fullen / Of horn pat waf® hende / And of reymyld pmnge" (1294-97). It just
remained for the marriage to be consummated, wHarim vows he will do after
becoming king: "lchal beo king of tune / & bere kinges crunpahnefchal Rymenhilde
/ Ligge bi pe kinge" (C1285-88).It is interesting to note that at the same tiha Horn
finally fulfils his vows of marriage to Rimenhiltljs men swear oaths of allegiance to
Horn: "Hi sworen opes holdPat neure nécholde / Horn neure bitraiePks he at dipe
laie” (C1249-1252), shifting the focus of the daaaptheme now to Fikenhild. Despite
this transfer of emphasis onto Fikenhild's blategdchery, the poet still does not let
Horn completely off the hook and in the secondisagboints to further possible
missteps which have caused the need for a seceaderepisode.

At the opening of the second rescue section, Heeifirst section, we are
reminded of Horn's vow, here that Rimenhild wouddwith Horn after he becomes "king
of tune" (C1285) and his disregard of this pronuisat the very least its delayed
fulfillment—Ileading once again to Rimenhild's disaure, the breaking of another vow.
As in the opening of the first section, the namrab@ves more overtly here, his words
again implying a deficiency in Horn: while he reeksly enjoyed his success, Rimenhild
suffered. The opening lines of the section procidCorn he leferie / & makede fiée
merie. / Murie lif he wrote: / Rymenbhild hit derese” (C1385-88), meaning possibly,
"He caused corn to be distributed” or "He caused twbe brought” (Hall 171). Hall is
not certain here, explainingsérieis difficult” (171). Although the verberiemay still

remain a mystery, we do know that corn, accordintdpé_ MED could refer to "a species
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or variety of cereal plant or grain" (McSparraBut it could also designate "the seed or
fruit of any of various plants; a pip (of an apple)corn (of pepper), a berry (of juniper),
a date (of a palm), a grape (in a cluster), a ljeba castor-oil plant)" (McSparran).
Thus rather than indicating that corn was supplied,formulation could mean that
grains or fruits were fermented, producing alcongline, ale and beer are served in C
text at the Modi wedding (1108, 1112), and thigrefhce to letting corseriemay have
suggested the making of a specific type of alcoloteference to producing alcohol here
would enhance the sense of festivities and of iddrivolous behavior while Rimenhild
again suffered. Additionally, the mention of bragibeer or ale or the making of other
alcoholic beverages may also have indicated afspémgth of time which the audience
would be aware of, perhaps explaining how long Hmgered before returning to
Rimenhild. In any case, this passage in C willdigfrom further research.

Whether the merry festivities included alcohol ot,nn each of the manuscripts
Horn becomes king, but instead of returning to Rihikel as he promised, he remains in
Suddenne celebrating his success. In L and Cerr#tian referencing corn, the word is
"crown," further emphasizing Horn's assuming thsipan of king: "Croune he gan
werie / ant make fee merye / Murie he per wrohte / ah Rimenhild biblate” (L1399).
Thus in L and O particularly, the poet directly dmomes a reminder of Horn's promise to
Rimenhild, that she will lie with Horn the king, tian indication that this has not
occurred in a timely manner, which leads againeiodispleasure, the breaking of
another promise.

The fifth pearl, Horn's dream of Rimenhild's dromgpi appears after the

statement of Horn's possible mistake and the degmmiof Rimenhild's new match, like
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its counterpart the messenger's drowning scenen'$ddream is not a newly added
reference as the other pearls but is instead daskier from_Romanceéowever this
dream was perhaps the poet's starting point tohwigecadded the messenger's scene,
balancing the two sections. But unlike in the reaggr's scene, in Horn's dream the
danger comes both from the water and from Fikenkittb holds Rimenhild down with
the hilt of his sword as she attempts to swim asG1415-16, L1433-44, O1470-71).
This pearl too is combined with a statement of ggoa. But as earlier noted, here it is
not Horn's possible misstep but Fikenhild's treact®at is named. As soon as Horn
wakes from his dream he tell$@if: “ffikenhild me hap idon vnder" (C1421). Hall
glossesdon vnderas 'subjected’ (231). L and O include similaghrg,gon vnder
'beguiled’ (L1439)gon onderin subjection’ (01474) (231). Hall provides denbere:
"The reading of LO gives a good sense," emphasideguile, deceive" as the best
reading here (173).

The dream, of course, physically depicts Rimenhihded for Horn's protection
and Fikenhild's treacherous act. But it also demcsense of shared guilt. Horn is
delayed in returning and Fikenhild takes advantddhis fact, betraying his liege lord.
Here the important concept of treachery reigndrasgly or even stronger than Horn's
misdeed, and Rimenhild is drowning not just throtlghpower of the sea or fate,
indicating Horn's error. After her boat tips in termy water, she is held under the
water by the hands of a traitor. By combining Haml Fikenhild's misdeeds in this
section, the poet allows a comparison between hegettwo men handle honor and
fidelity to vows—Fikenhild's brazen act of treacheounters Horn's remorse for the

possible infraction of his vows to Rimenhild. Aaslin the first section when Horn cries
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at the statement of deception, here he sweatnteat at the start of this intense dream:
"pat nit horn ganwete, / & heuie forto mete" (C1407-08). Spearing suggests that
Horn's sweating is a visual representation of maemoral anguish or debate (41).

But this dream also fulfils another interestinggdretic function beyond warning
Horn to return with haste to Rimenhild. As we halready discussed, the tidal defenses
of Fikenhild's tower are an enlargement of thei@aRomanceastle description. This
added detail then creates a reality that echoedréd@m. In the dream, both Fikenhild's
treachery and the sea's power threaten RimenWllen Horn arrives to stop the
wedding, he finds a concrete version of the dredrares Fikenhild's treachery takes the
form of the new tower and the sea's threateningep@ppears as the surging tides that
impede Horn.

The sixth and final pearl is of course the tiddedses of Fikenhild's castle, and
again this pearl appears near a statement of deseph this instance, Horn arrives to
find the surprising new tower, and Arnoldin medta,iremarking mournfully: "Néchal
ipe lie / He hap giled pe twie" (C1451-52). Iné& $ays: "he hauep do pe gyle" (1472).
Arnoldin then goes on to point out the castle'saeasibility due to the water (C1455-6;
L1475; 01502-03), calling on Christ to help Horngahe minstrel disguise entrance
trick begins. In the first rescue scene, when Hbvassed as a palmer he was refused
entry and had to kick the wicket in and then brimekgatekeeper's ribs to proceed. In
this second rescue scene, however, despite theesthabstacles caused by the tides,
Horn is immediately successful and is actually weied into the tower. We will
continue to consider the details of this scenefilsttlet us conclude this discussion of

the guiding water-threat images by outlining theeated rescue scene pattern.
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This pattern, which includes the duplicated resuenes, begins at the statement

of a possible misstep by Horn and continues threagi disguise and wedding rescue

scene. The pattern appears as follows:

1.

2.

8.

9.

Reminder of Horn's Promises / Statement ofiBlesklisstep or Missteps
Rimenhild's Suffering
New Match—Modi and Fikenhild
Warning of Rimenhild's Distress—Messenger anshih
Statement of Deception or Betrayal—#1 Before Driowgri #2 After
Indication of Horn's Remorse—Tears and Sweating
Vivid Depiction of Drowning—Messenger and Rirhéd
Horn Returns to Rimenhild
Meets Informant and Gathers Information—Palaret Arnoldin

Dons a Disguise—Palmer and Minstrel

10. Enters Wedding—Force and Welcome

In the first episode, the narrator states that Hiogered too long in Ireland without

sending word to Rimenhild while Rimenhild suffettsa.the second, Rimenhild pays

dearly while Horn makes merry. Thus in both wesdrewn Rimenhild's pain as a result

of Horn's actions.

After the statement of Rimenhild's suffering, we told of her new match. In the

first episode, Modi arrives and makes an agreeméhtthe king to marry Rimenhild. In

the second, we are told of Fikenhild's move todthe castle and pressure the king for

Rimenhild's hand. Next, in each episode we arergaywarning connected with a



96

drowning or the threat of drowning. In the firpisode, Horn is warned of Rimenhild's
distress by a messenger who promptly drowns iwvid @nd surprising scene below
Rimenhild's wall. In the second episode, the wagr@ind drowning are combined in an
intense dream that depicts Rimenhild herself draginiln both there is an outward
indication of Horn's inner struggle. In the fiegtisode Horn cries when he hears the
outcome of his actions. In the second, he swedkeatart of the dream.

Within each of these warning/ drowning scenes gieea statement of deception
or betrayal. In the first episode it comes betbeedrowning. In the second, it comes
after. Next Horn returns in both episodes to Rinileln And upon arrival in each, he
meets someone and is given information about thatgin. In the firstit is a palmer. In
the second it is Arnoldin. Next, in each episoaerHdons a disguise and then enters the
weddings. The first entrance must be achieveditfirdorce. But in the second instance
he is welcomed in.

As we have explored, the water-threat images eageuthe audience to
reevaluate Horn's actions based on his earlier iggmn And the dual rescue sections
seem to form the center point of this exploratimio ihonor and deception, containing the
two most prominent sea-threat images, the two diogvecenes. Although the two
rescue sections do mirror one another, followireggame pattern and highlighting the
promises and actions of both Fikenhild and Hora,ftdtus of this exploration shifts
between the first and the second rescue sectiortbe first Horn's honor is most in
guestion but then after fulfilling his most vitalgmise to Rimenhild, their marriage, the

focus slides over to Fikenhild's treachery. Yeggrein the second section, the poet
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continues to highlight Horn's more complex moraliss, encouraging a comparison
between how each character handles fidelity andihon

In the criticism of King HornSchofield and Wilson both object to the poem's
double disguise episodes. Schofield felt it wagantistic repetition undertaken by a
minstrel hoping to benefit from the duplicationaopopular romance feature (62). Yet as
their careful patterning reveals, the two disgsisenes have been deliberately crafted to
echo one another. This could simply be an exawipheythic patterning, as Beatie
illustrates from the work of Frings and Braun, ihigh the bride must be won two times
because of interference by some "outside agentemte(105). However, in addition to
Fikenhild as the outside agent, we see that thessef water images is constructed to
illustrate what Scott has shown to be Horn's irgkeconflict between heroic and romantic
goals and how he constructs and honors indeterenvavs. We might call Horn's
ability to create vows with wiggle room "skill dte oath." Brown defines this term in
reference to Odysseus's father, Autolycus who vedeistealthiness and skill at the oath"

as a gift from Hermes: "'Skill at the oath' meansegor cunning in the use of the oath
and derives from the primitive idea that an oatls Ww@ding only in its literal sense; a
cunning person might legitimately manipulate ibnder to deceive" (8). The Hopoet
appears to question whether "skill at the oatldttsially honorable or not. And the
narrator's indictment of Horn's actions at the apgif each section as well as Horn's
own outward signs of internal anguish indicates ithia not. Additionally, Horn appears
doomed to repeat the loop represented in thismpatidefinitely until he finally honors

his word to Rimenhild in total. After the secomué through the loop, Horn finally does

S0, bringing a positive resolution to the storis lunclear, however, if Horn's "skill at
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the oath" is a childhood trait which he grows ouboif it is simply part of his cunning
nature which he simply learns to bring under cdntho a later chapter, when we explore
creativity and the trickster we will see that tstérish behaviors like this skillful use of
deception, in real-life individuals at least, candngaged or suppressed at will according
to necessity. In the end, despite his instancésiofan foible, both through his use of
"skill at the oath" in making promises to Rimenhalad his imperfect honoring of these
vows, Horn still proves himself superior to otherdes—in particular Fikenhild and
Arnoldin.

In fact, when Horn arrives back in Westernesseptet places him alongside
Arnoldin to illustrate Horn's extra-ordinary quadg. Arnoldin has already allowed the
sea to thwart them and seemingly as a last difdnte€alls on Christ to help Horn find a
way: "Horn, nu ciit pe wife / Of Rymenhild pat pu ne ffe" (C1457-58). Horn,
however, remains undaunted by the situation argliaghediately. This is where the
texts remind us of Horn's many resources, and lfwen dons his disguise (C1459-64,
L1479-86, O1506-13). And this brings us back tbsgussion of the tides.

As we discovered earlier, since Fikenhild's tovggpriotected by tidal waters,
Horn must determine how to enter the fortress duttiie short amount of time when the
tide is low or be forced to begin his attempt agaliven the water recedes and the path
and/ or bridge reappears, thus enhancing the té\gbrn's challenge and better
demonstrating his cunning talents. This sectiothefpoem, as we saw, includes a
careful cataloguing of the timing of events, paigtio an acute awareness of the

movement of the tides which would be necessarfikenhild, Horn, and of course the
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audience. The poet goes to some length to commtentlis timing, which appears to be
based on actual tidal cycles, so it deserves a oavedul look.

The time cycle for this section of the poem mustehgone something like the
following: Fikenhild leaves the fortress before ss@: “ffikenhild or pe dai gafpringe /

Al rist he ferde to pe kinge, / After Rymenhild pestat (1427-29). In order for him to
leave the tower, the water must be low enough befoe sunrise to reveal the path. He
returns to the tower with his bride to wed her, #rel enter the structure again by dark:
“To wedden hire binite. / He ladde hure bi pe derke / In to his nyweke®(1430-32),
again a period of low water by the time dark setsThe wedding festivities begin before
the next sunis€Pe fete hi bigunne / Er pat ros [fiegnne” (1433-34).

The timing of Fikenhild's movements in and out f tower do appear to fit the
low tides in a typical tidal cycle, suggesting thas portion of the poem was composed
using real tides as a guide. To test this conjectue will compare Fikenhild's
movements with a modern tide chart and Sunrise&wadendar. A typical tidal cycle,
which remains unchanged since the Middle Agess fast over twenty-four hours,
(twenty-four hours, fifty minutes) and contains thigh and two low tides, alternating
and roughly divided by six hours.

Schofield's analysis of the Hotexts indicated that the real-life location of
Westernesse is the Wirral Peninsula, a fingermd lurrounded by the Irish Sea, with
the mouth of the Mersey on the East, and the malutine Dee on the West: “It was then,
it appears, in the district about Chester and tleeskly that Aylmar of Westerness

formerly ruled. The name of Aylmar’s land guidesta the exact location. The
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Western-Ness seems pretty certainly the peninguteedNirral” (24). Schofield quotes
Vogt on the Viking use of the area:

That Wirral must have exerted a strong attractarttie Norwegian vikings we

may well believe, not only because of the excellerbors of the peninsula

(among them Birkenhead, the present suburb of po@), but also because of its

desirable situation between the mouths of two si\®rwhich it seemed as if

created to provide a temporary encampment for @ dp@st of colonizing vikings.

(24)

There is, of course, a distinct possibility thah&teld was mistaken about the
location of Westernesse, and indeed, the poet mlgave had a specific location in
mind at all for the setting of this story. Andhi¢ had, we are given no other hints in the
texts to determine the exact location of this towserept that it is within a half day’s ride
of Rimenhild’s home. But as it happens, knowing titwer's exact location may not be
necessary to test if his movements correspondpetiods of low tide or not. For
example, matching the predictability of global tidgcles with day lengths during
different times of the year, a tower located onlghe of Man (Schofield’s argued
location of Suddenne) would indeed have been aittdessith Fikenhild’s schedul&.

The Wirral Peninsula area fits particularly welkhvthe conditions described in
the poem, however. This location, connected sswith the River Mersey and the Dee,
requires close attention to the tides. The Proud®@eanograhic Laboratory, located on
the University Liverpool campus, reports that Mgrse which Liverpool is located,

“has the second highest tidal range in the UK, imgrfrom 4 m at neaps to 10 m at
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spring tides.” Similarly, the Dee Estuary websvi&rns bird watchers: “The tide comes
in with frightening speed—so be warned!”

The Wirral is also perhaps oddly appropriate, aswileexplore in a moment,
because the remains of a remarkable strongholedcBlint Castle, with properties
similar to those described in King Hostill stands at the edge of the Dee Estuary en th
bank opposite the peninsula, built beginning in7.2% part of Edward I's campaign in
Wales on the Wirral.

Cities in the Wirral region direct the public tonsult Liverpool tide tables and
then add or subtract a specific amount of timeetie@inine the accurate times for tidal
movements in specific locations. For example Qke Estuary website notes:

Tide times on the Dee Estuary are the same asverfdool except that the high

tide at the mouth of the estuary (e.g. Hoylake, M@y, Hilbre and Point of

Ayr) are about 20 minutes earlier. High tidesHertin to the estuary (e.g.

Parkgate, Neston, Flint and Connah's Quay) aret&fbminutes later than

Liverpool.

We can add this extra 20 minutes to high tidesdcations further down the Dee
to the Liverpool chart; however, much silting oétbhee has occurred over the centuries,
which would presumably slow the progression oftitles now as compared to in the
thirteenth and fourteenth centuries. Althoughrtteuscript does not provide specific
details such as the elevation of the path to thetpthe specific weather conditions on
that day, and/ or specific time of year, as we sk, the information we do have

matches up rather well with the tidal cycle in Weral area.
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According to a Liverpool tide table, available thgh the Centre for Applied
Oceanography, for March 23, 2001, low tide occtirts43 am and high tide by 10:22
am!! According to a Sunrise Sunset calendar for theesalace and date, sunrise would
not occur until 6:07 am, making it low tide whek&mhild left the tower before sunrise.

The next low tide on that day would occur at 5:84, pnd a final high tide for the
day would return by 10:42 pm. Depending on howabet defines dark, Fikenhild
would probably be in the tower sometime betweerssuat 6:29 pm and astronomical
twilight at 8:29 pm, both of which occur during erjpd of low tide. If Fikenhild did not
enter the tower until as late as astronomical gjvtli that would still be almost two hours
and fifteen minutes, plus or minus twenty minutefpre the next high tide.

The next question we must ask is when in the tigelle did Horn arrive at
Fikenhild’s tower? His arrival is described in firees immediately following
information about the beginning of the wedding feas

pe felte hi bigunne

Er pat ros péunne;

Er pane horn hit Wie,
Tofore pefunne vprite,
His {chupftod vnder ture

At Rymenhilde bure. (C1433-38)
Horn arrives in the morning presumably after theldveg feast has begun but before
sunrise. According to the chart for this day, ssewwould occur at 6:05 am. Low tide on
our sample chart would occur on this morning a?%f. In this case, if the water is still

high, prompting Arnoldin’s comment in Opér may no man on legge / By pape ne by
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brigge” (1502-03), then it is before 5:17 am. Thsuld also explain his comment in C
and L texts: “Ne mai per come inne / Noman wifpne: ginne” (C1455-56).
However, it may not be long before the 5:17 am fiol® because we are given

some interesting lines in L and O manuscriptsfond in C, that tell us the tide is just
beginning to go out again when Horn arrives. ldsea

Hornesfhip attod inftoure

vnder fykenildes boure

Nufte Horn alyue

wher he wes aryue

pene céel hue ne knewe

for he was so newe

pe{ee bigon to wip drawe

po{eh horn his felawe

pe feyre knyht arnoldyn. (1455-1463)
Here in L we learn that as Horn was arriving, ide tvas beginning to go out again,
which does not contradict the sample tide chartis morning. Likewise, O provides
similar information concerning the state of theetid

Hys {chip{tod in{tore

Honder fikenildé¢ boure

Ne wifte horn on liue

Whare he wha Ryue

pe kdtel he ne knewe

For he wéi{o newe
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pefond by gan to drye

And hyt hym makede weye

He fondftonde arnoldyn. (1482-1490)
In this passage, though the tide and the watel &eenot mentioned directly, the text
more poetically describes the sand beginning tadd/that making way for Horn. Thus,
L and O both show Horn arriving just as the tidgasg out, (as well as referring to
Fikenhild’s rather than Rimenhildisoure) It is unclear why L and O should offer more
information than C concerning the state of thegifidlowing Horn'’s arrival, one through
direct statement and the other through poetic gasan, except that L and O texts in
general seem to better reflect the author's poetimces? Nonetheless, although some
manuscripts provide information not given in oth@msne of them includes information
about the characters’ comings and goings which evoahtradict the presence of or
timing of a typical tidal cycle.

Within this short section of the text we are tofd=tkenhild’s new tower, and in
all three manuscripts that castle is protectechbytidal flow. Then in each of the
manuscripts, the timing of Fikenhild’s movementshRimenhild is described. Next we
are told of Horn’s arrival. In L and O we are infeed that the tide is beginning to
withdraw, which according to the narrator’s deswoip in all manuscripts, indicates that
the castle will soon be reachable by visitors.eAfiorn arrives and discovers the castle,
he notices Arnoldin waiting for him. In L and @gtchange of the tide is mentioned
immediately before Horn sees Arnoldin:

pefond by gan to drye

And hyt hym makede weye
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He fondftonde arnoldyn
pat was ayolles dgn
pat was pere in tyde

Horn for to abyde. (O 1488-93)
All three manuscripts mention Arnoldin waiting teen that tide: “pat pefet in pat
tyde”(L1465); ‘Pat was pere in tyde” (O1492)Pat per was in pat tide”(C1445). Hall
glossedide from C as “hour, time” (229). Antydefrom LO as “fitting time” (229).
Allen glosses tide from text C as “at that time’HKO07). And Dunn and Byrnes do not
gloss it, presumably considering it self-explamatoret according to the University of
Michigan’s on-line_ MED in addition to the meanings associated with tiwigch are
here in_ Hornwholly appropriate, we find two additional mearsrapplicable in this
context. Entries six and seven untide refer to water tides: “The time of a tidal
phenomenon, the hour of ebb, flood, etc”; and “litie of the sea; also, the flow of the
tide, a tidal current; also, a maximum of the tid, tide” (McSparran).

Either of these two additional definitions not mened by Hall and Allen is also
appropriate at this point in Hgrgiven the particular emphases on and importaht®eo
changing tides for the success of Horn’s rescumgdt. Not including the idea of the
ocean tide in an understanding of the poet's gqegumiof Arnoldin here would deny part
of the essential meaning of this passage as welha®f the narrator’s attempts to
heighten suspense by reminding the audience of'sigreatest challenge in saving
Rimenhild—getting into the castle before the tides again. In fact, it is just after this

point that Horn gets his harp and his men togetbflowing the newly revealed gravel
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path (C1465), and begins lgkowingeoutside the gate to gain Fikenhild or Rimenhild's
attention.

As the above analysis indicates, this portion efgbem may indeed have been
composed based on the movement of real tidal cyaeldgs not merely a part of fictional
description. It is unclear, however, whether arthe special features of Fikenhild's
castle were invented or if they were intended twodbe nature of a particular castle in
use at that time.

Fikenhild's stronghold is described in C text usegeral different terms
including castle three times and tower twicatel (1395, 1441, 1466))ywe werke
(1432);ture (1437); andur (1453). Whether that means that Fikenhild's sfinoid
consisted of just a tower that functioned as hstlear if it was a castle structure which
included a great tower or keep is uncertain, asdimas appear to be used
interchangeably. But when Horn arrives, he is ébkail right up to what the poet calls
a tower: "His{chupftod vnder ture / At Rymenhilde bure" (C1437-38).Lland O we
get an added piece of information here: "fyfgp ftod inftore / Honder fikenildgboure™
(01482-83). These lines are interesting becawsedbntain potentially two details
about the positioning of this castle. One: it \Wwasated in a place accessible by a sea-
faring ship. Two: that location was likely in &er. Allen outlines what critics have
made of the terrfiore (O 1483) orftoure (L 1455), the general consensus being that this
word indicates either the proper name of a padictler or is used as a "generic term
for 'river™ (KH 298). In either case, it appears that Fikenhdd&le was located on a
river that could accommodate larger vessels, ssetoauld have been the case with Flint

Castle, Edward I's stronghold in the Wirral. Ytatvas also surrounded by the sea "Mid
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{éé him biflette," (C1396) thougléétoo may be a general term for water, as L and O
both read "water" here. However, as this water aigected by tidal currents, the texts
seem to specifically indicate a river estuary wtibeesea's tide flows into a river's
current.

Like the tower described in King HarRlint Castle is located on the banks of a
river in its estuary and was at one time regulsdyrounded by tidal waters: "During the
medieval period, the waters of the Dee came righbuhe foot of the castle walls at
high tides" (Renn and Avent 17). Evidence of doskere ships may have been able to
load and unload cargo has also been found in thitetsaremains (22, 23). Additionally,
an outer moat, which was an artificial ditch dug.#v7, existed beyond the outer ward
and outer gatehouse and "was originally filled &ly water at high tides," (18) which
presumably obscured access to the castle.

Flint is essentially square, consisting of fourtaur walls with towers in the
north-west, north-east, and south-west cornersadneke-standing Great Tower on the
south-east end. This Great Tower, which may eae lbeen encircled by a separate
tidally-affected moat was the castle's most rentaekieature (Renn and Avent 24).
Sidney Toy calls this "cylindrical keep" Flint'sltimate stronghold” (155). It would
have been accessible only after gaining entrantieetoastle itself: "It was approached
from the inner bailey by means of a drawbridge dliermoat” (Toy 157). In fact, the
defensive position of this Great Tower was so gjithrat “the entrance into the tower
itself may only have been defended by a door, nitlevidence for a portcullis. As

designed, however, part—at least—of the timberdaridcross the moat would have been
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movable, so that it could be drawn up against tier 8y chains pulled from the upper
part of the tower" (Renn and Avent 24).

The interior design of Flint's Great Tower was aksmarkable, including a layout
of rooms which "radiate like the spokes of a wheeld an unusual basement (Renn and
Avent 26). "We know of no exact parallel, not oalpongst British sites but also in any
of the other principal castle countries of the @uamt" (Taylor 26). The tower's one-of-
a-kind basement is comprised of two rings. Theouihg is a narrow, tunnel-like
passage with a low vaulted-ceiling. It circleoarrd earthen-floored room. This round
room is at the center point of the tower and i€t from the outer ring by several
openings, arranged around the center. The roumeérceoom does not have its own
ceiling but is open to the floors above.

James Forde-Johnston explains that although @wvmitintruder may choose
between two routes upon entering the keep, onénigaghwards to the first floor and one
downwards into the basement, "the obvious way tdicoe was down the flight of steps
directly in front. This looks like the main meaofsaccess to the tower as a whole" (252).
He notes the observation that such an arrangenmritiirap attackers where they
"could then be assailed by defenders issuing flrstirrounding gallery via the three
doors" (252).

Regardless of the particulars of the Great Tovird®ment, it is clear that this
castle, like that described in King Homwas designed to take advantage of the tides as an
additional defensive strategy. But in case it seenpossible for Fikenhild to celebrate a
wedding in such a tower, it is well documented #latt's Great Tower also included an

east-facing chapel, a possible kitchen, and wakemeiipped with latrines.



109

Flint Castle was built between 1277 and approxiipdi284, for Edward I, who
as we have seen, was a firm patron of minstrelsandtrelsy. We also recall that of the
ten harpers employed by Edward | for his daughtegdding in 1296, "most had
probably been engaged" in Edward's recent raidooti&d most likely as poets
recording the "prowess" of individual warriors (87) Edward's minstrels had
accompanied him into Scotland, others probably fadowed him or his son, King
Edward 1l (1307-27) who took possession of FlinL801, into Wales, observing Flint's
features first-hand. Although experts estimat¢ iag Hornwas composed circa 1225,
the extant manuscripts date from approximately 12380, which allows time enough
for the renown of this unique castle to enter #ie before its copying. But Rosamund
Allen provides interesting and persuasive evideéhaethe Middle English story of King
Horn may actually date later than has previously besamaed. In fact, she surmises that
King Horn originates from London during the 1270's beforadeopied into the
manuscripts we know (Date 125). As Flint Castteisstruction began in 1277, and its
unique plan would have made it noteworthy, knowéedfthis unusual castle may have
fuelled the King Horrcomposer's imagination at the outset, therebygdiuiting the new
feature of the castle protected by tides duringotbem's composition.

Regardless of whether Flint castle was the moddtikenhild's tower or not,
internal evidence suggests that this water pratectetail was indeed added to King
Hornin the poem's earliest stages—evidenced by iksnfiglgration into the tale in all
three manuscripts as one of the poem's theme egnyater-threat images. Additionally,
the tower description appears in each of the textensistent form with only minor

variations. And as we determined earlier, eadhethree texts represent Fikenhild's
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movements in a way that fits within a particulaalskfe tidal cycle. Although some of
the manuscripts add details not given in othersgnncludes information about the
tower that is contradictory or that represents iildel's activities in a way that would
conflict with this particular tidal cycle.

As we will see in the next few chapters, the probtd beating the tides is not a
typical feature of minstrel disguise entrance tegksodes. But the composer of King
Horn skillfully adds this complication to the motif'sfic features, increasing the level of
Horn's challenge, while at the same time integggtins motif into the poem's new
overall theme. Although this use of tides is ypidal, tides also play an important role
in the earlier minstrel disguise entrance tricknidun the second half of the harp and rote
episode in Thomas's Tristémom the Old Norse Saga, as we have already briefl
explored in chapter twb’

In the harp and rote episode of this tale, wherirthle knight reaches his pavilion
after winning Isolt from King Mark, we are told tkip was on “dry sand, and though
the tide began to rise, yet it was far from thenalvad” (Loomis 143). Tristan arrives at
the pavilion with a rote. The knight recognizesstan as a minstrel and asks him to play
for Isolt, and “Ysolt hearkened through the nig{it43). When Tristan had finished
playing, the “dromond was afloat,” and the knighadvised by one of his men that they
should depart because Tristan would soon be coaitegisolt (144). The Irishman
refuses to go and instead asks Tristan to playhenddy. The text says, “Long he made
the playing....In the mean while (sic.) the tide lsadlowed that one might not come to
the bridge, and the bridge stood under water riigtship” (144). The knight suggests

waiting to enter the ship until the ebb-tide agaivealed the bridge, but Tristan instead
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offers the use of his horse to board. Tristan pgemto “deal courteously” with the lady,
and after she is lifted onto the horse, he talr@graitorous knight and rides away with
Isolt (145)*

Thus, in the Saga as in Hothe hero arrives on the scene to rescue his églov
In both cases this hero is not the lady’'s weddesband. The lady’s new forced match is
in both cases semi-legitimate—while Horn “maked&efenerie” in Suddenne, Fikenhild
got the king’s consent to his marriag&e“kyng ne ddte him werne” (C1386, 1404); the
minstrel knight wins Isolt from King Mark. In bostories, the king does not stand up to
the suitor. Likewise, in both cases the hero dsapias a minstrel and plays a moving
song for the woman. In Horit is the tides surrounding the strong castle difier
additional protection for Fikenhild. No one canegrhis castle when the tide is up. In
Tristan, the hero waits, watching the tides uihiiyt are too high to cross by foot and
offers to take the lady across by horse, escapitigher instead. Therefore in both tales,
the tides are an integral part of the rescuehérfitst story, Horn must beat the tides to
win his lady back. In the second, Tristan usedittes to his favor to perform his rescue.
Yet, in King Hornthe tidal defenses are better integrated intgt®n than in the harp
and rote episode, part of a poem-wide series oftseat images guiding the audience to
reexamine the nature of Horn's vows, judge thenitteof his actions in light of these
earlier promises, and measure his honor againisothmas treacherous liegeman.

In King Horn, in addition to forming part of the poem's exptama of honor and
deception, we find that by enlarging Romadsakescription of the castle's impregnable
spot to include water defenses, a new conflictss mtroduced into the second rescue

attempt. Added to Horn's late arrival, the needaiaceal his identity and surprise his
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enemy, and the problem of entering a sturdy enamsile; he must now also beat the
tides, increasing the difficulty of Horn's task atetreasing the likelihood of his success.
This new feature also adds a time constraint taghtens the suspense. But most
importantly, while this added pressure increasestipelessness of the situation, it also
increases the measure of Horn's ingenuity andllighe level of his effectiveness as

hero, when he immediately finds a peaceful andkggilcnefor getting in the door.
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Notes

! Hall glosses this word undésaiche’ to "catch," from the Anglo-Saxoeeccan
but writes "comprehended" for this instance withrii®lessons.

2 The wordginnemay also have associations with the @fginnanwhich
according to J.R. Clark Hall means “to begin, agigrendeavour, try hard” (264). Clark
Hall lists the following shortened form: “ginnarnoaginnan” in his Anglo-Saxon
Dictionary (155).

3 Compare this episode in King Howith the Anglo-Saxon poem, The Battle of

Maldon, in which the Vikings trick the Saxons into allowgithem to cross the River
Panta while the tide is still high, resulting ito#al Saxon defeat. In both texts, the tides
pose a tactical challenge and are connected vatlecktrategy. In Maldgmowever,
cunning is used by the enemy, rather than by the, laad thereby transformed into the
more sinister “guile.”

Additionally, we see similarities in the descriptiof the area cut off by the tides.
In Horn, we find the following passag§ler ne mite liste / Bute fgel wip fliste. /Bute
whanne pee wip drae / Miste come men yn@” (C1397-1400). Likewise, in Maldon

Ne meahte hir&nig o6drum derian

batan hwa purh fines flyht  fiellgerame.

Se fod at gewat. Pa flotan sbdongearwe,

wicinga fela, vigesgeorne. (Pope 70-73)
‘Nor might any one of them harm another unless soraehrough arrow’s flight fell.

The flood went out. The sailors stood ready, mdikyngs, eager for war.’
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In both texts nothing may cross over the watergpithrough flight. In the case
of Maldonit is the flight of an arrow. In Hortexts C and L it is the flight of a bird.

Both Maldonand_Hornnext mention the withdrawing of the waters andséhaho might

then come across.

* To the existing rudderless boat ride, the podsatw details showing the
children's fear. In this early scene, althoughSheacens decide Horn and his
companions must die, Horn's God-given beauty prtsvitiem from killing the children
directly. Instead they plan to set the childrenfggutting them at the mercy of the sea,
but certain they will drown: "Téchupefchulleze funde / & sinke tdge grunde, Pe se
sou {chal adrenche" (C103-5). The King Hgroet adds new details here to emphasize
the seriousness of this threat, including the emnadif the children and their expectation
of impending death. For example, we are showrtliildren wringing their hands
(C112, L116, O118), which Spearing describes m férms as "a close-up shot of hands
being wrung, and this stands in place of a possitdee comprehensive description of the
boys' grief" (35). This poet also adds that Hoaswever worse off than at that moment:
"Ofte hadde horn beo wo / At neure wurs pan him p&5115-16) and that they all
expected to lose their lives then (C121-122, L185€129-30). Through this new
emphasis on the children's fear, we know thatuldeerless boat ride should have ended
in their deaths, giving us the impression it waly éimrough God's will that they survive.

In this instance it is clear that the children iareocent, Horn a favorite of God, given
extra-ordinary beauty and talents, and the Saramen&od's enemy. However, as we

will see in later scenes with Horn, the moral distiions are not always so clear cut.



115

> Allen explains: "in KHthe sea-voyage motif is used to mark narrativesitins
which chart the stages in the hero's self-reabpdt{Date 123). Spearing notes that as a
narrative device the eight sea-voyages "transpgoalang with the characters, without the
narrator's seeming to be involved" (31). And farfiithe sea seems to symbolize the
dangerous realm of chance, the source both of @deatlof new life, that lies outside the
walls of civilization" (29).

® Spearing points out: "The story appears to t&dli," including no "explicit
narratorial transitions," no references to soureg¢enials, "no modestypoi," and "no
examples obccupatio(the listing of what is not going to be recountg@p-31).

" Rimenhild's dream of the broken net and Horsfsifig metaphor at the Modi
wedding are probably the most memorable and mestre@nted on images in the poem.
Allen points out that in Romanddorn's fishing metaphor "lacks point"; it standsne,
without any prior reference point (Date 123). Thbe King Hornpoet "showed
intelligence in providing Rimenhild with a dreamrtatch the disclosure episode” (123).
Weiss notes that the fish and net images "aregpuomare frequent and effective use" in
King Hornthan in_.Romancéd3). Hall notes: "It is the merit of the composéKing
Horn to have turned it to an artistic purpose hiihg it on to Rimenhild's dream and
using it to stir her memory" (162).

8 This passage, “patffin me so bycahte / pat y nout ne lahte” (L 663-6&)
contains a word playBycahteis the past tense &ikecheto deceive, trick’ (Hall 198)
and is perhaps related @acche'to catch, chase,” making this a play on a thaitte
catch.” In other words, through its deception, fieke actually caughRimenhild rather

than her catching the fish.
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O makes the same wordplay but uses a differentwoad hereBylaucte
‘deluded, took in’ (Hall 200) not used anywhereedls any of the three textspé fy me
{o by laucte pPat ich nawt ne kaucte” (681-82). Hall glosBsgaucteas "deluded, took
in" from the Anglo-Saxon wortdeccan. Laeccamccording to Clark Hall, means “to
seize, grasp, comprehend,...capture, catch” (208)again, the fish has captured or
caught Rimenhild through its deception. The unlpa#g about this word play is that the
word for deception used in Ibycahté—from Bikechehas perhaps the same root word
as the word for caughkaucté—from Cacché kechein O. And the word for deception
in O “by laucté has the same root word as the word for caulgtt&’ in L—the Anglo-
Saxonleeccan If so, then the two texts use the same play ordsy the fish caught
Rimenhild, just reversing the words.

° In L an O texts, rather than bearing a king'sveroHorn says he will: "lerne
kynges roune" (L1294) and "wite of kyrigevne" (01329). Hall explains: "The variant
in L 1294 appears to mean, and learn (or, teactgfkicounsel; that of O 1329, and know
of king's rights” (167). Although C manuscript @eeads "& bere kinges crune" (1286),
oddly it is the only text not to mention the crowmserting instead corn, after Horn
becomes king of Suddenne and makefé'fimerie" (C1388).

19 Based on an Isle of Man—Port St. Mary tidal pcdns chart and Sunrise
Sunset calendar for 12 August 2000.

1 Proudman Oceanographic Laboratory states thevisih on its website under
"Insight into marine science": “During earlier tisye¢he tides and gales of the Merseyside
winters would probably have been too severe for &oand Anglo-Norman ships, but a

hamlet, Liverpool, developed around the pool farrgpand summer use”—indicating
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that a late March crossing between the Isle of stashthe Wirral would have been a
possibility, though Fikenhild’s schedule would afgéalates in late summer / early
autumn months.

12| and O often show a better understanding opthet's creative touches,
which are sometimes lost in C. For example, tisedgtion of Rimenhild's fishing
dream contains a wordplay in L and O that doesappear in C. L and O also include
another reference to deception within this wordphet we don't find in C. On another
occasion, where Horn and Rimenhild's marriage sewleed, the event is portrayed much
more clearly in L and O than in C. The word "blidérudale'(L1267) andbrydale'
(01300) becomes "bread and dl&id & ale' in C (1257), almost as though the C
transcriber was not sure that a wedding occurs $wmestead chose to emphasize the
festivities following Rimenhild's rescue. Or pgpkahrough an acoustical problem, he
misheard the original lines. This type of manystcvariation occurs again in the lines
following Horn's success in Suddenne. L and O tiaeHorn begins to wear a "crown"
‘croune’ (L1399, 01430), reminding the audiencki®promise to Rimenhild that she
will lie with a king. C manuscript, however, readsn (1385) here.

13 Roger Loomis, in his translation of Thomas'’s fsbased on the fragments
and the Norse Saga, notes that the Saga is theQla28orse version of Tristaoy
Brother Robert for Haakon of Norway. Although wara extant only fragments of
Thomas'’s original text, scholars are able to recansmost of the story because
fortunately the Saga “furnishes in considerablesueaa word for word translation of
Thomas” (Loomis xxvi). Being unfamiliar with Olddxse, | rely here on Loomis’s

translation.
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4 Gottfried’s version of this episode also inclutlgis use of the tides by Tristan,
but here the Irish knight offers to take him bazkreland with them. In the Middle
English_Sir Tristremthe tides are not mentioned. Instead, Isoltdedkie ship, going
ashore to listen to the harp player. Here aghm)rishman offers to take the minstrel
back to Ireland with them. As they begin to re-anklband Tristan jumps onto his horse,
the queen asks him to take her aboard. He liftoh®® the horse and after taunting the

Irish knight, they escape into the woods.



CHAPTER 4
THE MINSTREL DISGUISE ENTRANCE TRICK IN
NORTHERN EUROPEAN LITERATURE
PART | ARCHETYPE AND MOTIF: ANALYSIS EXPLANATION AND

CHRONICLE TALES

In order to truly understand how the minstrel disgientrance trick is employed

and reshaped within the Hoamd_Orfeadisguise episodes, it is necessary to explore

other examples of this motif, establishing whatdess are typically found in its ude.
Unfortunately, up to this point a comprehensivalogjue of tales containing K2357.1
“Disguise as musician to enter enemy’s camp" hasoylee compiled.

The place we would most expect to find a compistent of this motif,

Thompson's Motif-Index Of Folk Literaturgsts just three examples of it: Paul

Herrmann’sErlauterungen zu den ersten neun Biichern der dhais&Geschichte des

Saxo GrammaticugExplanatory Comments on the First Nine Bookshaf Danish

History of Saxo Grammaticuseferring to the disguise episode in Hother's fabm The

Danish History of Saxo GrammaticuBom Peete Cross’s Motif-Index of Early Irish

Literature referring to the story of Baldulf in Geoffrey Bfonmouth'sHistoria Regum

Britanniae and the Collingwood Sagabook of the Viking Sogietferring to the

Collingwood and Stefansson translation of The bifiel Death of Cormac the Skald

Another index, Gerald Bordman's 1972 Motif-Indextlbé English Metrical
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Romancesvas written, as Bordman explains, to “fill a gap’Stith Thompson’s Motif

Index (8). Thompson relied on Wells's 1916 Manual efiritings in Middle English

1050-1400which Bordman calls inadequate because it wammpiete and inaccurate,

creating both holes and errors in Thompson’s ind@ardman’s index is narrower than
Thompson'’s, focusing on just the English metricahances. Yet, although Bordman

lists K2357 “Disguise to enter enemy’s camp,” hepdr sub-category K2357.1

“Disguise as musician to enter enemy’s camp,” extgrouping BevisHorn Orfeq and

Tristremtogether under the less precise heading K1817.8glse as harper (minstrel),”
dulling rather than sharpening the focus of thiw medex. Perhaps he finds the sub-
category K2357.1 "Disguise as musician to entengfeecamp,” redundant. But if so,
why does he make the inconsistent move of listingX7.2 “Disguise as Palmer” along
with K2357.2 “Disguise as Pilgrim (palmer) to enégremy’s camp”?

In addition to this motif's incomplete listing im@®mpson's Motif Indexand its
absence from Bordman's, scattered critics' "se¢ atstes direct the reader to other
stories containing similar episodes. Schofield tiogs several examples of the minstrel
disguise used by a character to “gain access’d6I9btain admission” (63) to a place
he would not otherwise have access to, notingXample: Gottfried von Strassburg's

Tristan King Horn Horn et RimenildSir Orfeq Geoffrey of Monmouth’s Balduph

episode, the stories of how Alfred accessed theeBaramp and how Olaf entered
Athelstan’s camp from William of Malmesbury (60-63)

Joseph Hall, too, lists episodes comparable to fildatisguise as a harper,”
mentioning the following characters and tales: BHloh Geoffrey, Wace, Layamon and

R. of Brunne; Anlaf (or Olaf) as he spies out Asit@h’s camp in William of Malmesbury
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and in R. of Gloucester; "Johan de RaunpaygneFutk'Fitz-Warine”; Eustace the

Monk in “Wistasse le Moirfeand also the story ddaurel et Betor{174-75). Constance

Davies notes: “For the trick by which Orfeo gaims Wwife, cf. Welsh Gwydion and

Pryderj Math mab MathonwyMabinogion” (354).

Among the thirteen stories Cropp discusses in ‘Disguise of the 'Jongleur”

(1986), | find the entrance trick or its variantfaur: Wace’sBrut, La Continuation de

Perceva) Daurel et Betonand_The Romance of Har\nd though not counted in her

original thirteen, Cropp also briefly discusses@ifea
Morgan Dickson, too, in "Verbal and Visual DisguiS®ciety and Identity in
Some Twelfth-Century Texts" (2000) notes the sintijdetween Hereward's disguise as

potter inGesta Herwardio enter an enemy camp to spy and the storieddbfedm in

Malmesbury'De gestis pontificum Angloryr®laf in Gesta requmand the Baldulf story

in Geoffrey and Wace (50-51). She explains: "Bpsode draws on both romance and
chronicle material; in the chronicles, the herauasss the role of a harper in order to
infiltrate the enemy camp to gain information; e fTristan and Horn episodes, the hero
disguises himself to speak with the queen or pssité0).

As we can see, some of these critics' lists overtagpanother, but no one critic
has compiled a list containing all of these exampla&nd because no comprehensive
catalogue of minstrel disguise entrance trick talasts, it follows that no in-depth,
cross-cultural comparison or analysis of this miotimedieval literature has been
undertaken to solidly establish its common defirfemfures. Yet, without this wider
understanding of how this motif most often mangeatgelf, undertaking a serious study

of its use and individualized refiguring in King khoand_Sir Orfeavould be dubious at
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best. To that end, chapters four, five, and siklvagin the work of cataloguing and
comparing examples of the minstrel disguise ent&ranck in Northern European
literature between the twelfth and fourteenth ceesy including of course Horand
Orfeg, to form a description of the motif's typical feegs. Within this discussion we will
also examine the archetype captured in this mitgifmythological and Biblical
associations, its representations of creative thqhgrocesses and identity-play, and
finally the possible cultural appeal of this tydehero. Through this analysis, we will
also see the emergence of another related butousyiunrecorded motif, namely the
"noble fosterling excels in music."

This study will compare twenty-one tales or versioftales, containing twenty-
three minstrel disguise entrance trick episoddsough some overlapping occurs, | have
grouped the stories under three headings—Chromalks, Tales of Enchantment and the
Trickster, and Noble Fosterling Tales, breakingdiseussion into separate chapters
according to these groups. The Chronicle Taleg;iwive will consider in this chapter,

include the story of William Talbot in Dugdaletonasticon Anglicanunthe tale of

Alfred in Malmesbury'$sesta requm Anglorunthe account of Baldulf in Geoffrey of

Monmouth'sHistoria requm BritanniagWace'd.e roman de BrytLayamon'8rut, and

Robert Manning of Brunne's Chronicknd the story of Anlaf in William of

Malmesbury'€sesta requnand Robert of Gloucester's Metrical Chronichdthough

Dickson likens Malmesbury's account of Aldhelm wanicle accounts such as these, it
is not an example of this motif and has not beetuded in this comparison.
The next chapter will focus on Tales of Enchantnaemt the Trickster, including

The Tale of Thorleif the Earl’'s Pq&®ir Orfeq the stories of Gwydion and Prideri and
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Gwydion and Lleu irMath mab Mathonwytwo John de Rampaigne episodefauke

Le Fitz WarynLa Folie Tristan(Oxford); and Tristan menestrélfrom Gerbert de

Montreuil’s La Continuation de PercevéiFourth Continuation Again, although Hall

notes Eustache the Mowknong stories containing an episode comparabioto's

minstrel disguise, it is also not a true examplénef motif. Where true entrance trick

heroes use the disguise to bravely eatesmy territory, Eustache uses the disguise as a

wanted man to safely flesnemy jurisdiction. Therefore Eustadiees not been included

in this catalogue. Cormdoo will not be considered in this study; howewee, will

discuss it briefly to demonstrate why it shoulddoepped as an example of K2357.1.
And finally, chapter six will cover the Noble Fodieg Tales, including the story

of Hother in The Danish History of Saxo Grammatjddaurel et BetonKing Horr

Horn et RimenhildRomancg and the harp and rote episode in the Norse 8aga
Tristram and Isond, Gottfried von Strassburg, dredMiddle English Sir Tristrem

Before jumping into a discussion of the ChronicldeB, | will first outline the
methodology for this analysis and give a brief @@ of some of the findings. | begin
this introductory section with a description of #ie main categories used to compare
these episodes: costume details, disguise typmrpeng skills, ability-level, reaction at
the gate, and purpose of the trick. Here | waladliscuss how violence and magic figure
into this motif, even though violent actions and tlse of magic do not appear in every
episode. Likewise, in this section we will alsmsumler the negative details or character
traits that surface in these tales in varying degiréNVe begin with an explanation of

these six categories.
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Costume Details—For each episode, | will list theysvin which the hero
transforms himself or his group into minstrels Juling anything he adds, takes away, or
alters in his outward appearance or if a costunuseasl at all. Cropp's study lists
jongleur disguise component features that may hesefto us in this more focused
examination of entrance trick minstrel disguisesefes, including: "character puts on
clothes which are usually referred to as the doéssjongleur" (43). "A cloak is the
essential garment” (43). One character has "shaffdtlf his hair, beard and
moustache, with the result that he appears...liteagacteristically scurrilous jongleur”
(43). Several characters "stain their faces ar,sksually making them dark or yellow"
(43). In all of Cropp's texts except one, the ahtars have a harp or a violiélle which
they know how to play, with the possible exceptditustache" (43).

Lawrence too lists a number of costume featuréeeimdiscussion of minstrel
identity inFolie Tristan(Oxford) and Gerbert de Montreuil's Continuatisach as poor
garments, tonsure, a stick, skin coloring, absettalsior, possession of a harp or other
instrument, and musical performance (24-35). 8tdsf however, that these indicators
do not apply solely to minstrels but rather coubaepresent a number of other
characters. For example, a stick signifies noy tmlinstrel-fool" but also "wild man,
shepherd, peasant and giant” (26). As we discuasdthpter two, because of the
ambiguity of identity signs representing the miekttawrence concludes that it is finally
the author's use of defining labels that tellsréaeler for certain that the disguise is that
of minstrel (39).

In the entrance trick episodes considered hereyialso find varied depictions

of minstrels, who among hair changes (growingngloshaving portions, or dying it),
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skin color and face shape alterations, and putimglothes, poor clothes, fine clothes,
colorful clothes, badly cut clothes, cloaks, babmygings, a jester's habit, a sclauin, a
wool tunic, ugly hats, and enormous hoods or takiffigoyal garments, they also use
spiky crutches, a food bag, juggling equipment,amdestrian gear, staffs, and a variety
of musical instruments such as harps, a lyre, val®ete, a tabor, gigues, a horn, pipes, a
shawm, a cornemuse, a hurdy-gurdy, a reed pipsaléepy, an armonie, a flute,
hornpipes and fiddles. Here too, physical actemsetimes help to convey the minstrel
identity. For example, disguise minstrels beha/enastrels, as in King Hoyplaying
music or singing at the gate to catch attentioardrance the sense that they are indeed
minstrels.

In some of the tales the hero disguises alone; tor@e he brings a companion,
and sometimes he brings a whole band. But indlse of Tristan's harp and rote
episodes, Tristan's disguise is created by apmealome with an instrument. In two
versions, he is then recognized by the enemy asstnel and asked to play. And in two
other cases, the disguises are nothing more tetatement by the character indicating
his identity, as a "lutantist” in the case of Hothad as bards in the case of Gwydion and
Lleu, confirmed by outstanding performance skil&o although an author's use of a
minstrel label does allow the audience to defieifnidentify the disguise as that of a

minstrel as Lawrence shows, the more importanbfaotre may be how other characters

recognize him as a minstrel. And the answer agpeare—if he looks like a minstrel,
acts like a minstrel, or says he's a minstrel, prebably a minstrel.
Disguise Type—As we just saw, because part orfahedisguise can be created

by a statement of identity, through which the hetls the gatekeeper or tester that he is a
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minstrel, | will point out how the narrator defingg disguise or how characters refer to
themselves or to other characters within each text.

Thompson's Motif Indexdentifies this motif as “Disguise as musiciaretder
enemy’s camp"; however, a review of stories reiftecthis motif will show that the term
"musician” is too narrow to encompass all of itareples. In fact, we will find a variety
of different performer types in these episodesudicig: bard, poet, juggler, fool, mad
fool, entertainer, harper, watchman, minstrel amtbsth. Lawrence's attempt to define
the minstrel leads her to call them all professi@aaformers: "We may, for practical
purposes, generally define the minstrel as a psadeal performer. To do so, however,
we must conceive of performance in broad terma)et@inment that embraces a wide
range of arts that extend beyond music" (35). defmition also applies to the
performers in our catalogue, some of whom possassnusical skills such as juggling,
recitation of poetry, or storytelling.

Southworth too shows that a variety of differemqety of medieval performers
were considered minstrels:

All those professional performers known (in La@symimi et histrionesor (in

French) agugleursor jongleurs or (in Old Englishgleemenare now [from

1266] embraced by this one word, 'minstrel." Tinejuded musicians—

composers, instrumentalists and singers—oral Eoetdellers of tales (often to a

musical accompaniment), fools, jugglers, acrobatsdancers; actors, mimes;

and mimics; conjurors, puppeteers, and exhibitbgedorming animals. (3)

For the purpose of more accurately identifyingriaif known as K2357.1 “Disguise as

musician to enter enemy’s camp," the profession@reainers represented in this
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collection of entrance trick tales, though notralisicians, could all be termed minstrels.
Thus, a more appropriate title for K2357.1 woulduale the word "minstrel” in the same
way as in K1817.3 "Disguise as harper <Minstrel*he new enlarged category would
become K2357.1 "Disguise as musician <minstrelerti@r enemy's camp <castle>,"
under which we could immediately include all twentye of the stories reviewed in this
study. | also include the word "castle" in thiseedd title as is done with the parent entry
K2357 since both camp and castle apply to exangfldss motif. As noted eatrlier, |

have not included The Life and Death of CormacSkald one of Thompson's original

three under this listing because it is not a touengple of this motif and should be
removed from this classification. Additionallypses which contain two minstrel

disguise entrance trick episodes sucMath mab MathonwandFouke Le Fitz Waryn

should be marked as such, bringing the total nurabentrance trick episodes at this
time to twenty-three.

Performing Skills—Within the discussion of eachseypie, | will list the various
skills exhibited by each performer. In this cagmie, even when the hero depicts a
beggar-minstrel, the usual entrance trick perforrearonsists of skills such as playing
the harp, lyre or other instruments, storytellisigging, recitation of poetry, juggling,
gleowing, and so forth, all of which have been asged with what Southworth calls the
northern tradition of the Germanic scop, the Cditied, and the Anglo-Saxon "gleomen”
(21). The three possible exceptions to this inekdlie Tristan who disguises and
behaves as a mad fool, Baldulf who dresses anohire sersions behaves as a fool, and
John in_Foukavhose ugly appearance makes people take him ébtraat him as a fool.

Despite their costumes, however, all three of tlohseacters are able to play the harp.
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Baldulf does so within the episode; Tristan deddhes ability during the trick; and John
demonstrates his instrumental skills in his seatisduise episode.

Ability Level—For each episode, | will note any deptions provided of the
guality of the hero's performance. Cropp's stuyns that nearly all of the disguise
minstrels in her sample knew how to play theirmmstents. But we will find that in
entrance trick episodes, the performers are gdnenale than just proficient. In fact,
often the author indicates more than once thahéne possesses superior skills in his
craft. For example in MaflGwydion is a "good teller of tales" and "the bie#ier of
tales in the world" (Jones 67, 57). And in noldstérling tales, including the stories of

Horn, in King Hornand Romane, Hother, Beton and in the Tristan tradition, ¢hes

heroes generally excel above their peers in adlsaire addition to musical skills.
Reaction at the Gate—In each of the episodes] tvgituss the reaction the hero
gets at the gate or in front of his enemy, whichast generally positive, including
preparation of or allowance to enhance a celelbrasigoyful, friendship-like welcome,
or more simply immediate admittance or audiengeetdorm. As we discovered in our
review of criticism, the minstrel disguise is udefuliterature (and possibly in real life
too) because it offers several benefits to its,us@mely mobility, security, proximity and
anonymity. As minstrels were often itinerant, theguise offers a hero the opportunity
to move about safely without attracting enemy ditbenor causing suspicion, thus also
granting him a sense of anonymity as we will segan@Baldulf account. Proximity is
also a built-in component of the minstrel disguls#nging the hero in front of his enemy

to perform. As we will see, proximity is particdiaimportant to Thorleif—his beggar-
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poet disguise allows him to directly approach Imemy, Hakon, to deliver a curse
incantation.

But we will also see through this comparison thatrminstrel disguise offers
three additional benefits to the hero—a celebratoopd, a distraction, and a sense of
trust. Each of these benefits is interconnecteeicelebratory mood fosters trust;
celebratory excitement together with trust leaddistraction; and all three together make
the trick particularly effective on a narrative étv

As we saw in chapter two, Lawrence's study condudat the minstrel is a
bringer of joy. And indeed we see this clearlytia positive reactions of gatekeepers
and courtiers when approached by the disguisedamunsiin these episodes. Often the
narrator will indicate that the minstrels are jdijffweceived, a celebration is prepared or
the performers are made welcome. This celebrawmgd is in stark contrast to the way
the hero would normally be received at his eneggtse, enhancing our sense of the
hero's clever victory over his unwitting foe. hirteen out of the twenty-one stories, the
author even includes a statement calling the hetbeoact cunning.

The sense of trust engendered by this disguise shothe way porters open up
the gates immediately or how would-be minstrelscatied over or invited in. And trust
is certainly involved in the disguise's proximitjvantage in that the minstrel must be a
trusted individual or he would never be welcomethmgate, not to mention into the
innermost chambers. But this trust is also coretkaiith the minstrel's duties as a
bringer of joy and celebration, which makes hirmsdi&e a friend or companion. For
example, irFolie Mark greets Tristan the fool, exclaiming: "Welcofmend" (Weiss

125). Dugdale's Talbot too as we recall is welodrtees though he were a close friend."
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This joy and trust creates a natural distractiaousmg characters to let down their
guards. And when coupled with the additional dision and reassurance of a skillful
performance, it not only gets the hero in the dmgralso, in at least five cases, helps him
maintain his proximity for a more extended peridthaut suspicion in order to gain
another objective. For example, in the two WilliafMalmesbury accounts, Alfred and
Anlaf are admitted as minstrels and then proceaghtoer information against the
enemy. In MathGwydion stays overnight before tricking his enesnigo trading away
pigs in the first episode and into reversing aeumshe second. And in Foukevealthy
minstrel episode in particular, mood, trust, argtrdction all work together, allowing
John to administer a sleeping drug during the perémce to rescue one of his comrades.

But in addition to the trust fostered by a celetiatnood and an excellent
performance, these episodes contain another |éwelst that is intertwined with the
chivalric role played by the minstrel. As we saytle reaction to Taillefer's antics in
the Battle of Hastings, although a professionalstnel may appear on the battlefield, he
does not normally engage in battle and in fact @@anerally make an unworthy, ill
prepared opponent. Thus no knight should evertfaging a minstrel nearby. In
Continuationtoo, Tristan and his men gain the advantage auenament dressed as
minstrels, confusing and angering their opponehitghe story of Beton also, though the

hero is not dressed as a minstrel, he taunts temegiknights, telling them "You're quite
right to tumble!... It was a minstrel who struck y8uThe narrator explains: "The man's
comrade saw him fall and was angry and ashamedtl€$fi8). This vexing
contradiction, a minstrel-knight, takes advantaiggne enemy's understanding that

minstrels are no one to fear and above all no otight. Therefore, Lawrence's
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identification of the minstrel as a bringer of jagtually only tells half the story in these
disguise episodes because here the enemy's expestat celebration are instead often
fulfilled by sorrow through the hero's violent &fta But we will explore this minstrel-
warrior contradiction further in chapters six amsen.

Purpose of the Trick—In each of these storiesntivestrel disguise is used to
enter enemy territory, such as an enemy campecasttompound peacefully. But there
are numerous reasons why a hero might want toido th the stories included here,
heroes disguise in order to spy, rescue, gain aeargage in battle, gain safe passage,
provide aid, steal, enable a romantic liaison,uescegain birthright, obtain revenge, or
cause humiliation. In some cases, the purposexisdn For example, in Horand
Romancea rescue also provides the opportunity for thre ke avenge himself against
his treacherous liegeman. _In Betavhile regaining his birthright, he naturally ages
his father's death. Or in the Baldulf tale, sedsegage is required so he can bring aid to
his brother who is under siege. And in the casdagher, though his original intention is
to spy, he then hopes to obtain the magic foodgivats his enemy strength thus gaining
an advantage in battle, but finally he seizes tiexpected opportunity to kill him.

Violence—As | point out the purpose of each triaie, will see that although the
trick enables the hero to enter an enemy compoaadgsully, violence commonly
follows, vividly depicting the minstrel-warrior padox. In nine of the tales, however, no
violence at all is performed during the trick, unding Talbot's story, Orfe@seoffrey's,
Wace's, and Manning's Baldulf accounts, Maiid the three Tristan harp and rote
episodes. We may also be able to add LayamontkiBafolie Tristan and

Continuationhere. In Layamon's Baldulf, the only violenceliected against him. In
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Folie, Tristan is playfully attacked by boys and ret&igabut without real force. And in
Continuation violence occurs but only within the frameworkkoightly challenges and a
tournament. Although these characters commit eitbeact or minimal acts of violence
during or as a result of the trick in these stqradisof these character are warriors. Thus
even without violent actions, the image of the rixglswarrior appears in each episode.

When discussing violence, | will refer only to idents that occur during the trick
or as a result of it. Typical acts of violence @arlude sudden or vivid brutality against
the enemy and his company, but this violence igigdly made to seem appropriate
given the circumstances. Hother plunges his swiadhis enemy's side. Alfred cuts the
enemy to pieces. Horn decapitates Fikenhild, kissmen and then in two manuscripts
has Fikenhild torn apart. In Romanéorn cleaves his enemy's head in two and has him
hung at the crossroads. Thorleif, dressed asraeryold beggar-poet, hits other beggars
with his crutch and kills part of the enemy compauith his incantations. Beton cuts off
his enemy's right arm, slashes off heads in battbgs the enemy behind a horse, has a
wicked fisherman skinned alive and then roundsgshunp by dragging his enemy again
and throwing him in a ditch for ravens and vultuegat. The minstrel is a bringer of
joy as Lawrence points out; yet as we can see, ohthese entrance trick episodes
interrupt the celebration with acts of brutal vimde. This contrast is important and quite
distinct in some of the stories, creating a vislhadtration of the minstrel-warrior
contradiction.

Negative Details or Character Traits—In additioniite generally favorable
portrayal of these heroes or their clever acthi@asrteans to achieving a difficult goal,

most of these heroes also display negative touahbeir character in varying degrees.
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Horn, for example, shows questionable integritiianv he makes and honors his
promises to Rimenhild. Gwydion paves the way ferldnother to commit a crime. John
de Rampaigne spatters someone's head for mockingAind Anlaf makes a terrible
mistake, cutting an innocent bishop and his housetogpieces. We will explore these
negative details in both chapters five and six mittiscussions of the trickster and King
David.

Magic—"Real" magic is another feature occurringame of these episodes. We

find magic or otherworldly power in Matklother, Thorleif and_Orfeo But as we will

investigate more in the next chapter, there apgedre a type of magic in human
creative cunning as well as in the minstrel's texdirskills and performance of music or
spoken words. Therefore, the presence of realanagiome of these episodes seems
fitting. But most interesting is the fact thatshreal” magic is never used to get in the
door. Rather the heroes prefer to use the magiarmiing to do this job and in the

process win not only entrance but also a morabwobver their foe.

Chronicle Tales
In chapter two, we discussed the early critics wbimted to semi-historical
accounts to illustrate disguise as a real-lifevagtiincluding the story of William Talbot,

from Dugdale’sMionasticon Anglicanunwho found and returned Ela Fitzpatrick by

disguising as a minstrel. To this story, we cao a@dd the chronicle accounts of Baldulf,
Alfred, and Anlaf, which appear in similar documenilthough Dickson refers to the
story of Aldhelm as an example of a chronicle talerhich the hero dresses as a minstrel

to "infiltrate the enemy camp to gain informatidg0), it isn't. Aldhelm does not enter
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enemy territory dressed as a minstrel, unless gaicall the midst of an apathetic
congregation an enemy compound. This tale, ratéks,the story of how he coaxes the
people into listening to his sermon by first dragsand performing as a minstrel. So as
noted earlier, this tale has not been includedadaresideration of the motif's defining
features. Whether we can call these chronicleestdrue historical accounts remains to
be argued. As we will see in the story of Baldaitgularly, the versions vary widely,
having received individual fictional touches by lead the authors. If there is truth at the
core of these reports, they seem to have capturadcaetypal image that fascinates
authors and most likely audiences too.

Although we considered the story of William Talladteady in chapter two, let us
examine its basic features here as an examplesafinstrel disguise archetype. The
passage is relatively short, so | will quote itiagzere:

At the same time in England there was a certaidieiotalled William Talbot,

who put on foreigner’s clothing and crossed thetsédormandy. There he

stayed for two years. He wandered this way anttthseek out his mistress Ela
of Salisbury, and when he had found her he tookigfforeign garb, dressed like

a minstrel and entered the court where she wamgtagpince he was a jovial

fellow, with an excellent knowledge of the explaifsthe ancients, he received a

popular welcome there, as though he were a classdfr When he found a

suitable time he returned to England, taking with that venerable mistress Ela,

the heir of the county of Salisbury, and introdubedto king Richard. He
adopted her in a most particular way, and marrexdd his brother William

Lungespe.... (Quintus)
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In this story, circa 1200, a soldier named Talleiednines to rescue Ela of Salisbury
from the "safe and close custody" of her relatineormandy, making this act actually
something between rescue and abduction. The atteams toward rescue, however,
with Ela’s return to claim her heritage, her "admpt by King Richard, and marriage to
his brother. Once Talbot finds Ela, he gains axteser by "dressing as a minstrel."
Though no particular type of clothing is mentioni@ppears his costume is created by
putting on garments others would interpret as mafistgarb. His skills are not
specifically outlined, but he was a "jovial fellowho had an "excellent knowledge of
the exploits of the ancients," indicating an outdtag performance including perhaps
story-telling, poetry recitation, or singirmtpansons de geste lays. Regardless of his
particular skills, his knowledge of ancient expasuggests a minstrel in the northern
tradition. The reaction to his arrival and/ orfpemance is positive: "he received a
popular welcome there, as though he were a clesadfi' This spare report of Talbot is
plausible as fact and may indeed have occurred.it Btill contains an interesting
archetype. A soldier dressed as a minstrel eateenemy compound secretly with
hidden intentions. He is openly welcomed and &distHis well executed performance
involves respectable skills. In the end, he adsev purpose he could never have
obtained openly without a fight.

The next account we will consider is the story oivhAlfred disguises himself as
a minstrel to spy on the Danes and then defeats iéh this intelligence, found in

William of Malmesbury's Latin chronicl&esta requm AnglorurfHistory of the English

Kings) circa 1125. Here Alfred

hazarded a most cunning trick. Dressed as a ralristrentered the Danish king's
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camp, supported by one most faithful companion tiew the secret. There,

gaining entry as a professional entertainer, esehd innermost quarters, there

was no secret that he did not learn with both eyekears. After spending
several days there and finding out to his heaotgemt all that he wanted to
know, he returned to Athelney, collected his cimein together, and explained

how idle the enemy were and how easy it would bdefeat them. (Mynors ii.

121.5)

After this, Alfred gathered together his forcesiagathe Danes and with precise
information from scouts "fell upon them suddenlg @t them to pieces with incredible
slaughter" (11.121.5).

Malmesbury defines Alfred's disguise type as "msienal performer.” But he
also mentions that Alfred "dressed as a minstagjdin implying he put on garments
others would interpret as belonging to a minstddired is likely accompanied, though
Mynors's translation reads "supported,” by onei®hien. It is common in these
episodes for the hero to be joined in the disghissome of his men. In fact, in
RomanceHorn "took a hundred companions, all dressed asaiams" (Weiss 118),
which would seem complicated logistically if nonsewhat suspicious. Alfred's skills
and ability-level are not mentioned, but the teog¢slsay he spent "several days" there, so
we must assume he was skilled enough to passradesgional musician or they would
have tossed him out long before that. In thisade trick episode, Malmesbury himself
points out the proximity benefit inherent in thisgliise, stating he gained entry "even to
the innermost quarters.” But he also gives uat@stent of cunning by calling Alfred's

actions "a most cunning trick."
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This account provides an interesting backdrop ¢cstindy of King Horn In
Horn, as in Malmesbury, the hero dresses as a minstgalin access to his enemy. Horn
attacks immediately, whereas Alfred uses his cavearefully gather intelligence.
Beyond the use of this specific motif in both texte find that the episodes_in Hoand
Alfred's story share another interesting featumajraculous fishing dream. If we back
up in Alfred's tale to just before he dons his disg, we learn of a vision he receives. St.
Cuthbert, "sometime bishop of Lindesfarne," camalfced in a dream explaining that
God would have mercy on England and restore higdam to him (ii.121.3). As proof
of this vision, he is told his men would returnhwita great catch of big fisl{il.121.3),
which they do. Because of this encouragementedl&dopts his minstrel disguise. Like
Alfred's dream promising an extraordinary catcffisif, as we saw in chapter three Horn
contains a similar fishing dream not found in Rogg&Rimenhild's dream of the broken
net. Butin Horrthe dream is reversed. While Alfred takes anaebdirge catch,
Rimenhild loses the one fish she desires.

The King Hornpoet also gives Horn the surprising pseudonym &eadioCubert”
in O text (796, 808, 936) or "Cutberd" in C (76179 during his seven years in Ireland,
which of course appears to recall the author ofedls distinctive dream, St. Cuthbert.
In Schofield's study of name origins in the Homrigts, he seems puzzled by the
substitution in C and O manuscripts of Horn's Ipskeudonym and gives Gudmod
precedence, stating:

Inasmuch as there appears no particular reasornthghdnglo-Norman poet

should give a Scandinavian name to his hero i wot in the original, while an

Englishman might easily (forgetfully or delibergfehave substituted for it the
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name of a well-known British saifGudmodseems to have the best authority.

(29)

If "Gudmod" was Horn's original pseudonym, did &tdranscriber notice the similarity
and substitute "Cutberd"?

Even more striking is that according to Malmeslsuagcount, Horn and Alfred
share similar experiences with their tales shasinglar themes. In Alfred's dream, St.
Cuthbert explains: "You too, who are now so pitifulriven from your kingdom, shall in
short time be restored in glory to your throne....af, when you are restored to
prosperity, will act as a king should, if you shgaur gratitude to God who helps you
and to me His messenger by suitable devotion'2(li.3). Alfred's mother, too, is
comforted by the same message, and after Alfredueens his enemy, most of the pagan
survivors are converted to Christianity. Likewis&King Horn, when Horn regains his
homeland Suddenne from the Saracens and libenstésthful mother, he begins the
work of rebuilding churches and reinstating masses.

The unusual fishing dreams, the distinct pseudomyrd,the similar theme and
plot points suggest that the Hgooet or a later transcriber recognized similagitie
between the two stories and made references testtier Alfred tale within the poem.
This comparison of Horn to the image of Alfred iscaappropriate as Alfred was
associated with the image of the harper king. I8satth explains: "Alfred himself was a
key figure in the process whereby the gleomen danterms with Christianity and found
a new role" (25). Additionally, with the help afteolars from the continent, Alfred

translated among other texts the Psalms of DawddBarethius's The Consolation of

Philosophy extending the verses on Orpheus "to nearly tiee original length” (25).
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And most telling are the images of Alfred in teatid eleventh-century manuscripts
depicted as David, including one in his Englishlfésavhere "he appears as a divinely-
inspired harper accompanied by three musiciansaguadgler” (25).

We also find a harper in the next chronicle talewileexamine, the story of
Baldulf, but here the main character also taketherless commonly seen disguise type
and costume characteristics of the fool. The stdé&aldulf is found in four sources:
Geoffrey of Monmouth, Wace, Layamon, and Robert Miag of Brunne. Geoffrey's

version, the second entry in Thompson’s Folk-Mistifex, is found in the 1136 Latin

Legendary History of Britain(Historia requm Britanniap This episode shows the hero

entering not a castle or a stronghold, but rathesreemy camp. Here Baldulf, a Saxon,
disguises himself as a minstrel to pass safelytiir@nemy territory in order to provide
aid to his brother, Colgrin, who is under sieg&ark by Arthur and his army. Baldulf
and his army of six thousand men are attacked afehted by night while they are
camped near York planning to surprise Arthur arsdnhen. After this defeat, Baldulf
decides that if he could just reach his brothezy timight be able to work out a new plan
together. Baldulf strategizes about how to gaoess to his brother, and that they might
"concert measures together for their safety” (Gi&8), implying some measure of
creative cunning in Baldulf. But he also states Baldulf "had no other way for it," but
to disguise as a jester, (150) which may have tmrtd to Schofield's attitude that
disguising as a minstrel is Horn's "only meanseafgirating Fikenhild's castle and
gaining access to Rimenhild" (62).

Geoffrey describes the incident as follows:

And since he had no other way for it, he shavedheal and beard, and put on the
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habit of a jester with a harp, and in this disgusdéked up and down in the camp,
playing upon his instrument as if he had been pdrarHe thus passed
unsuspected, and by a little and little went ughtowalls of the city, where he
was at last discovered by the besieged, who theredgew him up with cords,
and conducted him to his brother. (Giles 150)
Geoffrey does not directly name the type of mindaddulf portrays or describe his
ability-level, but we are told Baldulf plays on hmstrument "as if he had been a harper.”
The reaction at the gate is also not specificaiyntioned except that Baldulf progresses
slowly toward the castle, "unsuspected.” His aogtus created by shaving his hair,
carrying a harp, and putting on the "habit of age$ Hair shaving is a less common
feature occurring in only the Baldulf accounts &adie Tristan And the outfit of a
jester is mentioned only in the Baldulf episod¥gt we will see in the next chapter how
the less heroic image of the fool is associated this archetype in both of its two main
traditions.

The next version of this tale comes frdum roman de Bruby the Norman poet

Wace, and is the 1155 French translation of Geg#fidistoria. Newstead explains that

Wace “follows his source faithfully, expanding Hiefly with descriptive detail”
(Arthurian 42). Here the purpose of the disgussthe same, but Wace adds new details
about Baldulf's musical ability, the way in whick shaves his hair, and how he conducts
himself while in disguise:
Baldulph devised to seek the besiegers’ camp igtee of a jongleur. He
arrayed himself in all points as a harper, for hewk well how to chant songs and

lays, and to touch the strings tunably. For hatler's sake he made himself as a
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fool. He shaved off one half of his beard and neelse, and caused the half of

his head to be polled likewise. He hung a harpugbs neck, and showed in

every respect as a lewd fellow and a jester. Baldpresently went forth from

his abode, being known again of none. He wenhtbfeo harping on his harp,

till he stood beneath the walls of the city. Theraers on the towers hearkened to

his speech, so that they drew him up by cords tipenvall. (Mason 47)

Baldulf no longer dons a specific garment but iadtéarrays" himself as a harper, again
including a harp. Here Baldulf not only shaveshas and beard but more specifically
he shaves off only half of his head, beard, and mowstache, creating the look of a

fool. Baldulf's skills here are increased to im@wot just harping but also chanting
songs and lays, accentuating the northern mingtidition skills combined with this
jester's costume. And in this more embellishedawt we are told that he is able to play
well or "tunably.” Wace calls Baldulf a jongleilyt he also uses the words harper, fool,
lewd fellow and jester in reference to his attinel @eportment.

If we jump ahead to the “last decade of the twetihtury or shortly thereafter,”
we come to Layamon’s Brutound in two manuscripts, Cotton Caligula A.IXda@otton
Otho C.XIIl, which is an “expanded paraphrase ofc@/m alliterative verse” (Newstead
Arthurian 42). But as Newstead goes on to expRint is also much more than just an
English paraphrase:

Layamon’s dramatic imagination transforms his maténto a fresh and original

narrative that reflects little of the courtly refiment of its source. Most of his

expansions introduce concrete detail, direct addaasd specific localizations

lacking in Wace. (Arthurian 43)
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The Baldulf disguise episode is a good exampleayinon taking a passage from Wace
and making it his own. It is indeed expanded witbre detail and feeling, now including
information about Baldulf's childhood musical ai#is which as we will see is one of the
noble fosterling tale traits. In this version, are also shown how Baldulf is treated in
his disguise as fool by the people he passes.

After the surprise attack on his men in the fordsére nine hundred are killed by
Arthur, Balduf leaves his remaining men behindada@his brother:

Colgrim wes wid-innen. mid Saexisce monnen.

Baldulf hine bipohte; what he don mihte.

mid wulches cunnes ginne; he mihte cumen binnen.

in-to pere burke; to Colgrime his brodere;

pe wes him on lieu; leofest alre monne.

Baldulf lette striken; to pan bare lichen.

his baerd and his chinne; & makede hine to crosse.

he lette sceren half his haefd; and nom him angeham hond.

He cuden harpien wel; an his child-haden.

& mid his harpe he ferde; to pas kinges hirede.

& gon peer to gleowien; & muche gome to makien.

Ofte me hine smeet; mid smaeyezden.

ofte me hine culde; swa me ded crosce.

elc mon pe hine imette; mid bismare hine igratte.

Swa nauere na mon nuste; of Baldulfes custe.

buten hit weore crosse; icumen to pan hirede.
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Swa he eode longe up-ward; swa longe he eode -avdrth

peet heo weoren warre; pe weoren paer wid-innen.

peet hit wes Baldulf, Colgrimes broder.

Heo wurpen ut enne rap; & Baldulf hine faste igrap

and brud / den up Baldolf; pat he binnen com.

mid swulches cunnes ginnes; Baldulf com wid-inn@aligula 10127-148)

Note that twice in this passage Baldulf's cunngxmmentioned when he, like Horn, seeks
aginneto aid him in this seemingly hopeless situation.

In this account, all specific references to garmentarray are gone. Rather this
costume is composed of a haircut and a harp. Balthair here is again one tick more
specific than in the prior account as he shavehisfbeard, which is possibly his
moustache, and his chin completely but only haftHgad. His minstrelsy skills include
harping, gleowing and making revelry gome" Concerning ability-level, we are told
Baldulf could harp "wel" already in his childhood.

Within the description of the hair, we find the abe, "& makede hine to crosse"
(210133). Among numerous definitions foosse which Layamon uses twice in this
passage, we find "a madman, a fool" (MEOThus Layamon defines the disguise as that
of fool and also notes that others took him asoy fehich causes onlookers to strike out
physically at him. The reaction at the gate, tfogee is very different between Wace
where Baldulf passes unsuspected and Layamon wikasestruck with sticks and
"greeted with derision” (Madden 75). Yet, desfiite mocking behavior and his
appearance as a fool, Baldulf's skills as a hapeemphasized here as in each of the

accounts.
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Ridicule and violence is an unusual reaction toniestrel in these episodes, as
they are normally greeted joyfully or are at thepleast allowed to perform in peace. In
two other instances, however, we see a similadyesgive reaction from on lookers. In
the case of Baldulf, Layamon's version overall fsaBaldulf, an adversary of Arthur, as
a less sympathetic and heroic character than wdrifVace and Geoffrey’'s accounts.
Newstead notes: "Layamon is less intellectual tiaimodel, but more passionate and
emotionally identified with his hero Arthur” (Arthian 43). For example, in addition to
being struck and mocked by those around him whildisguise, Layamon has Baldulf
leave his own men, though with sorrow, to saveolis brother. In Geoffrey’s account,
on the other hand, it appears that Baldulf has ldeserted by his forces but refuses to
give up. And in Wace we are given the impressiat tlespite the loss of his forces,
Baldulf "the cunning captain” (Mason 47) will sdm@ himself and go alone to end the
siege and save his brother. Thus in Geoffrey aada# versions, Baldulf appears to be
a clever hero, unwilling to give up. He employsreative strategy and tricks his foe. In
Wace, Baldulf is actually called cunning. And iayiamon's version, too, despite his
tarnished reputation, the tegmneis twice applied to this trick.

The final version of Baldulf's story is Robert Mamg of Brunne's 1338
Chronicle a Middle English verse translation of Wad#'at, from Lamberth Palace,

Library MS 491. The Baldulf tale is contained @rpll, The Story of EnglandHere

again as in Wace, we return to a more heroic Ballb finds a way in an impossible
situation. In this version, after more than hdlBaldulf's forces are slain and the

remaining men flee, he is left alone to find sonmeans of helping his brother. He knows
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he can't rescue him, but he wants to speak with him

He coupe of notes & of layes,

& of harpe he knew pasayes;

He feyned hym as a iogelour,

& cam to pe ost of kyng Arpour;

Hi hed, his berd, he dide al schaue;

Men wend a were a folted knaue;

Als a gleman gan he synge,

& coupe a party of harpyng.

Longe hejede pus aboute,

Non ne wende of gyle ne doute;

Bot he was bope wyly & sley. (9839-9849)
Here we are told Baldulf disguises himself agogélour,” since he "coupe of notes & of
layes, / & of harpe he knew pesayes" (9839-40) 1984As we saw in the other
examples, Manning also uses a variety of termeserbe Baldulf's disguise, including
"glemari (9845) and folted' knave" (9844), which Furnivall glosses as "stypoblish"
(791). Again Baldulf makes changes to his hait,Hare Manning appears to go back to
Geoffrey because Baldulf shaves "al" his head aald(9843). In this account, Baldulf
again sings asglemanand harps, though here the text reads he knewartg pf
harpying,” (9846) which glosses as "a part, padliitle, somewhat" (814). This word
could have been added to complete the verse limet, then this is the only entrance
trick example in which the hero had only passahlsioal skills. In all of the other

examples, he is either outstanding, good, or tiilgyalevel is not specifically mentioned.
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But we must remember that each of the Baldulf aetis contained within the story of
how Arthur defeats and besieges Colgrin, Baldbltgdher. Though he is dealt with
sympathetically in this episode, Baldulf isn't teidally the hero of the story. And in
fact, as Baldulf lies in wait to ambush Cador, bef@sing his men, Cador describes
Baldulf's ambush attempt as an act of guile. Magmuises the word "gyle" again when
Baldulf walks about, harping in the enemy camp.n&suspected guile or feared him
(9848). But in this interesting account, Mannimgnbines the sense of the enemy using
guile with admiration for a clever hero, statingttBaldulf "was bope wyly & sley"
(9848) 'skilful, cunning' (827). Regardless of kixeel of heroism each author confers on
Baldulf, there appears to be an intrigue assochattdhis entrance trick in each of the
accounts, though Geoffrey's version is the mostdik historical report. The other
versions, Wace, Layamon and Manning each call Baddunis act cunning.

We find another chronicle entrance trick episodéhestory of how Anlaf
entered the tents of Athelstan dressed as a niitesgy. Anlaf's tale is found in two

sources, Malmesbury's 1125 The History of the Bhdgkingsand Robert of Gloucester's

1297 Metrical Chronicle Here again, Anlaf is the not the story's herbHisi opponent.

The account in Malmesbury is as follows:

...great skill in generalship and great numbersads confronted him at
Brunefeld Anlaf, perceiving the impending danger, cunnyragsumed the office
of a spy and, laying aside his royal garments, mgapd himself with a harp and
made his way to our king's tent. There he stoodisg at the door and from time
to time 'in sweet confusion struck the vocal ssingnd easily secured admission,

pretending to be an entertainer who won his daia8 by this kind of skill. For
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some time he entertained the king and his gueskstuneful music, and while

playing surveyed the whole scene. (ii.131.4-5)

Anlaf is recognized after he leaves the tent byaa mho had once sworn allegiance to
him. Although the man does not alert Athelstafrtiaf's presence until he has gone, he
does suggest they move their camp to thwart aaglatty Anlaf and his men. They do
so, and when Anlaf returns, he mistakenly fallsrupdishop who had set up his camp in
that same position: "Anlaf cut him and his wholei$ehold to pieces” (11.131.6).

In this account, Anlaf's costume is created bya@ny royal garments and taking
a harp. While in costume, he sings and accompameself on harp. His disguise type
as a professional performer is less specific tloames—he is simply a performer who
lives by this work. Anlaf too is a capable musmgiproducing "tuneful music." His
reception is not jubilant, but we are told he "Besecured admission."

In this example, the minstrel disguise is usedteran enemy compound and
spy, gathering information on the enemy as in tbaes of Hother, Alfred, and John's
disguise as diseased beggar-juggler in Foukéhough the spying is accomplished
peacefully, each of these stories ends in violeticehe tales of Anlaf and John that
violence is surprising: John's is unexpected anigeme, and Anlaf's is wrongly directed.
Although violence is often a part of these entranick& episodes, this is the only tale in
which the character makes such a bungling mistdkes unheroic detail may be an
historical fact. The real Anlaf may have actuatigde this mistake. Or the mistake may
have adhered itself to the story as an amusingl degdittling the enemy. In either case,

Malmesbury nonetheless appears to be intriguetibyatt of disguise because he
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explains that Anlaf behaves "cunningly" with the ws this trick, despite its unfortunate
outcome.

The second version of Anlaf's story is Gloucestgliddle English Chronicle
from Huntington Library manuscript HM126, datingin the end of the fourteenth
century. In this account, Anlaf is again describedquoynte” which Wright glosses as
‘cunning, curious, skilful' (945). Here Anlaf isone specifically referred to by the terms
minstrel and harper: "Menestral he was god ynothafpare in eche poynte" (5509).
Again, Anlaf goes with his harp #thelstan's camp to spy, but no other costume detail
are mentioned in this version. Here in Gloucestelike in Malmesbury, Anlaf plays
outside until they send for him. In fact it is ttpeality of his harping that gains him
admission: "& so wel wipoute harpede - pat me dfter sende” (5511). His ability-level
is mentioned again in the next line, where he hagpsell that he pleased the whole
crowd: "pere he harpede so wel - pat he payde @te" (5512). When the people have
enjoyed enough of higyle," they send him on his way (5514). Still, Anlafthe enemy,
not the hero of this story. He and his men areritesd as "bad, eviltuper (5527) men
when they come by night and fall upon what theglkhs Athelstan's camp (932). Even
so, Gloucester blames no one for the mistake:gplhtnadde non" (5528). Overall, in
both Gloucester and Malmesbury's accounts, Antéfiger act is acknowledged even
though he is the enemy and makes a bungling mistake

In the Baldulf stories and the tales of Anlaf, fivel six different entrance trick
accounts (with the possible exception of Geoffieg ®ace) in which the actor or "hero"
is actually the enemy in the story. More ofter, é#memy is depicted as using guile, and

this is a negative trait. But in each of the B#fldnd Anlaf episodes except Geoffrey,
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the disguise-minstrel or his act is referred te@sning. We do still see negative
associations in these tales, however. In the Biaiaes, for example, Baldulf although
strongly associated with harping in each versigo assumes the disguise of fool, which
is a less respectable disguise than we will seertigkkken by most of the true heroes in
this motif. In Layamon's version, Baldulf is parged unheroically, as a deserter who is
mocked and struck by on-lookers while in disguisé,his clever act is still
acknowledged. Manning mentions the term guileannection with Baldulf's act and
perhaps decreases his musical skills but also tioée$e is "bope wyly & sley." In both
of the Anlaf tales, Anlaf's brutal mistake itsedfuses him to appear unheroic. But again,
both authors still refer to him as cunning, anduskster even excuses his bloody
mistake.

Thus in these chronicle accounts, the minstrelusssgentrance trick archetype
seems to interest the authors, regardless of whigshastigator was the hero or not.
And in the tales of Talbot, Alfred, Baldulf and Afhle see certain features which will
also play strongly in the fully fictional episodé@scluding a character of noble or higher
rank who is also a soldier, a harp (or skills iaileg a northern minstrelsy tradition), a
cunning nature, excellent performing skills, ancbaarwhelming problem. The incident
itself begins peacefully but often ends in the heoying out extreme violence against
his enemy. As we look into the next two groupgitodes, Tales of Enchantment and
the Trickster and Noble Fosterling Tales in thetrte® chapters, we will find that if
these chronicle reports are really based on faey, teflect not only the image of the
cunning harper king but also the mythological triadi of Hermes through the trick's

unlikely combination of signature attributes. W#l also find a Greek and Roman
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version of the minstrel disguise entrance trickh@ story of how Hermes defeats Argus.
And finally, this trickster tradition helps to exnh the less positive features appearing in
entrance trick heroes. Thus, rather than sayiisgdibguise is used in romances because
it happened in real life, we might suggest that thck was possibly performed in real
life, transformed in chronicle accounts, and coprefillly fictional tales because it
represents an intriguing, persistent, and effecdrebetype. And as we investigate the
vexing paradox of the warrior-minstrel and the tiveathinking processes it depicts, we
will discover a character-type who is a leader aariar, and a creative thinker,
undaunted by extreme challenges and forging nelaspabuch a character may be
considered a valuable problem-solver or a dangdroublemaker. The characters
represented in these episodes, particularly ifiulhefictional romance and saga
depictions, are generally portrayed as the forimetr occasionally hints of the other side

also pop up. These we will consider next in T&lashantment and the Trickster.
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Notes

! | present here international texts containinggtiil disguise entrance trick
episodes for the purpose of compiling a cataloguéuture scholars and as a means of
examining the motif. | will refer to the originexts when they appeared in Old or
Middle English. In all other cases, | must relytba translations of the experts in that

literature.



CHAPTER 5
PART Il THE MYTHOLOGICAL TRICKSTER TRADITION OF HRMES:

SIR ORFEOAMONG THE TALES OF ENCHANTMENT AND THE TRICKSTER

It is at well-guarded barriers that these figunesespecially trickster$or here

they must be masters of deceit if they are to dcdHyde 7)

In the last chapter, our review of semi-historidaonicle accounts revealed a
number of common features in the minstrel disgargeance trick archetype, including a
noble or higher ranking hero with a cunning natuh® is also a soldier and a talented
performer on harp or in other minstrelsy skillsnfrthe northern tradition, faced with a
formidable problem. With this understanding of thigical entrance trick hero
characteristics, let us now take a step back avkldbthe trick itself. The entrance trick
is by definition a trick of disguise and borderssmg. And when we encounter a border
or boundary, we find ourselves in what Lewis Hyd#sctrickster territory. In his 1999

Trickster Makes This WorldHyde explains: “the best way to describe tricki&te¢o say

simply that the boundary is where he will be fourgbmetimes drawing the line,
sometimes crossing it, sometimes erasing or mavimgt always there” (7-8). Trickster
is also a "master of camouflage and disguise" (81§&6). Hyde explains that the
trickster: "can encrypt his own image, distortayer it up. In particular, tricksters are

known for changing their skin" (51). Thereforetle simplest terms, we can see that
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motif K2357.1 "Disguise as musician to enter ensmgmp,"” with its components of
disguise and border crossing must have trickssraations.

But beyond disguise and entry into enemy territtrg, trick itself is an act of
cunning, designed not only to achieve a practiogbpse but also for the humorous or
mischievous effect of "putting one over on," sulaating, or humiliating the enemy. In
other words, the hero establishes his intellecupkriority over his enemy in not only
finding a way to overcome obstacles thrown in lathgout by actually turning the
situation to his advantage. With the trick, hetools the actions of the enemy without
his knowledge, causing him to admit the one pelsowould most like to keep out and
not even grudgingly. Instead the hero is welcommethe foe, treated like a friend, and
sometimes a celebration is even prepared in hdrnlas@oming. Thus the trick, as well
as clever cunning, is associated with both intefige and mischievousness.

In the last chapter, we looked again at the vaonétyarrative advantages
provided by the trick and also at why the triclsaseffective, including the celebratory
mood, the distraction, and the sense of trustoides. Nestled into the core of this
interconnected mix we found the vexing contraditiod the minstrel-warrior. This
paradox of celebration versus sorrow, innocenceugeintent, confuses the standard
mode of perception and understanding, allowinghr® to take control of the situation.
We will see in chapter seven's discussion of cunthat creative thinkers consciously
bring together contradictory ideas to find insiglitereas uncreative thinkers are stumped
by such opposition, guided instead by conventipa#terns. Thus the enemy in these
episodes sees the conventional pattern and adtéytg, never even suspecting the

paradox.
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When we combine disguise, border crossing, trickamg paradox, we are
certainly entering into trickster territory and siieally the domain of the Greek and
Roman trickster god Hermes, who represents eatttes€ qualities plus music. Thus,
Hermes proves a particularly apt prototype forrthiestrel disguise entrance trick hero.
Hermes is “the ‘god of roads,’ the ‘god of dootbg ‘guide’ who presides over all
comings-in and goings-out” (Brown 33). As a bouwdsod, his symbol the "herm"—a
phallic-like stone block, topped with a head—waacpt at natural boundaries such as
doorways, entrances, crossroads, and hilltops (Bi@®). But more importantly, as Doty

points out in Mythical Trickster Figur€4993), Hermes is the Trickster, causing

"laughter at others' expense" (60). He also remtssparadoxes, polarizations, and
multiplicity (Doty 48-49), making him both a trickes and a "culture hero and 'giver of
good things™ (Brown 36). Part of this paradoxisature was played out in carnival-like
festivals calledHermaiain which the roles of master and servant were axghd (Doty
58)—much like the exchange of roles in romanceuwdsggmoments, as Black notes,
when members of the nobility dress as memberseoliotiver classes. Hermes also "loves
the mystery of appearing and disappearing, asasethe incognito” (61). And of course,
Hermes is well-known for his musical associatiomscly we will explore further into this

chapter. But most significantly, as Norman O. Bnagxplains in Hermes the Thief

(1947): "the whole emphasis in the mythology ofrHes is on mental skill or cunning,
as opposed to physical prowess" (7), which is éx#oe emphasis in these minstrel
disguise moments. As we saw, in six out of théteatpronicle reports the author
specifically calls either the hero or the act itseinning. Throughout the entire catalog,

thirteen out of twenty-one stories contain suctagesent of cunning. Hermes is also



155

associated with creativity and the lucky find, these aspects of his character we will
save for chapter seven.

Oddly Hermes has connections to the entrance dnakany levels. Beyond the
characteristics we have already discussed, Hersredso closely associated with theft,
trade, magic, marriage and love, heralds, andstreh. At least one of our disguise
musicians uses the entrance trick in order to-st&lydyon enters Pryderi's court to
steal his pigs in a tricky way in Matheminiscent of Hermes's cattle theft in the Hamer

Hymn to Hermes And as a god of love and marriage, it is appaterthat in some of the

entrance trick episodes, in Ho@rfeq and Tristan's harp and rote episodes for example,
the hero uses the entrance trick to rescue hivéeloBrown also notes that there are still
traces of "Bride-seizure" or stealing a bride ie tustoms of Greek marriage, an area
where Hermes held domain. Horn, Orfeo, and Tristast all steal back the woman they
love. It is also appropriate that one of Hermdatses was to bring together "both deities
and mortals by transporting them for the explicitgmse of erotic conjunctions” (Doty

54). We'll see an example of this in both of thstan entrance tricks in this chapter,

"Tristan ménestrélfrom ContinuatiorandFolie Tristan as well as a violent example in

Math.

A hero could also disguise as a merchant or astraih to undertake an entrance
trick producing a similar combination of Hermearalifies as we see in the minstrel
disguise entrance trick. However, when we mix masid trickery something magical
happens that goes beyond what we see in a mix et or craftsman and trickery.
But first let us begin with craftsmanship and tagkbecause this combination too has

special associations that also play into the mehslisguise version of the trick. In fact,
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as we saw in the first chapter, the trickster Ggguises as a sword furbisher to enter
Wrnach the Giant's castle to acquire his sword—wshatild have been an impossible
task. But these disguise-minstrels too have a ora technical skill whether that be
composing and/ or performing stories, poetry, l@y@ying instruments or even juggling.

In keeping with Hermes's curious intermingling Emeents, we find that trickery
is related to craftsmanship, and both are relatedagic. We can see the connection
between "trick" and "skill" in the Middle Englishord li ft(e): "Horn cupe alle peflie /
pat eni man of wite" (C1459-60). As we saw, MESirst definition forli/i(e) includes
"ability, skill; cleverness, cunning." Like the aern German wordist and the modern
English "craft," the Anglo-Saxon wotibt also incorporates both meanings: "art,
cleverness, cunning, experience, skill, craft" (Kldall 220). And in fact, in Hother, the
hero is described as being "skilful on lyre or hapd he was cunning on the timbrel”
(Elton 89). In an equation, Trick = Technical $kil

In Homeric Greek, the words also carried magicahatations, just as we find in
the modern words "craft" and "cunning." Brown rsotieat "The worddsAos, 'trick,’
which in Homeric Greek has connotations of magacaion, is also used interchangeably
with the usual word for ‘technical skitfyvy to denote Hephaestus's magic skill at
craftsmanship as well as the products of that"s{dll-22). Trick = Magical action =
Technical skill? We see this same connection betvieck, technical skill, and magic in
the wordginne which is used in both the Hoemd Layamon entrance trick episodes. As
we recall, the first entry in MEDInderginneis "inventive talent, ingenuity, cleverness,
skill; also, skill in magic or occult science,” thaombining trickiness, technical skill and

magic. In fact, Brown states: "A review of the mytogy of Hermes the Trickster shows
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that his trickery is never represented as a ratidece, but as a manifestation of
magical power" (11). Likewise, Trick = Magic.

In addition to the connection between the Greekdaésiss andreyvy, which
connote magical action and have been used integeladiy to mean both "trick” and
“"technical skill,” Brown further traces word origito show that "the words connoting
magical action in the classical period are deriveth roots whose original meaning is
just as close to the notion of trickery as it ishtat of magic” (17). Trick=Magic. But we
have already noted that none of our medieval harses magic to get in the gate, even
when, like Gwydion or Thorleif, he does appearasgess magical powers or, like
Hother and possibly Horn, he is given helpful mabitems. Horn and Orfeo, moreover,
are not able to perform real magic, relying insteadheir human skills to produce a
ginneor clever scheme when faced with a situation irctwiphysical prowess is
ineffective. And yet, those human skills seemrtmdpce a special kind of magic. Their
ginne, their clever schemes, then have magical conwooisiti Therefore, within these
episodes, not only do the disguise-minstrels pgssestive trickiness, which connotes
magic, but they also possess a technical skillaa# in harping, storytelling, juggling,

and so forth, which also connotes magic. In Rorearididornwe are told that Horn was

"clever and brave" and "in all ways he was the nagsbmplished, for such was his God-
given intelligence that there was no master cradtsimre could not surpass in skill"
(Weiss 9-10). And what of music? It too connatesyic.

Patrizia Grimaldi classifies Orfeo's harp as a "itagagent” (149). And students
of Orfeomay be inclined to describe Orfeo's harping usimgds like charming,

enchanting, or mesmerizing, whether they consiaeihtrp or Orfeo himself a magical
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agent or not. As with the archetypal connectiogtsvben magic and skill or magic and
trickery, music is also connected with magic, mgkimose who can skillfully produce it
also appear to possess special powers. Music sItMagrown argues that there is an
inherent connection between spoken or sung wordsrayic:
In the Indo-European languages words meaning ‘sasgyell as words meaning
‘speech,” are commonly derived from roots meaniagd sound’;...
Furthermore, these roots commonly have connotabbnsagic. Philologists
have therefore concluded that the origins of sonjoetry lie in the intoned
formulae of magical incantations. (29-30)
This connection between song as well as speeclagiciimplies that not just musicians
but also poets and storytellers also carry magisahotations. And one of our heroes,
Thorleif, actually combines poetry with "real magiproducing an incantation.

Richard Kieckhefer in Magic in the Middle Ag€E989) highlights the late

fifteenth and early sixteenth century interesti@ magic of music. During this time,
Marsilio Ficino, a Neoplatonist, wrote of the cosmapirit found in stars and planets.
One of the methods he describes for channelingthewers is by using words and
songs (147). Ficino's writings also describe Bisg Orphic hymns for this purpose and
accompanying himself in these songs on an Orphec(47). Another figure from this
period, Giovanni Pico della Mirandola (1463-94)y6ke of Orphic hymns as a uniquely
efficacious form of magic" (147). Kieckhefer aldescribes the work of Lodovico
Lazarelli and a contemporary of his, Johannes Reu(%55-1522), as demonstrating a
"reverence for the magical power of music" (147-4Reuchlin's work "depicts an

initiation into mystical knowledge through liturgicceremony that involves preparatory
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hymns" (148). Although these scholars wrote ireaqa slightly later than that of our
entrance trick stories, we can see surfacing iim Wk the ever-present underlying
connection between music and magic.

Hermes, too, combines music and magic. As a pawoodnof musicians, Hermes
is often hailed as the inventor of the turtle shet and the shepherd’s pipes. And in the

Hymn to Hermesit is Hermes who gives Apollo the lyre and teachin to play.

Hermes has also been credited with the "inventrasiszovery" of the musical scale
(Doty 54-55). In Ovid, Hermes uses music, wordsl magic together to defeat Argus.
He “mesmerized Argus with song and story, thenesktile giant’s sleeping eyes with a
magic wand” (Hyde 208).
Hermes was also the patron god of heralds, a podiiat combined duties of

music, ceremony, and service to the king (Browr2@h- And our fictional Middle
English kings, in addition to being disguise-miegr are as we have already seen
generally outstanding musicians or performers @wrtbwn right, Horn and Orfeo
particularly. Horn performs lays on his harp: fHarpe he gan clenche / He makede
Reymyld a lay" (01525-26). But Orfeo’s music, asds we can tell, is instrumental
alone, including no “speech,” thus perhaps point;mnBrown’s “loud sound” definition.
Although Orfeo possess no true magical powersahdame animals and appears also to
affect people with his music. The Auchinleck mamicstates that when Orfeo begins to
play his harp, the people in the palace lay atdgsto listen:

pat al pat in pe palays were

Com to him forto here,

& liggep adoun to his fete,
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Hem penkep his melody so swete.

pe king herknep & sitt ful stille. (A439-43)
In each manuscript, the king sits "ful stylle” (H3®r "wele styll" (B426), as if he's
being hypnotized. But in A text, the people corpamhnen Orfeo begins to play and lay
down rather than sit, at his feet, as though they bgghto sleep.

In the story of Hermes and Argus, Hermes uses acmand. The rod, staff, or

magic wand is the “most ancient and commonesbatel of Hermes and came to be a
symbol of the trickster in general (Brown 15). atso points out that Hermes was
considered a peacemaker and that the staff alstidned as the 'blameless tool of peace’
(Doty 52). According to Brown, the staff carrieg Hermes signifies his roles as herald,
magician, and bard: "the two crafts of the herald #he bard seem to have been derived
from the single craft of the leader in magic rity@O0). Interestingly, in fourteenth
century England we still see a connection betwherpbsitions of musician and herald.
The herald was a minstrel who, in addition to anie$ associated with announcing or
calling together groups of people, maintained gleggeal and military knowledge and
arranged pageantry and tournaments (Southworth8%.Homeric herald in Greece
was the “ceremonial expert in the rituals that eeatound the royal palace, the public
assembly place, and the like” (Brown 26). Browsoahotes: "The [Homeric] herald’s
badge of office is a staff, which is respected agigally potent: oaths are taken on it; it
imposes an armistice on fighting warriors when ethbetween them; in the hands of
judges ‘sitting in the sacred circle’ it gives bimgl force to their judgments; with the staff

the proceedings of the assembly are regulated” (26)
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Like Hermes, Orfeo, Horrkolie Tristan, and John in Fouleee seen at one point
in their stories carrying a staff. When Orfeo che®mto exile himself, although two of the
manuscripts explain that other than the mantlectauinhe takedo cover himself, Orfeo
took "no noper gode, / Bot his harp".(A 230-31) the later Bodleian text has him carry a
staff: “A staff to hym he gan take” (B230-34). @wfstill has the staff when he meets
Heurodis and follows her to the Land of Fairy: “té&e a staff as he spake / And threw
an herpe at hys bake” (B345-46). Horn likewiseetalt staff to complete his disguise as
pilgrim during his first tricky rescue attempt. | Ahree manuscripts state that: “Horn tok
burdon &{crippe” (A1061) ‘pilgrim’s staff’ (Hall 199) and #%g.” And Tristan breaks a
stick off a bush before approaching the gate: ‘b ta stake from a hedge and held it on
his shoulder" (Weiss 124). In Foyker John's first disguise as diseased beggailgugg
he "carried a great staff in his hand" (6).

If we keep in mind the underlying connection betw#®e minstrel/ bard, the
herald, and the magician, we may better underdtamé&nglish reaction to the minstrel
Taillefer’s juggling and singing antics at the Baf Hastings. Brown reports that
according to anthropologists, “primitive magic lhsee essential ingredients: certain
words spoken or chanted, certain ceremonial actenms an officiating minister of the
ceremony” (30). At this battle Taillefer performeertain seemingly ceremonial actions.
He threw his lance up in the air and caught itehlinmes and then threw it into the enemy
ranks, injuring a soldier. Next he threw his swimtth the air and caught it three times
before charging into the English line. Wace dexddhat Taillefer sang during this
display. Why did the English not charge Tailledétier he threw his lance? Certainly

they were unaccustomed to seeing a minstrel atbatkhey also apparently believed
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they were witnessing the performance of magic.ll&far sitting on horseback, seemed
to be officiating in the casting of a spell, contplavith lance and sword (suitable stand-
ins for the staff), sung words, and ceremonialoagtiperformed in threes. Gaimar
writes: “Before the English he did wonders...One gaithe other, who saw this, / That
this was enchantment / Which he did before the’f@@louthworth 31). How much more
surprising this moment becomes if the staff appeafgnction as Hermes's "tool of
peace" before being flung into the ranks.

None of these minstrel tricksters use overt magget into an enemy stronghold.
Rather, they overcome a formidable problem usiugrg human form of magic that
relies on creative cunning and performing skilld #me added oomph of music or spoken
words, all of which appear to have magical quaiti@rick = Technical Skill = Magic.
Song or Speech = Magic. The only exception toithsur catalogue may possibly be
John's first disguise in Foukehere although we know he additionally possesugsical
skills, he appears to present only juggling ingesformance. But again, this technical
skill combined with his staff, like the tool of pesg also connotes magic. And as we saw
in King Horn, the greater the difficulty, the greater the hehm overcomes it with his
own personal magic. Trick + Technical Skill + SargSpeech = Human Magic.

With this view of the archetypal connections betwseng/ speech, magic, and
the trickster, let us return to Ovid’s story of Hers and Argus, or more correctly,
“Mercury relates the transformation of Syrinx, atays Argus,* where we see a prime
example of the trickster at work. Here Zeus hategdimself into a pickle with Hera by
taking lo as a lover, and he changes lo into atooprotect her. Hera is suspicious and

requests the cow as a gift; Zeus reluctantly agaadshands her over. Hera appoints
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Argus, who has one hundred eyes, to watch oveHlale explains: “When Zeus
discovers that he can’t sneak past the guard thisegrlfriend, he sends Hermes to Kkill
the giant” (166), though Ovid actually says in Medern English translation that Zeus
“could not any longer bear that lo should suffer($ones 47). When Hermes came
down to earth to trick Argus, “he removed his cagd &id aside his wings, retaining only
his staff,” (47) something like Orfeo in the Bodiritext, and thus disguises himself as a
goatherd, gathering up a flock of goats and plagimgeed-pipes. Like the gatekeeper or
even the enemy himself in several of our talesuargees Hermes and calls him over:
“Juno’s watchman, charmed by the novel sound arthisynew accomplishment, hailed
him: “You there, whoever you are, you could sitehbeside me on this rock™ (Innes 47).
Hermes did so and spent the day playing his pipeargus and talking while Argus
fought off sleep: “although some of his eyes slurableyet some remained awake” (47).
He begins to tell the story of Syrinx, and durihg story all of Argus’s eyes finally
close.
At once he stopped speaking, and deepened Argusbgrs, gently touching
those drowsy eyes with his magic wand. Withouagehs the watchman sat
nodding, he struck him with his crescent-shapeddwast where his head joined
his neck; then he flung the body down the cliff daipping with blood, and
splattering the precipitous rocks as it fell. @sri8)
In keeping with Hermes's paradoxical nature, dedpg violent action here he was still
considered the peacemaker and was "never markssibgiated with warfare or military
activities" (Doty 53). Like the image of a mindtoam the battlefield or John's disguise as

juggler where he spatters a scoundrel's head,\8aldnce coming from a peacemaker
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appearing as a harmless musician/ goatherd isambatory and confounding and in the
narrative makes the trick almost fool-proof.

Appropriately, this tale contains many of the feasuwe find in these entrance
trick episodes. First of all, Hermes uses a dsgas goatherd—but this goatherd is also
a musician—to enter enemy territory. Hermes idenadogod even. He is by nature
clever and cunning. Here he plays on the pipedellsda story. The trick is constructed
to overcome a substantial challenge. And whilarn&ent begins peacefully, it
concludes with extreme violence. Hermes is notkmas a warrior, whereas the heroes
in our tales are all warriors with the possibleept@n of Thorleif. Yet Hermes creates a
paradox here by presenting himself as a peacedaotlegggoatherd and musician and then
slicing Argus and dumping him over a cliff. Hermaslike most of our disguised
heroes, possesses magic. But if we look closdlyistale, we see that the largest part of
even Hermes's minstrel disguise entrance trickhge&ed not through his real magical
skills but rather through the magic of cunning tigb his disguise, coupled with music,
much like the human magic used by our mortal dsguminstrels. Only after he wins
Argus's trust as a harmless goatherd and musiadmlhof Argus's eyes close through
music and story, does he bring out the magic.

Let us look more closely now at those disguise-im&hswho can use "real”
magic and see how they handle the entrance tAskl've noted, Thorleif avenges
himself on Earl Hakon or as the story describé®liuses” Earl Hakon by delivering a
frightful incantation combining poetry and magidyile disguised as a beggar-poet. The
incantation, an example of "real" magic, has paib@u also humorous effects, which is

also appropriate since "Hermes is ghayful Greek god" and is associated with humor
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and laughter (Doty 58). The Tale of Thorleif th&rlEs Poetis from the Icelandic

Flateyjarb6k® circa 1380-90.

Thorleif also contains elements that we will seéhie noble fosterling tales. For
example, Thorleif is the son of a "powerful mamfra great family," raised by his uncle/
foster-father, and he was: "fully capable at atyesge, skillful and especially talented"
(362). As the story goes, at age 18, after kilangan he is exiled from his home in
Iceland. With the help of his parents, he buykip, outfits it with goods and sails to
Norway. Upon arrival, he meets Hakon, Earl of Laglkeo would like to trade with him.
Thorleif insults Hakon by requesting to choosedwis trading partners, and Hakon
responds by burning Thorleif's ship, hanging hisipanions, and stealing all their
money.

After this loss, Thorleif travels to Denmark whéeis taken in by King Svein
and becomes the court poet. While in Denmark dneposes what he calls the "Woman
Verses" about Earl Hakon and begs Svein's leavetton to Norway to perform the
poems for Hakon. He is allowed to go but must psento return quickly because the
King explains: "we can't do without your skills"68).

In preparation for his journey, Thorleif disguigesiself as an old beggar,
donning a goat's beard and hiding a leather baggrss garments with an opening up
under his chin. He arrives unrecognized in Hakootgt the night before a festival and
joins the gathering in the hall. The enemy doatisttover his identity as minstrel until
he is called forward for unruly behavior, hittinggple with his spiked crutches in the
beggar's row, and questioned. Thorleif flatteesehrl and explains he has "travelled

widely and visited many chieftains" and that heeogained "honour and a life of
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enjoyment from the most glorious chieftains butasv hated by every worthless
peasant” (365). The earl asks him if he has aagiapskills since he had been with
chieftains. Thorleif agrees that he may have sbmeequests food and drink before he
can perform for him. Despite Thorleif's beggagdise and clowning that causes
laughter in the hall, the servants notice thatsh#oth tall and broad" (365). As we will
see in the noble fosterling stories, traits of htgbdo often show through even the best
disguises.

After shoveling plate upon plate of food into treghunder his clothes so that he
appeared to be eating voraciously, a trick whislo @rovided provisions for his return
trip, Thorleif asks to recite his poem. He is geahpermission because Hakon believes
the proverb, "that which an old man recites isroffeod” (365). Thus, Thorleif like
Hermes convinces his enemy he is an innocent fgli@pared to perform for him. The
earl listens to the poem and thinks he is beingseda but at the midpoint, he begins to
feel an uncontrollable itching throughout his baawl particularly around his thighs,
which he has scratched by servants with combs @oedse cloth with three knots pulled
back and forth between his thighs. Thorleif's ¢éhpart poem next creates darkness in the
hall, makes weapons move by themselves (killingyrdrHakon's men), and causes
Hakon to fall unconscious. Finally, at the endh&f poem, Thorleif disappears
mysteriously through "closed doors and undone lbaksl light returns to the hall (366).
(Hermes "transforms himself into a mist and pa#isesigh a keyhole" in Homeric
Hymn (Brown 9.)) The earl reawakens and discoversrthath of his hair has fallen out.
We are told that it did not regrow, and Hakon sgattthat winter and much of the

summer" recovering; though "some people say thatdsenever the same again” (366,
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367). Thorleif returns to Denmark and is renamRBdrleif the Earl's Poet by King Svein
in honor of how he abused Earl Hakon.

Thorleif's disguise type is beggar-poet, but ththaucalls him beggar, old man,
and old fellow. For Thorleif's costume, he cloth@aself in "beggar's gear," under
which he hides a large leather bag (364). Heairea goat's beard and carries two
crutches "with spiked ends" (364). Physical adtiare also a part of the disguise. To
portray the sense that he is an old man, he usagtlkches, stumbling. He also behaves
rudely, hitting other beggars. Finally, he plapshis beggar status with the comic eating
scene. His minstrelsy skills include composing eewiting poetry, which he claims to
have done for great chieftains, implying the rdis@p. Although his skill-level is not
mentioned within the entrance trick scene, we @lcedarlier that in his childhood
already, "he was a good poet" (362). And wherel#@as a poem for Svein: "The king
was very complimentary about the poem, and everydreheard it said it was both well
composed and excellently performed" (364). Thetrea at the gate in this story occurs
when the earl discovers that the disguised Thadeibt just a beggar but a beggar who
has been with chieftains and has a special talai@hwhe can't "show off" before eating
and drinking (365). The earl is intrigued enouglptovide a proper meal at the table for
the beggar even before he learns what the speaifairming skills are.

It is clear that Thorleif's curse is intended tartiliate the earl, stripping him of
his dignity with the itching in his thighs and thair loss. Interestingly, the description of
his hair loss resembles the jongleur disguise destin Layamon: "Baldulf lette striken;
to pan bare lichen. / His baerd and his chinne; &eda hine to crosse. / He lette screen

half his haefd" (Caligula 10132-34). In Thorldifakon's: "beard had fallen out, along
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with the hair on one side of his parting, and theyer grew again” (366). Tatlock
explains: "The jongleur-disguise involves shavete @ad shaven beard, which disclose
not only a plebeian but a man who to entertain niahself look ridiculous and would
conceal no laughable facial expression” (348). And can imagine that Hakon made
plenty of such facial expressions while trying antorted positions to scratch between
his thighs. So in Hermean fashion, Thorleif tuitms situation upside down and draws
laughter at his enemy's eternal expense—becatmsrigh Thorleif appeared in court
claiming to be a performer, the permanent hair lessaused in Hakon made the earl,
forever after, into a fool.

In an unusual ending for a hero in this motif, #ael later takes revenge on
Thorleif sending a magically conjured man to stah:iThen Thorleif threw off his
tunic and his guts spilled out." The hero's dégthevenge also appears in Hother's
story, also of Nordic origin, where Hother is kilby his enemy's half-brother, but here
it is described less graphically. In both taléss variation is not a part of the disguise
episode itself but rather follows it after an ihiele. In Hother, it appears after a long
interceding passage describing how Odin concehesaon who should carry out this
revenge and then is punished for these deeds lnthke gods. As Thorlei an
independent saga and is thus more compact thareF#tory, which is part of a much
longer text, the Thorliefevenge section comes more immediately after idgucse
episode following Thorleif's renaming and marriadie both cases, although not directly
a part of the disguise episode, the death of theisea result of the trick. Yet despite

this fact, the trick is still portrayed in a poséilight in both stories.
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As | noted earlier, in this tale Thorleif's skil the magic arts is combined with
his poetic skill, making his poems incantationsweal magical workings, and we are
told several times that Thorleif was very capahléath areas. Similar to Horn’s

knowledge of tricky strategies, the narrator in &b explains: "People said that Skeggi

would teach Thorleif more about the magic arts thidners could even know" (362).
Additionally Thorleif "learned many magic arts frdms father who knew many things"
(362). Thus in the story of Thorleif, the herasging nature appears to be replaced
with skills in magic, which is also appropriate.abic = Trickery. But naturally Thorleif
also shows creative cunning in addition to his magtunning, with his clever use of the
entrance trick.

Despite the positive portrayal we find of Thorkerthagic skills, according to the
story's preface his enemy Hakon is condemned bedaupracticed black magic. Earl
Hakon "was shamed, and quite rightly, for magis,astitchcraft and sorcery, because his
wickedness and apostasy were both a great burdeany, and irreparably harmful to
their body and soul” (Jesch 362). In fact, thégme declares that the devil deceives men
like Hakon: "He first puts him to shame with theaked guile of his accursed cunning,
causing him to live a hideous life" (362). Withstipassage's references to "crooked
guile" and "accursed cunning," we see that clevts imspired by the wrong source or
used by the wrong party can become "guile" or acetrsed."” Yet Thorleif's acts of
magical cunning are praised. In the end, Thodiifates a poem from his burial mound
to the shepherd, Tail, describing himself as "tbst lof all poets. | hear the skillful man /
crafted abuse of Hakon. / No other man, beforeaftar, got to pay / him back for his

thieving; / that's well known everywhere" (369)s A humorous note to Hermes,
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although he is also patron saint of thieves, "tier@n by a field an inscription reads:
'Hermes [the thief!] has made a new law againglisig" (Doty, addition his, 57),
paradoxically making even the censure of thievereemean trait.

The tale of The Life and Death of Cormac the Skddt contains magic, but as

noted, it is not a true example of this motif. @ag an Icelandic tale from 1250-1300
AD, containing parts possibly based on a non-extaelfth century saga, is listed as

Collingwood Sagabook of the Viking Societythe final entry in Thompson’s Motif-

Index Although it doesn't exactly fit under this motiie minstrel portrayed is a vagrant

beggar like Orfeo; yet he is still given entranod allowed to perform a song. While
there is no magic involved in the entrance trickrs; witches figure strongly throughout
the story, and there are two magic swords.

Cormac the Skald is an Icelandic Viking and thends®n of a "great man of high
birth,"” who falls in love with a woman named Steand)(Collingwood Ch 1). He wins
her through gifts, and a date for the marriageis But before the wedding day, Cormac
is cursed by a witch for killing her two sons. $itemises Cormac, “Never shalt thou
have Steingerd” (Ch 5). Subsequently, the datsgzagnd Cormac never appears for the
ceremony. Steingerd marries someone else, divbiogsand marries again.
Throughout this time, he never gives up his hopesvinning Steingerd back and visits
her often. On one of these occasions, he apptehes husband’s home and sits with her,
talking. This angers her husband’s brother, Thatvaho conspires with his
companions to pay Cormac back for this dishonorhaelevior.

The episode is so short that | will include it hereotal:

So this was the next thing,- that Thorvard cam®&wnadal, and the Skiding
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brothers and Narfi paid a gangrel-beggar-man tg aisong in the hearing of
Steingerd, and to say that Cormac had made itjchwhas a lie. They said that
Cormac had taught this song to one called Eylakgswvoman of his; and these
were the words:
'l wish an old witch that | know of,
So wealthy and proud of her havings,
Were turned to a steed in the stable
- Called Steingerd — and | were the rider!
I'd bit her, and bridle, and saddle,
I'd back her and drive her and tame her;
So many she owns for her masters,
But mine she will never become!'
Then Steingerd grew exceedingly angry, so thaishdd not so much as hear
Cormac named. (Chp 20)
Although Stith Thompson lists this tale as oneisfthree under “Disguise as musician to
enter enemy’s camp,” it doesn’t really fit the patt It is more an example of “disguise
as enemy musician to enter friendly camp.” Theiowas is not actually a member of the
enemy party. He is actually entering a friendlgnpadisguised as the enemy to make the
woman hate the enemy more. This is perhaps oheitlever turn-around of this
familiar motif because at the core we still havseamingly innocent minstrel who in
actuality hides his true identity and intentionguesting entrance at the gate to deliver a
song. In this tale as we will see in Hother, alitjo the minstrel announces he is part of

"the enemy," he is still allowed to enter and perfo Additionally, this episode differs
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from other examples of this entrance trick in tthaivery of the song itself and the
resulting anger is the main objective here. Thenao is to be insulted and her anger
directed toward the song’s supposed author. Thslisguise as beggar-singer is a
minor point with Steingerd's anger and rejectio@ofmac at the heart of the episode.
Additionally, very few details about the disguitgeif are included. Since the disguise-
minstrel is already a beggar-man and not a waimidisguise, there is perhaps no need to
disguise at all.

We also find bawdy details within the entrancektitself here, which would be
very unusual within this motif. In the two talémt do contain bawdiness or lewd acts,
Hother's story and Matmone of these details appear within the entréndeepisode
itself. Finally, although this story may be a tinos the motif and shares some of its
basic features, it cannot officially be includedlanthis heading, and | have not included
it in my analysis of the motif's defining features.

Sir Orfeq on the other hand, is a true example of this fnadiditionally
including otherworldly characters and magic, tho@gfeo himself has only human
magic at his disposal. Orféms obvious connections with Greek and Roman noglyo
in its remaking of the Orpheus story. Yet thig sl still something of the odd man out
among entrance trick episodes, containing a cdlarfy of influences and resisting easy
classification. | group the story of Orfamong Tales of Enchantment because of its
otherworld characters, apparitions, magic andrggtbut unlike the other tales in this
chapter, it cannot be called a Trickster Tale. Anfhct, in the next chapter's discussion
of Noble Fosterling Tales, we will see that Orfeémself shares what could be termed a

"fosterling feeling," in which his character effeely takes on the noble fosterling role
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through its close association with King David ahd tunning harper king archetype
even though the tale does not share the typictddoyy story features. Thus although
the poem itself does not fit the pattern, the otteraof Orfeo is more appropriately
placed alongside the noble fosterlings than ambedrtcksters. For that reason, Orfeo
will be discussed both here and with the nobleeidisiy heroes.

Within the poem's particular combination of inflees, we find, as we saw in

chapter two's review of criticism, that Orfeorelated to Celtic abduction myths by its

plotline and otherworld features. It also natyrakthoes its mythological source tale's
basic outline, with notable exceptions includinde®is "distinctly muted" powers on the
harp (Edwards Marriage 288), his "strategy of npegsentation” (Severs 201), and of
course his successful return with Heurodis. Adddily, by resetting the story in
medieval England, the poet is able to include d¢partd chivalric details and
conventions such as the rash boon, the king irudisgand the testing of the steward.
Orfeo, as a harper king, has also been associatledimg David as we have seen. But
with this tale's adoption of the entrance trick—&ammg paradox, trickery, music,
border crossing and disguise—we see that Cafeo has connections to the Hermes
tradition. There is something tricksterish in @téecharacter, as there is in the nature of
each of the entrance trick heroes, and this cohresgh in his calculated deceit with the
Fairy King and in testing his steward.

His namesake, Orpheus, is also loosely associatadHg@rmes. In some stories,
it is Hermes who gives Orpheus his lyre. And lixg@heus, Hermes too makes trips to

the underworld. For example, Hermes was tasked l@&ding the souls of the dead into
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the underworld. And as Hyde points out, it is Hesmvho leads the suitors_in The
Odysseyto Hades and Hermes who conducts Persephone biatdafs (208).

Among the vital differences between Orpheus ane@nive see that the Orfeo
poet replaces the mythological hero's real magitherharp with fully human magic. As
Orpheus's likeness, he is naturally an excellemgdra Music =Magic & Technical Skill=
Magic. But the human magic of music and skill @@me not enough for a rescue against
an immortal foe this powerful. In fact, as we renfer, even Orpheus fails to return
with Eurydice, glancing back at her and breakirggdhe stipulation for her return. But
as Spearing and Doreena Allen both note, in Onfssuccessful return hinges on
cunning, (82, 110) both in his entrance trick whadlows him an anonymous audience
with the Fairy King and in his clever handling bétsituation after earning a rash boon.
But cunning is not one of Orpheus's notable featuitis, however, associated with the
figure of the harper king, an archetype that slesly into this tale. Whatever its
source, the addition of creative cunning in Orfeb'aracter gives him the extra boost
necessary to complete an impossible task. MuSiechnical Skill + Cunning = Magic.

The story of Sir Orfedegins after a short prologue about the Breton layA
manuscript, even before we learn he is a king, iedad that he is a harper: "Orfeo mest
of ani ping / Loued pe gle of harping" (A25-6), ahdt he concentrated on his music
lessons, perhaps even teaching himself to playn“s#If he learned for-to harp, / & leyd
per-on his wittes scharp” (29-30). And finally, earn that his musical skill-level nears
the divine: "In al pe warld was no man boigat ones Orfeo sat bifor / (& he ghiof his
harping here) / Bot he schult penche pat he whkren of pe ioies of Paradis, / Swiche

melody in his harping is" (33-38). H and B tex@anrange things slightly, first



175

mentioning his status as king but retaining thieded focus on his love of music and
exceptional skill. Thus, Orfeo is associated nmavosely with his harping skill than any
other entrance trick hero, including Horn and Bust

The story itself really begins when Orfeo's quéégrodis, falls asleep under an
ympe tree in their orchard at noontime and wakesstate of extreme agitation. When
she recovers enough to speak, she explains shesitasl by a Fairy king, shown his
kingdom and warned to return again the next ddlgeécrchard and go with him forever
to Fairy or be torn to pieces and then taken toyfarever. Just as King Mark will do in
the Sir Tristrerrharp and rote episode, Orfeo consults his colmtiteceives no help.
Orfeo decides to station his army in the orchargdrégect Heurodis, but the Fairy King
steals her away nonetheless. Following her abaluc®rfeo places his steward in charge
of the kingdom until his own death, at which pamew king should be chosen. And as
Hother will do before undertaking his entrancekiriOrfeo chooses exile, as he explains
in each of the three texts, because he wants id aeeing any woman at all since he has
lost his wife: "For now ichaue mi quen y-lor§)é€ fairest leuedi pat euer was bore,
/Neuer eft y nil no woman se. / In-to wildernedslite” (A209-12). Orfeo leaves his
kingdom with only a sclauin, and his harp. B texntions the staff, but "he had neper
gowne ne hode, / Shert, ne non oper gode, / Bbagre he toke algate” (230-33)—thus
it is unclear in this manuscript what covering &lkets for his body, if any.

Orfeo stays in the wilderness over ten yearspstgan leaves and grass and
during winter in moss. Depending on the seasoeat®roots, wild fruit and berries,
grasses and rinds. During this time his body veagteay: "Al his bodi was oway duine”

(A261). And like Daurefrom Beton, his hair grows long: "His here of hexd, blac &
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rowe, / To his gridel-stede was growe" (A265-6Buring good weather, he takes his
harp from its hiding place in a hollow tree andyplaWithin this description of how his
music, like Orpheus's affects wild animals, drawlirgls and animals, we are given
another statement of Orfeo's musical ability-levEhe animals came "to here his harping
a-fine / —So miche melody was per-in" (277-78) s Miorn, dirty appearance, his harp,
and his sclauin (in B text a staff and his harpypted with a statement of identity form
his costume when he reaches the castle gate.

While living in the forest, during hot noontimesf@y often saw the apparition of
fairy hunting parties, with dancers and minstresiou But one day he sees a group of
live women hunting with birds among whom he spogsitddis. They don't speak to one
another, but she recognizes him and weeps. Tieslade on, and he follows them into
a mountain cave, emerging in the Fairy kingdomteA& description of the castle, Orfeo
approaches the gate announcing his identity asatral, later he also calls himself a
"pouer menstrel" (A430), and explains he has cohwesblas pi lord wip mi gle" (A383),
though we know his true purpose is to bring Hewsdwdick. Although the porter says
nothing, he opens the gates up immediately fontimstrel: Pe porter vndede psate
anon / & lete him in-to pe castel gon" (A385-88efore entering the king's hall, Orfeo
observes the eerie residents of Fairy among whoseég Heurodis asleep under an
ympe tree. Next he approaches the king and dibeptay for him. Naturally, the king's
first reaction is dismay that someone should wglyrenter his kingdom. Orfeo responds
by assuring him that it is the way of minstrelsézk out noble houses without invitation
to offer their services. And truly, even in thedboding land of Fairy where they never

get visitors, the minstrel is received immediattlyhe gate and given audience. With
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this performance, we get yet another descriptio@rd¢o’'s outstanding ability including
in A text the audience lying at his feet. He pésathe Fairy King so well that he offers
Orfeo anything he would like. Orfeo requests Hedig@nd is refused because she is
lovely, and he is "lene, rowe & blac" (A459). Qafeesponds by chastising the Fairy
King for not remaining true to his word, actuallycasing him of lying:

'O, Sir!" he seyd, 'Gentil King'

3ete were it a wele fouler ping

To here a lesing of pi moupe:

So, Sir, age seyd noupe

What ich wold aski haue y schold,

& nedes pou most pi word hold." (A463-68)

Several critics have mentioned that Orfeo's sudcescovering Heurodis hinges
on the Fairy King's willingness to remain true te Word. Edwards in particular argues
that this exchange between Orfeo and the Fairy Kis&s irony to highlight the "complex
nature" of a king's roles and responsibilities (Maye 283). For example, when Orfeo
presses the Fairy King to honor his word as a kiegardless of how this may affect his
personal feelings, the audience has already wideSsfeo's behavior when faced with a
similar conflict. And, according to Edwards, Orfemlike the Fairy King, chose to put
his own grief before his duties as king (288-89).

But what Edwards does not comment on is the simay of Orfeo's insistence
that it would be a foul thing to hear a lie isst@nf the mouth of a king while he himself
at that very moment is a king, standing in the reidd a big lie*> Orfeo is so effective,

or rather his character seems so justified in tii®as, that rather than blaming Orfeo for
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his dishonesty, one critic, Longsworth, has beemaddo accuse the Fairy King of deceit
too: "the Fairy King, after all, had first practecdeceit by snatching Herodis away from
Orfeo" (10). Ironically, although the Fairy King$ performed a cruel deed by abducting
Heurodis, he has not been deceitful. He straightadly appears to Heurodis, shows her
his kingdom in a dream, explains his intentionsl aarns her of the consequences
should she fail to return the next day.

After returning from the Fairy Kingdom, Orfeo liagain while testing the
steward, crying: "Icham an harpour of hepeniss&1@. After playing for his own
court in disguise, he is asked where and how higdtarp. His response is a concocted
tale about his own death in the wilderness, muahHorn's story about his own death at
sea. Longswoth notes the irony between Orfeo'swrerof the Fairy King's conduct and
Orfeo's outright lie while testing the stewardtisg@ "The artist, then, is apparently not
bound to the strict code of verity that binds thker and the court” (9). But it might be
more appropriate to say that the trickssenot bound to the same codes that bind the rest
of society. The trickster counts on this and vgagis prepared to use this to his own
advantage. According to Hynes and Steele, fotrtblester: "lying, cheating, and
stealing from forbidden sectors seem to occur withperpetual bubble of immunity"
(161). Both Horn and Orfeo deceive others whewg pezceive it to be necessary. And
when they do, it somehow seems just, consideriagitimation each of the heroes finds
himself in. We have already discussed how thetlsemt theme in Horhighlights the
guestionable nature of how Horn makes and keeps w\WRimenhild. And despite the
author's system of repetition and imagery highlighhtHorn's promises and subsequent

acts, Hynes-Berry is still compelled to praise Heability to fairly integrate heroic
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deeds with love. But both Horn's questionable @®in love and honor on his path to
maturity as well as Orfeo's insistence on the R&ing honoring his word while he
himself is a king guilty of lying are only minor siiges. Other entrance trick heroes, in
fact, such as Gwydion and John in Foskew more serious flaws.

Tricksters outside the Hermes tradition generadlyena prominent negative side,
displaying traits such as ignorance, foolishnelkgtany, and sexual appetite. For
example, many ancient cultures possess trickstdrsnwhich include a character with
enormous appetites, who feeds out of all propomiohas super-sized sexual organs.
The trickster of the Winnebago cycle has “suchraglpenis that he keeps it coiled up in a
box which he carries over his shoulder” (Hyers 17Bhese tales also often include
episodes where trickster falls into gigantic piégxcrement or throws his own at other
characters. Such extreme negative elements ollyidasiot exist in these entrance trick
episodes. And indeed in the Hermes traditionpaigin he is closely associated with the
phallus, "scatological elements are not as prontimmetihe stories about Hermes as they
are in other trickster collections” (Doty 58). kikise, although traditional trickster
figures are often duped by other characters, Datges that "Unlike the North American
trickster, Hermes does not often get tricked innm&t (57). Trickster's negative side does
still exist in Hermes in some measure, particularligis lying, stealing, cheating, and in
his facilitation of erotic encounters, and whilenimized in comparison to other trickster
traditions, it occasionally peeks through in sorhthese disguise episodes. In the
chronicle accounts of Anlaf and Layamon's Baldsliecially, each of whom is a
cunning enemy, the authors allow more of this negatide to show. Baldulf costumes

himself and behaves as a fool, drawing violenceiasults from the crowd. Anlaf,
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although excused of his mistake by Gloucesterjgbbyl cuts up the wrong party, and to
make matters worse his victim is a bishop. Oft#hes included in this chaptéolie
Tristan also disguises and behaves as a fool viagea reaction similar to Layamon's
Baldulf. Thorleif, as we saw, turns his enemy iatperpetual fool and appears to eat
copiously. John in Foukevhile being mocked and tugged at as a fool bexatihis

ugly appearance as a diseased-juggler acts outlties, extreme violence. And finally,
Gwydion attempts to help his love-sick brother bjaaging an erotic encounter against
the maiden's wishes and is given a lewd and shapefishment.

The first half of Gwydion's tale includes the mobtiious examples of negative
trickster traits in our catalogue. This tale, whas we have seen includes "real” magic,
is interesting because it is one of only two taked contain two entrance trick episodes.
The story's first episode echoes the familiar Hemmeharacteristics of thievery, deceit,
the organization of an intimate encounter, in daise forced, and its subsequent obscene
punishment. But in the second episode, which shaoble fosterling features, Gwydion
is rehabilitated, acting as a responsible and tpfaster-father. The fourteenth-century

manuscript story of Gwydion is found withiiath mab Mathonwwput of Y Mabinogi

Constance Davies notes that the story of Gwydi@hRayderi within Mathcontains a
trick similar to_ Orfeés but does not mention the second entrance wighd later within
the tale of Gwydion and Lleu.

The first entrance trick episode is part of a latgek, but the main purpose of
the entrance trick itself is to steal pigs. Thwgda trick involves Gwydion's brother,
Gilfaethwy, who has fallen in love with the virgioewin. It is Goewin’s duty to hold

the feet of Gilfaethwy’s uncle, Math son of MathgnwMath could not live unless his
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feet were in a virgin’s lap, that is unless he wanea military campaign. Gwydion
decides to help his brother get the chance todreealith Goewin by starting a war. He
begins by telling Math about some delicious pigsieavby Pryderi, promising to obtain
them for him. Gwydion, Gilfaethwy, and ten compars disguise themselves and go to
Pryderi’s court. The narrator explains: "In thesguof bards they came inside" (Jones
56). Thus it is not specified what types of costsrthey used or if they even wore
costumes. Their reaction at the gate is positive are told, "They made them
welcome" (56). Once they are inside, Gwydion'sitgdevel and his performing skills
are described: “Gwydion was the best teller ofsatethe world. And that night he
entertained the court with pleasant tales and g#dling till he was praised by everyone
in the court” (56). They win Pryderi’s trust amgl to bargain for the pigs. Pryderi will
not part with them since he has promised his pelopheill keep the animals there until
they have doubled their number. So Gwydion deasegher plan, conjuring up twelve
horses with saddles and bridles, twelve greyhownttscollars and leashes, and twelve
shields out of toadstools to trade for the pighe Tagic only lasts a day, giving them
time to escape, but when the trick is discoverecmaindeed ensues. Math joins the
battle, leaving the virgin Goewin unprotected, &ilfaethwy rapes her. After this crime
is discovered, Math marries the maiden giving htharity over his domain. He
punishes his nephews by turning them into three gfeinimal pairs: a stag and hind, a
wild boar and sow, and then a wolf and she-wolfifog them to spend a year in each
form, mate and return with young. Each time thetynn, Math takes their offspring as a
foster-child and has it baptized. At the end oé¢hyears, Math restores their former

shapes and tells the brothers: "great shame havbaa, that each one of you has had
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young by the other" (63). Directly following Gwy's punishment, however, the author
begins to redeem the hero. And we find that ins@nd entrance trick episode, these
more negative associations are washed away.

In this second entrance trick, Gwydion becomesthbéector and foster-father of
his nephew, Lleu. (We will see another pair likisst a minstrel foster-father to an
outstanding child, in Beton's story in the noblstésling section.) As this story
continues, because of Gilfaethwy's treachery, Matlst find a new virgin to hold his
feet. He interviews Gilfaethwy’s sister, Aranrhoelsting her purity. She fails the test by
spontaneously giving birth to two children. Afthee first baby cries, the mother "made
for the door, and thereupon dropped a small somgtlaind before any one could get a
second glimpse of it, Gwydion took it and wrappesheet of silk around it, and hid it"
(63). He raises the boy, but the mother, Aranriefiises to acknowledge him, placing a
series of curses over him instead. Although Gwyasathe bard in this story, the
description of Lleu's childhood abilities is rensioent of the hero himself in several other
stories. He is large for his size, at four yedds ‘6t had been remarkable for a boy eight
years old to be as big as he" (64). He "was retilide could ride every horse and till he
was perfected in feature, growth and stature” (66).

When Gwydion sees he is ready to possess armstréwey to Lleu's mother to
lift the second curse in which she swore: “he shaller bear arms till | myself equip him
therewith” (66). In this second disguise episdtey call themselves bards, are
welcomed into her fortress, and magically makepear that the fortress is being
assaulted so that she herself arms the boy. Pphbgdose, therefore, is to steal the right

for Lleu to carry arms. Before they approach tategGwydion magically changes their
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appearances and Gwydion's age so they will nottegnized: "And then they changed
their semblance and made towards the gate in tise gfitwo young men, save that
Gwydion's mien was more staid than the lad's" (@Bhce their identities are concealed
through magic, they become bards simply by dedatirand their claim is later verified
with a skillful performance. They tell the portégo in and say we are bards" (66). The
lady responds: "God's welcome to them. Let thenhi@i). They are received gladly and
a celebration is prepared: "There was great jdlgeat coming, the hall was made ready,
and they went to meat" (67). Here again, as ifiteeepisode, Gwydion's ability-level

is described: he "was a good teller of tales" (67).

Uncharacteristically, in both of the Mag¢ipisodes the entrance trick is part of,
though not necessarily essential to, a much ldrggr More often the entrance trick is
the trick itself and not stage one in a two-stagp.t In both of the Matlepisodes, the
entrance tricks function as a form of introductfonthe tricksters, opening doors, so to
speak. The disguises provide a pretext for theival, a welcome, and the opportunity
to win the dupes’ trust, and they are able to béggir trick in an atmosphere of
excitement, joy, and frivolity, instead of one dikwed by pleading, distrust, and having
to spin the larger trick to a wary eye throughkbghole. In the first instance, with the
pig theft, the bards were made "welcome" (56)thensecond, "there was great joy at
their coming” (67). In both cases, those trickezldistracted by the bards’ stories and
antics and do not suspect anything else is behiid arrival. And the disguise-minstrels
retain this trust and maintain the distraction byfgrming masterfully.

The story of John de Rampaigne, found in the Aidiorman prose taldsouke

Le Fitz Waryn circa 1325-40 is the other tale containing twtyanrce trick episodes.
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Although Foukes partly based on historical fact, there is géteof fairy romance
involving battles with giants, serpents, and drajd@hlgren xxi). In Foukas in_Math
we see a change between the first and second epis@&iit this time, rather than the
character himself changing as we saw with Gwydiamn simply chooses vastly
different disguise types for each of the episodeslis@ased-juggler and a wealthy
Ethiopian minstrel._Foukis also an unusual story for several reasonst, Fims is the
only story containing an episode in which the teenoain skill is juggling. Though
according to Southworth, juggling swords and knwes also associated with the
northern minstrelsy tradition (35). Fouisealso one of only two stories in which the
hero colors his skin, and he does so in both epsodnd this is the only story in which
a hero dyes his hair. Additionally, although Saélof Wilson, and Ward objected to the
double disguise rescue attempts in Hahms tale actually contains a particularly
charming three-fold disguise series in which Jolsgulses twice as a minstrel and once
as a merchant, undertaking these three entram&s to win his way into the castles of
Moris Fitz-Roger and King John, once to spy, gatiteinformation and twice to rescue
captured comrades. Also the complexity of Johrsgulses, like that of Tristan's in
Folie, goes beyond the realms of typical disguise anatw#necessary for the narrative,
illustrating a colorful celebration of Hermean kecy, wiliness, and play in these
moments. But the most unusual feature of thig/sgodohn's unexpected and brutal
violence, which appears hasty and unnecessarygghiim a villainous quality not
present in any of the other entrance trick herd@@sen Gwydion's enabling of his
brother's crime does not appear this malicioubgas portrayed as attempting to help

him gain the object of his intense love sickness.
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In this story Fouke, the rightful owner of Whittiog, is deprived of his
inheritance by King John of England because ofydnbod grudge John held against him.
Fouke and his men turn outlaw, directing their \esangwe against the king and those
faithful to him. During Fouke’s struggle to regdiis birthright, he asks John de
Rampaigne to dress as a minstrel-juggler and spysoenemy, Moris Fitz-Roger. Fouke
says, “John, you know a lot about minstrelsy amgbjing. Do you have the courage to
go to Whittington and perform before Moris Fitz-Rodo discover just what they are up
to?” (Kelly 207). Fouke implies that John will gferm as a minstrel, though throughout
the episode he is specifically referred to as glprg Next we are told

He prepared himself by first crushing an herb amiting it into his mouth. As a

result, his face began to swell so badly that ffgglout. His whole face became

so discolored that his own companions scarcely Kmew John dressed himself

in poor clothes, and he took his box with his jugglequipment and carried a

great staff in his hand. (207)

His costume then is created by staining and digfigthis face, putting on poor clothes
and carrying both a staff and juggling equipmehithough not joyfully, John is
immediately admitted despite his diseased appeeyamnd led directly to the lord of the
castle: "When he arrived in Whittington he told geeter that he was a juggler. The
porter brought him before Sir Moris Fitz-Roger" 720 Moris asks John for news from
Scotland, and John relates that Fouke has beeal kilhile committing a robbery, which
is untrue. While in Whittington, John learns dfig planned by Moris, allowing Fouke
to ambush Moris and kill him the next morning. Bluring his visit, his unpleasant

appearance causes him to be mistreated, and hesrepa of the “scoundrels” sorely:
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John de Rampaigne was very ugly of face and boatycansequently the
scoundrels of the household mocked him. Theydcehim like a fool, and pulled
him by his hair and his feet. He raised his st&ff] gave one of the scoundrels
such a blow on the head that his brains flew iheorhiddle of the room. (208)
Despite this criminal act, Moris allows John toveaafely after he pleads that his
physical malady takes control over him, but Mogw/tre that, were it not for the good
news that John had brought with him, he would Hawebeheaded forthwith” (208).

Alison Williams in Tricksters and Pranksters: Rogua French and German

Literature of the Middle Ages and the Renaissg@6€0) explains that although Fouke

himself is a trickster "demonstrating his own witlaskill at disguise," John takes the
disguise roles that "require significant physicahsformation and a prolonged adoption
of a different persona” (131). She also notestti@tinclusion of John's character allows
Fouke to maintain his dignity: "It would detracbifin the noble dignity of Fouke Fitz
Waryn were he to undergo such a metamorphosisudfet he mockery of his apparent
affliction which John receives at Morys's court3{}. It is true that none of the other
minstrel disguise heroes stoops to such an aahass] Their violence, with the
exception of Anlaf, is directed against true enenaietreacherous liegeman and seems
just. But in_Foukeas Williams illustrates, it appears that the ausplits the trickster's
duties between two characters, allowing one talgetn and dirty without detracting
from the nobility of the main character. Brown c@ses a trickster story found in North
America and Australia which shows a similar, thoagbre extreme, version of this
technique in which the contradictory aspects aksier, his image as cultural benefactor

while at the same time despicable figure, have lseparated into two distinct characters:
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"the two aspects are dissociated and projectecaipt@ir of brothers, one of whom is
wise and benevolent, the other mischievous andstob(24). Despite this apparent
splitting of the trickster figure in this first Fke episode, we still see a more gratuitously
brutal image here than in any of the other episodi@s even Anlaf didn't mean to cut the
bishop to pieces. His act was a foolish accideghgreas John meant his fully.

In John's second disguise episode in Fohkemakes himself into a wealthy
Ethiopian minstrel to visit King John's castle aadcue their ally, Sir Audulph de Bracy,
again taking great pains to hide his identity arghte a lively character. The episode
begins with a statement by the narrator of Jollgyalevel as well as a description of
his disguise type: he "was a fairly skillful musisiand juggler” (214). In addition to
these terms, John calls himself an Ethiopian mehé#14). We are then told his skills:
"He could play the harp and vielle, as well asphbaltery” (214). Later in the episode
there is also singing, but it is not clear if J@hso sings or not (214). His costume is
described next: "He dressed himself in fine clotheghy of any earl or baron, and
stained his hair and the whole of his body jet klan fact, there was nothing left white
except his teeth. Around his neck he hung a bie&tdbor, before mounting a handsome
palfrey" (214). Thus John's disguise consistsre €lothing, dyed hair and skin, and a
tabor. | have not included the horse as a mindisgluise detail, though it does indicate
the disguise-minstrel's affluence-ledeHis reception at the gate is not described, feit t
narrator does say he rode through town "as faneagate of the castle, and was stared at
by many as he rode along" (214). Apparently he adasitted without trouble, because
the next line has him kneeling before the king.dAlme king tells the minstrel, "you are

very welcome™ (214). John spends the rest ofithe"playing his tabor and other
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instruments” (214). Once the king has gone to beldn is called to Henry de Audley's
chamber where there was talking, singing and dnmkiThe condemned prisoner,
Audulph de Bracy, is brought in to enjoy his filalurs, recognizing John through his
music like Isolt in Continuatioand possibly Rimenhild in Horn

During the celebration, John drugs Henry de Audiey his company with
sleeping powder. We are told: he “acted very auglyi sprinkling a powder into the
cup in such manner that no one perceived him. & wafter all, an excellent juggler”
(214), thereby combining a statement of cunnindp\&isecond statement of ability-level.
Once all are asleep, John flees with his ally Asidulph.

In the end, it doesn’t matter that John spattensemne’s head into the middle of
the room. This shocking act is pardoned, and d®ee to disguise again. Although
much darker than other examples, this juggler dssgepisode in which John is both a
bringer of joy and sorrow creates a particularlyid/ivisual representation of the
minstrel-warrior contradiction. Thorlegresents a similar comparison by contrasting the
deaths of the hero's men, the enemy's men andifofahe hero himself against
humorous details of the hero's beggar disguiselbovgning, and the embarrassing
workings of his avenging incantation.

As we saw earlier, John is one of two charactédrs dye their skin in these
disguise episodes. The other charactéoige Tristan. Tristan is an interesting figure,
appearing in our entrance trick catalog in thrgeaesste stories, one of those stories
occurring in three separate versions. Tristam, dither characters in the Arthurian
tradition, retains his identity apart from indivaluales. Regardless of the author, Tristan

is associated with certain characteristics andtacpéar predestined course. Tristan,
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nephew to King Mark, is the clever trickster, giftearper, able hunter, powerful knight,
and lover to Isolt destined to a life of sorrow &ase of his unlawful love. Already in the
earliest forms of the Tristan tradition, Tristarki®own as a tricky individual. He
"appears in the Welsh triads as Drystan map Tallneriowned as a master of tricks and
machines and as a lover, the lover of Essylt, niflarch. Tristram’s character as a
cunning schemer is easily recognizable in theestrforms of the romances..." (Loomis
Introduction xii). Newstead, too, notes: "Suclditians must have been potent, to judge
from the number of episodes in the Tristan legéadl demonstrate the hero's prodigious
talents for devising tricks, stratagems, and rug4s6).

In the two Tristan tales we will consider in tkisapterFolie and_Continuation

Tristan illustrates this cunning by disguising asiastrel to reach Isolt while in exile. In
theFolie text, Tristan disguises as a fool. This shortlafgorman tale, known dsa
Folie Tristan(Oxford) exists in one thirteenth-century manysgrilated approximately
1290. The story opens with Tristan in exile, loggto die until he determines to visit
Isolt in disguise. He sets out on foot and thels sath merchants to England. Once he
arrives, we are given details of the castle thatraminiscent of Wikele's tower in
Romance"Tintagel was a very fine, strong castle, impeund to attack or siege-
engine..." (Weiss 122). This description may hawginally continued on further, but
according to Weiss "here there is a gap in thedéatline and a half" (122). As we see
in King Horn, there was apparently ginnegood enough for entry into Tintagel: "He
knew well there was no device to be found to enhlvteto talk to her. Prowess,
knowledge, intelligence, skill—all were of no avddr King Mark, he well knew, hated

him above all things, and if he could catch himelihe was convinced he would Kill
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him" (123). Thus as in King Hoyristan's situation appears hopeless. But Trista
then inspired to disguise himself as a fool antb&have as if mad" (124). Here we get a
statement of clever action from the hero himsethiwonologue: "Isn't that clever and a
stroke of cunning? That's shrewd" (124).

Tristan assembles his costume as "fool,” "mad 'fawl;madman” (125, 128) by
first trading clothes with a fisherman, puttingatitunic of coarse wool, with open sides,
and a hood" (124). Next, using scissors he alwaps$ with him, he shaves the top of his
head and then cuts-in a "cross-shaped tonsure’hvhé&narrator explains made him
look "idiotic and crazy" (124). Lawrence repomshier discussion dfolie that a cross
tonsure at this time was "a theological and medital performed on the possessed or
insane and a juridical punishment for thieves" @Bjch would explain why "everyone
who saw him was afraid" (Weiss 124). He complétesphysical transformation by
smearing his face with an herb to darken the skihthen carries a stick gleaned from a
shrub over his shoulder as his staff. Unlike atiyepcharacter in this catalog, Tristan
also disguises his voice. Whether the feignedevalso enhanced the minstrel costume
or was meant mainly to disguise his identity isleac For this reason, | have not
included it in the description of minstrel costudetails®

The porter sees him and takes him for the "mad' thely had been expecting and
calls him over: "Come here! Where have you beelosg?" (125). Likewise, Daurel and
Beton, Tristan in two of the harp and rote epispéesn and his men in King Horand
Gloucester's Anlaf are all invited in without regtieg admission, either because they
appear to be minstrels or because of the sourtteofrusic. Here ifrolie, Tristan next

makes up a story about where he has been, andivehiemshes, the porter invites him
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in: "Come in, Urgan the Hairy's son" (125). Onegside, he receives a reaction like John
in his juggler disguise and Layamon's Baldulf:

The young men ran up to him, shouting at him as dteto a wolf: 'Look at the

fool! Hu ! hu!hu! hu!" The young men and tlgpises were intent on attacking

him with branches of boxwood. They accompanied &@noss the courtyard,

following the mad boy. He turned on them many sppelting them at will. If

one attacked him on the right, he turned and sttoxsfards the left. (125)
Despite the people's fear of him and the boystiagiand violence toward him, the
porter calls him over and sends him in the gatecednside, he is noticed immediately
by the king, called forward and warmly welcomed:éMbme, friend. Where are you
from? What do you seek here?" (125). After givsiogne fantastical answers, he
introduces himself as Trantris and relates stawr atory of his affairs with Isolt, which
sounds like nonsense to the king but confuses ranged frightens Isolt who does not
recognize him. Eventually, after the king leavethwis knights and squires, Tristan is
brought into Isolt's chamber where he apparentgngtts to convince her of his true
identity, while still disguising his voice. Whehesfinally breaks down, fearing his
death, he determines she has been true and sgEaksrahis normal tone. She
recognizes him immediately, and they are reconciled

During this performance as fool, in addition toiagtinsane, Tristan explains that
he can "tune both harp and rote, and then singetontelody” and also reminds Isolt of
when he taught her to harp Breton lays (131, am)he does not demonstrate these
skills during the episode. Although the fool in&ies the queen with his knowledge of

her secrets with Tristan, the king enjoys his fogland remarks: "This is a good fool, he
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talks well. He can speak on anything” (126). mheator likewise describes the ability-
level of Tristan's performance explaining Tristdayp the madman "to perfection” (128).
And later we are told: "The king laughed at eveordy delighted with the fool" (131).

Even this madman-fool entrance trick, though contg less common costume
features and behavior, also contains some venjilambomponents. Here a nobleman
with a cunning nature encounters an impossiblasdn for which nayinneis good
enough—the need to enter the strong castle of soenebo wishes him killed in order to
reach the woman he loves. After a statement afiogpn he disguises himself as a
performer and is welcomed in the gate, entertaithiegguests skillfully before achieving
his purpose. Yet we also see a few tricksterstraitked into this heroic picture. Tristan's
purpose for entering the castle is not quite sdenab Horn's. Rather than rescuing a
woman in distress, he hopes to enjoy an illicit antic encounter with her. His
performance skills, which contain echoes of theheyn tradition, consist mainly of
foolishness and talking nonsense. And his costietgls as fool make him look
humorous, "idiotic and crazy" but also somewhahftening. In the next chapter, we
will see that along with a trickster connection flee madman disguise, King David too
feigns madness as a tactic of self-protectional8mugh the disguises as fool or
madman may at first seem out of place among ergraiuks which illustrate a stricter
northern—style minstrel, they are actually a vkt of this motif, reflected in both the
trickster tradition as well as the Biblical harjp@rg image.

The second Tristan disguise episode in this chdptestan menestrgl on the
other hand, includes the humorous depiction oftémir knights dressed as musicians

who are anything but frightening. This episod&asn Gerbert de Montreuil's Fourth
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Continuation circa 1230. This disguise episode begins aftetdn, again in exile, pines
for Isolt and hatches a plan to see her. He aptVenof Arthur's knights outfit
themselves as minstrels by putting on badly maothets. The clothing details in this
tale are the most elaborate of any entrance tpdode:

Each one got a badly cut set of clothes

that Tristan had had made up

in miniver and cloth of green and blue,

while Tristan himself, who was quite clever,

had a new outfit of scarlet;

on both sides the surcoat covered

his arms by more than a palm's width;

cloth was used freely

to make these outfits.

Each of them got a round hat,

ugly and ill made, to tell the truth;

they got baggy leggings, black headgear

that made them look like quail hunters...

and each one also got a great

hood that covered him completely. (Fresco 495-513)
In addition to their garments, their horses alsocgstumes consisting of old saddles,
bridles, "stirrup-leathers" and spurs (510). Hindb complete their look as minstrels,

Each knight was given a different instrument,

a horn or pipes or a shawm,
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or cornemuse,

one got a harp, another a hurdy-gurdy,

a reed pipe, psaltery or armonie,

one got a tabor or a flute,

another hornpipes;

and Tristan carried a fiddle,

for no one fiddled better than he. (514-522)

But the description of Tristan's costume continwben he reaches Lancien, "a city of
strong, high walls" (536-37). He rides with hiddie strung around his neck. And "his
coiffe was torn in two places / so that his hawmwéd through / and its flaps hung down, /
one in the front and the other behind. / He ket @ye closed" (573-78).

Their disguise type is not named until Tristan cernefore the king, requesting
employment. Additionally, there is also no specgfate scene. Because of an upcoming
tournament, busy preparations were underway, witim@fux of knights come to test
their prowess; therefore the king "sat before hadel / with the queen at his right" (554-
55). Tristan leads his men riding through towredily before the king. A second
statement of Tristan's cunning nature, the phragstan, who was wily...," is slipped
into these lines to compliment the one hidden endisguise details (570). He asks to be
hired, stating "we would guard / you and your aiafinecessary. We are ready / to do
what we know how to do" (596-97). Next they take their instruments, tune them and
play skillfully: "They played so harmoniously / th@o one spoke, / so sweet was the
melody they played, / not a knight but said / trehad never heard such a sweet air"

(605-610). Along with containing no true gate sgahe immediate reaction to Tristan
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and his men among people who don't know their itleatis not described. However
after they provide a sampling of their skills, #ieg kindly takes them into his
employment: "My lords,’ said the king, 'you shHajluard my household, for | agree to
hire you™ (610-11). Only then is their disguigpé named, when the king instructs
Dinas: "Take these watchmen upstairs" (613). bhtawh to the term watchmen, they are
also later called minstrels. As such, Tristaniissinclude playing instruments, fiddle
and reed pipe, and composing songs at Mark's retprabe festival entertainment.

According to Southworth, during this period thgalbbwatchmen or later "waits"
were minstrels who "were required to blow or pipe hour four times during the long
winter nights, and three times in summer. As wsljuarding against thieves and other
malefactors, they had to keep a careful look-oufife....They played a variety of
instruments," including the oboe-like schawm, kndamits piecing, alarm-like sound
(74). Southworth also mentions that watchmen plaged at feasts (74), which Tristan
does later in the story. With this understandihthe position they desired, Mark's
musical auditioning of the men makes perfect sense.

During the first evening meal, Tristan takes upréned pipe and plays a lay he
and Isolt composed together. This song, togetltdrttve sound of his true voice when
he first greeted the king, makes Isolt certain e$tén's identity, even though the
costume and his closed eye make her recognitibicudtf At the end of a second losing
day for Mark's men in the tournament, Tristan asuttlfinally seize their opportunity to
meet privately. Were the story to end here, degh# much more elaborate disguise
descriptions, this entrance trick would be faiglgital, including an enemy's strong-

walled city, statements of cunning, and noblem&widiers dressing as frumpy-looking
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minstrels but possessing outstanding instrumehil#d swho are gladly received by the
king. In this version of the trick, it is uncemavhether all of Tristan's men know the
true purpose of their visit or not; either way tipdgry along willingly. What comes next
throws a new twist into the entrance trick thategp in none of the other examples of
this motif but helps us to better understand theathc role of the minstrel. This latter
portion of the story includes a supplemental meistisguise scene in which Tristan and
his men perform as knights while still carryingithausical instruments. In later
chapters we will also discuss a scene in GottBikdrp and rote episode where a
character does just the opposite—dresses as atlamdtperforms as a minstrel.

This atypical portion of the entrance trick begafiter the second day of
tournament losses, when Gawain pleads with Tristdet the men enter the tournament
to aid Mark's side. He agrees, and the queengesithem each with new horses,
equipment, and tunics: "The queen and her maidenscathem magnificently. / Each
knight received a fleet horse / and a brand neeldland lance" (918-21), so that they
once again appear to be knights. However, thesr ¢iné sport with their instruments
still hanging around their necks. There is no exgllanation in the text for the use of
this tactic. But after Perceval discovers whorthiestrels are, he presses Gawain for an
explanation: "Now tell me right away why / you @aarying that instrument” (1403-04).
The narrator doesn't give an explicit answer bys,s&hen Gawain told him / the truth,
from the beginning, / about how Tristan had brougkm / before the king, / pretending
they were watchmen" (1405-09). Thus they appareéded to maintain the disguise
both to protect Tristan who should be in exile smdvoid revealing their deceit to the

king, at least until they had saved the tournaraedtreconciled Tristan with Mark. But
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their entrance into the tournament as known mifsstsence they have provided
entertainment for at least two days, has a humaswsell as a beneficial effect. We
will consider the humor of this scene in greatdaiién the next chapter alongside a
discussion of how the minstrel-warrior figure regmets the intersection of two
incongruous identities.

With power and skill, Tristan and his minstrelstthe course of the games.
When the rival knights notice instruments hangirguad the necks of their opponents,
"each of them was bewildered / and they considigr@thumiliation / to be routed in this
fashion / by minstrels, as they believed" (972-7"jdway into the action, Perceval
returns from his search for the Grail, exhaustetilaoking almost as shabby as the
disguise-minstrels on their arrival. He is ridiedilby Kay for his appearance until
Perceval finally responds with anger: "If | weoef ffight a minstrel, / | would give you
such a blow / that your shield / would not protgmt, / and nothing could prevent me /
from making you fall down / head over heels. / BiytGod who made the world, / be
assured that | would not / put my hand on a mihstret for a thousand marks: / | would
debase myself to do so..." (1125-36). A staterikeathis within an actual minstrel
disguise episode, and coming from Perceval wholkresis the honorable behavior for a
knight, clearly illustrates the chivalric code cemung minstrels. Knights do not fight
minstrels, for a minstrel is an unworthy opponevwthen the disguised Kay charges,
Perceval is so certain a minstrel is no threairg that he turns his lance around
backward to avoid injuring him. The narrator exma

Perceval, who had been in many

jousts, was not afraid of him;
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but he was ashamed:

he was convinced

that a minstrel was attacking him

and challenging him willy-nilly.

Perceval did not know what to do:

he would regret it if he harmed this individual.

He put his butt of his lance foremost

and the lance-tip behind

and waited for him in this way

not moving at all. (1156-)
As the superior knight, Perceval naturally uns&ag. He then takes Kay's horse,
entering the competition himself against Mark's rteehelp the losing side. When he
encounters Tristan and spots the fiddle aroundéug, the narrator explains that
Perceval is puzzled at first, thinking a minstratifentered the field to make people
laugh. But Tristan attacks him, and he defendssaiimknocking Tristan from his horse.
When Perceval eventually discovers Gawain's ideritie trembled with anger / at the
sight of the instrument hanging from his neck" @43®%). When confronted with a
minstrel-knight, Mark’s knights do not know howrspond: they experience anger,
humiliation, and confusion, giving Tristan and len an advantage in the fight.
Considering this reaction, particularly the facttRerceval interpreted the minstrel-
knight not as a threat but as some type of humaaotjst is easy to understand why
entrance trick minstrels are welcomed without faad any subsequent attack comes as a

shock.
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After the tournament, Gawain, Yvain and Percevalthe king for a boon, which
he grants them. Gawain asks the king to forgivetdin. He does so, not knowing the
real truth about Tristan's relationship with Isaltd grants him free access to all places
throughout the kingdom except the queen's chambéstan explains away the disguises
by claiming they were undertaken after they reativews of the tournament and wanted
to aid his side, which was patrtially true. Tristaviously does not mention his primary
purpose of reconnecting with Isolt though. Hemetypical trickster fashion, Tristan lies
when he feels it necessary. Along with showinghesheroic reaction to a minstrel in
battle, these scenes also present a visual iltistraf the minstrel-warrior contradiction
found in every example of the minstrel disguiseante trick.

Likewise, every minstrel disguise entrance triclsefe represents characteristic
Hermean features, but the trickster comes througie rstrongly in some examples than
in others. In the Tales of Enchantment and thekK$ter, the trickster rears his head in
the form of magic, theft, illicit romantic liaisonsutright deceit, extreme unexpected
violence, complicity to crime with lewd punishmehtmor, and buffoonery. In the next
chapter, we will explore the other side of thisa&pn in the Noble Fosterling Tales,
looking more closely at the figure of King Davidasnodel including his defining traits
and the early years of his life, and examine thi¢ Isptween these two categories of

entrance trick tales. And finally we will begircansideration of cunning itself.
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Notes

! In trickster literature, the Hermes/ Mercury figts referred to by his Greek
name. Although Ovid is Roman, | have continuedde Greek names for continuity
when they differ in the two traditions.

2 Simpson notes that ti@ateyjarbokincludes a Saga of Olaf Tryggvasonhis

is intriguing because of Olaf’'s connections wite #inglo-Saxon poem The Battle of
Maldon John Pope notes that the 991 battle of Maldonlvedween Byrhtnop, the
ealdorman of Essex, and a band of “mainly Norwegiakings, under the direction of
Anlaf (Olaf) Tryggvason, who was later King of Naw(71). Whether Maldoocan be
relied on or not for factual accuracy, it is intneg that in the Anglo-Saxon perspective
here, the Vikings used guile, tricking them andrtgladvantage of their honor and
bravery to get a leg up in the battle.

% Orfeo's self-representation here as nothing Ipaox minstrel is on one level
certainly a lie. But on another level, he doesialty become a poor minstrel during the
trick. See chapters six and seven for a discussiomnstrel identity in these entrance
trick episodes.

* See Lawrence pp. 28-29 for a discussion of theehassan indicator of minstrel

identity in Folie and_Continuation

®> See Lawrence pp. 36-39 on vocal change and reimisguise irFolie and

Continuation



CHAPTER 6
PART Il THE CUNNING HARPER KING:

KING HORN, KING DAVID, AND THE NOBLE FOSTERLING TALES

The Old Testament figure King David is the quinegil cunning, harper king.
After he kills Goliath, we are told "David behawetsely in all his ways, and the Lord
was with him. And Saul saw that he was exceedindgnt, and began to beware of
him" (D-R 1 Kings 18:14-15). David was also incredibly multi-talented: he vaas
musician, poet, athlete, capable general, and'displayed unusual wisdom in the
administration of government” (F. Thompson 1648t most interestingly, like some of
these entrance trick heroes or even like HermesdifnKing David was dual natured:
"his life was a strange admixture of good and eltilvas filled with noble deeds, fine
aspirations and splendid accomplishments; yet vaasesl with gross sins" (1644). His
greatest sin was taking another man's wife, comggi@ child with her and then having
her husband, Uriah the Hittite, killed so he couldrry her. But on the other hand, he is
also known as the "greatest of the kings of Israat! is the "most famous ancestor of
Christ" (1644). So while the sense of paradottiilstsere in David, just as in Hermes,
with David the negative associations tend to m&tya leaving us the archetype of a
great hero, a man of God, a warrior, a musiciad,apoet, clever and capable. But if we
look closely, we still see the hint of this flavDdvid had done that which was right in

the eyes of the Lord, and had not turned aside &moything that he commanded him,
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all the days of his life, except the matter of Qrithe Hethite" (3 Kings 15:5). Itis this
positive, heroic image, lightly touched with a fléwat the noble fosterlings appear to
reflect.

This final category, the Noble Fosterling Tales/udles the stories of Horn,
Hother, Beton and the Tristan harp and rote episédéough every minstrel disguise
entrance trick episode represents characteristimei@n features, as we saw in the last
chapter, we find no fool disguises or clowneryha Noble Fosterling category. The
noble fosterlings are indeed cunning; howeverhadlip-side to the Tales of
Enchantment and the Trickster, the Noble Fosteflialgs emphasize the heroic and
more respectable side of the cunning hero. In thetnoble fosterlings appear to have
evolved somewhat above their more blatantly trelksh fellows, their clever natures
fortified with the addition of inherently noble fe@es. But for the most part they still
can't entirely hide their trickster heritage.

As we explore the Noble Fosterling Tales, we wak shat each story follows a
similar formula, including at least one Foster-featbection, one Welcoming King
section, and a Minstrel Disguise Episode. EacHenfusterling is born noble but raised
below his actual rank by a foster-father afterdvis father is killed. In each tale, the
hero's childhood education and noble traits arerdeed, including his musical
instruction and excellence. Since a noble herelexabove others in general, it is not so
surprising that he should also excel in music. tietnoble fosterling hero is defined in
some measure by his superior musical ability, Wwithentrance trick performance

conforming strictly to the northern minstrelsy titawh.
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In this chapter, after a review of the remainingsiiiel disguise episodes in the
stories of Horn, Hother, Beton, and Tristan, | wi#tail the defining features of the
"noble fosterling excels in music" motif, look &ettypical three-part formula found in
Noble Fosterling Tales, and compare how this foemsirealized in each tale. With this
understanding of the motif's use in these mediexaimples, we will consider David's
early years as a prototype of the cunning harpey &nd then consider the differences in
characterization between various entrance trickdmgrexamining the development from
trickster to fosterling. Finally, we will beginraore in-depth look at the paradoxical
nature of cunning in both the Biblical and mythotad traditions to evaluate how its
magical and divine associations play-out in theleddsterling heroes.

Our first noble fosterling is Horn. Since we exagd this entrance trick episode
in chapter three, here | will just briefly reviewkh'sbasic features for comparison with
those of other episodes. In King Hpthe purpose of the disguise is rescue; Rimenhild
must be saved from a treacherous vassal. But althghe rescue, Horn uses this
opportunity to take vengeance on his unfaithful pamon. Horn's costume is created in
each manuscript by first taking a harp and companidn C and L, the number of men is
undefined: "felges fewe" (C1462); and "felawe" (L 1482). In O akes two
companions: "hiytweye felawe" (1509). Next, in O and C the meanthat themselves. In
O those garments apelle (1511) 'garments of rich cloth' (Hall 219). L teloes not
mention their garments, but it does have themgidrds over their shirts. In each of
the texts, they sang and magleowingoutside the gate to call attention to themsel\es.
L and O, Fikenhild hears the music, asking whe {L) or what they were (O). In C, itis

Rimenhild who asks what they were. In L and Oyttedl themselves harpeisgelers
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(L 1494) orJogelours(01521) and fiddletsHall glosses the two variations dgelours
as "jugglers, entertainers" (Hall 212). In C tlwayl themselves harpers "®&me were
gigours" (1472) 'players of the gigue' (Hall 20After they identify themselves as
musicians, they are immediately admitted. NextrHoms the feast and begins to
perform a lay on his harp. Thus the minstreldiski Horn consist of instrumental
music and song, specifically including a lay. Rivngd swoons at the sound of Horn's
music. After an emotional moment, Horn looks atiimg and then fells Fikenhild's
crown, presumably along with his head. Then hé&sa®wn all Fikenhild's men. In O
and C, after the men are slain, Horn tears Fikdriagunder” (Hall 230).

We see another version of this story in Mestreriasis (ca. 1170-80) Anglo-

Norman romancélorn et Rimenildor The Romance of HornRomancesxists in three

manuscripts in "substantial length...and in the fragta of two more" (Weiss xiv).

Dunn notes that the plot of the later Middle Erngl&ng Horn“closely follows” the plot

of Thomas’s but that “no common source of the tvaoks has been discovered”
(Romances 19). Ramsey asserts, on the other theading Horn"derives from a
different and probably earlier tradition than tbatwhich its Anglo-Norman predecessor
is based” (27). In Romancas in_Hornthe purpose of the disguise is to rescue Rigmel,
and again vengeance is also achieved.

In RomanceHorn's costume is created when he and one hurdreganions
carry harps or fiddles and slip "cloaks of differealours” over their hauberks and
swords (Weiss 118). The narrator explains thanHaanted them to seem like
minstrels” and has Horn himself proclaim his dewirattend the wedding as a "minstrel”

(118). The group approaches the gate and regemestsce so they can “enhance the
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entertainment with their playing” (Weiss 118). \Afe told that their skills include
harping, playing the rote, and singing, but we $thailso probably add fiddling since
"most" of them carried fiddles (118). In this eque, too, the minstrels are excellent
performers, and they receive a warm welcome froapthrter:

Some knew how to harp, some playedriite, some were good singers of songs;

no one about to hear them would hold back thenstedMy word!” said the porter

‘even the emperor hasn’t got such people. Them@'sobleman alive not

honoured by such as these. Enter then, my fands, | shan’t stand in your way.

(118-19)

Here again the minstrels are referred to as "fesegneven though the porter believes he
has never met them before.

Throughout this episode, the poet plays ironicaily the idea of Horn’s gift and
his performance of service and entertainment aivéekding, weaving language play and
humor into this scene of destruction. In thisanse, similar to the tournament scene in
Continuationwhere knights appear on the field with instrumdraisging around their
necks, humor is created when the author emphatsieeexistence of conflicting or
contradictory identities in these characters. é¢mRnce for example, Thomas announces
Horn's contradictory dual role just before the disg scene opens with Horn's boast: as
Wikele's minstrel, "I'll play him a Breton lay withy steel sword" (118). And as they
enter the wedding, the narrator says Horn and kis make Wikele “such a present that
they would all consider themselves miserable, angd/sad: there would never be worse
entertainment at a wedding” (119). Finally, atter disguise musicians throw their

cloaks and instruments hastily to the ground, fireyide unconventional service for the
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guests with their swords, going around to all Higds and “giving them bad service,
quite different from dishes or dispensing the lbvaat, for no one they touched escaped
unbloodied” (119). Horn completes his servicehatfeast by striking Wikele on the
head, cleaving it in two, and then “had him draggetlike a stinking cur and hung at

the cross-roads as a spectacle” (119). The astlamguage play in this scene, in which
he equates the hero's violent acts with an excglydoad minstrel performance, creates a
product that echoes the minstrel-warrior contraaiicthere we experience the humor and
playfulness we would expect from a minstrel, bus delivered through the extreme
violence of a battle scene.

The humor of this language play is produced whenwo incompatible roles of
minstrel and knight are brought together with batimaining equally true: Horn and his
companions perform both as minstrels and as knigttesgrating these conflicting roles
in an unexpected and surprising way. In "Creatiaitd Humor: Integration and
Incongruity,” Mary Murdock and Rita Ganim identlfiyncongruity/ unexpected
relationships” as one of three basic humor catega@iong with "play/spontaneity,” and
"release/relief" (66). In humor created by incanty; "The creative act of the humorist
consists in bringing about a momentary fusion betwvo incompatible frames of
reference” (Koestler gtd. in Ziv). We find thipgyof fusion in each of these entrance
trick episodes, when, in the act of performing asistrel, the character assumes the
identity of minstrel without relinquishing his idiéy as knight.

The defining criteria for minstrel identity, as tb@mparative analysis of these
episodes indicates, is conveyed to fellow charaatathin the narrative through one or in

varying combinations of the following four indicaso alteration of physical appearance
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(clothing, skin, or hair changes); use of propsgital instrument, staff, or other items);
actions and behaviors (playing music, singing, ding); or a statement of identity
(backed up later with evidence of performance denek)® Or in other words, as we
saw in chapter four—if he looks like a minstrelisadke a minstrel, or says he's a
minstrel, he's probably a minstrel. By fulfilligyny of these expectations of minstrel
identity, the character assumes the identity ofrestrel for other characters. Yet,
generally only the audience, the character himaald, any companions know that he is
also a knight. The hero's contradictory dual idem not normally apparent to other
characters because the evidence of his knightlobiiden, clothing is discarded or
exchanged, weapons are covered, etc., for obveasons, while performing the entrance
trick.’

The humor tends to appear in these disguise momdras the poet emphasizes
or gives outward evidence of this conjoining of tgenerally mutually exclusive roles.
In the culminating scenes of Continuatiéor example, as well as in the character of
Gandin, who though not an entrance trick hero épg®ar attired as a knight with a rote
in Gottfried's harp and rote episode, the poestihtes this intersection of incongruous
identities for other characters by presenting ptafvidence of both identities in one
individual at one time. In Romandhis emphasis is created through language play fo
the audience, in which both realities, Horn's penfance as minstrel and as watrrior, are
each expressed as true in the same moment throegiphor—Horn will play a lay with
his sword. Though again, although the same ineangr intersection of identities occurs
in each of these entrance trick episodes, the mamally suppresses evidence of his

identity as knight or warrior while assuming thentity of minstrel. In the next chapter,
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we will explore how such unexpected or surprisiagjanctions between incongruous or
contradictory concepts are not only capable oftargdaumor but also illustrate creative
thinking processes.

Our next noble fosterling tale is the story of HathThis is Thompson's first
entry under K2357.1, listed as Paul Herrmaiftriduterungenwhich refers to The

Danish History of Saxo Grammaticugritten in Latin by a Danish historian in thedat

12" to early 18 century. Within Book Three of Saxo’s history viredfthe story of
Hother, son of Hodbrodd and King of Sweden and DekmAlthough this text is called
a history, | have not included it with the Chroeidlales because of its largely legendary
nature, including magical objects and otherwortthgracters. Despite these features, |
have also not grouped it with the Tales of Enchantiyas it is a clear example of the
noble fosterling motif.

Hother, like Horn, was the fosterling of a kingréan&ing Gewar. Like Horn,
Hother also outshined his companions, earning harldve of the king’s daughter,
Nanna. But he is at first impeded from marrying neanother suitor, Balder, the demi-
god son of Odin. Unlike Horn, however, Hother ssihis opportunity after an initial
win against Balder and marries Nanna immediataking her back to Sweden. Balder
and Hother continue to battle back and forth okierdovereignty of Denmark. Finally,
after two defeats by Balder, Hother sequestersdiirts the wilderness but still rules in
some measure from his place of exile: "he had be® to give out from the top of a hill
decrees to the people when they came to consult(hon 93). Hother's self-exile is
criticized by the people, creating a smudge irotiierwise noble characterization:

"hence when they came they upbraided the slotheoking for hiding himself, and his
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absence was railed at by all with the bitterestgamts” (93). While in the wilderness,
however, Hother learns from wood maidens that hstmet hold of the magic food
which increases Balder’s strength in order to ddfea.

During the night after a massive battle in whidie"tarnage of the opposing
parties was nearly equal,” Hother sneaks into tieeng’s camp (94). His initial purpose
is to "spy upon the enemy," but he then followe¢hmaidens who are about to prepare
Balder’s food (94). They ask who he is, and héigefhe is a lutanist and one of
Hother's company. Like Horn's promises to Rimeshhiother's statement is not a lie,
but it also isn't the whole truth. As we saw ia tBwydion and Lleu episode, Hother's
entire costume consists only of this statemendeniity which is confirmed by his ability
as a performer. Indeed, the maidens do not didgtiosbecause “when the lyre was
offered him, he tuned its strings, ordered and gme the chords with his quill, and with
ready modulation poured forth a melody pleasatitécear” (94). At the start of the
story, Hother is described as possessing outstgrs#litis on lyre or harp, timbrel, and
lute, though within the entrance trick episode lagponly the lyre. As for his reception,
the maidens do not raise the alarm but ratherarhiin to play and even allow him to
remain in the camp despite the fact that he belamffse enemy. The maidens refuse to
give him Balder’s food when he requests it but tke ¢pnim “a belt of perfect sheen and a
girdle which assured victory” (94). Next Hothelldovs the path back, meets Balder and
“plunged his sword into his side” (94). Baldergitbree days later of his wounds. Thus
Hother's spying expedition turns into an attempilitain something off-limits to aid him

in battle and ends in his killing the enemy.
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As we saw in ThorleifHother also dies through revenge by an agenteoétiemy
he tricks. In Hother, the hero is killed laterattle by Balder's half-brother, Odin's son
Boe, who then dies of his own wounds. Betweeriribk and Hother's death, the author
interjects the story of how Odin fulfills the pragty for vengeance on Hother by
conceiving Boe through a bawdily described rapehi$ attempts to win Boe's mother,
Odin assumes four separate disguises: soldieigfosenith, soldier again, and finally
female physician. This interlude combines violereemor, and disguise but is not an
example of an entrance trick. Odin, who is latemiphed for his disgraceful behavior, is
described by the narrator as having "persisteré'gn his continued use of disguise to
achieve his will (97). Thus here the enemy, orersmrrectly the enemy's father, also
undertakes clever acts but in his case they agktossause harm against two innocent
parties, Boe's mother and Hother. The inclusiothisfinteresting side-story within the
tale allows the comparison between two contrastxamples of clever disguise, one
positive, performed by the cunning harper king Hredother negative, undertaken by his
guileful foe.

Another example of a Noble Fosterling Tale is the Brovencal epidQaurel et
Beton dated after 1170. After the murder of his fatiitarke Bevis, by the treacherous
Count Guy, young Beton is protected and fostereBdoyis’s minstrel, Daurel, in an
emir’s court in Babylon. Beton is known as the stial’'s son, but because he excels
early and in many areas, exuding inherent nobilitg,court suspects his true identity has
been concealed. At age six, Beton is taught tg thia harp and the viol. When Beton is
thirteen years old, he and Daurel return with anyairom the Emir to avenge Duke

Bevis. Upon coming ashore, they find Daurel’s leaghder siege by Duke Guy, with his
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army encamped outside. Daurel signals his andnBeteturn to those in the castle by
flashing his shield, and the two arm themselvedb&itle. The poet tells us here that
Daurel’'s beard has grown long for seven years. sbidiers are told to hold their places
until given the order, and the disguise episodernseg

Daurel and Beton each draped themselves in a “gleak” and “carried viols,
like minstrels," keeping their swords hidden (8®aurel explains to Beton: “My lord,
so that you know what to do: | shall sing and yaustiisten. | shall use words that will
make him angry, and | think he’ll attack me.” ‘At take vengeance!’ said Beton”
(84). The two enter Guy'’s tent and find him at thlele. Rather than declaring their
identities, the heroes are identified as minstoglthe enemy when he sees them
approach wearing cloaks and carrying instrumemtse enemy then calls them to join
him: “Minstrels,” he called, ‘come and eat!”” (84Paurel explains that they have come
to entertain him. Beton begins to play a "pleasam¢"” (84), and Daurel sings an
insulting song about how the treacherous Guy kiBetbn's father, Duke Bevis. Next
we are told: “Guy had a knife in his hand; he werthrow it at Daurel, but Beton tossed
viol and cloak aside, drew his sword and with olmevtsent Guy’s right arm flying to the
ground” (85). Here again, we see the surprisinglient act of a warrior in contrast to
the expected joviality of a minstrel’s performance.

Although the set-up is different, the situatiomreunding the actual disguise
episode in Betorontains several features resembling the Baldolys For example
both disguise episodes take place in the encampaneatoutside a besieged castle. In
both stories, the heroes make themselves knowetgetw the friendly forces inside the

castle: in Betonit is the sight of Daurel's shield which revealksidentity; in Baldulf it is
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the sound of his voice or, in Layamon's versiorsgaly his minstrelsy. And in both
stories the disguise minstrel's hair is mentiotiedkigh in_Betomather than cutting it to
look ridiculous and hide his identity, Daurel hasmg many years without cutting it,
growing it long, “longer than one could imagineg4{ which apparently made him
unrecognizable.

The entrance trick in Betas a somewhat unusual example in that Betonllsasti
child when disguising as a minstrel and does neisdethe plan himself. Although
Beton excels in music and has been thoroughlyddain minstrelsy skills, it is Daurel,
the true minstrel, who comes up with the disguileaiand explains it to Beton. Beton
understands and embraces the plan readily anésaut the vengeance himself, thus
moving from boy to man during the space of theade trick.

The last Noble Fosterling Tale we will review igstan's harp and rote episode in

Thomas's Tristafca. 1160) from the 1226 Norse Saga of Tristrachlaand, Gottfried

von Strassburg's Tristd210), and the Middle English Sir Tristrgrirca 1330). Since
we considered this tale already in chapters twothreg, | will run through the episode's
basic features in each of these versions onlylprié/hen discussing the Tristan
tradition's noble fosterling traits later, howeueravoid complication | will focus only
on the Saga version.

As we discussed in the Trickster Tales, among atigge typical heroic traits,
Tristan is known for his musical talent and wilytur&. Such a character should feel
right at home using a minstrel disguise entranck.trin fact, in the harp and rote
episode the hero's moral victory is even greatealrse Tristan tricks a trickster,

outsmarting a would-be cunning hero by turningdws trick back on him. | say would-
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be here because rather than a true example ohtranee trick motif, this first minstrel
disguise, undertaken by a not quite clever enowgb, lappears to be designed as a foil to
Tristan's real entrance trick, illustrating Tristasuperiority as a lover and a clever
schemer against both Mark and the Irish Knightdifidnally, although the Irish knight
carries a harp, he is not actually disguised. oltn the Saga and Gottfried, he is known
well by Isolt, who tells Mark his identity. In Siiristrem the harper knows Isolt but it is
not stated whether she too knows him or not. Nwless, the Irish harper does not hide
his identity and/ or his ill intentions by arrivirag a seemingly innocent and anonymous
minstrel in any of the three versions. In factiha two cases in which he is well-known
by the court, he is received as an honored gWsien he arrives in the Saga and Isolt
recognizes him, "she bade the King do him honorvamchip," and Mark does, allowing
him to eat from his own dish (140). Similarly irot8ried, after learning the visiting
knight's identity, "Mark was at great pains to honGandin, as much for his own good
name as to meet Isolde's wishes; for she beggedrarehted Mark to show him honour,
as a fellow countryman of hers" (214). _In Tristrehe details are so few that we go
straight from his arrival and description to thelrdoon. In any case, for these reasons |
have not classified the first musical trick in te@isode as a minstrel disguise entrance
trick. Nor have | included any of its details ity mnalysis of the motif's basic features.
Brother Robert's Tristremssagathe Norse Saga of Tristram and Isond,
according to A.T. Hatto, is based "entirely on Tlas's poem, though he judged that his
northern audience would miss the finer points aswbalingly suppressed them" (358).
In the Saga, an Irish baron, chief "of all thosa there in Ireland," appears in King

Mark’s court dressed as a minstrel. He entersa"borse fair and well arrayed, and he
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had under his cloak a harp all dight with gold"§RLoomis 140). After the meal, Mark
asks if he "knew aught of harping, and if he waullaly the King a lay for love" (141).

The baron asks what boon he will receive for hisguemance, and the king responds, “ye
shall have whatsomever ye list” (141). The Irisindn agrees and proceeds with the
entertainment, which included playing his harp aimgiing lays. And he too is more than
competent: first he plays a lay that was "rightgknt unto all” (141). And his second is
"better by half so that it rejoiced them to list¢h41). When he finishes, he demands
Isolt as his reward. The king objects but fin&geps his word when no one will defend
his honor for him, and the baron leaves with Idmlinging her to his pavilion to wait for
high tide.

When Tristan returns from hunting, he learns wizet happened and races to the
tent on horseback with his rote, with the obviougypse of rescuing his lady. The text
does not mention any form of costume other thamdtes but the baron immediately
recognizes Tristan as a minstrel and asks himayp play for the lady. The narrator
explains: "When the man of Ireland saw the minstsehe came into the pavilion, he
said: 'Fellow play us a fair lay on they rote" (L43he baron's intention is to comfort the
lady by having the minstrel play, though he himéeldl skills enough to conceivably do
the job. But we see that Tristan's reception &Etp@, and as in Betgre is welcomed
into the tent to perform. He plays the rote amgjsj and naturally he is talented. The
text first explains: he "made them good disportwatfair song" (143).

Tristan plays “through the night,” and when hedhes, the tide is high enough to
float the ship (143). One of the baron's men wainsthat they should depart before

Tristan returns from hunting, but the knight refuge be intimidated and asks the
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minstrel to play more lays to comfort Isolt. H@mestan's ability-level is mentioned a
second time: he plays and sings a “matchless sahgvandrous to hear” until the tide
rises above the bridge, and they can no longer #meship on foot and remain dry
(144). The baron is prepared to wait until the tidcedes, but Tristan kindly offers the
use of his horse, promising to “deal courteouslithisolt (145). Instead of delivering
her safe and dry on-board ship, after lifting hetoathe horse Tristan taunts the knight,
shouting: “With craft thou hadst her of the Kingdawith craft have | her again from
thee” and then races away with her (145). The dayt Tristan returns Isolt to Mark
chastising him: "Now keep her another time beteohly by great cunning is she
bought again" (145).

The harp and rote episode also appears in Gotifoadstrassburg's Tristan
Gottfried's work is earlier than the Saga versibmlmmas's Tristabut is likewise based
on Thomas. Hatto notes: Gottfried kept "closelhi®[Thomas's] narrative despite
subtle changes” (358). In this version, the Ibhahon is called Gandin and although he
carries a rote, he is never referred to as a nellhskn the Saga, the baron is described as
"passing orgulous and proud" (R.S. Loomis 140),ib@ottfried he becomes something
closer to a noble fosterling-type hero: "courtedwisidsome, rich in possessions, and so
valiant in his person that all Ireland spoke ofdxgloits" (Hatto 214). As we saw
earlier, in this scene Goittfried also emphasizeguhction of knight and minstrel
identities intrinsic to the minstrel disguise entra trick by adding a slight twist that
resembles the tournament scene in Continuatidere the Irish baron is richly dressed,
but this time he looks like a knight, except withthe weapons: "He came riding up to

Mark's court, elegantly dressed in all the fing@piags of knighthood..., though



216

unattended and carrying no shield or spear” (2GHndin too is carrying a golden
instrument, but this time it is a rote with "precsostones” (214). After dressing Gandin
as a properly attired knight on horseback andgitrgnan instrument around his neck,
Gottfried then shows us the court's reaction tdwesincompatible identities. Isolt tells
Mark who the knight is: "Mark was much puzzled asvhy he wore the rote and thought
it absurd, and indeed they were all wondering anmiking about it intently” (214).

Gandin refuses to put the rote down during dinwkich causes "laughing and scoffing"
amongst the others, and they name him "The KniftiteoRote" and his "Lordship of the
Burden" (215).

After the meal, the king asks Gandin to play fonhii he can. They agree on the
stipulation of the rash boon as in the Saga, antlf@glays his rote. Like the Saga's
Irish baron, Gandin is an accomplished musiciais first lay "gratified them all” (Hatto
215). And the second was played "twice as well'5)2 Here too Gandin claims Isolt as
his reward, and Mark, failing other options, hahdsover. Gandin again takes Isolt to
his pavilion to wait for the tide. Tristan retuyiears the news and goes after them
taking only a harp. When he arrives, he leavefitise and sword out of sight, hiding
the signs of his knighthood, and approaches thentigh his harp. Gandin spots him and
calls out a greeting: "'God save you, good harp@16). Unlike in the Saga, here
Tristan asks Gandin to take him with them backétahd, and Gandin agrees to,
referring to the minstrel as friend. "You have wyrd on it, my friend™ (216). Next
Gandin asks Tristan to play for them, offering Hine clothes as a reward. Tristan plays
a lay of "surpassing sweetness," and when he hehéd the boat was afloat (217).

Here too Gandin is warned about Tristan, and hesesfto go, requesting another lay
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instead, again calling the minstrel "my friend" 721 Next we are given additional
statements of Tristan's outstanding musical abik®andin remarks: "You play your harp
so well that | am greatly obliged to you for it"l(?). And further, Tristan "drew such
sweet sounds from the strings that Gandin hearkenki playing most attentively”
(217).

In this account too, when Tristan has finished ipligyhe water is too high to
board without getting wet. So Tristan offers tketdsolt over since he wants to bring his
horse aboard for the trip to Ireland anyway. A#ieme back and forth quibbling about
who will bring her over on the horse, Gandin figalllows her to mount with Tristan.
Once she is safely up Tristan starts off, and Gaddmands to know what the fool is
doing with Isolt. Tristan calls back his retor¥:du are the fool, Gandin! You are the one
who has been fooled! Since what you tricked froer®wvith your rote, | now take away
with my harp! Deceiver that you are, you have rti@&n duped in return. Tristan
followed after you till now he has outwitted yo2'18). Tristan returns Isolt to court
reprimanding Mark for his negligence. Tristanfafiwords to Gandin are a nice
illustration of how the entrance trick allows thenaing hero not only to overcome his
challenge but also to win a moral victory overdmemy. And as we saw, Gottfried
specially tailors this version of the episode, giv{Gandin outward evidence of both
knight and minstrel identities, providing an explexploration of the minstrel-knight
identity conflict happening behind the scenes ithea the true entrance trick episodes.

The Middle English Sir Tristrerharp and rote episode from the Auchinleck MS
circa 1330, though more sparsely detailed, follawymttern similar to the Saga or

Gottfried with a few noteworthy exceptions. _InSirem the visitor is no longer an Irish
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baron but rather an Irish harper, later calledah &ho loves Isolt "in an honorable

way" (Lupack 14). After he requests Isolt as kiward for harping, Mark asks his

council for advice, finally yielding Isolt to theatper. When Tristan learns that the queen
has been given away, he “chidde with the King,'etakis rote and follows Isolt, who has
been brought aboard ship, and begins to play fofrom shore (1850). Thus in this
version too Tristan's musical ability and instrumpés@re an ivory rote, are his only
costume.

Isolt becomes emotional after hearing Tristan'sionaisd wants to return to shore
to listen, explaining the music consoles her. Beeaof Isolt's reaction, the earl offers to
pay Tristan a hundred pounds if he will go withrthelsolt goes ashore to listen, and
Tristan plays: "Mirie notes he fand / Opon his rotgvere" (1887-8). Through Tristan's
music, Isolt is made "hole and sounde" (1889). yTegin to reboard, and when Tristan
mounts his horse, Isolt asks him to take her tsthp. As soon as she is on the horse,
Tristan rides towards the woods, taunting the feadlosing by Tristan’s rote what he had
won with his harp.

As we can see already from their plot summariestdtes of Horn, Hother,

Beton, and Thomas's Tristghare a number of other traits beyond their inctusf the

entrance trick episode. In fact, the following i@dweristics and basic formula appeatr,
with some variation in timing or extension of sens, in each of these Noble Fosterling
Tales. To avoid overcomplicating this discussighen considering the stories of Horn

and Tristan, | will refer only to King Horand the Norse Saga versions of these tales.
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Noble Fosterling Tale Formula
Foster-Father Section (containing the "noble fdisigexcels in music" motif)
(Hero may be raised in his native land or an adegdand)
-Hero is born a member of the nobility
-Hero's real father is killed
-Hero is taken in by a foster-father
-Hero's education and noble traits are described
-Hero has been educated in and highly excels isianu
(Hero's first battle and proving)
Welcoming King Section
-Hero undertakes a journey and is welcomed byeidn king
-Hero proves himself in battle
-Hero is offered a bride and/ or arranges a ngeria
Minstrel Disguise Episode
-Hero disguises as a minstrel, gains peaceful emtoyenemy territory,

and resolves a difficult challenge

Foster-Father Section

What | call the "noble fosterling excels in musnabtif is found in the Foster-
Father Section of this formula and is made up efftlowing elements: a noble-born
hero is taken in and raised by a foster-father &fteown father is killed; the hero's
education and outstanding noble traits are destrieis educated in and particularly

excels in music. In fact, each of these hero@ss®me measure defined by his musical
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skill. This motif could possibly appear in anyrgtovith or without a minstrel disguise,
but when it is coupled with the other two composentthis formula, we find a Noble
Fosterling Tale.

In each of these stories, the hero—Horn, Hothastdm, and Beton—is born
noble. Horn and Hother are kings' sons; Tristahesson of Rivalon, a knight who
"surmounted all other in all conditions that loogibble men" and Blanchefleur, king
Mark's sister (R.S. Loomis 10); and Beton is the gbDuke Bevis and the sister of
Charlemagne.

The father of each is killed, and each hero isnakeby a foster-father: Horn by
King Aylmer; Hother by King Gewar; Tristan by RoaRlivalon's Seneschal; and Beton
by the minstrel Daurel. We are given a descriptbaach youth's childhood education.
Each education includes musical training—in whiahrechild excels. Each hero
possesses a combination of noble qualities ab@vetel of his companions including
such characteristics as natural ability, trainatl, skverse talents, beauty, or charisma (in
the form of love or admiration from others).

The first of these heroes, Horn, is known for headtty, his harping and song, his
physical prowess, his wit, and his possession aiemsdist(e), "dexterity, adroitness;
ability, skill; cleverness, cunning” (McSparramdditionally he is loved everywhere he
goes including Suddenne, Westernesse, Irelandgamd makes an impression on the
Saracens who cannot bring themselves to kill Himfact we learn in the opening lines
of the poem that Horn has no peer anywhere: "lrerkamge riche / Nas non his iliche"
(C17-18). When King Aylmer meets Horn and his camipns for the first time, Horn's

inborn nobility is at once apparent. Although thesre "Alle riche manne®nes / & all
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hi were faire gomes" (C21-22), "He was pe fieré & of wit pe b&e" (C173-74). After
living in Westernesse for a time, everyone loved,hincluding Rimenhild: "In pe curt &
vte / & elles al abute / Luuede men horn child, m&t him louede Rymenhild,Jle
kynges gene ddter" (C245-49). He proves his prowess as a nevagerknight, by
slaying one hundred Saracens alone and bringingetibeir leader's head on his sword.

We are also given a list of the areas in which Heithbe educated (C227-40).
Importantly in all three manuscripts, of all skilisted only harping is mentioned twice.
Horn's companions will be instructed in other ay@ath Horn receiving the superior
education. And it is very clear that regardleswbét the others learn, Horn will be
taught of harp and song. And as we saw in chéiptee, Horn caught his lessons in his
heart (C243-44). In Horthere is also a brief mention of Horn singing acte of the
manuscripts as he goes out on his horse after leighted: Pe fole bigan tdpringe, /
& horn murie tofinge" (C593-4).

Likewise, the story of Hother describes the hediyerse areas of instruction
while under the "tutelage" of King Gewar as welhesextensive natural talents
including strength, intelligence, physical prowesslity, and maturity. Hother

excelled in strength of body all his foster-bretheexd compeers. Moreover, he

was gifted with many accomplishments of mind. Heswery skilled in
swimming and archery, and also with the gloves;fanither was as nimble as
such a youth could be, his training being equdaliscstrength. Though his years

were unripe, his richly-dowered spirit surpasseath (Elton 89)

But Saxo lingers on the description of Hother's icalgalent, showing us his complete
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mastery over the subject:
None was more skilfull (sic.) on lyre or harp; dr@lwas cunning on the timbrel,
on the lute, and in every modulation of stringiastents. With his changing
measures he could sway the feelings of men to pdegions he would; he knew
how to fill human hearts with joy or sadness, waity or with hatred, and used to
enwrap the soul with the delight or terror of tlae.e(89)
Although Hother's beauty and charisma are not maeatl, his many talents do gain him
the eye of the king's daughter: "All these accosfptients of youth pleased Nanna, the
daughter of Gewar, mightily, and she began to &ekmbraces” (89).

Beton too is multi-talented, handsome, intelligen&ture beyond his years,
physically strong and agile, and also charismé&#hen he was five, Beton was well
grown, well educated and valiant. He could rideske and gallop them; he could talk
well and converse intelligently, he played chesskigammon and dice, and everyone in
the emir's court loved him dearly" (Shirley 60-61)hen he is seven years old,
suspecting his true identity has been concealed;dhrt devises a test of his nobility and
determine "he's the son of a duke, a king or am"gffil). At age nine, he is already the
king's squire: "handsome, well made and well spbkéh). By eleven Beton "knew how
to fight and use weapons" (72). At twelve he "bBadellent judgment,” was "well grown
and handsome, fit to bear arms" (74). When hethigeen, "he was strong and well
respected” (76). And naturally, he too is an @mging musician. Although his musical
instruction only begins at age six, by seven “Betould play the viol well, also the
citole, and was a fine harpist. He could sing saagd compose them himself too”

(Shirley 66). As a young squire, "he was happgl&y the viol and sing for them" (71).
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Tristan too is handsome, charismatic, intelligemtlti-talented, and physically
agile. In the Saga, Tristan's foster-father "miaide to learn book knowledge, and he
was passing witty, and he perfected himself byghisly in the VII chief arts, and he was
cunning in all manner of tongues....And of meekneskraercy and gentle taches, in
wisdom and counsel and prowess he was found pg&(RsS. Loomis 19). As a boy,
while playing chess with Norwegian merchants whauab him, they "had marvel of the
young man and praised his knowledge and meeknedsemuty and subtlety, for he
overcame them all" (23). Like Horn and Beton, ifiteding his way to Mark's court
Tristan is "dear unto all men, and renowned in taatle and over all that realm” (36).
And, like each of the noble fosterling heroes, oh@&ristan's defining traits is of course
his musical ability. In the Saga, as a fosterbhgrivalon's Seneschal, Tristan learned
"the VII kinds of music so that there was none e renown nor more skill” (19).
When he plays for Mark, he

gave the King and all his men so fair harping thltwell it pleased him and all

that heard, and all praised him for that he had atned and was nourished in

courtesy and was adorned of much meekness andnguimdivers games. He
shone with seemly knowledge: never tofore heard tiaep struck so fairly in

their lifedays. (36)

Later, after an interlude of battle and proving;rebero is welcomed by a foreign
king. In Hornthis is King Thurston of Ireland; in Hother ithielgi, King of Halogaland,;
in Tristan it is the King of Ireland; in Betanhis the Emir of Babylon. Here we see some
variation in Tristan and Beton. In Betdhe hero is still an infant when the journey must

be undertaken, and he does not part from his féateer but instead travels with him to
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the welcoming king, the Emir of Babylon. TherefdBeton grows and is educated by his
foster-father while in the care of the king of agign land, melding these two sections,
Foster-father and Welcoming King, into one sectatthough they are separate in Horn
Hother, and Tristan.

In Tristan, on the other hand, we find a seconddfdsather section before the
official Welcoming King section. After being stolérom his first foster-father by the
merchants, Tristan finds himself in King Mark's douThe character of Mark is at first
glance difficult to categorize. He seems at tosfunction as the welcoming king of a
foreign land, since Tristan himself is unaware isftrue identity when he arrives in
England. Yet Mark actually functions more as asédoster-father, considering Tristan
is an orphan and Mark is perhaps his closest livetgtive. Thus Tristanppears to
contain a double or extended Foster-Father seatidnis fostered in both of his native
lands, first by Roald in Brittany, where his fatthedd castles and lands, and later by
Mark in England, homeland of his mother and whetstdn was conceived, before

entering his Welcoming King section in Ireland.

First Battle and Proving

If we look at the pattern of Horand Hother, we find the hero's first real battle
and proving comes at the end of the Foster-Fatetios, before the Welcoming King
section. Here in Horand Hother, Horn fights the Saracens single-hdgded
Westernesse after being knighted; Hother conqueldef King of Saxony, in battle,
sparing his life. In Betarsince the Foster-Father section and the Welcoiking

sections seem to be merged and occurring simulteshedhe first battle and proving
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occurs at the end of this combined section whemdas boldly into battle alone against a
force of twelve thousand. In Tristan, the heriv battle occurs at the end of the
extended Foster-Father section and before the\Wisltoming King section. Here
Tristan's first foster-father, Roald, discoverssian in Mark's court and reveals his true
identity. Tristan asks Mark to knight him and threturns to Brittany, beheading the man
who killed his father. He then returns and savegl&d from paying a hefty tribute to
Ireland by destroying their champion—thereby badtland proving himself as a man for
the first time in both of his native lands beforewimg on to the welcoming king in

Ireland.

Welcoming King Section

In the Welcoming King section, the hero again psolrenself in battle and is
offered a king's daughter in marriage and/ or gjeara marriage: Horn defeats and kills
the giant who murdered his father and is offerengKihurston's daughter, whom he
declines but promises her Apulf instead; Hothesirages King Helgi's marriage with
Thora and then bands together with Helgi to ddfdher's rival Balder in war, winning
King Gewar's daughter, Nanna, in marriage; Tri¢idda a dragon, technically winning
the right to marry Isolt, daughter of the Irishdgibut instead arranges a marriage
between Isolt and King Mark. Beton's deed of pngyplaced as it is at the close of the
two melded sections, wins him the King of Babylatésighter after she agrees to convert
to Christianity, though Beton, like Horn, chooseditst win back his kingdom before
marrying. Unlike with Horn, however, this unionegonot take many years and two

rescue attempts to secure.
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Minstrel Disguise Episode

The final distinguishing feature in this formulal® use of a minstrel disguise
entrance trick. In Horrthis occurs after Horn has performed a rescugudied as a
beggar and returned to Suddenne to win back hwgrcrdn Hother it occurs after drawn-
out battles with Balder. In Betpthe two heroes go directly back to France from
Babylon to avenge Duke Bevis's death and win Bbawk his birthright. In the Saga,
Tristan uses the disguise to rescue Isolt fromribk knight after returning from Ireland
with Isolt for Mark. Because they drink the lowvatipn on the journey and begin a
relationship, Isolt needs Bringvain's help to canmate the marriage without revealing
the loss of her virginity and repays the girl bgening her death. Immediately after Isolt
demands Bringvain's retrieval and the two are reibesh, we are told the story of the
harp and the rote. Newstead was struck by thetinayepisode "is not connected with
the preceding or following events in the narraseguence, and the abductor disappears
from the story as suddenly as he appears” (468}.ifYve look at the pattern of the Saga
up to the end of the harp and rote episode, iemr¢hat this episode in Tristan is not
disconnected at all but rather conforms to thisINémsterling Tale formula.

The tales of Orfeo and Alfred also take advantdgheonoble fosterling feeling
but without going back and filling in the motif'etails. In fact, although Orfae
grouped with the Tales of Enchantment becauseeostibry's mythological and
otherworldly associations, its sense is actuathget to that of the Noble Fosterling
Tales, with Orfeo belonging alongside charactdses Horn and Tristan. The author does
not provide the signature fosterling features,Hmitioes repeatedly emphasize Orfeo's

skill in harping, tapping into the cunning harpergarchetype typified by David to more
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gracefully communicate the sense of inherent niybinultifaceted talent,
resourcefulness, and cunning. And indeed, matgshave noted similarities between
King David and Sir Orfeo. Longsworth, as we reaatites that the description of
Heurodis beneath the tree reflects aspects ofahg 8f Songs and mentions: "Like
David, too, who was able to soothe King Saul byiplgthe harp..., Orfeo is able to
charm the Fairy King by thgle of his minstrelsy” (10). Spearing also compaths "
healing power embodied in music" (80) he sees aflud in_Sir Orfeawith David's
harping, noting: "David and Saul are sometimes amegbas harpist-kings in medieval
commentaries on the Orpheus myth" (81). Likewisthe Horn story, we see a similar
though more muted connection between the hero amgl Bavid, which also draws on

Solomon's association with great intelligence, anfancés mention of a gift offered to

Horn. Here Queen Gudborc's daughter, Lenburcaltagp brought to Horn with the
message: "Take this cup, of African gold, engrawveitie manner of the goldsmiths of
Solomon, powerful David's son™ (Weiss 56).

Alfred, too as we explored in chapter four, wasasged with David, translating
his Psalms and appearing in his likeness in temthedeventh-century manuscript
illustrations (Southworth 25). Asser, his contenapp biographer, likens him to David's
son Solomon in his search for wisdom (Giles 3)sek's ninth-century Life of King
Alfred also describes the king's childhood developmehighvincludes some of the
typical noble fosterling details. At age five, Example, two years before he is orphaned
by the death of his father, King Ethelwulf, Alfresi"anointed” by Pope Leo the fourth in

Rome who "adopted him as his spiritual son" (2)frefl was also charismatic, multi-
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talented, intelligent, and nobler than his brothekfred, however, had the disadvantage
of inadequate teachers in his youth and learneglatdr to read and write:
He was loved by his father and mother, and evealllifie people, above all his
brothers, and was educated altogether at the obtiré king. As he advanced
through the years of infancy and youth, his formpesgyed more comely than that
of his brothers; in look, in speech, and in manihersvas more graceful than they.
His noble nature implanted in him from his cradlea of wisdom above all
things; but, with shame be it spoken, by the unkmyonteglect of his parents and
nurses, he remained illiterate even till he wadvwevgears old or more; but, he
listened with serious attention to the Saxon poetmsh he often heard recited,
and easily retained them in his docile memory.wds a zealous practiser of
hunting in all its branches, and hunted with gesstiduity and success. (5)
As this passage shows, Alfred was historicallyitatted with many of the typical noble
fosterling traits, minus the flaw. And althoughuBowvorth credits him in the
development of the role of gleoman and its movertmmard acceptance in the church,
and Alfred was also associated with King Davidwas not known as a harper king. But
Alfred’'s minstrel disguise account in Malmesburypéasizing his cunning and musical
ability fills the gap, perfecting the comparisorivieeen Alfred and David. Yet Alfred's
chronicle portrayal, much like what we will seele fully fictional tale of Beton,
appears to reflect only the good side of Davidhuaiit including the characteristic flaw.
Our later examination of the trickster's move tawdichotomy to meet individual

societal needs will help to illustrate why this imidpe so.
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King David As Noble Fosterling

As a forerunner to our medieval literary harpemgkinthe Biblical King David,
selected by God and anointed to lead his chosepigaes a powerful image. David may
have been especially attractive to the Englishainiqular because of the migration myth
in which the Anglo-Saxons likened themselves tolshaelites as God's new chosen
people and considered England their promised ldedr, migration from the continent
portrayed as a reenactment of the Exodus (Howe 18igholas Howe in Migration and

Mythmaking in Anglo-Saxon England989) traces this myth between the sixth and

eleventh centuries through, among other sourcesytiings of Gildas (c.540), Bede
(731), Alcuin (793), and Wulfstan (1014). Althougttive in a period earlier than that of
our disguise minstrels, this myth represents aicailtview rehearsed for over 500 years.
Considering this foundation, and the tenth andeslédwvcentury manuscript depictions of
Alfred as King David, an attraction to David in tiftle to fourteenth century England
would perhaps still seem natural and appropriadjqularly considering that the
Malmesbury portrayal of Alfred's entrance tricksggale appears already in 1125. If so, a
tradition of harper kings mirroring traits foundking David would not be surprising.

But what of the pattern of David's early life?itlgo a template for the Noble
Fosterling Tale? Although connections between @afied David have been well
covered by the critics, and it is obvious that Dlagia harper king, what critics haven't
commented on is the similarity between the patbémavid's early years and the Noble
Fosterling Tale formula found in several minstrsigdise entrance trick tales.

As we consider David's early life, one of the fissues we confront is the nature

of nobility. In Horn the Norse Saga, and Befdhe hero was a member of the nobility,
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but this fact was hidden from others, and in theeaaf Beton and Tristan, even from the
hero himself during childhood to protect him fromeenies. As Black points out in her
study of the didactic purpose of disguise in meadieosmances, although it appears that
the hero is being raised from the lower classd®tmme royalty, he was always in fact
noble. In his chapter on "The Child Exile," Rams®&y points out that the "social
climbing" in the Horn-Havelok romances "takes placappearance only; the heroes are
born to the state that they eventually achieve).(29

But the story of David, on the other hand, app&ad® just the opposite—David
begins as a member of the lower classes and edrays into the nobility. David was not
a king or nobleman's son and had not lost his fdiberather worked as a shepherd,
tending his father's flocks. However, although idavas born into a low position,
according to the text he was chosen by God to bed€img of Israel. What, in the
medieval mind, could be more noble than a man e¢hasd anointed by God as king of
his chosen people? In that mode of thinking, Daadld be considered truly noble from
the start. In order to replicate this type of eté&r—one who is innately noble rising up
to claim a role of leadership without having to stvow prove God's will—the medieval
examples begin securely in the world of the upjesses. Each hero has already been
born into his God-given position, but through fatehe intervention of dishonorable
figures, these heroes find themselves in a suliglignower position, like David's
starting point, and must graduate into manhoodragdin their birthrights by performing
acts of prowess, often avenging the murder of flad¢irers. Along the way to reclaiming

their true positions in the ruling classes, eadrattier demonstrates innately noble traits.
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Within this scheme, in David's story, his fathesskefulfills a sort of foster-father
role for David, such as we see in the medieval g@@sn He cares for David while David
occupies a place in the lower classes. After Sham@nts David for God, Saul asks for
someone to be brought to him who could skillfullgypthe harp. One of his servants
suggests David, relating his many positive qudaiti&uch like our medieval heroes,
David is described as: "a skilful player, and ohgreat strength, and a man fit for war,
and prudent in his words, and a comely person: tlead.ord is with him" (1 Kings
16:18). In the King James Version, the phraseilusplayer” is translated as "cunning
in playing” (1 Sam. 16:18). So Saul sends for BaVAnd David came to Saul, and
stood before him: and he loved him exceedinglg, made him his armourbearer” (D-R
1 Kings 16:21). David is taken into the king'svesg within the Foster-Father section,
but as we will see, Saul embraces him even furtigpting him into his home after his
first proving.

David's first proving, when he kills Goliath, siga&is development into
manhood. In a situation similar to Horn in Irelaametl Tristan when he kills the Irish
champion for the English, David goes into battleys-handedly against the champion of
a foreign power. In this episode, David fightsiagha giant. Likewise, Tristan fights
Morhaut who is "big and orgulous and of great s&(.S. Loomis 71). Horn, too fights
"A geaunt supe kene" (C852).

In David's story, when no one stands up againstdiampion, David insists he
will fight for Israel. Since he is still a boy, @&ells him he is not able to defeat this man
of war. David argues he can do it, and the kinglfy consents: "And Saul clothed

David with his garments, and put a helmet of brgsmn his head, and armed him with a
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coat of mail. And David having girded his sworduaghis armour, began to try if he
could walk in armour" (17:38-39). David abandams unproven gear, however, opting
instead for stones and a slingshot. Beton, tgasisthirteen when he has his first
proving in battle, and like David, he goes out ageheathens. Beton secretly arms
himself with the king's own gear after the kingusads to engage Gormon's "massive
attack," and goes out alone (Shirley 76): "He reimerad his ancestry, flung on the
king's own mailshirt, girded on his sword, croskedself three times, laced on the gold-
rimmed helmet and from the ground where he staaptionto the horse"” (76). Unlike
David, Beton keeps the armor and weapons in hid.fign David's story, when the
Philistine saw David: "he despised him. For he swgsung man, ruddy, and of a comely
countenance” (17:42). And Goliath spoke to DaVAdn | a dog, that thou comest to me
with a staff?" (17:43). Beton does not approaehahemy with sticks or stones, but
perhaps even more shamefully announces he is dreljivghich made his opponent
"angry and ashamed" (78).

After David defeats Goliath, the Foster-Fatherisacappears to come to an end:
"And Saul took him that day, and would not let higturn to his father's house" (18:2).
Saul, then is our Welcoming King, though David doesundertake a journey, and Saul
is not the king of a foreign land. Within the Waeing King section, David continues to
develop, winning again and again in battle and seguhe approval of the people: "And
David went out to whatsoever business Saul sentdmah he behaved himself prudently:
and Saul set him over the soldiers, and he wagptaide in the eyes of all the people,
and especially in the eyes of Saul's servants’5§18Fhe text also says that "all Israel and

Juda loved David" (18:16). Like David, Beton waeeed by all: "Great ladies, young
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noblemen and knights, everyone loved him" (Shifl@y. Horn also in each of the
manuscripts is loved by everyone: "In pe curt & A&eelles al abute / Luuede men horn
child" (C245-247). Tristan as well, after findihgs way to Mark's court is "dear unto all
men, and renowned in that castle and over allr@din” (R.S. Loomis 36). And Alfred
too was "loved by his father and mother, and eweallithe people, above all his
brothers" (5).

Again as we see in the medieval examples, afterdd@as won acclaim in battle,
he is offered a king's daughter in marriage: S#fer® David his elder daughter, but
David refuses because he feels he is too low-lwowet the daughter of a king.
Eventually he does agree to marry the king's youdgaghter, after paying her dowry.

We see echoes of this sentiment in both Hord Betorwhen both heroes refuse to

marry their eventual brides until they have matwasdvarriors and regained their rightful
positions within the nobility.

After David experiences such great success, Saindéo fear and envy him and
attempts to have him killed. David must flee Saul] a series of adventures follows. In
one, David goes to Gath and seeks asylum from tiistithe King Achish. Because
David normally fought against the Philistines, si¢aunted by some of the king's men.
Wishing to escape, David feigns madness: "And laaged his countenance before
them, and slipt down between their hands: anduralded against the doors of the gate,
and his spittle ran down upon his beard" (21:13¢re we see David using the guise of
madman to escape the clutches of an enemy. Tiogd ar madman disguise may be
appropriate in both the trickster and Biblical itewhs. However, with the exception of

Tristan, this particular disguise is not used bigladosterling heroes. Authors perhaps
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avoided this image in tales which emphasize inharehility as it might also bring up
the more negative trickster associations.

But does David actually perform an entrance trakis he merely an archetypal
cunning harper king? Interestingly, while Davidd$ Saul and before he becomes king
himself, we are presented with a set-up similahtse found in the entrance trick
episodes. Here David sends ten of his men todheelof Nabal, a "very great" man but
"churlish, and very bad and ill natured,"” on a ety (25:2, 3). They arrive and ask in
David's name to be provided for but are refused:tt® servants of David went back
their way, and returning came and told him allwweds that he said" (25:12). After
being denied entrance at the gate, unlike the maderoes who find a peaceful means
of entering, David prepares to do battle againsgtaNaBut before David has time to
commence, Nabal's wife, Abigail, who was "a prudard very comely woman" (25:3),
hears of the visitors and comes down to David wrttvisions for his men, begging for
forgiveness. David allows himself to be restrajresihe explains "from coming to
blood, and revenging me with my own hand" (25:33g accepts her gifts, and Abigail
returns to her husband.

Although David wanted to cut down all the maledabal's household, he is
restrained by Abigail. He and his men do not, havedress as minstrels to sneak in and
kill Nabal. But oddly, after David leaves, thetreSthe story unfolds by God's hand with
much the same result as we find in many of theaeo# trick stories. The text explains
that when Abigail returned, Nabal was very drunkiatfeast, which was "like the feast
of a king" (25:36). She waited until morning aonttithim what she had done. After

hearing this: "his heart died within him, and hedm®e as a stone. And after ten days
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had passed, the Lord struck Nabal, and he died37258). When David hears this
news, he thanks God: "Blessed be the Lord, who jodtied the cause of my reproach, at
the hand of Nabal, and hath kept his servant freimand the Lord hath returned the
wickedness of Nabal upon his head" (25:39). Neat/id sends for Abigail, and they are
married.

Therefore in the end, we have a moment where mgroaph the gate of a
powerful and wealthy man in the hero's name orastféay and are turned away. The
hero avoids an open attack on his household. Vihenan who is keeping a beautiful
and virtuous wife is killed after his feast, and wiife marries her rescuer. In David's
story, the minstrel disguise does not appear, lamnynof the other components which are
a part of the entrance trick do. Perhaps withibetdirect intervention of God, the
medieval hero is forced to rely on his own humalisstor the resolution of his conflicts.
But it is interesting to note that these talentsewrecognized as stemming from God.
Asser, for example, accounts Alfred's gifts to Gt skill and good fortune in this art
[hunting], as in all others, are among the gift$&oid" (5). In_ Romangehe specific
ideas of intelligence, craftsmanship, and clevesaes intermingled as we saw in chapter
five's discussion of human magic, and are credited gift from God: "in all ways he
[Horn] was the most accomplished, for such was3ad-given intelligence that there
was no master craftsman he could not surpasslin 3kiroughout the land he was
famous for this, his great cleverness and greaitpe@Neiss 9-10). We will explore the
concept of cunning intelligence further in a momengee how it is associated with the

divine in both the mythological and Biblical tradits.
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With or without the entrance trick itself, the medl noble fosterling kings show
a surprising likeness to David and the patterni®ehrly years. The hero begins with a
type of inherent nobility but is generally rearecgosition below this rank with a foster-
father figure. He is multi-talented and successfulis undertakings, generally
performing above all others. He is a skillful naian. Each hero outside of Hother
appears to have a high level of charisma and isddoy the people.

As each hero develops, he has a first battle wéigphals a new phase in his life.
At this point, the hero generally finds a new potte, mentor, or friend, who is usually a
king, who welcomes him in. Next he continues toetxn battle and is either offered a
bride or arranges a marriage. The bride is not pable but is usually a king's daughter.
After an interlude of activities, the hero avoigsean attack against his enemy. In David's
story, although David is in his own right skilledmusic and clever strategies, God
intervenes, directly resolving the conflict. Iretmedieval stories, the hero uses his
perhaps God-granted musical skills and cunning¢k an enemy—nhe disguises as a
minstrel to avoid armed conflict and win his objees.

A closer study of King David's early years is inl@ras he appears to function as
a model for the "noble fosterling excels in mugrasdtif and the Noble Fosterling Tale
formula, as well as for the cunning, harper kirggife. Yet as an archetypal figure, rather
than originating the paradoxical harper king imdgayid too may be a representation of

a much deeper human understanding.

From Trickster to Noble Fosterling and Back Again

All of the minstrel disguise entrance trick herb@se a connection to the
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trickster, the trick itself representing an amalgafneharacteristic Hermean features. The
Tales of Enchantment and the Trickster, as we sachapter five, lean toward this tricky
heritage, allowing more of the trickster's darkatune to surface. In the Noble Fosterling
Tales, on the other hand, the hero is virtuallagéd of his negative trickster traits and at
the same time elevated so that he is not only rerdeheroic but without peer. Still,

even with the author's assurances of the heroaraliged nobility, education, talent,

and musical aptitude, hints of the trickster doasoanally show in his actions. The
differences in characterization between the Trexkahd the Noble Fosterling hero are
reminiscent of the split pointed out by Williamsween Fouke and John. Both
characters as she notes are tricksters, but ttyewdirk has been delegated to John in
order to maintain Fouke's dignity. In our cataleguickster heroes such as Thorleif,

Gwydion, John, and Tristan froRolie and_Continuatiomave been allowed to do the

dirty work, whether that be dressing and behavig #ool, carrying out illicit
rendezvous, committing extreme and unnecessargngel aiding in crime, or reveling

in the humiliation of an enemy. On the flipsideg hoble fosterlings Horn, Hother,
Beton and harp and rote Tristan all appear asldamed-up, more respectable version of
their trickster cousins, now great and noble cugheroes.

Interestingly, Brown points out that Hermes himsd$io underwent an image
transformation. He explains: "When theuveaux richesf the archaic age broke the
aristocracy's monopoly of the arts of cultureduess they installed their own god
[Hermes] as patron of these arts, on a par withllAp®7). The resulting change in
Hermes resembles some of the features we see nobie fosterling heroes: "In early

archaic art Hermes is a bearded, muscular, andrratimical figure—a stylized picture
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of a man who must work for a living. In the sixtbntury Hermes begins to lose his
beard, and becomes, as Apollo had been beforetihenimnage of the perfect young
gentleman, the ideal ephebe, the flower of physiodl mental culture, refined by the
leisure arts of music and gymnastic" (96).

The shift we see between trickster and noble flisteheroes is not surprising,
however, when we consider the changes identifigderdevelopment of the trickster
figure in different cultures. Brown explains wingppens to the trickster as it reacts and
adapts to the cultural needs of different societies

Depending on the historical circumstances, th&ster may evolve into any one

of such contrasting figures as a benevolent cultere nearly indistinguishable

from the Supreme God, a demiurge in strong oppostt the heavenly powers, a

kind of devil counteracting the creator in everggible way, a messenger and

mediator between gods and men, or merely a Putiigigte, the hero of comical

stories. (46)

Conrad Hyers too in The Spirituality of Comegd®@96) describes what occurs with the

trickster character as cultures changed:
When more systematic mythologies came to insistmpeccable creators who
created more agreeable and intelligible worldslemeloped idealized culture
heroes from whom weaknesses and fumblings haddéked away, the appeal
of the trickster was diminished. He tended eitbdre refashioned in these terms
as a more orderly fellow, or turned into a moreilivindividual. If the

former...he became a straight and stereo-typed fiflugh god, divine assistant,
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or great hero), gaining in reverence and predibkitalbut losing in color and

complexity. (187)

As Brown and Hyers illustrate, through time thekster tended to evolve in one of two
directions, on one end becoming "a benevolent mitiero nearly indistinguishable from
the Supreme God," a "high god, divine assistangyeat hero."

Within the Noble Fosterling move toward great heve,do see traces of the
divine in some of these human heroes. HothergxXample, battles the demi-god Balder,
"Odin and Thor and the holy array of the gods" ak (92). Orfeo, who shares the
fosterling feeling, claims a divine heritage, amslliarping is like that found in paradise.
And Horn's heroism and noble features are amplifieithe point of verging on the
divine. His beauty, for example, affects peoplergwhere he goes, causing them to
spare his life, adopt him as a foundling or falldiyan love with him: "There are
indications that Horn's beauty was thought of ggematural, for in both the Romance
and King Hornwhen he comes to speak with the heroine, he ghonbat he lights up
the room" (Ramsey 36). Horn also has super-hurtmangth, easily killing a hundred
pagans by himself on his first adventure (C616hd & a specifically Christian sense, he
is accompanied by twelve companions, one of wholinbetray him. Yet the poet also
goes to great pains, constructing an entire sysfamagery and repetition to point out
Horn's foibles during his maturation process, whitdy or may not "clear up" during
adulthood. Similarly, there are also defects mribble bearing of both Orfeo and
Hother, despite their hints of the divine. Beton,the other hand, is the possible
exception. Although he possesses the typical fokterling traits, he does not appear to

have a flaw.
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Tristan, however, is an unusual case, riding thedavith one foot firmly in each
camp. Although in other portions of the Saga @&nss found planning tricks to enjoy
secret liaisons with Isolt, in the harp and roteseges he plays the much nobler position
of rescuer, forced into his trick to correct theveiwitted actions of her husband. As the
only hero to appear in both the Trickster and Ndétasterling Tales, Tristan is probably
the most extreme example of dual-nature in thiaglogtie, best reflecting the paradox of
both Hermes and David. And it is interesting teenibat all three of these characters find
their dark side in association with illicit sexutdsire. Although Tristan is cursed with a
sorrow-filled existence, he is pardoned somewhéi®fault with Isolt because in most
versions of the tale the two fall in love by acaithly drinking a love potion. Likewise,
King David is pardoned by God though punished witturse and the loss of the
illegitimate child he conceived with Bathsheba &tilt goes on to produce Solomon with
her, whom God loved (2 Kings 12:24). And Solomitve, son of a cunning harper king,
as we will see was later blessed with "the wisdéi@ad... to do judgment” (3 Kings
3:28).

As an opposite to Tristan, the young Beton is t&t lexample of trickster's shift
toward dichotomy. Young Beton possesses all thiedy noble fosterling traits as an
aspiring great hero and does not appear to havgiwl tricksterish flaw. In fact, in
the story of Beton as we recall, it is Daurel, tttuee minstrel, who devises their clever
plan and instructs Beton in how to proceed. AndevBeton is portrayed as intelligent,
he is not specifically called clever. However, @etlso appears to be the youngest of
the heroes when he undertakes his entrance ttitlyreler the wing of his foster-father

and mentor. Yet the scene shows him as a fastdeand perhaps later, like Horn, Beton
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will also have surpassed the abilities of his teactBut at the point of Beton's entrance
trick at least, his cunning has not yet come intbldloom. Thus in Beton, along with his
reduced or not yet fully realized cunning, we fthdt his flaw too disappears. As we
will continue to explore, the flaw or rather thexnoif positive and negative features in
these characters appears to be directly relatedroing.

We also see aspects of trickster's evolutionarggs® at work in some of the
Trickster Tale heroes. Gwydion and Thorleif, fmample, "borrow" noble fosterling
traits, enhancing their respectability while sti&intaining their stronger trickster-like
gualities. In Thorleiffor example, while still very much a trickster @ge entrance trick
is designed to forever humiliate his enemy, Thértemade the son of a "powerful man
from a great family,"” who shows noble physicaltgdieing "both tall and broad" (Jesch
365), and is raised by his uncle / foster-fathihoaigh his own father is not killed.
Though not educated in music, he excels overahadarly age, is talented, and a good
poet. Like Beton, Tristan, and Horn, he is takeby the king of another realm when he
leaves his native land and delights the peopleetivith his poetry so much so that they
"can't do without" his skills. Thorleif, howevetpes not prove himself in battle, nor
does he win a bride or arrange a marriage. Afsguilsing as a minstrel poet, however,
his marriage to Aud, "a woman of firm charactert éime daughter of a "successful and
wealthy farmer," is mentioned (Jesch 367).

The tale of Gwydion in Matks another interesting example of borrowed noble
fosterling traits. But here, rather than mixingleotraits into the trickster's profile, the
portrayal is more dichotomous, with the two chagaeations divided into two separate

episodes. Gwydion appears in both episodes aaraatbr who uses his tricky talents to
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help others, but the first episode leans to tlokgter-side with Gwydion's complicity in
crime and shameful punishment. In the second dpjsmwble fosterling traits are
introduced for Gwydion's new foster-son, Lleu, &wlydion himself evolves into a
caring, protective but still tricky foster-father.

In a highly mixed representation from the Chronitédes, Baldulf is a hero's
opponent who is honored for his clever cunning, ian@deoffrey's version puts on the
"habit of a jester" in the Greek and Roman minsyrédadition but displays skills of the
northern tradition in his harping. Layamon takas already blended characterization
and intensifies it by giving Baldulf questionablerbism and increasing his foolish
appearance and behavior on the trickster sideth®noble fosterling side, he adds the
detail of Baldulf's childhood musical education:€'euden harpien wel; an his child-
haden" (Caligula 10135).

Overall, despite trickster's process of polarizatiiich we see evidenced in the
noble fosterlings' shift toward great cunning héne, entrance trick heroes tend to
maintain their mixed nature. Some of the Trick3tale heroes, who already show
stronger signs of the trickster, take on positigbla fosterling traits while the Noble

Fosterlings generally retain some type of flaw.

Clever Cunning: The Magical, The Divine, The Amberd

As Beton's flawless yet less cunning nature sugg#st key to the entrance trick
hero's mixed nature appears to rest in his tatertléver cunning. And as we saw in
RomanceHorn's clever cunning was considered a gift fiéod. In the mythological

tradition, too, Hermes is a paradoxical magiciath gnd who wields cunning trickery for
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both positive and negative purposes. As we coatthis exploration into the nature of
cunning, however, we will see that in both tradisa@unning intelligence has even
deeper divine associations and that divine powatddike magical skill when possessed
by humans, sometimes making the distinction betwieemagical and the divine a
matter of perspective, and making creative cunajmgear to be a powerful and
dangerous trait.

In the mythological tradition, cunning itself wast@ally embodied by the Greek
goddess Metis in Hesiodldieogony

As an attribute of the culture hemeetisis hardly distinguishable in meaning from

the 'trickery’ which implies skilled expertness. fact the root usually has the

connotation of 'guile,' and should therefore beeaidd the list of words which

show the interpenetration of the notions of 'trigkand 'skill.' Metis however,

has other denotations than intelligence in craftshgp. Homer uses the root to

refer not only to the technical skill of Hephaestust also to the shrewdness of

Odysseus and the sagacity of Zeus: as applied yeg@ds or Zeus, it is an

attribute of kings. (Brown 64)
As Brown shows here, the goddess Metis herself, wpoesents cunning intelligence,
combines the traits of trickery, technical skilhdadivinity, which of course resembles the
blend of associations we find in human cunning—gtoun Metis divinity stands in for
magic.

According to Hesiod's myth, Zeus marries Metisjbat before she gives birth to
Athena whose children were prophesied to possaig his kingdom from him, he

swallows Metis and she "remains in Zeus's belling him knowledge of good and
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evil" (Brown 62). As Brown explains, "Metis, Inligience, is represented as ambivalent,
like Pandora: on the one hand she is an assefdatretains in his belly; on the other
hand her progeny constitutes a potential threZetes" (63). In fact, Brown refers to
Metis as "the dangerous Metis" (63). In the Bislitadition, David's son Solomon is
granted "the wisdom of God...to do judgment" affterequests the ability to "discern
between good and evil" (3 Kings 3:28, 3:9). Thuboath traditions, wisdom or
intelligence is associated with the divine. Bustintelligence is of a special nature. In
Metis it is cunning intelligence, combining the serof trickery and skill. And remember
that in RomanceHorn's "God-given intelligence" too was an intarghing of cleverness
and craftsmanship (Weiss 9-10).

In the Christian tradition, rather than forminganbivalent mix in a single figure
such as Metis or Hermes, cunning is depicted asiggrom two separate sources, good
and evil. The prologue to Thorlddr example attributes the enemy's magical cuntong
diabolical sources, with the devil using "the credlguile of his accursed cunning" for
destructive purposes (Jesch 362). Roma&im®'s clever intelligence, on the other hand,
like Solomon's wisdom, is God-given. Despite thishotomy, however, God's cunning
intelligence, while always good, is also paradolxie& can be creative, destructive, or
both at the same time. And like magic, divine poagpears to work through the word.
"And God said: Be light made. And light was mafféén. 1:3), making God's power
look to us a little like Trick + Technical Skill Song or Speech = Divine Power, the same
combination of elements we see representing hunagicom the entrance trick. God's

actions in Creation, for example, appear to bechk,tconjuring something out of nothing.
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But it is also a technical skill. God is a crafsmskillfully crafting a product. And
through speech or The Word, it happens.

Christ too "is seen healing people...merely bywuosd, with a simple command
such as 'be clean,' 'arise,’ or 'rise, take up pallet, and walk.'...some Jewish opponents
even argued that Christ was a magician specifitedause his words themselves had

such power" (Kieckhefer 35). In fact, in Magictire Middle AgeXKieckhefer shows

that whether Christ and his adherents performedaagiot "was a common theme in
controversy between Christians and pagans as&sathe second century” (34). For
early Christians, the distinction between magic divthe power was clear: "magic is the
work of demons, while miracles are the work of G(#5).

This Christian distinction between God's power diadbolical magic is perhaps
one reason noble fosterlings tend to be assodiateaime form with God. Some do
God's work. For example, Horn quells pagans asibres Christianity, and Beton insists
his bride first convert to Christ before they marbother, too, though in a Norse
tradition, is shown defeating a host of gods whardsexplains are called gods "in a
superstitious rather than in a real sense" (El®)n @ikewise, these heroes' noble talents
as well are sometimes attributed as gifts of Godesaw, and at least Horn is also given
Christian godlike attributes. Such associatioignahese heroes firmly with divine
power rather than diabolical magic. From the Qlamsperspective, "whatever the
apostles accomplished, even if outwardly it reseochiohagic, was in fact a manifestation
of God's power working through them" (Kieckhefe).36

This sense of "good" in the Noble Fosterling heiisesso typically underscored

by balancing them against a clearly wrong-doingwk adversary. In the cases of
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Hother and Thorleif, both from a Scandinavian tiiadi that adversary specifically uses
cunning for destructive purposes, creating a dicentparison between the hero and his
enemy. Odin's appearance as the hero's advefsaryhe introduction of Christianity in
Hother's story deserves further consideration @sdé an ambivalent figure who has
been associated with Hermes and who among othireépis considered the Norse god
of wisdom. Though each of the tales in this ca@paéocontains the minstrel disguise
entrance trick motif, specific cultural influencesyrticularly Celtic and Scandinavian,
may affect how much of the trickster is tolerated &ow magic or divine power is
viewed in each story. | leave these future culspecific directions, in-depth
explorations of all non-English texts, as well dsntification of additional entrance trick
episodes to the experts in each of these literature

Despite trickster's shift, the fosterlings tendetain their characteristic blemish.
Although we may explain this fault as a symptonmain's flawed nature—even these
extraordinary heroes can't help but exhibit touatfadbe negative side from time to
time—more fundamentally we must acknowledge thahowg which possesses both
magical and divine associations in both the mythiolal and Biblical traditions is
intensely dual-natured. Even within the more diohmus Christian view, God uses his
positive cunning intelligence to destroy as weltesate. And destruction is ultimately
creative; death results in fertility which nourisheew life and growth. Thus, with the
possible exception of Beton, the noble fosterlisigsrepresent a paradoxical mix of
noble and trickster features, blurring the linesMeen naughty and noble but in doing so

remaining closer to the figures of both King Daaittl Hermes.
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Notes

! Unless otherwise noted, all Biblical quotes aiesh from the Douay-Rheims
version which is based on the Latin Vulgate. Is tlersion, | and Il Samuel are referred
to as 1 and 2 Kings. Further, what the King Jawersion calls | and Il Kings are called
3 and 4 Kings in D-R.

2 See Appendix A for specific details on the comagige analysis findings.

% Lawrence discusses what she sees as the blofribgundaries between

identity and disguise" that occurs in bétblie and_Continuatiopexplaining: "In our

texts, the definition of disguise as a temporamrdiog of a mask of another breaks
down; distinction between true and false identiiesomes difficult to establish" (48,

40).



CHAPTER 7
SURPRISING APPROACHES TO IMPOSSIBLE PROBLEMS:

HORN, ORFEO, AND CREATIVE CUNNING

Each of these human entrance trick heroes, wh&themicle figure, Trickster, or
Noble Fosterling, embodies a mix of the magical #reddivine in his possession of the
dangerous substance of cunning with its positiveegrative possibilities. And put to use
in the form of the entrance trick, these heroestwhat appears to be a powerful form
of human magic. In practical use, cunning allomesliero to step outside of conventional
boundaries to create something new. In the caeedntrance trick it is a surprising
approach to an impossible-seeming problem. Anseawill discover, the entrance trick
hero's clever cunning and ability to generagienae involves the same divergent thinking
skills found in creativity.

Within this chapter's discussion of creativity, wdl explore how in addition to
each hero's possession of divergent thinking skills entrance trick itself represents two
particular creative thinking processes. We wiloainvestigate another cunning king,
Odysseus, and the Ulysses Factor, the real-lifeackex trait named for him, to see how
the exploring instinct in man which involves thesie to solve unsolvable puzzles
resulting in development and discovery compardkearchetype illustrated in our

entrance trick heroes' clever and capable cunrimgglly, we will also consider why the
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potentially dangerous attribute of cunning actublg a positive cultural appeal in the

medieval literature of Northern Europe and partidylin England.

Boundary Crossing
In each of our entrance trick episodes, the hayssas two sets of boundaries.
The first is physical—the gate or dividing line rkiaig the entrance to enemy territory.
The second border is symbolic, representing thadaty between society's acceptable
and inappropriate behaviors. In fact, the entrarick only works because the hero's
approach is unexpected, surprising, and contraglitbotypical patterns of action,
crossing societal boundaries which regulate apmtgppand expected roles and actions.
But the trickster, and Hermes in particular, ishbmiischief maker and culture
hero. While breaking the rules, figures with akster-spirit or a cunning nature can
open the way for change and new approaches: "frelyube breaching and upending
process initiated by tricksters in their challentgethe accepted ways of doing things
highlights the possibilities within a society forative reflection on and change of the
society's meanings" (Hynes and Doty 8). And subleaking of societal norms can have
a range of possible effects:
At the one end of a scale of social consequenicegritkster offers ritual
rebellion in lieu of actual rebellion—Dbriefly remdimg adherents of a belief
system of its own inherent relativity may make ammbearable. But at the other
end of this scale of social consequences, howauekster may prepare the way
for adaptation, change, or even total replacemethteobelief system.... (Hynes

212-13)
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The fact that cunning has the capacity to engerggichange may also have contributed
to the development of the Noble Fosterling classmifance trick hero. Remember that
cunning ommetis, "as applied to [the shrewdness of] Odysseushergagacity of] Zeus...
is an attribute of kings" (Brown 64). The inheranbility of these heroes places this
divine trait in capable and responsible hands. é%en outside of the Noble Fosterling
Tales, minstrel disguise entrance trick heroedl@agegories or their tricky actions are
most generally portrayed positively in these s&rés enabling a successful conclusion
to a formidable problem. Thus despite any discotifeir rule breaking may cause
others, characters such as Horn, Orfeo and tHewfe@ntrance trick heroes appear to

function as culture heroes.

The Ulysses Factor
The anthropological work of J.R.L. Anderson, narfegdhe character of
Odysseus with his wandering spirit and tricky wdyas identified an interesting quality
in real-life individuals called the Ulysses Faotdrich resembles the mix of culture hero
and mischief maker found in these fictional enteatiick heroes. Anderson explains:
Every now and again..., something so novel thatdtstence could not even be
guessed has been brought into communities to gem & wholly new rung on
the ladder of development. Someone has lookedaatge of mountains regarded
as an absolute barrier to the territory of hisar@nd decided to climb them, to
find out what is on the far side. Someone hasddakt a sea known to everyone
as marking the end of the world and set out withfor log of wood to discover

if it really is the end of the world. (15-16)
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Odysseus, after whom this trait was named, hasoabwonnections to the
entrance trick heroes. For starters, Odysseusheagrandson of Autolycus. Autolycus
was favored by Hermes, and in some accounts, the ison of Hermes and Chione.
According to Brown, in Homer Hermes gives Autolyths gift of "Skill at the oath,™ as
we saw in Horn (8). Because of Odysseus's relstiiprto Autolycus, W.B. Stanford

states in The Ulysses Therfi®963) that: "wiliness was in his blood: he wasmed to

cleverness at his birth" (12).

Odysseus did also perform perhaps the best knowaree trick in history:
entering Troy in a wooden horse. And among otpéhets, Homer describes Odysseus
using the following phrases: "'man of many resaosircef the nimble wits', 'crafty’ ,
shrewd', 'of the many wiles', 'wise', 'who knewtladl tricks™ (Anderson 26). These
epithets should also remind us of the narratossm&ion of Horn: "Horn cupe al pe
liRte /Pat eni man of wikte" (C1459-66).

Despite Odysseus's infamous wiliness, Stanfordtpaiat that this quality is not
always apparent in his actions. Outside of theler with Dolon and an "apparently
legitimate" wrestling trick against Ajax, Odysséuasver exploits a single ruse or deceit
in the_lliad' (Stanford 13). But Stanford points out that Gass's reputation as a clever
schemer is already in place in the Ilid®). For example, Helen describes him in the
lliad as "adept in all kinds of devices and toils" (1Bnd regardless of whether or not
the lliadand the Odyssegre products of the same poet or represent ti@ngisf two
different individuals, Stanford asserts that Odys&ereputation remains consistent in
both. The differences in Odysseus's behavior eiviee two books, however, he

accounts in part to "changes in his environmer).(In the Odyssehe is surrounded
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by "monsters, magicians, and usurpers"; therefeéneeds every atom of his inherited
cunning merely to survive" (14). Stanford goedmsuggest that through Odysseus's
conduct in the lliadthe poet perhaps "intended his hearers to ehpgpectacle of a
wily, sensitive, and self-controlled man discipfigihis personality to fit into a rigid code
of heroic conduct" (14). Does this indicate, thdat in tricksterish individuals such as
Odysseus, the trickster can be consciously calpedr suppressed whenever necessary?
Since Odysseus possesB&sis or clever cunning it is not surprising that he, as
well as people manifesting the Ulysses factor, leixlioth positive and negative
characteristics. Anderson credits Ulysses factdividuals with varying degrees of the
following qualities: "Courage, Selfishness, Praatmompetence, Physical strength,
Powerful imagination, Ability to lead, Self-discipé, Endurance, Self-sufficiency,
Cunning, Unscrupulousness, [and] Strong sexuaaitm” (31). Both Orfeo and Horn,
seem to have most of the Ulysses factor trait®moesdegree, including courage,
practical competence, physical strength, poweridgination, ability to lead, self-
discipline, endurance, self-sufficiency, and ofrsgucunning. Selfishness, may not be
that apparent in the two heroes at first glance Amalerson qualifies the type of
selfishness indicated by the Ulysses factor:
Selfishness was not quite the ordinary form ofiskfess. Ulysses was ready
enough to leave his wife and abandon administratitees to go off on an
expedition; but when some of his men were in dahgdet no thoughts of his
own safety stand in the way of going off to resthem. (32)
Horn behaves in a similar way, putting his own needchieve glory and regain his

rightful position at the recurring expense of Rimish But like Odysseus, Horn is also
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prepared to come to the aid of those in need etvgreat risk to himself, such as when he
fights the pagan champion in Ireland. LikewisewBdis faults Orfeo for succumbing to
his own personal grief and exiling himself rathgar remaining faithful to his duties as
king. We are not shown a scene in Orifeavhich he risks his own safety to save
someone he does not have a personal interesttinghioes risk his life by entering the

Fairy King's palace to bring Heurodis back.

lllustrating the next trait, sexual attraction 3ir Orfeois more complicated.
Orfeo, has the marital love of Heurodis, to whomshéevoted. Their bond is strong, but
sexual attraction is not mentioned. Within theteahof this romance, however,
evidencing Orfeo's sexual attraction would undegnireir love story. As we saw, after
Orfeo loses Heurodis he exiles himself, unwillinddok upon any other woman. The
noble fosterlings in particular, however, tend éodharismatic, which can include sexual
attraction. In King Hornfor example, Rimenhild falls deeply in love withm before
ever even speaking with him, and his beauty affiexist everyone he encounters.
The final trait, unscrupulousness, is of a spe@ailety. Anderson explains:
Unscrupulousness in one breath can be called det&tion in another.... The
Ulysses type is self-centered, convinced of thietnigss of the task in hand. What
may assist that task must be obtained somehowmebody gets hurt it's a pity,
but it can't be helped. (33)
In Horn, one might call it unscrupulous when he asks Rhmério have him knighted so
they can marry but without stipulating his intendteday in fulfilling this promise. More
basically, however, in heroic terms, the entranic& ttself or using cunning to trick an

enemy rather than engaging in face-to-face battlg atso be considered unscrupulous
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behavior. For instance, in the Old English poera Bhttle of Maldonthe Anglo-

Saxons say that their enemy, uses guile to triethBut what actually appears to be at
issue is the perception that the Vikings took atlge of their honor and bravery to gain
an advantage against them in battle. In King Hdespite the many terms used to
indicate deception in the text, when Horn disgutsesick Fikenhild, this act is not
referred to as guile or deceit. Instead it is q@ayed as a positive use of ingeniousness.
Likewise, despite Orfeo's ironic warning to therfzéding against lying, Orfeo appears
justified in his use of deceit. And it is exadthese lies which allow Orfeo to succeed.

If we look in the research of education and speallfy of creativity, we find a
clue as to why something like the Ulysses fact@bés extremely novel, life-changing
discoveries and achievements. Part of being dtiwestale mountains others perceive as
absolute boundaries or to cross oceans in a rovbtat desire to solve impossible
problems. These people want to see if they casodeething no one has ever done
before. Along with this drive, people with the B$gs factor seem to be able to approach
a problem from different unconventional anglesriden to generate a solution, which is

one definition of creativity or divergent thinking.

Creativity and the Trickster

Odysseus, though a tricksterish character by natiees not always display his
trickster qualities. Likewise, in the realm of hampsychology, John Beebe in "The
Trickster in the Arts" (1992) explains that regyt@ople can become the trickster during
times of transition or crisis. He explains: "l aptJung's idea that the archetype is

constellated [or evinced] when it is needed, artdtizerwise” (305). The trickster can
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appear "in order to help one combat adversitynaesiwhen one is forced to deal with an
evil from outside one's own nature. He is esphdialble to be constellated when
someone is in a state of disappointment that attepdn a loss, a failure, or a betrayal”
(Beebe 306). Like Odysseus, both Horn and Orfedared with external crises that
seem impossible to resolve—Horn's betrayal by Fikdnthe loss or endangerment of
each hero's beloved, and the recovery of theitftigpositions.

In addition to the need for trickster caused bymdl pressures, there are typical
periods when individuals may exhibit trickster-likehavior: in times of transition such
as the terrible twos, preadolescence, mid-lifagrend again before death (Beebe 305-
6). When there is a questioning of authority atitey of limits, trickster "appears to give
that extra bit of energy needed in order to stepide of one's frame and see one’s life
from a radically new perspective. He also provithesamount of treachery necessary to
being disloyal to an old pattern and finding oneééy into a new one" (Beebe 306).

Likewise in creativity research, creativity or digent thinking can most
effectively be encouraged during particular develeptal periods: "the first five years of
life; the early years of adolescence; early adwith@round 20); from 29-31; the early
forties; and 65-70" (Dacey 268). These periods fac encouragement of creativity are
much the same as the normal periods of transitiamisis described by Beebe in which
the trickster often appears and are moments imdifen conventions are questioned and
the rules of accepted behavior are often violated.

Based on research comparing "highly creative ohildvith uncreative children,"”
Dudek and Verreault contend that "the child whoedeps a capacity for high divergent

thinking has retained contact with the chaotic pescthat follows no rules and no
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conventions" (gtd. in Runco 20). Strikingly, itpsars to be the need, ability, or desire to
challenge conventional rule systems or modes afgpeion which both enhances
creative thinking as well as calls out the trickst8o in order to create inventive
strategies and cunning tricks, the creative indigidas well as the trickster, will not be
fettered by the confines of conventional systemsgbit and wrong answers or right and
wrong conduct. Such individuals will no doubt aésdnibit what will be considered
negative traits by those remaining within the coesé of conventional thinking.
Conventional or convergent thinkers who remaindeghe lines, as it were, are stumped
when faced with "impossible” situations, like Ardiwl as he sits hopelessly in the tide,
awaiting Horn's return or Orfeo's counselors whearddis is taken away by Fairy
magic.

Hyde emphasizes the blurred line between rightvenoethg approaches we find in
the trickster figure which enables him solve proideand create new ways:

Where someone's sense of honorable behavior dsrtetinable to act, trickster

will appear to suggest an amoral action, somethgidg/wrong that will get life

going again. (7)
Horn's unconventional plan when faced with Rimeatififorced marriage is to disguise
himself and his men as minstrels. Orfeo too apgreathe Fairy gate as a simple
minstrel, misrepresenting himself and his intergioBut before discovering the location
of the Fairy Kingdom, he makes the first unconvami decision of exiling himself.
This right/wrong decision, as we saw in chapter, taas been interpreted as a failure to
perform his expected kingly duties. In Hothertgtthe people "upbraided the sloth of

the king for hiding himself, and his absence wdasdaat by all with the bitterest
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complaints” (Elton 93). However, when society aatrwifer Orfeo a reasonable plan for
recovering the queen, he simply chooses to leawvaitfines, entering a wilderness
without rules. It is not until he exists outside®ety's boundaries that he serendipitously
spots Heurodis among the women's hunting party.

One of Hermes's characteristics is "his creativeatistic application of the
lucky find" (Doty 53), which can bring either pagé or negative results. Hyde explains
that "In classical Greece the lucky find ikemaion, which means a "gift-of-Hermes"
(129). Hermes inspires "the 'Eureka!' experierfada@inventor, poet, initiate," but that
discovery may "brings riches or failure" (Doty 63)yde also explains that "Accidental
loss, accidental gain—both flow from these figutls, single constant being accident....
with the right kind of attention it is the happgcident, the creative accident, that Hermes
...engenders" (129). In the language of creativenituy) this eureka moment is the
moment of inspiration or illumination. It may wotk solve the problem or it may be a
dead end, leading you back to the same probletheanspiration may be useless but
lead you to a better answer. For Orfeo, he eneosihis gift of Hermes or his eureka
moment in the no-man's-land outside the boundafissciety's expected behaviors, this
opportunity coupled with his personal use of cugratiow him to win back his wife.

Orfeo's application of cunning or creative thinkmegults in the entrance trick.
And the entrance trick itself remarkably represéimsintersection of two creative

thinking processes. Albert Rothenberg in Creatiaitd Madnes&1990) describes two

creative processes called janusian and homospdtned.first process is named for Janus,
the Roman god of doorways and beginnings. Imafjdaraus represent his faces, which

can number between two and six, looking in oppatitections—though Rothenberg
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could also have named it after Hermes who exereplidontradiction and paradox.
Rothenberg describes this process as operatinggitime initial stages of the creative
process.

Similar to what we saw in examples of humor creaitgidg incongruity, in the
janusian thinking process the creative individuaisrtiously selects and brings together
two opposite or contradictory concepts and imagihasboth are equally true or valid
and "then develops those formulations into intesgtantities and creations" (15).
Rothenberg explains that "what emerges is no n@r#gmation or blending of elements:
the conception contains not only different entijtimst also opposing and antagonistic
elements that are experienced and understood astayg" (15). Trying to bring black

and white together to create "black whiteAessvisually imagining a person falling who

is both in motion and in a state of rest are exaspf this process (33, 29).

The other creative process identified by Rothenizeoglled homospatial. Here
the creative individual imagines two disparate it necessarily opposite things as
occupying the same space at the same time. For@&athe thinker imagines a monkey
and a computer superimposed. In our moments aftneindisguise, both of these aspects
of creative thinking are occurring at the same #ropposing elements are brought
together andhey occupy the same space at the same timdwe lantrance trick, the
contradictory concepts of minstrel and warrior, oggresenting life and celebration and
the other death and sorrow merge to form the il@anainstrel-warrior, with both
concepts being equally valid and true. This cahttary concept is brought to life when
minstrel and warrior occupy the same space atahmegime as the hero approaches his

enemy's gate. This confusing paradox, the vexamgradiction of the warrior-minstrel
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represented in these entrance tricks, in whichtioreés coupled with destruction; joy
with sorrow; innocence with intent; harmlessnegh wireat, is a concrete representation
of these two divergent thinking processes.

In addition to this junction of contradictory copte exemplified in the minstrel-
warrior (celebration versus sorrow), as we sawhamter six a minstrel-knight also
represents the coexistence of two contradictory @esocietal expectations. Beton

Continuation Gottfried's Tristanand even Roman@ach illustrate that the roles of

knight and minstrel were considered incompatiblenatually exclusive. As the defining
criteria for minstrel identity in this catalogueadftrance trick episodes indicates, if the
hero adopts what fellow characters judge to behysical appearance of a minstrel, if

he behaves or performs as a minstrel, or clainhe ta minstrel, he assumes the identity
of minstrel for the other characters. And in thmtment, these disguises actually cease to
be a disguisé. Thus, as the hero does not relinquish his ideasitknight, but only hides

it, he possesses for a time two distinct identitidere minstrel identity does not merely
conceal the identity of knight or even mix withbiit rather, during these entrance trick
episodes, coexists withit.

Normally, as we have seen, this dual identity goeseen by other characters
until the trick is complete. But when these fellolaracters areonfronted with outward
evidence of a character's actual possession ofttnwiicting identities, which happens
only three times in this catalogue in scenes suppieal to the entrance trick proper, a
variety of reactions occur. In Gottfried, when @isnappears as a knight with a rote,
Mark is "puzzled," finding it "absurd" (Hatto 214T.he others "were all wondering and

thinking about it intently” (215). In Continuatipthe conventional knights are confused



260

and humiliated during Mark's tournament when th@ée carry musical instruments
though outfitted and acting as knights. Likewisaen Beton identifies himself as a
minstrel while fighting as a knight, his opponeats ashamed and angry. Unable to
make sense of this incongruous dual identity, fh@sing knights in Betgras well as
those in Continuatigrassume they have indeed fought and, in some,da=s&s defeated
by particularly presumptuous minstrels.

Scenes such as these in which both of the heerdiiigs are evident at the same
time illustrate and emphasize for the audiencéothendary crossing that is implicit in
each of the more typical entrance trick disguisenmiats. And although evidence of the
two incompatible identities is upsetting to conwrgthinking characters, like Perceval
who upon learning the whole truth condemns thisaetfon of chivalric code, these
entrance trick heroes or their tricks generallypte the resolution to seemingly
impossible problems and thus most often perforrasatipe function in these episodes.
Additionally, the special emphasis in these unusaahes on societal boundary crossing
while maintaining the positive outcome producedbgh infractions suggests that at
least some of the authors were indeed very awateeaich incongruities represented by

this motif's mischief-making culture heroes.

Cultural Appeal of the Cunning Captain

While discussing instances of the minstrel disguised to “gain access” (61) or
“obtain admission” (63) to an otherwise inaccessplace, Schofield remarks: “The
incident itself, it should be added, was of a $avbred in England” (62). This may be

true, especially if we group Welsh, Anglo-Normangdie English, and British Latin
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texts together. But why might this motif with @anning captains appeal particularly to
the medieval English Culture? Wilfred Guerin teltsin "Mythological and Archetypal
Approaches" that myths "are the symbolic projectioha people's hopes, values, fears,
and aspirations" (159). And in fact, a motif mapdtion as a national or cultural myth
when its archetypal associations resonate stromidftya particular national self-image or
cultural experience, thus making it attractiveha titerature of a specific time, a specific
people, or of a particular geographical area.

Part of the answer to this puzzle therefore mainliengland's early history of
conquest and migration. In addition to the po$isyifor plunder and settlement,
Anderson suggests that some of the early raidess have approached the island with
goals beyond mere plunder. He asks: "Why sailngmawn rivers into hostile country
when there were slaves and grain and sometimed@ablel had nearer the coast?" (47).
He explains that although the later Vikings haditteentive of knowing what they would
encounter, the Saxons of the fifth and early soehturies did not:

The impetus that took early Saxon crews up the Bsathe powers of leadership

that held men together and persuaded them to gdhen navigation became

harder and harder and there was no apparent hqperafer can have derived
only from the Ulysses Factor in individual chie{gl7)
The inventive qualities we see in Horn and Orfenthe same traits which encouraged
and enabled the exploration, discovery, and setiterof new lands and led to the
innovations and adaptations necessary to thriveew environments with never-before
encountered challenges. In these situations,@likerHorn or Orfeo, who could lead

his men, commanding their love and respect, wasgtand brave, apparently virtuous
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and could devise a plan for every unexpected ewaétytubending the code of virtuous
behavior slightly if necessary in the name of atgegood, would be the best asset a
people could ask for, enlarging their territorieensuring their survival. Horn
particularly, with his many wanderings, his quickiaing, and finally his acts of nation
building by securing friendly parties in criticabgitions reflects the activities of early
explorers and conquerors.

Anderson states: "The Ulysses factor has been @agoafly manifest in different
peoples at different times in history, profoundiftuencing history” (18). Among these
specific intersections of times and peoples, hesitite Saxons of the fifth and early sixth
centuries and the Scandinavians of the eightheteeekh centuries (18), which could help
to explain the large percentage of minstrel disgeistrance trick stories stemming from
British (Welsh, Anglo-Norman, Middle English, anditish Latin) sources, which
number fifteen out of the twenty-one, eight of whare presented as historical accounts
within chronicles.

As a new frontier, England likely attracted numerallysses type explorers,
raiders, and settlers. It could be that during@sturies of invasion and settlement by
Romans, Angles, Saxons, Jutes, Vikings, and Nornthesmage of a bold and
cunningly inventive hero became a part of the Ehghational history, culture, and
consciousness. Or perhaps the trickster figure, iflound abundantly in Greek and
Roman, Celtic, and Scandinavian mythologies simpplys up in trickster-like fashion
when these cultures integrate into one anothemch slose quarters. But we did also see
the migration myth that Howe illustrates, activévieen the sixth and eleventh centuries,

likening the English to the Israelites as God's shasen people, which could easily
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create a natural attraction to the cunning, hakpey David. In fact, this affection is
evidenced in the tenth and eleventh-century mamistgpictions of King Alfred as
David described by Southworth. And appropriattig, Alfred entrance trick episode by
Malmesbury, along with the Anlaf account, are thdiest in this catalogue dating from
1125. So once again, in these three possibleanfi@s contributing to the appeal of the
minstrel disguise entrance trick in British litared, we see an intersection between
creative ingenuity, the trickster, and the cunrhagper king, just as we see in the
episodes themselves.

In addition to these underlying influences, roudmdyf of the entrance trick
episodes in this catalogue, English as well agnatenal, find their current manuscript
form somewhere in the time stretching from theme§Henry 11l (1216-72) to that of
Edward Ill (1327-1377), which as we saw was a tihat particularly valued the services
of the minstrel, perhaps making this type of talpezially attractive to audiences (as well
as to the minstrel himself), during this period.

A poet obviously will not have considered his cletégaa trickster, a Ulysses
type, or a divergent thinker. He probably justwribat extraordinary heroes possess a
special set of internal resources which allow thiersucceed where lesser heroes fail.
And despite the potential danger for change reptedan the trait of clever cunning, we
have seen that these clever heroes or their dradfkg are most generally portrayed in a
favorable light, providing an unexpected solutiorah overwhelming problem. Whether
magic, miracle, or simply human creativity, thevelecunning of these human heroes
appears to make the impossible possible, as wa $¢é&8nwhen he succeeds where no

one else can: "Noman wip - none ginne" C1456).
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Notes

! As has been often noted, in the Odysseyalso see the model for the "Hero's
disguised return" motif, in which Odysseus retumihaca disguised as a beggar—
reflected in both Hors pilgrim disguise as well as Orfedeggar-minstrel disguise
episode.

2 Several Orfeeritics tend to speak of Orfeo's minstrel disguiséhe Fairy
King's gate in terms that imply or assert that @ifeleed assumes the role or identity of
minstrel during that time—or that his close assommawith the harp makes him a
minstrel by nature. For example, Dean R. Balduaes: "Cleverly, he talks his way
past the porter (11.379-386) and convinces thg kang that he is no more than he
seems—a poor minstrel seeking employment (ll. 429y4(142). Michael D. Bristol,
too, states: "In rediscovering the importance @esih and music...Orfeo brings his trials
to an end and changes his identity back to itdraidorm, becoming a minstrel in the
final section" (346). Likewise, Robert M. Longswoexplains: "The role Orfeo plays—
the wandering minstrel—appears to be a disguidat muin fact his true vocation” (10).

% Lawrence explains that in Continuatidithe trickster Tristan's unstable and
ambiguous identity challenges medieval societyisdlation of fixed identity. Their mix
of chivalric identity and minstrel disguise upstts knights at the tournament” (60). But
rather than unstable identity, these knights apfeebe confused by the indication of two
separate and irreconcilable identities appeariggtteer in one individual: a knight would

never be a minstrel, and a minstrel is surely natight.



CHAPTER 8

GENERAL CONCLUSIONS AND RECOMMENDATIONS

Up till now, critics have largely ignored the miredtdisguise episodes in King

Horn and Sir Orfeo The work that has been undertaken, in additdis¢e also" notes

pointing out similar episodes, tends to focus angtacticality of the minstrel disguise as
a plot device, illustrating how the disguise offehsracters mobility, security, proximity,
and anonymity. Early critics also noted what thaw in these episodes as an historically
accurate reflection of the medieval use of disgwéffering its real-life users the same
practical advantages found in fiction. A few @tj such as A.C. Spearing, Doreena
Allen, Glynnis Cropp, and J. Burke Severs touchhentrue heart of the matter by
emphasizing the importance of human cunning oimgingular examples of these
disguise episodes but do not pursue this line aight.

Within the criticism of disguise, the two individugtudies of Marilyn Lawrence
and Glynnis Cropp both provide limited initial fimgjs over general minstrel disguise
episodes in chiefly French and Anglo-Norman teptnsing four centuries and are a
helpful stating point. But though Cropp alludeshe role of cunning or trickery in the
use of the minstrel disguise, and Lawrence tadklestions of minstrel identity iRolie
and_Continuationneither Cropp nor Lawrence considers the entrametemotif in these
disguise episodes. My work enlarges the genardirfgs of these two disguise studies

by examining a larger sample of minstrel disguigis@les from a more varied
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background and most importantly by providing a peafocus through narrowing the
study to one specific use of this disguise, thestngh disguise entrance trick.

This narrowing is particularly valuable becauserthestrel disguise entrance
trick motif itself, Thompson's K2357.1 “Disguise msisician to enter enemy’s camp,”

found in both Horrand_Orfe&s minstrel disguise episodes, has never beerestudi

Meaning that until this study there was no criticahtext in which to place the Hoamd
Orfeoentrance trick episodes. And despite the scattesee also” notes, no
comprehensive catalogue of minstrel disguise eo¢raémcks had ever been compiled. In
fact, only three stories currently appear undey daisignation in Thompson's Motif-

Index

Therefore, the first objective of this study wastmpile a comprehensive
catalogue of medieval texts containing minstregjdise entrance trick episodes for future
scholars and as a means of examining and defihiagrtotif. Finding this baseline of
the motif's typical formulations then allows usdentify the individual nuances crafted
by each poet, how the motif has been shaped omulated in King Horrand_Sir
Orfec—or further, how these texts indeed reshape ouenstahding of this motif.

This collection and cataloguing process has redgalenty-one tales or versions
of tales from separate authors in British LatinghknNorman, Middle English, Welsh,
Danish Latin, Icelandic, Norse, Old Provencal, ©tdnch, and Middle High German—
with the largest number of these tales, fifteenadutventy-one, stemming from what
could be called a British source (British Latin,gdo-Norman, Middle English, and
Welsh). In total, these twenty-one stories contanty-three distinct minstrel disguise

entrance trick episodes which should be includetbuK2357.1. This study has also



267

shown that one of Thompson's original three ent@@mac is incorrectly catalogued

and should be removed from under this headings Gatialogue of minstrel disguise
entrance trick episodes is the most comprehensiviybe compiled, but as specialists
address this motif in each text's original languidigenumber of tales under this heading
will likely grow.

Additionally, a comparative analysis of these egesoshows that the motif
K2357.1 “Disguise as musician to enter enemy’s campurrently labeled inaccurately.
Comparison of these episodes and their defininifea shows that while each hero
disguises as a professional performer, in manysdisse performances are made up of
non-musical skills such as juggling, recitatiorpoktry, or storytelling. Southworth
illustrates that the term "minstrel” was used dgitime medieval period to refer to all of
the various types of professional performers we fepresented in this catalogue of
entrance trick episodes, making "minstrel" an appabely inclusive defining term for
the motif. Thus, in order to more accurately repre this motif's essential qualities, its
current title should be enlarged to K2357.1 "Disguas musician <minstrel> to enter
enemy's camp <castle>," adding the term "minsasglis done with K1817.3 "Disguise
as harper <Minstrel>." | have also added "casttels done with the parent heading
K2357 "Disguise to enter enemy's camp <castle>jotls camp and castle applies to
stories under this heading.

If we narrow the scope to consider only the Enghs#trical romances, we find
that Bordman's Motif Inderliminates Thompson’s K2357.1 for “Disguise as itias
to enter enemy’s camp” altogether, combining ahstrel disguises including Beyis

King Horn, Sir Orfeq and_Tristrenunder K1817.3 “Disguise as harper (minstrel).” By
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eliminating K2357.1, Bordman loses some of the exmuand specificity of Thompson’s
system while actually intending to correct and seggalrhompson’s work in the English
metrical romances. That Bordman excludes K235hilevincluding K2357.2 “Disguise
as Pilgrim (palmer) to enter enemy’s camp” is rdglde as well as inconsistent.

Myth, and by extension cultural or national mythgarticular, are "the symbolic
projections of a people's hopes, values, fearsaapitations” (Guerin 159). As the
minstrel disguise entrance trick motif appearsaweenbeen particularly resonant in
English culture between the twelfth and fourtearghturies, understanding its archetypal
foundations could potentially enrich our understagaf this time and place. Therefore,
the second objective of this study was to providénaestigation of this motif's mythic
and archetypal associations. Additionally, thi®imation together with the comparative
analysis results showing typical formulations & thotif has aided in the development
of an appropriate system of classification fomitany examples and guided how each
story should be placed.

The third aim of this study was to provide an impitheinvestigation of the
minstrel disguise entrance trick in the multiplenmascript versions of King Horand_Sir
Orfeg, locating both poems within an understanding efrtiotif's spectrum of
manifestations. This analysis of each focal pogkeg place within the chapter three
individual analysis of Hornin the chapter four, five and six catalogue congea among
its companion tales, and in the culminating chaptecreative ingenuity. Additionally, a
more condensed and explicit review of the analyistings as well as specific details on

how Hornand_Orfets minstrel disguise episodes compare with thera@kamples from
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this catalogue can be found in Appendix A: Compaeadnalysis Findings and Notable

Features of the King Horand_Sir OrfedEpisodes.

Overall, this study has found that every minstisfjdise entrance trick is
influenced by two main traditions, one derivingnrédermes and another from the
cunning harper king figure. Outside of the senstdrical Chronicle Tales, the remaining
episodes find a natural dividing line in these fwarres, resulting in the (1) Tales of
Enchantment and the Trickster and (2) Noble Fosteales.

From the trickster tradition, every example of timestif represents a specific
combination of five characteristic Hermean featumesluding border crossing, disguise,
trickery, paradox, and music or the bard, firmlg@sating this motif with the figure of
Hermes. On the cunning harper king side, a rewkthie Chronicle Tales reveals the
following set of features appearing in almost evegmple of the trick: a noble or
higher-ranking hero with a cunning nature who sal soldier and a talented performer
on harp or in other minstrelsy skills from the henmworthern tradition, who faces a
serious challenge. These features appear to stamtlie cunning harper king image
represented in the Biblical King David.

But more surprisingly, King David and the pattefrhis early life also appear to
provide a model for the more specific noble fogtgrhero and story-type formula. Like
the fosterlings, David is known as a cunning, matented individual—an athlete,
musician, poet, capable general, wise leader, andrafaithful to God, anointed to lead
the chosen people but who also has a flaw. ThdeNedsterling Tales, therefore,
emphasize the heroic and more respectable side aunning hero. In addition to

shedding the more negative trickster associatitvesfosterlings have been enhanced
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with inherent nobility, but like David they gendyadtill retain a flaw. The Tales of
Enchantment and the Trickster, on the other hamigjde of Sir Orfeavhich is classified
only as a Tale of Enchantment, include more obvausegative trickster traits such as
theft, illicit romantic liaisons, outright deceéxtreme unexpected violence, complicity to
crime with lewd punishment, humor, magic, or buffeoy.

The categorization of these stories also reveplewaously unlisted motif
associated with K2357.1 which | call "noble fosteglexcels in music." Here a character
of high rank who has been taken in as a fostediter his own father is killed shows
inherently noble traits, but most especially heeéxen music. This motif, which could
conceivably appear in any story, forms the Fostehé&r Section of the three-part Noble
Fosterling Tale formula, followed by a WelcomingigiSection and a Minstrel Disguise
Episode. This study discusses four examples sfstoiry-type, including King Horn

Hother's story, Daurel and Betaand Thomas's Tristdrom the Norse Saga. Individual

features of the noble fosterling motif or storyrfma are occasionally borrowed within
Chronicle Tales and Tales of Enchantment and tiek3ter and integrated into the hero's
character, enhancing his sense of respectability.

This split between trickster and noble fosterlich@es what researchers have
identified as the trickster's general move towaathatomy to meet changing societal
needs in which the traditionally dual-natured tsigk develops into either a good or evil
figure. And while the Trickster Tale heroes do appear to become more devilish, the
noble fosterlings do appear to move toward thetdres end of the spectrum, with
Beton as the best example of honorable fosterlerg.hAdditionally, it is also not

uncommon for noble fosterlings to possess diviseaations, although they are fully
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human, such as Orfeo's mythological heritage aad-diwine harping skills and Horn's
beauty, his glowing noted by Ramsey, his super-mustr@ngth, and his twelve
companions, one of whom betrays him. But in thet @nth the exception of Alfred and
Talbot in the Chronicle Tales and Beton, each efahtrance trick heroes still evidences
some type of negative characteristic.

Most importantly, the feature that both of theselitions have in common is
clever cunning. In fact, although some of the Bercan perform magic and some have
divine associations, none of them uses magic agreiapural power to enter an enemy
compound. The humans skills they do use, howeweming (which implies trickiness,
technical skill, and magic) together with a perfamoe of technical skill and the extra
magic-like boost of music or words, all combinecteate a potent form of what appears
to be a powerful type of human magic: (Trick + Teichl Skill + Song or Speech =
Human Magic).

In addition to each episode's focus on the powarg®nious thinking, the
entrance trick itself represents the intersectiotwo different creative thinking
strategies—janusian and homospatial—described bgr&Rothenberg. During the
entrance trick, both of these processes occureatdame time—contradictory concepts
are brought together anldey occupy the same place at the same time.

Creative thinkers are known to find insight by atiossly bringing contradictory
ideas together, like warrior and minstrel, whengasreative thinkers are stumped by
such incongruity, guided instead by convention#ignas. Thus in the entrance trick, the
enemy, generally made up of conventional thinkeeser suspects anything outside the

typical pattern; they never guess that the mingdralso a knight. The contrast between
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the creative and uncreative thinker is illustratezly in both King Horrand_Sir Orfeo

In Horn's minstrel disguise episode, when confronted thighextreme problem of
Fikenhild's tidal defenses, Arnoldin is the convemal thinker. He is stumped by the
problem and waits forlornly for Horn in the tidesinouncing on his arrival that the
situation is impossible. But Horn immediately canug with aginne to solve the
unsolvable by breaking with conventions and cregdiparadoxical situation that no
conventional thinker sees coming—the minstrel-vearri

Orfeo too is surrounded in his court by conventidhakers who can offer no
solutions after Heurodis is abducted. Thus hede®ocietal boundaries and conventions
to enter a wilderness, stumbling across his lugky, fiwhich though likely not intentional
is an accurate representation of the process afiaity. Once the thinker leaves
conventional thought patterns and the confinesgbit and wrong answers, allowing
himself to break the rules in a no-man's-land afgtailities, he is able to find creative
inspiration which leads to an innovative solutiorhts problem.

Importantly, however, the entrance trick represantsonly an intersection of the
contradictory concepts of minstrel and warrior &isb the intersection of mutually
exclusive societal expectations when the hero takebe identity of minstrel without
relinquishing his identity as knight. Four of tilexts from this catalogue emphasize the
minstrel-knight's contradictory dual role by indiag unusual supplemental scenes (in

Continuation Betonand Gottfried's Tristgrin which evidence of both identities at once

is presented to other characters or (in the caBoofancgthrough metaphoric language
play for the audience. This study's identificatadrihe hero's coexistent though

contradictory identities in these disguise episptased on the comparative analysis
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findings on how minstrel identity is determined huit the narrative, may additionally
have wider implications in how we define or viewggliise and identity in general,
coming into conversation with theories such astbusutler's concept of performativity
and inviting further consideratidn.

In typical trickster fashion, the minstrel disguesgrance trick breaks chivalric
norms by joining the incompatible identities of strel and knight. But as the trickster is
both mischief maker and culture hero, we see that boundary-crossing—here both
physical and symbolic—which causes discomfort invemtional-thinking characters
when they are confronted with evidence of the matdtnight's contradictory dual
identity, could actually open the way for real sdchange. Debra Black's study of
disguise in Middle English romance, however, argtiesall of the plots examined that
use disguise, the original status is restoredraaffirmation of the ideology behind the
guestioned power structure, and the status quaditional order is restored (236). Yet,
we must acknowledge that Horn, Orfeo, and the agh&nance trick heroes, while a part
of the power structure as higher ranking or nolelés, also represent innovation and a
breaking with, rather than a reaffirmation of, itewhal and accepted ideology.
Likewise, Marilyn Lawrence argues that in Continoat"Gerbert explicitly express
[sic.] the danger of play with identity in a cukuand society built on strict, hierarchical
definitions of and delineations between identitiesncluding with the statement:
"Perceval makes explicit the danger of disguisethedoolish and dishonorable nature
of violation of boundaries between identities” @®- We do indeed see a form of
identity-play in entrance trick episodes, whichiadplicitly (and in four cases also

explicitly) ask what would happen if a person copilaly two completely incompatible
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roles at once? What if a person could be a minstre a knight at the same time? And
although three of these episodes, including Coatinato which Lawrence refers, do
show the negative reactions likely to result framtsan infraction of societal norms, the
result of this identity experiment, that is theamrhe of the hero's clever trick, is
generally portrayed as positive, as the welcomecatebrated resolution to a substantial
problem, and thus most often performs a positivetion in these episodes. Further,
many of these authors provide direct statementsdaon thirteen of the twenty-one
stories, praising these heroes or their tricksuagicng. Thus a hero or even better a
leader with this type of human magic, though posdigtdangerous, represents the
possibility for beneficial innovation.

Overall, this generally positive portrayal of th@rance trick hero's use of a
tricky, boundary-crossing strategy in these twelftfough fourteenth century manuscript
texts suggests that human inventiveness—in othedsu@sourcefulness, innovative
cunning, flexibility, new approaches—though poss#kare as well as potentially
dangerous trait was valued (as well as valuabl&aders within the Northern European
medieval period and also appears to have beerrodydar interest within the English
culture, where the motif's roots of human invente®s, the cunning harper king, and the

trickster tradition have grafted together in thehrsoil of an eclectic culture.
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Notes

! See Gender Troub(@990) and Bodies That Matt€k993) on Butler's theories

concerning speech act theory and performativitgentity.
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APPENDIX A

KING HORN AND SIR ORFEOWITHIN THE

COMPARATIVE ANALYSIS FINDINGS AND

NOTABLE FEATURES OF THE HORMND ORFEOEPISODES

Within the comparative analysis, this study examisi& basic components found
in of each of the twenty-three entrance trick eges) including costume details, disguise
type, performing skills, ability-level, reactionthie gate, and purpose of the trick.

Costume details vary greatly among the stories esiomes including clothing,
hair, or skin alterations, the use of musical instents, or the possession of other props
such as a staff or juggling equipment, but as Laaggoints out, there is no particular
sign which definitively designates the identitynoiinstrel. And indeed this catalogue's
varied costume details, which represent a rangecial-level from beggar to nobleman
between Orfeo's wildman and John's Ethiopian nehdisguises, indicate that while
clothing type or perceived social rank may helpadray the sense of minstrel identity,
it does not disqualify any individual from possessihe identity of minstrel. Thus
potentially any type of dress could indicate a rgls In fact, in two cases from this
catalogue, Hother and Gwydion, the costume conaidisof a statement of identity
confirmed by outstanding performing skills. Andtwo other cases, Tristan's harp and
rote episode and Betpthere is no statement of identity. The heroeddentified by the

enemy as minstrels and called over—Tristan is éceasrmally but carries a harp or rote
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and Daurel and Beton are wrapped in cloaks, caywiols. While Lawrence's study
concludes that it is the author's use of definaigels that tells the reader for certain that
the character is a minstrel, the more importartofamay actually be how other
characters within the story identify the disguibedo as a minstrel. In this catalogue,
minstrel identity is conveyed to other charactgrs¢hie following indicators in varying
combinations: alteration of physical appearanaetliahg, skin, or hair changes); use of
props (musical instrument, staff, or other itenagfjons and behaviors (playing music,
singing, clowning); or a statement of identity (ked up later with evidence of
performance excellence). Thus, for charactersimitie narrative, minstrel identity
appears to be defined with the following adagéeifooks like a minstrel, acts like a
minstrel or says he's a minstrel, he's probablyrestmel.

Both Orfeo and Horn alter their physical appearan@me measure during their
disguise episodes. Orfeo as wildman/ beggar nehstears a sclauin in two manuscripts
and in one is possibly without covering. Horn &mgimen pull on garments in C and O.
In C the clothing is not described, but in O thgaements argelle (1511) 'garments of
rich cloth' (Hall 219). L text does not mentiore thddition of clothing.

Hair and skin changes too are sometimes used imith&trel disguise. Cropp
mentions Baldulf's shaving, and Lawrence noteddnis tonsure ikolie. Butin
Betoris episode, Daurel has extra long hair which hdmi@h cut in seven years, much
like Orfeo's beard which "To his girdel-stede wesnge" (A266). Horn's hair remains
unchanged, and though two heroes in this cataldguadter their skin, three times with
color, one of which also had swelling effects, IneitHorn nor Orfeo color their skin or

disfigure their face shape in any way. In facingihanges and cutting or shaving of the
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hair are generally associated with the jester or desguise, appearing in Chronicle or
Trickster Tales, but such physical changes do actinin the Noble Fosterling Tale
episodes.

Among possible minstrel disguise props, Orfeo eara staff in one manuscript,
and both Horn and Orfeo carry and play the hammop@'s research indicates it is
common for a disguise-minstrel to carry an instrotnspecifically a harp or viol. And
indeed of the instruments described in musicalb@it trick episodes, string instruments
are the most common, with harp appearing in somm fo sixteen out of twenty-three
episodes, but viol, lyre, rote, gigue, and fiddie also used or mentioned. Beyond string
instruments, as Continuatidltustrates, any conceivable musical instrumentid¢o
potentially be used to convey the disguise.

The minstrel disguise may also extend to otherasttars in addition to the story's
hero. Within this catalogue the disguised hero apyear alone, with a companion, or as
part of a group of up to one hundred members. dQfte example, arrives at the Fairy
King's gate alone after ten years of self-exild,Horn arrives with companions. In C
and L texts, the exact number is undefined, bupé&xifies two.

Overall, Horn and Orfeo's costumes differ greatbyrf one another. Horn's is
very typical: he appears with companions; in twdddie puts on garments; some or all
of the men appear to carry instruments; they smgraake glowing outside the gates to
catch attention; they identify themselves as maasgiof various types and possibly
jugglers or entertainers; and Horn demonstratesHilisby performing a lay. Orfeo's
costume, on the other hand, is somewhat unusued. h@rp, of course, is particularly

associated with the cunning harper king and issfloee quite common and appropriate.
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But in terms of physical appearance, if we takee@sfB text literally, and Orfeo does
appear unclothed at the Fairy King's gate, therdssume in this manuscript becomes
highly unusual. For while both A and H state thatwears a sclauin when he leaves the
kingdom and both texts mention this garment agdiamhe prepares to enter the land of
Fairy, B omits both references. In B he leavekimgdom barefoot with harp and staff
and no other good (230-34). It seems most likebyyever, that the pilgrim's mantle is
intended, though not specifically mentioned. Thissworn, dirty appearance, his harp,
and his sclauin (in B text a staff and his harp)pted with a statement of identity form
his costume when he reaches the castle gate. \iédtlea pilgrim's mantle, Orfeo's
appearance is still unusual because he is ema@atkdovered in ten years of dirt. In
fact, this is the Fairy King's specific objectian@rfeo's leaving with Heurodis: "For pou
art lene, rowe & blac / & sche is louesum, wip-oufgc” (A459-60). Smudging dirt on
the face may be a common disguise procedure inrgieiet dirt is not a common
minstrel disguise attribute. And although Hothispaxiles himself, his departure is not
a part of the disguise episode. Even among beggastrel disguises, no other character
in this catalogue has Orfeo's type of look. Tlsest comparison is Daurel's
unexplained extra-long hair.

The disguise type in these entrance tricks faltdeuthe general heading of
minstrel or professional performer. More speclficdhowever, we find designations
such as bard, poet, juggler, fool, mad fool, eatedr, harper, watchman, minstrel and so
forth applied to the disguised heroes. Among Homen, in the various manuscripts we
find harpers, gigue players, fiddlers and "jugglergertainers” (Hall 212). But both

Horn and Orfeo themselves reflect the musical-efdbde minstrel. Horn is never
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directly referred to by any term while in disgula#t logically falls within the term
"harper" which is provided in the group's statenwntentity at the gate. Orfeo calls
himself a minstrel (C382) and a poor minstrel (OABhin the disguise episode proper,
but is repeatedly referred to as a harper througth@upoem. Both disguise types, harper
or poor minstrel/ beggar minstrel are typical védoias in this motif. But as we saw,
although Orfeo's disguise type is typical, his p¢tglsappearance as wildman is not.

The performing skills in these episodes are vanetiding playing instruments,
storytelling, singing, recitation of poetry, juguli, gleowing, clownery, foolishness, and
so forth. With the exception of clowning and feblibehavior, the other skills
represented in these episodes are a part of whigh\Borth calls the northern minstrelsy
tradition of the Germanic scop, the Anglo-Saxorogien, and the Celtic bard. And
importantly, even the three heroes who costume ¢bbms and/or act as fools, Baldulf,
John, and=olie Tristan, are each also able to play the harp.pkeeto this northern
tradition, Orfeo harps for the Fairy King and contile Horn performs his lay. And like
most of the other disguise-minstrels, they bothehawtstanding performance skills. In
fact, many entrance trick episodes contain twoctliseatements of skill declaring the
minstrel's outstanding ability-level and a few haven more._Orfeoontains by far the
greatest number of these statements, defining hone tlhan any other hero by his
harping prowess. Horn's skill, on the other hamdemonstrated indirectly prior to the
trick within the description of his education. deve are told twice that Horn will be
taught to harp and then assured that he caugldgdssns in his heart.

When each disguised hero reaches the gate, theoreacmost generally

positive, with the exception of Baldulf, often résg in the preparation or enhancement
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of a celebration, a joyful, friendship-like welcomemore simply immediate admittance
or audience to perform. Even John &utie Tristan, both of whom are taunted and
struck by on-lookers because of their appearameggramptly admitted and welcomed.
Tristan as a mad fool is even called over andisethie gate without requesting
admittance. Horn and Orfeo receive immediate adme, but their receptions are not
as gushingly warm as some, which often includedeailed "friend.” In Horpafter
declaring themselves musicians they are admittedrigenhild in L and O, and in C
Rimenhild admits Horn), and Horn performs for tmeup. In_Orfegthe porter opens the
gate "anon" when Orfeo offers his services as atmeh(A385), but then he is
guestioned by the Fairy King about why he darei the Fairy kingdom without
summons. After explaining the minstrel's waysishalowed to perform.

The general purpose of the trick in each of thémees is to enter enemy
territory, such as an enemy camp, castle or comgppeacefully. Yet the specific reason
for entry varies, as does the level of respectgbilithe hero's intent. In this catalogue,
the trick is used to spy, rescue, gain an advantabpattle, gain safe passage, provide aid,
steal, enable romantic liaison, regain birthrigiittain revenge, or cause humiliation. In
some cases the hero's aim is mixed, involving rtitae one purpose from this list. All
the noble fosterling heroes have an honorable timetheir use of the entrance trick.
The Trickster Tale heroes, on the other hand, dftare less noble intentions such as
theft, romantic liaison or humiliation. Both Hoand Orfeo undertake their entrance
tricks to rescue. While performing his rescue,rHigralso able to avenge himself on an

unfaithful liegeman.
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Along with the commonly noted practical advantagethis disguise—mobility,
security, proximity, anonymity—which can be foumda number of other typical
medieval disguise-types, this study adds threbdurddvantages offered specifically by
the minstrel disguise: a celebratory or solaciryaging mood, a distraction, and a sense
of trust. Each of these special benefits is imenected: the celebratory mood fosters
trust; celebratory excitement together with trestds to distraction. All three together
aid the hero in completion of his mission.

The first of these benefits, celebratory mood)ss aoted by Lawrence whose
study concludes that the minstrel is a bringeogfgnd celebration. And indeed the
positive reception these disguise-minstrels madstafeceive, even in cases of unpleasant

outward appearance, confirms this joy-bringing folethe literary minstrel at least.

Horn and_Orfecare somewhat unusual in this respect. These énael are the only
characters to enter a solemn environment, perhgpaieing their cooler receptions—a
forced wedding and a castle filled with grim regmstions of madness and violent
death. Harp and rote Tristan too enters the satieee Isolt is held prisoner, but here
only Isolt is sorrowful: Her abductor gives Tristan a warm and friendlyoame:
Gottfried's Gandin calls out to him, asks him taypio console the lady, and twice refers
to him as "friend." Regardless of the level of mtr in their reception, the performances
of these three appear to be more solace-inducargdélebratory for some of the
characters. In this catalogue, along with a sogtior more typically joyful mood which
puts the audience off its guard, the minstrel'ssgaty well-executed performance adds

another distraction and also engenders trust, iagstite enemy that this minstrel really is
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a minstrel and in some cases enabling the mora@atestays necessary for completion
of the hero's purpose.

In contrast to the minstrel's joy bringing functi@il of the disguise-minstrels in
this catalogue except Thorleif are warriors. ArdreThorleif performs the acts of a
soldier through his incantation. In fact after geaceful entry expected of a minstrel, in
many of these episodes the hero performs unexpacteaf violence that can include
sudden or gruesome brutality against the enemysadmpany. In most cases this
violence is made to seem appropriate, as an hacbiof vengeance such as we see in
Hornwhen he rescues Rimenhild by decapitating theotr&ikenhild and killing all his
men. Orfephowever, is one of nine tales in which the hardartakes no act of violence
during the trick. Of those nine, six are variai@i the same two stories: Talbot, Orfeo
Math, three versions of Tristan harp and rote, ancethiegsions of Baldulf. In two
additional stories, violence appears only in eaaio'’s acts of reasonable foréelie
Tristan smacks playfully back at teasing boys, #wedminstrel-knights of Continuation
engage in one individual joust as well as tournamenwess. And finally, in Layamon's
Baldulf, the violence is actually directed agaiBatdulf.

Regardless of whether or not the episode contantence, the hero normally
conceals evidence of his role as knight or soldigiie assuming the identity of minstrel

until he is able to gain his objective. In thrakes, however, ContinuatipBeton and

Gottfried's harp and rote episode, authors illtsttiae coexistence of these two
contradictory roles in characters by providing ewvice of both identities at once. In

another tale, Romancthis same theme is explored through the authegsof
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metaphoric language play. Neither Howwr Orfeq however, contains this type of overt

exploration of the minstrel-warrior paradox.

Finally, it is also common in these entrance tapksodes for the author to add a
statement calling the hero or his act cunning, oaay at least once in thirteen out of
twenty-one stories, including Wace, Layamon, andhiMiag's Baldulf episodes,

Gloucester's report of Anlaf, Malmesbury's accowht&nlaf and Alfred Folie,

Continuation Fouke Hother's tale, HorrRomanceand the Saga harp and rote episode.

Notable Features of the Hoamd_OrfedEpisodes

Orfeo is the character in this catalogue most ¢yadentified with the harper king

image. Because of this intimate identificatiorotigh numerous references to his
harping abilities and to the harp itself, thera isatural comparison between King Orfeo
and King David, often noted by critics. | have gped_Orfeowith the Tales of
Enchantment both for the features it possess dsag/élecause of the features it does not
possess. Orfeis filled with otherworld characters, enchantmemparitions, power, and
finally it finds its most climactic scene in an ettvorld location, clearly qualifying it for
this category. Yet, the other tales within thigsslification additionally fall under the
heading of Trickster Tales. Orfeo's character,dwmr, cannot be called a trickster,
despite the fact that he, as Severs points owshids true identity and misrepresents his
intentions. Even his outright lie to the Fairy Kiwhile insisting on honesty and the
concocted story about his own death do not makertiona full-blown trickster

character.
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But Orfeo isn't technically a noble fosterling eith His story does not follow the
typical story-type formula, and he isn't descrilbbsdossessing all of the personal traits
normally found in a noble fosterling. He isn't exaefosterling. Yet his character
behaves as a noble fosterling should. The morativegrickster features are gleaned
from his character. His intentions for the trick &onorable. He is a wise and good
leader. He is an outstanding harper.

In this respect, as well as in his unusual costdatails as this catalogue's only
wildman figure,_Orfeas a unique example of this motif. Emerging gkl late within
this catalogue, the story appears to take advamtate noble fosterling feeling

evidenced already in Hother, Betdfing Horn and the Saga by hooking into the harper

king version of the entrance trick without overlyding its trademark features to the
story. The poet, therefore, appears to rely oratlthence's knowledge of a familiar
motif, incorporating it subtly into his already yezclectic piece.

King Horntoo, although Horn is generally a very typicalrante trick hero as
the comparative analysis results show, is also gntiom later tales and appears to be
slightly removed from the need to spell out evestad of the motif. This poem fits
neatly into the noble fosterling category in bollai@acter traits as well as story details,
but compared to Hother, Tristan and Betibicontains less extravagant statements
naming Horn's noble traits, and the descriptiohisimusical talent is not as emphatic as
it is in these other three tales.

Horn's character study is also quite complex and sKyifexecuted. In King

Horn, the poet points out incidences of Horn's "skillree oath" and his imperfect

honoring of his promises to Rimenhild through aeseof six water-threat images
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depicting the sea's ability to derail human plams iatentions. Five of these six images
have been newly added to the Horn story by the IKlam poet himself: Rimenhild's
fishing dream, Horn's reference to the dream bedeparting to Ireland, the drowning of
the messenger, Horn's story of his own death liynegs at sea, and the tower's tidal
defenses. These five new images plus the dredmaénhild's drowning are each
coupled with a statement of deception or a reminflene of Horn's vows or both,
highlighting Horn's carefully made promises, hitagled returns, and his final hour
rescues. These water-threat images also allow tadk Fikenhild's vows and obvious
treacheries, encouraging a comparison between holw@aracter handles issues of
fidelity and underscoring the sense of Horn's sopsense of honor despite his missteps
along the way.

The heart of the poet's exploration here lies endbiplicated rescue sections,
beginning at the statement of a possible misstegdmp and continuing through each
disguise and wedding rescue episode, built botegiaround a vivid drowning scene and
following a shared pattern. Although as Spearimyss, the narrator is relatively
invisible in this poem, he does offer a statemetii@start of both rescue sections,
indicting Horn's actions. Horn, as well, showsvaard signs of internal anguish or guilt
twice, tears and sweating, in connection with #sailts of his actions. Yet despite
Horn's apparent contrition within the first res@getion, he still does not fully honor his
vows to Rimenhild until the end of the second ttm®ugh the pattern. This repeated
pattern, in addition to the mythic meaning Beatenfs out, forms a loop which Horn
appears doomed to repeat until he finally fulfilis word to Rimenhild in total, thus

bringing a positive resolution to the story. Wihegthlorn's "skill at the oath" is intended
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to be a trait he grows out of as a result of h&gror rather simply a part of his cunning
nature that he learns to better control is uncl@art as other entrance trick heroes share
similar traits, we may assume it is a common featitist(e) or clever cunning.

The work of this chapter on imagery and patterHann is significant because
although Scott discusses Horn's questionable iibgegridencing his open-ended
promises and their delayed fulfillment, the mongidgl stance on Horn's character is to
label him a flat, stereotypically good charact&his study's identification of the poem's
careful use of sea-threat imagery, encourages tagher question Horn's integrity in
both promise making, with his trickster-like slkall the oath, and promise fulfillment in
the realm of love. This theme is complicated,thetpoet seems to have structured its
exploration for a listening audience. Indeed,dba-threat images are easy to mark and
recall because of their common theme and visualeatLike a string of pearls, these
images guide the audience through the narrativae tine pivotal moment to the next, the
most crucial moments highlighted by the two mostent images or larger pearls.
Listeners need not have the text in front of therfotlow its pattern.

This pearl analogy is also fitting within a disaessof the rescue pattern's
repeating loop, broken when Horn finally fulfillf af his vows to Rimenhild. Here the
audience follows this same chain around twice, mgrthe pearls and watching the
emphasis shift from Horn to Fikenhild between tingt and second time through.
Additionally, the identification and mapping of sfpattern shows that these two
duplicate episodes, which have been judged disédlprare actually tied into the
poem's overall theme, integral to the poet's clyediecuted exploration of deception

and fidelity.
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In comparison to other entrance trick episodesnidanost unusual feature is its
inclusion of tides, a feature shared only by Trigdnarp and rote episode, appearing in
the Norse Saga and Gottfried. The investigatiotiisfscene in chapter three reveals a
careful description of the timing of Fikenhild aHorn's actions, all of which fit within a
typical cycle of high and low waters, suggestinat tihis episode was constructed using
real tides as a guide. Fikenhild's tower too, asaw, may be based on the unusual
example of Flint castle in the Wirral peninsulatba Dee Estuary, built by Edward the |
as part of his campaigns in Wales. Artisticalhe tddition of tides in this scene creates
a concrete version of the existing prophetic dredRimenhild's drowning: Fikenhild's
treachery is illustrated in the new tower and dmging waters that threaten Rimenhild are
reflected in the tidal surges now protecting th&tlea

In terms of character development, the tides ithisalifficulty level of Horn's
task, better illustrating Horn's creative cunning gauperiority to other knights.
Additionally, their inclusion as the final waterrgat image ties Holm entrance trick
scene directly into the poem's investigation ofegiion, further increasing the effect of
the entrance trick as a means of illustrating th&tpve potential of Horn's cunning
nature over his dubious behavior. As the resahutiothe poem, as well as one of its
central conflicts, representing Horn's final corapte with his vows to Rimenhild, this
use of deception becomes a positive illustratiomobvative cunning rather than another
example of questionable integrity. Indeed, dedpiéenumerous references to deception
throughout the poem, no words indicating decepdi@used in association with Horn's

disguise or trick. Therefore, if Horn's charastdt have learned from these experiences
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to be less skillful at the oath when it comes tm&ahild, we can see that his cunning

nature remains intact, ready for deployment againgtfuture enemy.



303

Notes
1 Both Horn and Orfeo show a connection to Tristah&racter beyond the
obvious fact that all three are harpers. In addito the common feature of tides
appearing in both King Horand two Tristan harp and rote episodes, we seether
connection irFolie's description of Tintagel as "a very fine, straagtle, impervious to
attack or siege engine" (122), which mirrors Ronegsaescription of Wikele's castle as
"very fine and strong: he made it of stone and c#nmean impregnable spot" (Weiss
115). Similarly, the narrator's statemenEwnlie declaring the situation impossible is
reminiscent of Arnoldin's at the start_of King Harentrance trick: Tristan "knew well
there was no device to be found to enable himlkadeher. Prowess, knowledge,
intelligence, skill—all were of no avail" (123). drh's Arnoldin likewise laments: "Ne
mai per come inne / Noman wip - none - ginne" (G136).

Orfeo's connection to all three Tristan harp arid episodes is the rash boon,
pointed out abundantly by critics. However, imisrof this motif, Tristan's rash boon
occurs before the episode's true entrance triclegsitating the trick. Orfeo's, on the
other hand, comes after the entrance trick, fatithg the trick's purpose. Or in other
words, in Tristan the rash boon causes the problatthe entrance trick will solve, and
in Orfeq it is combined with the entrance trick to supiblg solution. A careful study of

all three characters would likely reveal additiogiahilarities.
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