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Abstract


Some of the most powerful tropes are figures of speech that both mirror and influence the way a culture understands the world.  Some of the most formative gender tropes are contained in the Old Testament, particularly in the form of a variety of spatial metaphors. Thousands of years after the compilation of the Old Testament, in one of Chaucer's seminal works, Troilus and Criseyde, we can see similar spatial metaphors at work. Chaucer's work includes spatial metaphors that illustrate one of the most interesting dichotomies, the oppositions of inside and outside, and how they are related to the constructions of female and male. Foucault has mentioned the powerful and long lasting nature of tropes in many of his texts. He reminds us that it is often the tropes that we don't notice that have the most impact; we don't recognize them because they are so prevalent that they have become, as Foucault states, "transparent".  These "unnoticed" tropes, nevertheless, often lead us to unknowingly conceive of things in certain patterns and not others.  Thus, tropes allow speakers to structure their thoughts. But although these patterns enable the reader to make sense of the world, they also push the reader to conceive of things in particular arrangements and not others. It is often writers who shine a light on these unnoticed tropes, who pull them up to the surface, and, so, allow all of us to become aware of their influence. Chaucer's Troilus and Criseyde provides a strong example of the persistence of Old Testament spatial metaphors that relate to gender.

Introduction

The fundamental codes of a culture- those governing its language, its schemas of perception, its exchanges, its techniques, its values, the hierarchy of its practices-establish for every man, from the very first, the empirical orders with which he will be dealing and within which he will be at home.

- Michel Foucault, The Order of Things pg. xx


The Old Testament is one of the most widely read and revered texts of all time, and it is not surprising that many of the metaphors originally penned in the Old Testament are still used today, not only in everyday language, but also in literature. But these metaphors do not simply affect literary figures, they influence social constructs, changing the way we understand ourselves and others. Some of the most powerful tropes are found when considering gender, and the Old Testament contains a number of powerful spatial metaphors that deal with gender. Thousands of years later, in one of Chaucer's seminal works, we can see similar spatial metaphors at work. Michel Foucault, a philosopher, psychologist, and historian who is renowned for his critiques of social institutions and discussions on power and discourse, has mentioned the powerful and long lasting nature of tropes in many of his texts. He reminds us that it is often the tropes that are invisible to us that have the most impact; they are invisible because they are so prevalent that they have become, as Foucault states, "transparent."  The tropes that we don't notice lead us to unknowingly conceive of things in certain patterns and not others.  Thus, tropes allow speakers to structure their thoughts in a particular way; although these patterns enable the reader to make sense of things, they also push the reader to conceive of things in particular arrangements and not others.  When examined in detail, common tropes, which may have become transparent in their familiarity, become more noticeable. It is often writers who shine a light on these unnoticed tropes, who pull them up to the surface, who question their influence. Chaucer's Troilus and Criseyde provides a strong example of the persistence of Old Testament spatial metaphors that relate to gender. Chaucer's work provides spatial metaphors that illustrate one of the most interesting dichotomies, the oppositions of inside and outside, and of female and male. For example, in the Old Testament, character placement in tents, city gates, and thresholds is essential in defining the roles of men and women, as are aspects of clothing, such as veils. Many similar physical structures such as bedrooms, doorways, and city gates are integral in Troilus and Criseyde, as are articles of clothing, to indicate both the private, interior placement of women and the public, exterior placement of men. 


Foucault

In a lecture given in 1971 in Paris, Foucault began,



At the moment of speaking, I would like to have perceived a nameless 

voice, long preceding me, leaving me merely to enmesh myself in it, 

taking up its cadence, and to lodge myself, when no one was looking, 

in its interstices as if it had paused an instant, in suspense, to beckon to 

me. There would have been no beginnings: instead, speech would 


proceed from me, while I stood in its path--a slender gap--the point of 

its possible disappearance. (The Archeology of Knowledge 215) 

This statement seems to be at the heart of Foucault's theories of linguistic determinism. Foucault attests that nothing that is spoken is independent of anything that has been said before. Values, ideologies, and perceptions are steeped in what has been read, heard, and believed. One of the most salient ways to investigate this notion is to focus on the metaphors, metonymies, and synecdoches that reside in language. These tropes, what Chandler defines as "[…] ways of saying this is like that" influence us to conceive of our world in a structured way (Semiotics:  The Basics 124). Chandler reiterates Lakoff and Jonson's theories, and mentions that "[…] much of the time […] figures of speech retreat to 'transparency'. Such transparency tends to anaesthetize us to the way in which the culturally available stock of tropes acts as an anchor linking us to the dominant ways of thinking within our society" (124). Foucault mentions that"[…] forms of discourse […] lie at the origins of a certain number of new verbal acts, which are reiterated, transformed or discussed […]" (220). Foucault elaborates in The Archaeology of Knowledge that religious texts contain these base discourses from which new speech acts are built. He mentions that through identifying these base discourses and questioning them, the reader will inevitably notice a "system of exclusion." Language and speech are always about choice; a speaker chooses one phrase and not another. Speakers conform to the conventional rules of language, which are inherently limiting. Foucault explains that these limitations work to "exercise pressure" on discourse, or to influence the speaker's choices. These "major narratives," or base discourses, for example the Old Testament, create hierarchies that, according to Foucault and other theorists, most humans unconsciously employ. Speakers rarely understand the limiting nature of the tropes that they use, many of which continue to be propagated through impactual texts that survive for generations, such as the Old Testament.


Foucault attributes much rhetorical restriction to ritual, which "[…] defines the qualifications required of the speaker […] lays down gestures to be made, behavior, circumstances and the whole range of signs […] lays down the supposed, or imposed significance of the words used […]” (225). Religious texts have always been closely associated with ritual, which, as Foucault explains, links speakers to "certain types of utterances." Further, Foucault mentions doctrine as well, which is defined as "A principle or body of principles presented for acceptance or belief, as by a religious, political, scientific, or philosophic group" ("dictionary").   Foucault mentions that doctrine"[…] link[s] individuals to certain types of utterances while consequently barring them from all others" (226). When considering the metaphorical similarities between the Old Testament and Chaucer's Troilus and Criseyde, Foucault’s theories provide a vital lens. It seems inevitable that a text that was so quoted and revered in the medieval world, a doctrine that instructed its readers on how to worship and behave, would be so influential that its traces would be found in the language of the Middle Ages. The simple placement of characters can illuminate metaphors that function almost seamlessly to categorize male and female roles. 

Old Testament Spatial Metaphors and The World of the Old Testament


Just as God creates light and dark, shortly thereafter He creates man and woman. When humans eat fruit from the tree of knowledge, expecting to "be like God," they find that they do not change from human to Gods, but rather, notice their own nakedness, and cover themselves. The few lines after Adam and Eve are created, and before they sew loincloths for themselves, are the only lines in the Old Testament where there is no distinction between the "inside" and "outside." Adam and Eve are safe in the garden, totally unprotected, yet protected, and unclothed, yet clothed. They do not need shelter or clothing to be safe. However, after the pair eats the forbidden fruit, danger is introduced, and neither woman nor man will ever be safe without covering again. This early shift in Genesis is so powerful because there are so few lines that depict male and female without opposition. Many feminist scholars have commented that men and women are often seen as opposites, when the sexes are really much more similar than different. This dichotomy is set up so early in the Old Testament that the reader barely has a chance to consider any other possibility. From this point forward, men and women are assigned different roles, and the metaphors of interior and exterior are formed. 


The spatial metaphors that are employed throughout the Old Testament appear to be conceived from the basic oppositions between the sexes that are developed in the Garden of Eden. Nehema Aschkenasy notes many of the oppositions that are delineated in the early verses of the Old Testament in her text, Eve's Journey, Feminine Images in Hebraic Literature. She explains that the Hebrew idea of "sitra ahra" or the "other side," refers to the realm of darkness, or the other side of the cosmos. She mentions that "[…] women often epitomize the mystical 'other'" (70).  This is also emphasized in the Hebrew conception of "ishah zarah," or "woman stranger," another ideology in biblical times, which, according to Alice Bach in Women, Seduction, and Betrayal in Biblical Narrative, "[…] emphasizes the alien nature or 'otherness'" of women (25). Aschenasy cites Simone de Beauvoir, who mentions that this ideology of women's otherness, which has certainly been discussed by a number of theorists, stems from "[…] the fact that men were the lawmakers and creators of the norms by which women were judged" (7). It can be noted that mosaic laws by which women were ruled were designed and interpreted by men.  Further, in biblical times as in many other times and places, a person's place in society, and even their worth, were determined by their ability to be providers for their family. Certainly, men had more opportunities to contribute to their families' wealth and power than women. This is evident early in the garden story; as soon as God finds that Adam and Eve have eaten from the tree of knowledge, He sends Adam to "[…]till the soil from which he had been taken" (Gen. 15.24). Just as man will act upon his environment, so too will he act upon his woman. At the beginning of verse four, "And the human knew his wife Eve his woman […] (Gen 4.1). This metaphor, "to know," has received significant critical commentary. Aschkenasy explores the possibility that "The biblical term for sex 'to know' puts woman in the position of 'other' in the realm of life's experiences […] she is the territory that is explored and acted upon" (10). This scene is also significant, as before the fall, Adam is a passive character. As Vos mentions in "Women in Old Testament Worship," Adam is not involved in picking his partner, and he unquestioningly takes the apple from Eve. However, directly after the fall, Adam "knew" Eve, and began a more active existence. Robert Alter, in his translation of Genesis, explains that "The Hebrew verb [knew] suggests intimate knowledge and hence sexual possession" (Genesis 16). These associations with the verb "knew" suggest the way in which women were depicted after the fall, and suggests the burgeoning opposition between the sexes in the Old Testament, an opposition that provides a base for one of the most frequently noted metaphorical associations, that of "inside" and "outside." Women, because of their fragile nature, require protection in the Old Testament, while men's work requires them to be outside, without protection. 


Don Seeman explains in his article, "Where is Sarah Your Wife," that the social oppositions, such as the differences between Pagan and Hebrew, and the oppositions between male and female function to propagate "[…]the deployment of metaphors that are themselves conceived in oppositional terms like 'open and closed' and 'inside and outside'" (77). Therefore, it is relevant to assume that these metaphors serve to enhance the oppositional nature of gender roles and characteristics within the Old Testament. Seeman explains that interior metaphors, which are frequently associated with women, can include traits such as "fecundity, vulnerability, and intimacy" (78).  Even the Hebrew noun for female, "neqebah" invokes the imagery of an empty hole or cave.


The outdoors is a traditionally unsafe place for the Hebrew people. From Abel's death in the fields to Dinah's rape, it can be an unsafe place for men and women alike. Tents are associated with safety and family, and are a woman's domain. Oppositionally, fields are associated with danger and the community, and are the men's realm. These two areas offer a concise set of binary oppositions, and as Foucault would mention, "exercise pressure," influencing the writer's decisions, and perhaps pushing the writer either unconsciously or consciously toward integrating the oppositions into their rhetoric and ideology, or vice versa (The Archaeology of Knowledge 220). Instead of seeing spatial metaphors in "shades of grey," the Old Testament tends to see concepts in terms of "black and white." Foucault states, "I am supposing that in every society the production of discourse is at once controlled, selected, organized and redistributed according to a certain 
number of procedures, whose role is to avert its powers and its dangers, to 
cope with chance events, to evade its ponderous, awesome materiality" (216). Foucault focuses on this control, mentioning that what speakers are prohibited in saying may be more interesting than what they say. Foucault establishes a direct link between prohibition and "desire and power" (216). The proliferance of binary oppositions in the Old Testament
 signals that the "shades of grey" were excluded by the Old Testament authors. 


For example, in a number of instances, men and women are outside when God is telling them of the fate of their community, and inside when God, or one of God's agents, is telling them of the fate of their family. Alter, in The Literary Guide to the Bible notes that "Space in Genesis is divided, ordered, and sanctified […]" (43). This division often provides a metaphor to accompany the literal events. For example, when Abraham, while inside his tent, asks God if Hagar's child will become his heir as Sarah is barren, the Lord "[…] brought him outside and said look toward heaven and count the stars, if you are able to count them […] so shall your descendants be" (Gen. 15.1). This star metaphor occurs repeatedly in Genesis, and provides a strong example of the importance of spatial relations in the Old Testament. In most cases, it is the men who are engaged in conversations with the Lord outside, as men play the predominant role in the development of the Hebrew people.  However, women often find their voices in the Old Testament when they are concerned with creating heirs to their families, which is the other primary function of a woman in biblical narrative, the first being the maintenance of the home. In fact, Sarai's first words in the Old Testament involve her concern over her inability to conceive. In a discussion with Abram, she says "'Look, pray, the Lord has kept me from bearing children. Pray, come to bed with my slavegirl. Perhaps I shall be built up through her" (Gen. 16.2). As Brenner notes in her text, The Israelite Woman: Social Role and Literary Type in Biblical Narrative, "Women are incapable of feeling personal security until they become biological mothers […]"( 93). Here, Sarai is so concerned that she is willing to forego the "biological" aspect to simply have a child that is sired by her husband. However, as soon as Hagar conceives, "[…] her mistress seemed slight in her eyes […]" (68.5). Sarai is outraged, and the conflict between the two women begins. As Brenner notes, "[…] while men are capable of honorable conduct towards other men even when they are under emotional stress, women let personal considerations supersede any decent relationship with members of their own sex" (96). This conflict between Sarai and Hagar is the first of many conflicts between women in the bible, and as many scholars have noted, this ideology is not foreign in contemporary society. Brenner goes on to discuss the ramifications of these early depictions, and notes that although in biblical narrative, women were not depicted as secondary because they were less intellectual than men, but simply because they were considered foolish and required a man's guidance, as men behaved more maturely. Therefore, women were housed inside the home, because they often could not be trusted to manage their own affairs, and it was dangerous for a woman to be outside alone.  
There are a number of examples in the Old Testament in which women act rashly based on their emotions. Sarah's laughter at God and her eviction of Hagar and her child from the family are early indicators of an overarching personality trail that many biblical females possess. Often, this irrationality stems from concern over their progeny, or an inability to conceive. Brenner concludes that "These two prevalent views-- that women's chief role is inside the (married) home, and that they should be placed under male surveillance-- almost exclude the possibility of regular female participation in public affairs" (132). Therefore, male surveillance is another type of covering or protection of a woman, when they are outside of the home. Of course, in Genesis, there are few public affairs, but as social institutions become established and rules are created, women are markedly absent from these events. 


Many theorists have recognized the home as a woman's domain in biblical times, and it is apparent that occupational trends influenced these depictions. Don Seeman, in his article, "Where is Sarah Your Wife," mentions that interior metaphors are frequently associated with women, and can include traits such as "[…] fecundity, vulnerability, and intimacy […]" (71). Interestingly, often when characters are depicted in the Old Testament the narrators rarely mention whether the characters are inside or outside. Therefore, it may be important to note that when there is specific information about a character's location, it may be inserted for a particular purpose, and not simply to aid in the description. It is often mentioned that the Old Testament authors were so meager with details that every attempt at description was placed purposefully to enhance the reader's understanding. One of the most intricate stories in the Old Testament, and certainly the most elaborate marriage type scene is the marriage of Rebekah and Isaac, specifically the events leading up to their marriage. 


As with many biblical personages, Rebekah appears when her presence is necessary to the story. There is no narrative involving her childhood; the reader's first view of Rebekah involves her walking towards a spring with a water jar on her shoulder. Rebekah's jar is empty, as is her womb, "The girl was very fair to look upon, a virgin, whom no man had known" (Gen. 24.15). In contrast to much of the Old Testament, here, a female is outside without experiencing fear and without male surveillance. Rebekah is much like Eve before the fall. She is a pagan; she has not yet learned that the outdoors is not safe for women. Rebekah speaks with a strange man, Abraham's servant, and offers him water from her jar without hesitation. In Silence or Suppression: Attitudes Towards Women in the Old Testament, Inger Ljung explains that Rebekah's world is vastly different from the world that she will soon inhabit; "[…] the women move freely in the area and speak pluckily with male strangers" (32). After Rebekah has watered Abraham's servant's camels, he clothes her with heavy jewelry, signifying the first aspect of covering that Rebekah will wear before changing roles and becoming a wife. Without questioning the gift or consulting her family, Rebekah offers the servant a place to spend the night. When they arrive at Rebekah's home, it is designated as "[…] her mother's household," illustrating perhaps another difference between the two worlds, or again attesting to the constant feminine presence inside the "household" (Gen. 24.28). When the servant retells his mission to Rebekah's parents, they consent that she may be married to Isaac. Surprisingly, the family agrees that their daughter may marry someone that they have not met. Although the Mesopotamians would have been less likely to look unfavorably on an outside marriage if they had prior contact with Hebrew ideology, they may have questioned the family's desire to have their son marry a foreigner, as marriage to foreign women was often discouraged.  It is also strange that Isaac had not journeyed himself in search of his bride, although Sharon Jeansomne notes in "The Women of Genesis" that Isaac may not have gone himself because his father was concerned for his safety, as traveling alone was often dangerous (57). Isaac, because of his emotional bond with his father, is protected as a woman would be. Later in Genesis, Isaac's feminine behavior indicates to the reader why he was not sent to find his wife. Later in the text, when Isaac is traveling with Rebekah, he pretends that she is his sister because "[…] he was afraid to say 'My Wife,' thinking, 'or else the men of the place might kill me for the sake of Rebekah […]" (Gen. 26.6) The following day, when Abraham's servant is ready to leave, Rebekah's brother and mother ask if she can stay a few days before leaving. When the servant protests, Rebekah is then consulted, and agrees to go with the servant. It is apparent, through her acceptance of the gifts of jewelry and her agreement to leave with the servant that it is of Rebekah's free will that she enters into marriage with Isaac. 


When Rebekah sees Isaac, and Abraham's servant tells her that Isaac is her husband, she quickly covers herself with a veil; now Rebekah has been clothed with two additional items, jewelry and a veil. Ljung explains that "She, who some verses ago entered into a conversation with a complete stranger, is now reluctant to show her head to another stranger. Rebekah has traveled from Mesopotamia to Canaan; she knows here that the status of women is different" (33). As Rebekah moves from her Pagan past into her Hebrew future, her veiling provides a succinct metaphor of this change. Although Alter mentions that the veiling of the bride was customary during biblical times, it appears that the biblical narrators' decision to veil Rebekah may have been influenced by more than simply "social practice" (The Art of Biblical Narrative 122). Because this important trope is associated with a variety of behaviors and meanings, it easily becomes transparent. Middle Assyrian law dictated that "respectable" women should always be veiled while in public, while "public women," or prostitutes, were not allowed to wear a veil ("Unveiling the Versions: The Tactics of Tamar in Gen. 35:15").  The veil, another layer of clothing and protection from the elements, may function as a multi-faceted metaphor, not only providing the aforementioned illustration of a change in status, but also to highlight Rebekah's virginal qualities.  Not only is Rebekah moving into a different society, her status is also being altered. Instead of walking freely outside, Abraham's servant "[…] took Rebekah, and went his way" (Gen. 24.61). When Isaac meets Rebekah, he immediately takes her into his mother's tent. The lines, "So Isaac was comforted after his mother" reflect Rebekah's importance, and her future role (Gen. 24.67). Further, by Isaac bringing Rebekah into his mother's tent, he has succinctly ended the transitional story, and the "threshold actions" are complete. Rebekah has become a member of Isaac's family and is safely inside the family home.


When Isaac meets Rebekah, he immediately "[…] brought her into his mother Sarah's tent. He took Rebekah, and she became his wife; and he loved her" (24.63). As consummation is the sign of marriage in the Old Testament, it is no surprise that Isaac immediately takes Rebekah inside his mother's tent to consummate their marriage. Seeman notes that because the tent is a predominately female arena, close attention should be given to the depiction of male characters while entering a female's tent. As Isaac is entering into a marriage with Rebekah, it appears fitting that he is entering a woman's tent, just as he will penetrate a female directly thereafter. Seeman goes on to illustrate that tent openings, a frequent "focal point" in biblical narratives, can often be associated with blessings or bareness.  Isaac's blessing after losing his mother is exemplified as the narrator mentions that Isaac is in his mother's tent. The process of Rebekah passing through the tent opening and into Isaac's tent is as much a symbol of their marriage as the consummation ritual. Rebekah has entered and has become a member of Isaac's family; Rebekah will replace Sarah as the female presence inside the tent. As Isaac's place will be in the unprotected fields, Rebekah will continually be depicted inside the tent, a feminine space where she is safe. The end of verse twenty-four provides closure, not only for Rebekah, but also for Isaac. The pair does not exchange any words before Isaac leads Rebekah into his tent and the quickness of this sequence exemplifies God's presence. Although Rebekah is allowed to make a limited decision involving when she will leave for Canaan, Isaac is allowed no decision and there is no expectation that Isaac will refuse to wed Rebekah. As the narrative suggests, Isaac weds Rebekah first, and then loves her. Love is not necessary for this marriage, but simply a fortunate aftereffect. The narrator reminds the reader again of God's power, after a lengthy description of Abraham's ancestors, the narrator writes, "Isaac prayed to the LORD for his wife, because she was barren; and the LORD granted his prayer, and his wife Rebekah conceived" (25.19). Just as Rebekah's empty womb is filled by God, so, too, has her emptiness of purpose been filled. However, when Rebekah moves from her previous pagan world to the world of Canaan, she loses her active role in becoming pregnant; the role is assumed by God. God will decide when, and if, Rebekah will have children. 

The scene with Rebekah is classified as a "type-scene," as betrothal scenes are commonly depicted in a similar fashion; however, as Alter notes, "This version is the most elaborate and leisurely of the betrothal type-scenes, rich in detail, full of stately repetition" (Genesis 115). He goes on to explain that this is the only betrothal type scene in Genesis in which the future bridegroom is not involved in the proceedings. However, Alter notes that throughout Genesis, Isaac is a passive character, while Rebekah is "[…] forceful and enterprising," much as Adam and Eve were before the fall. By the twenty fifth book of Genesis, many binary oppositions have been created and these oppositions serve to relay the importance of positions in society. Virgin/non-virgin, wed/unwed, male/female, inside/outside, pagan/believer have been created and function to define the biblical characters. Interestingly, each of these oppositions can be illustrated through the concepts of "inside/outside". The binary nature of these oppositions indicate, as previously mentioned the lack of any "grey area." Men and women must be opposites, in part because of the "inside/outside" spatial metaphors. Not only are men and women's characteristics opposite, so, too, is their placement in the world. The constant repetition of opposites not only enforces the patters, but also dulls their appearance, as well. If these oppositions are noticeable to a close reader in the beginning of Genesis, by this point they may be transparent. The Old Testament sets up specific ways of viewing human differences early on in the text, and maintains the dichotomies throughout. The Old Testament authors tell their readers early on that the way to view human differences is through opposition. 


 It is evident in Genesis that the spatial placement of characters is often associated with their feminine or masculine qualities. The discrepancies in character are really what differentiate biblical women from each other; as most biblical women have similar roles, hopes, and aspirations, it is their unlikely attributes that set them apart.


 As women's identities are derived from roles in the family, the widow is an intriguing character, one that, according to Hiebert in her essay, "The Biblical Widow," "[…] existed on the fringes of society" (28). She goes on to mention that "In a society where kinship gave one identity, meaning, and protection […] the almana [widow] lived in this liminal zone as a woman. Not only was she bereft of kin, but she was without a male who ordinarily provided a woman with access to the public sphere" (28). In much of the Near East, the practice of "yabem," what Alter describes as a "levitate marriage," was legally binding. If a wife's husband died, her husband's brother was legally obligated to impregnate his brother's widow, so that she could birth an heir for her late husband. This practice indicates, once again, the great importance that was placed on childbirth. Without this, the woman had no place or role in society. In the story of Tamar, unlike many other instances in the Old Testament where the woman behaves irrationally, she is able to devise a plan, albeit a plan that involves deception, to get a rightful heir for her late husband. Without a husband, women have no access to the public realm, or the outside. Brenner discusses women's deception in the Old Testament in a broader sense, but it appears that the example of Tamar illustrates her point succinctly. Brenner writes that "Women are at their best and most efficient when they use traditional female weapons (sexual charms) for achieving their goals […] they are not to be trusted because their personal ambitions may […] overshadow their judgment and social consciousness" (133). This type of crafty woman was common in biblical narrative, and certainly, a widow would have "personal ambitions" because of her displaced status. It is evident that in ancient Israel widows were often desperate and displaced, without adequate access to public institutions and relationships. However, this is not unlike the plight of many married women, as well. It seems that women's occupational roles and their many duties inside the home only limited women further as society progressed. The crafty woman was often a desperate woman, jaded by her overexposure to the private, inner realm. As Sheppard notes in his text, The Bible and the Politics of Exegesis, "The admitted male domination of most public arenas becomes less significant if the balance of power in Israel was toward the private rather than the public. Women's informal 'power' (cooking, textiles, educating children, and family-based religion) counters the balance of male 'authority'" (244). 

The Medieval World


In contemplating the major shift of time and place from ancient Israel to medieval England, it is interesting but not surprising to note that many similar ideologies remained, even though the public sphere had grown significantly, incorporating education, religion, and trade, leaving women with less "informal power" in the home.
 While women still retained most child-rearing, housecleaning, and cooking duties, much of the educational and religious realm that had previously been supervised by women was expanded into the public realm. 


Although upper-class women's rights were substantially greater than in ancient Israel, fathers, and then husbands, still maintained control over their wives. Aristocratic women were not allowed to choose their marriage partners, and usually received their education, involving etiquette, reading, and religion, at home. Although an aristocratic wife would assume her husband's duties while he was away, they continued to be confined, to a great extent, to their homes. Whereas male children were often educated at public institutions, and families attended church services instead of practicing religion at home, Chaucer's depiction of Criseyde as a woman confined mostly to her own manor would have been a realistic portrayal during the medieval period. Although lower class women spent more time integrated in their communities working, or even operating businesses, aristocratic women's roles did not change significantly. The Old Testament ideologies continued to flourish, as well, in both the public and private realms.  


The stories of Genesis were a prevalent source of subject matter in medieval England. In fact, many students learned to read from the Old Testament. As Smalley notes in The Study of the Bible in the Middle Ages, " Teachers in the middle ages regarded the Bible as a school book par excellence" (xiv).  Not only were Old Testament themes discussed in schools and at church services, but they also provided ample material for medieval drama, literature, and vernacular writings. Of these, sermons were the most accessible for academics and lay-people alike. 


As Gallick notes in her essay, "A Look at Chaucer and his Preachers," sermons were essentially comprised of two genres: popular and academic. While popular sermons instructed the "[…] villagers and farmers how to live a good life," academic sermons often discussed scriptural verse (457). Sermons designed for university students were often in Latin, and gave an "[…] explanation of the meaning of the verse in logical and scholastic terms" (457). Churchgoers need not even attend church to hear sermons, as friars gave informal sermons, mainly consisting of "entertaining anecdotes" in the streets.  Although many scholars, including Sedgewick have mentioned that Chaucer's Canterbury Tales were greatly influenced by sermons, Gallick notes that he may have been more interested in the "dramatic performance" of a sermon than the actual content. Wherever his interests were, he certainly "[…] incorporated sermon conventions […]" into his writing (456). While sermons were accessible to every churchgoer, vernacular writings became accessible to virtually every class in medieval England as well. 


Throughout Western Europe, vernacular writings gained significant popularity during the middle ages. With increasing literacy and advances in printing, lay audiences were able to enjoy the Genesis stories in a myriad of versions. Authors enjoyed exploring many of the questions that the Old Testament raises and the stories in Genesis became extended, with more elaboration on the character's lives, emotions, and relationships. For example, the Vita Adae, a text that was originally written in Latin but later translated into a variety of European languages, told the story of Adam and Eve after the fall in great detail, with significant diversion from the original text. Adam and Eve actually separate after Eve is tempted a second time by the devil dressed as an angel. After Cain is born, Eve begs Adam to kill her new child, because of the birth pains he caused her. The medieval mind was interested in the "dark" side of Genesis, and frequently questioned the serpent's role in the fall. In fact, Murdoch notes that "Medieval treatments of Genesis almost invariably begin with the fall of an angel, usually (but not always) named Lucifer, and of the other angels, driven out by Michael" (21). While medieval authors were certainly able to think critically about biblical themes, the majority of their readers were unable to distinguish "fact" from "fiction".  As Murdoch notes: 



The audience for vernacular writing in the middle ages did not have 

reference works and commentaries as a corrective, and that audience, 

presented with the apparent biblical story, would be unable to tell what 

was an augmentation and what was original. (18) 

Eve's frequent depiction as a temptress only strengthened the Old Testament depictions of women, and many medieval readers did not have a bible for comparison. 


Although vernacular writings were designed for lay persons, the academic community certainly enjoyed their narrative qualities and religious commentary as well. Academics were able to discern the deviations, recognizing their placement and implications. Comestor's popular Historia Scholastica provided significant, but essentially basic reading material. Typified as a "story bible," it confined itself to a discussion of the historical portions of the Old Testament, and its purpose was education ("Calvin College"). As Morey notes in his essay, "Peter Comestor, Biblical Paraphrases, and the Medieval Popular Bible," The Historia Scholastica was one of the most popular texts in the late middle ages, attesting to its significance in a variety of social classes. However, this type of text was written chiefly to illustrate moral lessons, and was certainly not a straight translation.


 While there was a variety of texts dealing with biblical material, the Vulgate, a medieval scholar's predominant source of the scriptures and biblical commentary, was the most accurate translation available, despite the variety of texts that circulated. The Vulgate typically included the sixty some odd books that were standard in most medieval bibles, as well as Tobit, Judith, Wisdom, Ecclesiastes, and Daniel. The two most popular glossed texts were the Glossa Ordinaria and the Glossa Interlineasis. The Glossa Ordinaria, glossed by St. Thomas Aquinas, and was a widely read text. Aquinas provided ample footnotes, but the text was a true translation of the Bible, as was Laon's Glossa Ordinaria, which provided intertextual commentary. Although early scholars speculated on the availability of these texts, modern critics agree, due to the vast numbers that have turned up in private libraries, that various versions of the Vulgate were available to the educated population. But even in 1924, as Grace Landrum notes in "Chaucer's Use of the Vulgate," " Though it would be venturesome to assume that Chaucer owned a Vulgate, it would be equally daring to assert that he could not have had one in his library" (76). She goes on to assert that "It seems probable, then, that the scarcity of Vulgates and of biblical knowledge has been unduly emphasized, and that Chaucer may have had access to the Vulgate" (78). 


As many scholars have made considerable efforts to compare various lines from Chaucer's works to various editions of the bibles that were available to him, it appears evident that they have illustrated that Chaucer was closely associated with some form of the Vulgate, probably Comestor's text. Chaucer was certainly interested in sermons, and it can be assumed that at least some of his knowledge of the scriptures was obtained from scholarly sermons. Although it is impossible to ascertain if Chaucer wrote with a Vulgate by his side, it is reasonable to assert that just as the average medieval citizen was involved in the scriptures on a variety of levels, so too was Chaucer. As Alice Bach notes in Women, Seduction, and Betrayal in Biblical Narrative, "Indeed the tropes and figures of the bible reside in the collective unconscious of Western Culture"; her words are certainly as accurate in discussing present day culture as they would have been in Chaucer's time (25). So whether Chaucer had a Vulgate to refer to when he was writing is really inconsequential. 


As Hermann notes in his text, Signs and Symbols in Chaucer's Poetry, "The originality of the medieval artist can best be seen in the use of […] the traditional stock of symbols" (4). He goes on to mention that many of these symbols were originally found in the Bible. Many scholars have spent considerable time comparing Chaucerian poetry themes to the Old Testament. Muscatine, for example, notes striking similarities between the "feigned illness" scene in Troilus and Criseyde and the Old Testament scene of Amnon and Tamar. Further, Faverty, in his essay, "The Story of Joseph and Potiphar's Wife in Medieval Literature," cites significant examples of the Joseph story being recreated throughout history.  However, instead of tracking particular scenes and listing their similarities, this study will locate overarching spatial themes that bear a resemblance to spatial themes in the Old Testament. 

Spatial Metaphor in Troilus and Criseyde
1) Love= Capture

Chaucer's Troilus and Criseyde depicts the two lovers and their relationship before the sack of Troy. Steeped with the ideals of courtly love, Troilus tries to win Criseyde's affection, while she tries desperately to resist temptation. After Troilus gains Criseyde's love, she is traded for a Trojan and is taken outside the city to reside with her father. Troilus' angst at loosing Criseyde envelopes the end of the story.


Troilus and Criseyde are constantly negotiating the space that they occupy. Early in Book 1, Chaucer introduces several love metaphors that tell the medieval reader that love is being captured. Often the man is captured, indicating that he is stuck inside the female realm. The first can be seen early on, when love is compared to catching a bird. He writes, "For love bigan his fetheres so to lyme" (1.353). Bird lime, used during the medieval period, stuck to the bird's wings or feet, rendering it unable to fly until the hunter could cage it. Similarly, Chaucer employs another metaphor, that love has Troilus bound in a snare. He writes, "Yet to himself his konnyng was ful bare/ For love hadde hym so bounden in a snare" (1.663). Here, the reader sees that even knowledge or skill could not assist Troilus in escaping from love. This metaphor can be traced to Ecclesiastes, a text which, as in many other biblical texts, reinforces the belief that individuals are powerless in the world. "I found more bitter/ than death the woman who is a trap, whose heart is snares and nets, whose hands are/ fetters; one who pleases God escapes her, but the sinner is taken to her" (7026). Coogan, in his footnotes in The New Oxford Annotated Bible, writes that "This is not a polemic against women but echoes in allegorical fashion the warnings in other wisdom writings against Folly, personified as an evilly seductive woman. Wisdom is elusive, but Folly is on a hunt to catch people unawares" (952). This foreshadowing, that Troilus and Criseyde will eventually be powerless, and that their own folly will lead them to their powerless state, is evident. However, whereas in the Old Testament the woman is said to be "folly personified," in Troilus and Criseyde, the woman has caught the man in the trap of love. Nevertheless, in both accounts, the woman is the trap. A man cannot live inside as a woman does; he would be unhappy and smothered. The significant repetition of this theme indicates its importance in the text, and the medieval tendency to present women as temptresses, as indicated previously by a myriad of scholars. Although these tropes extend from their original context, as Foucault points out, they still contain the power of the original. 
As Ruth Karras mentions in Common Women: Prostitution and Sexuality in Medieval England, "Women were considered [in medieval England] as lustful as men, if not more so. True, medieval culture idealized feminine chastity […] but they believed it was achieved not through innate feminine innocence but through a heroic struggle against the lusts of the body" (134). Further, sermons often warned men to beware of seductive women. A woman's seductive charms were often blamed on the woman, as Karras notes, "Preachers recognized other causes of men's lust besides women's beauty, but they still argue that women bore a moral responsibility for the effects of their natural appearance great enough to justify self-mutilation" (110). Therefore, a woman's beauty could certainly "snare" a man, and it was a woman's responsibility to dress as modestly as possible to avid provoking male lust. These medieval ideologies are echoed in the "snare" metaphors in the text. 


Along with these two "snare" metaphors is yet another: that Troilus is being imprisoned on a chain. Troilus tells himself, "Now artow hent, now gnaw thin owen cheyne!" (1.507). Troilus' lamenting, which continues throughout most of the poem, leaves the reader to assume that love is not a choice, and that a woman snares a man into the net of love. These metaphors have spatial significance, as Troilus' capture is forcing him to stay inside, in the woman's realm, trapped. This can be seen early in Book 1, when Troilus cries for Criseyde, "He spak, and called evere in his compleynte/ Hire name, for to tellem hire his wo /Til neigh that he in salte teres dreynte/ Al was for nought: she herde nat his pleynte" (1.545-544). Although Criseyde is not in the vicinity and is obviously unable to hear Troilus, he seemingly blames her for not responding to his cries. Criseyde has yet to even learn of Troilus' intentions. However, by Book 4, the metaphor that "love equals being captured" changes. Once the trade of Criseyde for Antenor has been voted on and approved, Troilus returns to his bedchamber, and closes the doors and windows and once again isolates himself. Here, for the first time in the text, Troilus remarks "[…] bothe oure hertes seled […] (4.293).  Instead of his heart being caught in a net, or in a cage, he remarks that their hearts are bound together. While the previous love metaphors always contain a pejorative effect, that love is an unavoidable prison, here is the first instance where Troilus and Criseyde's love is described in a unifying metaphor. Perhaps Chaucer wants to illustrate that Troilus is finally able to recognize the actuality of his situation-- that Criseyde is no more to blame for their love than he is. The traditional medieval conception, that a woman's beauty lures a man, is dismissed, at least temporarily. Criseyde says, "'To what fyn shoulde I lyve and sorwen thus? /How shoulde a fissh withouten water dure? What is Criseyde worth, from Troilus? How shoulde a plaunte or lyves creature/ Lyve wihouten his kynde noriture?'" (4.798). Again, the metaphors that the two employ illustrates that their love has changed. Criseyde's metaphors of a fish without water and a plant without nutrients depict the unifying quality of love, instead of its deceptive, imprisoning nature. When Criseyde's relationship with Diomede begins, the love metaphors used to describe their relationship are similar to the early love metaphors of Troilus and Criseyde.


Chaucer writes that "Into his net Criesyedes herte brynge […] To fisshen hire he leyde out hook and lyne" (5.775). Again, the metaphors of being caught in the net of love are introduced. Diomede's selfishness and "type cast" characterization are heightened through Chaucer's re-use of these metaphors. Chaucer invites the reader to compare Troilus and Criseyde's early love with that of Criseyde and Diomedes'.  Just as the metaphors to describe love change throughout the text to illustrate Troilus and Criseyde's maturing relationship, the couple's roles also alter and reverse, indicating the complexity of their relationship. 

2) Role Reversal (Inside/Outside)

Throughout Book I, Troilus is caught inside the city walls, in the female realm. His sudden attraction to Criseyde drives him into seclusion, when he should be concerned instead with battling the Greeks. As Hansen notes in Chaucer and the Fictions of Gender:



Book I is clearly about Troilus' falling in love […] the narrative 


technique here calls attention […] to the question of agency and power 

in heterosexual relationships […] and to the problems of male 


sexuality in particular, which the conventions of romantic love both 

conceal and exacerbate through the emphasis on role reversal. (148)

 As Troilus falls in love with Criseyde, not only do the two engage in role-reversal, but Troilus also behaves in a contradictory manner than a warrior would be expected to behave. However, he is able to hide this feminization at first, as it occurs almost entirely indoors.  As Patterson explains in Chaucer and the Subject of History, "When Troilus first falls in love, ' All either dredes weren from his fledde'[…] This does not mean[…] that he abandons his martial duties[…] and this martial prowess continues even during the height of the love affair" (105). 


However, Chaucer certainly alludes to Troilus' impending weakness when Troilus, perhaps concerned that Pandarus has been a bit overemphatic with his rhetoric, faints early in the text while he is talking with Criseyde at Pandarus' house. Troilus takes over the feminine role, as Criseyde's futile yet strangely effective assertiveness employs a more masculine tone. Later in the text, role reversal is again noticeable, when, at Pandarus' home, after Pandarus tells Criseyde that Troilus is jealous, Criseyde demands to know the source of Troilus' jealousy. "She bade hym that to telle hire bisily, / Or elles, certeyn, she bar hym on honed/That this was don of malice, hire to fonde" (3.1153). Troilus, in an effort to end Criseyde's questioning, tells her that "'I wol no more trespace. / Doth what yow list; I am al in youre grace'" (3.1176). This role-reversal is important in the text, and signifies that Troilus has spent too much time inside the walls of Troy. 



Even the city of Troy, as Hanson mentions, is referred to with feminine illusions, and this is not surprising, as it is enclosed and guarded. Criseyde is always safe within the city, and is at risk as soon as she leaves. As Vance mentions in his essay, "Marvelous Signals: Poetics, Sign Theory, and Politics in Chaucer's Troilus," "Especially in Criseyde, we shall see, the spatial disposition of Troy as a dramatic setting- as a town sick from love from within, besieged by hostile forces from without […]" (300).   Patterson notes that "[…] in this poem the private stands wholly apart from and seeks to efface the public" (107). Patterson terms this privatized space inside Troy as a "local enclave" and defines it as a space that is "[…] opposed to the universe at large, in which there is a limited and temporary tendency for organization to increase" (107).  Interestingly, as Vance concludes, the walls of Troy are inevitably a false protection, and the "local enclave" is certainly temporary in nature. 


This role-reversal and false protection is seen later in Book 4. When the pair meet, Criseyde faints, and the scene reminds the reader of an earlier scene when Troilus faints.  The two are beginning to change roles. The falseness of their courtly love is waning, as "real life" imbues their relationship. The reader sees that the courtly relationship is not safe from outside influences. In a desperate attempt to keep their relationship intact, Criseyde suggests a plan in which she will persuade her father to allow her to return to the city to bring out the families' possessions. Here, Chaucer tells the reader "And trewliche, as written wel I fynde/ That al this thing was seyd of good entente […] (4.1415) 

It is interesting that here Chaucer would tell his reader that Criseyde's intentions were true. However, Troilus, though he believes that Criseyde is honest, worries that her father will realize the deception, "And over al this, youre fader shal despise/ Us alle, and seyn this cite nys but lorn, /And that th'assege nevere shal aryse […] Til we be slayn and down oure walles torn" (4.1482). Troilus, after spending so much time in the feminine enclave of Criseyde's bedroom, cannot revert to his previous role as a warrior. Troilus' concerns are legitimate, although they also provide a succinct metaphor and foreshadowing of the destruction of their relationship. Without the city walls, the city is not safe and is bound to be destroyed. After Criseyde has left the city and Troilus is awaiting her return, he bids the porters to keep the city gates open, attempting to bridge the two worlds. Troilus attempts to alter his fate, or his sentence, by manipulating the natural order of the gates. Just as the gates were a place of judgment in Biblical times, so too are they the final judge of Troilus' sentence. As the gates remain open, it is evident that Criseyde will not return. When the warden yells to signify the closing of the gates, Troilus leaves, dejectedly. He, in his effort to keep the gates open, is attempting to keep the bridge between the masculine and feminine, between himself and Criseyde, and to maintain his own masculinity. The closing of the gates not only signifies Troilus' final judgment, and the fate of his relationship with Criseyde, but also his inability to balance his own masculine and feminine characteristics. He has become the dejected woman, waiting at home, unable to go outside to find his mate. Just as Criseyde was once depicted as the chicken coming out of the coop, now Troilus has become the chicken, caged and restless. Troilus is desperate to engage in threshold action-- to come and go as he once did, living in the masculine and feminine world harmoniously, with Criseyde safely inside the city walls awaiting his return. Chaucer even employs a threshold metaphor, indicating the potential liberating nature of threshold action. 

3) Threshold action (inside- outside)


In Book 3, after the couple has exchanged loving gestures and Criseyde leaves, Chaucer writes that "Of alle joie hadde opned hire the yate" (3.469). This metaphor appears significant, as Criseyde has opened the gate for Troilus. Just as passing through thresholds is so significant in the Old Testament, it also indicates a change in Troilus and Criseyde. Troilus, if only in the metaphorical sense, is able to see an exit from the feminine world that has so enclosed him. As Burley concludes in his essay, "Criseyde's Heart and the Weakness of Women," "Chaucer's conception of femininity is one of moral weakness," this description could easily be applied to Troilus in Book Three (37). With the metaphor of the open gate, the reader sees that Troilus has gained Criseyde's love, and has the opportunity to escape from the state of "moral weakness," and to return to the more traditionally masculine traits of courage and honesty. This reversal is also reflected in the love metaphors that Chaucer uses. Suddenly, instead of Troilus being caught in the web of love, it is Criseyde who is caught. As Pandarus reflects a few lines later, "By this and that, she shoulde hymn ought es-/ cape […]" (3.557) The irony of this interplay between traditional "courtly love" and the reality of typical medieval perceptions of love is heightened as the text progresses. In the beginning of the text, the couple is completely submerged in the ideals of courtly love whereas by the end of the text, they have surfaced to the level of "real" medieval love. 


Book Five begins with Criseyde riding out of the gates of Troy, accompanied by Troilus. When Criseyde and Antenor are exchanged, Diomede leads Criseyde away by the bridle of her horse. Just as Pandarus had lead Criseyde to Troilus, now Diomede leads Criseyde to her new life with the Greeks. This scene echoes the scene in the Old Testament when Abraham's servant leads Rebekah to her new life with the Hebrews. In both instances, the women are being led toward a life in a new society. As Criseyde is outside of the city, in a masculine space, it is not surprising that her horse is being led by the bridle, to ensure her safety. Just as Rebekah was veiled because of her impending marriage, it can be assumed that Criseyde is still veiled to depict her status as a widow. As Diomede leads her to her father's tent, he vows to be her servant, and tells her that he has fallen in love with her at first sight; Diomede attempts to initiate the first step of courtly love with Criseyde. Meanwhile, Troilus visits Criseyde's castle, and the doors are barred and the windows shuttered. Just as Troilus can't enter Criseyde's castle, he will never experience the "threshold action" with her again. As Criseyde begins an affair with Diomede, Troilus is barred from Criseyde's home, and her heart.  As Troilus rides his horse around the town, looking at all the places where he and Criseyde spent time together, Troilus asks the gods to compel Criseyde to return. He is stuck inside the city walls, unable to protect Criseyde. He rides to the gates of the city and walks on the walls of the castle. The gates of the city become the place of Troilus' sentencing. He is torn between two worlds, his feminine side with Criseyde, and his masculine side as a warrior. As he and Criseyde have switched places, Troilus has lost any control that he had over their relationship. Criseyde, who, in Troilus' mind is supposed to dwell inside the city wall where she would be safe, is outside in the war zone, unprotected and out of her place. Troilus' constant pacing around the city and on the city walls signifies the unnatural state of events. As Troilus is left to wait, the narrative returns to Criseyde, who is considering whether or not she should attempt to go back to the city. As she is considering this, Chaucer writes of Diomede's intentions. 


Diomede visits Criseyde in her tent and entering the woman's realm, Diomede assumes many feminine characteristics. He asks her why she is so sad, and tells her how he has been infatuated with her since he "[…] first hond on youre bridel leyde" (5.873). Here, significance is placed on this event. Chaucer could have chosen to have Diomede say that Criseyde had been sorrowful since the first time he saw her, but he chooses to recall the bridle scene, instead. A hand on the bridle becomes a metaphor for a man's protection or claim to a woman. This metaphor is so significant because it shows the man leading the woman; the man has complete control over the interaction, and leads the woman to a place of his choosing. The metaphor to bridle has often been used in religious sermons-- as in to bridle the tongue-- and is meant to imply restraint.  Carter, in the article, "Speaking with Love" in the American Journal of Biblical Theology refers to James 3.2, which reads " Behold, we put bits in the horses’ mouths, that they may obey us; and we turn about their whole body."  He writes that: 



The 'bridle' of verse 2 [James 3.2] refers to the bridle that is placed on 

a horse or other beast of burden.  James goes on to give some 


examples of what it means to subject something to a bridle.  A horse is 

a large and powerful animal, capable of causing brutal injury if left to 

its own devices. Consequently, there is a need for the horse to be 


bridled, so that it can be guided, giving its power a useful 



purpose[…]  The bridled horse is following the lead of one who is 


guiding it with superior knowledge and wisdom. (screen 1)

Diomede's entrance into Criseyde's father's tent and his comment on the bridle scene foreshadows the couple's impending relationship, and Diomede's control over Criseyde. Diomede's crossing into Criseyde's tent is certainly a threshold action, and it is the first time in the text where the couple is together in-doors, in the only feminine realm that is available to them. Chaucer consistently uses the indoors as a feminine space for Troilus and Criseyde, and later as a feminine space for Diomede and Criseyde to discuss their relationship. 

4) Troy (Inside)


After Pandarus and Criseyde's first conversation regarding Troilus' intentions, Criseyde goes directly to her closet to consider what Pandarus has just told her. Throughout the text, when a character thinks about private, feminine emotions, they retreat to the innermost recesses of their home. Troilus writes letters to Criseyde in his bedroom or in his closet, and Criseyde writes to Troilus in her bedroom as well. Thus, the juxtapositions of private and public, and interior and exterior, are presented early in the text. A letter, the ultimate private document, could not be drafted in a courtyard, where anyone could see.  As Criseyde is pondering her letter to Troilus, she hears a clamor outside, and the Trojans yell for the gates to be opened after a long day of fighting. Troilus' passage through the city gates and into the city signifies Troilus' re-entry into the feminine realm. When Troilus passes through the gates immediately after fighting, he, "[…] esy pas ryding […] meanders around the city (2.620). The placement of these two scenes, the men yelling for the gates to open, and Troilus trotting at a leisurely pace around the city, serve as distinct markers of Troilus' two worlds. This scene is reenacted throughout the text, typically when Troilus returns to the city from fighting or hunting, he comes home to see Criseyde patiently waiting for him. 


 As Troilus returns from a hunting trip, he sees Criseyde looking at him from her window, and Chaucer writes that "Ful ofte his lady from hire window down, /As fresh as faukoun comen out of muwe […]" (3.1784) Here, Criseyde is likened to a chicken coming out of a coop. Troilus is free to come and go as he pleases, but Criseyde, who always remains in the city and usually in her own house, is like a caged bird until she sees Troilus. However, unlike the biblical women who would have been busy cooking, cleaning, and tending the children, Criseyde is an aristocrat with attendants, and is probably bored.  Blodgett, in the article "Chaucer Pryvette and the Opposition of Time," mentions that "Criseyde's ambivalence is created by her relationship to walls, pillars, windows, and bedrooms-- her setting is nothing but one of design and space […] put her outside and she is lost; sheltered, her fear is gone" (481). Although Criseyde does eventually venture outside the city walls, she is always under the protection of a man; it is apparent that her characterization necessitates shelter.  Along with her almost permanent positioning indoors, Criseyde also has another covering, a veil. 
5) Veiling (Inside)


When Pandarus first approaches Criseyde for Troilus, she is inside a "paved parlour" (2.80). He immediately takes off her veil, and asks her to "[…] shew youre face/ bare;" (2.110). Criseyde's veil, which marked her as a widow, leaves her unmarked as it is removed. Pandarus is using an emotional appeal, telling Criseyde that she can be whomever she wants. In medieval culture, outward appearances were integral in illustrating a person's character. For example, when a person was placed in the stocks, they would be adorned with objects that illustrated their crime, just as a widow's veil would indicate to everyone the woman's status. In biblical times, a woman's veil indicated her humility and chastity.  If a woman was unveiled by a man, it signaled a punishment and humiliation, usually for breaking a tribal law, such as adultery ("Apologia"). The New Testament also asserted the importance of being veiled, and that being veiled attested to being holy. An example of this would be the tabernacle, which is also veiled. Paul even testified to the importance of a woman's hair, which functions as another type of veil. This type of outward labeling carried on to medieval times, as Karras explains that prostitutes were not allowed to be veiled in medieval England, as they could potentially be regarded as "proper" women, and wore a "striped hood," instead (22). Therefore, a woman's veil was not only an item of clothing, but also a sign of the woman's "proper" status, and in Criseyde's case, her status as a widow, as well.  Her unveiling by Pandarus is a distinct foreshadowing of Criseyde's impending change in status, from a mourning widow to a woman engaged in an affair. This unveiling would be viewed in Old Testament times as an insultive derogation of a woman, and it would have certainly echoed some of these sentiments to the medieval reader, as well. As previously mentioned, medieval sermons often illustrated the seductive capabilities of women, and their responsibility to dress in the least provocative manner, to avoid inciting lust in a man. The combination of allusions in Pandarus' small act illustrates the importance of the de-veiling.  It also indicates to the reader early in the text that Pandarus will have authority and the capacity to enact change. Pandarus attempts to take over the role that Criseyde's father had, prior to his eviction from the city. Here, as in biblical times, a widow is without a man to provide surveillance of her movements. As Criseyde's husband has died and her father is not able to provide the needed surveillance, Pandarus steps in, and, throughout the text, provides Criseyde with access to the public realm. However, his guidance is often a bit stifling for Criseyde's taste, and the unveiling, while serving as a metaphor of Criseyde's impending change, is a bit premature on Pandarus' part. Whereas Criseyde is de-veiled by Pandarus early in the text, she "veils" herself later in Book 3, as she tries to regain control when she is left alone with Troilus in Pandarus' house.  


After Pandarus' chiding to make Criseyde feel guilty about her lack of affection for Troilus fails, Criseyde comments ironically that "'Ye, jalousie is love!'" and covers her head with a sheet (3.1024).  Echoing the earlier scene when Pandarus de-veils Criseyde, here, she covers herself, in an evidently futile attempt at re-gaining control, or to regain her femininity. This covering also indicates to the reader that Criseyde has something to hide. A common cliché that is used today, to get something out in the open, a metaphor for being truthful, would have been understood in Criseyde's time, as well. Chaucer frequently illustrates Criseyde's deception with shield metaphors; Criseyde covers her words as she covers her face. 

6) Shield metaphor (inside)


The shield as a covering for Criseyde's sentiments, a metaphor for her guarded words, is recurring throughout the text. Just as women are often covered, so too are intentions, and deception is often illustrated in the form of a metaphor. Here, Criseyde's words are covered by a shield, a male's article. It is interesting that Chaucer would choose this type of metaphor, as shield metaphors had been common in religious texts. However, as in Genesis when God says to Abram, "Fear not Abram; I am thy sheld […]" he is offering protection, not a chance at deception (Gen. 15.1). By incorporating a traditionally religious metaphor in a different sense, Chaucer highlights its use, and as Foucault would attest, brings it to the forefront. Because commonly used metaphors often become "transparent," a metaphor that defies its traditional use can be especially noticeable.  It is not apparent that Criseyde is guarding her words to protect Troilus, but rather, it further exemplifies the development of her fickle character. Because Chaucer uses this metaphor repeatedly, he emphasizes it for the reader, attesting to its significance. Later in the text, the shield metaphor resurfaces, in a different context. Criseyde reflects on Troilus' discreetness, and Chaucer writes "That wel she felte he was to hire a wal / of stiel, and sheld from every displesaunce" (3.480). Here, the same shield that previously hid Criseyde's true intentions now serves as a protective barrier from the outside world. Troilus, Criseyde believes, is functioning as God does in religious texts, as protection. Chaucer may choose to use the protective metaphors, first as a shield covering Criseyde's guarded words, and then as a wall to protect her, to signify the futility in both of these acts. Just as Criseyde will be unsuccessful in keeping Troilus at the level of a friend, so too will Troilus be unsuccessful in protecting Criseyde.  Here, the reader finds an excellent example of how the same object can be depicted in a metaphor so differently with regard to the two sexes. 


In another example in Book 4, Troilus, in keeping with the rules of courtly love, does not say anything when he hears that Criseyde will be exchanged for Antenor. However, Hector does oppose the trade, and remarks that "'This womman thus to shilde and don us leese/ Daun Antenor--a wrong wey now ye chese--'" (4.189). Now, Criseyde is being used as a shield. Here, in the third instance of shield metaphors, Hector illustrates the unnaturalness of the trade, as a woman should not be a shield for a man. This is illustrated in the Old Testament, when Abraham essentially uses Sarah as a shield, referring to her as his sister, to avoid harm. This type scene which is repeated in the Old Testament yields unfavorable results, as the woman is taken as a bride, and also yields unfavorable results for Troy, as the inevitable destruction attests.  Criseyde, who earlier sees Troilus as a "steel wall" is now a shield for the Trojans. Just as Criseyde's purpose changes throughout the text, her character changes as well. Criseyde is constantly changing her mind, and is often frustratingly indecisive. 

7) Doubleness 


Hanson, in Chaucer and the Fictions of Gender, mentions that "'Criseyde is hated, demeaned, and scorned for the very qualities that her culture tells her are valuable and proper in a woman: obedience, submission, and flexibility'" (142).  However, Hanson doesn't mention, as many other scholars attest, that the criticism that Criseyde invokes is due, in part, to the "doubleness" of her character. Although throughout the text, Pandarus ridicules Criseyde to convince her to behave as society states she shouldn't, she is unable to make a decision and follow through with it. This is a typical characterization of women in Chaucer's time, and can certainly be seen in numerous cases in the Old Testament as well.  Just as Sarai asks Abraham to "lay with" her slave and then tells Abraham "[…] I became a slight in your eyes. Let the LORD judge between you and me," so, too, do many other biblical women behave in similarly changeable ways (Gen. 68.5).  As Patterson mentions, "That Criseyde is changeable is a central fact about her […] with Troilus she is a courtly lady[…]yet[…] she engages in a notoriously ambiguous flirtation with Pandarus[…] and finally becomes the woman whose self interest allows her to accepts the matching selfishness of Diomede's brutal protection" (143). Hansen explains Criseyde's difficulties, "[…] the narrative embodies one side of the double figure of fallen woman in the middle ages- her lack of control over her body, the world around her, and even the inner world of her own beliefs and perceptions […]" (157) Women were often depicted as foolish and unable to resist temptation, as Eve was in the Garden. Karras writes that "Preachers expanded on the stereotype of women's foolishness. It consisted not in a lack of common sense but in being easily led astray and used by the devil as a temptation for men" (111).  However, Troilus' shady approach to gaining Criseyde's love certainly confuses her, and her inability to trust him heightens her indecision. 

8). Courtly love

  Some of Criseyde's doubleness in character alludes to the conventions of courtly love, as does some of the role reversal that is noticeable in the text. Often, when Chaucer indicates Troilus' desperation he depicts him in the traditional role as a courtly lover. Courtly love, as defined by Debora B. Schwartz, is "A part of the Medieval literary tradition in which members of nobility engage in love affairs according to specific rules of behavior" ("Backgrounds to Romance- Courtly Love"). In the late 12th century, Andreas Cappellanus authored a text entitled The Art of Courtly Love, in which he prescribed certain rules that should be followed. This text, a doctrine of prescribed behavior, certainly influenced many texts from the time of its inception. As Foucault writes, "[…] the sole requisite [of doctrine] is the recognition of the same truths and the acceptance of a certain rule--more or less flexible-- of conformity with validated discourse" (The Archaeology of Knowledge 226). However, unlike the Old Testament, a doctrine that prescribed proper behavior and attitudes for all believers, The Art of Courtly Love instructed on the proper behavior of literary characters. Although it is unknown if courtly love was actually practiced, it was certainly more of a literary convention than an actual way of life. Courtly love directly violated the teachings of the Old Testament, and certainly violated medieval beliefs on sexuality. However, despite the text's dependence on the ideology of courtly love, Troilus and Criseyde continues to maintain the spatial metaphors that are seen in the Old Testament, attesting to the power of these metaphors.  In The History of Sexuality: an Introduction, Foucault discusses "the insistence of the rule" in which he explains that "Sex is placed by power on a binary system: licit and illicit, permitted and forbidden" (83). And this ideology was certainly present in the middle ages; sex without marriage was forbidden, yet in the rules of courtly love, it was necessary. It is not surprising that Criseyde spends most of the text utterly confused and exhausted; societal norms are instructing her to behave in one way, while the doctrine of courtly love is instructing her to behave in an opposite way.  Cappallanus explained that courtly love could only be between unattached nobility, and often the woman was married or widowed, and older than the man. Courtly love, according to Cappellanus, must always be initiated by the man. The man should approach the woman he is interested in, divulge his feelings, and beg for her affection. The woman has the power to either accept or deny his advances. In courtly love, the woman has complete control over the man, and lures him into her trap.  Typically, a knight would be inspired to be courageous because of his relationship with a woman, what Cappellanus defines as an "ennobling force." Many of the symptoms that Troilus has, mainly the inability to eat and drink, paleness, and fever, can be traced even further back, to Ovid's texts. Many of these "rules" can be found in Troilus and Criseyde's relationship. However, unlike Cappellanus' description, Troilus is so overcome by his attraction to Criseyde that he is no longer able to perform as a knight should. He is often hidden in his bedroom when he should be fighting the Greeks.  Many scholars have noted that medieval audiences would not have been sympathetic to Troilus; rather, he was a pitiful character so wrapped up in his own affairs that he gave no consideration to the potential fate of his city. Further, another of Cappellanus' rules stated that the lovers should avoid falsehoods, which Troilus certainly ignored. As Patterson notes, "After each of the dramatized meetings with his lady, Troilus […] reveals a sharply different self than had previously been in evidence […]" (143). He goes on to mention that Troilus also becomes a less likable character as the narrative continues.  This is evident when considering the conventions of courtly love, as Troilus was not an upstanding participant. Certainly, secrecy in courtly love was also essential, and Pandarus' avid participation was not a typical element. However, after the couple's first night together, Troilus gives an eloquent sunrise lament, another typical element of a literary depiction of courtly love, serving to remind the reader that although Troilus appears to be a subject of courtly love, he does not play by the rules. 

9) Troilus' chamber (inside)


After Troilus receives Criseyde's first letter, and learns of her wish to be friends and not lovers, Troilus simulates illness.  Charles Muscatine notes in his essay, "Feigned Illness in Chaucer's Troilus and Criseyde," that "Not only does this stratagem serve to hide the world from his [Troilus'] actual love-sickness, but it also makes a private interview with Criseyde possible, and justifiable to others" (372). In Book Three, Pandarus leads Criseyde to Troilus' chamber "by the lappe" (3.60).  This is reminiscent of Abraham's servant leading Rebecca to Isaac in the Old Testament, except instead of leading her horse by the reins; he is leading Criseyde by her hem. In both scenes, an agent is leading the woman. When Criseyde enters, Troilus' bed is surrounded by curtains, and Pandarus, when peeking in the curtains, tells Criseyde that she is to blame for Troilus' impending death. Pandarus often functions as the voice of the "medieval mind," exemplifying the "fundamental codes of culture," to quote Foucault. When Criseyde's thoughts and actions become too progressive, Pandarus is there to reign her back in. This scene is not included in Chaucer's source, Il Filostrado. Muscantine notes that many scholars attributed this scene "[…] to be wholly Chaucer's invention," although Muscantine attests that it may actually be borrowed from a Biblical scene between Tamar and Amnon in the book of Samuel (372). Whatever Chaucer's source, it is an integral scene, and it also illuminates the lengths to which Pandarus' character will go to fulfill Troilus' desires and the extent that Troilus will participate in the charade as well. Although Criseyde protests at first, she quickly succumbs to Troilus' advances, leaving the reader to contemplate that despite the proliferance of love metaphors that indicate that the lady snares the gentleman, in this occasion it is quite the opposite, as Troilus' veiled bed-chamber also serves as a snare for the "unsuspecting" Criseyde, and hints at the impending series of role reversals in the text. In each of the couple's meetings at Troilus' home and Pandarus', respectively, Criseyde is performing the threshold action, coming in to Troilus.  These are also the two scenes in the text when Troilus is at his most feminine. 

10) Pandarus' home (inside)


On the evening that Criseyde has dinner with Pandarus, Troilus has hidden himself in a small room in Pandarus' house. Once again, deception rules, and Pandarus is able to "convince" Criseyde to spend the night due to poor weather. Of course, it is apparent that Criseyde could probably go home in the rain, as it was raining when she arrived; Criseyde probably has an understanding of the plot that is underway. She is given the inner room to sleep in, with her attendants in an outer room, and Pandarus sleeping in a curtained part of the great hall, to be a guardian for her attendants, providing the traditional male surveillance. Patterson mentions the privacy and exclusiveness of the scene in great detail:



Situated within a room that is itself surrounded by another room, itself 

surrounded by the house and its walls, by the city and its walls, then by 

the besieging Greeks, and with the whole encased within a rainstorm, 

the lovers retreat first to a bed, then to a mental space that only they 

share, and finally to a wordless union that leads them to believe they 

have passed beyond the world of history to a transcendent […] 


love. (108)

After the house is asleep, Pandarus tells Troilus, "Wy! Don this furrend cloke upon thy sherte, / and folew me, for I wol have the wite" (3.437). Interestingly, Pandarus leads Troilus just as he led Criseyde previously, "And Troilus he brought in by the lappe" (3.742). Here, Troilus is again depicted with many feminine qualities. He follows Pandarus' instructions, and just as Pandarus lead Criseyde to Troilus' bedchamber, now he leads Troilus to Criseyde's bedchamber. Chaucer's decision to depict the events identically, with both lovers being lead by their hem, invites a comparison between the two scenes. Again, a metaphor for deception is introduced, as Pandarus explains, "'So as ye wommen demen alle,/ That for to holde in love a man in honde,/ And maken hym an howve above a calle[…]" (3.774) Here, Pandarus compares love to a woman holding a man's hand, and that a woman calls a man with her heart and life, forcing the man to make him a hood over a cap, or to submit to deception in order to be with her. Again, the metaphor of covering to signify deception is introduced. Further, Pandarus is able to manipulate the metaphor so that it appears that Criseyde has forced Troilus to be deceptive. As always, Pandarus' manipulative rhetoric is issued before the couple is left alone, and Pandarus warns Criseyde to trust Troilus, "For with o word ye may his herte stere" (3.910). Once again, love is compared to a woman's control over a man. Pandarus, always the manipulator, frequently employs these ironic statements to diffuse the blame for Troilus' lust, and to continually provide a contemporary voice, a voice which Chaucer questions. 

11) Masculine Troilus (outside)


Despite Troilus' lamentations at having to leave Criseyde, Troilus is happiest during the affair. He holds feasts and fights bravely, although Chaucer never fails to remind the reader that "Kan nought the montance of a knotte unbynde/ Aboute his herte of al Criseydes net" (3.1733). Now, not only is Troilus still caught in the net of love, the net now has a name: Criseyde. However, Troilus is able to fight, and even goes hunting. He is no longer the sickly, ill-fated lover that he was before Criseyde agreed to have an affair with him. 


 Cappellanus argues that jealousy is necessary in courtly love. Troilus has been jealous throughout the text, and is concerned that Criseyde will fall in love with a Greek. In Book 4, his honor begins to crumble, as he tells Criseyde of his plan to flee with her. This scene bears resemblance to Lot in the city of Sodom. Lot, a weak character who survives because of his relationship to Abraham, is scared to flee the city of Sodom because he is afraid of the outside world. God forces Lot to flee, and he is saved from the destruction of the city. Troilus, on the other hand, entertains the notion of fleeing Troy, the ultimate betrayal to his people, even though he is one of the most adept soldiers that the city has. Troilus proposes to leave the familiar soil of his home, to venture into the unknown. Both Lot and Troilus are weak, and both face the destruction of their cities. Whereas God forces Lot to flee, Criseyde refuses to flee with Troilus.  However, Criseyde maintains her honor, reminding Troilus of the cities' need for his protection. Here, Criseyde is worried about Troilus' loss of honor. Criseyde's notorious fickleness is temporarily disengaged, as she reminds the "valiant hero" of his duty. Book Four ends with Troilus leaving Criseyde's chamber, and his crossing through her threshold is significant; it is the last time they will be alone together. 


As the days pass and Criseyde doesn't return, Troilus retreats further into his solitude, and stops eating. He begins walking with a crutch, and for the first time in the text, he is legitimately sick. Whereas he feigned illness to gain Criseyde's love, now he is physically sick because of his separation from Criseyde. Troilus dreams that Criseyde is being unfaithful to him, and summons Pandarus to tell him what he has dreamt. Troilus reverts to his former jealousies, and believes that Criseyde was deceptive from the beginning of their relationship. Pandarus tells Troilus that dreams are not always reality, and encourages him to write a letter to Criseyde. Troilus' letter is filled with his desperation and frustration over Criseyde's fickleness. He writes, "With hope, or deth, delivereth me fro peyne" (5.1400). However, Troilus' desperation causes him to revert to his early rhetoric, as he writes, "As she that lif or deth may me comande!" (5.1411). When Criseyde responds, her tone has changed, and she tells Troilus, "I have ek understonde/ How ye ne do but holden me in honde" (5.1615). Here, deceit is portrayed in a metaphor of Troilus holding Criseyde in his hand, reminding the reader of the earlier hand holding metaphor, which signified their love. After reading the letter, Troilus finally realizes that "Nas nought so kynde as that hire oughte be" (5.1650). When Troilus finds his brooch in Diomede's collar, he knows that he has been betrayed. However, instead of committing suicide, Troilus rises as a fierce warrior, reverting to his earlier self, prior to his affair with Criseyde. As Chaucer closes with his address to his audience, the reader is left to ponder Criseyde's doubleness, her changeable character, and how much freedom she really had to choose. 

Afterward


We all know that Troilus is doomed to fail from the start, as history requires his demise. But the particular ways in which Chaucer depicts this doom appear to owe much to the Old and New Testaments. First, Troilus substitutes love for a woman for the love of his Christian God, and then he replaces Christian ideals with courtly pleasures. Thus, Chaucer's text re-emphasizes the constraints of the Judeo-Christian culture and illustrates a lesson that is disseminated throughout history-- that love of God leads to a productive life. Troilus' focus on his own pleasures and lack of attention to his duties leads him to inevitable ruin. Chaucer reveals this through the use of spatial metaphors that are similar to those found in the Old Testament. In this way, Christian ideals can continue to flourish, even if the metaphors are transparent and unnoticed by the reader. Chandler mentions that "Such transparency tends to anaesthetize us to the way in which the culturally available stock of tropes act as an anchor […]" In doing so, he reminds us once again of the importance of recognizing these tropes and pulling them to the surface (Semiotics: The Basics 134). 
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